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JL.II. CtaTkeBn4

IHTEPIIPETALISA TA ®YHKINIOHYBAHHSA PUTYAJIEM Y HIOEMAX
TOMACA CTEPH3A EJIOTA “BE3IJVIIIHA 3EMJISL”
TA “IIOPOYHI JIIOAN”

TBopuicte Eniora penbedHo Biodpa3miia HaWBaKIUBIILI TEHACHIIT PO3BUTKY
aHTJIOMOBHOI JiTepaTypu Tiepiioi mojoBuHU XX cT. He Bigkumarouum 0CBiA
3aX1THOEBPONENCHKOr0 MUCTETBA (Bl aHTUYHOI TPaaUIii 10 CUMBOJII3MY), a TAKOX
JTaBHBOIHAINCHKOIO, MOET BUCTYNHB K €KCIIEPUMEHTATOP, TBOPELb HOBUX XYI0KHIX
dbopM 1711 MOJIETIIOBAHHS Cy4acHOTO oMY CBITY.

Tax y npumitkax no cBoei nmoemu “besmminna 3emis” Tomac Crepn3 Emior
nucas: “He nuine 3arosoBok, ane W 3aayM Ta 3HayHAa YacTUHA CHUMBOJIKH Oynu
3anosuueni 3 kauru Mmic Jxeci JI. Becton mpo cearuit Ipaans “Bing puryany mo
pomany” (Kem6Opimx, 1920). besymoBHO, s mupo BasuHuid mic BecToH, i kHuUTra
MPOSCHUTH BAXXKKl MICLS IMOEMHU Kpalle, aHDK MO NMPUMITKH; 1 s PEeKOMEHIYIO ii
npoyuTaTd (OKpiM 1HTEpecy, SKUH BOHA BUKJIMKA€E caMa Mo co0i1) THM, XTO BBaXae,
10 PO3YMIHHS TIOEMH BapTe 3ycuib. € 11e oJiHa poOOTa 3 aHTPOMOJIOTIi, KN 5 TEXK
3aB/SUYYIO, 1 SIKa TMOOKO BIUIMHYJIA Ha HAIlle TOKOJIIHHA, s Malo Ha yBasi “30J0Ty
rinky”. 51 BukopucrtaB nBa ToMu: Anonic, Atic, Ocipic. KoxeH, xTo 3HalioMuii 3
LMMU TpalsiMu, JIETKO BII3HAE B MOEMI YITKI MOCUJIAHHS Ha PUTyal poarodocTi” [4,
p. 50]. Tyr, 6e3yMOBHO, BapTO 3ayBakuTH, 1o y kHu3l JIk. BectoH, a came y
cKkazauHi npo ceatuil Ipaans, mis Eniora HaiOinsm BaxauBuM O0yia0 00 €IHAHHS
nekubkoX MiiB. Lle cuHTE3 M03BOJMB CTBOPUTH IEHTPAIBHY CUCTEMY MeTadop
[10, p. 119]. JIx. Becton nosoawuna, IO CMHCI JET€HAM Opo cBATUi Ipaann
CKOHIIEHTpOoBaHO B 00pa3i Kopomns-Pubanku 1 moscHioBana Moro yepe3 KaJleHIapHI
pUTyaqu pPOCIMHHOCTI Ta pojarodocTi. BoHa HaronomryBajlia Ha 3HA4€HHI
KaJICHJApHUX PUTYaliB “dK (aKTopy €BOJIOLII peniridHoi cBigomMocti” [uuT. 3a: 10,
p. 119]. [lo3za cymuiBom, koHcTarye Jlx. BinbsimcoH, i Mipu MarTh npodaHoBaHe
3HAUEHHS, 110 YMOKJIMBIIOE iX MO€IHAHHS B MEXax OIHIET JIeTeHAN Ta (PaAKTUUHO
3acBiAUyE T€ TEpPMAaHEHTHE, 10 BJAcTHBE JIOACHKIM mpuponi, Ta Te, WO
MOBTOPIOETHCST B IHAMBIAyallbHOMY  JocBifl. Emior 3amo3uumB 3 mpairi
Jx. Jx. @pezepa  “3omora  rinka”  (“Golden Bough”, 1923) kanenmapuwuii
pUTYadbHUNA MOTHUB  “CMEpPTh-BIAPODKEHHS’, SAKUM MIi3HIINIE BIH TJIUOOKO
nepeocMuciuB y noemax “besmnigna 3emis” 1 “Ilopoxui moau”. Lel moTuB HaOyB
3HAUEHHs AaBTOIHTEpakuii, TOOTO 3a HOro JIOMNOMOIOK0 MOXKHa BCTAaHOBUTHU
MDKTEKCTOB1 3B M3KH B CHUCTEMI aBTOPCHKOro MerarekcTty. HeoOXinmHO 3ayBakuTH,
mo Midosorema “cMepTh-BIAPOHKEHHS” € PE30HAHCHOIO Yy TBOPYOCTI MOETa, SKUN
CBOTO Yacy aKTHUBHO IIKABUBCS SIK aHTMYHHUMH, TaK 1 CY4aCHHUMH €BPOIEHCHKUMU
(b1i10COPCHKUMU TEOPIIMH Ta €30TEPUKOIO.
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Mera 1iei crarTi 1AeHTHU(IKYBaTH pUTyallbHI MOTUBUM y TBopax Emiora
“mepiomy mouryky”', iHTepmperyBaTH iX Yy HOBOMY KOHTEKCTi, a TaKOxX
KiacuQikyBaTu 3a GyHKIIIOHATIBHUMHU O3HAKAMH.

VY nmoemi “besmninna 3emis” EnioT moeTUYHO peanizye KalleHJIapHUNW pUTyall
“CMepTh-BIAPOIKEHHS’, K MPaBUJIO, Yepe3 Mi(oJIoreMH, Ki T€HETUYHO MOXOISATh
BiJ puTyaneM. Hacammnepes npoaHanizyeMo €mi3o BOPOKOU, SIKUH MICTUTh BaXKJIUBY
JUIsL A€KOAYBaHHs MiATEKCTYy putTyanemy. Mamgam Co3ocTpic, BOPOKKa 3 TPELbKO-
ETUMETCHKUM 1M’ M, PO3IOBiJIa€ HEBUAMMOMY Iepoi0 HOro J0JiI0 Mo Kaptax Tapo.
Kapra repos — 3arubnuii y mopi QiHikiiicekuit Mopsik ®dnebac — “the drowned
Phoenician Sailor”. CmepTth y Boai — 11e Midosiorema “cmepTi-BiapokeHHs” . BoHa
PENpPOAYKY€EThCSI y TEKCTI MiA BIUIMBOM Ti€i yacTuHU ““3010TOi TinkuM", ne
MIPOAHATI30BAHO KaJIGHJApHI pUTyal, MOB’A3aHI 3 LMKJIIYHUM YMHPAHHSAM Ta
HapO/KEHHSAM moranchbkux O0oriB. Cepen HUX — Mid Mpo cMepTHOro Oora AJOHIca,
AKUW Ui TpekiB OyB CHUMBOJIOM BIYHOi LMKJIIYHOCTI MNPUPOAU. 3TiTHO 3
OJIEKCAHJIPIUCHKUM KYJIBTOM AJOHIca, Horo cratyio kujpainu B mope. Llel putyan
CUMBOJII3yBaB MOBEPHEHHsS 00Ora B IaAPCTBO MEPTBUX, HABECH1 BiH 3HOBY MOBEPTABCS
Ha 3€MJIIO, 110 B SI3UYHUKIB ACOIIIOBANOCA 13 POJIOYICTIO 3€MJII Ta JIOCTATKOM Y
ponuHi. Ilpote ExnioT, iMIUTIKYIOUM JIpEBHE pUTYyallbHE AIMCTBO, HAJa€ WOTO 3MICTY
MPOTUJIEKHOT eMOLIHHOT TOHAJIBHOCTI. 3rajjaiiMo nepiui psiaok noemu — April is the
cruellest month <...> [6, p. 37] (KBiTeHb — HaliOpCcTOKIIIUN Micsllb). [ToBepHEeHHS
IPYHTaM POJIOYOCTI MEIIKaHIl Oe3MIIHOI 3eMJl He CIPUHUMAIOTh SK PajJiCHY Ta
OUIKyBaHy HOBHUHY, 1M Muiima ii Oe3IIigHICTh, — camMeé B TaKOMY KOHTEKCTI
MPOYUTYETHCS MEPIINHA PSIAOK MoeMu. EnioT, BUKOPUCTOBYIOUM KaJleHJapH1 pUTyalu
pPOAIOYOCTI Ta JOCTaTKy, HAIOBHIOE iX IHIIMM 3HAYCHHSIM, BIIMIHHUM BIJ
nepuopkepesa, xoya B KOMEHTapAX BIACWIa€E came A0 Hboro [AuB. 6, p. 50].
[loniOHa mepeopieHTallisi BUKOPUCTAHHS PUTYyally POAIOYOCTI XapaKTepHa s yciel
noemu. [IposBisieTbcss BOHA il y 3arajibHOMY CTaBJIEHHI /10 BOJHU SIK O >KUBHJIBHOL
Bosioru. JIx. BecToH, BBaXkatouu BOAY JPEBHIM CHUMBOJIOM HUTTS ¥ y A3WYHUKIB, 1y
XpUCTHSH, 3ayBaXkyBaja, 10 “BC€ YKUTTA 3apoauiocs y Boai” [muT. 3a: 8; 7]. 3a

. “Ilepion 3anepeueHHs” — 30ipku moesiit “TIpydpok Ta inmn cnocrepeskenss” (“Prufrock and Other
Observations”, 1917), “4 Bac npomry” (“Ara Vos Prec”, 1919), Bnepuie onyomikopani B CIIA y 1920 p. sk
“Bipmi” (“Poems”);

- “nepion momyky”’ — nmoemu “besriiana 3emisn” (“The Waste Land”, 1922) ta “Tlopoxni jroau” (“The

Hollow Men”, 1925);
- “nepion kaToiuiu3mMy”’ — noemu ‘“‘BenmkomicHa cepena” (“Ash Wednesday”, 1930), “Yotupu xBapTeTun”
(“Four Quarters”, 1935-1942), nukn BipmiB “Apiens” (“Ariel Poems”), Hezakindyeni noemu “Cyini Aronict”
(“Sweeneey Agonist”, 1926), “Kopionan” (“Coriolan”), apama “Ckens” (“The Rock”, 1934), “YOuBctBo B
cobopi” (“Murder in the Cathedral”, 1935), “Bo3’eqnanns cim’i” (“The Family Reunion”, 1939), “Beuipniii
kokteiip” (“The Cocktail Party”, 1950), “Ocobuctuii cekperap” (“The Confidential Clerk”, 1954) Ta
“ITpucrapkysatuii nep>xkasuuit gisya” (“The Elder Statesman”, 1959) [4, c. 12-24].
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XPUCTHSIHCBKUM OOPSIIOM, SK BiIOMO, 3aHYpEHHS Y BOJY CHMBOJI3y€ XPEIICHHS.
Tak, nanpuknan, y “Ilocnanni cB. Anoctosna [laBna 10 pumiisiH” TOBOPUTKCS PO Te,
IO BCi XpemieHi 3’€IHAThCS 3 XPHUCTOM y CMEPTi Ui TOTO, MO0 BOCKPECHYTH.
Midema Anonica 61u3bka 10 o6pasy Kopons-Pubanku, amxe B midosorii puba — 1e
CUMBOJI JKUTTS, IJIOAI0YOCTI. Bimomo, 1m0 B peniriiHiil nirepaTypi cepeHix BIKIB
puba cuMBOIII3yBaia XpelIeHHs (3a acollialielo 3 BOAOI0) abo * camoro Xpucra.
bnusbkoio € i ¢poinucTcbka 1HTEpHpeTanis puOM y CHOBHIIHHIX: L€ 3aBXIU
TIOMTOBHEHHSI CIM’1 YU OIOJIKETY.

['eneasiorito o0pazy ®dnebaca, OgHOrO 13 LIEHTPAIBHUX MEPCOHAXIB TBOPY,
MOXHa BHMBEeCTH 1 3 paHHbOi TBopuocTi Emiora, mo 3acBimuye o00pa3Hy
aBTOIHTEPTEKCTYAIbHICTh. 3ragaiimMo xoua 0 Ilpydpoxka, skuii TOHE, MPOKUIAIOUNCH
BiJl cBOiX (haHTa3iii, TOHE B XUTTI 1 3 BiApa3ow A0 XKUTTA [2, c. 222-223]. Tlpore,
SIKIIIO MTPOBECTH TMapalielb i3 HACTYITHUM TPAHCIUIAHTOBAHUM PSIIKOM, MPOTOTEKCTOM
axoro € periika Gepaunanaa 13 “bypi” lllekcmipa: “Those are pearls that were his
eyes” ("Ile Oymu oui — TaM Tepad HUHI®), TO OYEBHJHOI CTae oOpa3Ha
amOiBaneHTHICTh. Apke y Lllekcnipa @epanHaHa He JHILIE BUXKUB IICHS CTPAIIHOT
Oypi, a i 3HAHIIOB CBOIO JIFOOOB Ha ocTpoBi [Ipocmepo. I'eporo x Ge3ruriaHOT 3emMiti
HEOOXITHO TPHHHATH CMEpPTh BiA BOAM MJIA TOro, MO0 TOMEPTH HJs BCHOTO
IPIXOBHOTO 1 BOCKPECHYTH AJII HOBOTO XUTT. A 4m OesrpimrHoro? CmMepTh Trepos,
MOETUYHO peaizoBaHa B Emiora, mo36aBieHa Ha OE3IUIIIHIA 3eMJIi CBOI'O BUCOKOIO
cMuciy — BiipojkeHHsa. OToToxkHeHHsT Predaca 3 60roM poI0UOCT] BUSBISIE TYMKY
po Te, M0 CMEPTh — IIe MPUPOTHMIA MPOIIEC OpraHiuHOT Ipupoau i He Oinbie. e He
BIIPOKEHHS 10 ICTUHHOTO KUTTS (3IUTTS 3 00KECTBEHHUM a0COIIOTOM) 1 HaBITh HE
NepeTBOpeHHd B Himo (“mpuropmHs nwiy”), a “BIIPOKEHHSI-B-CMEPThH .
[Ipoananizyemo ¢parment, ge Emior akryanizye widonoreMy “cMepTh-
BIJIPOJIKEHHS O0ra poItou0CTi 13 BUKOPUCTAHHAM O1011i1HOT CUMBOJIIKU:

What are the roots that clutch, what branches grow

Out of this stony rubbish? Son of man,

You cannot say, or guess, for you know only

A heap of broken images, where the sun beats,

And the dead tree gives no shelter, the cricket no relief,

And the dry stone no sound of water. Only

There is shadow under this red rock,

(Come in under the shadow of this red rock),

And [ will show you something different from either

Y our shadow at morning striding behind you

Or your shadow at evening rising to meet you;

I will show you fear in a handful of dust [6, p. 38].

o To 3a KOpiHb MPOAOBOYETHCS, IO TO 32 TAITY33s POCTE

Ha nyctupi kam’ssauctomy? O CHUHY JIIOICHKUH,

He moxemn MoBuTH, HI iependaunTy. Ty 3Ha€N TUIBKA

Kyny po36utux o0pasis, e COHIIE MaIuTh,

Jle MepTBe JIepeBO TiH1 HE J1a€, aHl IIBIPKYH —
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MOJIETIICHHS,

Jle kamiHb BUCOXJIUH, A€ HE A3IOPUUTH Boja. JIuin

[IpocTsriacs TiHb M CKEICI YEPBOHOIO

(CxoBaiics y TIM 3aTIHKY M1/l CKEJICI0 YEPBOHOIO)

I s ToG1 Take MOCh MOKaXYy, Hl KparelIbKy HE CXOXKE

Ha TiHb TBOIO, 1110 BpaHIli Oirae ciijoM TBOIM,

AHI1 Ha TiHb, 110 BBEUEP1 CTPIUAETHCA 3 TOOOIO.

S mokaxky ToO1 caM ax y ’KMeH1 nopoxy [3, ¢. 71].

Y 1upomy dparmenti crnoBa “roots” (kopiHHs) Ta ‘‘branches” (ruwis)
CUMBOJII3YIOTh O0ra poJII0uOCTi, AKUH B KOHTEKCTI aHaJ130BaHOT'0 TBOPY HE 3IaTHUN
HI IIOCh CKa3aTu (say), HI MHUCIUTH (guess), TOOTO palliOHaJIbHE Ta I1HTYITUBHE
CaMOMI3HAaHHA Ta CBITOCHPUUHATTS #WOMy He BiacTuBl. EcxaTojoriyHuii cmuci
HapaTUBY aKTYyalli3yeThCsl alOKATINTUYHUMU 0Opa3amu, mo iXx EmioT 3amo3uduB i3
kaurn Exkmesisicta (ki B mepekianax (paxkruuno BumangarTh). Ob6pasu “dead tree”
(“meptBe nepeBo”) 1 “cricket” (“IBIpKYH”) € CHMBOJAaMHU KIHIISI CBITY Ta CMEpTI
JIIOJTUHM, TIOKJIMKAaH1 3MYCUTH MEIIKaHIIIB 0e3IUIiIHOT 3eMI1i 3rajaTi bora 10 Toro, sx
CBIT CAMO3HMILUTHCS. Y HIOCTOMY Ta CbOMOMY PAJIKY IIbOTO YPUBKY HOET YBOJHUTH
JIBa XPUCTUSTHCHKUX CHUMBOJIM, $IKI PO3KpPHBaIOTh BiJHOCMHHM bora Ta mroauHu B
cyuacHoMmy cBiTi. CiioBO “water”, nepexiajeHe sk “I3i0p4yaHHs’, B [[bOMY IMiJITEKCTI
IMIUTIKY€ MOTUB XpeleHHs. “Rock” (ckenst) — TpaAUIIHHUI CUMBOJI XpUCTUSHCHKOT
LEPKBHU, KA B IbOMY TEKCTI Ma€ YepBOHE 3a0apBJICHHS, KOJIP KPOBI OMHPAIOYOI0O
bora. ¥V Ilepmomy Ilocnanni cB. Anioctona [laBna no xopuntsin (10:4) Boga it ckens
HE MOXYTb BUKJIFOYaTH ofHe oxHoro: “And did all drink the same spiritual drink: for
they drank of that spiritual Rock that followed them: and that Rock was Crist” (“60
MWIK 3 JYXOBHOTO TPSAYIIOr0 KameHs; KaMmiHb ke OyB Xpucroc”). YBIE€HHS PO
bora Oiunblie He € “Oe3nocepenHiM NMEpPeKUBAHHSAM JIIOJUHUA, BOHO IYHKTHPHE Y
CBIJIOMOCTI MEIIKaHIIB Oe3IuIiaHol 3emii. Y I’ATii 4YacTuHI TBOpPY II€
MIPOTUCTABIICHHSI CUMBOJIIB CTaHE OUIbII BUPA3HHUM, MEPEPOCTAIOUU Yy HaB’SI3JIMBUM
pedpeH:

Here is no water but only rock

Rock and no water and the sandy road

The road winding above among the mountains

Which are mountains of rock without water [6, p. 47].

Hema TyT BoJU, TITBKHM CKEJIS TOTICIHBKA,

Ckensa 0e3BoHA 1 IMIIJaHA CTEKUHA,

[Ilo BUCOKO B’€ThCsI HA BEPXOTip’sl.

I'opu ckensici, ckeni 6e3BoH1 [3, ¢. 80].

B ananizoBanoMy emizofi O60r He Ja€ po3paau, TiHb BiJl CKEJl HE MOXKe
3poOUTH MYKY MEHIIOI0. bo MOPIBHSAHO 31 CKENelo, JI0JWHA — JIMIIE HPUTOPUIHS
nuny. Memkaniii 6e31utiiHoT 3emuti BTpaTiiid 0ora B co0i, MepeTBOPHIIUCA Ha TIIIHHY
wIo0Th. [IpoTe rorHa MeHIlIe nepenMaeTbest cMepTio bora, equne, o XBUIKOE 1i —
1€ YCBIJIOMJICHHS BJIACHOT CMEPTI.
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[Toema “IlopokHi AKX’ HAISKUTH N0 HaWBax4doro y dirocodcrko-
MOETUYHOMY IIJIaH1 mepiofy — “mepioay MHomyKy”’. 3 YCbOrO MOETUYHOTO CHAJKY
Emiora neit TBIp BUPI3HAETHCA HEXApaKTEPHOIO MJIsi MOETAa MPOCTOTOK CTHIIIO Ta
MOPIBHSIHO HE3HAYHOIO KIJBKICTIO TEKCTOBUX TPAHCIIAHTAHTIB. 3 OIVISIAY HA 1€ JAJIs
HAC I[IKaBOIO HacaMIlepe]] € MapaTeKCTyalbHICTh, sIKa MPOSBISETHCS Y CEMAaHTUUHHUX
3BsI3KaX MDK 3arojloBKoM, emirpagom Ta yciM TekcTtoMm. [Ipoananizyemo nei tum
MDKTEKCTOBUX 3BSI3KIB y 3raJlaHOMy TBOpI JETallbHIlIE. YXe y HOro Ha3Bl MOXKHA
BUSBUTH CBOEPIIHE JIITEpaTypHE MOHTYBAaHHS, [IKEPEIIOM SKOro € JIBa pi3HI
nporoTekctu. Cam EnioT 313HaBaBcs, 1110 3ar0JI0BOK CBOTO TBOPY BiH CKOMIIOHYBAB 13
Ha3Bu pomany Y. Moppica “The Hollow Land” Ta moemu P. Kimminra “The Broken
Men” (Hac UIKaBIATH OpWUIriHAJbHI HAa3BU TBOPIB, TOMY TMEpeKJIaJ MU He
MPOMOHYEMO). Y pe3ylbTaTi Takoi IHTEPTEKCTYyalbHO-IHTEIEKTyalbHOI TpU 3
PELUIIEHTOM Y MIATEKCT IMIUTIKYETHCS MPOPOUYUN MOTHUB O€3HAAIMHOrO Ta MapHOIO
ICHyBaHHS “TIOPOKHIX JIIOEeH”, MO OE3[UIbHO OJIyKaloTh y IMyCTedl BIACHOT
o6e3myxoBHOocTl. TekcTy moemu mepeaye aBa emirpadu: Mistah Kurts — he dead
(Micta Kypu — Bin ymep) Tta A penny for the Old Guy (Illeninr ays craporo ["as), siki
HAJAI0Th 3HAYHO HIMPIIOTO CMHUCIY K 3aroJioBKy TBOPY, TaKk 1 CaMOMY TEKCTY,
BIJICUJIAIOYM PELMITIEHTA 10 00pa3iB TyYXOBHO CIYCTOLIEHUX JIIOJIEH, 10 HE MOXKYTh
OCSTHYTH CEHC BlacHoro OyTTa. besnepeuHo, TtekcTu-acouiatu (emirpadgu sk
CEMaHTUYH1 HOCII MPOTOTEKCTY), WIO iX PELMITEHT IMEPEOCMUCITIOE y MIATEKCTI
HOBOT'O TBOpPY, 30arauyioTh MOEMY JOJATKOBUMHM IMIUIILIMTHUMHU cMHUciaMmu. Micrta
Kypr — repoit pomany JIx. Konpaga “Cepue Mopoky” (“Heart of Darkness”).
[IporoTexkcrom wiei muTaTh 6€3 aTpuOyLii € perlika CTaporo Clyru-Herpa, SKHi,
MOBIAOMJIIIOYM TIPO CMEPTh CBOTO rocnojaps, HEMOB MIJCYMOBYe Oe3ClIaBHUN Ta
MapHUM KUTTEBUU MNUIAX JTIOAWHU 3 BeaukumuM amOimismu (“hollow sham”).
[IpoTotekcrom apyroro emirpada € anrmiicekuit gonbkiop. lurary, mo peui, Tex
6e3 atpubyuii, “A penny for the Old Guy” (“LlUeminr ana craporo I'as™) Emior
3al03UYMB 13 TIICHI, SKY BHKOHYIOTh MEIIKAHI[l AHIJIIACBKUX MICT Y JI€Hb
cBaTKyBaHHs “TlopoxoBoi 3MoBu”. [[1s1 agekBaTHOI IHTEpPHpETaLlii IILOTO IHTEKCTY Y
HOBOMY KOHTEKCTI HEOOXIJTHO BIATUCA J10 ICTOPUYHOI peTpocnekTuBu. ['ait dokc —
TEpOpUCT-HEeBAaxa, skoro 5 nucronaga 1905 p. momimis cxomujia 3a MUTH [0
opraHizoBaHoro HuUM BuOyXy OyaiBii [lapmameHTy, 3BIBIIM MM CaMUM HaHIBElb
OararoneHHy miaroroBky. ILlopoky 5 nucromaga BYJIUISIMU AHIJIIMCHKUX MICT
BOJIOYAThH COJIOM siHI onynaina doxca, mo0 y KIHII PUTYaJbHOT XOAU iX CHAIUTH.
[{poro nHs AiTH OPOCATH CUMBOJIIUHY MUJIOCTHHIO 13 cioBamu: “A penny for the Old
Guy”. Otxe, emnirpagu a0 TMOEMH € OJHOYACHO 1 TMapaTeKCTyaIbHUMH
(BCTaHOBIIIOIOTh ACOIIATUBHHUM 3B’A30K MDK TEKCTOM MOEMH Ta MIPOTOTEKCTaMHU
enirpadiB), 1 METaTeKCTyalbHUMH (3AIUCHIOETHCSA KOMEHTYIOUE TMOCHIJIAHHS Ha 1X
MPOTOTEKCTH) BKIIOUEHHsAMU. Buctynatoun y (akynbTaTUBHIN MO3UIIIT TBOPY, BOHH,
TUM HE MEHIIIE, IOBHOIO MIPOIO BIUIMBAIOTh Ha JIEKOJYBaHHS IMIUTIIMTHUX CMHUCIIB
TBOPY. Y pe3ynbTaTi TaKoi IHTEPTEKCTYyalbHO-IHTEIEKTYAIbHOI IPU 3 PEIUIIEHTOM
SACKpPaBO TMpPOSIBISETbCS OOpa3Ha KoOresisd, IMIUTIKYETbCS TMPOPOYHM  MOTHUB
0e3HaIfHOro Ta MApHOI'O ICHYBAaHHS “TIOPOXKHIX JIOJEH”, 0 Oe3UUIbHO OIYKAIOTh Y
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mycTelli BIacHOi 0e3ayXoBHOCTI. BelbMu TOYHO 03HAUMB MOAIOHHWI CTaH JOJICTBA
C. AGpamoBHY: “epo3isi TYXOBHO-KYJIBTYPHHX IIIHHOCTEM B €MOXy OJAHOOIYHOT
OpIi€HTAIlli HA caMl JIMIE Pe3yJbTaTh HayKOBO-TEXHIUHOI peBoiromii <...>” [1, c. 3].
Sk cuibHa TO3UILIS TBOPY, BOHM IMOBHOIO MIpOIO BIUIMBAIOTh Ha JEKOJYBaHHS
IMIUTIMUTHUX CMUCIIB TBOPY. 3a3HAu€Hy MapaTeKCTyalbHICTh Yy Wi moe3ii
KJIacu(DIKyeMO SIK apXeTUINHUN TUI 1HTepakuii. BaxnuBuil atpuOyT puUTyanbHUX
niiicTB EnioT He BUMIAIKOBO YBOAUTD Y MEPIIUX PsAJIKAX TBOPY:

We are the hollow men

We are the stuffed men [6, p. 56].

Mu nroiu MOpOosKHi,

Cnycromeni groau [3, c. 86].

€ yci nifcTaBu BBaXaTH npaodbpazom metadop “hollow men” (mopoxxHi J1roan)
ta “stuffed men” (comomoro HamxaHi) — COJOM’SHI MAacKH S3UYHHKIB, HIO iX
BUKOPUCTOBYBAJIH IiJ] YAaC PUTYAJIbHUX TAHI[IB Ta IHIIMX MICTUYHUX AIMCTB 3 METOIO
3an00puTH 60riB [9, p. 164].

VY 3akmouni, V dactuHi Enior yBOAMTH 1€ OAHY JOCUTH HECHOJIBaHY
puTyanemy. Muerbcs mpo pUTyanbHi TaHIU, SKi TPAAMIIIHO BUKOHYBANHCS KOJIOM.
PeuumieHTy mNpOMOHYEThCS PO3MI3HATH II0 puUTyaleMmMy Yy mapadpasi ‘“‘nursery
rhymes” — “mutsyoro Bipma”. Taka cTHiIbOBa Kore3is JAEMOHCTPYE TOJIOBHHM
npuHIUI noeTuku EnioTa — “moeHaHHS HEMTOEAHYBAHOTO :

Here we go round the prickly pear

Prickly pear prickly pear

Here we go round the prickly pear

At five o‘clock in the morning [6, 58].

OOTaHIIONMO KaKTYC KOJIOM

KakTtyc k010M KakTyc KOJI0M

OOTaHIIONMO KaKTYC KOJIOM

O ’sTiil roauHi pasky [3, c. 88].

[Ilomo mpoTOTEKCTY AAHOTO IHTEKCTY, TO HUM € BijoMa AUTs4YA miceHbka “Here
We Go Round the Mulberry Bush”. V miarekcri moemu 3a3HaueHa napadpasa
BUKOHYE CMHCIIONOPOKYBaJIbHY, XapaKTEpOJOriyHYy Ta aKCIONOTiYHy (yHKIII].
OxpeMo cii BUAUIMTH MOTHUBHY (PYHKIIIIO, TOOTO JIKEpEIO W YMHHUK CTBOPEHHS
HACKpPI3HOTO TEKCTOBOro eneMmeHty. “Prickly pear” (omyHIisl) — BHUJ KakTyca 3
iCTIBHUMU TpymonoaioHuMu ogaMu. Ha Hamry nymky, aBTOp, yBOAsiUM 1Lied oOpas
y KOHTEKCT JUTSAYOro BIpIIA, IMIUIIKYE TeMy “BIAPOJXKEHHS TICIS CMepTi’.
OpieHTyl0unCh Ha MOTHB Biapo/skeHHs, I.CMIT 3poOHMB IliKaBE OTOTOKHEHHS
KakTyca 3 “abcomoTHo ¢aniuaum obpazom” (“image purely phallic”), ockinbku came
BIH € CUMBOJIOM POJIIOUOCTI. YTOUHEHHS 4acy 1poro faiiictBa “at five o’clock in the
morning” (“o0 m’ATiH TOAWHI paHKY’) 3HOBY akKTyasli3ye€ MOTHB BIIPOJKEHHS, Ja€
HaJi10 Ha XUTTA. Sk BimoMo 3 bioumii, XpucToc Bockpec Ha CBITaHKY, a caMe O I SATIH
roauHl. PutyanbHi cBiTaHKOBI TaHli Ha [lacXy cMMBOII3YIOTh HUKIIYHICTD OYTTS, a
OTXKe, BIUHUN mpolec “cMepTi-BiApomkeHHs . OKpiM TOro, B moe3ii BiIOyBa€eThCs
iMiTallisg AaBHBOro putyany “Maypole dance”, xonu mepmioro TpaBHS B AHIIII
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TaHIIOIOTh HABKOJIO 03700J€HOro KBiTaMH CTOBNA (TpaBHEBE JepeBo). ['eHesuc
LBOTO PUTYaAJIbHOT'O JAICTBA ‘“‘CBATKYBAaHHsS TpaBHS csrae Ie A00M PaHHBOTO
cepenuboBiyusa. I.Cwmir posrnsmae 3asHadeHy mnapadgpasy sSK PEMiHICHEHIIIO
putyanbHoi micHl “Here we go gathering nuts in May <...> At five o’clock in the
morning <...>”: miJ Yac UbOTO PUTYyally CEJSIHU MapyBajucs, 0 CUMBOJII3yBajo
MaiOyTHIN Oaratuit ypoxait [9, p. 358]. Ha ocHoOBI mpoBeaeHOro aHamizy MO>KHA
3pOOUTH TONEPE/IHIM BHUCHOBOK: pPUTyaJeMH Yy KOHTEKCTI 3a3Ha4eHoi moe3ii
BUKOHYIOTh (DYHKIIIIO 1pOHIi. ¥ HOBOMY KOHTEKCTI BOHU MOPOKYIOTh OHTOJOTTYHO
HE BJIACTHUBI iM IMIUTILIUTHI CMUCIIKA, TOOTO APEBHE IACTBO MPHU LLOMY CIIPUAMAETHCSA
ak (dapc, amke nependavae IHIIMANA pe3yiapTaT. | Ha MIATBEPIKEHHS HaBEIEMO
OCTaHHIO CTPOdy I[LOTO TBOPY:

This is the way the world ends

This is the way the world ends

This is the way the world ends

Not with a bang but a whimper [6, p. 59].

CBIT KIHYA€ETHCS caMe Tak

CBIT KIHYA€ETHCS caMe TaK

He BubOyxowm, a Buimanssm [3, c. 89].

[lepeocmucnioun  midosoremy  “CMEpPTb-BIAPOKEHHS” Yy  BJIACHOMY
MeraTekcTi, EnioT BHUCTymae y pojii mpopoka (MaemMo Ha yBa3l amoKaJiNTHYHY
KapTUHY B ocTaHH1i cTpodi nmoesii “TlopoxkHi moau’). IlpoananizoBaHi puTyajieMu y
KOHTEKCTaX TBOpiB Emiota BHUKOHYIOTH 1pOHIYHY  (QyHKIIO. XYyT0XKHBO
nepeocMHCIioYr  ix, EmoT 3amepeuye mNepBUHHE 3HAYEHHS ULbOTO JIINACTBA,
BUCTYIIAIOYH Yy poJii mpopoka. Ha Oe3ruiigHiid 3emi1i TOPOKHI 01U HE MOXKYTh OyTH
KUBUMHU y OYKBaJIbHOMY 3HAU€HHI LILOTO CJIOBA, OCKUIBKM BTPATUIIM BIIUYTTS MEXI
MDK JJOOpOM 1 3JI0M, TaK caMo, 5K 1 Bipy B bora.

OTXe, BUKOPUCTAHHSI PUTyaleM Yy MOETUYHUX TBOpaxX TaK 3BAHOTO “‘TIEpioAy
NomyKy” € aOCOJIOTHO YCBIIOMJIEHMM Ta XyJI0KHBO BHUIIPABJAAHUM 3aCO000M
MOETUYHOI0 MOJEIIOBaHHS KapTuHU cBiTy Emiora. OkpiM Toro, BiH Mae rinOOKe
HayKkoBe MiATpyHTS. Putyanemu EnioT yBOOuTh y TEKCT TBOPIB 3a JIOMOMOTOIO
amo3iii Ta napadpas. Jxepenamu 1uux ¢GopM IHTEPTEKCTYaJbHOCTI € aHTIIMCHKUN
donbkinop (cBiTkyBaHHsA “IlopoxoBoi 3moBu” Ta auTsua miceHbka “Here We Go
Round the Mulberry Bush”). Ix wMoxna xmacudikyBatu sk apxaiumi. J{o
JiTepaTypHUX HalexuTh 3aroioBok moes3ii “The Hollow Men”, yrBopenuii i3 Ha3B
pomany VY. Moppica ta moemu P.Kimrinra. BcraHoBieHo, 1m0 y KOXHOMY 13
O3HAYEHHX BHUIAJKIB I1HTEKCT 3aBXAU “TIEpeTArye” XapakTepHl [Js HBOTO Y
KOHTEKCT1 MPOTOTEKCTY KOHOTalii y HOBUM TekcT. Came TOMYy €HEprisi ‘‘4y»oro
cJIoBa” y IHTEPTEKCTI MOCUIIIOETHCA, IO CHPUS€E MOPOKEHHIO HOBUX IMIUTILIMTHUX
CMHUCHIB. 3 OINIANy Ha 1€, MOXEMO BHUAUIUTH PsIA (PYHKIIH, SKI BUKOHYIOTbH
aHaji3oBaHl 1HTEeKCTH y TBOpl. Ilepm 3a Bce — 1e cmpyxkmypomeipua (abo
TEKCTOTBIPHA), CMUCIONOPOONCYBAIbHA Ta MOMUBHA (QYHKYIl. 3a JIOIMOMOTOI0
putyaneM EnioT akTyanizye MOTHB “‘CMEPTh-BIAPOKEHHS’, SKUH y HOro TBOpax
TpaHCHOPMYETHCSA Y MOTHUB “CMEPTh-y-KUTTI”. Y 1bOMY BUIAJKYy MO>XHA TOBOPUTH
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PO aKciono2iuny Ta ipoHIYHY (yHKYIi BUKOPUCTAHHS aHANII30BaHUX PUTYaJIeM, ajKe
y KOHTEKCTaxX TBOPIB aBTOP IiX MNEPEOCMHCIIOE 3 TOUYHICTIO 10 HaBmaku. Croau
MOXXEMO 3apaxyBaTu anenayiuHy @yHKyito, OCKUIBKM TBOPH PO3paxoBaHi came Ha
epyaoBaHoro perumnieHTa. Clou K BITHOCUMO U CUCHANbHO-MHEMOHIYHY (YHKYIIO —
GyHKLIIO BIi3HaBaHHS Ta 3AUBYBaHHSA. ENIOT KoJye TEKCT, TICHO MeperiiTaloyu
IMIUTIUTHO Ta €KCIUIIIUTHO BUPAXKEH1 CMHUCIM TUM CaMHUM IPOTPaAMY€ PEIUIIE€HTA
Ha IHTEpHpeTailo, TOMY CIIiJI TOBOPUTHU W TPO mpauchopmayiiny Ta
inmepnpemayitiny @yHKYii BUKOPUCTAHUX IHTEKCTIB. @YHKyis eeHepanizayii
nependayae MOCWICHHS 3aKJIaJIEHOTO B IHTEKCTax cMuciy. KyremypHo-cemiomuuna
@yHKYis TONATaE B TOMY, IO 3a JOMOMOTOI0 (QopM iHTepTeKcTyaiabHOcTi Emior
MOBIAOMJIIE  MPO  CBOi  KYJbTYpPHO-CEMIOTHMYH1  YNOAOOaHHSA,  30Kpema
By3bKOcHeliani3oBany Jiteparypy. Lli ¢opMu € oIHUM 13 YMHHUKIB aBTOPCHKOIO
caMmoBupakeHHs. OCKUTbKU EJOT 32 10MOMOTo0 “4y»o0ro cjoBa” BCTYIAE y T1ajor
13 CBOIMH TOMEPEAHUKAMH, TO OYECBUIHOIO € KOMYHIKAMUBHA (DYHKYIsi aBTOPCHKOTO
mertarekcty. lllono muny immepaxyii, TO 1i MoOXHa KIacu(iKyBaTH SK
oonocmynenegy. T' — T, ne T' — 11e TPOTOTEKCT (CIOAM BITHOCUMO HAYKOBI Mparii 3
aHTPOMOJIOT1i, XyJI0’KH1 TBOPH Ta aHTIiiCchkui Qonbkiiop), a T — iHTepTekcT Eniora.
Puryanemu y TBOpax aBTOpoM rpadiyHO HE MApKYIOThCA, M0 YCKJIAJHIOE IXHIO
1IeHTH(QIKAIII0 Ta, BIAMOBIAHO, iHTeprpertauilo peuunientoM. Hlono “besmminnoi
3eMJIi”, TO JIPKEPENIO 3alO03WYEHHS pUTyajeM YacTKOBO BKA3aHO Y MPHUMITKAX 0
MOeMH, TOMY aTpUOYIIil0 MOKHA BU3HAYUTH SIK HETIOBHY.
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AHoTars

CrarkeBuu JI.II. InTepmperamis Ta (yHKUIOHYBAaHHA PHUTYAJIbHHX
MoTuBiB y nmoemax Tomaca Crepu3za Euaiora “besmiinna 3emus” i “Ilopoxni
Jwoamn”.

VY craTTi 11eHTU(IKYIOThCS, IHTEPIPETYIOThCS Ta KIACU(DIKYIOThCS PUTYaJIbHI
MoTHBH y moeMax Tomaca Crepn3a Eniora “The Waste Land” Ta “The Hollow Men”.
JloBesieHo, 1110 BUKOPHUCTAHHS PI3HUX JKEPEJ 3all03UYEHHs apXaiuHUX IHTEKCTIB €
YCBIJOMJIGHUM KpPOKOM aBTOPCBHKOi cTpaTerii. BcTaHoBleHO, 1O y KOXHOMY 13
O3HAYEHMX BHUIAJKIB I1HTEKCT 3aBXAU “TIEpeTArye” XapakTepHl [Jsi HBOTO Y
KOHTEKCT1 MPOTOTEKCTY KOHOTalii y HOBUM TekcT. Came TOMY €HEprisi ‘‘4y»oro
cJoBa” B IHTEPTEKCTI MOCUIIOETHCS, 110 CHPUS€E MOPOKEHHIO HOBUX IMIUTIIIMTHUX
CMUCIIB.

KinrodoBi crioBa: putTyanema, IHTEKCT, IHTEpaKIlisg, aiwo3is, mnapadpasa,
PEMIHICIICHITIS.

AHHOTALUA

CratkeBuu JI. I1. HWurepnperauus U  (QyHKIHMOHUPOBAHUE PUTYaJIbHBIX
MOTHUBOB B mo3max Tomaca CtepH3a Onuota “becrnoanas 3emus” u “Ilonbie moan’.

B crathe uaeHTUOUUUPYIOTCA, HHTEPIPETUPYIOTCS W KIACCUPUIUPYIOTCS
puTyanbHble MOTHBBI B ToaMmax Tomaca Ctepn3a Dimorta “The Waste Land” u “The
Hollow Men”. Jloka3zaHo, 4TO MCIIOJIb30BaHUE Pa3HBIX MCTOYHMKOB 3aMMCTBOBAHUS
apXau4yHbIX MHTEKCTOB SBJSETCS OCO3HAaHHBIM IIArOM aBTOPCKOM CTpaTeruu.
VYCTaHOBNEHO, 4YTO B KaXJOM M3 OTMEUYEHHBIX CIy4aeB MWHTEKCT BCerjaa
“nepeTsruBaeT”’ XapaKTepHbIE 11 HEr0 B KOHTEKCTE MPOTOTEKCTa KOHHOTALIUM B
HOBBbI TeKCT. VIMEHHO MO3TOMY »JHEprusi ‘“‘4yKoro cioBa’ B HHTEPTEKCTE
YCUJIUBAETCS, UTO CIIOCOOCTBYET MOPOKIACHUIO HOBBIX UMIUTULIUTHBIX CMBICIIOB.

KitoueBble ciioBa: puTyajgema, MHTEKCT, MHTEpaKLMs, ajulo3us, napadpasa,
PEMUHUCLEHCHS.

Summary

Statkevych L. P. Interpretation and functioning of the ritual motives in the
poems “The Waste Land” and “The Hollow Men” by Tomas Stearns Eliot.

In this article the ritual motives have been identified, interpreted and classified
in the poems “The Waste Land” and “The Hollow Men”.

It is well-proven that the use of different sources of borrowing of archaic
intexts is the intelligent step of author strategy. It is set that in each of the noted cases
new text always “fills” with typical connotations. For this reason energy of
“loanword” increases in intertext, that incites to creation fresh senses.

Key words: intertextuality, intertext, intext, interaction, quotation, reminiscence,
allusion, paraphrase.



