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AnHoTaums. B cTaThe paccMaTpuBaeTcs He TIEPEBENCHHBINA Ha PYCCKUN SI3BIK paccKa3 aHTIIHICKOTO
mucarens Tomaca ['apau “An Imaginative Woman” (1894). ABTop cTaTby aHAIHU3UPYET JaHHOE MPOU3BEIE-
HHUE C TOYKH 3PEHHS KaHPOBBIX 0COOCHHOCTEH M OTHOCUT €ro K (hoTOIK(PPaCTHUECKOH MPo3e. APryMEHTOM
sBisieTcs: poTorpadudeckuii dkdpacuc, MPOHU3BIBAIOIINI TaKUe MO3TOJOIHYECKAE YPOBHH, KaK CIHOKETHO-
KOMIO3ULIMOHHBIN, TEPCOHAXKHBIN, MPOCTPAHCTBEHHO-BPEMEHHOM, MOBECTBOBATENbHBIM, MOTUBHO-TEMATH-
yecknit. Ocoboe BIMSIHUE Ha MOATHKY dK(ppacuca MpousBereHnii BUKTOPHAHCKOM TIOXH 0Ka3aJi0 BOCIPHSI-
THe QoTorpaduu, NOCKOIBKY JalleKo HEe cpa3y ee CTalh BOCIPHHUMATH KaK HOBBII M CAMOCTOSTEINBHBIN BU]T
uckyccra. @oroskdpacuc, paccMOTpEHHBIH B KOHTEKCTE BUKTOPUAHCTBA, MTO3BOJISIET TOBOPUTH O €T0 JKaH-
poobpasytoriell GpyHKIIMH, B YaCTHOCTH — O MUCTHYECKOM (OoTO3K(ppacTudeckoM pacckase. CorinacHo cro-
KETy pacckaza (poTomopTper modTa oKa3plBacT HEOOBSICHUMOE BIUSHHE HA Diuty MapuMuint: risias Ha ¢o-
TOM300paKEHHE, OHA BIIIOOJIIETCS B HErO M M3MEHSET MYXXY B CBOeM BooOpakeHMH W (aHTasusx. Ilocne
caMOyOHICTBA TI03TA, C KOTOPHIM OHA HHUKOTJa HE BCTpEYanach B PealbHOCTH, Jiia ymupaer. Myx, oOHa-
PYXHB (POTOKapTOYKY B CBOEM JIOME, OTMEYaeT CXOACTBO pebeHKa ¢ (pOTOMOpTPETOM U MPOTOHSET €ro M3
noma. JKaHp BUKTOPHAaHCKOT'O paccKas3a, «OTKPBITHIH» W CTAaHOBSIIMACS, OKa3alicsi Haumboiee OpraHuYHOM
dopmoii 1t HoTOIKGPACTHIECKUX IKCIIEPUMEHTOB. Takum oOpa3om, QyHKIIMOHATBHOCTE POTOIK(pacKca B
pacckaze MHOT00Opa3Ha: pacKphIBaeT MCUXOJOTHIO TIEPCOHAXKEH, CIYKUT UMITYJILCOM JUIsl PACIIUPEHHS MC-
TOPUKO-KYJIbTYPHOI'0 KOHTEKCTa BHKTOpHMAHCKOHM 3TOXHM, BBICTYIAET CBS3YIOIIMM HadajoM JBYX MHPOB —
peabHOTO M HJIEaIbHOT0, BEICTPOSHHOTO C TIOMOIIBI0 BOOOPaKaeMOro, y4acTByeT B HAppaTHBE, aKTyaIn3H-
pPYET MOTHBEI BCTPEUH, Y3HABAHHS, & TAKKE TEMY CMEPTH M UJCHTHYHOCTH (JIMYHOCTHOM, COIMANILHOM) Tep-
coHaxkell. Yuacrue poroskdpacuca B opraHu3anmy Bcex YpOBHEH XY/I0KECTBEHHOW CUCTEMBI paccKasa 1mo3-
BOJIIET OTHECTH €r0 K TaKOM yKaHpOBOH (hopMe, Kak MUCTHYCCKHH (POTOAK(pacTHUSCKHUIT paccKas.

KawueBbie ciaoa: Tomac [Napam; «Kenmmua ¢ OorateiM BooOpaxkeHHeM»; (ororpadudeckuii
sk¢pacuc; poroskdpactuyeckuii pacckas; Ponan bapr.

Domoepagus — ncegdonpucymemeue
U 8 MO JHce 8PeMsl CUMBOIL OMCYMCMBUSL.
CorozeH CoHTar

Dkdpacuc, WK CIOBECHOE MPEICTABICHHE BHU3Y-
anpHOI oOpasHoctu (“verbal representation of visual
representation” [Heffernan 2004: 3]), Bomien B Ju-

© IlonyskroBa T. A., 2022

TepaTypy pa3HbIX CTpaH €Ile C TOMEPOBCKOM IITOXH.
W Bo BCe 5m0XxH, MpaBnaa, B pa3HOW CTEIICHU, aBTOPHI
HCIOJB30BAIM 3K(PPACTUYECKHE OIMUCAHUSA B CBOHX
MPOM3BEACHUAX. DTO 00YCIOBIEHO MHOIO()YHKIIMO-
HAJIbHOCTBIO 3K(ppacuca, 0TMEUaeMOH MHOTHMH POC-
CHICKMMH M 3apyOSKHBIMU HCCICIOBaTeIIAIMHU. Tak,
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Hampumep, MOCKOBCKHUM uccnenoBatens M. W. Hu-
KOJla OTMEYaeT, YTO JK(PpPachC OIpeaelsieT «Baxk-
HeHIme copepKaTenbHO-(QopManbHbIe KOMIOHEHTHI
tekcray [Huxoma 2010: 11]; mepMckue ncciaemoBa-
TENM YKa3bIBAIOT, YTO «...OK(pacuc Kak THI JHC-
Kypca BBINOIHSET B JINTEPATYPHOM IPOM3BEICHHH
pasnuyHble QYHKIHK, B TOM YHCIE H KaHPOoOpa-
sytomnyto» [Boukapesa, TaOyHkuHa, 3aropoiHeBa
2012: 18], u moToMy TPENCTaBIAECTCS BO3MOXHBIM
TOBOPHTh O aHpPEe «IKPPACTHUECKOTO POMAHa»
[Tam xe: 20]; JbkoanHa XapTMaHH CChUIae€TCs Ha
ero MHOropyHKunoHaneHOCTh: “It has been used as
poetic and rhetorical device, genre, and principle of
narration” [Hartmann 2015: 113] u mp.

B nmanHOW cTaThe OCHOBHOE BHUMaHHE OyIeT
yaeneHo dororpaduyeckoMy 3K pacucy, T. €. OIH-
caanto (ororpaduii, BHIMONHSIIONINX B MPOHU3BEIE-
HUSIX JIOKYMEHTHPYIOUIYIO, CIOKETOCTPYKTYPHUPYIO-
IIyI0, XapaKTOPOJIIOTHYECKYI0 W JApyrue (GyHKIUH,
YTO «pacUIupsieT CTPaTerndeckue BO3MOXKHOCTH JTU-
TepaTypbl, TIO3BOJSIET BapbUPOBATH ITOBECTBOBA-
TeNbHBIC TIPUEMBI, CTABUTH HACYIIHBIE COLUANBHBIC,
¢dunocodckue, sTnueckue mpoodieMel» [CymieHKoBa
2018:339].

B cBsi3u ¢ 3THM MOXXHO TOBOPHTH O JKaHPOOOpa-
sytomiel ¢pyHknuu portoskppacuca (cM. moapodHee
[[TomyskToBa 2021]), mo3aTHKa KOTOPOroO CTaja 0Co-
OCHHO OpPraHWYHOM JJIsI TOCTMOACPHHUCTCKON 3CTe-
THKH: HE CTOJIIBKO OTOOpa)KeHUE JeCTBUTEIBHOCTH,
CKOJIBKO €€ JCKOHCTPYKIUS ¥ HHTepIpeTanus (MHO-
TOCIIOWHOCTh (oTorpaduu), moadac — ee MmoaMeHa
(3aMeHa); pa3IMIHOr0 POAa MAHUITYJISIIIUN CO CHUM-
KOM JIp., — TPENIoNaralolie aKTUBHOE YHTATEIb-
CKO€ COTBOPYECTBO.

Onnako B cepennue XIX — magame XX B. 3CTe-
Tuka Qororpadun Obima MHOW. Xyd0XKECTBEHHEIC
MpoU3BeNeHNs (IPEUMYIIECTBEHHO — MaJiasi 1mpo3a)
¢ ¢dororpadpuueckum auCKypcoM (dKdpacucom)
HavaJlkd MOSBIAThCA ¢ 1850-X IT., HEMHOTUM MO3Ke
1839 r. — rona oduIMATBHOIO OTKpPBITHS (oTorpa-
¢un. Bocripusitue ¢pororpadun kak TaKOBOI BbI3Ba-
70 OOIIECTBEHHBIH PE30HAHC M aMOMBAJCHTHOE K
Heit otHomenue: “Fascination and fear, suspicion
and enthusiasm, enchantment and disgust...”
[Fjellestad 2015: 195]. Tak, Hanpumep, KyJIbTYpHO-
ACTETHYECKYIO0 aTMoc(epy TOro IMeproaa onucal B
HeOonbmoM 3cce «banp3ak u mareporun» (1900)
¢bpannysckuii  ¢dororpad Denuxkc Hamap: «Bce
3[Iech CMYIIAJo: KOJIJOBCTBO C BOJIOM, 3aKIIMHAHUS,
npuzpaku. Ctonp JoOMMas 4apojesMd HOUYb 0e3-
pa3fenbHO I[apcTBOBAalla B CyMpayHBIX TIIyOMHax
TEMHOM KOMHATBI, KOTOpas 3ampocTO MOTJa Obl
ctath pesunennuert Kusasst TeMbl, a U3 XUMHUKATOB
3alpocTO MOXHO OBUIO OBl CBApUTH MPHUBOPOTHOE
3enne. <...> K garepoTumy oTHECIHCH ¢ TOI03pEHH-

€M M CyEeBEpHBIM CTPaxoM HE OJIHU TOJBKO HEBEXKe-
CTBEHHBIC WM HerpaMoTHble <...> [lonawamy x
BOCXHUIICHUIO TPUMEIINBAINCE HEYBEPEHHOCTb,
0ECIIOKONCTBO M pacTepsHHOCTh. Jlajgeko He cpasy
YenoBeuecTBO OCMENMIOCH IPUOTU3UTECS K MOH-
ctpy» [Hamap 2019: 14].

JlBolicTBeHHOE OTHOIIEHHE K (hoTorpaduu Kop-
pENMpoBaO C JIMTEPATYPHBIMU IIpolleccaMH cepe-
nuHbl — KoHIa XIX B. C oHOM CTOPOHBI, POMAHTH-
Yyeckasi pUTOpUKa, C €€ MHTEPECOM K CBEPXbECTe-
CTBEHHOMY M HeoObsicHumomy. C npyroii — HaOH-
paromas cwiy (MO3WUIMK) PUTOPHUKA peaTuCTHIe-
CKasl, C e¢ BHUMaHHEM K JIETAIsIM M MeJovaM, JUIs
KoTopoii ¢ortorpadust Obuta Ooiee «ymO0OHBIMY, TO
CPAaBHEHHIO C >XHBONKCHIO, U HauOOlee TOYHBIM,
OeCTpUCTPACTHBIM CPEICTBOM OTPaXKEHHUs JACHCTBH-
TENPHOCTH;, KaK JIOKYMEHT, JIOKa3aTelbCTBO IO~
JIUHHOCTH.

HeyauBurensHo, uTo ¢ cepenunbl XIX B. HanOo-
Jiee perpe3eHTaTuBHON hopmoit st poroskppacuca
CTAHOBUTCS JKaHP AHIJIMICKOrOo pacckasa', MHTeEH-
CHBHOE CTAHOBJICHHE KOTOPOTO MPUXOIUTCS UMEHHO
Ha 3TOT MepuoJ]. AHTIMHCKIE MUCATENN ITOTO IEepH-
0JIa BBICTYIIAJIN DKCIIEpUMEHTATOpaMu: « /st Xymoxk-
HUKOB, HaunHas ¢ XIX Beka, jKaHPOBBIE KaTEropuu
CIIOBHO OTCTYIAIOT HA BTOPOM IJIaH repen Oosee Be-
COMBIMH XY/IOKECTBEHHBIMH 3aJ[a4aMU — TTOMCKAMH
HOBBIX CPEICTB XYyJIO)KECTBEHHOW H300pa3UTeNbHO-
cti» [AnHnbipepoBa 1998: 12]; oHM CTpEeMUIIHCH
«...BBIPa0OTAaTh HOBBIC HW300pa3UTENbHBIC KAHOHBI,
CO371aTh 0COOYIO0 BBIPA3UTENBHYIO TUIACTUKY» [Epem-
kuHa 2010: 295]. IlmacTdHOCTh W TOABHIKHOCTH
3TOTO >KaHpa TO3BOJSUTM THCATEISIM-BUKTOPHAHIIAM
MPOBO/INTHh XYJOKECTBEHHBIE JKCIIEPUMEHTHI pas-
JIMYHOTO POJIa, B TOM YHUCIIE U CHHTE3 UCKYCCTB.

I. Omuot, Y. dukkenc, T.Tapmm, I'. [xeiimc u
JpyTrHe mucaten oOpaTUid CBOM XYIOXKECTBEHHBIH
uHTEpec Ha (ororpaduo, KOTOPYIO UCIOIB30BAIU B
pasubix nensax: “They included photographs as illus-
trations for their works, they incorporated a photo-
graphic aesthetic in their writings or they approached
photography metaphorically” [Straub 2015: 157].

Bcé 510 B onpeneneHHoN CTENEeHU MO3BOJISET TO-
BOPUTH O CYILECTBOBAaHMH, 110 KpaliHEH Mepe, IBYX
(hOTO3K(GPACTUYCCKUX CTPATEIHH B aHTJIOA3BIYHOM
MaJIOi TPo3€ TOr0 BPEMEHH: MUCTUYECKON U JIeTeK-
TuBHON. K XymoKeCTBEHHBIM 00pasiiaM IepBOU
CTpaTernd MOXHO OTHECTH, HalpHMep, TaKHE Kak:
«Jlerenna Hlornanaun» (“The Legend of Scotland”,
1858) JI. Koppomna, «B xonne mytn» (“At the End
of the Passage”, 1890; pyc. nep. 1895) P. Kumutunra,
“An Imaginative Woman” (1894) T.Tapmu, “The
Man with the Roller” (UenoBek ¢ ra30HHBIM KaTKOM
(mep. — T.11.), 1912) D.T. Cynitna u ap. Ilpunan-
JIKHOCTh 3TUX TMPOU3BEACHUHA K KaHPY MHCTHYC-
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ckoro (oroskdpacTrueckoro pacckaza o0ycaoBiie-
Ha, 10 KpaifHe mepe, nByMms (akropamu: 1) ¢oto-
ak(dpacuc ompenenser coaepKaTeIbHO-(OopMaTb-
HbIe KOMITOHEHTBI; 2) 3KCIUIMLUPOBAHBI CBEPXbECTe-
CTBEHHBIC, HEOOBSICHUMBIC, MarndecKue CBOKMCTBA
(dhoTon3o0pakeHusl.

B nanHOil cTaThe MCCIEAYIOTCS PENPE3CHTATUB-
HbIe XapakrepucTuku Qororpaduu B npoze Tomaca
I'apmu (Thomas Hardy, 1840-1928), ubs mucatens-
CKas Kapbepa MpHUILIach Ha 3apOXKJICHUE U Pa3BUTHE
(dororpahuyeckoro HCKyccTra.

Tema ¢otorpaduu B He MepeBeJEHHOM Ha pyc-
ckuil sa3bIk pacckaze T.[apmu “An Imaginative
Woman” («KeniuHa ¢ 6oraTeiM BOOOpPa)KEHHUEM)
OTpa)kacT OJMH W3 BapHaHTOB BOCHpUATHS (OTO-
rpaMuecKoro MCKyccTBa, CBSA3aHHOTO C €r0 Maru-
YECKUM, 1OT9aC HEOOBSICHUMBIM, BITHSTHUEM.

Paccka3 Obut Hanucan T. [apau B 1893 r., omy0-
JUKOBaH B exeMmecsyHoM OputanckoMm “Pall Mall
Magazine” B 1894 1., B 1896 1. BKIIIOYEH B TIepen3ia-
Hue «Yaccekckue pacckasbs»y (“Wessex Tales”,
1888), a B 1912 r. mepeHecer uM B cOOpHUK «Ma-
NeHbkue HacMemkH xm3Hu» (“Life’s Little Ironies™).

B ocHOBe cro)era — KJIIaCCHYECKUN 1711 EBPOIIEH-
CKOW ITUTEpaTypbl JTIOOOBHBIM TPEYroJbHHK: OJHA
JKEHILMHA U JIBO€ MY>KUMH. JleficTBUE TPOUCXOUT B
BukropuaHcKyl0 3H0Xy, B IIOCIHEAHEH 4YETBEPTU
XIX B. PecnekrabenpHast ceMbss MapuMHIUT TIPHE3-
JKaeT B JIETHUH Ce30H Ha MOpCcKoi KypopT ConeHTcH
U TIOCEeNsieTcs B CheMHOW KBapTHpe M3BECTHOTO, HO
BE/IYILETO 3aTBOPHUYCECKHIA 00pa3 H3HHU 1modta Po-
Oepra TpeBu, ynanmuBiIerocs BpEMEHHO Ha COCE-
HUI OCTpOB YalT. YuibsiM MapuMuiiia — 10BOIBHO-
TaKu 3aypsIHBIM MYX, BJIaJeNel MPOIBETAIOIIErO
OpYKEHHOT0 Jiea, ero cympyra Jimia Mapamumt —
YTOHUEHHAS W JKaXK/yIasi BIICYATICHHH MaTh TPOUX
Jerei, HaumHaromas mosrecca. CTuxu Db, Teva-
TaBIIHECS MO MY>KCKHM TICEBIOHUMOM «J>KOH Ali-
Bm» (John Ivy), ycrynanu coneram P. Tpesu, mod3us
KOTOPOT'0 €€ BOCXHIIAIA.

VYBumee B goMe (ororpaduueckuii mopTper
P. TpeBu, Dnna BiroOusiercss B HEro, HO BCE MPE-
MPUHUMAEMbI€ €0 TIONBITKA OYHOM BCTPEYH OKas3bl-
BaroTca TiIeTHBIMHU. [lo3zxke Dmia y3Haer W3 JIOH-
JIOHCKOM ra3eThl 0 caMOyOMIiCTBE 1M0o3Ta. A BCKOpE
MoCJIe POXKACHUS YeTBEPTOro pedeHka Dia yMupa-
er. Uepes aBa rona YuibsM, FOTOBSCh K IPEACTOS-
el cBaapOe, ClydaliHO HaXxOOUT KOHBEPT, COIEp-
KHMOE KOTOPOI'O CTAHOBUTCSI POKOBBIM: MPSIb BO-
JIOC TOTrO0, 4el poTonmopTpeT jexkan 3aech xke. Jlonro
HE paccykaas, 00e3yMEBIINA My BHIUT CXOJICTBO
MaJICHBKOT'O ChIHA ¢ ()OTOMOPTPETOM M, MPOKIHHAS,
MIPOTOHSIET ero U3 JIoMa.

B ocHoBe nuHamMmIUecKoro crojkera pacckasa Jie-
KHUT OJJHOHAIIPABIICHHAsS IIETIOYKa JeUCTBHUH, a (o-

Torpadus BBINOJHSICT CHOKETOCTPYKTYPUPYIOLLYIO
¢dynkuuio. Paccmorpum 310 6omee moapoOHo.

3aBsazka — mpuesnq MapumwiuioB B CoseHTCH
(Solentsea), B KOMHATHI MO3TA.

Pa3BurTHne paeiictBusi. Dila, HE COCTaBJISBIIAS
KOMIIAaHHUIO MY)XKY HA AXTHBIX IPOTYJIKax, IOIy4acT
MPUSATHYIO BO3MOXHOCTh HaXOJUTHCS CPEAM BEUIEH,
npuHauiexanmx P. TpeBu, ¢ KOTOPpIM OHAa HUKOTJa
He BCTpedasiach. «BrewariurenbHas, TpemeTHas»
(impressionable, palpitating) Dnna npuMmepseT Ha
cels1 onexay (MaKMHTOII M HUIAIY) I03Ta, MeuTas
KaK MOYKHO ObICTpEe C HMM BCTPETHTHCS, 3ay4nBacT
€ro CTUXU Hau3yCThb.

VY3HaB oT Muccuc Xynep, Xo3s1UKe JIoMa, O HaJIK-
ynn (ororpaduu TpeBu U MpeaBOCXHUIIAs BCTPEUy,
Onia HaYMHAET FOTOBUTHCSA K HOYHOMY CBUJAHUIO.
OOcrosTenbcTBA KaK HENb3s JydIlle K 3TOMY pacmo-
Jarajgi: MY COOOIIMJ, YTO BEPHETCS Ha CICHAYO-
I IeHb, ACTH CIIAJIH.

Kyabmunanus. Ilepen TeM Kak B3MVISHYTh Ha
TpeBu, Dmia “now made her preparations, first get-
ting rid of superfluous garments and putting on her
dressing-gown, then arranging a chair in front of the
table and reading several pages of Trewe’s tenderest
utterances” (960)>. Eciu 10 3Toro MomeHTta Jiia
co3ziaBajia BooOpaskaeMmblii o0pa3 P. TpeBu ¢ momo-
IIBI0 €ro MO033UH, TO (POTOMOPTPET CTal 3PHUMBIM
BOIUIOILICHHEM ee BooOpaxxeHus. [loHecs pamKy ¢
MOPTPETOM K CBETY, Djla BOOYMIO BHUIUT TPEIMET
cBoero TaifHoro BocxuiieHus: “It was a striking
countenance to look upon. The poet wore a luxuriant
black moustache and imperial, and a slouched hat
which shaded the forehead. The large dark eyes ...
showed an unlimited capacity for misery; they
looked out from beneath well-shaped brows as if
they were reading the universe in the microcosm of
the confronter’s face, and were not altogether over-
joyed at what the spectacle portended” (960).

Ha OGecco3HarenbHOM ypOBHE JJjla BOCHPHHH-
MaeT 3arnevyatieHHbI 00BbEeKT, U YPOBEHb BHYIICHHUS
€ro HCMIOCPECACTBCHHOI'O IIPUCYTCTBUA B JaHHOM
cllydae BBICOK M JUTUTENEH. DTO OJWH U3 (PaKTOpPOB,
MO3BOJISIIONIMX TPUIHCHIBATh (QoTOrpaduu maruye-
CKHE CBOICTBA.

OmnpenensonmuM MOMEHTOM CTaHOBUTCS TIOLIE-
Jy#, KOTOpbIM Diula «oJapuBaer» (OTOMOPTPET U
KOTOPBIi MOKHO pacIieHHBaTh Kak u3MeHy. [locie
OHa CJIOBHO BO3BPAIIACTCSI B MPEKHIOK PEabHOCTh:
“She thought how wicked she was, a woman having
a husband and three children, to let her mind stray to
a stranger in this unconscionable manner” (960). Ho
¢dororpadus BHOBb OBJIAJICBACT €€ MBICISIMHU M 9yB-
CTBaMH, YTO CPOJIHH B JaHHOM CIIy4ae CyMpy>KecKoit
nusmene: “She knew his thoughts and feelings as well
as she knew her own; they were, in fact, the self-
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same thoughts and feelings as hers, which her hus-
band distinctly lacked. <...> ‘He’s nearer my real
self, he’s more intimate with the real me than Will is,
after all, even though I’ve never seen him!”” (960).

Aurnuiickas uccienoBareabHuna Jiaucon dumn
Kan (Alison Fisch Katz) ykaspiBaer Ha poiib
sk(ppacuca (unm doroskdpacuca — /1. T.) B 3TOM
snu3oze: “In this convergence of icon and logos,
Ella secures an ekphrastic moment which cements
the relationship between herself and her imaginary
lover. <...> the narrator lovingly describes this
moment as a perfect union of presence and ab-
sence” [Katz 2011: 157].

Hacnaxxnasicb 001iecTBOM BOOOpakaeMoro BO3-
JIIOOJIGHHOr0, OHa Kiajuer Qororpaduio Ha Kpai
KpOBaTH, IPOAOIIKASL pACCMAaTPUBATh MUJIBINA CEPILLY
0o0pa3 M YUTaTh CTUXH, HAIlMCAHHBIC UM Ha 000X Y
u3ronoBbs kpoBatu: “And now her hair was drag-
ging where his arm had lain when he secured the
fugitive fancies; she was sleeping on a poet’s lips,
immersed in the very essence of him, permeated by
his spirit as by an ether” (961). Ken Ailipnenn u3
OtkpeiTOro yHUBEepcuTera BenukoOpuTanun Takxke
MIPOYUTHIBACT 3TOT 2IIM30[ KakK HeHTpaﬂbeIﬁ JJIA
BCEro pacckasa: “...its central event, in terms of
importance and number of pages, is the scene
where Ella, in dressinggown and candle-lit atmos-
phere, imagines a sexual union with Trewe” [Ire-
land 2008: 63].

Pa3Butue neiicrBus. [lanee mo croxery mnpouc-
XOOUT IlepBas Ciy4yaillHas «BCTpeda» YuWibsiMa C
P. TpeBu: ¢otorpadusi oka3plBacTcsi B COBMECTHOM
nocrenu cynpyroB. Ho Ha TOT MOMEHT MyX HE BOC-
OPUHSJT 1M03Ta KaK TMOTEHIHMAIBLHOTO JIFOOOBHUKA
CBOEH JKEHBI.

[To Bo3Bpamenun MapuMHUIUIOB JOMOM Diljia,
pacronarasi BpeMeHeM, MPOJOIDKIIA CO3aBaTh JIU-
pHYECKHE COYMHEHHS. 3aBsi3aBIIAsCsl MEPEIHcKa ¢
P. TpeBu (omsTh ke MOJ MCEBJOHHMOM) M COPBaB-
nrasacsa 663 IIATU MUHYT O4Hasd BCTpEYa C HUM TOJIbLKO
YCHIIMIIN BJICUCHUE DIJTBI K HEMY.

3HAKOBBIM B CIOKETE paccKa3a CTAHOBHTCS BHE-
3alHasi HOBOCTh O CaMOYOHMIICTBE 103Ta, MOTPsICIIas
Omy: “Oh, if T had only once met him-only once;
and put my hand upon his hot forehead-kissed him-
let him know how I loved him-that I would have
suffered shame and scorn, would have lived and
died, for him! Perhaps it would have saved his dear
life! <...> But no-it was not allowed! God is a jeal-
ous God; and that happiness was not for him and
me!” (966). CaMoyOMIiCTBO T03Ta PAaBHOCHUILHO
BHYTPEHHEMY YMHUPAHHIO DIUJIbI, TIOTOMY YTO C HUM
oHa Obula BooOpaxkaeMbiM meNbiM. [Ipomecc ee
OTOXKIECTBIICHUS ¢ [[pyrum Havajcs co B3IJIAa Ha
¢dororpaduto, kotopas noHumaercs P. Baprom «kak

SIBIICHAE MEHsI B Ka4ecTBE JPYroro, JIOBKas JAHCCO-
[Uanys CO3HAHUS COOCTBEHHOW WICHTUYHOCTHY
[bapt 2016: 23].

Onna npocut MUccUc XyTep MPUCTATh MPSIb €To
BOJIOC U TOT (POTOMOPTPET, KOTOPBIN ObLI el OYeHb
XOpOIIO 3HAKOM. DTO M ChITpaeT B AalbHEHIIEM po-
KOBYIO POJIb JUIS pecreKTaOenbHON cemMbu Mapu-
MUJIJIOB.

Onna, poarB YETBEPTOro pedeHKa, CIyCcTsl HeKOo-
TOpPOE BpeMsI YMUpAET. Y UIIbSIM, TOTOBSICh K HOBOM
KEHUTHOE, CIydallHO HAXOMUT TOT POKOBOW KOH-
BepT. OTa «BCTpeda» YuibsiMa ¢ (OTONOPTPETOM
P. TpeBu Benmer K Tparuyeckoil pasBsi3ke — OTeL,
MOPa’KEeHHBI CXOJICTBOM MO3Ta W pedeHKa, Mporo-
HSIET €ro U3 JoMa.

Ha ocHOBaHWHM BBIIIEH3IIOKEHHOTO CIOKETa Ode-
BUIHO, 4TO (hOTO3K(ppacuc ompeneyseT KOMIIO3UIIH-
OHHOE TMTOCTPOCHHE BCETO paccKasa: sBIseTcs JBUTa-
TeNeM JISHCTBHS Ha MPOTSDKEHUH BCErO MOBECTBOBA-
HUS. OTOT MOTEHIMAJ CTAHOBUTCS BO3MOXKHBIM Ora-
rojaps ABYM peXHMaM TpodreHus Qortorpaduii —
studium’y u punctum’y, BBeneHHeiM P. baprom B
cBoeM 3HamMeHUTOM 3cce «Camera lucida. KommeHn-
tapuii K potorpadum». [lepBblil BEICTyNaeT B Kade-
CTBE KYJIBTYPHOT'O KO/a, MPEIoJIararolero 3pure-
7sl, HAACIEHHOTO OMNpEACICHHBIMU KYyJIbTYpHBIMH
3HaHUSMH, TO 3aJI0T MPOYTEHHUS, BOCTIPHSITUS UJICH,
3aJI0KeHHOM B ororpaduu; «...Studium... HUKOrIA
HE SIBIIICTCS. MOUM HACTaXJICHHEM MM MOUM CTpa-
manuem» [Tam xe: 41]. Punctum xe, KOTOPBIA «KO-
JeT» W paHUT, WHIMBH]yaleH, oOpamaercs K 9yB-
CTBaM M SMOIMAM YernoBeka. OCHOBBIBAsACh HA 3TOU
TEPMHUHOJIOTUU OMHAPHOTO BOCHPUATHS (HOTOU300-
pakeHus, cocTosBIIasca «Bcrpeda» bl ¢ P. Tpe-
BU cTalla BO3MOXHOW Omaromapst T.H. punctum’y
(«ykomy»). IlplTasice NPOHUKHYTH B TIYOWHHYIO
cyTh (oTooOpa3a, Dijla HAMOJIHSAET €ro CBOMMH
CyOBbEKTHBHBIMH H3MBIIUTICHsIMA. [IpuMedarenbHo,
HO 3Ta xe (ororpadus He crana 3aJI0TOM «BCTpeE-
qm» s MEccuc Xymep: O4eBHIHO, A Hee (oTo-
n3o0pakeHne ObUTO studium’oM — KJIACCHYECKUM
00pa3oM Mo3Ta-pOMAHTHKA.

AXT paccMaTpuBaHHs TepcoHakamu (Dol u
VYunbsimoMm) (oron3obpakeHusI MpUpaBHUBACTCS K
COOBITHIO BCTpeuM (Kak 3alulaHMpOBaHHON (HOYHOE
CBUJAHUE), TaK U CIly4yalHOMN), SIBIISAIOLIEHCS POKO-
BOM B KaXJOM H3 OIMCAHHBIX clydyaeB. MOTUB
BCTpEUYH, 3alIOKEHHBIH B TMOITHKE (ororpaduu,
BIIMSCT HA BECh JaJIbHEHIIUN XOa COOBITHH paccka-
3a, CTAHOBACH OMNOPHOM TOYKOM €ro KOMIIO3MIIUU.
MortuB ciy4yaliHON BcTpeun YunesiMa ¢ P. Tpeu Ha
¢doronoprpere B puHANIC paccKaza TECHO COMPSIKEH
C MOTHBOM Y3HaBaHUsI, MOBJIEKIIINM 3a COOO0H Tparu-
4ecKkyro pasBsi3Ky. [loHsiTHs pok, cynpba peanusy-
orcs depe3 ¢ororpaduo: U Dmty, U YUIbsIMa,
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BcTperuBmMxcs ¢ P. TpeBu, HacTUraroT HEOTBPATHU-
MBbI€ POKOBBIE COOBITHSI.

Takum o0pa3om, ¢ororpadus B pacckase — JBH-
ratellb CHOKeTa, CO3JalOUIMi COOBITUHHOCTh Kak
BHEIIHIOK, TaK U BHYTPEHHIOIO.

ApredakT B pacckase BBITOIHIET U SPKO BbIpa-
JKEHHYIO XapaKTepoJIoru4yeckyr ¢Qynkuuip. Po-
Torpadusi MO3BOJSIET PACKPHITH BHYTPEHHHHA MHUD
TepOUHH, TUHAMUKY €€ CKPBITBIX MCHXOJIOTHYECKUX
MpoIeccoB, 0003HAYNTh KOHPIMKT MEKIY €€ BHEI-
HUM ¥ BHYTPEHHHM «5», YTO OBLIO TIEPBOCTEICH-
HbiM 171 T. Tapan.

B nauane pacckaza Mbl BUIUM OITy Kak THUITHY-
HYIO TIPEICTaBUTENBHUIYy CpeqHero kiacca Bukro-
PHAHCKOW DIIOXH, MPHU3BAHHYIO BHIMOIHATH Mate-
PUHCKHI JONT ¥ OBITh XpaHUTENbHUIEH ouara. [la-
e HMHTEIUIEKTYaIbHO-TBOPUYECKUE CITOCOOHOCTH €M
MPHUXOAUTCS CKPHIBATH MMOJ] MYXCKAM TICEBJIOHU-
MoM. [lepenonHsiemMass YyBCTBEHHBIMH IOTPEOHO-
CTAMH, OIla CO3JaeT POMaHTHUYECKUH o0pa3 BO3-
TOOJIEHHOT0, HAJIENsAsl ero BOOOpakaeMbIMHU depTa-
MHU. YHbUIAS KHU3Hb OJUIbI, €¢ CYOIMMHpOBaHHAS
SHEPTUsl CIOCOOCTBYIOT TOMCKY HOBBIX BIleUaTlie-
HUH U yBJIeUeHUH, U GpoTorpadusi 3HAKOMOTO 3209HO
HE3HAKOMIIA SIBJISICTCS AKTHBHBIM KaTallU3aTOPOM
JUISL BBICBOOOXKJICHHS €€ HAKOMUBIIMXCSI SMOIHIA:
«[TonobHO kKaMuHy B KOMHaTe, Qortorpaduu <...>
pacronararoT K MeYTaHusM. Y TeX, JJIs KOro 4em
Jalipllle, TEM JKeJaHHee, 3TO OUIYIIEHHE HEIOCTYII-
HOCTH JaeT TONYOK 3POTHUYECKOMY 4yBCTBY. DoTO-
rpadus BO3IMIOOIIEHHOTO, CIIpSITaHHAs B OyMaKHHUKE
3aMy’KHEH >KEHILUHBI, I0CTEP C POK-3BE3/10H, NpHU-
KOJIOTBIM HaJI KPOBATHIO MOJIPOCTKA. .. — 3TH OTYACTH
TaJIMCMaHbl UMEIOT CEHTHMEHTAJIbHOE M HESIBHO Ma-
THYECKOe 3HAYEHHUE: OHU CYTh TOMBITKH YCTAHOBUTH
CBSI3b C WHOW pEalbHOCTHIO, MPEABSBUTh Ha Hee
npaBa» [Contar 2013: 29]. B cozmanHoit Omioit
aNbTEPHATUBHON pEabHOCTH OHAa MPOXKUBAECT Te
SMOLIMH, Ty XHU3Hb, KOTOPOM €M Tak HE XBATAJIO B
JEWCTBUTEILHOCTH: HalMYUe CIMHOMBIIUICHHHKA,
YBJICYEHHOT'O BBICOKHMH MAaTEpUSMH, SMOIUOHAIIb-
HOCTb MEPEKNUBAHUN U T. 1.

JpaMaTU4YHOCTh CUTYallMH YCYTYOJSsIeTcsl TeM,
4TO MO3T-poMaHTHK Pobept TpeBw oAMHOK Tak ke,
Kak ¥ 3aMmyxHss Omaa Mapummni. [lonreepxxnenu-
€M TOMY SIBJISIFOTCSI TTOCJICTHUE €ro CTUXH, O3ariiaB-
nennbie “Lyrics to a Woman Unknown”, a Takxe
MpeACMEPTHOE MUCHMO, aJIpecOBaHHOE JIPYTY, O BO-
obpakaemotit xxenmuHe: “I have long dreamt of such
an unattainable creature, as you know, and she, this
undiscoverable, elusive one, inspired my last vol-
ume; the imaginary woman alone, for, in spite of
what has been said in some quarters, there is no real
woman behind the title” (965). IlpumeuarensHo,
YTO, KorAa Dija TockoBajua 1o P. TpeBu, ¢ KOTOpsIM

HHUKOTJ[a HEe BCTpevaaach, OH TOCKOBAIl MO BOOOpa-
*KaeMoH, ONMM3Kol eMy To Ayxy skeHmuHe. Ho mx
BCTpeue HE CyXJAeHO Obuto cocrosiThes: “...should
such an encounter take place, the poet would sud-
denly be accessible to her and there would be no
representational boundary to overcome. It is there-
fore almost predictable that following Trewe’s re-
ported suicide, Ella, with no hope of further com-
munion with him, follows suit, willing her own
death in childbirth. Trewe, for his part, gives up on
the pursuit of knowledge, claiming deliverance
‘from the inconveniences of seeing, hearing and
knowing more of the things around [him].”Hence,
his own semiotic other, conceived in the form of an
‘undiscoverable,” ‘elusive,” ‘imaginative woman’
remains ‘to the last unrevealed, unmet, unwon’”
[Katz 2011: 158]. B pacckaze T. I'apau, Hamucan-
HOM B KoH1e XIX B., €lle CIbIHbI OT3BYKH pOMaH-
THUYECKOW 3cTeThkd. B mepByro odepenp 3TO mpo-
CIeKHBaeTCs 4depe3 (GUTypbl JBYX IEPCOHAKEH-
nosmog — Omnbl 1 Pobepra, ocTpO ONIYIIAIOMINX
OJIMHOYECTBO B UYXIOM UM JEHCTBUTEIBHOCTH.
HerI/IMI/IpI/IMBIe IIPOTUBOPCUNA HC ITO3BOJIAIOT UM
MPUHSTH 3Ty IEHCTBUTEIBHOCTD, U OHU, KXKIbIN MO~
CBOEMY, MOKHIAIOT JIPYyr 3a APYroM 3TOT Mup. Po-
MaHTHYECKUH MPHUHLUI ABOEMHPHUS (KaK OTTOJIOCOK
MO3/IHEr0 POMAHTH3Ma) YCHJIHMBACTCS MOTHBOM
CMEPTH JABYX POMAHTHUYHO HACTPOEHHBIX HaTyp. He-
CIy4aifHO MHTEpEeC K MHCTHYECKOMY BO3POXKIACTCSI
WMCHHO Y POMAaHTHUKOB, B 3CTCTUKEC KOTOPBIX «YHHU-
BEpCajibHasA MHTYHIHA ABOCMHPUA BKIIIOYACT B Ce65[
nBoemupHe Meraduznyeckoe, MUCTHUeCKoe» [Sko-
BneB 2001: 558].

3arsiaBue pacckasa COICPKHUT B ceOe yKa3aHUE
Ha KIIOYEBOH CIOcO0 BOCTIPUSATHS PEATLHOCTH HE
TOJNBKO OIUTbI, KaK 3TO MOXET I0Ka3aThCs H3HA-
4ajbHO, HO W YuibsiMa. Eciu B Hauale pacckasa
¢dororpadus CTUMYIUPYeT BooOpakeHHe M (haHTa-
3ui’ DIIBL, TO B (pUHAIE OHA CTAHOBUTCS TPHITEPOM
sl YHIbsiMa — «CIYCKOBBIM KPHOYKOMY», 3aIlycKa-
IOIUM CHJIBHYIO SMOIMOHANBHYIO peakiuio. Ona
BBI3BIBACT Y HCETO BOCIIOMUHAHUA O Hpeﬂbmymef/i
clly4aifHo# «BcTpeue» ¢ doromnoptperoM P. Tpesu B
CYNPYKECKOM TOCTENN M HECCPIKUBACMBIX IMOIIH-
sIX DJUTBI Ha MOT'HJIE TIOATA.

DTa mocienHssl POKOBasi «BCTPEYa» COMPOBOXK-
JIaeTCsl PEBHOCTHIO, THEBOM M 3JIOCTHIO YHIIbsAMA,
OTTOTO MPEJCTABISIETCS BO3MOXKHBIM T'OBOPUTH O
doToTpHrrepe, 3amycKarolieM MEXaHU3M MepeKHU-
BaHM{ MPOILIOr0 W BIMSIOIIEM Ha MOCIEIYIOIINE
COOBITHS («OTKPBITHI» (DUHAT), KOTOpBIC AalleIlIH-
PYIOT K 4uTaTenbckoi pednekcun: “By recognising
the complexity of human experience and its complex
sources, Hardy is offering an alternative to thinking
about the constrictions of his society, an escape from
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the tragic lives his characters lived (thinking that
their circumstances are fated on them), encouraging
his readers to explore the boundless variations of
human existence, highlighting the power of choice”
[Al-Ajmi 2018: 161].

Ecnu B Havane pacckaza YWIbSM BBICTYIIAET
CIIOKOWHBIM M MPAKTUYHBIM UYEIIOBEKOM, TO B (prHa-
7e (HOTONMOPTPET 3aCTABISACT €ro MOAYMHUTHCS CBO-
MM HEOIPaBAaHHBIM 3MOIMSIM: «CKYIHOCTh MH(OP-
ManuH Ha QoTorpaguu B OTIEIBHBIX CIydasx 000-
paunBacTCia 60F3TCTBOM NpuayMaHHOro HaMHu CO-
nepxkanusy [Jlamma 2004: 75]. Apredakr u B TOM, U
B JIPYrOM ClIy4ae Perpe3eHTHPYeT MEPTBOE KaK JKH-
BOE, CIIOCOOHOE BIMATH Ha coObITHs: «Kanp ctupaer
pasHuny MCEXAYy XKMUBBIM U YMCPIINM, JaBasAd IMOHATD,
YTO C TOYKH 3pCHHA CHUMKaA XUBOC M MCPTBOC paB-
Hbl» [BacunseBa 2014: 73]. B mocnennem smuzone
pacckaza O4eBHIHA peliaromas pollb BOOOPaKECHHS
110 OTHOIICHHIO K yI/IHLHMy, KOTOPO€ CTaHOBUTCHA
pokoBbIM 1 [yt PoGepta Tpesw.

I'aopuana Tykan (Gabriela Tucan) (West Univer-
sity of Timigoara), paccyxaas 0 MPUPOJE pacckasza
KakK TaKoBOro, oOpallaeT BHUMaHHE Ha MOATUKY €ro
¢unama: “...short story writers focus on the final
part of the story with the view of stirring surprise
and raising unexpected questions. <...> the whole
weight of the text is concentrated here” [Tucan
2014: 3]. «OTKpBITHI», AUATOTUYHBIA (HHAT pac-
CKasa, SBISIIOLIMICS XapaKTEpHOW 4epTOil pOMaHOB
T.T'apqu ¥ DpOTUBOpEYAIMM CHOKETHO-KOMIIO3U-
LHOHHOW 3aBEpLICHHOCTH AHTJIMMCKOW JIUTEPaTyphI
XIX B., KOppenupyeT ¢ OATHKOH (oTorpaduu, ot-
KPBITON JJI1 «BUMTBIBAHUSD) U Pa3JM4YHOIO pOJA WH-
TEepIpETALN, B TOM YHCIIC © MUCTHYECKOH. A >KaHp
pacckasa, TOABMXKHBIM M OTKPBITHIN, “...strives to-
wards something unstated yet hinted at in the text,
which accounts for its intensity. One could say it has
a liminal quality, constantly attempting to dissolve
the boundary between the known and the unknown,
the visible and the invisible, the surface and the in-
ner secret of things” [Patea 2012: 16].

O MucTHueckod JTOMHUHAHTE B KAHPOBOH CTPYK-
Type IAHHOTO paccKasza MO3BOJSET FOBOPUTH caMa
npupona BocrpusTus ¢ororpadpun B Bukropuan-
CKylo dmoxy. Tak, B pacckaze OYeBHIHO HEOOBsC-
HUMOE, TAaWHCTBEHHOE M POKOBOE BIHUSHHE (POTO-
n300paXkeHus1 Ha TMepcoHaxked W ux cyap0y. OTHO-
CHUTEJIbHO MpPOOJIEMATHKH paccKa3a Hesb3sl HEe CBS-
3aTh MHCTHYECKHI acCIIeKT C IICUXOJIOTUYCCKHM, C
OCOOBIM TICHXO(PH3UYCCKUM COCTOSIHUEM, MPOSIBIIS-
OINIMMCA B TaK Ha3bIBACMOM MHUCTHYCCKOM OIIBITC, —
«3TO U3MEHEHHOE COCTOSIHHE CO3HAHMUSI, CBA3AHHOE C
OIIYIICHHEM €IMHCTBA WM COeMHEHUs1 ¢ BcereH-
HOM, TIOJABJISIOIIMM 3KCTa30M M YyBCTBaMH JHOOBH,
IIOHUMAHUs W HHOTJA OILIyIIaeMOe IPUCYTCTBUE

nuuHoro bora» [Cypxos 2012: 132]. [lcuxonornye-
CKasl COCTaBJISIIOIIAsl paccKa3a HalpsMyIO CBA3aHa C
BooOpaxkeHueM (imagination), (paHtasueil, K KOTO-
pBIM cKiIoHHBI iepcoHaxu T. [apau. B oboux ciy-
Yasix «BCTpPEeUW» C (POTO CTAHOBSATCS MHUCTHYECKH
POKOBBIMH: 1) OHO BO3ACHCTBYET Ha BOOOpaKeHHE
DIel Marn4eckKuM 00pa3oM, MOAMEHSIST OTCYTCTBY-
omero P.TpeBn ero MHHMBIM [PUCYTCTBHEM;
2) TouHO Tak ke (ororpadus BIUSET U Ha BOOOpa-
J)keHue YuibsimMa Mapumuiuia, YBHUJEBIIETO CXO-
CTBO peOeHKa C IMCEeBIONPUCYTCTBOBABIINM B HX Ce-
MmeitHbix otHomenusx P. Tpesu. Keiit ®munt (Kate
Flint), npodeccop IOxuokamdpopHuiickoro yHuBep-
curtera, oOpamjaeT BHUMAaHUE HA MarH4ecKoe CBOM-
ctBo ororpaduu B pacckaze T. ['apnu u cBsizbiBaer
ero ¢ (ONBKIOPHBIM MOTHBOM: ““...woman who
experiences a strong shock may end up imprinting its
record onto her foetus” [Flint 2016: 7].

B nauane pacckaza mepcoHaXkH CO3/aHbl B Tpa-
auuvoHHod nns T. [apad KOHIENUUU: MYMKCKOE
Hayajll0 AacCOIMHPYETCS C pa3yMoM, >KEHCKoe —
¢ MEpOM 4yBCTB. OZIHAKO «Pa3yMHOCTb» MYMXCKOTO
Hayajia B ()MHAJIC UPOHUYIHO OOBITPBHIBACTCS IHCATE-
sem. Ho 3a 3710l uponueit crout tparusm. B peann-
SIX BUKTOPHAHCTBAa MY>KYHHA OBLI OJUIICTBOPEHUEM
BBICIIEr0 pa3yma. Emy monaranock OBITh CIOKOIA-
HBIM, CaMOJUCIUIUIMHUPOBAHHBIM, BbIIEPKAHHBIM
HE TONIBKO BHEIIHE, HO W BHYTpEHHE: Jaxke o0pa3
MbIciell ObUT cTporo peridameHTtupoBaH. T. [apawm,
«MO3IHUI» BUKTOpUaHell, Oe3 wuaeanu3aluu, C
OIpEIeTICHHOM IOl UPOHUU M300paxkaeT B (HuHa-
JIe «WJIeaNbHOr0» JUKEHTIbMEHAa YuibsiMa Mapu-
MUJIa, OXBaueHHOro sMoumsiMu. Ero Bcemnactue
HaJ JKEHOHW oOopadnBaeTcs COOCTBEHHBIM OECCHITH-
€M MPOTHB OXBAaTUBIIUX €ro aMouuii. UpoHHnYHOCTH
TpaHcopManuu odpa3a aHTJIUHCKOrO KEHTIBMEHA
OTYACTH TIOAYEPKUBACTCS U CAMHM 3arjiaBueM cOop-
HUKa — «MaJeHbKIe HacMewKu KU3HI.

CTonkHOBEHHE pa3yMa M YyBCTBa B TBOPYECTBE
T.Tapad HEM3MEHHO BENET K «Tpareivu HEeoCy-
IIECTBIICHHBIX 3aMBICIIOBY», OOpEYEeHO Ha TIPOBAIL.
[Iucatens moka3piBaeT, YTO TparuyHa HE CMEPTH,
a JKU3Hb, U3MEHUTH KOTOPYIO B CYIIECTBYIOIIEH HC-
TOPUKO-KYJIBTYPHOH CHUTYaIlMM HE TpENCTaBISETCS
BO3MOKHBIM.

[IpoTuBomocraBieHrie BHYTPEHHEr0 MUpa Mep-
COHaXka MHUpPY peabHOMY — OCHOBHAs TeMa TBOpUe-
ctBa T. 'apu. B cBA3U € 3TUM HENb3sl HE OTMETUTD,
4yto (ororpadus BBHINOIHSIET B paccka3e M XPOHO-
TONUYECKYI0 (PYHKUMIO. BO-IIEPBBIX, CIY)KUT I
OJTbl TOYKOW TIepecedeHus IByX MHPOB — peajbHo-
ro, B KOTOPOM OHa BBIHYXJICHA WTPaTh TPEOyEeMYIO
OT HEe poJib, U UICATLHOTO, MUPA €€ Tpe3 U (aHTa-
3uid. Bo-BTOpKIX, BIMSET Ha HacTosiee U, o0yanas
PETPOCIIEKTUBHON (DYHKIIMOHATBHOCTHIO (BOCIIOMHU-
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HaHWsI), BIUsET Ha Oyayiee mepcoHaxkei. [Ipu aTom
JaTHPOBKAa Ha OOOPOTHOW CTOpPOHE (oTomopTpera
OTCBIJIACT K TOMY mepuoay. Takum oOpa3om, (oTo-
rpadus oOpalaeT B HACTOSIEM BpPeMs BCHATH U
BIIMSICT Ha Oymyliee.

B pacckase MOXKHO TMPOCIEIUTh MPOCTPAHCTBEH-
HbIE «IIepeMelieHus» ¢GoTtorpaduu, COOTBETCTBYIO-
e OCHOBHBIM CIO’KETHBIM JIOMHHAHTaM pacckasa:
mepBasi OuHas «BCTpeYa» B CHAJbHE, ClydaiHas
HaxOJIKa-«BCTpeYa» ¢ YUIbsIMOM MapuMH/UIOM B
criajibHe U, HAKOHEI[, POKOBasi CllydaiiHasi HaXOKa B
¢dunare.

XpoHoronuueckas ¢pyHknus (ororpaduu B pac-
CKa3e MPOSIBISICTCSI M B €€ CIIOCOOHOCTH pPerpe3eH-
TUPOBATb MHOI'€ CONHUAJIbHBIC ACTCPMUHAHTHI Buk-
TOpUAHCKOW dmoxu. Tak, ¢ororpadus MO3BOJIIET
PACKpBITh COLMOKYJBTYPHBII KOHTEKCT, B IEPBYIO
odepesib — MOJIOKECHUE JKEHIIMH B 00mIecTBe. Diia
IIpru3BaHa KOHTPOJIMUPOBATbL CBOM OMOIIMH, HAXO0-
AUTBCA B MOIHOMI IIOAYMHCECHHOCTHU W 3aBUCHMOCTH
or myxka: “Indeed, the necessity of getting life-
leased at all cost, a cardinal virtue which all good
mothers teach, kept her from thinking of it at all till
she had closed with William, had passed the honey-
moon, and reached the reflecting stage. Then, like a
person who has stumbled upon some object in the
dark, she wondered what she had got; mentally
walked round it, estimated it; whether it were rare or
common; contained gold, silver, or lead; were a clog
or a pedestal, everything to her or nothing. She came
to some vague conclusions, and since then had kept
her heart alive by pitying her proprietor’s obtuseness
and want of refinement, pitying herself, and letting
off her delicate and ethereal emotions in imaginative
occupations, day-dreams, and night-sighs, which
perhaps would not much have disturbed William if
he had known of them” (952-953).

Tema r00BH, HECYACTIMBOIO Opaka B pacckase
CO3BY4YHa HaIlMCaHHBIM B TOT K€ IIE€PHUOJ pOoMaHaM
T. Tapmu («Tacc u3 pona 1’ OpbepBuiieiin, «Jxyn
Hezametnslit» u Ap.), B KOTOPBIX OH «HE IPOCTO
3aTparuBaeT TaOynpoBaHHbIC BUKTOPUAHCKON HPaB-
CTBEHHOCTBIO BOIPOCHI OTHOIIICHHUS TIOJIOB, a ¢ Oec-
MOIIAIHON MPABANBOCTHIO PACKPHIBACT TPArHYECKOE
IIPOTUBOPCUNUC MCKAY BHIUMOCTHIO U CYIIHOCTBIO
OpayHbIX, CEMEHHBIX OTHOLICHHH B aHIJIMHCKOM
obmecte» [ Abmitosa 2020: 182].

Ilonmoxkenue xkeHmmH-tucarensHun, B XIX B.
OBLIO HE3aBUHBIM: YTOOBI OBITH OMYOIMKOBAaHHBIMU
WM CTaTbhb 3aMCYCHHBLIMHU, IMPUXOANUIIOCH HMCIIOJIB30-
BaTh MYXCKOH TICEBJIOHUM (JOCTATOYHO BCIIOMHHTH
cecrep bpourte, Jlx. Onuot u np.). [IpumedarensHo,
yro B XX ¥ Hauaige XXI B. 3Ta TeHAEHIIUA OTYACTH
coxpanunach (/x. Poynunar, M. ®@paii u ap.). He-
BO3MOXKHOCTh COOCTBCHHOH HMIEHTH(QUKAIUK B
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TBOpPUYECTBE IPaHUUUT B pacckase T. ['apau ¢ xect-
KO IIOBEJICHYECKONM HOPMAaTUBHOCTBIO B CEMBE.
[IpuunHoii, Mo KOTOpOH Diuta yBlIEKIach MO3THYE-
CKUM TBOPYECTBOM, CTajo enanue “...to find a
congenial channel in which to let flow her painfully
embayed emotions, whose former limpidity and
sparkle seemed departing in the stagnation caused by
the routine of a practical household and the gloom of
bearing children to a commonplace father” (954).
TBopuecTBO cTano it DIUTBI BO3MOXKHOCTBIO IS
caMmopealln3aliy, MyCTh U IOJI MY>KCKHM TICEBIOHH-
MoM. /[BoiiHasi urpa BUKTOPUAHCKOM JIeIU B TBOpYE-
CTBE II€pellia B JBOWHYIO UTPY B CEMbE: IPEKHUE
YyBCTBA DJUTBI K CYNPYTY yraciu, Jia U AeTH B KaKOM-
TO MOMECHT CTAHOBATCA YYKHNMH IJIA HEC. «Kenckuii
BOIIpOCY, paccmarpuBaemslii T.I'apau B pacckase,
MoJy4aeT TParmueckoe paspelieHHne, CBOWCTBEHHOE
nmuteparype pybexa BekoB: «OKeHIMHa B pomMaHax
MO3JHUX BUKTOPHUAHIIEB BOIUIOIIEHA, 3a PEIKUM HC-
KIIIOYCHUEM, B TPAaru4e€CKoM U I‘J'IYGOKO IICUXOJIOI'HN-
YecKoM o00pasze JOBCJACHHOM 10 OTYasHHS U He
MMEIOIIEH HM MalelIlell HaaeKIpl Ha CIIaceHUE
XKEpTBBI 00lIecTBa, B KOTOPOM BCE MpaBa MpUHAJ-
nexat myx4dnae» [Ckopoxoapko 2018: 138].
IToBecTBOBaHMe B pacckasze T. I'apau Benercst ot
HappaTopa, BBICTYIAIOIIETO «KaK CBEpXUeloBeye-
CKasa BCEBEAyLIasA U BE3ACCyllasd MHCTAHIIUA, )KUBY-
IIas B pa3HBIC OIIOXU U IIPOHHKAIOIIAsA B CaMBIC yTa-
€HHBIC YTOJIKH CO3HaHUSA TmepcoHaxery [LlImua
2008: 65]. BeicTpauBas MOBECTBOBATCIHHYIO HCTO-
pHIO, OH TIPU 3TOM JIaeT MpaBo rojioca Diuie Mapu-
MW (BHYTpeHHss1 (pokanu3alusi) B HaWBBICIIHE
MOMCHTBI €€ 5MOIHOHAJIBHOIO IEPEKUBAHUA, COB-
Melas T€EM CaMbIM JIB€ TOUKH 3pCHHA — ITOBECTBOBA-
Tenst U nepcoHaxka. HymeByro ¢okanuzanuio B pac-
cKasze, JOMHUHHUPYIOIIYIO, CIEAyeT ONpeNeluTh Kak
JJaHb TIMCATEeNsl AaHTJMUCKOM PEeaIMCTUYECKON Tpa-
quunn XIX B., BHYTPEHHIOIO — KaK MPU3HAK yCI0XK-
HEHHs HappaTUBHON CTPYKTYpPHI TeKCTa pyOeka Be-
KOB. JTa MEpexXOomHOCTh CKasanach M Ha JIPyroM
TapANEBCKOM OKCIEPHUMEHTE B STOH e o0iacTH.
OTTankuBasch OT U3BECTHOTO OAPTOBCKOTO TE3UCA O
TOM, 4TO QoTorpadus — 3TO cOOOIICHUE, eCTh BCE
OCHOBaHHUA YTBCPKOaTb, YTO B pacCKa3c HaJIN4C-
CTBYET elle¢ OJHA HappaTUBHAs WHCTAHIMS — COO-
cTBeHHO (poromoprper modta. [Ipu 3TOM MOBECTBO-
BaTeNbHBIN MOTEHIHA (oTOrpaduu MmoaydaeT CBOE
paspelieHre UCKITIOUUTENbHO Onarofapsi «B3TIsIIy»
Omiel. [Tox ero Bo3mEHCTBHEM CTaTHKa M300pake-
HUA CMCHACTCA XUBBIM, ITOJITHOKPOBHBIM 06pa30M.
Aror 3 dekT ycunupaercs U TeM 00CTOATEIBCTBOM,
410 (oTorpadus modTa KOPPEIUPYET C IMOITHYE-
CKHM TEKCTOM: CTHUXHU I09Ta, HauepTaHHbIC Ha 000-
AX, ABJISIIOTCA CBOCTO poJia Bep6af[beIM KOMMCHTAa-
pueM K (HOoTOM300paKeHHI0 U TEM CaMbIM yCHIIHBA-
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0T POMaHTHYECKYI0 HAIOIHEHHOCTh 3aIle4aTICHHO-
ro oOpasa (MCKIIOYUTENBHO C TOYKU 3pEHUS DIUIHI).

Besycnosho, poroskdpacuc B pacckaze T. [apau
06ﬂaﬂaeT IMTOBECTBOBATCIIbHO-KOMMYHUKATUBHBIMHU
¢yskiusaMu. OTMETHM, YTO B TAHHOHM CTaThe JIMIIb
HAMEYECHbl OCOOCHHOCTH HAappaTHBHOW CTpaTeTHH
pacckasa T. apau, npencraBnsroieii codoit camo-
CTOSITEIBHBIN aCleKT UCCIENOBaHUS U TpeOyromien
Oonee riryookoro paccMmorpenusi. Pacckas T. [apau
“An Imaginative Woman” sBIseTcs pernpe3cHTa-
THUBHBIM C TOYKH 3PSHHS MO3THKH (OTOrpauIecKo-
ro, a UMeHHO — (oToskdpacuca, ONPeaCIIIONIETO
MOSTHKY BCEro MPOM3BEICHHS: Ha CIOKETHOM, Xa-
PaKTEpPOIOTHIECKOM, XPOHOTOITMYECKOM, MOBECTBO-
BaTCJIbHOM, MOTHBHO-TEMAaTUYCCKOM YPOBHIX. BrI-
HIEU3JI0KEHHOE TO3BOJISIET OINPENENUTh >KaHPOBYIO
¢dopmy mpousBeneHus T.Ilapaum “An Imaginative
Woman” kKak MHCTHYECKHH (OTOIKPPACTHYECKHHA
pacckas.

B3anMopnelicTBue XyJ0KECTBEHHON JIMTEPATYpPhI
C ApyrumMu BHJaMH HCKYCCTB IIPOCJIIC)KHMBACTCA Ha
BCEX JTamax pasBHUTHS KylIbTypbl. Dotorpaduue-
CKHI dK(pacuc TpPEACTaBIeH B XYI0KECTBEHHOM
nporecce HaunHas ¢ cepenuHbl XIX B. U 00mUPHO
MPE/ICTaBJICH B COBPEMEHHOH JIMTEpaType, MperMy-
IIECTBEHHO B POMAaHHOM XaHpe (Hampumep, «Ma-
crep [Dxopmxu» b. Beitnopumk, «Dororpadus»
I1. Jlaiinm, «Iloka He Bbiman goxab» . Koy u ap.).
dotodkdpacTHUecKUe DKCIEPUMEHTHI OTKPHIBAIOT
JUIsl TIEcaTeNie MajJuTpy BO3MOXHOCTeW: oT (oTto-
sk(pacuca Kak mpuema 10 ero XaHpooOpaszyromiei

GyHKINH.

IIpumeyanus

' Ucknmiouenrem, B JaHHOM Clydae, TOKAIyi,
spisiercst pomad H. T'otopua «Jlom o cemu ¢ponTO-
Hax» (1851), I'.Cmapra “At Fault” (1883) wu
3. J1. JIeu “The Romance of a Shop” (1888).

2 3nech M jaee B KPYIJIbIX CKOOKAX TIPHBOIUTCS
CChIJIKA M3 CIHCKA UCTOYHHKOB C yKa3aHHEM HOMepa
CTpPaHHULIBL

E. B. Xantpun-XanrypuHa OTMEYaeT OCOOEH-
HOCTb HM3BECTHOM JMXOTOMHUHU AHIJIMICKOro Mpea-
pomaHTH3Ma M poMaHTh3Ma “fancy” / “imagination”:
«...B Aarimuu no xoH. XVIII B. 6oobpascenue (im-
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IJIaBUM CBoero pacckaza T.[apau ymorpeOiser
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kak “Charactirized by, or resulting from, the produc-
tive imagination; bearing evidence of high poetic or
creative fancy” [Imaginative 1901: 54].
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Abstract. The article deals with the short story by the English writer Thomas Hardy 4n Imaginative
Woman (1894), which has not been translated into Russian. The author of the article analyzes this work from
the point of view of genre features and classifies it as a piece of photoekphrastic prose. The argument in fa-
vor of this categorization is photographic ekphrasis, penetrating into such poetological levels of the story as
plot-and-composition, character-related, spatiotemporal, narrative, motive-thematic. The perception of pho-
tography had a particular impact on the poetics of ekphrasis in the works of the Victorian era: it was not in-
stantaneously perceived as a new and independent art form. Photo ekphrasis viewed through the prism of the
Victorian times allows assuming its genre-forming function. It is not surprising that the mysticism of the
photographic is reflected in photoekphrastic prose. According to the plot of the story, a photograph of a poet
has an inexplicable impact on Ella Marchmill: looking at the photograph, she falls in love with him and
commits adultery with him in her imagination and fantasies. After the suicide of the poet, whom she never
met in reality, Ella dies. Having accidentally found the photograph in his house, the husband discovers some
similarity between the child and the photographic portrait and kicks the child out of the house. The genre of
Victorian short story, ‘open’ and developing, turned out to be the most organic form for photoekphrastic ex-
periments. Thus, the functionality of photo ekphrasis in a short story is very versatile: it creates external and
internal eventfulness in the story; reveals the psychology of the characters; serves as an impetus for expand-
ing the historical and cultural context of the Victorian era; acts as a link between two worlds — the real and
the ideal, built with the help of the imaginary; embodies the motives of ‘meeting’ and ‘recognizing’, as well
as the theme of death and identity (personal, social) of the characters. The participation of photo ekphrasis in
the organization of all levels of the artistic system of the story allows us to classify it as the genre of
photoekphrastic short story.
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