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BCTYII

AKTyaJIbHICTb TeMH JOCJiIKeHHsl. ['OTMYHA niTeparypa, 1mo Oepe CBii
noudatok y XVII croniTTi, Mana 3Haunuii BIuiuB gk y Benukiit bpuranii tTa CIIA,
CHPUSIOUN PO3BUTKY JIITEPATypH, MUCTEIITBA, TEATPY Ta HaBITh COLIIaJIbHUX YSIBJICHD
toro 4acy. lleit mepion, Bimomuii Takox Sk BikTopiaHchbka emoxa, BiJ3Ha4aBCs
3pOCTaHHSM 1HTEpeCcy 10 TOTUYHOTO pOMaHy Ta pIi3HHX (QOpM KaxiB, WO
B1JI00pa)kajo CyCcHUIbHI TPUBOTH 1 3MiHH, sIKI BimOyBanucs B AHIUIL. 3pocTaHHsA
IHTEpECY MO0 MICTHYHHUX 1 OKYJbTHUX TMPAKTUK CTajl0 OJHUM 13 HACIIJKIB
NOMYJSIPHOCTI €CTETHKU XOpopy. BikTopiaHChKE CyCHIIBCTBO MOYano Oiible
[[IKAaBUTUCS TAaKUMH SBUIIAMH, SK CHIPUTYai3M, [0 OyB YaCTKOBO HATXHEHHUU
JITEpaTypor0 Ta MUCTEITBOM kaxy. B Tol ke dac, peanizailisi >KaHPOBUX O3HaK
XOpOopYy IIIe He 3HANWIIUIA TOKIAHOTO BiTOOpakeHHs B CyJaCHHX JITepaTypO3HABUMX
npaisx. CaMm >kaHp XOopopy He HaOyB MOKHM IO OAHO3HAYHOI AediHiiii B moui
KPUTHUYHOTO, YUTAIIBKOTO Ta JOCIIAHUIIBKOTO OCMHCIICHHSI.

["opartit Bonmosn BBakaeThCsi 3aCHOBHUKOM TOTUYHOTO POMaHy MICIsT BUXOIY
opMmany <«3amok Otpanto» (1764). IlocmimoBuukamu cramu Exn Penxmidd
(«Taemuuni Y nonbdo», 1794), Mepi Hlenni («Ppankenmreitn, ado CydyacHuit
[Mpomereii», 1818), bpem Crokep — («[pakyma», 1897). ['oTuuHy ecTeTHKY B
miteparypi CIIIA 3anouarkysaB Earap Amnan [o («ITaninas nomy Amiepisy, 1839),
Haraniens ['otopn «/IBiui po3kasani ictopii», 1841), I'oBapn JlaBkpadt («IToxmk
Krynxy», 1928) ta in. Y apyriit monoBuHi XX CT. «KKOPOJIEM XOpopy» Oe33arnepedHo
BU3HAEThCS aMepukaHChbkui muchMeHHUK CtiBeH Kinr (Hap. 1947 p.), 3HauHa
YacTUHA TBOPIB AKOTO OyJia eKpaHizoBaHa KpamuMu pexucepamu ['oniByay (Cteni
Ky6puk, ®penk Jlapadout, Mepi JlemOepT Ta iH.).

VYV XXI crt. BenuKoi NomyJasipHOCTI HA0YBatOTh (PUIBMH Yy JKaHPI «XOPOPY», SKI
HE TIEPECTAOTh OyTH MOMYJIIPHUMH, OCOOMBO CEepea MIIITKIB. Y IbOMY 3B’S3KY
MU 0auuM aKTyaJbHUM 3BEPHHEHHS JI0 JIPKE€pEJ] BUHMKHEHHS LBOTO >KaHpy Ha

(dakynbTaTUBHOMY 3aHATTI 3 aHrmiicbkoi MoBu B 10-11 xmacax 33CO 3 meroro



ruliie TMO3HAHOMHUTH 1X 3 JDKepernamMu ecTeTHMKkd JKaxiuBoro y aHrio-
amepukanckiil kynpTypi XIX-XX cT., po3BUHYTH KpPUTHYHE MUCJICHHS Y4YHIB
crapimux kiaciB 33CO Ta po3MMPUTH KpaiHO3HABY1 3HAHHS 3 ICTOPIi Ta KyJIbTYpHU
AHrIi1. AHani3 eCTeTUYHUX CKJIaJ0BUX FOTUYHOI KyJIbTYPH, sika chopMyBajiacs Ha
TepeHax aHriichKoi miTeparypu KiHig X VIII cr. Ta mana rimmboke MPOHUKHEHHS B
aMepUKaHChKE MHUCTEUTBO (JiTepaTypH Ta KIHOIHAYCTpii) MOXKe JaTH TIuOIIe
PO3YMIHHSL ICTOPUYHOIO KOHTEKCTY 1 CYCHUIBHMX HACTPOiB pPI3HUX €MOX Ta
JI03BOJIMTH MIPOBECTHU MPOEKIIIT HA CY9aCHICTh, aJ[)Ke TOTHKA MaJia 3SHAYHUH BILTUB Ha
PO3BUTOK JKaHPY ’KaxiB Ta Cy4acHOI MOMYJISIPHOI KyJIbTYPH, a CbOTOJHI 1i eJIeMeHTH
MPUCYTHI B 0araThb0X Cy4aCHHUX TBOPAX, B[ JIITEPATypH A0 KIHO Ta B1JI€OITOp.
AHaJii3 HayKoBOro A0po0Ky. ['oTHuYHa JiTepaTypa HE3MIHHO 3aJIMILAETHCS Y
(GoKyCl HAyKOBOrO I1HTEpeCY HAyKOBI[IB. IcTopii 1 Teopli FOTUYHOIO pPOMaHy
npucssiieHo MoHorpadiro Punter, David «The Literature of Terror: A History of
Gothic Fictions from 1765 to the Present Day» (1980) [60]; paHHiM roTHYHHM
poMaHaMm Ta ix >kiHo4diM rojocam — kaury Clery, Emma «The Rise of Supernatural
Fiction, 1762-1800» (1995) [18]; mocmimkennto TBopuocti Enn Pagkidd — nparro
Botting, Fred «Gothic» (1996) [9]; ameprkaHCbKOMY TOTHYHOMY POMaHY — CTY/IitO
Crow, Charles «American Gothic» (2009) [21]. BB roTuku Ha Cy4acHy
miteparypy mocmiaumia Raducanu, Adriana y moHorpadii: «Speaking the Language
of the Night: Aspects of the Gothic in Selected Contemporary Novels» (2014) [61].
['oTYHa ecTeTKa B KUBOMHCI XapaKTEePU3YEThCs MOXMYPOIO aTMocheporo,
3araJIKOBICTIO Ta JApaMaTUYHICTIO. Xoya I CTHJIb dYacTille acoIIOITh 3
apXITEKTYPOIO Ta JITePaTyporo, Y )KUBOTUCI HOTO BUPA3HUKAMU TaKOX OYJIM MUTII,
[0 BUKOPUCTOBYBAJIM €JIEMEHTH TOTHKH Yy CBOiX poOoTax. Haitbinbm BugaHUMU
xynoxxkuukamu Anrmii Ta CHIA, aki BiA3HAUMINCS TOTUYHUMH MOTHBAMH CTaJH
anrmiim Jbxkon Tenpi ®rozem («Kommapy, 1781); Binmbsam Bueiik («I'ekatay,
«dpeBo cmeptin), Hante ['abpiens Poccerti («Jlemi JlimiT») Ta amepukanmi Tomac
Koyn («Kypc imnepii»), EnBapa I'opi («3aryoiiene nuts»). Baxiuse micie cepen

HUX HaJEXHUTh BUAATHOMY BHUPA3HHKY €CTETUKM >kaxiB y xwuBomuci XIX crt.,



AHITIIMCPKOMY MUCBMEHHHKY Binpsamy Bueiiky (1757-1827). Horo 3nameHury
kapTuHy «['ekata» ™Mu oOpamu s po3poOKH (aKyIbTaTUBHOTO 3aHATTA,
cruparduch (akT HaAsSBHOCTI 1MeHI 1boro asTopa B [lomatky 4 HaBuYaibHOI
nporpamiu 3 3apyOikHoi Jgiteparypu MOH Vkpainu qs 10-11 knacis 33CO piBHA
CTaHAapTy 1 TMpodiTt0, PO3POOIICHOTO K PEKOMEHAAMIT SISl BUUTENS 3apyO1KHOT
JiTepaTypd JUIsl TIPOBEJEHHS 1HTErPOBAaHUX YPOKIB 3apyOiKHOI JIITEpaTypu B
KOHTEKCTI KOHIIEMIIIi CHHTE3Y MUCTEIITB.

David Bindman B po6oti «Blake as an Artist» anamizye MUTIIS HE TUTBKH SIK
MO€eTa, aJie il IK XyJJ0’KHHUKA, PO3TIISIal0ur MOTro Bi3yalbH1 pOOOTH B KOHTEKCTI HOTO
mitepatypnoi TBopuocti [8]. Paley Morton «The Apocalyptic Sublimey
30CEPEKYETHCS Ha aMOKAIINTUYHUX 1 CYyOJIIMHUX MOTHBaxX y TBopdocTi bieiika,
aHami3ylouu Horo OayeHHs Ta I1HTepnpeTaiito O10miiiHux croxeTiB. [lponec
cTBOpeHHs bieilkoM HOro 3HAMEHMTHX UIIOMIHOBAaHUX PYKOIKCIB, 30Kpema
TEXHIUHI aCIeKTH WOro Xym0KHbOI MisutbHOCTI mociiauB Phillips Michael y kau3i
«William Blake: The Creation of the Songs, from Manuscript to Illuminated
Printing».

HaykoBe BUBUEHHSI TOTUYHOI JTITEPATYPH 3ATHUIIAETHCS aKTYaTbHUM 3 KUIBKOX
MIPUYHH, OCKIIBKH 1€l JKaHp Ma€ TIIMOOKHI BIUIMB Ha JITEPAaTypy, KyIbTypy Ta
cycniuibHl HacTpoi. Cepell OCHOBHUX AacleKTIB aKTyalbHOCTI BIJI3HAYMMO il
KyJIbTYpHU BIUIMB 1 CHIQIIIMHY, a/pKe BOHA IMMO3HAYMJIACS HA PO3BHUTKY OaraThox
JiTepaTypHHUX >KaHPIB, 30KpeMa kaxiB, (aHTACTUKU Ta TpUJepiB. PO3yMiHHS OCHOB
TOTUYHOTO JKaHPY JOMOMOXKE Kpallle OI[IHUTH Cy4yacHy JITeparypy, KIHO Ta
MOMYJISIPHY KYJIBTYPY, KA 9aCTO BUKOPUCTOBYE €IEMEHTH FOTHKH. OMHC IITHO0KHX
JIIOJICBKUX CTPaxiB, TPUBOTH Ta TICUXOJIOTIYHUX CTaHIB POOUTH 11 aKTyaabHOIO JIJIs
BUBYEHHS 3 TOUKHM 30py IICHXOJOTiI Ta coiiojiorii. BoHa Takox BimoOpaxae
COLlaJIbHI Ta 1ICTOPUYHI KOHTEKCTHU CBOET €MOXH, J03BOJISIIOUM 3pPO3YMITH PEAKIIIIO
CyCIIJIbCTBA Ha TeBHI 3MiHM 1 mofli. ['oTuuHWd cTuUab TUCbMa, 3 HOTO
cnenupiIYHUMHU eJeMEeHTaMH Ta IPUMOMaMH, € LIKaBUM ISl BABUEHHS 3 TOUKHU 30pYy

JITepaTypO3HABCTBA 1 CTUIIICTHKH.



Meta kBagigikauiiinoi po6oTH — MPOCTYIIIOBATH «TOTUYHUN TEKCT» SIK
ecTeTUYHHUI (heHOMEH B aHTMHChKiH miTeparypi XIX cT. 3 (hOKycoM Ha TBOPUOCTI
Cy4yaCcHOTO aMepukaHcbkoro mnucbMeHHUKa CrieHa KiHra Ta aHTHACHKOTO
xkuponmcil XIX cr. Binmbsima brelika, sikuii cTOsSIB y BUTOKax >kaHpy. Bka3zani
aBTOpPHU TpEACTaBIICHI B HaBUajbHIN mporpami 3 3apyOixkHoi miteparypu MOH
Vikpainu mgisg 10-11 xmaciB piBHS craHaapty Ta npodimo. AHami3 iX TBOpIB
JIO3BOJIUTh HE TUIBKH PO3KPUTHU €CTETUYHI NPUHLIMIHN 1 XyJI0KHI IPUAOMU KAHPY
XOpOpy B aHIJIO-aMEpHUKAHCBhKIN miTeparypi Ta xuBonuci XIX-XX crt., ane u
PO3pOOUTH METOUYHI PEKOMEHIAIIIT 10 PO3KPUTTS IIMX TEM Ha ypoKax 3apyO1KHOT
JiTepaTypu Ta QakyabTaTUBHUX 3 KpaiHo3HaBcTBa AHriii Ta CIIA B mpodinbHiii
IIKOJII.

3aBaaHHA J0CTIIKEHHS NepeadayaroTh:

- aHAJI13 €CTETUYHUX CKJIaJ0BUX FOTUYHOI JIITEPATypH;

- XapaKTepUCTHUKa €CTETUYHUX TOTJISAIB Ta TBopUYoro nopooky CriBena Kinra y
XKaHpP1 XOpopy;

- IOCTIPKEHHS PO3BUTKY MICTHYHUX MOTHUBIB B aHTTIHChKOMY kuBomuCI XIX CT.;

- PO3p0OOKY aHTJIOMOBHOTO (haKyJIbTAaTHBHOIO 3aHATTS Ha TeMy «Painting: The
Conceptual Space of William Blake's Hecatey.

OO0’eKkT J0CTiMKEHHSI — CKJIQJOBI TOTUYHOI E€CTETUKM B JITEparypi Ta
»kuponuci XIX-XX cr. Benukoi bpuranii ta CIIIA Ha marepiani niteparypHo-
kputnuHux npank C. Kiara («Danse Macabrey, «On Writing»); pomanis C. Kinra
(«The Shining», «Carrie», «The Stand», «It», «The Green Miley, «Pet Sematary»);
)uBonucy Binbsima bieiika (kaptuHa «I'ekatay).

IIpeamer pocaigeHHss — TOTUYHA €CTETUKA B AaHIJI0-aMEPUKAHCBHKIM
KynbTypl XIX-XX cT.

Po3B's3aHHS MOCTaBICHMX 3aBAaHb 1 JIOCATHEHHS METH JIOCIHIKCHHS
31ACHIOBAJIUCS 3 OTIOPOIO HA TaKli HAYKOBI METOIM

1) KyIbTYpHO-ICTOPUYHUH, 1110 JIa€ ySIBJICHHS PO 1CTOPII0 BUBYCHHS IMOSTUKHU

YKAXJINBOTO B aHTJI0-aMEPUKAHCHKIA TpaaHIIii;



2) NOpIBHUIBHO-1ICTOPUYHUM, 1110 JJA€ 3MOTY CIIBBITHECTH TBOPYICTh CTiBEeHa
Kinra 3 monepenHukamu;

3) IHTepTeKCTYyadbHUH, 0 TIependadyae po3ris] XyI0KHOTO TEKCTY 3 TOUKU
30py BUKOPHUCTAHHS B HhOMY 1CTOPUKO-JIITEPATYpHOTO Ta MUCTEIILKOTO CyOCTpary;

4) iHTepMeniadbHUI, 10 TOTOMAara€ PO3KPUTH POJb XOPOPY B JKHUBOMUCI
Bintsama breiika ta kinemarorpadiro CriBena Kinra.

IIpakTH4HAa WiHHICTH X0CHiIKeHHA. Pe3ynbTaTu 1OCIIKEHHS MOXKYTh OyTH
BUKOPHUCTaHI U MPOBeAeHHs (haKyIbTaTUBHOTO 3aHATTS 3 aHTJIIHCHKOI MOBHU B
npoUIbHIN IIKOJI 3 METOI PO3BUTKY KPUTHYHOTO MHUCIEHHS YYHIB CTapIIMX
kiaciB 33CO Ta nornuOIeHHs X Kpae3HABUYMX 3HAHb 3 aHTJIIMCHKOI KYJIBTYpPH.

AmnpobGanis podoru. Pe3ynpTaTH TPOBEACHOrO  JOCHIKEHHS  OynH
anpoOoBaHl Ha CTYJEHTCHKI HayKOBO-TPAakTU4HIN KoH(epeHuii «lIpiopuTeTHi
HaIPsIMU €BPONENCHKOI0 HAYKOBOT'O TPOCTOPY: MOLIYK cTyAeHTay (I3main, 2024) ta
MDKHApOJIHIA ~ HAYKOBO-TIPAKTHYHIA  1HTepHET-KOoH(pepeHii «TenaeHmii Ta
MEpPCIeKTUBU PO3BUTKY HayKu B mepion riodamizamii» (Ilepesicnas, 2024) Ta
B1JIOOpaXKeH1 y IBOX MyOJIiKaIisaX:

1. byposa JI. «'otuunHmii TeKkcT» sik ecretnunuil enomen // IIpioputeTHi

HaIpsIMHM €BPOIIEMCHKOT0 HAYKOBOI'O ITPOCTOPY: MOUIYK CTyneHTa. Bur. 14.
I3main, 2024. C. 108-111.

2. bypona /. Quckypc xaxmmBoro y tBopyocti C.E. Kinra / Tengenui ta
NEPCHEKTUBH PO3BUTKY HAyKu B mepioa rioGamizamii. Bum. 109 (24).
[epesicnas, 2024. C. 142-144.

Ctpykrypa poGotu. PobGora ckmamaerbcsi 31 BceTymy, ABOX pO3ILIIB,

BucnoBkiB, Crncky BHUKOpUCTaHOI JitepaTypu Ta [lomatka. 3araibHuil 00CST

pob6otu — 90 c.



PO3/LTI I.
ECTETHKA «XOPOPY» B AHTJIO-AMEPUKAHCBHKII
JITEPATYPI TA )KUBOIIUCI XIX-XX eT.

1.1. «I'otuka» sik ¢peHomeH MuctenTna: Bia CepeaHbLOBIYYSA 10 CYUYACHOCTI

['oTuka sik peHOMEH MUcCTENTBA Oepe cBiii moyaTok y CepelHboBIYYI, 1 i1 BIUIUB
MO>KHA MPOCTEKUTU B apXITEKTYpl, KUBOIUCI, JITEpaTypi Ta My3ulll. [ OTHUHMI
CTHWJIb, KW BUHUK y @panuii XII cToMTTs, MOCTYNOBO MOIIUPHUBCS 0 BCiii €Bporni
Ta CTaB BAXKJIUBUM €TAIOM Y PO3BUTKY 3aX1JHOI KYJIbTYPH.

CepennboBiUHA rOTHMKa HaWOLIbIIE BAOMAa 3aBASKH CBOIM apXITEKTypl, sKa
pPO3BUHYJIACS 31 CTUJIKO POMAHChKOi apxiTekTypu. ['otnuHi cobopu, Taki sk Hotp-
Hawm y IMapwxi tTa Cobop y lllapTpi, Big3HAYAIOTHCS BUCOKUMU IIMHIIIMH, aPKAMU Y
dbopmi CTpLa 1 BEIMYE3HUMHU BITpa)kaMu, sIKI CTBOPIOIOTH I'Py CBITJIA 1 KOJBODPY.
OCHOBHUMH pHCaMU TOTHYHOI apXITEKTypHU € HEPBIOPHI CKIICIIHHS, CTPLIbYACTI
apkd Ta KOHTP(MOPCH, IO JO03BOJSIM OyJayBaTH BHINI Ta CBITJIHIN OymiBIIil.
CepeqHbOBIYHI TOTMYHI COOOpH MPUKpAIIAIN CKYJBNTYPU CBATHUX, TOPryJsb 1
(baHTaCTUYHUX ICTOT, SIKI HaJaBaJiu OY/IBJISIM TAEMHUYOTO BUTIIAY.

Xoya B Ti yacu IMEHa apXITEKTOPIB HE 3aBXIU J00pe 3aJ0KyMEHTOBaHi, €
KUJIbKa BIJOMHMX TMOCTAaTel Ta MaWCTpiB, SIK1 31rpajy BaXJIMBY POJIb Y CTBOPEHHI
Hal3HAMEHUTIMHNX TOTUYHUX cropyd. Kan n’OpOeli — oauH 13 apXITEKTOPIB
Co6opy Ilapuzbkoi boromarepi (Hotp-/lam), OyaiBHUIITBO SIKOTO pO3MOYANIOCS B
1163 porii, 1 3a yac ¥oro 3BefeHHs OyJI0 3MIHEHO KiIbKa apXiTeKTOpiB. BiabsiMm 3
Cenca — mepmmuit apxitektop Cobopy B CaH-/leHi, II0 BBaXa€TbCs MEPIIOIO
TOTUYHOIO CHOpyA0r0. BiH 3amouyaTkyBaB CTWIIb, SIKMI MOTIM MOUIUPHUBCS MO BCId
€pomni. Pobep ne Jlyzapm, Toma ne Kopmon ta Peno ne Kopmon — apxitexropu
AM'€eHCBKOTO CO0OpY, OJTHOTO 3 HAHOIIBIIUX 1 HAWBIIOMIIIMX TOTUYHUX COOOPIB

®panunii. ['epxapa ¢on Pine — ronoBuuit apxitexktop KenpHChKOTrO cobopy, akuit



posnoyaB OyAIBHUIITBO M€l BeTUYHOI criopyau B 1248 poril. Xo4a poOOTH TpHUBaAIH
MOHAJ] UIICTh CTOJITh, PoH Pine 3amouaTkyBaB ii MaciTaOHUNA MPOEKT. APHOIb]
Banpremyt Takoxx OpaB ydacTh y MI3HIIIMX eTamax OyaiBHUITBA KelbHCHKOTO
cobopy.

Binesm 3 Cenca micist po6otu y @paniiii nepeixaB A0 AHTIIII 1 palfoBaB HaJ
KentepOepiiicbkkuM cOO0OpOM, PO3MOYABIIM HOTO PEKOHCTPYKIIO B TOTHUYHOMY
ctum. ['empt €Bpe — apxitektop 3Hamenutoro ConcOepiiicbkkoro co0opy,
30y/I0BaHOr0 Yy YHCTOMY TOTUYHOMY CTWJII. ByniBHUITBO coOOpy po3novanocs y
1220 porri, 1 BiH BiIOMUH CBO€IO BUTOHYECHOIO BepTHKalbHICTIO. Emac 3 [lepema
BBAXKAETbCS apxiTeKTopoM [[ypremcbkoro coOopy, sKH TMOeAHYye B €001
POMaHCBHKUM CTHIIb 3 €JIEMEHTaMH PaHHBO1 TOTUKH. JI>koBaHH1 /1l AMOPOJIKO Ta 1HIII
apXITEeKTOPH Opalik y4acTh Y CTBOPEHHI M1JIaHCHKOTO COOOPY, OJHOTO 3 HAHO1IBIIT
NPUKpAIIeHUX TOTUYHUX coOopiB. Lleir coOop OyayBaBcs moHaA N'ATh CTOJITH,
nounHarouu 3 1386 poky, 1 3amyudaB apxiTeKTopiB 3 pizHMX kpaiH. Expike Erac i
XyaHn ne Kacrtinbs npaitoBainu Hajl cTBOpeHHSIM CeBUIBLCHKOTO cOO0pY, OJHOTO 3
HaWOUIBIINX TOTUYHUX coO0PiB cBiTy. [lenpo ne Kammna — apxitexktop Toneacskoro
cobopy, SKUI BBAKAETHCS OJTHUM 3 HAMBEIMYHIIINX 3pa3KiB 1CIIAHCHKOT TOTHKH.

[li apxiTekTopu Ta MaWCTpH 3aJWIIMIA BEITUYE3HY CIAIIIMHY, CTBOPUBIIH
IIeICBpU, IO BTUIWJIM HOBATOPCHKI 171€1 CBOro 4acy: BiJi CTPUIbUACTUX apPOK 1
HEPBIOPHUX CKJEMiHb /10 BUTOHYEHHMX BITPAXKIiB, SIKI CTajJd BI3UTHOIO KapTKOIO
TOTUYHOTO CTHITIO.

CepenHbOBIYHMI TOTUYHUN KMBOIIMC MEHIIIE BIJIOMUMN, HIXK apXITEKTypa, aje
Horo MoxHa 100auuTH B pO3MUCAX Ta UIIOMIHOBAaHUX pyKomucax. Bin
XapaKTEepU3yBaBCAd aKIICHTOM Ha JCTAJIAX, BUTOHUCHUX JIHISIX T4 CHUMBOJIYHHUX
300pakeHHSIX. B3ipusgMH TOTUYHOrO WBOMUCY MOXKHA BBaXXKaJIM CEPEIHbOBIYHI
BITpaXi, MalCTEpHICTh CTBOPEHHS SIKMX JIOCSTJIa CBOTO MIKY came B roTulll. Bonu
CIy’)KUJTM HE TUIbKHM JJIsl IPUKpAcH, aje W Maju peliridiHuid Ta OCBITHIM 3MICT,
posmnoBigatoun 010:11¥HI 1CTOPIi uepes3 sICKpaBl KOJIbOPH Ta CBITIO0. [ OTHYHI BiTpaxi

€ HEBIJ’€MHOI0 YAaCTHHOIO apXITEKTYpH CEpeIHBOBIUHUX COOOPIB 1 BBAXKAIOTHCS



CHPaBKHIMH IIe/IeBPaMH MUCTEITBA. IXHi CI03KeTH, TEXHIKa BAKOHAHHS Ta €CTETUKA
BiI0OpakaroTh TyXOBHI Ta XyJI0KHI1 171€ali eMOXH.

HaiiBimoMiliMu TOTHYHUMHU BiTpakaMu BBaXkaroThcs BiTpaxi LllapTpchkoro
cobopy (®paniis), mo gaatyroTbes XII-XIII cromitramu. BoHu MICTITh CKaaH1
016miiHI crieHu, cepen skux «JliBa Mapis 3 HemoBiIsIM», « Kummsa Xpucma» Ta
eni30/I1 3 KUTTS CBATUX. OAWH 13 HAWBIJOMIIIUX BITpaxiB — «braxumnua /lieay
(Notre-Dame de la Belle Verriere), mnpucssuena boropomumi. Birpaxki
CTBOPIOBAJIUCS IUISIXOM BHPI3aHHA KOJBOPOBOTO CKJIa, SIKE€ CKPIIUTIOBAIN
CBUHIIEBUMU nepeMuukamu. [10TiM Ha CKJI0 HAHOCHJIM PO3MUCH Ta CILIABIISUIA HOTO
JUISL HAJIaHHS JOJATKOBUX AeTayiedd 1 rmuOunu. IllapTpchki BiTpaki BUPI3HAIOTHCA
0araTcTBOM KOJBOPiB, OCOOJIMBO CHHBOTO BIATIHKY (IIApPTPCHKOIO CHHBHOTO), IO
Hajae poOoTamM IHOOKOrOo 1 HACHYEHOIO BUIIIANY. BOHHM CTBOPIOIOTH BIOUYTTS
M1JTHECEHOCTI Ta CBATOCTI, 3aJIMBAIOYH 1HTEP'EP COOOPY MICTUYHHUM CBITJIOM.

He menm Bimomumu € Bitpaxi Cobopy Ilapusbkoi boromarepi (Hotp-/am).
OpHi€ero 3 HaAMBIOMIMIMX YAacTHH € TposiHAa (po3eTka) Ha ¢acaal cobopy, sika
MICTHTBh CKJIQJHI ClIeHH 3 0101iiHOI icTOpii, 300pa)kKeHHs aroCTOJiB, aHTEIiB 1
cBaTux. Bemuki kpyrm BikHa Oynu 3i0paHi 3 YUCICHHHUX APIOHUX KOJHOPOBUX
CEerMEHTIB, IO CKJIaJajducsi y BHUTOHUYEHI BI3epyHKHU. [l TexHika g03BOJIsIIA
CTBOPIOBATH 0AaraTOIJIaHOBI CIIEHU 3 YITKUMH JETAISIMU Ta TIIMOOKOI0 CHMBOJIIKOTO.
Bitpaxi Hotp-Jlam BUIISIOTHCS CKIIAHOIO CUMETPIEIO Ta OaIaHCOM KOJIbOPIB, SIKI,
MiJ] BIUIMBOM COHSYHOTO CBiTJIa, CTBOPIOIOTH BPaKEHHS KHBOTO, TIEPEITUBYACTOTO
nojiotHa [41].

AHrmiss numaetscsi BiTpaxkamu KeHrtepOepiiicbkoro cobopy (AHIIA),
300paxyloTh CLIEHH 3 JKUTTSA CBATHUX, OCOOJMBO MYYEHHLTBO cBATOro Tomaca
bekera (Domu AkBiHCHKOTO0). BOHM TakoX BKIIIOUAIOTh PO3MOBIJII PO O10MIHHMX
NEPCOHAXKIB Ta BAXIMBI MOJMII XPUCTUSHCHKOI 1CTOpli. AHMIIICHKI MaicTpu
BUKOPHCTOBYBAJIM TPAAMILINHI METOAU POOOTH 31 CKIIOM, TOTOBHEHI PETEIbHUM

PO3MUCOM, MO0 HaJdaBaJl0O CHCHaM JKHBOITMCHOCTI ¢ BHpaSHOCTi. CKJIaI[HiCTb



MaJIIOHKIB Ta BHUKOPHCTaHHSA TJHOOKMX BIJATIHKIB CTBOPIOIOTH  BIIUYTTS
IHTPOCHEKIIT Ta TyXOBHOI 30CEPEIKEHOCTI.

KenpHCchkuit cobop (HimMeuunna) Mae 0e3imid BETUKUX BITPAXKHUX BIKOH, SIK1
BiIoOpakaroTh pPi3HOMaHITHI O10JIIMHI CIIEHM — BIJ CTBOPEHHS CBITY 10 CIIEH
Crpacreii XpuctoBux. BoHn A7eMOHCTPYIOTh BUCOKHI PiBEHB AeTai3allii 3aBAsKU
BUKOPUCTAHHIO JPIOHMX CErMEHTIB CKJa Ta TOHKHUX CBUHIEBUX IEPEMUYOK.
KonpopoBa namniTpa BKIIIOYa€ HACUYEHI YEPBOHI, CHHI Ta 30JIOTUCTI BIATIHKH, IO
CTBOPIOIOTH €(PEKTHI KOHTPACTH Ta MIJKPECIIOI0Th 3HAYYIIIICTh CIIEHH.

OCHOBHOIO TEXHIKOIO BHUTOTOBJICHHS TOTHYHHUX BITPAXIB Yy PIZHHUX
€BPOMNEHCHKUX KpaiHax OyJ0 TO€IHAHHS IIMATOYKIB KOJBOPOBOTO CKiia 3a
JIOTIOMOT'OF0 CBUHIIEBUX NIEpeMHUUOK. [10TiM MaTIOHKH JOMOBHIOBAIM 32 JIOIIOMOTOIO0
YOpPHO-KOpHUYHEBOI (hapOu 1711 HaHeceHHs neTanei. L[l BuTBopu cepeaHbOBIYHOIO
MUCTEITBA MIAKPECTIOITh BEPTUKAII3M Ta MPOCTOPOBY TNIMOUHY, BIUIMBAIOYM Ha
CIPUMHSATTS MPOCTOPY 1 CBITJIA B iHTEp'epi. BUKOpUCTaHHS SICKpaBUX 1 HACHYEHUX
KOJIbOPIB Pa3oM 31 CKJIQJHMUMH TF€OMETPUYHHUMHU Bi3€pYHKaMHU CTBOPIOE BIAUYTTS
MICTHYHOI aTMocdepH, sKa aoromarae IMiJACHIMTH peliridHuid mocBia. Takum
YUHOM, TOTHYHI BITPaXi € BAXKJIMBUM €JIEMEHTOM CEPEIHBbOBIYHOI apXiTEKTYpH, IO
noeAHYy€e (PYHKIIOHAIBHICTh 1 BUCOKE MUCTELTBO JIJIs Mepeadl CaKpaIbHUX 171€H.

Y XVII-XIX cromiTTsax BiAOyJIOCsS BIAPOKEHHS I1HTEpECY 0 TOTHYHOI
€CTETUKH, AK€ OTPUMAJIO Ha3BYy Heozomuka. Llen CTUIb 3HANIIOB CBOE BUPAKEHHS
B apXxiTeKTypi (Hanpukiaa, BectmincTepebkuit nanan y JIoH0H1) 1 JiTepatypi, e
BUHUK >XaHp roTu4aHoro pomany. B Anrmii ta CIIA uel xaHp, nmpeactaBieHU
TaKuMU aBTOpamH, sik ['opariiit Bosmon 1 Earap Annan Ilo, BTUTIOBaB iHTEpEC A0

MICTHYHOT0, JKaXJIUBOTO 1 HAATIPHPOIHOTO.



1.2. EcrernuHi 3acagu «roTHYHOT0 TEKCTY»

['otnyna niTepaTypa, 0 BUHUKJIA B aHrTiickKii diteparypi X VIII croniTTs, €
KAHPOM, €CTETHYHa TMapajgurMa sIKOro TIO€JIHYE €JIEMEHTH KaxXy, MICTHKH,
POMaHTHU3MY Ta HAAMPUPOAHOTO. XKaxu — 11€ )kaHp PaHTaCTUYHOI JIiITepaTypH, TKUM
Ma€ Ha METI 3aHENOKOiTH, HAJIAKaTH a0o 3acMyTUTH. JKaxu 4acTo MOJUISAIOTH Ha
N1JDKaHPHU TICUXOJIOTIYHOTO JKaxXy Ta HAANPHUPOJHOrO XKaxy, sIKI 3HAXOASIThCSA B
napuHi panractuuHoi JiTepatypu. [ctopuk miteparypu k. A. Kagnon y 1984 poui
BU3HAYMB OMOBIIAHHS KaXiB SIK «XYA0XKHINA TBIP Yy MPO31 3MIHHOT JOBXHUHH... IKUN
IoKye, abo HaBITh JSKa€ yuTada, ab0, MOXKIMBO, BUKIIMKAE TIOYYTTS BiApa3u 4u
oruan» [22, c. 11]. )Kaxu MaroTh Ha METI CTBOPUTH MOTOPOIIHY 1 JISKAOYy
atMocepy Uil uyuTada. Yacto LEHTpalibHa 3arpo3a TBOpPY KaxXiB MoOXe OyTu
IHTEpIPETOBaHa IK MeTaopa OUIBIINX CTPAXIB CYCHIJIbCTBA.

Knacuuynumu TBOpamMu roTW4HOI JiTepaTypu € pomanu [oparis Bomnmona,
«3amok Otpanto» (1764) [28], skuii BBaKaeThCSA MEPUIUM FOTHYHUM POMAHOM.
ABTOp mpunbaB caauOy Henopamik Bin JIiHAOHA, sike BUPIMIUB mepedyyBaTH B
rotuyHoMy cTuii. LIs imest Tak 3aBoJojiijia MUCbMEHHUKOM, 110 OJHOTO pa3y y CHI
BiH M0OAYMB «CTAPOBMHHMM 3aMOK, Ji¢ Ha OatoCTpajii BUCOKMX CXOJIB JIeKalia
rirantcbka pykay. IlepemicTopisi CTBOpEHHsI pOMaHy cama 1o co01 MOXKe JIATTH B
OCHOBY TOTHYHOTO CIOKETY, OCKUIBKMA CHU B MOr0 PO3BUTKY 3a3BMYail BIJITPAIOTh
BaUTUBY poiib. [loGaueHuit COH cTaB TBOPYUM IMITYJILCOM JI0 CTBOPEHHS TBOPY, SIKE
caM aBTOp Ha3BaB «IOTUYHOIO MOBICTIO», IO CTajla BIJMPAaBHOIO TOYKOIO JIst
PO3BUTKY 1 CTAHOBJICHHS >KaHPY POMaHy JKaxiB Ta WOTO BIUIMB Ha CTAHOBJICHHSI
€CTETUKH XOpopy XX CT.

Yu HE 3 MOMEHTY CBOTO BUHUKHEHHSI TOTHYHUI POMaH SIK )KaHpOBa (popMa CTaB
3a3HaBaTU 3MiH. AHHa Pazaexnid, BUKOPUCTOBYIOUM MOTUB TAEMHHII Ta 1HTPUTH,
cTaJjla MPOTOHYBATH MPOCTE 1 MPUPOJHE MOSICHEHHS TUM TAEMHUYMM SIBUILAM, K1
B110yBaJIMCsI 110 MIp1 PO3BUTKY CrOXKETY. L5 TeHeHI1is 103BOIHMIIA )KAHPY BUUTH Ha

HOBHUI pIBEHb - NOTYCTOPOHHE, HAANPHUPOAHE MOYMHAE TOCTYIMATUCS CBOIMHU



MO3UIIISIMA 00'€KTUBHOMY, HayKOBO OOrpyHTOBaHOMY. ['epoi TBOpiB, a pa3oMm i3
HUMHU ¥ 4YWTay, MPOJOBXKYIOTh BIIUYBaTH CTpax, aje TEMep BOHU OOSTHCS HE
NPUBHJIIB 1 JIyXiB, HE CTapOJIaBHHOTO MPOKJIATTS 1 HE JIEMOHIB, a UYYJOBHCHK,
CTBOPEHHUX PYKaMH JIIOJMHH, a00 HaBITh camoi JIIOJUHHU, IO CTaja YyJA0BHCHKOM.
TakuM € oxxuBaroue TBOPiHHS JokTopa PpaiiHkeHmTeHa 3 pomany Mepi Lllemnni,
TaKuM € JTOKTOp JI>KeKisI 1 Horo BHYTPIIHINA IeMOH MicTep Xaie, 110 3'IBUBCS Bij
HEB1JIOMOT0 Mpenapary.

VY 1BOpi Ockapa Yainbaa «Iloptper Hopiana ['pesi» 7151 3HUILIEHHS MEPTBOIO
TiJ1Ja BUKOPUCTOBYETHCS XiMisl. ['OJTOBHUMH A1MOBUMH 0COOaMU BiJIOMOTO POMaHy
Bbpema Croxkepa «Ipaxymna» (1897) cTaroTs Jikap 1 ICUXO0JIOT, K1 Y 00pOThO1 31 3710M
CIMPAIOTHCA HE JIMIIE HA 3HAHHS JIET€H]I, @ i Ha HAYKOBI JIOCSITHEHHS, @ B TIOTOHIO
3a BaMIIIPOM BIANPABISAIOTHCS HA MOi3/1 Ta MapoOBOMY KaTepi.

OngHovyacHO 3 Takol TpaHchopMalliero XyIoXHIX 3aco0iB 1 oOpasiB
B1I0YBa€ThCS 1 IEPEHECEHHS aKIEHTY 3 JKaXJIMBOro Ha cwmimiHe. g TenaeHIis, Ha
nymky David J. Skal, mposiBunacs Hacammepesn y TOTHYHIN japami, MpoTe MU
MOKEMO TOBOPUTHU MPO HEI 1 CTOCOBHO 0 TOTWYHOI Npo3u. «KeHTepBUIbCHKUI
npuBua» (1887) Ockapa Yaitibga — HAOYHHI TPUKIAA TOTO, K PUCH TOTHYHOI
JITEpaTypu NPUNMAIOTh BUIJISIA TPOTECKHOTO 1 caTUpUYHOro xapakrepy. CiM's
aMEepUKAHCHKOTO MIJIbIlOHEpa, KU KyNUB, HE3BaXalOUM Ha BCl MOMEPEIKEHHS,
CTapOBUHHMM OpUTAHCBKHI 3aMOK, BCyINEped YCIM TpaJMIlisiM HITPOXU HE
JISIKAE€THCSI HIYHUX CKPHUITIB 1 CTOHIB. XJIOMIl OJM3HIOKK BJIAIITOBYIOTh Ha MPUBH/L
3aciiKy, a MaTip CIMeWCTBa MPOCUTh HWOTO 3MACTHTHU JIAHIIOTH, 00 BOHU HE
CKPUIIIN TaK MPOHU3IUBO. [IpUBU BUKIIMKA€E HE CTPaAX, & MOCMIIIKY 1 CITIBUYTTS.
[le#i mMoTuB 3 0COONMBHM poO3MaxoM OyJe peali30BaHM B JiTeparypi Ta
kiHemaTtorpagit XX 1 XXI cr., Koau 4yJ0BUCHKa, HEXHUTh, BaMITIpU Ta JIE€MOHHU
CTaHyTh HE TIJIPKM KOMIYHHMH, aji€ W POMAHTHYHHMH TEPCOHAKAMHU, CTAHYTh
MO3UTUBHUMH I'ePOsIMU, TOCTOMHUMHU APY>KOH, TOBIPU Ta KOXaHHS, HE3BAXKAI0UH Ha

iX aHTUT'YMaHHY MPUPOY Ta KPHBaBE MHUHYJIE, TCIEPINIHE Ta MaiOyTHE [24].



CporoiHi He BIIyXa€ MOMYJSPHICTH pOMaHiB NMucbMeHHUKIB XIX ct. Mepi
lemrn «®Dpankenmreiin» (1818) [64]; bpema Crokepa «/lpakyna» (1897) [67];
onosinanns Ta Bipuii Earapa Amnana Ilo. J{ns mporo sxkaHpy BiIacTUBa HampyKeHa
aTMocdepa, MOXMypi HACTPOI 3 AKIEHTOM Ha BIIYYTTS CTPaxXy 1 TPUBOTU. 3araJibHUM
MICIIEM TOTUYHOI JITepaTypH € CTBOPEHHS KaXJIMBOi aTMoc(epu Ta BIAMOBIIHOTO
otoueHHs. lle, 3a3Bu4ail, moxXMypi Ta 3J0BICHI MICIIf, SIK 3aMKH, MOHAaCTHp1, CTapi
Oymuukwm, migzemernisa. [lepcoHakamu € Tepoi, MO CTUKAIOTHCS 3 HAATPUPOTHUMH
a00 NICUXOJIOTTYHUMU 3arpo3amMu. BoHM 4acTo [iI0Th B yMOBax TEMpSIBHU, HOY1, Oypi
YH 1HIIUX MOTOJIHUX YMOB, 1110 CIPUSIIOTH CTpaxy. ['eposiMu MOXyTh OyTH 5K JIFOJIH,
TaK 1 HAANPUPOJHI CTBOPIHHA. ['0OTHYHA JiTEpaTypa 4acTo BiIOOpa)kae 1CTOPUYHI
MO/Iii, COIlabH1 3MIHHM Ta KYJbTYpPHI CTpaXxH CBOTO Yacy.

['oTUYHMI TEKCT $K €CTETHYHE SBUIIE IMpPEACTaBisge co00I0 YyHIKaJIbHE
MOEHAHHS XYAOXKHIX NMPUMOMIB 1 €JIEMEHTIB, IO CHpPsIMOBAaHI Ha BHUKJIUKAHHS
ciennivyaux emolriii Ta armochep. @pen borrinr y monorpadii «Gothic» Bkasye,
[0 TOTHYHI TEKCTH JIIOTH HAa MEXI MDK BIJIOMHMM 1 HEBIJOMHM, 3HAHOMHUM 1
HE3HAMOMHM, /i€ ysSBa MOXE MPOIBITATH, & CTPAXH MOXKYTh MPOEKTYBATHCS Ha
nanmmadt onosii: «Gothic texts operate on the border between the known and the
unknown, the familiar and the unfamiliar, where the imagination can thrive and fears
can be projected onto the landscape of the narrative» [9, c. 2]. dns imocTtparii
HaBejeMo uTatH 3 pomani ['opariis Bonmona «3amok Opantoy» Ta bpema Ctokepa
«/dpakynay», 0 UTIOCTPYIOTh TAEMHUYHM MPEIMETHUMN CBIT TOTUYHOTO TEKCTY:

«The lower part of the castle was hollowed into several intricate cloisters; and
it was not without surprise that Isabella heard the door of the cavern open» [74, c.
34].

Huowcnsa  wacmuna 3amky Oyna noziubnewa  KilbKoMa — 3anjiymAaHumu
niozemennamu, i [3abenna He 6e3 30U8Y8aHHA NOYYIA, K BIOYUHULUCSA 08ePI OOHIEL 3
neuep.

niOpAOKOBULL nepeKiao



«The castle is on the very edge of a terrible precipice. A stone falling from the
window would fall a thousand feet without touching anything!» [67, c. 28].

3amox cmoims Ha camomy Kparo cmpawHoi npipeu. Kaminv, wo eunade 3
BIKHA, Npoaemums Mmucsady )ymie, Hiu020 He 3a4enusuiu

niOpAOKOBUL NepeKiao

Heiisig ITynrep y mpaiu « The Literature of Terror: A History of Gothic Fictions
from 1765 to the Present Day» nae HacTynmHy XapakTepPHCTUKY TOTHYHOI
miteparypu: «The Gothic novel’s most significant feature is its exploration of the
irrational and the uncanny, often manifesting as a fascination with the dark,
mysterious, and grotesque aspects of human existence» [60, c. 18]. ABTop 3ayBaxye,
0 HAWBaXJMBIIIOK OCOOJUBICTIO TOTHUYHOTO pOMaHy € JOCHIKEHHS
1ppallioHaILHOTO Ta HAAIPUPOTHOIO, 10 YaCTO MPOSBISIETHCSA SIK 3aXOTUICHHS
TEeMHUMU, TAEMHUYUMU Ta TPOTECKHUMHU aclieKTaMU JIFOICKKOT0 ICHyBaHHS. BifTak,
MICTHKA Ta HAJNPUPOJHE € OCHOBOIO TOTUYHOI JIITepaTypu, SKi BlIacTHBa
NPUCYTHICTh IPUBUAIB, IEMOHIB, BAMIIIPIB, IEPEBEPTHIB Ta IHIIMX HAATPUPOIHUX
CTBOPiHb, 30KpEMa BUKOPUCTAHHS Marii, MpOKJIATH 1 putyatiB. [IpoimocTpyemo 1ie
TBEpJUKEHHS 1TuTaToro 3 poMany Mepi [lemni «@paHKeHIITEIHY:

«The immense mountains and precipices that overhung me on every side—the
sound of the river raging among the rocks, and the dashing of the waterfalls around,
spoke of a power mighty as Omnipotence—and | ceased to fear, or to bend before
any being less almighty than that which had created and ruled the elements» [64, c.
92].

Benuuesni copu u ypsuwa, wo Hagucaiu Hadi MHOMW 3 YCIX OOKI8, WyM piuKu,
wWo eupyeana ceped ckelb, i 2ypKim 6000CNadi8 HABKONO 2080PUNU NPO CUTY,
Mo2ymHio, ax Bcemocymuicmo, i 1 nepecmas boamucs abo cxunamucs nepeo 6yob-
AKOI0  ICMOmMO10, MeHUl 6CeMO2YMHbOI0, HIJC md, Wo Ccmeopuna i Kepysand
CIMUXIAMU. ..

niOpAOKOBULL nepeKiao



Emma Knepi y crynii «The Rise of Supernatural Fiction, 1762-1800»
KOHCTATYeE, 10 TOTUYHA (PaHTACTHKA YaCTO 3BEPTAETHCS JI0 TEM TpaHCTpecii Ta Tady,
3a0€e3Meuyourd MPOCTIp I JOCHIKEHHS CYCIUIBHHX TPUBOT 1 MEX TOTO, IO
BBakaeThcsl npuitHaTHuM: «Gothic fiction frequently engages with themes of
transgression and taboo, providing a space for the exploration of societal anxieties
and the boundaries of what is considered acceptable» [18, c. 45]. [iiicHo, emoriiiHa
Hampyra, sK OT BIIUYTTS CTpaxy, jkKaxy, TPUBOTHM Ta TMapaHOi B KOHTEKCTI
TICUXOJIOTIYHOTO THCKY Ha Te€pOiB YacTO JOBOJIUTH iX 10 Mexi po3ymy. CyTHICTh
TOTUYHOTO TEKCTY MOJISITa€ B MOro 3JaTHOCTI BUKIMKATH MOYYTTS CTPaxy 1 )Kaxy
yepe3 3alilyTaHl 1 4acTo HaANPUPOJHI CIOKETH, SIKl BigoOpa)katoTh TIMOWHHI
MICUXOJIOTIYHI Ta KYJIBTYpPHI CTpaxu. TeMu CMepTi, TIHHOCTI, HAIIPUPOIHOTO 1
TAEMHUIIb € TIPOBITHUMHU y TBOpPAxX IbOTO kaHpy. Came depe3 HUX MUChbMEHHUKA
nigHIMaOTh nUTaHHs J{oOpa 1 311a, Mopaii, BHYTPIIIHIX KOH(QIIKTIB; TOCTIIKYIOUN
TEMHI aCMeKTH JIOJCHKOI MPUPOAH, KYJIBTYpPHI 1 COIllaJbHI TPUBOTH Ta IXHIO
3IaTHICTh BUKJIUKATH €MOI[IHI PeaKIIii.

Yapnez JI. Kpoy y kuusi «American Gothic» Biamiuae He TUIbKH TEMH
napajienizMy MOXMyporo JaHamapTy 1 TpPUMaApHOi CHAIIIMHA MHHYJIOTO
IICUXOJIOTIYHOTO CTaHy TIepoiB, aje ¥ BaXJIMBE NHUTaHHS 1AEHTUYHOCTI, sKa
PO3KpUBAEThCS Yepe3 TOTHUHUE crokeT: «American Gothic literature uniquely
blends the traditional elements of the Gothic with the cultural and historical context
of America, creating narratives that explore themes of identity, landscape, and the
haunting legacy of the past» [21, c. 33]. Tak, HanpuKiIaa, 9acTO 3yCTPIUaAIOTHCS
o0pa3u «KIHOK Yy Oilli», 0 4acTo MOTpeOyloTh MOpPATYHKY. B mimomy, roruka
MPOHUKAE B TOBCSIKICHHE J>XUTTS, BUSBJISIOUM HAINPUPOAHE B OyJIeHHOMY 1
BUKPHBAIOUM TIPUXOBaHI JKaxHW, IO XOBAaIOTHCSA IIiJ TOBEPXHEI 3BUYAHHOTO
ICHYBaHHS.

MoBa TOTMYHOTO TEKCTY YacCTO XapaKTePU3YEThCA MiAHECEHUM, apXaidHUM
CTUJIEM 3 BUKOPHUCTAHHSAM OaraTux OmuciB, MeTadop 1 CUMBOJIIB. Y HiM MPHUCYTHI

PO3TOPHYTI ONTUCH OTOYEHHSI Ta €MOLIIH, 110 CIIPHUSIOTH CTBOPEHHIO atMocdepu. Lle



CIIpHSIE CTBOPEHHIO CHEIU(IYHOTO ECTETUYHOrO €(PEKTy Ta 3aHypIOE YUTa4a y CBIT
onoBiganHs. Moro cTpyKTypi BIaCTHBi 3aIUTyTaHi Ta YacTO 6AraToIIApOBi CIOKETH
3 YUCJICHHUMHM ITOBOPOTAMH, YaCTe BUKOPUCTAHHS (hiIeIIOEKIB, TUCTIB 1 TOKYMEHTIB
JUTSL PO3KPUTTS MUHYJIOTO Ta MOSICHEHHS MOI1H.

['OTHYHUI TEKCT SIK €CTETUYHE SIBUIIIE € KOMIUIEKCHUM 1 6araTorpanHuM. Bin
CTBOPIOE 1HTEHCHBHY armocdepy >Kaxy 1 TaEMHHYOCTI 4epe3 JeTajdbHl OMHCH
NOXMYpPHX JIOKALlli, TAKUX K 3aMKH, cTapl OyJIMHKH, Tig3eMeuis abo 3aHen0aH1
MICLISL, @ TAKOXK BUKOPUCTOBYE aTMOC(hEPY, TEMH, IEPCOHAXKIB, HAANPUPOIHE, CTUIIb
1 €CTEeTUYHI MPUNOMH, 10O CTBOPUTU YHIKATBHUN XYIOXKHINA €pEeKT, 1110 BUKIUKAE
rIMOOKI €MOLIMHI Ta MCUXOJOTIYHI peakiii. ABTOpH 3BEPTAIOThCA JO TEM CMEPTI,
TIIHHOCTI, HaJAMPUPOTHOTO, TAEMHHUIIb 1 TpaHCTpecii, BUKOPUCTOBYIOTH TEMHI,
3JIOBICHI TOHHM, IO CHPUSIOTH (QOPMYBaHHIO BIAUYTTS HeOE3NeKu Ta
HEBU3HAUYCHOCTI. [li TeMM HOCHIIKYIOTbCS 4Yepe3 MEePCOHaXIB 1 CIOKETH, IO
PO3KPUBAIOTh TJUMOOKI TCHXOJIOTIYHI Ta MOpaibHI KOH(DIIKTH. AHANI3 I[HX
€JIEMEHTIB JI03BOJIAE€ Kpalle 3pO3yMiTH, K TOTHYHA JITepaTypa I0CATaE CBOTO
€CTEeTUYHOTrO BIUIMBY Ta YOMY BOHA 3JIMIIAETHCS MOIMYJSPHOIO 1 BIUIMBOBOIO JI0
ChOTOJTHI.

HaiiOinbir  3Hauymii 3MIHM TOTHYHA JiiTeparypa TNEpekUBaE B  €MOXY
MOCTMOJICPHI3MY, TIiJI BIUIMBOM $IKOTO TOTHKA 3JIMBAETHCS 13 T'POTECKOM,
(baHTaCTUKOIO 1 TapoJi€l0, a TaKoXK BOMpAE SCKpaBl ICHUXOJIOTIUHI PHUCH
MOCTMO/JIEPHICTCHKOI JIITEpATypH: OMHUC Aerpajallii, po3naay CBITY, CEKCyalbHUX 1
HApPKOTUYHHUX OpTrid, pyHHYBaHHS 1 caMOpyHHYBaHHS OCOOMCTOCTI. TpaauiniifHi
TOTUYHI 00pa3u IHTEIPYIOTHCA Y CYYaCHHUM COLIAIbHO-TICUXOJOTTYHUN KOHTEKCT 1,

BTPATHUBIIY CBOE CIIOKOHBIYHE BTIICHHSI, HA0YBalOTh HOBOI BUPA3HOCTI.



1.3. MictuuHi mMoTuBM B aHrJjiiicbkomy skuBonuci XIX cT. B KOHTeKCTI

eCTeTUYHHUX MOIIYKIB 1001

AHTIACHKUM kuBONUC XIX CTOMITTS OyB MEPioJIOM 3HAYHOTO XYI0KHBOTO
PO3BUTKY, JI€ pi3HI HANPSAMHU Ta TEXHIKU BiIIrpaBalid KJIOYOBY pPOib Y GOpMyBaHH1
KYJBTYPHOI 1IEHTUYHOCTI. [IpOTAroM HBOTO CTOMITTSA XYIOKHUKH BIIXOJMIA BiJl
KJIACULMU3MY Ta akKaJeMIYHUX TPAAMIid, IIyKalO4Yd HOBI (OPMHU BUPAKEHHS 1
TEMATHUYHI N1IXOIH.

PomanTusm B anrmiiiicekkoMy xuBonuci (Binbsim Tepnep, xon Koncreobu,
['enpi ®rozeni) OyB BiI3HAYEHHM MiJHECEHHSM IMOYYTTIB, YBarow A0 MPUPOJIH,
IHTEpPECOM [0 €K30THKH, CEpelHbOBIYYs, (OJBKIOPY Ta HAANPUPOIHOTO.
XyAO0KHUKH MParHyyiy BiJOOpa3UTH €MOLIITHUI CTaH JIOJIMHY, i BHYTPIIIHIA CBIT
Ta ii 3B’A30K 13 MpUpPOAOI0. POMaHTUKM 4YacTO BUKOPUCTOBYBAJIM HACHUYCHY
KOJIbOPOBY TAJITPY, JpaMaTU4YHE OCBITICHHS, €(PEeKTH CBITJIa 1 TiHI, a TaKOX
JWHAMI4H1 KOMITO3UIIIT JIJ1s1 TIepeadl eMOIIMHOI HalpyTH Ta IMiIHECEHOCTI.

[Ipepadaemitu (Hante [Nabpiens Poccerti, Binbsim Xomman [ant, JkoH
EBepert Misuie) mparnyiu moBEpHYTUCS A0 CTHIIIO )KuBomnucy 1o Padaens, ToOTo
70 TIPOCTOTH Ta JETAIbHOTO peani3My. BoHM HaromomryBaim Ha SICKpaBHX
KOJTbOpaxX, TOYHOCTI fieTaleil i cuMBoIIi3Mi. IXHI po6OTH YacTo Manu MopanbHuii a60
pEeNIriHUI MIATEKCT, a TaKOXX Oy HATXHEHHI JITEpaTyporo, CepeaHbOBIYUAM 1
npupogoto. IIpepadaeniTu BUKOPUCTOBYBAIM SICKPABl, YHUCTI KOJIBOPHU, PETEIBHO
OIpainboBaHi JeTalli, 3BEPTAIOYUCh 1O TEXHIKHM «en plein air» (pobora Ha
BIJIKPUTOMY TIOBITP1) JJIsl TOCSATHEHHsI OLTBIIOT TpupoaHOCTI [36].

Peanizm y aHrmiicbkoMy KUBOMHCI (POKYCyBaBCS HA TOYHOMY 300pa)KeHHI
MOBCSIKJICHHOTO >KUTTS 0e3 ijeamizaiii abo poMaHTu3allii. XyJI0KHUKU-PEaTiCTU
(xopmx Knon Hrodi, @opaic Magokc bpayH) 300paxkyBanu CHEHHM 3 KUTTS
pOOITHHKIB, CEJsSH, MIChKOi OITHOTH Ta CEepPEeaHBOTO KJIacy, HaMararouuch
BIITBOPUTH COIAIBHI peaiii Toro 4acy. PeamicTd BHKOPUCTOBYBAIW JeTajbHE

300paKeHHsI Ta MPUTIIYIIEHY KOJIbOPOBY MAaJITPy, aKIEHTYIOUN yBary Ha TOYHOCTI



dbopm 1 TekcTyp. BoHU mparHyiam JOCSAITH MaKCUMAaJIbHOI MPaBIUBOCTI Y CBOIX
poboTax.

AkazemisM B AHIII 3aluIIaBCi BIUIMBOBUM HAIpsMOM, HiATPUMYIOUU
TpaJUIlIiHI METOIU Ta TEMH, 3aTBepKeH1 KopomiBCchKkoIo akaiemieto Muctents. Le
BKJIIOYAJIO ICTOPUYHI, Mi()OJIOTIUHI, PENiriiiHi CIOKETH Ta MOPTPETHU, BUKOHAHI 3
BEJIMKOIO yBaroro J0 TEXHIKA Ta KoMmno3ullii. XyaoxKHUKu-akagemictu (Dpenepik
Jleiiton, Jloypenc AumnbMa-TagemMa) BHKOPHUCTOBYBAJIM TEXHIKM KJIACUYHOIO
YKUBOIIUCY 3 AKIIEHTOM Ha YITKUX JiHISAX, BUTOHYEHUX (opmMax 1 CUMETPHUYHIN
KOMITO3HIIi1, @ TAKOXK JIeTali30BaHy POOOTY 3 TEKCTypamH i aHaTomiero [28].

ImnpecioHi3M He OyB JOMIHYIOYMM HAalpsIMOM B aHTJIIHCBKOMY >KMBOIIKCI, aJie
BiH BIUTMHYB Ha KIJTbKOX XYJIO’KHHKIB, Kl €KCTIGPUMEHTYBAJU 3 €EeKTaMH CBITJIA 1
KOJbopy. AHrmicekl immpecioHictd (Bimbsam Tepnep, ®imin Bincon Crip)
30CepeKYBaINC HAa MOMEHTAIBHUX BPAXKCHHAX BiJl IPUPOJIU Ta MICHKOTO KHUTTS.
Ix TBOpuicTh TO3HAUEHa BUKOPUCTAHHAM INBUJIKMX, KOPOTKMX Ma3KiB,
€KCIIEPUMEHTIB 31 CBITJIOM 1 KOJIbOPOM, 300paK€HHs CLIEH Ha MPUPO/Il 3 AKLIEHTOM
Ha BpaKCHHSX 1 aTMocdepi.

CUMBOJII3M y aHTMTINCHPKOMY KHBOIHKCI OyB OpPIEHTOBAaHWN Ha 300pakKeHHS
BHYTPIILIHIX, JyXOBHMX TI€pEKHUBaHb, BUKOPUCTAHHS ajeropiii Ta CUMBOJIIB.
Xynoxxuuku 1p0ro Hampsamy (xopmx ®penepik Borre, EnBapn bepn-J{»oHC)
HaMarajgvcsi BUpa3uTH 17iei, MOB's13aH1 3 MiJICBIIOMICTIO, M1(DOJIOTIEI0 Ta PeiTiero.
BoHU 4YacToO BUKOPUCTOBYBAJIM MPUIIIYLIEHI KOJbOPH, CKIIAJHI KOMITO3UIII Ta
¢irypaTuBHi aneropii A mepeaadi CBOiX KOHIENTyaabHUX iaei [28].

MicTuyH1 MOTHBU B aHTIIIHCbKOMY KUBoMHUCT XIX CTOMTTS B aHTTIHCHKOMY
YKUBOMHUCI OyJTM TOMYJISIPHUMU CEpell XyT0KHUKIB POMAHTHKIB, npepadaeiiTiB Ta
CUMBOJIICTIB. BoHu BimoOpaxanucs dYepe3 300paXe€HHS HAANPUPOIHOTO,
TAEMHUYOTO 1 CUMBOJIIYHOTO, IO OYyJI0 XapaKTepHUM AJid €noXu poMaHTu3My. Lli
TEMHU YacTO MOEJHYBAJIUCS 3 HALIOHATBHUM (OJBKIOPOM, JIETEHIAaMH, a TaKOX
JiTepaTypHUMH TBOpPaMH, Kl HaJWXadd XYJO0KHUKIB Ha CTBOPEHHS POOIT, IO

BUKJIMKAJIN TITMOOK] €MOIIii Ta PO3yMH.



MonymenTanbhe monoTHo Jxona Maptina (1789-1854) «Benukuii neHb
Horo rriBy» (1851-1853) € yacTHHOIO TPHIIOTII 11iJ Ha3BOI «OCTAHHE CYKEHHS.
Kaptuna 300pakye anokainTu4Hy ciieHy 3 bioiii, ne po3atoroBanuit bor BunmBae
CBIM THIB Ha JIFOJCTBO. Y IIEHTPl KOMIO3UIlI — TMOTOKU JIaBU 1 3eMJIETPYC, SKI
3HUIIYIOTh BETUYE3HE MICTO, a (DITypH JIF0JIei HAMaraloThCs BTEKTH B1J] HEMUHYUYO1
3arubeni. KaptuHa neMoOHCTpye TpaHi03HI MacmiTabu KaTacTpodu Ta Xaocy,
N1JKPECTIOI0YN HE3HAYHICTh JIIOJJMHU Mepe]] HEBOIAraHHo0 cuiiolo bokoro ruiBy.
MapTiH CTBOPIOE MICTHYHHI €(EKT 4Yepe3 Bpa)karouy Ipy CBITJA 1 TiHI, @ TaKOXK
yepe3 MaciiTad 1 AeTani3alliio CleHH.

Cepis akBapeseit Binbsma brnetika (1757-1827) «Benukuii 4epBOHMIA TpaKkoH
1 )KiHKa, 30asTHeHa B coHIe» (1805-1810) 300paxkye cuienun 3 Kuuru OaKpoBeHHS.
Ha opxniii 3 HaiiBigoMimux poOIT 13 cepli 300pa’K€HO MOTYKHOTO JIpaKkoHa, KU
MIJHIMAETHCA HAJ JKIHKOI, OJITHEHOIO B COHIIE, KA CHUMBOJII3YE IIEPKBY a0o0
BTUIeHHs boxoi cumm. XKuBonuc breiika rmmGoko BKOpiHEHUN B MOTO peririiHi i
JIyXOBHI TepeKkoHaHHsA. MicTuuHi o00pa3u, Taki fAK JpakoH 1 JKIHKa, €
MeTa)OPUYHUMH 1 CHOBHEH1 CUMBOJII3MY, IO JOCIIIKY€E KOHMIIKT MIXK T00pOM 1
3n0M. brelik cTBoproe atMocdepy 3araikoBOCTi Ta HATXHEHHsI, BUKOPUCTOBYIOUHU
SCKpaBl KOJIbOPH 1 AMHAMIYHI (POPMHU.

Kaptuna [Ixxona Binbsima Boteprayca (1849-1917) «Jlemi Ilamot» (1888)
UTIOCTpYE clieHy 3 oaHoMMeHHoi noemMu Anbdpena Tennicona «Jleai [lanor». Bona
300paxye TpariuHy repoiHto, IPOKIIATY KUTH B 130J141111, sika miuBe 10 Kamenory,
HE3Ba)Kal0YW Ha CBOE MPOKJISATTS, 3HAIOUH, 1110 11 TIpuBee 110 ii cmepTi. O6pas Jleni
[ITanoT BT1J10€ MOTUBH 01, TPOKJISITTS 1 HEMUHYYO1 TpareAii. MiCTUYHUMN eIeMEHT
MOCHITIOETHCST Yepe3 MOXMYpPY atMmochepy, BITUYTTS MPUPEUCHOCTI Ta KA3KOBUM
MEeN3ax, AKUM 0TOYY€E TEPOIHIO.

CHOBHEHOIO MICTHYHHMX eJIeMeHTIB € pobora ['enpi ®rozem (1741-1825)
«Kommapy (1781). Xoua Bona Oyna crBopena Hanpukinii X VIII cromitrs, ii Brmms
npoctarayBcs Ha Bech XIX cromitrs. «Kommapy 300paxye KiHKY, IO CIIUTh, Ha

AKY CUAUTDH I[eMOHi‘IHa iCTOTa, a Ha Tl BUJIHO IIPUBHUA KOHA 3 TAJIAKOYMMH OYMMaA.



[{s kapTHHA € OJIHIEIO 3 HAMBIIOMIIIUX 300paKEHbB IMIICBIIOMOTO CTpaxy 1 HIYHUX
xaxiB. Dro3esi MalCTEepPHO BUKOPUCTOBYE CBITJIO 1 TiH1 JJIsl CTBOPEHHS HAIIPYKEHOT,
TPUBOXKHOI aTMOcdepH, sKa MIJKPECIIOe Bpa3IuBICTh JIOJUHU MeEpe]] CHIIaMU
TEMPSIBH 1 T1JICBIIOMUMHU CTPaxaMH.

AHrmiiceknii  kmBomuc  XIX  cromiTrs  Big3HAdaBcs  OaraTcTBOM 1
PI3HOMAHITTSM XYAOXKHIX HaIpsAMIB 1 TEXHIK, SKi BiAoOpa)kadu MIUPOKY HaTITPY
KYJbTYPHUX Ta COIL[abHUX 3MIH €MOXH. XYJIO0XXKHUKH TOTO 4acy BIIXOJMJIH BIJ
KJIACUYHUX KAHOHIB, JOCTIDKYIOUM HOBI (DOPMU BUPAKEHHS Ta IHTEpIIpeTarii
peaIbHOCTI, 10 3pOOMIIO 1IE TEepioJ] BAKIUBUM JIJII PO3BUTKY OPUTAHCHKOTO 1
CBITOBOT'O MHUCTEITBA. MICTHYHI MOTHBH Bi00Opa)kaiau iHTEPEC 10 HAATPUPOIHOTO,
PENIrifHOr0 CHUMBOJI3MY, ICHUXOJIOTIYHHUX 1 JYXOBHUX NHUTaHb, IO poOMIO iX
3HAYYIIAMH HE JIMIIE 3 XY0KHBOI TOUKH 30pYy, ajie ¥ K BIAOOpaKeHHS TITMOMHHUX

HACTPOIB 1 BIpyBaHb TOTOYACHOT'O CYCI1IbCTBA.



PO3JLI L.
C.E. KIHT SIK BUPA3HUK
AMEPUKAHCKOI JIITEPATYPH «KAXIB» XX cT.

2.1. Teopua cnagmmuu C.E. Kinra y :xanpi xopop

3axiJlHe JITEepaTypO3HABCTBO OaraTo yBaru MNPUIUISE TBOPYIA CIIAILIIUHI
Crisena Kinra. Cepen iHIMX myOmiKamiid Mpo HbOIO BUOKPEMUMO KHUKKH TOHI
Marictpane: «Landscape of Fear», «Second Decade», «The Moral Voyages of
Stephen King» [52], y skux aBTOp MNPOBOJUTL YHMAJIO Tapajeiied Mik
300paKyBaHUM MHCHbMEHHUKOM CBITOM 1 pealliiMi aMEPUKAHCHKOi JIACHOCTI,
nociimkenns Jlingu bemm «Writing Horror and the Body. The Fiction of Stephen
King, Clive Barker, and Anne Rice» [3], me aBTOpka pO3IJIAIa€E TBOPYICTH
MMCbMEHHUKA B KOHTEKCTI Cy4YaCHO! IMOCTMOJEPHICTCHKOI KYJNbTYPHU; KHHKKY
Cy4acHOi HiMeIbKO1 yueHoi Astekcanapu Xeoeprep « The Supernatural Depiction of
Modern American Phobias and Anxieties in the Work of Stephen King», y skiit
tBopuicTh C. KiHra anamizyerbcs 3 KyJIbTYpPOJIOTIYHHMX TMO3UINH; IMyOJiKaIito
¢incekoi mocmimauii Crpenrens [eiimi «On the Notions of Good and Evil in
Stephen King's Fictiony [68], cama Ha3Ba K0T BUCBITIIIOE CYTh I1i€i cTaTTi. Baromum
JITEpaTypOo3HABUUM JOpOOKOM 31 cTyaitoBaHHs TBopuocTi Kinra crama 30ipka
miteparyposHaBunx crareir «Dark Descenty [70], skxa Hamidye TOHAJ THCSUY
CTOpIHOK. P71 BUIaTHUX HAYKOBIIIB 3 PI3HUX MO3UIINA pO3risHyIu TBOpUicTh C.
Kinra ta peiikux iHmwux aBtopiB. LliHHY iH(pOpMaIil0 MU TTOYEPIHYJIU TAKOXK 1 3
miteparypHo-kpuTHuHux npaiis C. Kinra «Danse Macabre [44] «On Writing» [45],
Ta aBTOPCHKUX TMEPEAMOB 1 YHUCIEHHUX IHTEPB'IO 3 MUCHMEHHUKOM.

JlitepaTypo3HaBIli BUOKPEMJIIOIOTh KiJbKa eTamiB TBopYoro nuiaxy CriBeHa
Kinra, xoeH 3 AKuX BioOpakae po3BUTOK MOT0 CTHIIIO, TEMATUKU Ta MIAXO/IB JI0

HaITMCaHHs pOMaHiB. [IucbMEHHUK IIOYaB CBOIO Kap'epy 3 HAIIUCAHHA KOPOTKHUX



OTOBiJIaHb ISl JKypHAIIIB, MPOTE CIPABXKHIM MPOPUB CTABCS 3 BUXOJIOM POMaHy
«Carrie» (1974). L1s xaura npuHecaa HOMY TOIYJIIPHICTh 3aBISKH ITOETHAHHIO TEM
HiUTITKOBUX Mpo0JieM 1 HaampupoaHoro. [IpoTsrom pannboro mepioay (1970-ti
pokn) Kinr Buiiiiu ioro 3HakoBi pomanu «Salem's Loty (1975) Ta «The Shining»
(1977), sixi 3akpinuiv HOro cTaTyc MEepPCIeKTUBHOTO aBTOpa Xopopy. PanHi pobotu
Kinra BUpI3HAIOTHCS IHTCHCUBHUMH OIMCAMHM KaxXy, MOB'I3aHUMHU 13 30BHIIIHIMU
3arpo3aMu Ta BHYTPIIIHIMHA KOH(IIKTaMU.

Cranosnenns knacuanoro ctwito C. Kinra npunano va 1980-T1i poku 3aBasku
PO3UIUPEHHIO TEMATUKH Ta €KCIIEPUMEHTIB 3 MOTUBAMHU Ta CTUJISIMU. Y 1I€H Mepioa
Kinr manumcaB Taki Bimomi pomanu «The Stand» (1978), «lt» (1986) Ta «Pet
Sematary» (1983), siki ctanu KynabToBUMHU. [lornmubneHuit anamiz crpaxy sK
OCOOHUCTICHOTO, TaK 1 KOJIEKTUBHOI'O, CTaB BAXKJIMBOIO CKJIQJOBOIO HOTO pPOMaHIB.
«It» pgocmiKye OUTAYl TpaBMU Ta iX BIUIMB Ha JOpOCIE KUTTA. Y OaraTbox
poMaHax, Takux sk «The Dead Zone» (1979), KiHnr BUKOpUCTOBYE CBOT iCTOPIT J1IsI
KOMEHTYBaHHS CyCIIIbHUX MPOOJIEM.

[lepiomom 3pinocti BBaxarTh 1990-Ti poku 3 PO3BUTKOM KAHPOBOI
PI3HOMaHITHOCTI TBOpIB THUChMEHHHMKA. KIiHT 3BepHYBCS /0 JpaMaTUYHUX
elleMeHTIB 'y pomanax «The Green Mile» (1996) i «Bag of Bones» (1998), mio
BUXOJSITh 3a MEXI KIACHYHOTO XOpopy. BimOyBaeTbcs TaKOXK JTOCIIIKCHHS
BHYTPIIIIHIX JIEMOHIB uepe3 BioOpakeHHs 0COOMCTUX MPOoOJIeM aBTOpa, 30KpemMa
OOpOTHOM 3 AJKOTOJI3MOM 1 3aJICKHICTIO, MPOCITIIKOBYEThCS B pomaHax «The
Shining» ta «Doctor Sleep».

Cepis «The Dark Towery, mounnaroun 3 nepmioi kauru «The Gunslingery
(1982), posmuproe iHTepTEKCTyalbHy mapagurmy TBopiB KiHra, JeMOHCTpyHOYH
3B'SI30K MK PI3HUMH aBTOPCHKUMU BCECBITAMM.

[Ti3Hi#t eran TBOpuocTi Kinra posnounnHaerbest 3 2000-x pokiB. ABTOp
IPOJOBXKYBaB CTBOPIOBATH TBOPH, SKI BIA3HAYAIOTHCA OUIBIIOI YBAarow 0
MICUXO0JIOT1T MEPCOHAXIB Ta MIKOCOOMCTICHUX CTOCYHKIB. [IpukiamoM € poman

«11/22/63» (2011), ne 3mimani eneMeHTH (paHTACTUKHA Ta ICTOPHIHOTO POMaHY.



Pomanu «Doctor Sleep» (2013) i «Revivaly (2014), noka3yroTh OakaHHS
aBTOpA TIOBEPTATUCS 0 KJIACUYHHUX TEM, TOETHYIOUH X 13 HOBUMH Tigxoaamu. Kinr
TaKO)XK aKTHUBHO IIpallfoe€ Haj 30ipkamu omoBimanb, Hanpukian, «Full Dark, No
Stars» (2010), 1e mpoaOBKYE TOCTIHKYBATH TEMHI CTOPOHH JIHOJICHKOT HATYPH.

Ectetnuni 3acagu tBopuoi caamuau C.E. Kidra y sxaapi xopop OyayroThcs
Ha TeMl MOEJHAHHS HAJIPUPOTHOTO 3 PEATICTUYHUMHU MpoOJeMaMu, TaKUMU K
CTpax, IPOBHHA, CYCHUIbHI Ipo6ieMu. Foro poMaHu Bij3HAYAIOTHCS CKIIA[IHHMU
NICUXOJIOTTYHUMU TIOpTpeTamu repoiB. Hanpukian, Kinr 4acto BUKOpUCTOBYE TeMy
130JIA1IT JIUTsT AOCITIKEHHS JII0ChKOT HaTypu. Y pomaHni « The Shiningy», Hanpukaf,
rotenib Overlook crae He mpocro wmicmeM [ii, a CHMBOJIOM BiIUy)KEHHS Ta
BHYTpilIHbOTO O0xeBiuIst. J[>kek ToppeHc, roloBHUN repoi, yOoCOOIIOE JIIOAUHY,
10 BTpayvae 3B's130K 13 CYCHIJILCTBOM 1 POJIMHOIO, M1/I/IAI0YUCH BIIACHUM JEMOHAM.

VY pomani «Carrie» aBTop mokasye, sik OyJIHT 1 coIliayibHa 130JISIisT MOXKYTh
MPU3BECTH J0 pyHHIBHUX HachuiJkiB. ['omoBHa repoins, Keppi Baiit, crpaxknae Bijg
KOPCTOKHMX 3HYIIaHb 3 OOKY OJIHOKJIACHUKIB 1 HaJMIPHOI PENIriiHOi CTPOrocTi
Marepi, M0 NPU3BOAWTH N0 KatacTpodiunoi po3B's3ku. ILle  ciayxuTh
HOTMEPEIKEHHSAM PO Te, SIK CUCTEMaTHUYHE HACWJIBCTBO 1 HEPO3YMIHHS MOXYTh
pO3NAJIUTH HACWIBHUIIBKI peakuii. Y OaraTbox HOro TBOpax, Takux sk «Pet
Sematary», miAKpECITIOEThCS BaXKIMBICTh CIMEMHHMX BIJIHOCHMH 1 Te, SIK rope Ta
CIMEHHI BTpaTH MOXXYTh BIUIMBATH Ha JIOAUHY. KiHI BUKOPUCTOBYE 111 1CTOPIT 151
BHUBYCHHS TEMH CKOPOOTH, MPUHHATTS HEMUHYYOTO Ta MMPArHCHHS 3MIHUTH JIOJTIO.

VY kynabToBOMY poMani «It» KiHr 3BepTae yBary Ha KOJIEKTHBHI CTpaxH Ta Te,
K CYCIUILCTBO BIIMOBIISIETbCS BU3HABAaTU TEMHI CTOPOHHM CBOTO 1CHYBaHHS.
Mouctp [leHHIBBaii3 € HE JTUIIE CUMBOJIOM JTUTAYUX CTPaXiB, a i yOCOOJIEHHSM THX
npoOJjieM, sKI TpoMaja 3aMOBUYE — HACUJIbCTBO, 3JIOUMHU Ta ITHOPYBaHHS
CTpaXJaHb JITEH.

VY pomani «The Green Mile» po3risinaroTecst TeMu pacoBoi HeCIIPaBeIMBOCTI
Ta ’KOPCTOKOCTI cys10BO1 cucteMu. [lepconax Jlxon Koddi, TeMHOIIKIpHiT 4OIOBIK

3 HaANPUPOAHUMH 3T10HOCTSIMHU, CUMBOJI3Y€E€ COOOI0 HE JIUIIE OCOOHCTY KEPTBY



CUCTEMHU, ajie ¥ KpUUyIIUiA NPUKIAJ TOTO, K YIEPEIKEHHS Ta HEHAaBUCTh MOXKYTh
IPU3BECTH 10 PaTaTbHUX HACIIJIKIB.

VY pomanax, sik-oT «Celly, Kinr mocmiokye BIUIUB Cy4acCHHX TEXHOJOTIH Ha
CYCHIJIbCTBO, TMOKAa3ylO4M, SK MacOBE€ BHKOPHUCTAHHS MOOLIBHHUX TeseoHIB 1
TEXHOJIOTIM MOXKE€ TpPH3BECTH a0 Tio0anpHOI Karactpodwu. Lleir croxker crae
MeTaopor0 3aJIeKHOCTI CYYaCHOT'O CYCHIIBCTBA BIJ TEXHOJIOTIH 1 MOTEHIIHHUX
HeOe3IeK i€l 3anexHocTi. Y pomani «The Standy» Kinr onucye mocranokaminTAIHEe
CYCIIUJIBCTBO, /1€ TPYNH JIOJEH HaMararThcs B1IOyAyBaTH CBIT MICHsI KaTacTpoQu.
ABTOp JOCIHIKY€ TUTAaHHS BJaau, il BIUIMBY Ha JIOJEH 1 PO3KpUBAE MOpaIbHI
JUJIEMH, 3 SIKUMU CTUKAIOThCS IEPCOHAX1 MPU MPUUHATTI pilieHb. Le € kpuTukoro
1 JOCTKEHHSIM CYCIUIBHUX CTPYKTYpP Ta O0OPOTHOM Mik JOOPOM 1 37I0M.

Jliteparypo3HaBLl 4YacTO BIJI3Ha4arOTh, MO KiHr MaiicTepHO MNO€AHYE
HAJIPHUPOIHI €JIEMEHTH 3 OYIEHHUMH JIFOJACBKUMHU CTpaxaMu, poOJisiuu ix 0coOIMBO
Onv3pkuMK yuTadaMm. Hampukinazn, y «lt» xax mposiBIsS€ThCS HE JTUIIE yepe3
MOTOpPOIIHOTO KjoyHa lleHHiBBaii3a, ane W uepe3 AMTSIYI TPaBMHU Ta KOJEKTHUBHI
crpaxu gopociux. «The Shining» nocmimkye O0XeBULIS Ta PYHHIBHY CHITY
QJIKOTOJI13MY, TOEHAHY 3 IOTOMOITYHUM TEPOPOM.

KiHr BizoMmii cBOiM MaiicTepHHM 300pa)KeHHSM HepcoHaxiB. Moro repoi
4acTO MalOTh IIIMOOKI MCUXOJIOT1UHI TIOPTPETH, 10 BIAOOPAKAIOTH iXH1 BHYTPIIITHI
KOH(QJIIKTH Ta po3BUTOK. Y «MIiSeryy», Hanpukiaa, aBTop 300pakae MCUXOJIOTIYHE
MPOTUCTOSIHHA Mk TucbMeHHUKOM [lomom IllengoHoM Ta #oro OAEPKUMOIO
danatkoro Enni Binke, mo cTBoproe aTMocdepy MOCTIHOTO HAPY>KSHHS.

VY cBoix pomanax KiHr 4acTo BIa€eThes 70 colliaabHoi KpuTukh. Y «The Standy
BiH BUKOPUCTOBYE CIOKET MOCTAMOKATIIITHYHOTO CBITY, 1100 JOCTIAUTH TEMHU 100pa
Ta 3714, BJIaJAM Ta peNirii, Moka3zywyH, sK pi3HI 11€0J0rii MOXYTh (opMyBaTu
CYCHIJIBCTBO Mmicis KaracTpodu. «Carriey € mpukiaaoM JOCTIIKEHHS HACIIKIB
OyMiHTY Ta 130JIS1i1 Y AT TKOBOMY BIII.

Pomanu KiHra yacto MICTSITh YHMCJICHHI BIJICWJIAHHS 1O I1HIIMX TBOPIB SIK

caMoro aBTOpa, TakK 1 JiTepaTypHOi Tpaauiii 3arajgoM. Y cepii «The Dark Towery



BiH 00'€eHy€e pi3HI aHPU 1 CIOKETHU, CTBOPIOIOYM JIITEPATypHUU CBIT, SKUU
MOB'SI3aHMM 3 IHIIMMM HOro KHMramu, Takumu sk «Salem's Loty Tta «lt». Lle mae
MO>KJIMBICTB PO3TJISIAATH MOTO TBOPH SIK YACTHHY €MHOI MI>KTEKCTOBOI CUCTEMH.

VY neskux TBopax KiHI BHUKOPHUCTOBYE €IE€MEHTHM MAridyHoOro peaiizmy, Jie
(daHTacTHYHE TOETHYETHCS 3 peadbHUM. Lle ocodmuBo momitHO B « The Green Miley,
Jie omucaHl HaanpupodHi 3mi0HocTi yB's3HeHoro JIxona Koddi cayryrors
MeTa(oporo ryMaHHOCTI Ta 4y1a cepel] ) KOPCTOKOCTI.

[TincymoByr0uH, 3ayBakKMMO, IO CTHJIBOBUMH O3HAaKaMH TBOPYOi MaHEpH
CriBena Kinra € yBara 1o TeM cTpaxy Ta JIIOJCHKOI IPUPOJHU, ICHUXOJIOTIYHA
rMOVHA NMEPCOHAXIB, COLIAJIbHI Ta KyJIbTYPHI KOMEHTAp1, IHTEPTEKCTYaIbHICTh Ta
€JIEMEHTH MariyHoTo peai3my.

KinemarorpadiuHiCTh € 5KaHPOBOIO OCOOJIMBICTIO XOPOPY. 3B'I30K POJIOBUX, a
came JIITepaTypHUX Ta KiHeMaTorpapiyHuX, BapiaHTIB XOPOPY MOKHA OMHCATH SIK
B3aEMOINPOHUKHEHHS Ta OOOMUIBHY 1HCHIpAIiiO: JITEpaTypHI CIOKETH Ta
NEPCOHAXKI, SIKI CTAJIM BUXOAUTH HA €KpaHHW KIHO moyuHarouu 3 20-x pp. XX cT.
(dpakymna, moHcTp PpaHKEHINTEHHA Ta 1H.), 3TOJOM MPHU3BEIHU O BTOPUHHOTO
CIUIECKY 1HTepecy a0 cTpariHoro B jiteparypi [40]. be3 nociny kiHemarorpada
Cy4YacHHUU XOpOop He cKJiaBcsi O O B MOBHOTI CBOiX XapaKTEPUCTHK, TOMY BiJMOBa
BiJl IHTEpME/11aJIbHOTO BUBYEHHS 1IHOTO JKaHpy HeMoxuinBa. Expanizariii pomanis C.
KiHra yacto BiJIpi3HSIOTHCS Bl OpUTIHATIBHUX CIOXKETIB, ajie 30epiratoTh TOM ke JTyX
Kaxy 1 ICUXOJIOTTYHOTI0 HAIPYKEHHS, BJIACTUBUI TBOpaM NuchbMeHHUKa. Hallo11b11
BIJIOMHMHU € TaKi KIHOBEPCii:

1. «Carrie» (1974) — nepumii poman Kinra, skuit oTpuma ekpanizaiiito B 1976
porri, pexxucepom BuctynuB bpasu [le [Tanema. Pimetiku Oynu 3usT1 y 2002
ta 2013 pokax.

2. «The Shining» (1977) — xynpTOBUH poMmaH, ekpaHizoBaHuid CreHii
Ky6pukom y 1980 poui 3 /Ixexom Hikonconom y ronoBHi# podi. [cHye Takox

MiHi-cepian 1997 poky.



3. «Salem’'s Lot» (1975) — icropis mpo BaMIIIpiB Yy MaJIeHbKOMY MiCTEUKY,
ajanrtoBaHa y TeneBisiiHuil GineM 1979 poky, a Takox HoBima Bepcis 2004
POKY 1 MaifOyTHI MPOEKTH.

4. «lty (1986) — oxun i3 HaiiBimoMimmx TBOpiB KiHra, mepeTBopeHHii Ha MiHi-
cepian 1990 poky Ta Ha B1 YaCTUHU MOBHOMETpaXHUX (HimpMiBy 201712019
pOKax.

5. «Pet Sematary» (1983) — poman mpo xaxu BOCKPECIHHS, CKpaHi30BaHHUH Y
1989 pori ta 3H0BY B 2019 porii.

6. «Misery» (1987) — ncuxosoriunuii Tpuiep, mo 0y agantoBanuit y 1990 porri
pexucepoM Pobom Paiinepom 1 oTpumaB npemiro «Ockap» 3a ponb Keri
beitrc.

7. «The Stand» (1978) — macmTaOHMI AaNOKAMINTAYHUN POMaH, KWW CTaB
OCHOBOIO JiJIs1 MiHI-cepianiB y 1994 ta 2020 pokax.

8. «The Green Mile» (1996) Ta «The Shawshank Redemptiony» (1982) (36ipka
«Different Seasons») — xo4a BOHU OUIBIIE CXWISFOTHCS 10 JPaMH, OOHIBI
eKpaHizaIlii € meaeBpamMu, SIKi MICTSITh €JIEMEHTH HAIMPYTH.

9. «The Mist» (1980) — ¢imem 2007 poky 3 KyJIbTOBUM (DiHAJIOM, IO
BIJIPI3HSIETHCS BlJl OPUTIHAIBHOI HOBEJIH.

10.«Doctor Sleep» (2013) — nmponosxenns «The Shining», ekpanizoBane B 2019
poiii pexxucepom Maiikom drieHeraHoOM.

[IpoBenenuii anamniz q0BoAUTH, 10 CTiBeH KiHr cTaB OCHOBOIOJOKHUKOM
CYYACHOTO JIITEepaTypHOTO XOpOPY, HAAMXAIOUN YHCICHHHX MHCHMEHHHMKIB. Moro
BMIHHSI 3aHYpIOBAaTH 4YMTaya B CBIT axy, JOJAIOUM TJIMOOKUN TCUXOJOTIYHUUN
MIATEKCT, 3aKPINUIO 32 HUM CTaTyC OJHOTO 3 HAWBIUTMBOBININX aBTOPIB y IIbOMY
xaHpl. KiHr BizoMuil cBOIM JOCTYMHUM CTUJIEM HANMCAHHS, SIKWH, TONPU CBOIO
MPOCTOTY, 3/1aT€H BUKJIMKATU CUJIbHI eMollii. JliTepaTypo3HaBIll 3BEpTAIOTh yBary
HAa MOro BMIHHS BHUKOPUCTOBYBAaTH [lajJOTM Ta ONUCH JJs CTBOPEHHS

paBAONOAIOHOTO CEPEIOBUIIA, IO 3aHYPIO€ UnTaya B atMochepy xaxy. Llei cTuib



JI0TIOMArae J0CAITH €EeKTy «IPUCYTHOCTI», KOJIHM YUTau BIUyBa€e ce0€ y4aCHUKOM
TIOJTIH.

Comianpauit miarekcT y TBopax CriBena Kinra BimoOpaxkae HOTro BMiHHS
NOEJHYBATH JKaX 13 INIMOOKMMH MOPAJIbHMMHU Ta COLIAJIbHUMHU NMUTaHHAMH. BiH
BUKOPHUCTOBYE CBOI 1CTOPIi SIK CIIOCIO PO3KPUTTS JIOACHKOT HATYpH Ta CYCHUIBHHUX
npo0JieM, BTUIIOIOYM CTPAXH, 3 SAKUMU MH CTHUKAEMOCS B PEAIBHOMY KHUTTI, Y
BUMISIAL  (DAHTACTUYHUX 1 MOTOPOILIHUX CIOKETIB. [IMCBMEHHUK TPOJOBKYE
BIUIMBATH HA Cy4acHY JIITEpaTypy, 3AJIMILIAI0YN TIicis cebe OaraTy cnaJlliuHy, sKa

PO3KpHUBA€E PI3HOMAHITHI TpaHi >KaHPY XOPOP Ta MCUXOJIOTTYHOTO TPUIIepa.

2.2. Ecrernuni morusagm C. Kiara B kpurmyHux crarrax «Danse

Macabre», «On Writing»

CriBen KiHr BHKIaB CBOI €CTETHMYHI MOIVISIAM ILIOAO MPUPOAN XYAOKHBOI
TBOPYOCTI B TOTHUYHI TPAIHIIIT B TITEPaTypHO-KpUTHUHHUX cTaTTax «Danse Macabre
ta «On Writing», 30cepeKyrounch Ha KIFOUOBUX KOHIICTIIIISX

1. Ilpupona xanpy xkaxiB (3a «Danse Macabrey).

Kinr posrisgae sxaxu sik BimoOpakeHHS! TTHOMHHHUX CYCHUIBHUX CTpaxiB Ta
TPUBOT 1 HAroJIONIy€ HAa TEPaNeBTUYHIN (YHKIII >KaHpPy — JONOMara€e 4yuradyam
BIIOPATHCS 3 pPEaJbHUMHU CTpaxamu 4epe3 XyI0XHI0 (popmy. «YsBITh cO0l TEMHY
KIMHATY, Jie Ipuyainucs Bci Bari crpaxu» — came Tak CtiBed Kinr 6aunts nmpupoay
XOpOpy — 5K J3€pKalo, 110 BigoOpakae HAMMoTaEMHIII 3aKYTKH JIFOJCHKOI TICUXIKH.
VY cBoiii 3HakoBiii mparii «Danse Macabre» BiH po3kpuBae aHATOMIIO Kaxy 3
XIpypriuHOI0 TOYHICTIO Ta MOETUYHOI 4YyTTeBicTIO. 3a KiHrom, skaxu — 1e
CBOEPIJTHUNA TICHUXOJIOTIYHUNA MPEAOXOPOHHUM KjanmaH cycrniiberBa. Kommn wmu
YUTAEMO ICTOPIIO MPO BaMIMIpiB UM MEPEBEPTHIB, MU HACIpPaBAl CTHKAEMOCS 3

BJIACHUMHU JIEMOHaMHU, aje B Oe3MeYyHOMY MPOCTOpl XyN0kKHbOI Buraaku. Lle sk



HICTUICHHSI BiJl CIIPaBXKHIX XKaXiTh *KUTTSA — MaJeHbKa J03a CTpaxy, 10 JoIoMarae
BUpOOUTH iMyHIiTET [44].

Maiictep »axiB IepeKoHaHUH, 1110 HaleEeKTUBHIIII XOPOP-1CTOPii pe30HYIOTh
13 KOJEKTMBHHMH CTpaxamMHu ernoxu. Bawmrmipu BigoOpakaroTh CcTpax Iepen
CEKCYallbHICTIO Ta CMepTio, 30MOl BTUIIOIOTH TPHUBOTY TIEpel BTPATOIO
1HMBITyaJIbHOCTI B MacCOBOMY CYCIIUIBCTBI, a NMPUBUAM HaraayrTh IPO TATap
MUHYJIOTO, 110 niepeciiaye Hac. [Ipore Kinr Harosomrye — ki 6 Macku HE OJsiraB
’Kax, BIH 3aBXJIU TOBOPUTH MPO IIOCh TIuOoKo mrojacbke. [likaBo, mo KiHr
po3risiae Xopop K CBOro poay kapHasas emouiid. [1ogibHO 10 cepenHbOBIYHOTO
«TaHIII0 CMEPTI», CydacHI 1CTOPIT )KaxiB 103BOJISIOTh HAM MOKPYXIISITH 3 BIaCHUMU
CTpaxaMH B JMKOMY BaJjbCi, 1100 MOTIM MOBEPHYTHUCS 10 PEAJTbHOCTI OHOBJIEHUMH.
[le kaTapcuc, OUMILIEHHS Yepe3 CTpax, SIKe 3HAJIM 11 IPEBHI TPEKH.

[lucbMEeHHHMK Hamojsrae Ha TepaneBTUYHIN (yHKIIT >xaHpy. Komu wmu
3aHYpPIOEMOCS. B XOpOp, MM HAacmpaBli MPOBOJMMO CEAaHC IPyHoOBOi Tepamii 3
aBTOPOM Ta IHIIUMH YUTadaMd. MU BU3HAEMO ICHYBaHHSI TEMHOI CTOPOHU JKUTTH,
ajie poOMMO 1€ pa3oM, 1 B IIbOMY € IIOCh MapaJOKCaJIbHO 3acCIoKiiinBe. Aje
HaironoBHie — KiHr 6aunTth y *kaxax BiIoOpakeHHsI (yHIAMEHTAIbHOI MPaBIu
PO JIFOJCHKY Mpupoay. Mu 60iMOCS HE MOHCTPIB MiJ] JIKKOM, a TOTO, 1110 BOHU
CUMBOJII3YIOTh: CAMOTHICTh, BTPATy KOHTpPOJIO, O0keBLIA, cMepTh. Came TOoMy
HaMKpalll 1CTOpIi ’KaxiB — 1le He MPOCTO Napaay MOHCTPIB, a TITMOOKI AOCIIIKEHHS
JFOICKKOT mymi [44].

3a Kinrom, crpaBxHiil XOpop — 11€ HE KPOB 1 HyTpOIlli, a Te, 1110 3MYIIy€e HAC
3a3WPHYTH y BJIACHY TEMPSBY 1 3HAUTHU TaM IIO0Ch HecmoAiBaHe npo cede. Le xanp,
0 TAHIJIOE Ha MEXI MK pealbHUM 1 HAAIPUPOAHUM, MDK PpaIiOHATBHUM 1
00XEBUTbHUM, MIXK KUTTAM 1 CMEpTIO. | B IbOMY TaHIIl MU MI3HAEMO HE JIMIIIE CBOI
CTpaxu, aji¢ i CBOKO CHJIY IIPOTHUCTOATH 1M [44].

XKanp xaxiB y po3yminsi Kinra — 1ie He BTeua BiJl peajibHOCTI, a Croci0 Kparie

ii 3po3ymitu. lle a3epkasio, 10 MOKa3ye HaM HE JIUIIE MOHCTpPIB, ajie ¥ TepoiB



BCcepeauHi Hac. | MOXIMBO, came B I[bOMY MOJIATA€E WOTO CIPABXKHA I[IHHICTh — BIH
BUYUTH HAC JUBUTHUCS B 04l CBOIM CTpaxaM 1 BUXOJIUTH 3 i€l 3yCTPidi CHIIbHIIIAMH.
2. Horasam HAa MICbMEHHUIbKe peMectio (3a «On Writing»):

CriBen KiHr, po3kpuBaioyum Ta€MHHUIII MUChMEHHHUIIBKOTO peMecia y CBOIH
3HaKoBiM mpami «On Writing», moctae He numie sk MaicTep XOpopy, aie U sK
TIPOHMK/IMBHIT HACTABHHK JUIS THX, XTO Mpi€ TOPYBaTH JiTepaTypHuii nuisix. Horo
MOTJISIM Ha TMChbMEHHHUIIBKE MUCTEITBO — II€ HE CYXHH MIAPYYHHK 13 TPaMaTUKH, a
YKMBA PO3MOBA IIPO Marito TBOPEHHS CBITIB 3a JOIOMOTOIO CIIIB.

VY posyminni KiHra, nuCbMeHHUIITBO — 1€ cBoepigHa Gopma Tenemnarii. Konu
aBTOP ClAa€ 3a CTLJI 1 MIOYMHAE MUCATH, BIH CTBOPIOE MICT MK CBOEIO CB1JIOMICTIO Ta
ysiBOIO yuTava. Yepes3 4OpHI JiTEpH HA OLIOMY mamepi mepearoTbes HE MPOCTO
CJIOBa, a I1JI1 CBITH, eMoIlli, TyMKH. [{e Maike MiICTUUHUIA TpolLiec, ajie BOJHOYAC —
HAJ3BUYAHO 3€MHHI 1 KOHKPETHUM.

«ITumriTe 6arato, yuTanTe IIe O1IBIIE)» — I1e He MPOCTO racjo, a )KUTTEBE KPEJIo
Kinra. Bin Hamonsirae Ha TOMy, 10 MUCBMEHHUK TMOBUHEH OyTH TEpII 3a BCE
KamiOHUM uuTadyeM. KHUTHM — 11¢ He MpOCTO po3Bara, a CBOEPIJHA IIIKOJIA
ManCTEepPHOCTI, JIe MOXHA MITJITHYTH, SIK 1HIII aBTOPH BUPIIITYIOTH TBOPUI 3aBJAHHS.
Lle sax MaiicTepHs, Ie KO)KEH pOMaH — 1€ YPOK, KO’KHA CTOPiHKA — I1€ MOXKIIUBICTh
HABYUTHUCS YOMYCh HOBOMY [45].

Oco6mmBy yBary Kinr npuminse moBi. BiH BucTynae 3a nmpocToTy 1 SICHICTh
BUCIIOBJIIOBAHHSI, TTOPIBHIOIOUM XOPOIIMUA CTHJIb 13 MPO30PUM CKJIOM, Kpi3b SIKE
yuTa4 0a4nTh 1CTOPIIO, HE B1IBOJIIKAIOYMCH HA CJIOBECHI BUKpyTacH. «BOuiite cBOiX
yII00JIEHUX» — PAJAUTh BiH, MAlOYX Ha yBa31 TOTOBHICTh BIJIMOBUTHUCS BiJl KPACUBUX,
ayie HemoTpiOHMX (hpa3 3apaay YITKOCTI OMOBI/II.

[ixaBo, mo KiHr po3risjgae MUCbMEHHHUIITBO HE SIK MICTUYHE OCSSHHS, a K
peMecio, IKoMy MOKHa 1 TOTP1OHO BUMTHCS. BiH MOPIBHIOE MUCbMEHHHUKA 3 TECIIEIO,
SIKMI TIOBUHEH 3HATU CBOT IHCTPYMEHTH 1 BMITH HUMU KopucTyBaTHcs. ['pamatuka,
CJIOBHMKOBUH 3amac, pO3yMiHHS CTPYKTYPH — II€ Ti caMi MOJIOTOK 1 IMHUJIKa B pyKax

MalcTpa CII0Ba.



Oco6mmBe miciie B norisaax Kinra 3aliMae muTaHHs JUCHUIUTIHKM. BiH BipUTh
y MIOJICHHY MPAKTUKY MTUChMa, TIOPIBHIOIOYH 11 3 TpeHYBaHHIM M'si3a. [InchMeHHUK
MOBUHEH MHCATH PETYJIIPHO, HE3AJIEKHO BiJ HACTPOIO YW HaTXHEeHHS. «My3a
MOBUHHA 3HATH, JI€ BaC 3HAUTH» — Kake BiH, MIJKPECITIOI0UN BaXKIUBICTh POOOUOT
PYTHHH.

[Ipomniec wHamucanHs, 3a Kinrom, momiOHMI 10 apXeoJOTTYHHX PO3KOIOK.
IcTopiss BXke ICHye€, SIK CKEJeT JAMHO3aBpa B 3€MJIl, 1 3aBJAaHHS NMUCbMEHHHKA —
00epeXHO po3KoNaTH ii, He nowmKoAuBIIK. Lle BUMarae TepniHHA, yBaru 10 aeraiei
1 TOTOBHOCTI CIIIJTyBaTH 3a 1CTOPI€I0, HABITh SAKIO BOHA BEAE HE TYIH, KyIu BU
CIIOYATKY TIJIaHyBaJIH.

PenaryBanns B po3yminHi Kinra — 1e He mpocTo BUIIpaBJICHHS MOMUJIOK, a
MpoIIeC OrpaHKu anmMasy. [lepiuit uepHeTka — 11e cupuii MaTepial, 3 IKoro noTpioHo
BUJIAJIMTH BCE 3aiiBe, 00 MposBUIIACS CIIPaBXkKHA Kpaca icTopii. «BOuBaiiTe cBoix
JIOPOTHX» — TOBTOPIOE BIH, MAalOUYM Ha yBa3l TOTOBHICTh BIAMOBUTHUCS Bij
yIIt00JICHUX, aJie HEMOTPIOHUX CIICH 1 IepcoHaxiB [45].

Kinr Tako Haroionrye Ha BaXJIMBOCTI CIIOCTEPEKECHHS 3a IKUTTSM.
[TucbMeHHHK TOBUHEH OYTH K ryOKa, BOUpaTH B ce0e JieTasi peaibHOro CBITY, 00
MOTIM BUKOPHUCTATH iX y CBOiX icTopisix. Lle He 03Hauae KomitOBaHHS pPeanbHOCTI,
aJie 03HaYa€ PO3yMIHHSI TOTO, SIK MPAIIOE CBIT 1 JIFOJICHKA IPUPOJA.

VY mincymky, morysaan KiHra Ha THChMEHHHUIIBKE PEMECIIO — 11 TTO€THAHHS
MPaKTUYHOI MYJIPOCTI Ta TJIMOOKOTrO PO3yMiHHS MPUPOAU TBOpYOCTI. BiH O0auuTh
MMMCbMEHHHMIITBO SIK CKJIQJIHUMA TaHEI[b MK TUCIUILIIHOKO 1 HATXHEHHSIM, TEXHIKOIO
1 Mari€ro, peajabHICTIO 1 BUTAAKO0. | MOXIIMBO, HAMBAXKIIUBIIIIE MOTO MOCTAHHS — 1€
T€, M0 KOXXEH MOKE€ HABUYUTHUCS IIHOMY TAaHIIO, SKIIO TOTOBUH HAMOJETIINBO
MPaIlOBATH 1 HIKOJIM HE TIEpeCTaBaTH BUUTHCS.

3. Bumoru 10 xopomuoi icTopii.
Komu CriBen KiHr roBoputh mpo BHUMOTH A0 XOPOIIOi iCTOpii, BiH Haraaye

JIOCBIYEHOI0 KyXaps, IKUH 3Ha€, 110 CIIpaBa He JIUIIIE B IHTPEIIEHTAX, ajle i y TOMY,



K X 3MimaTy. Y cBoiX po3aymax mpo craft of writing BiH po3kpuBae perent icTopii,
II0 3aXOIUIIOE YWTaYa 1 He BIAMYCKA€ JO OCTAHHBOT CTOPIHKHU.

[Tepruii 1 HARBKIIMBIIINHN 1HTPEIIEHT — MPABONO1I0HICTh MepcoHaXxiB. KiHr
HaIloJIsITa€e: HaBiTh y HaW(aHTACTUUYHIIIOMY CIOKET1 T'epoi MOBUHHI 3aIUIIATUCS
pealbHUMU JIFOJBMHU 3 IOCTOBIPHUMH EMOIIISIMH Ta peakilisiMi. BoHN MalOTh MOTITH,
MOMUJISATUCS, BITYYBaTH OLIb 1 pagicTh, K xkuBl Joau. «llepcoHaxi — 1ie He
MaplOHETKH,» — Ka)Ke€ BiH, — «BOHU ITOBUHHI JJUXATH HAa CTOPIHKAX.

Jpyruii KJIIO4OBHI €1eMEHT — OPraHiuHICTh PO3BUTKY crokery. 3a Kinrowm,
HaMKpall 1IcCTopii poCcTyTh SIK JepeBa, a He OyIyIoThes K OyauHku. BiH BipuUth y
NPUPOAHUIN PO3BUTOK IMOAIN, KOJM KOXKHA CLIEHAa BUIUIMBAE 3 TIONEPEIHBOI 3
HEeBOJIaraHHOIO JIOT1KOI0. [IMChMEHHUK MOpPiBHIOE ce0e 3 Ca/liIBHUKOM, SIKMM MOXKE
HaIPaBJIATH PICT ICTOPIi, ajie HE MOBUHEH HACWJIYBATH il IUTYYHUMHU OBOPOTaAMHU
croxery [45].

OcoOnuBy yBary maicrtep npuiauise OajmaHCy MK MOKa30M 1 PO3MOBIIJIIO.
«Show, don't tell» — 11e He mpocTo MpaBwIIO, @ MUCTELTBO J03yBaHHS 1HPOpMAIIii.
Kinr paguth: Hexail ynTay moOAYMTh Kparwil MOTYy HA YOl MEePCOHa)Xa 3aMiCTh
bpazu «itomy Oyno ctpamHo». Lle sk y KiHO: Kamepa MOBUHHA MOKa3yBaTH, a HE
KOMEHTATOp PO3IOBiAaTH.

Jetani — e Ta crertis, sika poOuTh icTopito cMayHor. KiHr MalicTepHO BIUTITa€E
B OIOBIJIb MaJEHbKI, aje 3Hadylll MOAPOOMIN: 3amax CTapoi LIKIPSHOI KYpTKH,
CKpHII MOJIOBHIIb, BIIOJUCK COHIIS Ha okyispax. Lli gerani cTBOpIOIOTH BIAUYTTS
JIOCTOBIPHOCTI, 3aHYPIOIOTh YMTaua B CBIT 1ICTOPii. AJie BiH 3acTepirae: nerajaeii Mae
OyTH PIBHO CTUIBKHU, CKUIBKH MOTPIOHO — Hi OlnbIe, Hi MeHIe [45].

Put™m omnoBiai B po3yminHi Kinra nogibuuii 7o My3uku. IcTopist moBUHHA TO
MIPUCKOPIOBATUCA, TO CIOBUIBHIOBATUCS, CTBOPIOIOYM HAINPYTY 1 JAIOYM YUTAYEBl
nepenoynHok. lle sk aMepuKaHChKI TIpKU €MOIIii: MaoMH, Criaad, HECTOI1BaH1
MOBOPOTHU — BCE Ma€ MPALIOBATH Ha 3arajibHe BPa)KeHHS.

BaxxnuBum enemeHTOM € Te, 110 KiHr Ha3uMBae «YECHICTIO MEpe]l YATAYEM.

IcTopiss Mmoxke OyTH (haHTaCTUYHOIO, aje BOHA IMOBHHHA JOTPUMYBATHCS BJIACHHUX



npaBui. SIKIIO0 BU BCTAHOBWJIH, L0 BaMIipu OOSTHCS YACHUKY, HE MOXHA ParToOM
3po0OUTH HOT0 IXHBOIO YIIIOOJIEHOIO MPUMPABOIO O€3 BaroMoi MPUIHHU.

Jliajmoru B XOpOIIIiil 1cTOpii MarOTh 3By4aTH MPUPOJIHO, SIK MiJCIyXaHa po3MOBa
B Kade. KiHr paiuTh yuTaTH J1ajory Brojioc — I1¢ HalKpaIui crocio nepeBipuTu
ix Ha gocTtoBipHicTh. KoXeH mepcoHak MOBMHEH MaTH CBIH ToJIOC, CBOi MOBHI
3BUYKH, CBIM croci®0 BHCIOBIIOBaHHS JTymMok. Crpykrypa ictopii, 3a Kinrom,
MOBUHHA OyTH MIITHOIO, aJie HEBUUMOIO, SIK CKEJIET M1l MIKipoto. YnTay HEe MOBUHEH
MOMIYaTH, SIK aBTOp BeJie MOro BiJ 3aB'A3KH JI0 PO3B'A3KH, ajieé Ma€ BIIUYBATH, 1110
KO’KHA CIICHA Ma€ CBOIO METY 1 MicIIle B 3arajibHiil kapTuHi [45].

Oco0nuBy poJib BiAirpae novyaTok ictopii. KiHr BipuTh y MOTY>KH1 BIIKpUBatO4l
CIICHH, SIK1 BIJJpa3y 3aXOIUTIOI0ThH yuTaya. Lle sik rauok, Ha Skl MOBUHHA KIIOHYTH
puba-unTay. AJe 1ei rayok Mae OyTH OPraHivHOI YaCTUHOIO 1CTOPIi, @ HE MPOCTO
e(heKTHUM TPIOKOM. | HapelTi, KiHIIBKA — II€ T€, 1110 3AJIMIIAETHCS 3 YUTAYeM MiCIs
TOTO, SIK KHUTA 3akpuTa. BoHa moBHMHHA OyTH HEMHUHYYOIO 1 HECIO/IBAHOIO
OJIHOYACHO, SIK OCTaHHINA akopj cuMdQoOHIli, IKMil BU HE MOTIJIM TEepea0adunTH, aje
SKHUH 1]1eabHO 3aBepILye My3U4HYy (pasy.

3a Kinrom, xopotiia icTopist — I1€ >KUBHI OpPTraHi3M, JIe KOXKEH €JIEMEHT IMPaItoe
Ha 3arajbHy METY: CTBOPUTH Yy YMTauya BIAYYTTS, IO BIH MPOXKUB IHILE XKUTTH,
noOyBaB B 1HIIIOMY CBITI 1 TTIOBEpHYBCS 30aradeHuM ITUM J0cBigoM. Lle ckimamHa
aJX1iMisl, e TEXHIYHA MANCTEPHICTh 3yCTPIYAETHCS 3 MAT1€X0 TBOPUYOCT1, CTBOPIOIOYHN
I0Ch OLJIbIIIE, HIJK MTPOCTO CyMa YaCTHUH.

4. Tlorasiau HA TBOPYMII MpoLeC.

[Mornsmu Kinra Ha TBOpumMil mpolec HaraayrTh 3aXOIUIMBY MOJOPOXK y CBIT
JITepaTypHOi ajxiMmii, A€ 3MIIIYIOThCS IHTYIIIS 1 MaWCTEpHICTh, HATXHEHHS 1
HI0JIeHHa Tpaisd. Y CBOiX po3aymMax BiH pO3KpHUBAE IMepes] HaMH TAEMHY
7ab0paTopi0 MMCbMEHHUKA, /1€ HAPOKYIOTheA icTopii. [lepenyciM, BiH MOpiBHIOE
HAIMCAHHS 1CTOPIi 3 ApXEOJOTTYHUMH PO3KOMKaMH. 32 HOro OaueHHsM, 1CTOPisl BXKe
ICHye Jiech y TIMOMHAX IMiJICBIIOMOCTI, SIK BUKOITHUM CKEJNET y 3eMJll. 3aBJIaHHS

MUCHbMEHHHUKA — 00epeKHO PO3KOMATH ii, HE MOUIKOAUBILHU AOPOroLiHHI aeTaii. Le



BUMAara€ TEPIiHHS 1 JENIKATHOCTI: TOCHIX MOXe 3PYHWHYBaTH KPHXKiI KICTKU
CIOXKETY, a HaJMipHa 00E€pPEKHICTh PU3UKYE 3ATUIIUTH 1CTOPIIO MTOXOBAHOIO.

[ikaBo, mo KiHr pinryde BUCTyMa€e MPOTH HAAMIPHOTO TuIaHyBaHHS. «CroXKeT
— 1I€ OCTAHHE, PO 11O S IyMalo,» — 313HAETHCS BiH. 3aMICTh ACTAIBHOTO IJIOTUHTY,
BIH Bi/JJla€ TiepeBary OpraHiuHOMY po3BUTKY icTopii. lle sk camiBHMIITBO: BHU
caJpKaeTe 3epHO 17Iei 1 CIocTepiraere, sk BOHO MPOPOCTa€, HAMPaBJISAIOUH, ajie He
3MYLIYIOYH MOT0 pOCTH EBHUM YynMHOM. [lepmuii uepHeTka B po3yminHi Kinra — ne
IHTUMHUN Tpouec. BiH MOpiBHIOE HOTo 3 HamMCaHHSAM JHOOOBHOIO JIMCTA: ABEPI
3a4MHEHI, IITOPH OMYIIEHI, 1 BU IUIIETe TUIbKU g cebe. Lle wac, konmm MoxHa
JIO3BOJIUTH 1CTOPIi TEKTU BLIBHO, HE TypOYHOUHMCH MPO JOCKOHAMICTh. «lIummiTh 3
JIBEpUMa 3a4YMHEHUMH, peJaryire 3 JBeprUMa BiTUMHECHUMH» — PaauTh BiH [45, C.
148].

Oco6nuBe Micie B TBOpuoMy mpoiieci Kinra 3aiimae poss mijcBigomMocTi. Bin
BIpUTBH, 1[0 HAWKpAIIli /1€ MPUXOATh HE BiJl CBIIOMOTO TJIaHYBaHHS, a CIUIUBAIOTh
13 TIMOMH PO3yMy, KOJIM BM HallMEHIIE LbOoro ovikyeTe. Lle Moxe cratucs mijg 4yac
MPOTYJISIHKU, MUTTS ITOCY 1y 200 HaBITh YB1 CHI. ToMY BiH 3aBXX/I1 TPUMAE IT1]1 PYKOIO
OJIOKHOT — HIKOJIM HE 3HAEI, KOJIM MPHIIe BaXKIUBa 171es.

Hucuumnina B TBopuomy mporeci KiHra Biairpae Kio4doBy posib. Bin
BCTAHOBITIOE COO1 IIOJICHHY HOPMY CJTIB 1 JOTPUMYETHCS 11 HE3aJIEHKHO Bl HACTPOIO
Y1 HATXHEHHS. «YeKkaTu HaTXHEHHS — 1€ K YeKaTH MOLLUTYHKY My3Hu. A My3a Mae
3HaTH, A¢ Bac 3HaWTm» [45, €. 156] — kaxe BiH. Llg perymspHIiCTb CTBOpIOE
CBOEPIAHMI TBOPUYUH pUTYaJI, IKUHM TOoNIOMarae yBIdTH B HOTPIOHUMN CTaH.

PenaryBanns B 6auenHi Kinra — 1ie okpeMuii eran TBOpUYOro Mpoiecy, He MEHIII
BOKJIMBUY 32 HaMMCaHHs. BiH peKOMEHIye BIKIIACTH TIEPIINA YepHETKA Ha KITbKa
TWXKHIB, 100 TOAMBUTUCSI HA TEKCT CBLKUM TmorysiaoM. lle sk gaTtu BUHY
HACTOATUCA: Yac JOIIOMAarac€ BHUSIBUTH HEIOJNIKA 1 HOOAYUTH MOXKJIMBOCTI IS
MOKPALICHHS.

Kinr Takox HaroJjionrye Ha BaXXJIMBOCTI YMTAIlbKOi peakilii. BiH mae koo

JOBIPEHUX YMTAUIB, SIKI JAIOTh HOMY YECHUH BIATYK mpo poboTy. Lle sk n3epkaia,



10 MOKa3yITh ICTOPiIO0 3 PI3HMX KYTiB, JOMOMAararOTh MOOAYUTH CIIM TUISIMHU 1
HEJ0O0MpPaIbOBaH1 MiCIIsl.

VY tBopuomy mporeci KiHnra BaXiauBY poJib BIJITpaE CHOCTEPEKEHHS 3a
KUTTSIM. BiH TOpiBHIOE NMHChbMEHHUKA 3 T'yOKOO, IO BOMpae jaeTani, po3MOBH,
BUITAJIKOBI CIICHW 3 peajbHOro CBITy. Bce 1ie ocimae B MiACBIIOMOCTI 1 MOTIM
MIPOPOCTAE B 1ICTOPISIX, HAJIAKOYH M JOCTOBIPHOCTI 1 TTIMOWHH.

[ixaBo, mo KiHr posrisjgae TBOpUMA MPOIEC SK CYMIII paliOHAJIBHOTO M
IHTYiITUBHOTO. 3 OJHOr0 OOKy, LI€ peMEecio, 0 BUMAarae KOHKPETHUX HAaBUYOK 1
TEXHIKM. 3 1HIOIOTO — II€ Marisi, sIKy H€ MOXXHAa TOBHICTIO TOSICHUTH YU
KOHTpOJIOBaTU. BiH MOpPiBHIOE 1I€ 3 J)Ka30BOI0 IMITPOBI3AIli€l0: BU MOBHUHHI 3HATH
OCHOBH, aJI€ MOTIM MA€Te JOBIPUTUCS MOTOKY MY3UKH.

Takum unHOM, 17151 KiHra TBoOpunii mpouec — 1e He JUIIE CTBOPEHHS 1CTOpPIH,
ane ¥ camomizHaHHA. KokHa HammcaHa KHUTA — II€ TIOJIOPOX BIIuO cele,
MO>KJIMBICTB JTOCJIIITH BJIACHI CTpaxu, Mpii, mepekoHanHs. Lle sk ncuxoananmis, ane
3aMICTh KYIIIETKH — MMChbMOBHUH CTLJI, a 3aMICTh T€paIeBTa — YUCTUN apKyIl mamnepy.
VY mincymky, norasiau Kinra Ha TBopuuit mpoiiec MoeaHyI0Th TPAKTUYHY MYIPICTh
JIOCBIJYEHOT0 MANCTpa 3 TIIMOOKUM PO3YMIHHSAM MICTUYHOI TPUPOAH TBOpUOCTI. Le
CKJIaJTHUM TaHEIb M1’k KOHTPOJIEM 1 CBOOO/1010, TEXHIKOIO 1 HATXHEHHSIM, € KOXKEH
MUCbMEHHHK MA€ 3HAWUTHU CBiM BIIACHUI PUTM 1 CTHIIb.

5. PoJb nucbMeHHHUKA.

V¥ po3yminni CtiBeHa Kinra poJib mucbMeHHUKA — 11€ 1I0CH O1JIbIIIE, HIXK TPOCTO
po3noBigaTu ictopii. Ile ocobnmBa Micis, MO0 MOEAHYE B cOO1 BiAMOBITATBHICTH
JITOMUCLIS JIFOACHKUX Iy, MAaHCTEPHICTh OMOBia4a 1 YECHICTh CBiJIKa CBOTO Yacy.
[lepenycim, KiHr posrisiiae nuchbMEHHUKA SK XpaHutens mnpaBnud. He Tiel
(bakToJOriyHOI MpaBAu, U0 >KUBE B MIAPYYHUKAX 1CTOPIi, a €MOLINHOI IpaBAu
JIOJICBKOTO  JTOCB1AY. «YecHICTh — Iie mepuuid 0OOB'S30K MHUCHMEHHUKAY,
HaroJomrye BiH [45, €.78]. LI uecHICTh IPOSBISIETHCS Y BCHOMY: BiJl IOCTOBIPHOCTI

JI1JIOT1B JI0 MPaBAMUBOTO 300paXKEHHSI JIFOJACHKHUX CTpaxiB 1 0a)KaHb.



[Tucbmennuk, 3a KiHrom, — 1e CBOEPIIHMM €MOIIIHHUM apXeoJIor. Horo
3aBJIaHHS — PO3KOIYBaTH TJIMOWHHI IUTACTH JIIOJICBKOTO JOCBiNY, BUTATYBaTH Ha
MOBEPXHIO Te, 10 3a3BUWYall 3aimuiiaeThcs npuxoBaHuM. lle Bumarae ocoOmuBoi
CIIOCTEPEKIIMBOCTI, 3IaTHOCTI ITOMIYaTH HAWPIOHIII JeTall JII0AChKOI OBEIIHKU
1 B3aeMoii.

«[IucbMeHHHK — IIe TIepI 3a Bce yMTauyy, — noproproe Kinr [45, ¢. 89]. Bin
0auuTh y HHOMY HE MPOCTO KOPUCHY 3BUUKY, a Mpo(eciiiHy HEOOX1AHICT. YUTaHHS
— 1Ie CToci0 BHBYEHHS peMecia, PO3IIUPEHHS CIOBHHUKOBOTO 3amacy, pO3yMiHHSA
TOTO, SIK MPaIOIOTh Pi3Hi JiTepaTypHi npuitomu. lle sk Oe3nepepBHa OCBiTa, 1€
KOKHA MTPOYNTaHA KHHUTA — 1€ YPOK.

OcoOnuBy yBary KiHr npuiiise AUCHMIUIIHI TUChbMEHHUKA. BiH MOpiBHIOE
IMUCbMEHHHUITBO 3 OyAb-fSKOI I1HIIOK MNpOQeciero, € YCMiX 3aJeXHUTh BiJl
perynsapHoi mpakTuku. «I[MChbMEHHUK MMOBUHEH MUCATH MIOIHS», — HAIOJIATAE BiH,
PO3BiIHUYIOYH Mi() PO Te, [0 TBOPYICTH 3aJICKHUTh BUKJIFOYHO BiJ HATXHEHHs [45,
c. 90]. LikaBo, mo KiHr po3risiae MACBMEHHHUKA SK CBOTO POJY MeJiyma Mix
pEANBHICTIO Ta BUTAJIKO0. [[MCbMEHHUK CTBOPIOE MICT Mi>K TTOBCSIKICHHUM KUTTSIM
1 CBITOM YSIBH, JIO3BOJIIFOUM YHUTa4aM O€3MEYHO JOCIIKYBATH CBOI CTpaxu, Mpii Ta
danrazii. [le cBoepigHa Gopma MCUXOJIOTIUHOI Tepamii AJisi 000X CTOpPIH — 1 ISt
aBTOpA, 1 U1 YuTaya.

VY po3yminni KiHra, nMCbMEHHUK TaKOX BUKOHYE POJIb COLIATBHOTO J3epKaa.
Yepes cBOi TBOpHU BiH BioOpakae mpoOsiaemMu, CTpaxu 1 HaJli CBOTO 4yacy, HaBITh
SKIIIO MHIIIE PO BaMITIpiB UM mapajenbHi cBith. Lle ocobmmBa dhopma cormiaibHOTO
KOMEHTapsi, 3aXx0BaHa MiJ MAacKOI PO3Ba)XalbHOI JiTepaTypu. BianoBinaabHICTh
nepe1 YuTaveM 3aiiMae eHTpaiabHe Miciie B morisaax Kinra Ha poss MMCbMEHHHKA.
Bin BBaxkae, 1110 aBTOp yKJIaJa€ HETJJACHUM KOHTPAKT 13 YUTa4eM: B OOMIH Ha 4ac 1
yBary yuTaya MUCbMEHHUK 3000B'SI3y€ThCS HagaTH HoMmy BapTicHMM mocsin. Lle
MoO3ke OyTH po3Bara, eMOIliiiHe KaTapcuc a00 HOBUI MOTJISIL HA )KUTTS — aJie 1€ Mae

OyTH II0CH CIIPABKHE.



KiHr Takox Haroyiourye Ha BaxJIMBOCTI podeciitHoro po3BuTKy. [lucbMeHHUK
MOBUHEH TOCTIHHO BIOCKOHATIOBATH CBOIO MalCTEPHICTh, €KCIIEPUMEHTYBATH 3
PI3HUMH CTUJISIMU 1 TEXHIKAMU, PO3LIMPIOBATA CBO1 TOpU30HTH. Lle HeCKiHUeHHUM
Ipollec HaBYaHHS, i€ HEMAa€ KIHIIEBOI TOYKH JOCKoHanocTi. OcobimBe Mmicue B
pPO3yMiHHI POJIi MMMCBMEHHHKA 3aiiMae KOHIEMIlisA CIyXiHHS icTopii. 3a Kinrom,
XOpOIIUNA MUChbMEHHUK HE HAMAaraeThbCs KOHTPOIIOBATHU ICTOPIIO, a JO3BOJISIE i
PO3BUBATHUCS MPHUPOJHUM HUIIXOM. Lle BUMarae meBHOro CMHUPEHHS 1 TOTOBHOCTI
CIIiTyBaTH 3a MEPCOHAKaMHU, HABITh AKIIO BOHU BEAYTh HE TYyIH, KyAU IJaHYBaB
aBTOP.

Hapemri, Kinr 6aunth y nucbMeHHUKY XpaHuTenss MoBH. Lle He o3Haudae
NEAAHTUYHOrO AOTPUMAHHS MPABUJI TpaMaTHKH, aje rependadyae po3yMiHHS CUIU
CIIB 1 BIJAMOBIJAJbHE CTABJIECHHA J0O iX BUKOpPUCTaHHSA. MoBa — 1€ 1HCTPYMEHT
NMCbMEHHHKA, 1 BIH MOBUHEH KOPHUCTYBATHCS HUM MalCTepHO 1 A0ailiimBo. Y
MiJICYMKY, pOJIb MUCbMEHHUKA B OaueHH1 KiHra — 11e cKj1agHe moejHaHHs pEMICHUKA
1 MUTIIS, CIIOCTEpIraya 1 TBOPIIs, OMOB1aya 1 icuxoJiora. Le moauna, sika yepes cBOi
icTOpii Jomomarae IHIIUM Kpaile po3yMiTh ce0e 1 CBIT HaBKojo. | MOXIuBO,
HaWBAKJIUBIIIE — 11€ POOUTH 1€ YECHO, TPO(ECIiTHO 1 3 MOBAroI0 A0 YUTAYA.

6. TexHiuni acmekTH

VY ¢cBOiX po3ayMax Mpo TEXHIUHY CTOPOHY MHUCbMEHHMIIbKOro pemecia KiHr
Harajye JOCBiTueHoro med-Kyxaps, SKdil PO3KpHBAe CeKpeTH cBoei KyxHi. Horo
NOpajJy MO0 TEXHIYHUX aCHEKTIB MUChbMa — 1€ TOYHI peleNTH, IepeBIpeH] poKaMu
npaktuku. [lepie 1 HaliromoBHime npaBuwio Kinra — BiliHa MPOTH MPUCITIBHUKIB.
«Illnsgx g0 mekyia BUMOUIEHUH MPUCITIBHUKAMU» — KapTye€ BiH, MalOYM Ha yBasi
0COOJIMBO Ti, IO 3aKiHYYIOThCS Ha «-ly» B aHTIiiiChKii MOBI. 3aMICTh «BiH CKa3aB
THIBHOY» Kpallle TTOKa3aTu THIB uepe3 Jii MepcoHa)ka: CTUCHYTI KyJlaKH, Halpy>KeHa
miesnena, piski pyxu. Lle mpuHImn «mokasyi, He po3mnosigai» y maii [45, c. 180].

AKTUBHUW CTaH MIECTIB — I JApyre 30j0Te mnpaBuio KiHroBoi TeXHIYHOI
rpaMatukd. BiH MOpIBHIOE MAacUBHUN CTaH 13 MJISIBUM PYKOCTHUCKAHHSIM — BOHO

MOke OyTH BBIWIMBHUM, ajie¢ He 3ajuiae BpakeHHs. «Kuura Oyna mpoduTaHa



JI>KOHOM» TIEpeTBOPIOEThCS Ha «J[P)KOH MPOYUTaB KHUTY» — MPOCTIIIE, CUIIbHIIIE,
JKUBIIIIE.

Oco0nuBy yBary mMaiictep npuiisie CTpyKTypi pedeHb. Bid aaBokaT npocToTH,
ajie He MPUMITHUBHOCTI. PeueHHsS MarTh OyTH pi3HOI JOBXKHWHU — II€ CTBOPIOE
IpUPOIHUN PUTM TekcTy. KopoTki peueHHs s HanpyxkeHHs. J[0OBri — asst onucy
Yu po3ayMiB. SIK y My3HIli: CTaKaro 1 JIeraTo CTBOPIOIOTH Menoito mpo3u. Lomo
a63aiB, KiHr goTpuMyeThes mpaBuiia «OJuH ad3all — ojJHa AyMKa». BiH mopiBHIO€e
ab3any 3 LEerauHaMu, 3 SKUX Oyayerbest cTiHa Tekcry. KoxkeH ab3an Mae Oytu
CaMOJI0CTaTHIM, aje BOJHOYAC TUIABHO MEPEXOAUTH B HAacTynHui. Lle sk tanens —
KOKE€H KPOK OKPEMHI, ajie pa30M BOHHM CTBOPIOIOTH IIABHUM PYyX.

Hianoru y Kinra 3acimyroBytoTs okpemoi yBaru. Bin Hanossirae Ha MiHIMaTi3Mi
B Terax MoBjeHHs. «CKazaB» 1 «CIHUTaB» — 4acTO Bce, 10 NoTpiOHO. HamMmipHe
PI3HOMAHITTS Ha KIITAIT «BUTYKHYBY», «IIPOLIEHOTIBY», «IIPOOYPMOTIB» B1ABOJIIKAE
BiJl camoi po3MoBH. JliaJior Mae 3BydaTy MPUPOJIHO, K IMiJICTyXaHa po3MoBa B Kade.

[MikaBuit migxig Kinra po omuciB. BiH paguTe oOupaTu KuUlbKa SICKpaBUX
JeTanei 3aMicTh BUYEpHHOro onucy. Lle sk iMmpecioHiCTChKUM KUBOIMUC — KIJTbKa
TOYHMX MAa3KiB MOXYTh CTBOPUTH OUIBII XUBY KapTHUHY, HIXK JeTallbHE
doTorpadiuHe 300paxkeHHs. Y NMUTaHHI CIOBHUKOBOro 3aracy KiHr BucTymnae 3a
«repuinit 3pyuHuit cioBo». He Tpeba mrykaTu BUITyKaHI CHHOHIMH, SIKIIIO MPOCTE
CIIOBO TIepeaae TyMKy TOUHO. BiH MOPIBHIOE 11€ 3 OASTOM — KOCTIOM Ma€ MacyBaTu
710 BUMAJIKY, @ HE TPOCTO OYTH HAHJOPOXKUMM y MarasuHi [45].

OcobnuBe Mmiciie B TexHiuHOMY apceHani Kinra 3aiimae pobota 3 yacom
omnoBifi. BiH MalCTepHO KOHTJIIOE YAaCOBUMHU IUJIaHAMH, BUKOPHUCTOBYIOUM
baembexn ta duemdopBapau, ane 3aBKIu Tak, MO0 untad He TyoOuBcs. lle sk
CKJIaJIaHHS a3y — KOYKEH MIMAaTOY0K Ma€ TOYHO MacyBaTH J0 3arajbHOi KapTHHH.
[Mogo excrno3uuii, KiHr mpomnonye mnojgaBatu iH(GOpPMAIII0 MaJuMHU MOPIISMH,
BILTITAIOYH 11 B Ai10. BiH MOPiBHIOE 1€ 3 MpUTIpaBaMHu B 1K1 — 3aHAITO Oararo Biapasy
311Cy€E CTpaBy, ajieé MpaBUJIbHA KIJIBKICTh Y MOTPIOHUNA MOMEHT MOKpPAIUTh CMakK.

Bax1uBUM TEXHIYHUM MOMEHTOM € poOoTa 3 TemnoM omnoBiai. KiHr maiicrepHo



Kepye MBHUIKICTIO PO3IIOB1/I1, MPHUCKOPIOIOYH il B MOMEHTH 111 1 CIIOBUIHHIOKOYH JIJIs
cTBOpeHHs Harpyrd. Lle sk kepyBaHHS aBTOMOO1IEM — 3HATH, KOJIM HATHCHYTH Ha
ras3, a KOJIi PUTrajibMyBaTH.

Texuiunuii acnekt penaryBaHHs y Kinra 6a3zyerbcs Ha popmymi: «pyruit
yepHetka = [lepmmuit uepuetka — 10%». Bin paguts 6e3:xanpHO BUpi3aTH Bee, 0€3
qoro icTopist Moxke obiTHucs. Le sk ckyapnTypa — Tpeda mpudpatu Bce 3aiiBe, 1100
nposiBUiIacs crpasxkHsa (opma. Y nuTaHHsAx myHkryauii KiHr Bimnae mepesary
IPOCTOTI 1 sICHOCTI. BiH BUKOPHCTOBYE pO3IUIOBI 3HAKM HE ISl JI€MOHCTpaIlii
rpaMaTHYHOI epyIuLli, a JUIsl Kpalioro po3yMiHHs TeKCTy untayeM. Lle sk qopoxkHi
3HaKH — BOHM MalOTh JIOTIOMAratu, a He 3arIyTyBaTH.

3pemiToro, BCl TEXHIYHI aCTIeKTH B po3yMiHHI KiHra mianopsaKoBaHi roJIOBHIM
METi — CTBOPEHHIO ICTOPIi, fIKa 3aXOIUIIOE€ YuUTaya 1 HE BIAMYCKAaE O OCTaHHBLOI
cTtopinku. lle cknagHa mexaHika, ¢ KOXKHA JIeTallb Ma€ 3HAYCHHSI, ajie BCl BOHU
MPAaIOI0Th Pa30M, CTBOPIOIOUH IIOCH OLIBIIE, HIXK CyMa YaCcTHH.

7. BnuiuB Ha MacoBYy KYJbTYPY.

["oBopstun nipo BB CriBeHa Kinra Ha MacoBy KyJibTypy, MH TOBOPHUMO TIPO
dbeHomeH, sSKUi BUXOAUTH JalieKo 32 MEXI1 JIiTeparypu kaxiB. Koposb xopopy He
IIPOCTO CTBOPUB BJIACHY HILTY — BIH Nepe0y1yBaB JIaH WA T NONYyJIIpHOI KYIbTYpH,
3MIHUBIIIY HaIlIE PO3yMIHHS TOTO, IKOIO MOKe OyTu MacoBa JiTeparypa. [lepemycim,
KiHr 311iiCHUB pEBOJIIOLII0 B CIPUMHATTI >KaHPOBOi JiiTepaTypu. BiH 10BIB, 110
«IOMyJISIPHE» HE O03HAYAE «IIPHMITHBHE». MOro TBOPH TOEMHYIOTH 3aXOILIMBI
CIOKETH 3 TIUOOKUM TICHXOJIOTI3MOM, COIIAJIbHOIO KPUTHUKOIO Ta JITEPATyPHOIO
MmaricrepHicTio. Lle sik OyayBaTu xMapodoc Ha GyHIAMEHT] KJIACUYHOI apXITEeKTypH
— MOHYMEHTAJIbHO, aji€ JOCTYITHO JUIs BCIX.

V¥ cBoiii TBopuocTi KiHr mocinigoBHO O0peThes 3 JiTepaTypHUM CHOO13MOM.
Bin BijicTOIO€ MpaBo MacoBO1 JTITEpaTypy Ha CEPHO3HE CTaBJICHHS, IEMOHCTPYIOUH,
110 TOMYJIAPHI pOMaHU MOXKYTh MOPYLIYBATH BaXKJIMBI CYCHUIbHI MUTaHHS. «BoHO»
rOBOPUTh TMPO TpPaBMU JAUTHHCTBA, «3€JieHa MWIS» JOCIIKY€E MPUPOLY

crpaBeIMBOCTI, «CSIIBO» 3aHYPIOETHCA B TEMHI BOJIU CIMEHHOTO HAaCUJIbCTBA.



Oco0OnuBuii BHecok KiHra mosisrae B 1eMOKpaTu3allii JiitepaTypu *axiB. Bin
MIEPEHIC XOpOp 13 TOTUYHUX 3aMKiB Ha BYJIHII 3BHYaHUX aMEPUKAHCHKUX MICTCUOK,
MOKa3aBIIH, IO CIPABXKHIHN %Kax MOXKe XoBaTHcs 3a (acanom moBcskaeHHocCTi. Le
3MIHWJIO HE JIMIIE JIITepaTypy, ajie i KiHemaTorpad, teaedadyeHHs, KOMIKCH — BCIO
iHAycTpito po3Bar. BrmuB Kinra Ha mon-kynaeTypy MOKHA MOPIBHITH 3 €(EKTOM
KpyriB Ha Bomi. Moro inei, 06pa3y, CIOKETHi MPUHOMH PO3IHMIILIACS XBHISIMU IO
BCbOMY KYJIbTYpHOMY HpocTopy. Bin «/IuBHUX IUB» 10 «AMEPUKaHCHKUX 1CTOpIN
Kax1B» — CKpI3b MOKHA MMOOAYUTH B1IOJUCKHA HOTO TBOPUOT'O CBITIIA.

[ikaBo, mo Kinr 3mMiHUB 1 came cTaBlieHHs JI0 Mpodecii nucbMeHHUKa. Bin
MOKa3aB, II0 aBTOP MOK€ OyTH NMPOJYKTUBHUM O€3 BTpAaTHU SIKOCTI, II0 MOXHA
mucatu 6araTo i 106pe oJHOYacHO. Moro mparnesaaTHIiCTh CTana JereHIapHoIo, a
X1 10 MUChbMEHHUIITBA SIK JI0 peMeciia BIUIMHYB Ha I[iJI€ TTOKOJIIHHS aBTOPIB.

V cBiti kiHOaAanTarii TBopiB Kinra crBopuin okpemuii nipxanp. Bin «Kepi»
no «Bonoy, Bin «CsiiBay no «Bteui 3 [lloymmenka» — ioro ictopii mpoaoBKyOTh
3aXOIUIFOBATH HOBI MOKOMIHHS TisaviB. [Ipu boMy BOHM YacTO BUXOIATh 32 MEXKI
YKAHPY KaxXiB, JEMOHCTPYIOUH YHIBEPCAIbHICTh HOTO OMOBIIAILHOTO TAJIAHTY.

KiHr Takox 3MIHUB ySBJICHHS PO B3aEMOJIII0 aBTOpA 3 ynTa4amu. BiH ofuH 13
NEepIINX TUCbMEHHHUKIB, XTO aKTUBHO CHIJIKYETHCS 3 ayJIUTOPIEI0 Yepe3 COLIabHI
MEpEexXi, TUTUTHCA TyMKaMH MPO KYJIbTYpPY, MOJITHKY, CYCHIILCTBO. Lle cTBOpmIo
HOBUM CTaHAAPT BIIKPUTOCTI B JIITEPATYPHOMY CBITI. BaXJTMBUM aclieKTOM BILUIUBY
Kinra € fioro ponb y ¢opMyBaHHI Cy4acHOi KyJbTypH cTpaxy. BiH HaBuMB Hac
0auuTH XKaxJuBe B OyJCHHOMY, 3HAXOJUTH TPUBOKHE 3a (pacagoM HOPMaIbHOCTI.
[le BIUIMHYJO HE JMILE HA PO3BaXaJbHY 1HAYCTpitO, aje W Ha croci0, SKUM MU
OCMUCIIFOEMO CBOI CTpPaxHu.

VY cBoix kputnuHux podorax KiHr 3axuinae iHHICTh TOMYJSPHOI KYJIbTYpH.
Bin Hamossirae, 1mo MacoBa JiTeparypa Moxe OyTH MUCTEITBOM, [0 PO3BaKaJIbHE
HE O3Hayae noBepxHeBe. Lle JomomMorio JeriTuMizyBaTH KaHPOBY JITEPATYpPY B

oyax KpUTHKIB 1 akajgeMiuHoi crijabHOTH [11].



®denomen Kinra 3MiHHB i eKOHOMIKY BUIABHIUOI cripaBu. Moro ycIix mokasas,
110 aHpOBa JiTepaTypa Moxke OyTH He MeHII MpUOYTKOBOIO, HIXK «cepiio3Hay. Lle
BIIKPWJIO JIBepl g OaraTbOX TajJaHOBUTHX aBTOPIB, SKI paHimie Morim O
3aJIMIIUTUCS HEOMIYEHUMH.

3pemrroro, BB KiHra Ha MacoBy KyJIbTypy — II€ iCTOpis IPO Te, K OIUH
aBTOP MOKE 3MIHUTH LU KyJIbTypHUl TaHAmadT. BiH CTBOPUB HE MPOCTO KHUTH,
a 1IN BCECBIT, IKUI IPOJOBXKYE PO3MIMPIOBATHUCS 1 BILIUBATH HA HOB1 MOKOJIIHHSA
TBOPIIIB 1 CHOKUBAYIB KyJIbTypH. | MOXKINBO, HAIBaXJIMBIIIE — BIH TOKA3aB, 10 MIX
«MacoOBUM» 1 «SIKICHUM» HEMa€ HEMUHY4Yoro mnpotupiuds. Ecrernuni normsiau
C.KiHra 3Ha4YHO BIUIMHYJIM Ha PO3BUTOK JKaHPY KaxiB 1 PO3YMIHHS
ITHCHMEHHHIIKOTO PEMECIIA B IioMy. Horo 1pali moeHyoTh IpaKTHYHi TOPAIH 3

MIMOOKUM aHaJli30M MPUPOIU CTpaxy Ta TBOPUYOCTI.

2.3. 'ormuna Tpaguuisi B pomani C.E. Kinra «CsiiiBo» (The Shining)

Poman CriBena Kinra «Csiiso» (The Shining), ony6:ikoBanuii y 1977 porti, €
OJIHMM 13 MOr0o HaBIIOMIIIUX TBOPIB, 110 MOEJHYE €JIEMEHTU MCUXOJOTTYHOTO
Xopopy Ta HaanpupoaHoro. ['onoBHul repoit pomany — Jlxxek ToppeHC, KOIHUILIHINA
BUYUTENb 1 TUCBMEHHUK, SIKU OOPEThCSI 3 aJIKOTOJIBHOIO 3aJIEKHICTIO Ta CliajlaxaMu
arpecii. Jl>xek ToppeHc Xxo4e CTBOPUTH ISl ce0€ MOMXKIMBICTD 3TUIIUTH CBOE CTape
HEBJIaJIe KUTTS 1033y, BIIHOBUTHU Kap'epy 1 OYaTH HOBE KUTTA AJs ceOe 1 CBOET
cim'l. J[kek mpuiiMae MPOTMO3HUIIII0 CTaTH 3UMOBHUM JorisgaadeM roreno Overlook,
BiJJAJICHOTO PO3KIIIHOTO 3akiany B ropax Komopamo. Pazom 3 HUM y rorens
nepehkmKae oro ciM's: apyxuHa Benai Ta manenwskuii cud Jlenni. OgHak icTopis
poaunu ToppeHciB nepechiaye iX, Kyau O BOHU HE MIUIM, 1 pOOUTH X 11€aJIbHOI0
31001440 J17151 37I0BMHUCHOTO TOTEITIO.

JleHH1 Mae HaaIPUPOTHUN Jap, BIAOMUH SIK «CAHBO» — 3aTHICTh TEJICIATUYHO

CIpuiiMaT TyMKH, OauuTH MalOyTHE Ta BIAYYyBaTH MPUCYTHICTh AyXiB. el map



CTa€ KJIIOYOBUM €JIIEMEHTOM ICTOpii, OCKUIbKM XJIOMYMK IIOYMHAE BiIUyBaTH
37I0BICHI CHJIM TOTEIIO Ta 0aYUTH BUAIHHS PO XKOPCTOKI MOii, 10 BiAOYyBaIUCs B
HbOMY paHilie. 3aBAsKy ICHOBUAIHHIO JIeHH1, TOTEIh 0KMUBA€E 0KUBAE 1 POOUTH yCe,
1100 3aBotoBatHu Koro. Lle cTBoproe HeOe3neuHi AJIsl )KUTTS JUTHHU CUTYaITIi.

[ToctynoBo J>kek mianaeThCsl BIUIMBY TOTENIO, SKUH Ma€ CBOIO TEMHY CHIIY 1
CBIJIOMICTb. ['OTE€Nb BHUKOPHUCTOBYE HOro ciabKOCTi, BKJIIOYAOYM HOTO
HE3aJI0BOJICHICTh JKUTTSAM 1 arpecito, 1mo0 3axonuTu Horo posyM. Jlyxu rotento,
30KpeMa TPHMBUJ KOJMIIHBOro jorisgada JlinOepra Ipeni, moyMHarOTH
nigOyproBat J)keka a0 HacwIIsd HaJa BiacHow ciM'ero. Jlenni ta Benmi
B1/IUYyBaIOTh, 1110 3 J[?>KeKOoM B1OYBAa€EThCS MIOCH HEAOOpE. XJIOMUUK BUKOPUCTOBYE
CBO1 37110HOCTI, 11100 3p0O3yMITH IPUPOAY HEOE3NEKH, sika HaJl HUMU HaBUCIIA.

Tum yacom roresnp Bce Ouiblie BTArye J[Keka y CBO€ 3JI0BICHE IMOJIOHEHHS,
NEPEKOHYIOUYM KOro, 110 BiH MOBHMHEH BOUTH CBOIO POJUHY JUISl «B1JIHOBJICHHS
nopsiiky». Benni Ta JIeHHi HamararoThesi BpsITyBatucs Bif J»keka, SKuit 0CTaTOYHO
BTpavyae KOHTPOJb M1J BIUIMBOM roTento. Y (iHall KHUTH TOTENIb BUOYyXae yepes
npobiieMH 3 KOTEJIbHEI0, 3HMINYyIouHn cebe pasom i3 Jxekom. Benmi ta JlenHi
BJIA€THCS BpATYBATUCA 3aB/sKkH goromMo3i [ika ['emopanaa, Kyxapst roTento, sKui
TEX Ma€ «CAUBOY» 1 MPUDKIKAE HA TOTIOMOTY IICIIs TEJICTIaTUYHOTO CUTHATY JleHHi.

MoskHa BUOKPEMHTH TaKi OCHOBHI TeMH poMaHy «CsiiBO»:

o Oooicesins i 3anedxcnicms (nemonu Jxeka Toppenca);

o cimetini cmocynku (JiHis xeka, Benmai ta Jlenni);

o cuna nam'smi i icmopii (rorenab «OBEpIyK»).

Jlxexk ToppeHc BTUOE OOpOTHOY 3 BHYTPILIHIMU J€MOHAaMH, 30KpeMa
aJIKOTOJII3MOM, SIKHMM € 9acTKOBO aBToOiorpadiunoro Temoro s Kinra. CkiamgHi
B3aeMUHU Mk J[>xekom, Benai Ta JIeHH1 MiIKpECTIOI0Th, SIK CTpaxy Ta HEBUPIIIEHI
KOH(JIIKTH MOXYTh BIUIMBATH Ha ciM't0. ['oTens Overlook cumBoizye Munyse, ke
3aXOILTIOE 1 TOHEBOJIIOE KUBUX Yepe3 HEPO3B'sA3aHl KaxXU Ta 370YMHH.

['otenb «OBepayK», ICTOPIS IKOTO CIIOBHEHA HE3JIIUCHHUX CMEPTEH 1 TUBHUX

BUIMAJKIB, BIAIrpae pojb OyIWHKY 3 MPUBUIAMH B TOTUYHOMY poMaHi «CsaHBOY.



CriBen KiHr y poMaHi rotesnp siKk MEPCOHAXK, KU Mae CBOIO BJIACHY CBIAOMICTH 1
TeMHy icTopito. lle Bennye3nuil, BeIMUHUN 1 CTapuil TOTEIb, PO3TALIOBAHHMA Y
BiZmaJeHOMY ripcbkoMy paitoni Komopamo. Moro poskimma apxiTekTypa Ta
1HTEp €p MIAKPECTIOIOTh MUHYIIY BEJIMY, SIKa IPUXOBYE TAEMHUII ¥ KaXJIUB1 MO/II.
['oTenb Bpakae CBOIM MHIIHUM JCKOPOM: Y HbOMY € BENHUKI 3alld 3 JIIOCTPaMH,
POCTOP1 KOpUJIOpU Ta Oe3J1iY KIMHAT, 110 CTBOPIOIOTH edekT jabipunty. OaHaxk,
uei 1abipuHTONOAIOHUN XapakTep TOTENI0 CUMBOJI3YE MACTKY, Y SIKYy HOTpaIuisie
ciM'a ToppeHciB.

Omnwuc rorento MiACUI0E aTMochepy TPUBOTH Ta 13071111, IO MPOHU3YE BECh
TBip. Moro umcrneHHi KiMHATH, JBepi Ta IEPEXOmH, PasoM 3 TAEMHHUIIAMH,
IPEJICTaBISIIOTh CEKPETU PO3yMY TFOJIOBHOTO I'eposi Ta IMCUXIKH, 10 HE MIIAA€ThCS
panioHaIbHOMY KOHTpoJito. KiHr Hagae rotento Oarary icTopiro, IOBHY CMEPTEH,
BOMBCTB 1 CaMOT'yOCTB, SIK1 CTalOTh OCHOBOIO JIJI1 MOT0 3JI0BICHOI pemyTailii. ABTOp
OTUCYE, SIK MPUBHUJIM Ta AyXU FOTEIIO MOB’sI3aH1 3 HOro MUHYJIUMU BIJBIyBauaMH,
cepell SKUX Oynu TaHrcrepw, OaraTii Ta MOMITHUKUA. I[CTOpis TOTENO0 CTBOPIOE
BpPaXEHHS, 110 BIH JKUBE CBOIM YKUTTSM 1 MaHIMYJIOE JIOJbMU, SIKI ONMTUHSIOTHCS B
HOTO CTiHAX.

Baxxnusimoro 3a ¢i3M4HYy NPUCYTHICTh TOTUYHOTO 3aMKy CTae armocdepa
THOOJICHHS Ta O€3CUIUISI TEPOiB, SIKUMH MAHIMYJIIOIOThH CUJTH, 110 X BOHH HE MOXKYTh
30arnyTu. OrisiIOBUA MaiIaHYMK CTa€ HEHTPAIbHUM elieMeHTOM poMany KiHra, 1,
HE3Ba)Kal4YM Ha Woro, 37aBajiocs O, HEXUBUH CTaH, BIH MoOxe OyTu
IpOaHANI30BaHUN SIK 1€ OAMH MEPCOHAXX pOMaHy, MOXKIMBO, HaBITh TOJIOBHUMN
repoi. AHIMallisl TOTENIO 3PEUITO0 MPU3BOAUTH A0 TOTO, IO BiH BIUIMBA€ Ha BCi
HACTYMHI 1CTOPIi PO MPUBHUIIB 1 OYJUHKH 3 MPUBHUIIAMHU, XK JI0 TOTO, IO ICTOPIs
roresito «OBepayK» cTaja «HaWKpaIiow 1CTOPIEO MPO MPUBUIIB, 1110 BIAOYBAETHCS
B Halkpamniomy OyJIuHKY 3 npuBugamu» [15, €. 67]. Torenp onucyeThes K )KHUBaA

1CTOTA, 1110 Ma€ BIacH1 Oa)kaHHs Ta HAMIpH:



«The Overlook was a living entity, a creature of dark desires and whispered
promises» [43, c. 45];
«Ogepayk 0y U800 iCMomoro, CIMEOPIHHAM MEMHUX OANCAHb | WUEeNnOmIiHHA

00IUAHOK Y.

Kopumopu roTento mopiBHIOIOTHCS 3 BEHAMH BEJIETHSI, 1[0 CTBOPIOE BPAYKEHHS,
HI0U OYJIBJIS — II€ KMBa 1CTOTA, HAIOBHEHA MOTOPOIIHOI0 E€HEPri€ro, a Xoi — 13

3UMOBOIO MOTHJIOIO, IO MIACHIIIOE aTMOC(hEpPY CMEPTI Ta XOJIOHOT TOPOKHEUI:

«The corridors stretched endlessly like the veins of some monstrous, sleeping
giant»; «The lobby felt as cold as a winter grave, sending shivers down his spiney
[43, c. 25]

«Ropudopu MACHYIUCA H€CKiH1{eHH0, AK BE€HU AKO2OCH IHCAXIUB020 CNIAHOCO
senemmusy; «Y eecmubioni 610 X0100HO, K Y 3UMOSGIU MO2UTL, | MyPaAuKU Oieau no

CNUHLY.

Kimuaara 217 — ue micue, ae JIeHHI CTUKA€THCS 3 KAXJIUBUMH BUIIHHSIMH,
BKJIFOYHO 3 NMPUBHJIOM MTOMEPJIOi JKIHKK y BaHHIM. BOoHa cuMBOII3y€e TaeMHHULIL, SIKI
MIPUXOBYE TOTENb, 1 HEOE3MEKY MIKABOCTI. X04a y KHU31 OUJIbIIIEe yBaru MpUALUIIE€THCS
BHYTpIIIHBOMY 1HTEp'epy, caM TOTEelIb Ma€ CaJOBHA  JAOIPUHT, SKUU
BUKOPUCTOBYETHCS B €KpaHizallii A1 MiACKIIEHHS MOTOPOIIHOT aTMOochepH. Y KHU31
CUMBOJIIYHMM JIaOIpUHTOM BHCTyHa€e caM TOTeldb 13 MOro 3arIyTaHuMU
Kopugopamu. banpHui 3am — ne wicue, ne ek miggaeTbes UTIO31sIM 1 0aYuTh
rocTeil Ta MPUBHIIB, SIKI MEPEKOHYIOTh MOr0 B TOMY, IIO BIH MOBHHEH 3pOOUTH
YKaxJIMB1 BUMHKU. BiH CUMBOII3y€e MUHYITY ClIaBy 1 3ary0JeHy JyIly TOTeto.

CriBeH KiHr 4yacTo BUKOPUCTOBYE TiepOOM y CBOiX onucax, mo0 MmiJCUIUTH
atMocdepy Hampyru i crpaxy B pomani «The Shining». Bin miakpeciroe

HECKIHYEHHICTh KOPHJOPIB 1 CTBOPIOE BIAUYTTA OE3BUXOJI Ta NACTKH s



MepcoHaxiB. ABTOp NepeOUIbINYy€e, ONMUCYIOYM THINY, SKa Maibke Mae (Pi3U4Hy

MPUCYTHICTb, IO IMICHITIOE HAMIPYTY Ta MOTOPOITHICTH TOTEJIIO:

«The corridors seemed to stretch on forever, twisting and turning into an
impossible mazey; «The silence was so thick you could almost hear it pressing down
on your earsy [43, c. 68]

«Kopuoopu, 30asanocs, maecnynucs 8iuno, 36U8ar0OUUChH | NePemeoprO4UCH HA
Hemoxcausull 1abipunmy; « Tuwa 6yna maxkorw 2ycmoro, ujo 30a8anocs, Hibu 80Ha

mucHe Ha eyxay

Kinr rinep6o:mi3ye cuity TOTeN0, MiKPECIIOI0YH, 0 HOTO €HEPrisi HACTUIbKU
CWJIbHA, 110 MOXE BIUIMBATHU Ha JIIOEH 0€3 dKOAHOTro (PI3MYHOr0 KOHTAKTY, a TAKOK
CTBOPIOE BIAUYTTS, IO TOTENIb MA€ CBOE BCEBHUIIOUE OKO, SIKE MIOCTIHO criocTepirae

3a TOJIOBHUM T'€POEM, 110 TIEPEOIIbIITY€E BIAIYTTS IMapaHoi 1 CTpaxy:

«The malevolent force of the hotel was so powerful it felt like it could crush
them with a single thought»; «Jack felt as if the eyes of the hotel were on him at all
times, watching, judging, waiting» [43, c. 289]

«3n0emucha cuna eomenio Oyia HACMiIbKU NOMYAHCHOI, WO 30AB8AI0C, HIOU
BOHA MOJICE PO3UABUMU IX OOHIEI OYMKOIY; «/[dicex 8i04)8as, wjo oui 2omeio 8eco

yac cmeastcamsv 3d HUM, OMBJZ}ZWLbC}Z, CyaﬂMb, yeKkaroms»

['inepOosia BUKOPUCTOBYETHCS ISl OMUCY BHYTPIIIHIX MepekuBaHb Jlkeka
ToppeHca, MIIKPECIIOIOYM, HACKUIBKM CHWJIBHMM € BIUIMB TOTENI0 Ha MHOro
cBIIOMICTh. OmHC CTpaxy K OKEaHy, L0 HAKOYYETHCS XBUJISIMHU, MEpPEOLIbIILyE
IHTEGHCUBHICTh ~ €MOIIIM, SIKi BIJYYBa€ TMEPCOHAX, MIAKPECIIOIOYN  HOro

0e31MopaIHICTh:



«The voices in his head roared like a thousand angry bees, each stinging him
with painful thoughts»; «The dread was so overwhelming it felt like an ocean

crashing down on him, ready to drown him in its dark wavesy [43, c. 367]

«lonocu 6 tio2o 201061 YU, AK MUCAYA POZTIOUEHUX OOICIN, KOJHCHA 3 SAKUX
aorcanuna mozo oonroyumu oymxkamuy; « Cmpax 0y8 maxkum 6Ceno2IUHAOYUM, WO
30a6anocs, HibU Ha HbLO2O OOPYUIUBCS OKeaH, 20MOBUll 8MONUMU U020 Y CEOIX

MEMHUX X6UTIAX)

['otens «OBepayk» y poMaHi Ma€ HAAMPUPOAHY CHITY, IO MTOCTYMOBO BILIHBAE
Ha MenIkaHiiB. Bin nmpoOymkye HaiiTemHimn 6axkanns 1 ctpaxu J>xekka Toppenca,
BUKOPUCTOBYIOUM HOro CIa0KOCTI, 30KpeMa MOro CXWJIBHICTh 10 arpecii 1
ankoronizMy. Lle Hagae rorento He nuie Ppi3UYHUM, a i MeTapi3UYHUA BUMIpP: BIH

CTa€ BTUICHHIM 3JIa, AKC CIIOKHNBAE€ THUX, XTO IIOTPAILIIE€ B HOTO0 IMaCTKy:

«The hotel consumed him piece by piece, like a predator savors its prey» [43,
C. 457]
«l‘omenv nocnunas 1020 WMaAmMox 3a WUMAMKOM, AK XUMNCAK CMAKY€ CB0I0

3000uUYY.

VY 30BHIIIHBOMY BUIJISIZII TOTEIIO BAXKIIMBY POJIb Y PO3BUTKY CIOKETY BIJIITPae
tomiapiil. Ile kKoxexmis TBapuH 3 JKUBOIUIOTY, SIKY TaKOXX MOYKHA PO3IJIAAaTH SIK
NEePeBICTS TCUXOJOTIYHUX 3MIH, Kl MOCTYMOBO B1IOYyBaTUMYThCS 3 JlekoM.
JIxex 1 JleHHi cTanu CBiIKAaMU TOTO, 10 TBAPUHH 3 TOMIapis MOXKYTh pyXaTHCs, a
OT)K€, Hapa)xaTu repoiB Ha Oe3mocepeHI0 HeOe3MeKy, TaKk caMo SIK 1 pelTy
MEIIKaHIIIB ToTelto. Tomapii onucaHo He MPOCTO AEKOPATUBHI KYIIIi, a HaraayrTh
XMKaKiB, IKi YEKAIOTh HA BiAMOBIAHMI MOMEHT /ISl aTAKH. IX TiJIKH TOPiBHIOIOTHCS

3 KiFT}IMI/I, 10 HaJga€ M arp€CUBHOTO Ta 3JI0BICHOTO BUIJLANY.



«The hedge animals seemed to shift and move like predators stalking their
prey»; « Their branches stretched out like claws ready to snatch at himy [43, c. 508]
«Teapunu 6 sorcusonnomi, 30a6an0cs, pyxanucs, sIK XU*CaxKu, wjo nepeciioyroms

c6010 3000uyy, “Ixui 2inku npocmsazaucs, K Kiemi, 20mosi cxonumu 1020,

Tomiapii HOPIBHIOIOTHCS 3 AHTUYHUMH CTATYSIMHU Ta JIIOJIbU, - CTOPOKAMHU, 1110
3JATHUMH CIIAKYBAaTH 332 MEPCOHAXEM 1 AISTH 3a BiIacHO Bojero. Llypxit nucrts
MOPIBHIOETHCA 3 IIETIOTOM HATOBITY, IO MIAKPECIIOE TAEMHUYICTD 1 CTPaxXITIUBY

aTMoc(epy HaBKOJIO X TOMiapiiB:

«The topiary animals stood frozen like ancient statues, but their stillness was
an illusiony; «They loomed over him like silent sentinels, watching his every movey;
«The leaves rustled softly, like the whisper of a crowd that knew a secret he didn't»
[43, c. 650]

«Teapunu 3 moniapi cmosiu 3acmueni, AK AHMUYHI cmamyi, ane IXHs
Hepyxomicmub Oyna ino3icroy; «Bonu nasucanu nHao HuM, MO8 MOB4A3HI 6APMOSEI,
cmedcayu 3a KOJCHUM U020 pyxomy, «/lucms muxo wenecmino, Hawe wenim

Hamoeny, o 3Hae maemHuyio, SKOI He 3HAB BIH»

Hampukinii pomaHy, OKpiM 3MIHU OCOOMCTOCTI, B1IOYBA€THCS TaKOX 3MiHA
¢b13u4HOI Tpupoan, Kou JIKeK MepeTBOPIOETHCS HA HEBMI3HAHHOTO HEJIOJICHKOTO
MEePCOHAXKA, CTa€ TBAPUHOIO, K 1 Ti, M0 300pakeH1 Ha Tomiapii, IO CBITYUTH MPO

fioro noBHY ieHTH(DIKaIlIO 3 TOTeneM - J[xek Ternep € yacTuHoro «OBepiIyKay.

«Now he was on his hands and knees, his hair hanging down over his eyes
like some heavy animal. A big dog... or a lion» [43, c. 416].
«Tenep 6in cmos6 Ha pyKax i KOJNIHAX, U020 80JI0CCSA 36UCANO UOMY HA OYI, 5IK )

AKOICL 8adickoi meapunu. Benuxozeo nca... abo nesay



VYV TpamunifHOMy TOTHYHOMY POMaHI Momué npopoymea O0e3MoCepeIHbO
CTOCY€TbCS TEPCOHAXIB 1 3a3BHYall € HE3pOo3yMuIMM 1 3ammyTaHuMm. OpHak y
cydacHiit rotuiii KiHra mpopouTBo mepemaeTbcs uepe3 aabOooM, SKHH MICTHTh
icTopito roTento, 1o 3mymrye Jeka aenani OUIbIe YCBIJOMIIIOBATH CBOIO POJIb
nornsinada. Ponp anpboMy mossirae 'y ¢opMyBaHHI 3B'SI3KY MK CHOTOJEHHSM 1
MuHyuM. L yacoBa mpHUHANIEKHICTh Ma€ TEHJCHIIIO 3aTbMaplOBATH MUCIICHHS
TOJIOBHOTO Ieposi, CTABISYM MOr0 B CHUTYalll0, KOJU CTa€ BCE BaXKU€ BIJIPIZHUTU
CBOIO IUIOIIMHY PEaIbHOCTI BiJl Ti€l, IO BTIJIEHA B anbOomi. 3pemToro, Jxkek He
MOKE BIJIDI3HUTH CBOIO DPEAJbHICTh BiJl PEATBbHOCTI TOTENIO0 1, TAKUM YHUHOM,
TIOTpAIUIsie B TACTKY TPU PO3YMY, SIKY Befie 3 HUM «OBEpIyK».

3muToK 3'aBUBCA y J>keka 3 HaCTaHHSIM 3UMH, 110 1 OyJI0 METOI0 TOTENIO -
JIOYEKaTUCsl 3aKpUTTs Jopir, mod ToppaHcu He 3Moriu BTEKTU. Bupizka, Ha
NEPIINIA MOTJIAT HEBAKIINBA, BIJIITPAE 3HAYHY POJIb Y POMaH1, OCKUIbKHU € «IepIIUM
JIOKa30M 3JIATHOCTI TOTEII0 CTIOKYCUTH J>keKa, a TakoX Toro, 110 J[>Kek miagaeTses
cnokyci» [51, ¢. 104]. YuMm Ginbiie J[)kek 3a4apoBY€eTHCS iCTOPIEIO, SIKY PO3IOBiIae
abOOM, THM O1JIBIIIE MOTTMOIIOETHCS HOTO 3B'S130K 3 «OBepiaykomy. JIKek HaBITh
HE MIJI03PI0€ TPO MIACTYNMHUM TIJIaH, KU Ma€ TOTesb, MOoAapyBaBIId HOoMy Iiei
anbOoM. HackuibKM BiH 3Ha€, albOOM - 1€ MOKJIMBICTb JIJIs1 HOTO HAMMKMCATH KHUTY.
Uwutau, omgHak, 3HAE MPO CIHOKYCY, AKY 3IIHCHIOE TOTENb, IO MPU3BOIUTH 0
MOAAJIBIIOr0 OUIKYBAaHHS MOJI1H, 1, TAKUM YHHOM, aJIbOOM BIJIITPaB CBOO poJib. JIKeK
3aHYPIOETBCA B ICTOPiIO0 aJbOOMY HACTIIBKH, 110, AUBIAYMCH Ha ¢oTorpadiro
3anenasioro «OBepiyka» 1950-x pokiB, BOHa «CTHUCKAae HOMY ceplie», 1 B Iied
MOMEHT BIH «YCBIIOMJIIOE BCHO TJHUOMHY CBO€1 BIJAMOBIAAIBHOCTI TEpe.
“Osepiykom”. Le Oyito maiixe sIK BIAMOBIAAIBHICTD mepes icTopietoy [43, €. 175].
Came ToAi roTeNb BUPIIMB, 110 J[>)KeK rIHUNA CBOTO 3aBAaHHS 1 IPOPOLTBA, 1 HOMy
JTI03BOJICHO MOOAUUTH HEACHY icTOpito «OBepiiykay 1, B IEBHOMY CEHC1, CBOE BJIACHE
MailOyTHE.

[Tizuime, xonu Bewal nepepuBae HWOro YWTaHHS aab00My, BiH IIBHJIKO

BIITAISIETHCS BT CBOET CIM'T. SIK TIJILKH BiH 9y€ CBOE iM'sl, ITI0 JIYHAE 3 BEPXY CXOJIIB,



BiH TOYMHAE TIOBOJAUTHCS 3araJIKOBO 1 «II0YaB, Mali’ke BUHYBATO, TakK, HIOM BiH MUB
MOTAWKH 1 BOHA BiTuye 3amax BUmutoro» [43, c. 181]. ITopiBHAHHS MiXk aab00MOM i
aJIKOTOJII3MOM BKJIMBO MIAKPECIUTH, OCKUIBKA «OOHJBAa BUMHKH BIIOYBaIOTHCS
Ta€EMHO, OOM/IBa BUKJIMKaIOTh y J[>keka BHCOKHI piBeHb 30Yy/KEHHS 1 MOYYTTA
MIPOBUHM, OOWJBAa € XPOHIYHMMH 3BUYKAMU HACWIBHHUIIPKOI 1 JECTPYKTHUBHOI
MOBEIIHKH, 1 00HMIBa CBiZIoMO BUKIIO4Ya0Th Benmi» [51, ¢. 113]. IIpoTsaroM ycboro
pomany J[»kek oCTYIOBO IIPOSIBIISIE BC1 03HAKH aJTKOTOJIiI3MY, OKPIM, 3BICHO, CAMOTO
nusnTBa. [[pudrHOO MBOTO € Te, 10 BiH HE Ma€ MOTPEOH B AJIKOTOJTi, KOJIA Y HBOTO
3'SIBJISIETHCS. HOBA 3aJICKHICTh — HOTO allbOOM, TAKUM YHHOM «BIH BXKE€ MPUETHABCA
JI0 JIaB TIPUBU/IIB TOTENIO, X0Ya I11€ ¥ HE 3Ha€ Mpo 11e, 3poouBin OBEPIyK (...) CBOIM
ncuxoJiorivHuM gomom» [47, €. 20]. Jkek ToTOBUE 3irpaTH Oyab-siKy poOJib, a0bu
3aXHUCTUTH CBOIO TAEMHHINIO, BKIFOYHO 3 HEMOBArol 10 JIPYKUHH, CHUMYITIOIOUN
CeKCyalibHe 30y I>)KeHHS, 11100 BOHA HE 3HAMIIIA aTbOOM.

Po3kpuBaroun nmpuXUIBHICT MOIEPEIHIX BIACHUKIB Ta JOTJIAIA4YIB TOTEIIO,
HOro «MEHEIHKMEHT» X04€ HAIUXHYTH Ty caMmy BianaHicTh y [[xeka. Konu icropis
MOBTOPIOETHCS, [[KeKk Bce O1Ibllie TOTOBUI MOXKEPTBYBATH BCE 3apajid TOTENIO, SIK
11e poOUJIH 1HII YOJIOBIKHU. [pOHIsl poMaHy ToJIsSIrae B TOMY, 110 «MOJII0HO J0 TOTO,
AK BJIACHUKHM “‘OBepiyka” CTaJIM HOTO BIIACHUKAMH, TOTENb 3PEIITON CTa€
ocobuctum omnikyHom Jlxxeka ToppeHca, yocoOI0r0uu HOTO HAUTEMHIIII MOTHUBH 1

11e OUIbIIe MAPUBAIOYHN HOTO KPUXKI POAUHHI 3B'S3KH .

“He slipped a hand over her taut, jeand-clad bottom with counterfeit lechery
(...) As they went through the arch, he threw one glance back at the box where the
scrapbook was hidden. With the light out it was only a shadow. He was relieved he
had gotten Wendy away. His lust became less acted, more natural, as they
approached the stairs” /43, c. 182]

«Bin npogis pykorw no ii niomsenymomy, 0OMASHYMOMY ONCUHCAMU HU3Y 3
Ganvuueoro posnycmor (...) Koau 6onu npoxoounu Kpize apky, 6iH KUHY8 OOUH

noensio Hazao Ha KOpooKy, Oe OV8 3ax08aHutl aibbOoM. YV eumknenomy ceimii ye dyna



Jiuue minb. Bin iouye nonecuienns, wo 8iosie Benoi nooani. Hoeo xmusicms cmana

MeHW HA2PpaHoto, OLIbW NPUPOOHOIO, KOJIU BOHU HAOIUBUTUCS 00 CX00i8»

be3nepepBHO MOBTOPIOIOYM TOJ1i, TOTENb BPELITI-PEINT 3HAWIE IIE OIHY
KEPTBY, 1 TAKUM YHHOM 1cTOPist «OBEpIIyKa» MOMOBHUTHCS I1I€ OJIHI€I0 (PaTaabHOIO
icTOpi€ro, sika 3HOBY Oyjie MOBTOpIOBATHUCS O€3 3YNMUHKU. TOMYy €IWHHUMA Crocio
3YNUHUTHU TPAriuyHy 1CTOPIIO FOTEIO - 3pYWHYBATH MOT0, 1110 BPEIITI-pelT 1 poOJISATh
Henni, Benni 1, moxnuBo, cam J>ek. [IpopouTBo BpemTi-peliT He BUKOHY€ETHCS,
OCK1JIbKU TOTEJIb TUHE Y BOTH1, Pa30M 13 3allUCOM Ta HOT0 1CTOPi€l0, 1 HOT0 MICTUYHA
1CTOpIS HAPEUIT] 3aKIHUYETHCS.

VYci repoi pomaHy € TUIIOBUMHM MEpPCOHaXaMU TOTWYHOI Tpamuiii. ['epoit y
TOTHYHIA JITepaTypl 3a3BUYall Takox € juxoxgiem. Ilomryku 3a00poHEHOI cuin
MPU3BOAATH /10 13011111 TepCOHAXka B1J] 1HIINX 1 IEPETBOPEHHS HA MOHCTPA, a OTXKE,
no woro mamiHHs 1 3arubeni. CriBeH KiHnr 3HaiioMuTh Hac 3 KUTTAM JIKeka
ToppeHca, sIKuii 11€aJIbHO MIAXOAUTD M1l ONMUC TOTUYHOTO JIMXO/IisI, OCKIIBKHA BiH
«OJTHOYACHO BUKJIMKAE HAIIll CUMIIATII 1 )Kaxa€e HaC CBOIM MOCTYIIOBUM CXOJKCHHSIM
10 6osxeBiuI» [3, €. 92]. FoTHuHwMIA TMXOAiH pOOUTH CBITOMUI BUOID, SIKHH CIIpHUSIE
Horo camo3nuinieHHto. Kinr onucye tpareniro ToppaHciB, «Marouu Ha yBasi, IO
pillIeHHSI, sSIKe TIOBUHEH NMPUNHATH J[KeK, € pillIeHHsM, SIKE UTIOCTPY€E CBOOOTY BOJIL,
0 BIH MOBUHEH CHOPMYIIOBATH, 110 HE TaK B TOTel 1 3aJIMIIUTH HOTro, abo
migmarucs 3ay» [68, ¢. 234].

barato mepconaxiB Kinra crtBopeHi mij BIUIMBOM 30BHIIIHIX CHJI, SIKi
EKCIUTYaTyI0Th B)KE€ ICHYIOUl claOKocTi mepcoHaxka. OJHUM 3 HaWsACKpaBIIIUX
OpUKIaAiB 1mporo € JIKeK, MUChbMEHHHWK, SKUA BIAIITOBYETHCSA Ha POOOTY
norisgadeMm rorenno «OBepiyk». IIpotsrom ychoro pomany Jlkek OopeTbes 3i
CBOIMM BHYTPIIIHIMHU JIEMOHAMHU — aJKOT0JII3MOM, XapaKTEpPOM 1 CIIOTajamMu Mpo
CBOTO JKOPCTOKOTO OaThKa-aJakorojika. ['oTens MOBLILHO TepeTBOproe JIkeka 3
rOJIOBHOTO Ieposi pOMaHy Ha MOro aHTaroHicTa, MOCHJIIOIOYM HOro JIEMOHIB, SIKi

Oy Jemo MpUXOBaHi JI0 TOTO, SIK BIH CTaB JOTJsAAa4eM. [CTOpis MOYMHAETHCS 3



OMuCy cmiBOeciAM Ha mocady norignayda. Bim camoro mouarky Jkek 3aiimae
00OpOHHY TIO3UIIII0 TI0 BITHOIICHHIO 70 MMaHa YJIbMaHa, X04a caMe BiH IpHMae
pimenHs Big camoro nodatky Jl)ek 3aiiMae 3aXMCHY MO3UIIIIO MO BITHOIICHHIO J0
naHa YJibMaHa, Xo4ya caMe BiH IIpHUiiMae pilieHHs npo Te, uu faBatu Jkeky poOoTy,
gy Hi. [licnst 3BUTBHEHHS 3 POOOTH BUYMTEINS, JKOPCTOKOTO MOBOKEHHS 3 CIM'EIO,
O0pOoTHOU 3 AJIKOTOJII3MOM 1 3arajbHUX XUTTEBUX HeBlay y Jlxeka zamuuimnacs
jauiie ropaicTb. OJHAK «TOPAICTh y TOTUYHOMY CBITI MPHUPIBHIOETHCA A0 Tpixa 1
HEMUHYY€ TPU3BOJUTH 10 KaTacTpo(du. K cripaBkHIi TOTUYHUH IEpCOHAXK, [KeK,
CIIOBHEHHI TOPIMHI, IPSIMY€E 10 BJIacHOT 3arudeni» [68, c. 232].

Y peTpocneKkTHBI pOMaHy YUTa4 MOJKE JII3HATHUCS PO TUTUHCTBO J[XKeka, sKe
Oy70 «3aTbMapeHe M'STHOI0 MOPOYHICTIO HOro OaThka, IO BKJIOYanda B cebde
HACHJIBCTBO HaJ APYKHUHOIO 1 TiTbMu» [8, €. 98]. He3Bakaroun Ha xapakTep CBOTO
Oarbka, MajeHbkui [[Kek 3aBk/11 3 HETEPIIIHHAM YeKaB Ha OaThKa IOAHS 1 JIFOOUB
HOro HaBiTh TOJI, KOJU HOTO BXKE HIXTO HE JOOMB. Y BHIAJKaX >XOPCTOKOTO
MOBO/UKEHHA 3 JITbMM MaTh Jlkeka MIATBEpAKYy€E pO3MOBiAlI Horo OarbKa.
[ToniOHICTh OYEBUIHA, SKIIO MOPIBHATH 11 3 XKUTTIM J0pOCcioro Jeka, Kojau BiH
CTaB I'SIHUIICIO, YUsI OCOOMCTICTh PO3PUBAE HOTO CIM'I0 HA IIMATKH. Takox, sK 1
matu Jl>xeka, Benal miarBepkye po3noBiap J>keka mpo Te, M0 BiH 3J1aMaB PyKy
Jlenni, a omke, myx Oarbka mpojoBxkye kuTu B Jlkeky. Hacammepen [[xeka
I[IKABUTH IT'€Ca, Ky BIH X0U€ HAIUCATH, 1 TOJIOBHA IPUYKMHA, YOMY BiH BJIAIITYBABCS
Ha 110 poOOTY, - 116 MOXJIMBICTh 3aKIHUUTHU 1i B CIOKOi, 0€3 KOJHUX TMEPEHIKO/I.
[Ipore Bce 3MIHIOETBCS, KOMM BIH 3HAXOJIWUTh allbOOM Ta ICTOPII0 TOTEIIO
«OBepayk». ['otens miapuBae ncuxiky Jkeka 1 mepeHamnpanisie HOro eHeprio Bij
n'ecu 10 caMoro cebe, TaKUM YMHOM 3HOBY BITUMHSIOYHM JIBEPi, 110 HACEJSAIOTH
KiMHATy, MOBHY MoHcTpiB [51, C. 108].

TuroBorw roTHYHOIO repoinero MoxkHa Ha3zBaTH 1 Benai Toppenc. Sk 13 ycima
IHIIMMHU acrieKTamMu ToTuku, KiHr 1ae MoziepHi30BaHy BEpCito TOTUYHOI TepOiHi, sKa
BTUIeHa Y Benai Toppanc, mo0iis4iii MmaTepi Ta BijiJIaHii APYKUHI, IKa «BUPOCTIA B

TiHI cBO€I HeHaxkepimBoi Matepi» [68, C. 98]. Bona «mixna, Becena, emoliliHa,



JlypHa 1 JOMUTIMBA — BC1 Tl PUCH, K1 HaMarajaucs MpuOoOpKaTH B HiH, 1 BCl Ti, sIKi
HEOOX1/IHI TOTUYHIN repoiHi, 00 MOTPANUTH B XaJIeMy 1 MiAKOPUTHCS YOJIOBIUiH
Baaai» [70, c. 780]. BiamoBigHO 10 YMOBHOCTEH, BOHa «OisBa, BPOJUINBA,
yB'sI3HEHA B JAOIPUHTAX TOTUYHOTO 3aMKY», MA€ IUTAUYl PUCH XapaKTepy, JTOOUThH
CBOT'O YOJIOBIKA 1 BUSIBJISIE 10 HHOTO TOKIpHICTH [4, C. 92]. ¥V Hei € Oe3niu npuynH
MOKWHYTH YOJIOBIKA, BKIIIOUAIOUM THIUICHT 13 3aJJaMaHOI0 PYKOIO CHHA 1 YUCIICHH1
criajaxu THIBY, 1 BCE K BOHA HE 3aJIUIIAE HOTO 1 KHEMIOXUTHO, aJIe HEpIIIyde CIIiAYye
3a yoJtoBikoM B OBepiyk» [68, €. 98]. Sk i roTruHi monepeaauii BeH i, BoHa TaKoX
Mae cIadKICTh 10 Oa)kaHb CBOT'O YOJIOBIKA, SIK KOJIM BOHA Kaxe: «SIKII0 LbOoro xoue
TB1i OaTHKO, TO IILOTO X0OUY 1 51», — PEUEHHS, HAJl SIKUM JlyMaJjia He3JI14YE€HHA KUIbKICTh
TOTHYHHUX Tepoinb a0 Hei [43, ¢. 30]).

[TprnunHOI0, 4OMY BOHA 3JIMIIAETHCS Y HUTFO01 Maiixke 6e3 JIF000BI, € 11 TOUyTTs
000B'A3Ky. BoHa MOCTIMHO BiuyBa€ MPOBUHY 3a PO3JIy4deHHS OAThKIB, aje, KpiM
Toro, JIkek mayke MiATpUMYyBaB ii CTOCYHKH 3 Marip'to, 1 came BiH JOIMOMIT il
3pO3YMITH, 1110 11 Kpalie TpumaTucs rnojaii Bij Hei. He3Baxkarouu Ha ii mpoOiemu 3
Jl)xexoMm, BiH OyB MOpydY, Koiau y Hei Oynu mpoOieMu, 1 BOoHa BiguyBaja cebe
3000B'13aHO0 BIJIMIJIATUTH WOMY THM e 1 He 3ayumaTty J[eka B CKpyTHUH st
HBOTO yac. [ Xxoya BoOHa BUpILIY€E 3aNMIIATHA MOro MICisl IOro crnanaxy HacUibCTBa,
BOHA BCE K IEpeIyMye IIicis panToBOTO MOKpalleHHs MoBemiHku Jlxkexa. Ii
HEPIIIYYICTh Jielb HE KOIITYE CHUHOBI KHUTTS. XOua BOHA YCBIJOMIIIOE HOTroO
HEJI0JIIKH, BOHA «ITHOPYE HECTa0lIbHY MOBEAIHKY J>keka, Horo He3AaTHICTh MTUCaTU
1 HaBITh 3pOCTAIOYYy Ii03PY, 110 BiH 3HOBY m'e» [62, C. 262].

OTxe, B IEBHOMY CEHCI, BOHA TAKOK BUHHA Y Bi1acHOMY HemacTi. Oqnak Benai
HE MOKHA 0XapaKTEPU3YyBATHU K TUIIOBY TOTHYHY T€POTHIO, aJPKE€ «BOHA MOCTYIIOBO
NICPETBOPIOETHCS 3 HE3aJICKHOT IIBUMHM Ha 3piity )KiHKy» [68, . 99]. He3pakarouu
Ha Te, IO 11 10 Oyja BU3HAYEHA 3 CAMOTO MOYATKy, OCKIJIbKM BOHA € TOTUYHOIO
repoiHer0, BOHA MOKA3y€e YUTAuEBl, L0 «IIIAJATUCS 3]y - L€ HE €IMHA MOXKIIMBA
BINOBIAL Ha 3510» [68, €. 99]. Xoua BoHA MoYMHAE SK JOBipiMBa 1 Oe3mopaaHa

niBuMHA B 0111, came 11 MaTEPUHCTBO CIOHYKA€ ii OOPOTUCS 3 MEPEIIKOJaMu, SIK1



CIIOBUIBHIOIOTH 11 Ha NUISIXY /10 BMIXKMBaHHA. Y HEl HEMae HIKOTO, XTO MIr Ou iif
JOTIOMOT'TH, aJK€ €MHA JIIOINHA, Ha SIKY BOHA MOYKE ITOKJIACTHUCS, - 1I€ JIFOINHA, KA
HaMaraeTbcs 3aBIATH IMKOJW 1 1d, 1 11 cuHOBI. Y TOM 4Yac sik JIKEK MOCTYymoBO
OTOTOXHIOE cede 3 «OBepaykomM» 1 HOro OJIepKUMICTh 3pocTae, BeHl «akTHBHO
BiJIKHJIA€ JOMIHYBaHHS TOTENIO» [52, €. 96]. [Ticis Toro, sk Bee 3akiHumiIocs i Benmi
ta Jlenni HapemTi B Oe3merni, ik ["ayutopaH IUTUTBCS CBOIMH AYMKaMH MO0

IICUXOJIOTIYHOTO >KOpociianHsa Benui:

«She looked older, and some of the laughter had gone out of her face. Now, as
she sat reading her book, Halloran saw a grave sort of beauty there that had been
missing on the day he had first met her, some nine months ago. Then she had still
been mostly a girl. Now she was a woman, a human who had been dragged around
to the dark side of the moon and had come back able to put the pieces back together ».
[43, c. 493]

«Bona suensoana cmapwioro, i cmix 3uux 3 ii 061uyus. Tenep, Koau 6oHa cudina
i wumana ceoro kuuey, Xaniopaun nobawus y Hiil my cepuo3ny kpacy, siKoi e 6yno 6
OeHb, Ko BiH enepuie 3ycmpis ii, oeg'smv micayie momy. Tooi éona Oyna we
30ebinbuioco disuunoro. Tenep 6ona Oyna HCIHKOIWO, HOOUHOIO, SK)Y 3AMACHYN0 HA
memnuti 0ik Micays, ane sKka nogepHynaAcs i 3mo2na 3iopamu 6Ci WMAmMouKu

OOKYnuY.

HaiiGinpmr  migKpEeCcIeHo  XapaKTEPUCTUKOK TOTHYHOTO pOMaHy €
CTUMYJIOBAaHHS Ta JEMOHCTpAIlisl CTpaxy, MOTOPOIIHOTO, J>KaXJIWBOTO Ta
3JIOBICHOTO, MO0 3J€OUTBIIOTO 3MIMCHIOETHCS 3a JOTMOMOTOK HAAMPUPOIHUX Ta
nigHeceHux exemMeHTiB. KiHr peaii3yBas 1110 0COOIMBICTh pOMaHy TOJJOBHUM YHHOM
yepe3 00pa3 [enni ToppeHca, M'STUPIYHOrO XJIOMYUKA, SIKUM Ma€ 31aTHICTh CSSITH;
IHIIMMH CJIOBAMHM, BIH 3/1aT€H YWTATH IyMKH, OauyuUTH MaiOyTHE 1 TeIemnaTH4HO
CHUIKYBAaTUCA 3 THUMH, XTO TakoX cse. KiHr BUKOpHCTOBYe 3maTHICTH [leHHI

nependadaTy MaildyTHe, 1100 TPUMATH YUTaya B O4IKYBaHHI MalOyTHIX MOJIN, IO



CTUMYJIIOE Ta MOCUJIIOE JKaX 1 MOXMYPICTh. 3JaTHICTh JleHHI cAATH BU3HAYA€E HOTO
JIOJTIO 1, «BIJIMTOBITHO, BIH OTPUMY€E HATSKH HAa MailOyTHI BUMPOOYBAaHHS 3aJJ0BTO J0
Toro, sik norparisie B OBepayk» [52, ¢.319].

Bin He 30BCiM po3yMi€ CBOI BHJIIHHS, aj€ BIIUyBa€ 3JIOBMHUCHICTh IXHBOTO
3MICTY 1 3 CaMOro IMOYaTKy Heoxode Hie 10 roremo. JIeHHI MOXKHa pO3TIIsiiaTé
pajlie sK clocTepirada, aHiX ydacHHKa ictopil. oMy Maibke Hidoro He
PO3MOBIIAIOTH MPO TE, 1110 BiAOYBAETHCS HABKOJIO. X0Ya BIH MOXKE YUTATH AYMKHU 1
«3a3UpaTy B MallOyTHE», BIH HE MOKE MOro 3p03yMITH, & HaBITh KOJIU PO3YMIE, TO
HE MOJKe JISITH BiANOBITHO 10 11boro [68, €. 96]. Onnak Bin kinye [lika ['enmopana
Ha JOTIOMOTY 3aBJIIKH iXH1{ CITUIbHIN 3JATHOCTI CAATH HAIPUKIHIIL, 1 1€ €UHUH pa3,
KOJI1 JIeHH1 BTpy4a€eThCsl 1 pOOUTH 1IOCh, 11100 3MIHUTHU X1/ CIOXKETY.

Kpim Toro, npucytHicTh JleHHi B «OBEpIyKYy» € TOJOBHOIO MPUYUHOIO TOTO,
1[0 TOTEJIb PAlTOM CTaB OUIBII KHUBUM, HK OyAb-KOJU: BIH X0ue, 100 Horo cuia
30UTBIITMIIA MOTO BiIAcHy. 3 OTJISALY Ha 1ie, JleHH1 3MyIIeHui JOPOCIIIIATH MIBHUIIIIE,
HDK nependavarnocs. BiH BiuyBae CHOKYCYy 3ITKHYTHCS 31 3JI0M, 1110 XOBAa€THCS B
«OBepITyKy», 1 «I11 CIIOKYCH MPU3BOJIATH 10 HEIPUEMHOCTEH, @ TAKOK JIONIOMAraroTh
HOMYy OTOTOKHUTH ce0e 3 BIIACHUMU JeMOHAaMH OaTbka — MOJKIIHBO,
HaifHeOe3neuHine BUMpoOyBaHHs Ha Horo nuixy» [60, ¢. 171]. 3pemroro, Koau
JIKek Kaxke oMy TIKaTH MICIISI TOTO, SIK HOr0 HaMarajaucs BOUTH, BIH €IMHHH, XTO
MOJK€ JTOCTYKATHCS 70 CBOTO CIIPaBXHBHOTO OAaThKa 3CEpEeANHN MOHCTPA, Ha SKOTO
MepEeTBOPUB MOT0 rOTEb. 3 YCBIIOMJICHHSIM YyCiX MPUTOJ, SIKI HA HHOTO YEKAIOTh,

1151 JIHHI panToBO HACTA€E JOPOCTICTD:

«Danny stood without moving. There was no place he could run where the
Overlook was not. He recognized it suddenly, fully, painlessly. For the first time in
his life he had an adult thought, and adult feeling, an essence of his experience in
this bad place — a sorrowful distillation: Mommy and Daddy can’t help me and I'm
all aloney [43, c. 476]



«/lenni cmoss, ne pyxarouuce. He 6yno inuozo micys, kyou 6 8in mie nobiemu,
okpim «Osepnykay. Bin yceioomue ye panmogo, noguicmio, b6e3oonicHo. Bnepuie 6
ACUMMI Y Hb020 3'6UNACS OOPOCIA OYMKA I 00pOcie NOUYymms, Cymv 1020 00C8i0)y
8 YbOMY NO2AHOMY MICYl — CYMHUU 8UCHOB0OK: Mama i mamo He MoxHcymov MeHi
oonomozmu, i 51 3086CIM OOUH »

[IpoTsirom pomany JleHHi AIHCHO JTIOPOCIIIIAE, ajie i CBOiX OAaThKIB BiH BCE
e 3aTUIIAEThCS M'ATHPIYHUM CHHOM, YHS JyMKa HE JOPIBHIOE CYIKCHHIM
nopociux. TomMy HOro BHJIIHHS >KaXJIMBOIO MalOyTHBOIO HE CHPUUMArOThCA
CEpHO3HO, 1 BIH ONMUHAETHCS B macTii B OBepiiyKy MpoTH CBOET BoJii. Pazom 3 Tuwm,
YyyTay CIiBUyBa€ HOMY, aJI’K€ BC1 MOI1i, 1110 B1I0YBAIOThCS, BPEIITI-PEIIT, I0BOSATh
roro poauHy g0 OoxeBiuig. Crpaxu JIeHHI TIOCTYNOBO 3aMIHIOIOTHCS
3arajbHOJIIOICBKUMU CTpaxamH, 3 SIKUMH 4YWTad MOKe ceOe 11eHTU(IKYBaTH:
«cTpax nepen 0aTbKOM, HEBIJOMICTIO 1 OCOOJIMBO Mepes NOTBOPHUM IPOTECKHUM
BUPOJKOM, SIKMM, mounHaroud 3 JDkekima 1 Xaiijma, iCHye B HaMCTpPAIIHIIIIOMY
NBIMHHUKY KOXHOT ronuHu» [41, €. 60]. Bech poMan — 11e “TaHens” MiXX MHHYJIUM,
TenepinHiM 1 MaitOyTHIM. SIk Bke OyJio cKa3aHO, MUHYJIE 1 TEEPIIIHE MOB'A3aH1
yepe3 alib0oM, B SIKOMY 300paXkeH1 KOJIMIITHI MO, IO IUKIIYHO MTOBTOPIOIOTHCS. 3
inmoro Goky, JIeHHi — Iie 3B'30K MiK TemepimHiM i MaitGyTHiM. Moro csiiBo
JI03BOJISIE HOMY TIepeAdIyBaTH MOI1, K1 I11€ MalOTh BIIOYTHUCS, 1 caMe 1€ pATY€E HOTO
BiJI 3aCTpsAraHHs B KOJII 4acy, sIKE€ Y€Ka€ Ha HbOTO, SIKIIO BiH CTaHE YaCTHHOIO

T'OTCJIIO.



PO3/11 I1L.
PO3POBKA AHIVIOMOBHOI'O ®AKYJIbBTATUBHOI'O 3AHSITTS HA
TEMY: «PAINTING: THE CONCEPTUAL SPACE OF WILLIAM
BLAKE'S 'HECATE '«

3.1. Crpykrypa (pakyJIbTATUBHOIO 3aHATTHA

Kuonuc Binbsima brelika, sk CTOSIB y BUTOKAaX TOTHYHHUX Tpaaulliid B
aHIJIIChKOMY OOpPa30TBOPUOMY MHCTELTBI, PEKOMEHJOBAHUU J10 PO3IJSAY B
nporpami 3 3apyOikHoi Jiteparypu MOH Vkpainm mna 10-11 knaciB piBHA
CTaHJapTy Ta MpoPuUII0 B paMKax MDKIUCHUIUTIHAPHUN CTyIid. AHami3 Horo
TBOPYOCTI JO3BOJIHUTH PO3IIMPUTH YSBJICHHS MPO €CTETUYHI MPHUHLIMIH 1 XyA0KHI
MPUIOMH KaHPY XOPOPY B aHIIIO-aMEPUKAHCHKIN JliTepatypi Ta skuonuci XIX-XX
CT.

Mera ¢akynpratuBHOTO 3aHATTS «Painting: The Conceptual Space of William
Blake's 'Hecate'« - o3HalOMUTH CTyAEHTIB 3 JKMBOIHCOM Bimbsima breiika,
MOTIUOUTH PO3yMiHHS (P1IOCOMCHKMX 1 CUMBOJIIYHUX aCHEKTIB WOro TBOPIB Ha
npuKIaail KapTuHu «I'exkata» Ta po3BUHYTH 3AaTHICTh aHAJI3yBaTH XyA0KHI poOOTH
3 TOUKH 30pY KOHUENTYaIbHOIO 1 KyJIbTYPHOTO KOHTEKCTY.

3aBaaHHA:

1) HocmiauTtu OaraTorpaHHicTh cnamumHd B. brelika sk  XyJ0XKHHKA,
PO3TIISIHYBIIY BILTUBU MioJiorii, MicTHKH 1 ¢isocodii Ha oro podoTy «I'exaray,
2) BuBYMTH eleMEHTH KOMIIO3MIIii, KOJIbOPOBY Tramy, o0Opa3u Ta CHUMBOJIIKY
kaptunu B. brietika «I'exaray, 1i 3B's130K 13 Midamu 1 iepekoHanHssMu biieiika;

3) PO3BUTOK KpUTUYHOTO MHUCJEHHS LIKOJSPIB B MPOIECI 0OrOBOpeHHs, sk bieiik
BUKOPUCTOBYBAB XYJOXHI MPUHOMH Ui mepenadl ied 1 CTBOPEHHSI 0COOIUBOT

aTMocdepu;



4) TlpoBeneHHs IpynOBOTO OOTOBOPEHHS 3 IHTEPIPETAII€I0 TEXHIYHUX MPUMOMI Ta
iIeil uid CTBOPEHHs aTMocepu «Xopopy» B paMKax TOTHYHOI Tpaaulli,
BUKOPHUCTAaHUX B KapTUHI «I ekatay;
5) IlornuGieHHs 3HAHB 3 AHTJIIHCHKOI MOBU YYHIB MPO]IIBHOT IIKOJIM B paMKax
MIPOBENICHHSI AHTJIOMOBHOTO (DaKyJIbTATUBHOTO 3aHSTTH.

Metoau npoBeaeHHS 3aHATTS:
1. Jlexyis-npezenmayisa nns npenctaBieHHs Oiorpadii Binbsama brelika, ioro
NOTJISIZIIB HA MUCTELTBO Ta aHaI3y KapTUHU «I exartay.
2. Bizyanonuii ananiz npu po3risal KapTHHU 3 aKIIEHTOM Ha KOMIIO3HIIii, CBITIII,
KOJIbOpPAax, €EMOLIMHOI 1 CHMBOJIIYHOI 3HAYYIIOCTI.
3. I'pynosa Ouckycia nns OOMIHYy JyMKaMH Ta I1HTEpHpETalisiMd CUMBOJIIB,
300paK€HUX HA KapTHHI.
4. [lpaxmuune 3asoannsi (Creative Writing), moB’si3aHe 3 KOPOTKHM OITMCOM
BpakeHb, OTPUMAHUX B1J KapTUHU breiika.

5. Haounicmy: noptpet B. brelika, penpoaykitist kapTuau «I ekaTta.

Proceedings of the optional session
1. Introduction (5-7 minutes)
Presentation of the lesson topic
Brief biography of William Blake
Overview of his significance as an artist and poet
2. Introduction to the painting «Hecate» (10 minutes)
Display of the image
General description of the composition
Explanation of who Hecate is in Greek mythology
Characteristic features of Blake's artistic style
Comparison with other works by the artist
3. Analysis of the conceptual space of the painting (20-25 minutes)

Symbolism of Hecate's triune form



Meaning of the attributes held by the figures
Interpretation of the surroundings and background
Color palette and its significance
4. Discussion (10-15 minutes)
Discussing the painting's impact on the viewer
Students' interpretations and impressions
5. Summary (5 minutes)
Recapitulation of key points from the lesson
Reflection: what new information students learned about Blake and his work?
6. Homework. Creating a sketch or short description of student's own

interpretation of concepts in William Blake's painting «Hecate.

3.2. Methodological Guidelines for Discussing the Conceptual Sphere of
W. Blake's Hecate

Concept 1: The Triple Goddess

In William Blake's painting «Hecate», the concept of the Triple Goddess stands
as a central element, deserving of a thorough exploration. This image encapsulates
a rich blend of mythological, symbolic, and philosophical dimensions, which unfold
through the visual elements and profound symbolism inherent in Blake's work. To
begin with, Hecate's mythological context is rooted in ancient Greek mythology,
where she is known as the goddess of magic, crossroads, and the underworld. She
embodies a power that spans the earth, sea, and sky, represented in her triple form.
This triune depiction symbolizes her dominion over the three realms and her
pervasive nature, uniting different worlds.

Blake portrays Hecate through three figures that symbolize her multifaceted
identity. The positioning of these figures and their interconnection reflects the
complexity and depth of the goddess’s image. Each figure represents an aspect of

the whole, simultaneously embodying different facets of the same entity. Art



historians agree on the interpretation that Hecate's back depicts Adam and Eve, or
the male and female essence of man. These attributes deepen the viewer’s
understanding of the mythological context and philosophical significance of the
image, highlighting Hecate’s role in governing life, death, and the transitions
between worlds. Blake’s portrayal of Hecate differs from traditional depictions. His
approach is imbued with his personal philosophy and mysticism, giving the painting
a unique resonance. This might reflect his views on the nature of time and eternity,
as well as the interaction between the spiritual and material worlds. Color plays a
vital role in conveying the ideas and mood of the painting. Blake uses his color
palette to either differentiate or unify the aspects of the Triple Goddess. The overall
color scheme creates a specific atmosphere, enhancing the symbolic weight of the
work.

It is interesting to compare how Blake's depiction of the Triple Goddess relates
to other artistic interpretations. The theme of multiple aspects of a single entity
appears frequently in his work, demonstrating his deep interest in exploring the
boundaries and interactions between different states of being. The concept of the
Triple Goddess as presented by Blake has had a significant influence on subsequent
art and literature. This image continues to inspire contemporary artists and thinkers,
maintaining its relevance even today. Interpretations and adaptations of this concept
can be found in various cultural contexts, underscoring its profound and lasting
impact. Thus, examining the concept of the Triple Goddess in Blake's «Hecatey
reveals a wealth of mythological, symbolic, and philosophical layers that make this
work both unique and meaningful.

Concept 2: Male Hands and Feet

The presence of male elements in William Blake's painting «Hecate» introduces
an intriguing and often overlooked dimension that adds layers of complexity to the
artwork. A closer examination of this concept reveals the depth and significance of
these elements within the broader context of the painting. To begin with, the location

and positioning of the male hands and feet in the painting warrant attention. These



elements stand in contrast to the female figures of Hecate, creating a visual tension
that adds to the overall dynamic of the composition.

The inclusion of male elements in a predominantly female representation invites
various interpretations. One possible reading is that they symbolize the duality and
balance between masculine and feminine energies, suggesting a deeper harmony
within the apparent contrast. Exploring the mythological context, these male
elements might be connected to myths involving Hecate and male figures.
Additionally, they could reference other mythological narratives, enriching the
painting's symbolism and adding layers of meaning.

The decision by Blake to incorporate these male elements is particularly
noteworthy. This choice could align with or even challenge his typical artistic
approach, offering insights into his broader philosophical and creative intentions.
From a compositional standpoint, these male elements play a crucial role in the
overall structure of the painting. They might guide the viewer’s eye or create visual
tension, contributing to the painting's intricate balance and flow.

The inclusion of male hands and feet might also carry philosophical
implications. They could represent the contrast or interplay between the physical and
spiritual realms, or perhaps concepts of transformation or transcendence, adding
depth to the viewer's understanding of the artwork. Blake’s rendering of these male
details in comparison to the main figures is also significant. His use of light, shadow,
and line could either emphasize or subordinate these elements, influencing how they
are perceived within the painting.

A comparative study with Blake’s other works reveals that similar motifs appear
throughout his art. Comparing these elements with how other artists of the period
depicted gender in mythological scenes can further contextualize Blake’s approach.
The presence of male elements in «Hecate» opens up a range of interpretative
possibilities. Scholars have proposed various views on their significance, suggesting
that multiple, even conflicting, interpretations can coexist, reflecting the painting’s

rich complexity.



Finally, considering the cultural and historical context, these male elements may
reflect the gender roles and perceptions of Blake’s time. The way this aspect of the
painting has been received and interpreted over time also highlights its evolving
significance in art history. This detailed examination provides a comprehensive
framework for discussing the intriguing presence of male hands and feet in Blake's
«Hecate». It allows for a deep exploration of both the artistic choices and the broader
implications of this unexpected element in the painting.

Concept 3: Hecate's Look

The analysis of Hecate's look in William Blake's painting is essential to grasp
the emotional and symbolic depth of the artwork. By exploring various aspects of
her appearance, we can uncover the layers of meaning embedded in her portrayal.
The facial features of Hecate are central to understanding her character in the
painting. Her gaze direction and intensity are particularly telling, potentially
conveying a serene, intense, or mysterious emotional state. The interpretation of
these expressions can reveal much about her role and presence within the artwork.

A detailed examination of Hecate's eyes is crucial, as they often hold deep
symbolic meaning. Blake may have portrayed her gaze as all-seeing, penetrating, or
hypnotic, reflecting her otherworldly power. The way Blake renders her eyes could
emphasize her dominion over the mystical realms and her connection to the
supernatural. The depiction of Hecate’s multiple faces is another significant aspect.
Each face might differ in expression or align to create a unified representation of the
goddess. The symbolism behind these varied expressions could illustrate different
aspects of her personality or her connection to the past, present, and future. The
interplay of these faces contributes to the overall impact of her look, enhancing the
painting's complexity.

The style and arrangement of Hecate’s hair, as well as any symbolic elements
in her headdress, such as serpents or moon symbols, play a vital role in framing her
face and shaping her overall look. These details are not merely decorative; they carry

significant symbolic weight, possibly linking her to themes of transformation,



magic, or the natural world. Blake’s use of color in depicting Hecate’s face and
features is a key element in understanding her look. The color choices might evoke
specific moods or enhance the symbolism of her appearance, contributing to the
painting's emotional and thematic depth. Blake’s manipulation of light and shadow
on Hecate’s face highlights particular aspects of her expression. The use of lighting
can alter the viewer’s perception of her look, emphasizing her power or creating an
aura of mystery. This technique adds another layer of meaning to her portrayal.

Blake’s unique style in rendering Hecate’s features deserves attention.
Comparing this depiction with his portrayal of faces in other works can provide
insight into his artistic evolution and how he approaches the representation of
powerful figures. It’s also important to consider how Blake’s depiction of Hecate
aligns with or deviates from traditional representations. His incorporation of specific
mythological attributes in her look can reveal how he interprets or reimagines her
role as a goddess of magic and the underworld. Hecate’s look is designed to evoke
a psychological response in the viewer. Her gaze interacts with other elements in the
painting, creating a sense of connection or tension. This impact is a testament to
Blake’s ability to convey complex emotions and ideas through his art.

Hecate’s look might symbolize wisdom, power, or mystery. Her expression
could be interpreted as reflecting her role as a guardian of the crossroads, a wielder
of magic, or a figure of profound knowledge. This symbolism enriches the narrative
of the painting. Finally, understanding how Hecate’s look reflects or challenges the
beauty standards of Blake’s time offers a glimpse into the cultural and social
influences on his work. Comparing her depiction with that of other powerful women
in the art of the same period can highlight Blake’s unique approach to representing
feminine strength and authority. This comprehensive analysis provides a framework
for delving into the rich symbolism and artistic choices behind Hecate's look in
Blake's painting. It enables a deeper understanding of both the specific details of her
portrayal and the broader cultural and symbolic implications of this powerful

depiction.



Concept 4: The Figures Behind Hecate's Back

The presence of additional figures behind Hecate in William Blake's painting
adds complexity and depth to the artwork. The two naked figures representing the
other two hypostases of the goddess are conventional Adam and Eve. They would
like to meet, to unite in passion, but they are separated by Hecate, who does not
know what to do. They are staring at each other, not daring to look at each other.
Their arms are powerlessly lowered or even put behind their backs. Their genitals
are closed. And Hecate herself, let me remind you, is looking into the eyes of the
tempter, and her hand is on the Bible. She seems to be paralyzed, unable to choose
either way.This breakdown provides a comprehensive framework for discussing the
intriguing presence of additional figures behind Hecate in Blake's painting. It allows
for a deep exploration of both the artistic choices and the broader mythological and
symbolic implications of these elements in the artwork.

Symbol 1: The Owl

Analyzing the concept of the «<Owl» in William Blake's painting Hecate offers a
rich opportunity to explore symbolism, cultural associations, and literary references
in an English lesson. Below are some methods for analyzing this concept effectively
in the classroom. By analyzing the concept of the owl in William Blake's Hecate,
students can explore a rich intersection of art, literature, culture, and history. This
multifaceted approach not only enhances their understanding of the specific work
but also develops their critical thinking, research, and interpretive skills. Such
analysis can deepen their appreciation for the complexities of symbolic
representation in art and literature.

Background Information on the Concept of «Owly». Before delving into the
analysis, it's important to provide students with background on the symbolic
meanings of the owl in various cultures. In Western Culture: The owl is often
associated with wisdom, knowledge, and mystery. However, it also has connections
to death and the supernatural, especially in Gothic literature and Romantic poetry.

In Greek Mythology: The owl is associated with Athena, the goddess of wisdom,



and is a symbol of insight and intelligence. In William Blake’s Work: Blake often
used animals symbolically, and the owl in Hecate could represent the darker, more
mysterious aspects of knowledge or the supernatural.

Methods for Concept Analysis in the English Lesson

Discussion. Begin with a class discussion about what the owl symbolizes in
different cultures and literature. Ask students what they know about owls in myth
and literature. How do these associations help us understand the owl's role in Blake's
painting? Connect the analysis of the owl in Blake's Hecate to discussions of how
other artists and writers have used animals symbolically. This could include a cross-
curricular project with the art department, where students explore animal symbolism
in various artistic mediums. Discuss the psychological and mythological
implications of the owl as a symbol. How might the owl in Hecate relate to themes
of the unconscious or the afterlife?

Research Activity. Assign students to research the symbolism of owls in
various cultures and present their findings. This can be done individually or in
groups. Students may compare the owl in Hecate with other literary or artistic
representations of owls. For example, how does the owl in Macbeth («It was the owl
that shrieked, the fatal bellman») compare with Blake’s depiction? Discuss the
broader context of the Romantic period, when Blake was working, and how owls
were perceived in Gothic literature and Romantic poetry. Explore connections
between Blake’s use of the owl and other literary works that feature owls, such as
The Owl and the Nightingale or The Owl by Edward Thomas.

Visual Close Reading. Encourage students to closely examine Blake's Hecate
and identify where the owl appears. What is its position in the composition? What
does its placement suggest about its significance in the painting? Have students
create their own visual representation of the owl as it appears in their interpretation

of Blake’s work, incorporating the symbolic meanings discussed.



Organize a class debate on the question: «Isthe owl in Blake's Hecate primarily
a symbol of wisdom, or does it represent something more sinister?». Students should
use evidence from the painting and their research to support their arguments.

Reflection. Ask students to reflect on how analyzing a single concept like the
owl can deepen their understanding of art and literature. How does this analysis
enhance their appreciation of Blake’s work?

Symbol 2: The Snake

Analyzing the concept of «The Snake» in William Blake's painting Hecate can
offer students a deep exploration into symbolism, mythology, and the complex
interplay of themes in Blake's work. Hecate, a powerful figure in mythology often
associated with witchcraft, the underworld, and transformation, is richly symbolic,
and the presence of a snake in this context invites a multifaceted analysis. It allows
students to engage deeply with the symbolic and thematic richness of the work.
Through a combination of visual analysis, literary connections, and cultural context,
students can develop a nuanced understanding of how Blake uses the snhake to
explore complex ideas. This approach not only enhances their analytical skills but
also broadens their appreciation of Blake’s artistry and the symbolic language of
Romanticism.

Methods for Concept Analysis in the English Lesson.

Discussion. Begin with a discussion about the general symbolism of snakes in
different cultures and mythologies. Highlight their associations with wisdom,
danger, transformation, and the supernatural. Ask students what they know about
snakes in mythology and literature. How do these associations help us understand
the role of the snake in Blake's painting? Discuss Hecate as a figure in Greek
mythology, focusing on her connections with magic, the underworld, and
transformation. How might the snake in Blake’s painting relate to these themes?

Research Assignment. Have students research the symbolic meanings of snakes

in various traditions (Greek mythology, Christianity, and Eastern philosophies).



They can present their findings to the class to build a collective understanding of the
snake’s symbolic complexity.

Visual Close Reading. Have students closely examine Blake's Hecate, paying
attention to where and how the snake is depicted. What is the snake’s position
relative to Hecate? How does its presence influence the overall mood and message
of the painting? What might the snake represent in this particular context? Does it
reinforce or complicate the interpretation of Hecate?

Textual Analysis. Connect the visual analysis to Blake's poetry, especially
where serpentine imagery is present. For example, discuss how Blake uses snake
imagery in poems like The Book of Urizen or The Marriage of Heaven and Hell.
How does the snake function as a symbol in these works?

Comparison. Compare the depiction of the snake in Hecate with its use in other
literary works Blake admired, such as John Milton’s Paradise Lost, where the
serpent is a central figure.

Theme Exploration. Guide students in exploring the themes of transformation,
duality, and the supernatural in Blake’s work. The snake often embodies duality —
life and death, good and evil, wisdom and deceit. Discuss how these themes are
represented in Hecate. Introduce Carl Jung's interpretation of the snake as a symbol
of the unconscious mind and transformation. How might the snake in Blake’s
painting symbolize the unconscious forces or the process of psychological
transformation?

Mythological Connections. Explore the snake's role in myths related to Hecate
or other deities associated with the underworld or magic. Discuss how Blake might
be drawing on these mythological traditions to create a complex, layered meaning
in his painting.

Historical and Artistic Context. Provide context about the Romantic era and
how artists like Blake used symbolism to explore themes of nature, the supernatural,
and the human psyche. How does the snake in Hecate reflect the broader concerns

of Romanticism? Compare Blake’s depiction of the snake with other artistic or



literary representations. For instance, students could compare it to Michelangelo’s
serpent in the Sistine Chapel or the snake in Dante’s Divine Comedy. How does
Blake’s snake differ, and what unique meanings does it convey?

Group Discussion. Break students into small groups to discuss their
interpretations of the snake in Hecate. Each group can focus on a different aspect,
such as symbolism, mythological context, or psychological interpretation, and then
share their insights with the class.

Debate. Organize a debate on whether the snake in Blake’s Hecate is primarily
a symbol of danger and deceit or of wisdom and transformation. Students should use
evidence from the painting, Blake’s poetry, and their research on mythology to
support their positions.

Symbol 3: The Donkey

Analyzing the concept of «The Donkey» in William Blake's painting Hecate
offers a unique opportunity to explore symbolic meaning, cultural contexts, and the
interplay between visual art and literature. The donkey, often seen as a humble and
contradictory symbol, can be a rich subject for study. Below are methods for
analyzing this concept in an English lesson. It provides students with a rich
opportunity to explore the complex interplay of symbols, themes, and cultural
meanings in art and literature. By examining how the donkey functions within the
broader context of Blake’s work, students can develop a deeper understanding of
symbolic language and the ways in which seemingly simple elements can convey
profound ideas. This analysis not only enhances their critical thinking and
interpretive skills but also encourages them to appreciate the nuances of artistic and
literary expression.

Methods for Concept Analysis in the English Lesson

Discussion. Begin by discussing the general symbolism of donkeys in various
cultures and contexts. The donkey often represents humility, stubbornness, or even
foolishness, but in certain religious contexts, it can also symbolize peace and service

(e.g., Jesus’ entry into Jerusalem on a donkey). Ask students what comes to mind



when they think of a donkey. How do these associations vary across different
cultures and historical periods?

Research Assignment. Have students research the symbolism of donkeys in
literature, art, and religion. They can explore how the donkey is portrayed in Biblical
stories, classical literature, or folk tales. Students can present their findings to the
class, focusing on the contrasting images of the donkey as a symbol of both humility
and stubbornness.

Visual Close Reading. Encourage students to closely examine Blake’s Hecate,
focusing on where the donkey appears in the composition. What is its position in
relation to Hecate and other elements of the painting? How does its depiction
contribute to the overall meaning of the artwork?

Guiding Questions. What might the donkey represent in the context of this
painting? How does its presence influence the interpretation of Hecate?

Textual Connections. Introduce students to literary works that feature donkeys,
such as Aesop’s fables or Cervantes’ Don Quixote (with Sancho Panza’s donkey,
Dapple). Discuss how these literary representations might inform our understanding
of the donkey in Blake’s painting.

Comparative Analysis. Compare Blake’s donkey with literary or artistic
depictions. For instance, how does the donkey in Blake’s Hecate compare with the
one in Don Quixote? What themes do they share, and how do they differ?

Theme Exploration: Discuss the themes of humility, burden, and the ordinary
in Blake’s work. The donkey could be seen as representing the mundane or the
burdened soul, particularly in contrast to the more mystical and supernatural
elements of the painting.

Biblical and Religious Contexts. Explore the role of the donkey in religious
texts, particularly in Christianity, where the donkey often symbolizes peace and
servitude. Discuss how these connotations might add layers of meaning to Blake’s

depiction. Example: Consider the donkey that carried Mary to Bethlehem or the one



Jesus rode into Jerusalem. How might these associations with humility and divine
service influence the interpretation of the donkey in Hecate?

Blake’s Symbolism. Provide context on William Blake’s broader symbolic
system, which often includes creatures like the lamb, tiger, and serpent. How does
the donkey fit into this system, and what unique meanings might Blake be ascribing
to it?

Psychological and Mythological Perspectives. Jungian Analysis: Introduce
students to Carl Jung’s idea of archetypes. Discuss whether the donkey might
represent an archetype related to the “everyman” or the “fool” who bears burdens
without recognition. How might this archetype play into the larger themes of
Hecate?

Mythological Connections. Explore mythological stories involving donkeys.
For example, in Greek mythology, Silenus, a follower of Dionysus, is often depicted
riding a donkey. What might this connection suggest about the donkey in Blake’s
work?

Group Discussion. Divide students into small groups to discuss their
interpretations of the donkey in Hecate. Each group can focus on different aspects,
such as symbolism, cultural context, or psychological interpretation, and then share
their insights with the class.

Visual and Literary Collage. Have students create a collage that combines
images, quotes, and symbols related to the donkey in Hecate. This could be a digital
or physical collage that they present to the class, explaining how the elements they
chose represent the concept.

Debate. Organize a debate on the question: Is the donkey in Blake’s Hecate
primarily a symbol of humility, or does it carry a deeper, perhaps darker, meaning?
Students should use evidence from the painting, Blake’s poetry, and their research

on symbolism to support their positions.



Symbol 4: The Book

Analyzing the concept of «The Book» in William Blake's painting Hecate
provides an excellent opportunity to delve into the symbolism, themes, and cultural
context that Blake often infused into his works. The presence of a book in a painting
rich with mythical and mystical imagery like Hecate invites interpretations that
touch on knowledge, power, mysticism, and the unknown. Below are methods for
exploring this concept in an English lesson. It allows students to explore deep and
complex themes related to knowledge, power, and mysticism. By examining how
Blake uses the book symbolically within the painting and connecting it to broader
literary and cultural contexts, students can develop a richer understanding of how
symbols operate in art and literature. This type of analysis not only sharpens their
critical thinking skills but also enhances their ability to interpret and appreciate
multifaceted works of art and literature.

Methods for Concept Analysis in the English Lesson

Discussion. Start by discussing the general symbolism of books in literature
and art. Books often represent knowledge, wisdom, learning, but also secrecy,
power, or even forbidden knowledge, depending on the context. Question: What are
some common associations with books in literature and art? How do these
associations vary depending on the context in which a book appears?

Research Assignment. Assign students to research the symbolic meaning of
books in different cultures and historical periods. They might look at religious texts
(such as the Bible or the Quran), magical grimoires, or philosophical treatises.
Students can present their findings to the class to create a broader understanding of
the book's symbolism.

Visual Close Reading. Have students closely examine the book’s depiction in
Blake's Hecate. Where is the book located? What is its position relative to Hecate
and other elements in the painting? What might this positioning suggest about the

book’s role or significance?



Guiding Questions. What might the book represent in this painting? Is it a
source of wisdom, power, or something more ominous? How does the way Blake
has depicted the book contribute to its symbolic meaning?

Textual Connections: Link the analysis to Blake’s own writings. Blake was not
only a painter but also a poet and an engraver, often integrating text into his artwork.
Analyze how books or written words are treated in Blake's poetry, such as in The
Marriage of Heaven and Hell, where books represent both enlightenment and the
danger of dogmatic thinking. Compare the depiction of the book in Hecate with other
literary works where books play a significant role, such as The Tempest by
Shakespeare (Prospero’s books of magic) or Frankenstein by Mary Shelley (the
pursuit of forbidden knowledge).

Theme Exploration. Discuss the themes of knowledge, power, and the occult
in Blake’s work. The book in Hecate could symbolize arcane knowledge or
forbidden wisdom, perhaps connected to Hecate’s role as a goddess of witchcraft
and the underworld.

Religious and Occult Contexts. Explore the significance of books in religious
and occult traditions. Discuss how books are often seen as vessels of sacred or
hidden knowledge, which could be dangerous or powerful. Relate this to Blake’s
known interest in mysticism and his critiques of institutionalized religion. Example:
Consider how Blake might be using the book to comment on the nature of
knowledge—whether it’s controlled by the powerful, accessible only to the initiated,
or a source of liberation and transformation.

Blake’s Symbolism. Provide context on William Blake’s symbolic language
and how he used books as metaphors for various types of knowledge. For instance,
in his poem The Book of Urizen, books are depicted as instruments of control and
limitation, contrasting with more liberated forms of imagination and vision.

Jungian Analysis. Introduce students to Carl Jung’s ideas about the collective

unconscious and archetypes. Discuss whether the book in Hecate might symbolize



an archetypal concept of hidden or esoteric knowledge that lies within the
unconscious mind.

Mythological Connections. Explore the role of books or written texts in
mythology. For example, discuss the concept of the «Book of Life « in various
religious traditions, or the role of written laws and codes in ancient civilizations.
How might these ideas inform our understanding of the book in Blake’s painting?

Group Discussion. Break students into small groups to discuss their
interpretations of the book in Hecate. Each group can focus on different aspects,
such as its symbolism, cultural context, or psychological interpretation, and then
share their insights with the class.

Visual and Literary Collage. Have students create a collage that combines
images, quotes, and symbols related to the concept of the book in Hecate. This could
be a digital or physical collage that they present to the class, explaining how the
elements they chose represent the concept.

Debate. Organize a debate on the question: «Does the book in Blake’s Hecate
represent knowledge as a force for good or as a source of danger? «Students should
use evidence from the painting, Blake’s poetry, and their research on book
symbolism to support their positions.

Symbol 5: The Dragon

Analyzing the concept of «The Dragon» in William Blake's painting Hecate
offers a profound exploration of symbolism, myth, and thematic elements within
Blake's work. Dragons are rich symbols with varied meanings across different
cultures, often representing power, danger, wisdom, or chaos. Here’s how you might
approach the analysis of this concept in an English lesson. It allows students to
explore the deep and complex symbolism that Blake often employed in his work. By
examining how the dragon functions within the painting’s broader themes and
connecting it to cultural, mythological, and psychological interpretations, students

can gain a richer understanding of symbolic language in art and literature. This type



of analysis sharpens their critical thinking and interpretive skills while encouraging
them to engage deeply with Blake’s unique vision and artistic legacy.
Methods for Concept Analysis in the English Lesson

Discussion. Begin with a discussion about the general symbolism of dragons in
various cultures. Dragons can symbolize both good and evil, wisdom and
destruction, depending on the cultural context. For example: In Western mythology,
dragons are often depicted as malevolent creatures, representing chaos, danger, or
the forces of evil (the dragon in the legend of St. George). In Eastern mythology,
particularly in Chinese culture, dragons are revered as symbols of power, strength,
and good fortune. Guiding Questions. What might the dragon represent in the
context of Hecate? Is it a symbol of danger and chaos, or does it carry a more
nuanced meaning?

Research Assignment. Assign students to research the symbolism of dragons in
different cultural and mythological contexts. They can present their findings to the
class, focusing on how these interpretations might inform our understanding of the
dragon in Blake's Hecate.

Visual Close Reading. Have students closely examine the depiction of the
dragon in Blake’s Hecate. Where is the dragon positioned in the painting? What are
its characteristics (size, color, posture)? How does it interact with Hecate and other
elements in the painting?

Textual Connections. Link the visual analysis to Blake’s own writings or other
literary works where dragons play a significant role. For instance: In Blake’s poetry,
dragons or serpentine figures may symbolize repressed desires, chaos, or the power
of the imagination. In literature, dragons appear in works like Beowulf, where they
symbolize greed and destruction, or in The Faerie Queene by Edmund Spenser,
where they embody the challenges and evils that must be overcome.

Comparative Analysis. Compare Blake’s depiction of the dragon with those in

other literary or artistic works. For example, how does the dragon in Hecate compare



with the dragons in J.R.R. Tolkien’s The Hobbit (Smaug) or in Revelation from the
Bible?

Theme Exploration. Discuss the themes of power, chaos, and the supernatural
in Blake’s work. The dragon in Hecate could symbolize an elemental force of nature,
a guardian of hidden knowledge, or an embodiment of chaos that Hecate controls or
contends with.

Mythological and Religious Contexts. Explore the significance of dragons in
various mythologies and religions. Discuss how dragons often symbolize the
ultimate challenge or enemy to be overcome, as seen in stories like St. George and
the Dragon, or how they are revered as protectors in Eastern traditions. Example:
Discuss how Blake might be using the dragon to represent a force of destruction or
a powerful, elemental creature connected to Hecate’s role as a goddess of magic and
the underworld.

Blake’s Symbolism. Provide context on William Blake’s use of symbolic
language, particularly his use of creatures like dragons, serpents, and other mythical
beasts. How does the dragon in Hecate fit into Blake’s broader symbolic system?
Introduce students to Carl Jung’s concept of the dragon as an archetypal symbol
representing the shadow self or the primal forces of the unconscious mind. Discuss
whether the dragon in Hecate might symbolize a powerful, hidden aspect of the
psyche.

Mythological Connections. Explore how dragons in mythology often serve as
gatekeepers or guardians of treasure or sacred knowledge. How might this
interpretation apply to Blake’s painting, particularly in the context of Hecate as a
figure associated with the mystical and the hidden?

Group Discussion. Divide students into small groups to discuss their
interpretations of the dragon in Hecate. Each group can focus on different aspects,
such as its symbolism, cultural context, or psychological interpretation, and then

share their insights with the class.



Visual and Literary Collage. Have students create a collage that combines
images, quotes, and symbols related to the concept of the dragon in Hecate. This
could be a digital or physical collage that they present to the class, explaining how
the elements they chose represent the concept.

Debate. Organize a debate on the question: Is the dragon in Blake’s Hecate a
symbol of evil and chaos, or does it represent something more complex, such as
wisdom or power? Students should use evidence from the painting, Blake’s poetry,
and their research on dragon symbolism to support their positions.

Conclusion. Analyzing the symbolism of the concept sphere in William Blake's
painting Hecate provides a comprehensive exploration of how different concepts
interact and create a rich tapestry of meaning. In this painting, Blake weaves together
multiple symbols that draw from mythology, literature, and his unique spiritual

vision.



BUCHOBKHA

['otuka sk (eHomMeH MUCTENTBa BigOOpakajlia HE JIMINE CTUJIIbOBI, a #
CBITOIJISITHI OCOOJIMBOCTI €IMOXM, TOEIHYIOUM B CO01 €CTETHKY CTpaxy Ta
mifHeceHocTi. [i BIIMB BiguyBaeThca i B Cyd4acHOMY MHCTELTBI uepes3 MOCTiiiHe
3BEPHEHHS JI0 TEMHU TAEMHUYOrO, HAIIPUPOAHOrO Ta JpamMaTH4HOro. Sk
MUCTEIbKUI (PEHOMEH, TOTMKAa Maja Ha METI BHKJIMKATA Yy JIIOJAWHH TOYYTTS
OIIaroOroBiHHS i cTpaxy Hepes 6OKECTBEHHUM. i XynokHi (popMHU HepenaBaau He
TITBKU €CTETUYHY Kpacy, ajie i TyXOBHUN 3MICT, HAMaratouuch BCTAHOBUTH 3B'SI30K
MDK 3eMHUM 1 HeOecHuM. Il ecreTuka akieHTyBajla Ha BUTOHYEHOCTI,
BEpTHUKAII3Mi, JpaMaTU3Mi Ta CHMBOJI3MI, BiJIOOpakaroud SK  1Jealu
CEpEIHbOBIYHOTO CBITOIIISY, TaK 1 OIIYK BIYHOCTI.

«'OTMYHI» MOTMBM y MHCTELTBl CHPHUSUIM BUHUKHEHHIO 1HTEpECYy M0
MICUXOJIOTIYHUX AaCIEKTIB CTpaxy Ta 3arajkoBocTi. JliTepaTypHi mepcoHaxi Ta
CIOKETH XOpOpYy BimoOpaxkalidi TPUBOTH €MOXH, BKJIIOYAIOUM CTpax TMepe
HEBIJIOMUM, CMEPTh, PYWHYBAHHS TPAJULIMHUX COIATBHUX CTPYKTyp. OmauH 3
HAWBIUTMBOBIMIKUX JITEpaTypHUX >kKaHpiB XIX CTOMTTS, TOTUYHUI pOMaH CTaB
NOMYJISIPHUM 3aBJSIKA TaKUM TBopaM, sIK «Dpankenirerin» Mepi emm (1818) ta
«dpakymna» bpema Crokepa (1897). Lli poManu He TUIbKH 3aIydasid YUTAdiB 10
CBITY HAJIIIPUPOIHOTO, aJie ¥ MOPYITyBaJIu BaXKJIMBI COIlialbHI Ta HAYKOB1 MUTaHHS,
30Kpema, Mpo MPHUPO/Y JIFOJICTBA, MOPab, HAYKY Ta MPOTPEC.

XyAO)KHUKH TOTO Yacy TaKOX 3BEpTaUCA [0 TEMAaTHUKH JKaxy,
BUKOPUCTOBYIOUM TOTHYHI €JIIEMEHTH B CBOiX pobOorax. Bonu 300paxkyBanu
MOXMYP1, TAEMHHUYI CIIEHH, SIK1 4aCTO MEPETYKYBAIKCS 3 JIITEpaTyporo xopopy. Taxi
poboTu cTBOproBaiu arMocdepy, 10 CTUMYJIIOBajIa YsABY 1 MiJCHUIIOBaIa BIAUYTTS
kKaxy 1 TAEMHHYOCTI. XOpOp TakKoX 3HAWIIOB BIIOOPAKEHHA Y TeaTpalbHUX
NOCTaHOBKax. MenoapamMu, MO0  BKIOYAIM  €JIEMEHTH  HAANPUPOAHOTO,

KOPHCTYBAJIUCS BEJIMKOIO MOMYJISIPHICTIO cepen myOsiku. TearpanbHi eeKTH, TaKl



K TyMaH, CBITJIO ¥ 3BYK, MOCUJIIOBAINA BIAYYTTS *KaxXy 1 3aHYpPIOBaJIM TIIAJIayiB y
aTMoc(depy CTpaxy.

Crpax mnepei MIBHIKUMU HAYKOBUMH 1 TEXHOJIOTIYHMMH 3MIHAMU TaKOX
BiIoOpakaBcsl B JKMBOIIMCI, sIKa YacTO BIJOOpakaio MEXI1 JIIOJICBKOIO 3HAHHS 1
MOpaJIbHI TUJIEMH, TIOB’si3aHi 3 TporpecoM. Lle mopoamno auckycii mpo eTuky Ta
posib Hayku y cycniabeTBi. TBopu XIX CTOMITTS y *KIHP1 XOPOPY YACTO CTABUIIM ITiJT
CYMHIB MOpajbHl HOPMU Ta COILlaIbHI CTPYKTYypU. BoHU 0CHIIKyBaIl TEMHU Ipixa,
MOKapaHHA, 3JI0YMHY Ta PO3IUIATH, IO CTAJT0 BAXKJIMBUM ACIEKTOM MOPAaJIbHHUX
IUCKycit Toro vacy. EcTeTnka Xopopy TakoX CIpHsUla pO3BUTKY IHTEpECYy A0
MICUXOJIOTIT 1 MACBIAOMOr0. MHCTElbKI 00pa3y, SKi BUKIHUKAIN CTPax 1 TPUBOTY,
4acTO BUKOPUCTOBYBAJIMCS Ui JOCIIKEHHS IVIMOUH JIFOJCHKOT MCUXIKU. Takum
YMHOM, €CTETHKa XOpOpY CYTTEBO BIUTMHYJIA HA aHTIIMCHKY Ta CBITOBY KYJIBTYpPY
XIX CTOMITTA, pO3MIKMPUBIIN MEXI JIITEpaTypu Ta MHUCTELTBA, CIPUSIOYA HOBUM
COIIIAJIBHUM Ta (PUIIOCOPCHKUM TUCKYCISIM 1 BIUTMBAIOYW HA 3arajibHE YSBICHHS MPO
CBIT Ta MICIIE JIIOJIMHUA B HHOMY.

AHrIiiCbKa TOTHYHA TPO3a y MPOIECl CBOEI €BOJIIOIIT 3 JiTepaTypH, IO
OTIOBiJIa€ TIPO CEpeIHI BIKH, NEPETBOPIOETHCS HA JIITEPaTypy, 110 OMOBIAAE IMPO
IppeajbHe, 3araJIkoBe 1 JIIKalouy, Yy JITepaTypy «TaEMHUIII 1 xKaxy». JKaxu roruku
Ha JCCATWIITTS WIYyTh HA JTepaTypHy nepudepiro, B OCICTPUCTUKY 1 MOMYISIPHY
JiTEpaTypy, ajlé HOBHMM CIUIECK 1HTepecy JO CTpPAIIHOTO 1 3arajgkKoBOTO
CIIOCTEPITa€ETHCS B MUCTELTBI MOAEPHI3MY, 30KpeMa, Y TBOPUOCTI CUMBOJICTIB. Y
XX cTOMITTI BiIOYBA€THCS OHOBIIEHHS CTPAIITHOTO 32 PaXyHOK BIUITMBIB HOBUX POJIiB
MOMYJISIPHOTO MHUCTENTBA - KOMIKCIB 1 KiHO. [li BmIMBM Ta B3a€EMOBIUIMBU
MIPU3BOISATH IO 3pOCTAHHS MOMYJISPHOCTI CTPAIIHOTO B MUCTEITBI Ta (hOPMYBaHHS
ropopy sIK CAMOCTIHHOTO KaHpy.

Buxonsun 3 HasSBHUX y HAYKOBOMY CEpEOBHIII TMOTSAAIB Ha Mpobiemy
XOpopy, MU cIpoOyBain chHOpMYITIOBATH >KaHPOBI KpHUTEpli, IO JO3BOJWIH O
3aCTOCOBYBATH L€ TEPMiH J0 TBOPIB MOMYJSPHOI JIITEpaTypu. Y3arajbHIOIOUYU

CKazaHe, MepeTiunuMO PUCH XOpopy: 1) 0cCOOMMBOCTI KOMITO3HUIIITHOTO YCTPOO — 1



eTamn: HaTSKU Ha HeOe3NeKy/ICHyBaHHS MICTUYHOTO; 2 €Tall: Iepiia CHpaBXKHS
3yCTpid 31 CTpaIHuM; 3 eTan: Bepudikairis HeOe3MeKn pealbHO1/MICTUYHOT; 4 eTar:
npsiMa KOH(POHTAIlIE 3 MOHCTPOM); 2) OCOOJHUBOCTI XpoHOTOMY (JIOKyCH
CTpAIIHOTO - MICISI, BIJOKPEMJICHI BiJi HOPMATHBHHUX COLIAJIBHUX B3aEMOIIM;
3aKMHYTI MICIIS; CaKpaldbHI B MUHYJIOMY a00 ChOTOJICHHI; MOB'S3aHl 3 MariyHUMU
MpakTUKaMH; OOTsDKEH1 cIiorajaMy NIpo CTpaliHi mojii); 3) iHTepTeKCTyaIbHUN
3B'SI30K 3 IHIIMMU TBOPAMH XOPOPY; 4) HASIBHICTb MOHCTPYO3HOI 1ICTOTH (MICTHYHO1
ab0 peaiCTUYHOI; JIOIUHOINO10HO1, 3BIpOono/1iI0HOT a00 amopdHOi; 000B'SI3KOBO
TaKoi, 10 € J)KepesIoM HeOe3eKH; TaKoi, 1[0 BUKJIMKAE CTpax 1/abo orumay).

«Koponem» miTeparypu jKaxXiB 3a IPAaBOM BBAKAETHCA aMEPUKAHCHKUI
nucbMeHHUK CriBeH Kinr (map. 1947 p.). barato tBopiB CriBena Kinra maroth
NIJKPECICHUN COLIAIbHUM MIATEKCT, YKOPIHEHUM B MPOOJEMU Cy4acHOro Homy
cycniabcTBa. Takumu € mpooaemu izoasayii ma siouyxcenns («The Shiningy), oyaine
i nacunvcmeo («Carriey), kopynuis énaou i mopanvni ounemu («The Standy), cuna i
mempsisa  macoeoi  ceidomocmi  («It»), coyiarbna mecnpaseorusicmv i
ouckpuminayis («The Green Milew), cmpax nepeo mexnonocismu ma 2nobanizayicio
(«Cell»), a Takox cimetini npobaemu Ta cnadkoei mpasmu («Pet Sematary»). Bin
NEPEOCMHUCIIMB KaHpP 1 CTBOPUB MOJIEPHI30BaHY BEPCIIO TOTHUKH, KA B Cy4YaCHHMX
ymMoBax (irypye sK SkaHp «xopopy». Y cBoemy pomani «CsitBo» Kinr
BUKOPUCTOBYE YUCJIEHHI TOTUYHI 00pa3u 1 MOTHUBH, SIK-OT: OYOUHOK 3 NPUBUOAMU,
CMapooasHe Npopoymeo, 20MUYHULL AUXO0O0ili, 20MUYHA 2epoiHs, 3a00pOHEHa
CUNA/8UOIHHA (HAONPUPOOHULL 0ap) | comuyHull O8IUHUK B KOHTEKCTI HAMPY>KEHOTO
PO3BUTKY JIii.

B crarti «Danse Macabre» Kinr posrisgae xaxu sSK BigoOpaXKeHHS
INIMOMHHUX CYCIUJIBHUX CTpaxiB Ta TPUBOT, HATOJIOILIY€E HA TepaneBTUYHINA (PyHKIIIT
YKaHPY, [0 JOTIOMAarae YuTayaM BIIOPATHCS 3 peaIbHUMH CTpaxaMH 4epe3 XyT0KHIO
dopmy. Bin BBaxkae, 1O SKICHHMI XOpOp TOBWHEH ameioBaTH 10 0a30BHX,
yHIBEpCaIbHUX JIIOJACBKHX cTpaxiB. B ece «On Writing» Kinr narosmomye Ha

BaYXJIMBOCTI MOCTIIHOT MPAaKTUKH MMChMa, BUCTYTIA€E 32 MPOCTOTY Ta SCHICTh CTUJIIO,



M1JKPECIIOE 3HAYCHHS YUTAHHS JJI1 PO3BUTKY NMHUCHbMEHHUIIBKOI MailCTEpHOCTI Ta
pO3TIIsiAa€ MUCbMEHHUITBO SIK (hOpMY «TenenaTii» Mixk aBTopoM 1 untaueM. Cepen
BHUMOT JI0 XOPOIIIOi iCTOPii BiH BKa3ye MpaBAOINO10HICTh IEPCOHAXKIB Ta CUTYaIllH,
OpraHIYHUM PO3BUTOK CIOXKETY, OallaHC MK MOKa30M 1 PO3MOBIIII0 H BaXKIUBICTh
JieTasielt Al CTBOPEHHS JOCTOBIPHOTO CBITY. JIJi MTOCSITHEHHS TEXHIYHUX aCIEKTiB
XYJIOXXHbOI ~ MANCTEpPHOCTI, MHUCbMEHHUK paguTh YHUKATH  HAJAMIPHOTO
BUKOPHUCTaHHS MMPUCIIBHUKIB, HArOJIONIY€E HA BAXKJIMBOCTI aKTUBHOT'O CTaHy JI1€CIIB
Ta BUCTYNA€ 3a CTUCIICTh 1 TOYHICTH BuUCHOBIOBaHHA. CriBeH KiHr Bu3Hae
BOXKJIMBICTh TOMYJISIPHOI JIITEpaTypu, 3axuIllae >KaHPOBY JIITEpaTypy Bil
JITEPATYpPHOTO CHOOI3MY Ta PO3TIISIAE XOPOP SIK BAKIUBUN KYJIbTYpHUN (DEHOMEH.
Jist  pO3BUTKY KPUTHUYHOTO MHCIEHHS Y4YHIB TPO(UIbHOI MIKOJIM Ha
(bakynbTaTUBHOMY 3aHSTTI 3 MUCTEILKUX TBOPIB Y )KaHPY XOPOPY, IO BXOAATH JI0
HaBYaJIbHOI MpOrpaMu 3 3apyODKHOI JITepaTypH PiBHS CTaHAApTy 1 Npoduio Ta
pexomenoBani MOH VYkpainu, Mu o0paiu aHasi3 MICTUYHUX KOHIIENTIB KapTUHU
«I'exara» anrmiiicekoro noeta 1 xygoxkauka XIX ct. Binbsima breiika. Lleit o6pa3
BTUTIOE B cO01 Oarate moegHaHHS Mi(OJOTIYHUX, CUMBOJIYHUX Ta (HUITOCOPCHKHUX
BUMIpIB, SIKI PO3KPUBAIOTHCS Yepe3 Bi3yalbH1 €JIEMEHTH Ta MTHOOKHI CHMBOJII3M,
npuTamaHHui TBopyocTi brelika. Midonoriuauii KontekcT ['exatu csirae KOpiHHAM
y JTaBHBOTPEIbKY Mi(oJIoTito, i€ BOHA Bigoma sIK OOTHHS Marii, mepexpectsb i
MiJI3eMHOTO CBITY. BOoHa yoco0:t0€ cuity, 10 OXOIUTIOE 3eMIII0, MOpe 1 Hebo, 1
MpejCcTaBiieHa B MOTpiMHOMY 00pa3i. Ile TpueamHe 300pakeHHS CHUMBOJI3YE il
NaHyBaHHS HaJl TPhOMa CBITaMH Ta 1i BCEMPOHUKHY MPUPOY, 10 00'€HY€E Pi3HI
CBITH. BKJIIOUECHHS 4YOJOBIYMX E€JEMEHTIB Yy MEPEBa)KHO JKIHOUY penpe3eHTalliio
BUKJIMKAE Pi3HI iHTeprpeTaltii. OMHe 3 MOXIUBUX TPOYUTAHB TOJISITAE B TOMY, IO
BOHU CUMBOJII3YIOTh JIyaJbHICTh 1 OaJlaHC MiX YOJIOBIYOIO Ta KIHOUOIO €HEPT1sIMU,
MPOTMOHYIOYH TIUOILY TAPMOHIIO BCEPEIMHI BUIUMOTIO KOHTPACTY.
Konnenrocgepa — 11e B3aeMonoB'si3aHa Mepeska MoHATh 1 CUMBOJIIB Ha KapTHHI,
Kl B CYKYITHOCTI MepenaroTh CkiamHil ijei. AHami3 koHuentiB «CoBay, «3Misy,

«dpaxon», «Ocen» i1 iH. B kapTuHi Binbsima brelika «I'ekata» mponoHye MUPOKI



MOXJIMBOCTI JIJI1 BUBYEHHS CHMBOJII3MY, KYyJbTYPHUX acoIlialliii Ta JiTepaTypHHUX
BiJICWJIaHb HA yPOIll aHTJIACHKOI MOBU. AHAJI3yI0UM KOHIENT COBHU B «l ekaTi»
Binesima breiika, y4H1 MOXYTh JOCHIIMTH Oaratuii TEpPEeTHH MMUCTEITBA,
JiTepaTypH, KyJabTypu Ta icropii. Takuii OaraTorpaHHuil MiaXig HE JIWIIE
NoriauOJII0E 1XHE PO3YMIHHS KOHKPETHOTO TBOpPY, ajleé W PO3BUBAE KPUTHYHE
MHUCJICHHS, JOCTIIHUIIBKI Ta I1HTEpHpeTaIliiHi HaBUYKH. Takui aHaji3 MOXe
MNOTJIMOUTH iIXHE PO3YMIHHS CKJIAJHOCTI CAMBOJIIYHOI PENPE3EHTallli B MUCTELTBI Ta
aitepatypi. TakuM YMHOM, Y4H1 B3aEMOJIIOTH 31 CKJIaJHOIO0 MEPEKEI0 CUMBOJIIB, SIKi
pazoM 30arauyroTh iXHE pO3YMIHHS KapTHHHU. Takuil miaxia HE JUIIe MOTIUOII0E
iXHE PO3YMIHHS CHMBOJIYHOIO MHCTelHTBa brelika, a i po3BHBaE HaBUYKU
KPUTUYHOTO MHMCIICHHS, JITEpAaTypHOrO aHaji3y Ta TBOpYOi IHTeprpeTarii. 3a
JIOTIOMOTOI0 LIUX METOAIB YUHI MOXYTb JOCIIIUTH, IK OKPEMI CUMBOJIH CIPHSIOThH
CTBOPEHHIO IIMPIIOi, B3a€EMOIOB'S3aHOI MEpEeXl 3HA4€Hb, IO POOUTH aHAII3

«I"ekatm» GaratorpaHHUM Ta IHTEJIEKTYaIbHO KOPUCHUM JOCBIIOM.
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