198 JUCKYPC 3APYBDKHOI'O IIMCBMEHCTBA

V/]IK 821.111-3:801.82]81°373:791.4
DOI: 10.31471/2304-7402-2025-21(77)-198-205

3ACOBY MOBHOI BUPA3ZHOCTI TA KIHEMATOIPA®IUYHA
JIEKCHUKA K MAPKEPHU IHTEPMEJIIAJIBHOCTI B POMAHI
MIOPIEJIb CITAPK «HA ITYBJIIKY»

OneHa TepexoBcbka, FOnis JleHbKO
Ipuxapnamcokuii Hayionanvruil yHieepcumem imeni Bacuns Cmeghanuxa;
76018, lsano-Ppankiscwk, yn. [llesuenka, 57;
e-mail: olena.terekhovska@pnu.edu.ua; kozakjylija@gmail.com

Y cmammi iidemvca npo ocobausocmi XyO0or#CHb020 ONPUAGIEHHS
inmepmedianvHozco konmenmy 6 pomani M. Cnapx «Ha nyoniky». 3 ’scoearo,
30KpeMa, Wo BadcIusuM 3acobom peanizayii iHmepmeoianbHOCmi mym
BUCMYNAIOMb  3ACOOU MOBHOI uUpazHocmi, a came — camupd, IpoHis,
enimemu, memagopu, nopieHaAHHA. JJ08edeHo, wo camupa pazom 3 iPoHIEH0
NOKIUKAHI GUCMIAMU YCMANEHI CYCRIIbHI MOPATbHI HOPMU I npiopumemu, sKi
NUCbMEHHUYs 66adCaAc XUOHUMU 1 Hagimb abCypOHuMu, a enimemu,
Memagopu i NOpPIGHAHHA, 3 00HO20 OOKY, Oepymbv Yuacmv y CMEOPEeHHI
ACKPABUX XYOOMUCHIX 00pasie, a 3 I[HWO020 — NEPEeKOHAUBO MPAHCIIOIOMb
asmopcvke cmasieHHs: 00 HUX.

Tlokazano, wo 3acob6om Xy002cHb0i akmyanizayii inmepmeodiaibHOCmi 6
POMAHI BUCMYNAE MAKOMNHC KIHeMamocpaghiuna nekcuxka i mepmiHono2is, uo
VMONCIUBTIOIOMb  OOCACHEHHs  Gi3VaNbHO20 eghekmy, Oepyuu yuacmov )
CMBOPEHHI Kaopig-CyeH.

Bcmanosneno, wo 3acobu mosnoi supasnocmi i Kinemamozpaghiuna ne-
KCUKa K Mapkepu iHmepmeoianibHocmi 6epyms akmusHy yuacmo )y CmMeopeH-
HI XY00JICHbO20 npocmopy 8 pomani «Ha nybniky», ockiibku 3a808Ku HUM
meKkcm Habysae OinbUlOi eMOYitiHOCMI, BUKIUKAIOYU 8 YUMAYd 3HAYHO WUp-
wul cnekmp novyymmie ma epadiceHv. binvuie mozo, 6oHu chpusioms cmeo-
PEHHIO ACKPABUX | NEPEeKOHIUBUX XYOONHCHIX 00pa3i6, a MaKoic 3Mant08aHHIO
OPUIHATILHUX [ HenepeodAYY8aHUX CIONHCEMHUX X00i8, WO CRPUAE 3ATV4EHHIO
yeazu yumauva i pooums mexkcm OLIbUW ecmemudHo npusadIUSUM.

Kniouogi cnosa: 3acodou mosnoi eupasnocmi, camupa, ipoHis, enimem,
Memadghopa, Kinemamozcpaghiuna niexcuxa, iHmepmeoiaibHiCmb.

CemaHTHKY cloBa (MOHATTS) «IHTEPMEIIATBHICTBY JIO3BOJIAE TIHOIIE
3po3yMmiTH mepeayciM Horo erumororis. CroBo moeaHye B coli «aBa
KIIOYOBUX 3HAYCHHS JIATMHCHKOTO mpedikcy «intepy» (“inter”): «mix» /
«cepen» 1 «B3a€MHO», MO3HAYAIOUYM TaKU MEXaHI3M B3a€EMOJi, MPU SIKOMY
KOHTAKTYIO4i MeJlia He TMPOCTO TOEAHYIOThCS B €IMHOMY CHHTETHYHOMY
poCTOpi (HAMPHKIIAA, TeaTp SIK MOEIHAHHS JITEpaTypH, MY3HUKH, IUIACTHKH
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Ta JiiicTBa), ail BKIIOYAIOThCSA OJMH B OJHOTO, MEPETHHAIOYHM KOPJIOHH,
3OIACHIOIOYM  00O0B’SI3KOBUM B3a€MHUUN BILJINB ,  BUIO3MIHIOIOUHCEH 1
tpanchopmyrouncs»  (Kattenbelt, 2008:  314). Imakme  Kaxyuwu,
IHTepMEIANBHICT, — II€ «OCOOJUBHM T U CTPYKTYPHUX B3a€EMO3B’SI3KIB Y
cepeivHl XYA0XKHBOTO TBOPY, SKHI 3aCHOBAaHO Ha B3a€MOJii MOB, 1HIIUMH
CIOBaMHM — XYJOKHIX KOJIB PI3HUX BHUIIB MHUCTEITBA B CHCTEMi €IUHOTO
XynoHBOTO 1ioro» (Ilemkosa, 2019: 28).

VY minoMy «iHTEepMEialbHICTh BU3HAYAETHCS K TEKCTOBA KaTeropis,
10 BUCTYNA€ KOHCTUTYTHBHOIO BJIACTHUBICTIO CyYaCHHMX XYHOXKHIX TEKCTIB,
sIKa y3arajabHIOE Pe3yIbTaT CHHTE3Y, NePEXPEIICHHS 1 B3a€EMOJIT pi3HUX BU/IIB
MUCTEUTB 1 iX Mefia B XyI0)KHBOMY TEKCTi, <...> OpraHi30BaHUMH y BUTJISI1
BIIHOCHOI BHYTPIIITHBOTEKCTOBO 1 KOMITO3HUIIIHHO -0(OpMIIEHOT ITITICHOCTI »!
(Pieshkova, 2018: 68).

Y pomani M. Cnapk «Ha myOumiky» iHTepMemialbHI TEXHIKA MHChMa
BIUIMBAIOTh Ha BCi pIBHI HapaTUBY, TOMY BAXXJIUBO JOCTIJIUTH MOBHY
CTHJIICTUKY TBOpY, W0 CHPUATHME OUIBII SCKPABOMY OMPHUSIBICHHIO
crienn(iky IHTepMEIiaIbHOIO KOHTEHTY B HHOMY.

OTxe, MeTOI0 i€l HAYKOBOI PO3BIAKM € JOBECTH, IO 3aCOOM MOBHOI
BUPA3HOCTI Ta KiHemarorpadiuHa JIeKCHKAa CIYI'ylOTb  MapKepamu
iHTepmenianpHOCTI B pomani M. Crmapk «Ha my0miky».

JlociAHUIIbKA METOAMKA TOJIATa€ Yy BHUKOPHUCTaHHI (IOIOTIYHOTO
METOAY, MPEIMETOM SIKOTO € «Iepir 3a Bce (hopma, ToOTO 0OpoOKa 3MICTy,
TPAaKTYBaHHs CIOKETYy, KOMMO3ulii, kaHpiB. CHHOHIMOM (OpMH € CTHIIb,
SIKAWA 3MIHIOETBCS B Pi3HI TIEPioaM PO3BHUTKY JiiTepaTypu... OHaK BUBUCHHS
¢dbopm BKIrOUAE i BUBYCHHS 3MicTy» (Depenir, 2021: 33).

Pe3yabTaTn pociaimkeHHs. Sk 3a3HavaroTh Jiteparypo3HaBuii T. b.
[eBuyk Tta O. C. Tkauyk, MOBHa CTHJICTHKA B I[JIOMY BH3HA4Ya€ThCS
CUHTAaKCUYHUMH KOHCTPYKIIiISIMA, MOBHO-BHpaXaJbHUMHU 3acobamm, sKi
CTBOPIOIOTh TNEBHMU CTWJIb NMHChMa, BiJ0Opa)kalodu OCOOJIMBOCTI TBOPUYOTO
Merony aBtopa [llleBuyk&Tkauyk, 2022]. [aTepMeaiabHICTh, IO BUCTYIIAE
HEBiJ’€MHHMM CKJIQJIHUKOM TBOpuoi mManepu M. Cnapk, y 3araibpHiil KapTuHi
MOBHO{ CTHJIICTUKM POMaHy MPOSBISIETbCS B HACTYITHOMY: BHKOPHCTaHHS
caTHpH B 3MaJIOBaHHI XYAOXKHIX 00pa3iB Ui MiIKPECICHHS KOMIYHOCTI iX
1TH030pHO-(PIKTUBHOTO 1ICHYBaHHS; 3aCO0M MOBHOI BUPA3HOCTI, 10 TOKJIMKaHI
BIATBOPIOBATH 1HJIMBIAYaIbHUN CTHJIb aBTOpA; PI3HI CIOCOOM iHTEerparii
KiHemMaTorpadiuyHoi JIGKCHKM B MOBHOCTHJILOBY KapTUHY TBOpy. Ciin
HAroJOCHUTH, 10 BCl 3a3HAYCHI BHUILE aCIEKTH TICHO MOB’s3aHI MIX CO0O0IO 1
HEPIIKO TEPEIUTTaIOTECA B TEKCTI TBOPY 3aBISIKM CBOiM 1HTEpMEMialIbHIN
HPUPOII.

Maiicrepna crmiictuka M. Cmapk mnoeaHye y coli caTupy, IO
JIOTIOMOTJIO MUCHMEHHHUII 3pOOUTH CBOiX TepoiB HE TiIIbKM KOMIYHUMH B

"Tyr i nani nepexnan 3 anrmiiicskoi — FO. Jlenbko
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NEBHUX CHUTyallisiX, a i mnpaBauBo peanictTuuHuMu. M. Cnoapk uacrime
BHKOPHUCTOBYE CapKa3M, HDK KOMi3M, SIBHO BHUCMIIOIOYHM Ti CYCIIUIBHI i7eann
Ta MPIOPUTETH, K1 1 BUTTIAAAIOTH abcypaHUMHU. Yepe3 1ie MUChbMEHHHUIS 110
MpaBy 3aBOIOBAJIa PEMYTAIlilO SICKPABOTO CaTUpPWKA Ta CTHIIICTA, IO B JOBOJII
eKCIICHTPHYHIH Ta MmapagoKcaabHii (OopMi aKIIEHTye Ha OCOOMCTOCTI JIFOJUHH
Ta ii BIWKHMBAHHI B TaKWX HEMPOCTUX YyMOBax. Tak, SBHO CaTUPUUHHUI
XapakTep Ma€ BiI4YaiIylliHe CTBOPEHHS BPaXCHHS 1/1€albHOI CiM’T IOy KK
Kpicrodep, Toai six HactipaBai ArHaben 1 @penepik JaBHO OXOJIOIU OIUH JI0
oxHoro. Brim my6iika mpogoBxKye MUPO BIpUTH Mellia, 1 KpacuBa KapTUHKA —
pe3yabTaT cTapaHb cekperapku dpaHuecKku, BUABISIETHCA NEPEKOHIUBOIO Ta
ycnimHow. Catupa TyT € TOCTPOIO Ta KOHTpacTHO: “She was photographed
at the shops, buying curtain material and a washing machine. Everyone said
that these English tigresses knew how to hold on to their husbands; that was
the reason Englishmen did not frequent prostitutes or keep mistresses.
Frequently photographed, Frederick in a proper morning suit and Annabel
shrouded in black lace set out to be received by the Pope, and half an hour
later were once again photographed as they emerged from the Vatican doors.

Luigi was told by Annabel that his press secretary’s services would be
highly unwelcome if she attempted to bring the baby into this parade.
Accordingly, no photographers approached the baby — except by chance in the
gardens of the Villa Borghese. Annabel released a few charming photographs
of the baby, Carl, to the press through Francesca” [Spark, 1976: 46].

He w™enm carupuyno 3mansoBye M. Coapk 1 Tak 3BaHUH
KOCMOTIOJIITUYHAA «KIHOpail», HE3MIHHUMHU aTpUOyTaMH SIKOTO BUCTYMAIOTh
IHTpUTH, TUIITKM Ta OpexHsA, a >KOBTa Ipeca B3araji MEpeTBOPMIIACh Ha
HeoIMIMHUN 1HCTPYMEHT BJIaJIA, TIEPMAHEHTHO MepeOyBar4M B OYiIKyBaHHI
yeproBoi OpynHoi cencauii: “The range of emotions was as grand as Grand
Opera, but no subtler. A clandestine child — preferably a son — of a film star is
discovered; or an opera singer tells of the persecution she currently endures at
the hands of the tenor’s wife (under the headline ‘Assunta is Jealous of Me’);
divorce in a royal family is a standard thriller; or any story involving mother-
love, especially when the theme hinges on the sacrifice of a steady lover”
[Spark, 1976: 37]. Sk 3a3nauae P. EarekomoOe, «...caTupuuHe 300pa)KCHHs
kiHemaTorpadiunoro cBity Haraaye «Comomke xkuTTs» Denepiko Demtii.
<...> V¥ mizoMy BCi CaTHpHUYHi €mi30j1 TBOPY BKJIIOYAIOTh y cebe Bi3yasbHi
XapakTepuCTUKU KiHematorpady. Ile cmnoHykae 10 BHCHOBKY, IO
1HTepMelIabHICTh 1 CaTUpa SIK HEBiJ €MHI CKIIQJHUKU ITOCTMOJIEPHICTCHKOTO
Merony M. Cnapk y pomani «Ha myOmiky» HE TUIBKM TapMOHINHO
MOETHYIOTHCS B TEKCTi, a W ICHYIOTh HEBIJUIUIBHO OJHE BiJ O,Z[HOFO»J'
[Edgecombe, 1990: 87].

Bapro 3ayBaxkuTu, 1110 PO OCOOJIMBUIN CTHIIb aBTOPKH CBIAYUTH TAKOXK

1Hepel<naz[ 3 aurailcekol — 0. JIenbko
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HasBHICTH y ii HapaTuBi ipoHii. 30KpeMa, B SBHO IPOHIYHOMY acCHEKTi
MOAAIOTHCS TYT 3araIbHONPUUHSTI apTyMEHTH JIJIs BUTIPABIaHHS 3paau: HIOH-
TO, 1100 BHUMpaBAATH 3pady TOJOBHOTO repos (igbMy, B SKOMY 3HIMA€ThCS
Awnnaben, #oro apyKWHa MOBMHHA 3paJWTH oMy Takox: “At that moment
when Luigi Leopardi noticed her, Annabel’s role as an English governess had
progressed to the point where she was shown slipping out of the house one
hot, still night and going to dance in the plashing bowl of the great Bernini
fountain in the Piazza Navona, to cool off the passion she had conceived for
the master of the house (whose wife was carrying on with an Italian painter
anyway — at the insistence of the film company’s directors, who felt that her
infidelity made her husband’s affair with Annabel more moral). This harmless
film made Annabel’s reputation, although it was itself rather lifeless. The
public did not throng. The company lost money” [Spark, 1976: 33].

3 IpOHIEID TAaKOXX PO3MOBIAAETHCS B TBOPI MPO 3aBHINECHI BUMOTH
@penepika 10 poieil, Ha sIKi BiH MPETEHIYE, IO SBHO KOHTPACTYe 3 HOro
peanbHUMH 3TI0HOCTIMHU 1 akTopchKuMHU BMinHsME: “There were few parts
suited to his acting talents — so far as talent, continually unapplied, can be said
to exist. Frederick, however, held to a theory that a random collision of natal
genes had determined in him a bent for acting only substantial parts in plays
by Strindberg, Ibsen, Marlowe, and Chekhov (but not Shakespeare); and, so
far as that went, he was right — everything being drably right in the sphere of
hypotheses, nothing being measurably or redeemably wrong” [Spark, 1976:
25].

He MeHII ipoHIYHO OMHCYETHCS B POMaHI MOMEHT IOJICTIIEHOTO
3iTXaHHd AHHAOCN, KOJM BOHA [JI3HAETLCS, IO KOXaHKa I1i 4YOJOBIKA —
3BHYaiiHA TPOBIHIlIIfHA MiBYMHA, a HE BiJiIoMa 3HAMEHHTICTh. lle BKOTpe
JIOBOAUTh TOW (haKkT, IO HAKOIIbIIE aKTOpKa IepPerMaETbCs BIACHUM
MyOJiYHUM 1IMIPKeM, a CIMEHHI IIIHHOCTI € Jjis Hei YMMOCh SIK MIHIMyM
JpYTrOpsIHHM.

JlociKy 04Ul MOBHY CTHJIICTUKY POMaHY, CIIiJl TAKOXK 3BEpPHYTH yBary
Ha 3ac00M MOBHOI BHPA3HOCTI, 5IKi pOOJIATH HApaTHB OUIBII €KCIIPECUBHUM Ta
emoriitauM. M. Cniapk BUKOPHUCTOBYE IIUPOKHUI CIIEKTP MOBHOCTHJIICTUYHUX
3aco0iB, cepel SAKHX OCOOJIMBO BHPI3HAIOTHCS €IITETH, MeTadopu Ta
nopiBHAHHS. Tak, 3a JOMOMOTrOI0 EIMITETIB, MUCBMEHHHII CTBOPIOE 00pa3
KIHOaKTpUCH AHHa0en Ta IHIIMX TepoiB CBITY KiHO, SIKI HOCTAlOTh MeEpen
yrTayeM B 1HIWBIAyali30BaHOMY 1 MpaBAMBO peamictuaHomy acrekti: “Off
the screen, Annabel Christopher looked like a puny little thing, as in fact she
had looked on the screen until fairly recently. To those who had not first seen
her in the new films or in publicity pictures, she still looked puny —an English
girl from Wakefield, with a peaky face and mousey hair” [Spark, 1976: 22-
23]. I3 HaBeZeHOTO YPUBKY BHUJHO, 10 MHCbMEHHULSI BUKOPUCTOBYE EMITETH
“puny”, “peaky”, “mousey”, 3aBasKM SKMM B ysBi uuTada (QOPMYETHCS
IITICHUM 00pa3 TepoiHi i 3aKIalaeThCs €MOIIMHO-UyTTEBA OCHOBA IS 1l
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MOJAJIBIIOTO CIIPUHHATTS. 3yCTPIHalOThCS TAKOX EMITEeTH, II0 BKa3yloTh Ha
0c00IMBOCTI BHYTpIIIHROTO cTaHy repois: “She listened with a vague ear, for
she was curled up on the sofa among the blue chintz roses, in the house in
Surrey that they had recently acquired, reading through a batch of the latest
reviews of the film from the monthly magazines, provincial papers, and
journals of smaller circulation”[Spark, 1976: 33].

[Toxa30Bo, 1110 Taki €MiTETH MOXYTh 3aMiHUTH COOOI0 HaBITh IPOMI3AKI
cuHTakcuyHi KoHCTpyKIii: “Annabel lay on her sleepless bed, thinking that
Frederick would have to be warned not to speak of the party” [Spark, 1976:
81]. I3 HaBeaeHOro ypuBKY BHIHO, IO clioBocmoaydeHnHs ‘“sleepless bed”
JAKOHIYHO 1 BOJHOYAC TOYHO TEepeae TICUXOJIOTIYHUIN CTaH TOJIOBHOI repoiHi
— MOCTIHAa TPUBOXKHICTH, OE€3COHHS, HEPBOBA 30CEPEIKEHICTh Ha BIIACHUX
JyMKax.

Moo metadop, TO iX aBTOpKa MEPEBAKHO BUKOPUCTOBYE Y POMaHI JJIs
CTBOPEHHSI IIEBHOTO €MOLIIHHOTO e(eKTy, IpoTe iHKOIU MeTa(opu CIyryioTh
TaKOX 3aCO00M «...Tepeadi CyTi TOrO UM IHIIOTO SBHIIA YepPe3 MePEHECCHHS
Ha3BW 3 OJIHUX MPEAMETIB, SBUII, YU Jii HA 1HII HA OCHOBI MOJIOHOCTI i3
Humm» [Tenerina, 2018: 88]. BukopuctoBye MeTadopyu MHUCHEMEHHHIIS TaKOX
JUIs CTBOPEHHSI ipoHiuHOrO miaTekcry: “Thought is a painful activity” [Spark,
1976: 31]. IleBHOoro Mipor0 MeTaOPUYHO OMHUCYETHCS B TBOPI MPOIIEC
IUIMHHOCTI 4yacy: “But time became a hunted animal; there was no time to
write so many letters” [Spark, 1976: 30]. Takox MokHa 3ycTpiTH MeTadopH,
SKI MiICWIIOITH Bidyamizalilo mporecy 3doMku KiHodinemy: “The script
Frederick wrote for her, toward her thirtieth year, was set in Rome, where
they had lingered sometimes on their summer holidays, breathing the
uninhibited air of the Italian film world and magnetised by the café life of the
Via Veneto, where everyone who was not a tourist was in, or wanted to be in,
a film” [Spark, 1976: 30].

Sk Oynmo Bxke 3a3HAu€HO, BAKIMBUM 3aCO0OOM MOBHOI BHPA3HOCTI B
poOMaHi CIYTYIOTh TaKOX MOpPIBHSIHHSA. Tak, migdac iHTepB’t0 AHHaben mac-
Mejlia OJiBeIb MeJiHUKA TMOPIBHIOETHCS 13 «CXBWJIBOBAaHMM HOCOMY, SIKUH
HiOW 3aBMep Yy MepeadyTTi Yoroch HeMMOBipHOTO. BoueBuab, y Takuii crocio
aBTOPKA MIJKPECIIOE OJIEPKUMICTh )KOBTOT MPECU PI3HOTO POJY CEHCAIISIMHU:
“Really? Why not?” said the interviewer, her pencil poised like an excited
nose over the floppy notebook, which was perched on the arm of the chair”
[Spark, 1976: 50]. fIckpaBuM MOPIBHSAHHAM i3 MYIILICIO ITiKPECTIOETHCS
TakoX HeHaBuCTh Dpenepika 10 cBoei apyxunu: “You are a beautiful shell,
like something washed up on the seashore — a collector’s item, perfectly
formed, a pearly shell — but empty, devoid of the life it once held” [Spark,
1976: 98].

[TucbMeHHUIT ~ BHKOPUCTOBYE  TIOPIBHSHHA  NpU  300pa)KeHH1
CIPaBXXHBOTO OOJMMYYs CBITY KiHemaTorpady, B SKOMYy BCE BHUPINIYIOTh
iHTpuUry, rpomi Ta writku: “He took the manuscript from the floor, where she
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had let it fall, and flicked through it as if flicking through a bundle of banknotes
— assessing, without precisely counting, their value” [Spark, 1976: 100].

HaBeneni mpukiand MO3BOJSIIOTH MMIJCYyMYyBaTd, IO Ha 3aran
MOPIBHSIHHS TYT MalOTh BUKPUBAJIbHO-CATUPUYHE MPHU3HAYEHHS, TOOTO
MOKa3yIOTh CIPAaBXKHIO CYTh MEPCOHAXiB, ab0 X MMiJACUIIOIOTh 3HAYCHHS
MIeBHUX IO, EMOIIITHOTO 3a0apBIIIOIOYH iX.

BuBueHHST MOBHOCTHIICTHYHOI KAPTUHU TBOPY MOKA3all0, [0 BAXKJIUBE
Miclle TYT Tocifae KiHemarorpadiyHa JIEKCMKa SK OAWH 13 e(PEeKTHUBHHUX
cmoco0iB  peamizamii  iHTepMEOiaJIbHOTO  acmekTy. MOoKHa  TaKox
CTBEP/KYBATH, 0 KiHeMaTorpadidHa JIEeKCHKa B TBOPI € 3ac000M peastizartii
1HTEpMeTiIaTbHOCTI.

l'onmoBHa repoinsi AHHaOen € KiHOAKTPHUCOK0, TOMY JJIsi CTBOPEHHS il
o6pazy M. Cniapk BUKOPHCTOBY€E Taki iHTEpMEIialIbHi JIEKCEMH, sSIK “actress”,
“script”, “playing”, “posing”, manpukaam: “Oh, stop posing,” Billy said. She
was standing on the carpet, one hand on a side table, gazing back into her
youth, as if playing a middle-aged part” [Spark, 1976: 29]. Jlekcuko-
CEeMaHTHYHE TI0Jie, B SKOMY 3a3HadeHa 3arajbHa XapaKTepPUCTHKA
kiHematorpady, GopMyeThCs BXKE MPU MEPIIOMY 3HAMOMCTBI 3 aKTPHCOIO.
[TizHime yutay BiAKpUBae i ceOe 3aKyIiCHe KIHOMUCTEITBO, 3HAHOMUTHCS
3 TAEMHHISIMU TIPOIIECY 3MOMKH KiHO(D1UIBMIB, TIOpHHae B atMocdepy marii
KiHo. I[pOMy aKTHBHO CHpHUs€ YBEIEHHS CIELiaJbHOI TEepMiHOJIOrI],
0e31ocepeIHhO OB’ A3aHO01 3 MUCTEIITBOM KiHO. 3TOZIOM YWTa4y 3HAHOMHUTHCS
13 mporiecom 3iloMkH (iJbMIB, 1 HA IIBOMY PIBHI 13 CBITOM KiHemarorpady, sx-
ot: “shooting”, “scene”, “film”, “camera”, “cameraman”: “It was a scene in
the governess film Frederick had written for her, The House on the Piazza,
that spread fire in the imagination of Luigi Leopardi. He had a small financial
interest in this film and was watching the shooting at the Bernini fountain in
the Piazza Navona” [Spark, 1976: 33].

Bapro 3ayBaxkutu, mo kiHemarorpadiuyHa TEpMIHOJOTIS SK Mapkep
IHTepMEIaTbHOCTI B  pOMaHl CIYIye TaKOXX CBOEPIAHUM  3ac000M
XapaKTepUCTHKH TepoiB 1 MOMid, M0 BiOYBAIOTHCS HABKOJIO HUX, OCKIJIBKU
3aBASKH BUKOPUCTaHHIO MPOQECIHHOI JEKCUKH aBTOPIl BIAAETHCS CTBOPUTH
SICKpaBHMf MaCHUB CKJIAJTHUX 1 BOJHOYAC IIKABUX acOIliaIlii, 10 BIUTUBAIOTH Ha
ixHe cipuidHATTS. OTXKE, HASBHICTh y TBOPI 3HAYHOI KUIBKOCTI TpodeciitHol
KiHeMaTorpagiqHol JIGKCUKU Ta TEPMIHIB YMOXKJIUBIIIOE TIHOILIE 3aHYpEHHS
yuTavya B aTMoc(epy poMaHy, CIIpUs€e KpaloMy BIIUYTTIO poOOYOi METYIIIHI
Ha 3HIMaJbHOMY MaWJaHUWKy, OUIbIIEe TOTO — JO3BOJISIE YWTAYEBI YSBUTHU
cebe yJaCHUKOM 3HIMAJIBLHOTO TMPOIIECY B POJII peKUCEPA-TIOCTAHOBHUKA a00
XK akTopa. BodeBuab, came Take 3aBJaHHA 1 IOCTaBWJIA TEpel COOOI0
MUCBMEHHUI — TepeJaTH BI3yaJlbHUH Kaap-CLIEHYy 3a JOMOMOTIOI0
BepOaJIbHUX 3aC00iB — BUKOPHUCTOBYIOUM IHTEpPMEIiaIbHUI 1HCTpyMEHTapii.
Hampukian, B emizoni 3yctpiui AHHa0e 13 mamapalli HasiBHI YUCJICHHI BY3bKO
crieniajdbHI TEpMiHHU, TMOB’s3aHI 31 CQepor0 IMpecH, 3aBASIKH YOMY Iepen
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YuTa4eM IOCTa€ LUTICHUN Kaap, SKuil 1 mMana Ha MeTi ctBoputd M. Chapk:
“The cameras pressed upon her, they flashed. The sightseers pushed and
craned. She could not hear one of the questions in the noise that babbled from
the wondering crowd, but she clutched the doctor’s arm and shouted to him”
[Spark, 1976: 70].

BucnoBku. IlizcymoByroun HaBenmeHi (pakTh, MOKHA CTBEPIKYBaTH,
IO JJIsL peaiizalii iHTepMeaialbHOro KOHTEHTY B pomani «Ha my6niky» M.
Crnapk aKTHBHO BUKOPHCTOBYE IUPOKUN CHEKTP PI3HUX MOBHOCTHIIICTUYHUX
3ac00iB, 10 MEPEayCiM 3YMOBIIOIOTH YHIKAIBHICTh il aBTOPCHKOTO CTHIIIO.
Tak, 3Ha4YHE MicIie B TBOpI MOCIJA€ caTHpa, IO Pa3oM 3 IPOHIEI0 MOKIMKaHA
BUCMISITH YCTaJeHI CYyCHNUIbHI MOpajbHI HOPMH 1 TPIOPUTETH, SAKi
MMACHbMEHHUIlS BBa)XKa€ XWOHUMHU 1 HaBiTh abcypanmmu. Catupa TyT, Hade
co(it, MiACBIUy€e BaXKJIMBI MPOOJIEMH Ta JOMOMAarae MpaBUIbHO PO3CTABUTH
aBTOPCHKI aKIEHTU. BayXIMBY poub I peatizailii iHTepMeIiaIbHOCTI B TBOPI
BIITparoTh XYAOXKHI TpPONM — CMmiTeTH, MeTadopH, NOPIBHAHHSI, 3a
JIOTIOMOTOI0  SIKUX, BJIACHE, CTBOPIOIOTHCSA SICKpaBl XyMOKHI 00pa3u Ta
BOJIHOYAC MEPEKOHIMBO TPAHCIIOETHCS ABTOPCHKE CTABJICHHS JI0 HUX.

BaxxnuBum 3aco00M XyI0KHBOI akTyaui3allii iHTepMeniaIbHOCTI B PO-
MaHi BUCTYIA€ TaKOX KiHemaTorpadiuHa JIEKCUKa 1 TepMiHOJIOTIs, 0 YMOX-
JUBITIOIOTH JIOCSATHEHHS Bi3yalbHOTO e(eKTy, Oepydun ydacTh Yy CTBOPEHHI Ka-
JpiB-CIIEH.

BaxxnmnuBo HAaromocuTu Takok, M0 3aco0O0M MOBHOI BHPA3HOCTI Ta KiHe-
MaTtorpagiyHa JeKCHKa SK MapKepH IHTepMeTialbHOCTI OepyTh aKTHUBHY
y4acTh Y CTBOPEHHI XYJI0KHBOTO MPOCTOpY B pomaHi «Ha my0itiky», OCKijb-
KM 3aBJISIKM HUM TEKCT HaOyBa€ OLIBINOI eMOI[IHHOCTI, BUKIIMKAIOYHM B YUTAa4Ya
3HAYHO IIUPIIUI CIIEKTpP IMOYYTTIB Ta BPaXKCHb. bijbIlle TOr0, BOHU CIIPUSIOTH
CTBOPEHHIO SICKPAaBUX 1 MEPEKOHJIMBHUX XYHO0XHIX 00pa3iB, a TaKOX 3Maio-
BAaHHIO OPUTIHAJIBHUX 1 HEMepea0adyBaHUX CIOKETHUX XOJIIB, 1110, 3 OIHOTO
00Ky, CIpusi€e 3ATy4YCHHIO yBard 4MTada, a 3 1HIIOTO — POOUTH TEKCT OUIBII
€CTETUYHO MPUBAOTHBHM.
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MEANS OF LINGUISTIC EXPRESSION AND CINEMATOGRAPHIC
VOCABULARY AS MARKER OF INTERMEDIALITY IN MURIEL
SPARK'S NOVEL "IN PUBLIC"

Olena Terekhovska, Yuliya Lenko
Vasyl Stefanyk Precarpathian National University;
76018, lvano-Frankivsk, Shevchenko St., 57;
e-mail: olena.terekhovska@pnu.edu.ua; kozakjylija@gmail.com

The article explores the artistic manifestation of intermedial content in
Muriel Spark’s novel The Public Image. It is found, in particular, that a sig-
nificant means of realizing intermediality in the novel is the use of linguistic
expressiveness — specifically satire, irony, epithets, metaphors, and compari-
sons. It is demonstrated that satire and irony are employed to ridicule estab-
lished social norms and priorities, which the author views as false or even
absurd. Epithets, metaphors, and comparisons, in turn, contribute to the crea-
tion of vivid artistic imagery.

The study also shows that an important tool for the artistic actualization
of intermediality in the novel is the use of cinematographic vocabulary and
terminology. These elements help achieve a visual effect by participating in
the construction of frame-like scenes.

It is established that both means of linguistic expressiveness and cine-
matic vocabulary — functioning as markers of intermediality — play an active
role in shaping the novel’s artistic space. These elements enhance the emo-
tional depth of the text, evoking a broader range of feelings and impressions
in the reader. Furthermore, they aid in the creation of compelling and me-
morable images, as well as in portraying original and unpredictable plot de-
velopments. This, in turn, captures the reader’s attention and adds to the aes-
thetic appeal of the text.

Keywords: linguistic expressiveness, satire, irony, epithet, metaphor,
comparison, cinematic vocabulary, intermediality.
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