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C. Pymui perenbHO BHOYIOBYE Kapkac cBoiX TBopiB. Haspa, emirpadmw,
KOMITO3MIIIifHA T00yJI0Ba — HAJBAXKJIMBI €JIEMEHTH apXITEeKTOHIKH, SKi
MIITHO TPUMAIOTh KOHCTPYKIIO #oro TekctiB. OcoOnuBe Miclie 3aiiMaroTh
emirpadu, sKi BIIITPalOTh POJb BAaroMOro CTPYKTYPHOTO KOMIIOHEHTY
TBOpIB MHChMEHHUMKA. Y TOBIicTI «[apyH 1 Mope omoBigok» mimiOpane
BHUCJIOBITIOBAHHS HA TIOYATKY TEKCTY JO3BOJISE BIAYMTATH BOKIIUBI CKIAHUKH
aBTOPCHKOTO 1Mi0CTIITIO, a caMe: (1) Mi( — CTPYKTypHO-CEMaHTHYHA MOJEIh
TEKCTY; (2) MariyHui peayisM — CTHIICTUYHHNA KOI TEKCTY; (3) MHCTEITBO
— (dimocodchbke Ta ecTeTHYHE IMi3HAHHSA OyTTa. Y poMaHax «3eMisl Tij
il Horamm», «Knoyn Illamimap», «[HiBY», «30J0THH AiM» CHOCTEPIraeMo
BUKOPUCTAaHHS MUCHbMEHHUKOM emirpadiB sk maparekcTiB. CKOPUCTABIIUCH
PI3HOMaHITHUMH JDKepesaMH Ui KOHCTPYIOBaHHS HAATEKCTOBHX IIMTAT,
C. Pymini opranizoBye B3a€EMOJIiI0 MiX emirpadoM i TSKCTOM JIBOMa THIIAMU:
yHicCOH (mo3uiis emirpada ¥ TekcTy ONHM3bKi) Ta PO3BUTOK TeMH (MikK
emirpa)oM 1 TEKCTOM BHHHMKAIOTh B3aEMHHH TeMH W Bapiarii). Mariaauit
peaiiam y TBopuocTi C. Pymii — XyaoxxHIH METOT 1 THTI XYIOXKHHOTO MHCJICHHS,
CBOEpIIHA OMIIiSI CIIPUHHSTTA Ta BIITBOPEHHS CBITY. [IMCBMEHHUK BipTYO3HO
300pakye TPHUPOAHI Ta HAANPHUPOIHI MOMil, BKIIOYAIOYH B PEATiCTHIHY
OTIOBIJb IppPEANTbHUM €JIEMEHT, SIKHH He MiITAEThCS MOSCHEHHIO 3 MO3WIIiH
3BUYHHUX 3aKOHIB YHiBepcyMy. PeanbHuii Ta ysBHUE cBiTH y TBopax C. Pymi
HaJUJIeH] 3JaTHICTIO CIIBICHYBaTH Ta B3a€MOIPOHHUKATH OJMH B OJHOTO.
OcCo0IHBO I[iKABO CHOCTEPIraTH 3a MaWCTEPHHM 300paXKEHHSIM peabHOI
JIHACHOCTI B Ka3koBoMy Tipoctopi. [TomioHe 6aunmo y moBicTi «["apyH i Mope
OTIOBIJIOKY, Y sIKiif aBTOP BUPA3HO HaTsIKa€e Ha peanii [Hii. Bin 300paxkye ce30H
JIOIIB, 3MajbOBY€E IHIINCHKI TpamuIlii, BIATBOPIOE KOHTPACTH 1HMIHCHKOTO
cycmiibeTBa (KpaiHa GaraTii, OiqHUX 1 Jyxe OiTHHX), KOHCTPYIOE TOTITHYHI
peamii [Haii, MOKa3ylOUN MONITHKIB Ta MOJITHYHI TEXHOJOTIi, SKUMH BOHHU
MOCITyTOBYFOTBCS 3215 TOCATHEHHS CBOET METH.
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S. Rushdie carefully builds the frame of his works. The title, epigraphs, and
compositional structure are crucial elements of architecture that firmly hold
the structure of his texts. A special place is occupied by epigraphs, which
play the role of an important structural component of the writer’s works. In
the story “Haroun and the Sea of Stories” (1990), the selected statement at
the beginning of the text allows us to read the important components of the
author’s idiostyle, namely: (1) myth — a structural-semantic model of the text;
(2) magical realism — the stylistic code of the text; (3) art — philosophical and
aesthetic knowledge of being. In the novels “The Ground Beneath Her Feet”
(1999), “Shalimar the Clown” (2005), “Fury” (2001), “The Golden House”
(2017) we observe the writer’s use of epigraphs as paratexts. Using various
sources to construct supratextual quotations, S. Rushda manages to organize
the interaction between the epigraph and the text in two types: unison (the
position of the epigraph and the text are close) and the development of the
theme (between the epigraph and the text, there are relationships between
the theme and variations). Magical realism in S. Rushdie’s work is an artistic
method and type of artistic thinking, a kind of option for perceiving and
reproducing the world. The writer masterfully depicts natural and supernatural
events, including an unreal element in a realistic story that cannot be explained
from the standpoint of the usual laws of the universe. The real and imaginary
worlds in the works of S. Rushdie are endowed with the ability to coexist and
interpenetrate each other. It is especially interesting to watch the masterful
depiction of reality in a fairy-tale space. We can see this in the story “Harun
and the Sea of Stories”, in which the author clearly alludes to the realities
of India. It depicts the rainy season, depicts Indian traditions, reproduces the
contrasts of Indian society (the country of the rich, the poor and the very poor),
constructs the political realities of India, showing politicians and the political
technologies they use to achieve their goals.

Key words: motif, epigraph,
magical realism, India.

IMocranoBka mpo6iaemu. Teopuicte C. Pymimi
HE3MIHHO BUKIIMKA€E 3alliKaBJIEHICTh Y JIOCIHIiTHHUKIB.
Tak, y mmcepramii J[. Mazina «Iloetnka pomaniB
Canmana Pymni» (2003) oco6nuBOCTI pOMaHiB MHCh-
MEHHUKA K [UIICHUX XyHOXKHIX CHCTEM IOCIiIKY-
I0ThCS Ha Marepiaiti TBopiB «OmniBHIuHI miti» (1981),
«Copom» (1983), «Ocranniit monux Maspa» (1995)
i3 3aITydeHHSM 1HIIUX TBOPIB aBTOpa Ta MOTO JliTepa-
TypHOi eceictuku. [loBicTs «lapyH i MOpe OTIOBiTOK»
TaKOX BUKIIUKAE 3alliKaBJICHHS Y MOCHiTHUKIB. [Ipu-
Mmipom, Jlrommuira BonbHa y crarti « MOpebkHid CBIT
Canmana Pymini: [apyH i Mope omoBimok» aHaii3ye
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XyIOXHIH TEKCT, BHUKOPUCTOBYIOUH 1HAYICTCHKHMI
CBITOIVIA SIK BiANPaBHY TOYKY Ta JETAJIbHUH OIS
PI3HMX acIeKTiB YSBICHHS MUCbMEHHHKA IIPO MOpe.
VY crarri Tomaca Kymivana «CximHe ta 3aximHe
B omoBiganHi “T'apyH i mope omoBimox” CanmaHa
Pymini» mocniukyeTbes HOETHAHHS €IEMEHTIB €BPO-
MEeHCHKOTO OIMOBiaHHs 3 amo3isimu Ha CXif 1 cxigHy
Midomnorito. Takum unHOM, TIoBicTh C. Pymiai «I"apyH
1 MOpe OIOBIZOK» HE 3aJIMIIAETHCS 11032 YBAroko Hay-
KOBIIIB, OJIHAK MpoOIeMa KIIFOYOBUX MOTHUBIB TBOPY
Ta IX B3a€EMO3B’SI30K 3 IHIIUMH TEKCTAMH IHUCHMEH-
HUKa # TBOpaMM aHIVIO-IHAINCEKUX MHCEMEHHH-
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KiB BUMarae MOCHJICHOI JOCIIAHHUIIBKOI YBard, mio i
BH3HAYMIIO aKTYaJIbHICTh HAIIOi poOoTH.

Mera [OCTIIKEHHS — BCTAHOBUTH KIIFOUOBI
motuBH noBicTi C. Pymni «['apyH 1 Mope omoBigox»
Ta BUSABUTH pealli3amifo iX y MONanblIiii TBOPYOCTI
MMMChbMEHHMKA 13 3aJIy9eHHSM TBOPIB aHIIO-1HIiH-
CBKHX aBTOPIB.

JocsaraeHHs 3araibHOi METH IOCIIiIKESHHS Iepe-
0avae BUPIILICHHS TaKUX 3aBAAaHb:

1) HpoaHaJ'IiBYBaTI/I €IeMEHTH  apXiTeKTOHIKH
(Ha3Ba TBODIB i emrpaq)n) y TBOp‘lOCTl C. Pyuml

2) pO3KpHUTH peani3allilo MarivHOro peaismy y
noBicTi «['apyH i MOpe OIOBIZOK»;

3) mocminutu BiaTBOpeHHs peainiit [Haii y moBicTi
«l"apyH i MOpe OmoBiIOK.

[penmerom nocaimkenHss oOpaHo cTiiiki dop-
MaJbHO-3MICTOBI KOMIIOHETH Yy TBopuocTi C. Pymi.

00’ e€KTOM JOCTIIKEHHS € BAaTOMI €JIEMEHTH KOM-
MTO3UIIIITHOI Ta CFOXKeTHOT To0ynoBH moBicTi C. Pymini
«["apyH i MOpe OnOBiTOK» Ta IHIIMX TBOPIB TUCHMEH-
Huka («/lBa poxu, BiciM MICAIB 1 ABaIUATH BiCIiM
Houei», «3omotuit nim», «Kioyn Llamimapy, «Jlyka
i BoroHb XuTTs», “The Ground Beneath Her Feet”).

Buknax ocHoBHoro marepiamy. C. Pymni
perenbHO BHOYHOBYE Kapkac cBoix TBopiB. Cepen
KOHCTPYKIIH, SKi MIIHO TPUMAIOTH OYiBI HOTO
TBOpIB, — Ha3Ba (mepeadadae MOXKIIMBICTh CHMBOIIIY-
HOTO TIyMadeHHsl), emirpadu (31e011bII0ro maparek-
CTyaJIbHI IIUTaTH), KOMIIO3UIliliHA 1TOOymoBa (KoXKeH
KOMIIOHEHT TMpAIIOE Ha JOCATHEHHS XYIOXKHBOI
uimicHocri). Tak, y moBicti «["apyH i MOpe OmoBioKk»
CKJIaJI0Ba YAaCTHHA HAa3BHU «MOPE» aKTyalli3y€e OIMH i3
yHiBepcaJbHHX CHUMBOIIIB, a caMe BOJY, IO Bigirpae
y PYLIIIBCHKUX TEKCTaX POJIb HAJIBAXKIMBOTO XyHTOXK-
Hporo o6paszy (muB. poman “The Ground Beneath
Her Feet”). KinplieBa KOMITO3UIliS TOBICTI BKJIIOUAE
€JIEMEHTH Ka3koBOi moOymoBu (3aumH: «byrno cobi B
Kpaini Ani6eli onHe cymHe Micto...» / “There was
once, in the country of Alifbay, a sad city...”), BUKO-
PHUCTaHHSI SIKMX CIIOCTEPIraeThesl y 6ararbox TEKCTax
nUCbMEHHMKa (IuB. «Jlyka i BOroHb XUTTA», «/Ba
POKH, BiCiM MiCsILIB 1 ABAAUATH BiCiM HOUEH»).

Hocnimkenns tekctiB C. Pyumi MEPEKOHYE, LIO0
ernrpaq)n — BAroMHii CTPYKTypHUI KOMIIOHEHT TBO-
piB mHCbMEHHUKA. Y TOBiCTi «FapyH i MOpe OIMoBi-
JOK» aBTOp BHUKOPHCTOBY€E Takui emirpad: «3enobna,
3enna, Kcanany: // Mpito uncty, yapiBny, // 3anpocu
1o csoro cHy. // Kasky rapay xou oxny // IIpoun-
Tall — i 1 npuiiny» / “Zembla, Zenda, Xanadu: // All
your dream-worlds may come true. // Fairy lands are
fearsome too. // As I wander far from view // Read, and
bring me home to you”. Po3konyBanHs motpeOye nep-
LM KOMITIOHEHT HAaIUCy 10 TBOpY — “Zembla, Zenda,
Xanadu”. VimoBipHo, mo Ha3By “Zembla” nuchMeH-
HUK 3almo3uuuB 3 poMany Bomomummpa HaboxoBa
«bnine momym’a», “Zenda” — 3 pomany EnTOHI Xoyma
Xokinca «B’s3ens 3ennma», a «Xanadu» Biacuiae
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JI0O MICIIS PO3TalllyBaHHS JIITHBOI PE3UJIEHIT MOH-
TOJILCBKOTO iMmepaTopa XyOinas ta TBopy Cemroens
Teiinopa Konpimxka “Kubla Khan; Christabel”. [Ixe-
pella BUMAararoTb pPETEIbHOTO JOCIHiIKEHHS, OJHAK
OYEBHJHOIO € CHMBOJIIYHA CKJIaJ0Ba YacTHHA Ha3B
“Zembla”, “Zenda”, “Xanadu”. BpaxoByrouu Bij-
TIHKM y HAHMEHYBaHHSX, IPHUITyCKAEMO, IO 1X 00’ €1
HY€ aBTOPCHKHI HArojxoc Ha BarOMHUX KOMIIOHEHTaX
XyAOKHBOTO TEKCTY, a came: (1) Mi¢ — cTpykTypHO-Ce-
MaHTHYHA MOJENb TEKCTY; (2) MariuHuil peanizm —
CTHJIICTUYHUHE KoX Tekcty; (3) mmcrenrBo — ¢ino-
cocpke Ta ecTeTHYHE Mi3HaHHA OyTTs. Y pomaHax
“The Ground Beneath Her Feet”, «Knoyn Lllamimapy,
“Fury”, «30m0Tuii 1iM» MUCHMEHHUK BUKOPUCTOBYE
emirpadgu sk mapartekcT. Jkepena HaITEeKCTOBUX
ouTaT HaiipizHoMaHiTHim. Ile anTuuHa miteparypa
(TIniniit), eBpomeiicbka niteparypa (P.-M. Pinbke,
B. Hlexcmip, A.I". JIoypeHc), cxigHa miteparypa (Ara
[axix Auni), eBporneiickke KiHo (Ppancya Tproddo).
Hobuparoun emnirpadu, aBrop Hajgae nepesary BiJo-
muMm Tekctam («Conetrn no Opdes» P-M. Pimbke,
«Pomeo i1 Ixynberra» B. Illekcinpa, «Koxanens nexi
Yarrepnei» J.I. JloypeHca), THM caMUM BCTyma-
104U B JaJior 3 €BPOMEHCHKUM KYJIBTYPHHM KOZOM.
Ob6csr emirpadiB Bapilo€ThCs BiJ OJHOTO PEUYEHHS
JI0 3aBepiieHoro TBopy. Y pomanax «Kioyn Ilai-
Mmap» i «3omotuii giM» — ogHe pedeHHs: «Uyma Ha
Bami asa poan» (Binesam Llekcmip, «Pomeo i JIxy-
nberTan) / “A plague on both your houses!” (William
Shakespeare, “Romeo and Juliet”), «Jlalite meHi
MiJIsiKa, 1 S PO3MOBIM BaM 30JI0TY icTopito» («3a3u-
BaHHA BYJIMYHUX OTOBiauiB y cTapogaBHEOMY Pumi,
nutoBane [Lniniem»)» / “Give me a copper penny and
L'l tell you a golden story” (The cry of street-corner
storytellers in ancient Rome, quoted by Pliny),
«Kutts Mae kyau Oarariry ysiBy, Hix Mm» (Opancya
Tproddo) / “La vie a beaucoup plus d’imagination
que nous” (Frangois Truffaut). Y pomani «3omotuii
IiM» — ypHUBOK 13 TBOpiB: «Ham Bik 1o cyTi cBOiit
TpariuHuii, a ToMy 3a TpariYyHui MU HOTO HE CIIpHIi-
Maemo. KarakiisM yke craBcs, i mocepen pyiH Mu
MOYMHAEMO 3HOBY OymyBaTH CSKi-Taki oceji, 3HOBY
IIeKaTu CsKi-Taki Hajii. BaxkkyBara ne mpams — B
MaliOyTHE HEMAa€ TIIAJKOi JOPOTH, Ta MH HIEMO B
00Xix 4M mpoxupaemMocsi Kpizb mepemkogu. Tpebda
JKUTH, X04 Ou ckibku Briaso Hebecy ([1.I. Jloypenc,
«Koxanenp neni Yarrepneit») / “Ours is essentially
a tragic age, so we refuse to take it tragically. The
cataclysm has happened, we are among the ruins, we
start to build up new little habitats, to have new little
hopes. It is rather hard work: there is now no smooth
road to the future: but we go round, or scramble over
the obstacles. We’ve got to live, no matter how many
skies have fallen” (D. H. Lawrence, Lady Chatterley’s
Lover ). Y pomani «Knoys [llanimap» — 3aBepiieHuit
TBip: « uepe3 Paii mumBy pikoto 3 nekna: // mpekpac-
HU IpUBHI, cepea Houi. // Becno — e cepiie, BOHO y
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XBUWII 3 opueisHu 0°e. // beamoBHa Hid. Becno — e
noroc. // 1 — tanyunii Becisp. JlackaBUM IUXaHHIM
BTilrae Opw3, // MeHi BiH Haue criBayBac...// SIkOu x
TH MOIVIa KOJIUCh MO€I0 OyTH, // 4n 3amuiumiocs 0
0ch HEMOXIHBE B cBiTi? // Bee, mo Tv BTpaTmia, —
ue s1. Tu He npoOauumt. // birykae Most mam’sITh IUIsI-
XaMH TBOTO MuHYJoro. // Tam Hivoro mpommaru. Tu
npobaunml. // HaBite Binm cebe s Taro cBiit Oinb, //
CBiff Oinb s BimkpuBaro numr coOi. / Hema Hivoro,
o He mpomaerbea. Tu He mpomaem. // Axkdu x TH
MOTJIa KOJIMCh MO€I0 OyTH, // 4n 3anummiocs O moch
HeMoxutBe B CBITi?» (Ara lllaxin Anmi. «Kpaina 6e3
momtamTiBy) / “I am being rowed through Paradise
on a river of Hell: Exquisite ghost, it is night.// The
paddle is a heart; it breaks the porcelain waves...//
I'm everything you lost. You won 't forgive me. // My
memory keeps getting in the way of your history.//
There is nothing to forgive. You won't forgive me. //
I hid my pain even from myself; I revealed my pain
only to myself.// There is everything to forgive. You
can't forgive me. // If only somehow you could have
been mine, //what would not have been possible in the
world?” (Agha Shahid Ali). XapakrepHoto ocoOnu-
BICTIO PYIITIBCHKUX TEKCTIB € CITIBICHYBaHHS KiJTBKOX
HaaTekctoBux Iwtar — 1Bl y «Knoyni [amimapin,
Tpu y «30m0TOoMY toMi». OHAK 3ycTpidaeMo i GinibI
TPaIUIiiHy CHUTYaIlil0 — OAHY IUTaTy B pPOMaHi
«3emns mig i1 Horamm». Bapro BigmituTH emirpad
Io ocTaHHbOTO poMaHy «Kimott» [Quichotte, 2019],
B SIKOMY aBTOp BiITBOPIOE CTHIIICTHKY PHIIAPCHKUX
pomauiB: “Quichotte, pronounced ‘“key-SHOT”,
in French and ‘“key-SHOT-uh” in German, and
Chisciotte, pronounced “key-SHO-tay” in Italian, are
alternative spelling/pronounciations of the Spanish
Quixote or Quijote, pronounced ‘“key-HO-tay”.
Portuguese also uses a “sh” sound rather than a “h”
sound for the x or j in the middle of Don Quixote /
Quijotes illustrious name. Cervantes himself would
probably have said “key-SHO-tay” in Spanish of his
time, For the purposes of this text, the recommended
pronounciations is the elegant French “key-SHOT”,
for reasons which the text itself will make clear; but,
gentle reader, suit yourself. To each his/her/their
own articulation of the universal Don”. C. Pympui
Hajae nepeBary aBTeHTHUHUM enirpadam (K. XKan-
HET): HOro IIMTaTH MICTATh BKa3iBKy a0O Ha aBTopa
(®pancya Tproddo), abo Ha mxepeno («3a3uBaHHA
BYJIMYHUX OTOBiAaviB y cTapopaBHboMy Pumi, nuto-
Bane [Ininiem»), abo Ha aBTOpa it mxepeno (/1.1 Jloy-
penc, «Koxanens neni Yarrepneii»; Ara [axix Adni,
«Kpaina 6e3 momramnri»; B. Illekcrip, «Pomeo i
Jxyneerta», P.-M. Pinbke, «Conern mo Opdesn»).
Hianoriuna B3aemonis enirpady i TekcTy mpeacras-
JIeHAa y PYLIOiBCHKUX TEKCTaxX JBOMAa THIIAMH, a CaMe:
YHiCOH (mo3uuis emirpada W TeKcTy OJHM3bKi); po3-
BUTOK TeMH (MiX emirpadoM i TEKCTOM BHHHUKAIOTb
B3a€EMUHU TeMH U Bapiarlii).
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Mariunuii peanizm y tBopuocti C. Pymni — me
HE CTINBKM XYIOXHIH METoJ, B SIKOMY Mariusi (Mic-
TUYHI) €JIEeMEHTH BKOHCTPYHOBaHI B peaJiCTUUHY
KapTUHY CBITY, CKIJIBKM THI XYI0KHBOTO MHCJICHHS,
CBOEPIHA OISl CIIPUNHATTS Ta BiATBOPEHHS CBITY.
[TucbMeHHHMKY BHAETHCS MaCTEpHO 300paKyBaTH
NPUPOIHI Ta HAANPHUPOAHI MOAIi, IpU IBOMY MpH-
XOBYIOUH BJIaCHE CTaBJCHHS [0 300pakyBaHOTO.
JlaTeHTHICTh aBTOPCHKOI MO3MLII HE 3aBakKae 4YHUTa-
4YeBi BiAYMTAaTH aBTOPCHKE IparHeHHS 00’ €qHATH
300paKyBaHi CBIiTH B €IMHY XYAOXKHIO LUTICHICTB. SIK
BigjaHuii amonoretT mariuHoro peanismy, C. Pymai
BKIIIOYa€ B PEAJICTUYHY OIOBiIb HAANPHUPOIHUM
CJIEMEHT, SIKUH He MiJAa€ThCs MOACHEHHIO 3 TO3UIIIH
3BUYHHUX 3aKOHIB yHiBepcymy. Y moBicti «[apyH i
MOpE ONOBIZOK» TaEMHHYA MPHPOAA TBOPUOCTI BTi-
JieHa B 00pa3i «BEIHMKOT0 MOPsI OIIOBIIOK» / JKepena
OTIOBIIOK Ta PETPaHCISATOPIB — HEBUIMUMOTO KpaHy
(invisible Tap), 1xxuna Bomu (Water Genies), xiroua
(subscriber). Onosigau ka3ok Pamma Xamidp m’e
rapsuy onosinny Bony (warm Story Waters) i HanoB-
HIoeThes 11 mapoto (/ feel full of steam), ane cam npo-
1ec MiAKIIOUEHHS A0 JPKepena OMOBIIOK TPUBATHIA
yac 3aIMIIAETHCS TAEMHULIEIO, amKe “that’s much Too
Complicated To Explain” [Rushdi, 2000]. Edekry
NPUCYTHOCTI YapiBHOTO B paliOHAJBHOMY CBITI
C. Pymini BoaeTbest AOCATTH LUIAXOM 3aJTy4eHHS HE3-
BUYaHHUX 00pa3iB 1 OMUcy HEWMOBIpHHMX CHTYyaIliil.
VY nosicti «['apyH 1 MOpe ONOBIIOK» 3aisHI JUBHI
HamiBpeagbHi TMEpPCOHaXl Ha KIITANT AWBaKa-BO-
nist [TomtoBoro excrpecy-aBToOyCcy HOMEp OAWH 10
Jonmuuau K Ha iM’st Anex (Butt). Bin Bpaxkae CBO€IO
30BHILIHICTIO (300pOBaHk / an enormous fellow 3 ryy-
HUM TOJIOCOM, BEJIMKOIO YyNPHHOIO HAa MAakKiBIi, IO
cTUpyana, sk rpe0ins mamnyru / a great quiff of hair
standing straight up on his head, like a parrot s crest,
3apoCiIUM OONUYYSIM 3 SKHMOCH JYKE «IIip’SICTHM)
BoJIoCcCIM / extremely hairy, somehow feather-like),
MOBEAiIHKOI0 (YMOBHBIIMCH 3 [apyHoMm, BiAMOBIIS-
€ThCsI BiJl BUKOHAHHS CBOIX MOCaJ0BUX 00OOB’S3KiB)
1 pinocodcbkum cnpudHATTIM XUTTA (“An accident
is truly a sad and cruel thing, but but but — crash!
Wham! Spatoosh! — how it makes one giggle and
hoot” / «Cam o co0i HemacHuii BUTIAJI0K — CIIPpaBa
CyMHa 1 )KOPCTOKa, aJie X, ajie Xk, ane x — bax! Tpax!
Ta-pa-pax! — sixk He po3perorarucs!» [Pymini, 2012];
“A figure of speech is a shifty thing; it can be twisted
or it can be straight” / «KoxxeH BHCIIB — THy4Ka pid;
HOr0 MOXKHA THYTH, @ MO>KHA HE THYTH ¥ 3QJIMIIUTH
npsimum» [Pyti, 2012]). /IBa cBiTH — peaibHUN CBIT,
NoOyIOBaHUH Ha «IIPOCBITHULBKOMY», pallioHalb-
HOMY OaueHHi peallbHOCTI, Ta ippeaqbHUl CBIT, MOOY-
JOBaHMH Ha MPUHHATTI JOTIKH HAIANPUPOAHOTO SK
YAaCTHUHHU TOBCSIKAEHHOTO XUTTA, y TBopax C. Pymiai
HaJIJIEH] 3J]aTHICTIO CIIBICHYBAaTH Ta B3a€MOIPOHH-
KaTH OJMH B oHOTO. Y moBicTi «['apyH i Mope icTo-
piit» MMCEMEHHUK CTBOPIOE 00pa3 CyMHOTO MicTa B
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ysiBHIN kpaini AmidOelt (a sad city), HaliCyMHINIOTO
y cBiTi (the saddest of cities, a city), TaKOTO CyMHOTO,
1o ¥ 3a0yIo, sk 3BeThes (so ruinously sad that it had
forgotten its name). lloxmype mope (a mournful sea),
3rpai HacyruieHuX puO-ByrpiB (full glumfish <...>
were so miserable), BeIeTeHChKI 3aBOJIU 3 BUPOOHH-
LTBa CMYTKY (factories in which (so I'm told) sadness
was actually manufactured), 9opHHIA TUM 3 KOMUHIB
3aBojIiB 3 BUpoOHHIITBA cMYTKY (Black smoke poured
out of the chimney of the sadness factories), pyinu
«cTapux-crapux OyIWHKIB, IO HaraxyBald Po30WTI
cepus» B cepenmicti (And in the depths of the city,
beyond an old zone of ruined buildings that looked
like broken hearts), — KpaCHOMOBHI JieTalli, SIKi JIOTIO-
MararmTh aBTOPY BIATBOPHUTH arMocdepy CYMHOTO
MiCTa 3 HAaBUCIIUM HaJl HUM JIMXHUM MTEPeBicTIM (hung
over the city like bad news [Rushdi, 2000, c. 15]).
JleTanbHO OMHCYOYM CYMHE MiCTO B KpaiHi AnihOeit,
aBTOp HIOM NparHe NMEpeKoHaTH YUTada B MpUMap-
HOCTI, Ka3KOBOCTI, XI/IMepHOCTi nporo Micra. OmHak
PCANbHICT NPOHHMKAE KPi3h XYIOXKHE ILICTHBO
aBTOpCHKOI (haHTa3ii, 1 mepeq YuTadeM MOCTA€E IIiI-
KOM peajibHa Kpaina — lunist / the country of Alifbay,
Kpaina 6e3 nowramtis / the Country Without a Post
Office (3a 0o6pazuumM Bupasom Aru Llaxiga Ami).

Buninumo nexinbka mo3uiiil y mosicti «['apyH i
MOpE ONOBIJOK», SKi BUPa3HO HATSKAIOTh Ha peaiii
T il

(1) 300pakeHHs CE30HY JOINIB SK HE3MIHHOTO
arpuOyTy iHailiceKoro Kiimary. Y moBicTi «[apyH i
MOpE OIIOBiIOK» aBTOP ONHMCY€E CyMHE MICTO Mij yac
JIOIIOBOTO Tepiomy: came Tomi “delicious pomfret
in the sea”, “people could have a break from the
glumfish”, “the air was cool and clean, because the
rain washed away most of the black smoke billowing
out of the sadness factories” [Rushdi, 2000, c. 21].
Awnrno-inainceki nuceMenHukH (Kipan [ecai, Apyn-
nari Poit) momiono C. Pymimi TakoX BiITBOPIOIOTH
kojopuT IHAil, 300paxyroun crenudiyHi MycoHHI
JIOIIi, SIKi JUTIOT B KpaiHi MPOTATOM KiJTbKOX MICSIIIB.
Tak, y pomani Apynzaari Poit «bor npiOHuub» aizHa-
€MOCSI, 1110 «HA MOYaTKy YEPBHS 3pUBAETHCS MiBICH-
HO-3aX1THHIA MYCOH i TPUHOCHTD TPH Micsi BiTpy i
BOJH 3 KOPOTKHUMHU HpOMl)KKaMI/I pi3koro, 6JIMCKOTIN-
BOTO COHSYHOTO CBiTNA, y SIKOMY KBallIsATbCs Haba-
BHUTHUCS HEBraMoBHi mitTm» [Poi, 2018, c. 4]. Sk i B
noBicti C. Pymini, Tak i B pomani A. Poit gor 3MiHto€e
HaBKOJIMIIHIA KpaeBua («Yce HaBKOJO 3aXOILIIOE
Oyiina, HecTpuMHa 3eneHb» [Poii, 2017, c. 4]) 1 npu-
HOCHTB MOJIETIICHHSI MiCLIEBUM XKHTEISM SIK CYMHOTO
MicTa kpainu AmidOeit, Tak i xuteiasiM AeMeHeMa B
inpiceromy mtari Kepana. [IponuknrBo Hacomomy
BiJ MEpIIOTO JOLIy B POLi Iepenae OMUC BiadyT-
TiB ['apyna Xanida, sixkuii “skipped about and got a
wonderful warm drenching, and opened his mouth
to let the raindrops plop on to his tongue” [Rushdi,
2000, c. 21].
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(2) 3mamtoBaHHS iHIIHCHKUX TPAIUIIIH K HE3MiH-
HOI KOHCTaHTH iHAIHCHKOTO CyCHiNbCTBA. Y MOBICTI
«l"apyH 1 Mope OIOBiZOK» aBTOpP CTBOPIOE 00pa3
Kaskaps (storyteller) Pammna Xanida, cnoBHEHOTO
“cheery, tall, short and winding stories / tales”,
aKki BiH Oe3mepectaHky / ‘“never-ending stream”
posmoBigaB. i 1aHyBaJbHHMKIB Ka3kap OyB
Pammnom-Mope Omosinox (Rashid the Ocean of
Notions), nns 3a3apicaukiB — I[llaxom-Kaszna-11]o
(Shah of Blah) [Rushdi, c. 15]. 'apyn Ha3uBaB cBOTO
Oarpka XKonmiepom, Benukum Lltykapem (Juggle),
«SIKUH TPUIITYKOBYE OAHY OIOBIAKY N0 1HIIOI Ta
H KpyTUTb HUMH, SK LIUTaH COHLEM, 1, TOJIOBHE,
HIKOIIK He CXUOUTHY» (because his stories were really
lots of different tales juggled together, and Rashid
kept them going in a sort of dizzy whirl, and made
a mistake [Rushdi, 2000, c. 16]). 3maBanocs, TOCHTb
PammnoBi po3iMKHYTH ycTa B IIUpiH ycMimmi — i
3BiAITM BUIUIMTHE HOBICIHBbKa JieTeHAa (pop some
brand-new saga), ne € cupaBXHICIHbKE YaKIYHCTBO
(sorcery), Benuke koxaHus (love-interest), uymoBi
npuHLECH (princesses), 311 naapku (wicked uncles),
TOBCTI TITKHU (fat aunts), BycaTi OaHIUTH B )KOBTHX
KapTarux mranax (mustachioed gangsters in yellow
check pants), aynosi rai (fantastic locations), Benuki
HerigHuku (cowards), xopoopi repoi (heroes), 3aB-
34Ti CYTWUKH (fights) Ta e MiB MIOKUHA THXHUX
menofnitt (half a dozen catchy, hummable tunes).
3pnaTHICTE CTBOPIOBAaTH icTOpii €AHae pymimiB-
CBKOTO Ka3Kaps 5K 3 iHAIHCHKUMHU BYJTHYHUMH OTIO-
BiJlauaMH, TaK i 3 TeposMU apaOCBKUX KazoK. IM’s
Rashid Khalif (sx i iM’s tioro cuna Haroun) csrae
nerenaapHoro xanida barmaga 'apyna anp-Pammna,
MPaBIiHHS SKOTO BO3BENUUYEThCS B 30ipui «Tucsua
i onmHa Hiu». BapTo BiAMITHTH, IO THUCHMEHHUK
HEOHOPA30BO 3BEPTABCS Y CBOIH TBOPYOCTI 10 Haii-
BiIOMIIIO] y CBiTi 30ipKu cXigHHX Ka3okK. [I[pomMoBu-
CTHH TpUKIaa — poMaH «JlBa pokH, BiCiM MicAIliB
1 IBaAIATh BIiCIM HOUYEi», Ha3Ba SKOTO € alI031€r0
Ha 30ipKy «Tucsua i ogna Hiw». Y nmoicTi «[apyH
1 MOpe OMNOBiIOK» OUYEBUIHHMH € TEPETYKH MiX
o0Opa3zom HemepeciyHoi omoBinadku ka3ok I[llexe-
pe3any Ta PYyWAIBCBKUM IEpCOHa)xeM (30KpeMa,
BIUIMB Ha ayaurtopito). Ilinm dac BuctynmiB Pamma
Xanidp (sx i Illexepe3ama) mnepeTBOPOBaBCS Ha
«CTIPaBXXHBOTO YapiBHUKA», YapaMm SIKOTO IIijijgaBa-
yucs 1 o0aepri nitnaxu (raggedy children), 1 6e33y0i
ninu (foothless old-timers), i MiCbKi KOpOBH (city §
wandering cows), 1 MaBIOYKH (monkeys), i Nanyru
(parrots) [Rushdi, 2000, c. 16]. PamumoBe BMiHHS
3aXONHUTH CIyXadiB Haraaye He TiTbKW OMOBiAaYKy
CXIIHMX Ka30K, a 1 JereHJapHOTO JIaBHBOT PELLKOTO
repost Op(be;[ CIIIB SIKOTO 3a4apoByBaB 1 nromed, i
TBapHH, 1 TaxiB, i MEIIKAHIIIB MiJ36MHOTO 1[apCTBa.
O6pa3 Opdes Ik HENEPECIYHOro CIiBaKa i My3H-
KaHTa B TPaHC(POPMOBAHOMY BHIVISIAI IIOCTAE TAKOX
B pomaHi «3emis mij il HoramMmy, MO Ja€ MiJCTaBU
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MIPUIYCTUTH BaroMicTh IBOTO Mi(igHOTO TEepco-
HaXka [l aBTOPCHKOT MOZENi XyAOKHBOTO CBITY.

(3) BigrBopenns IHmii sk KpaiHM KOHTPACTIB,
HEOJMIHHHM aTpuOyTOM SIKOI € poor 1 Super-poor.
VY mnogicti «['apyH 1 MOpe OMoOBiIOK» POAMHA TOJIOB-
HOTO [IEPCOHAKA MEIIKAE Y HEBEJTMKOMY IIaHEIbHOMY
OynuHKY, sSskuii “nothing like the skyscrapers where
the super-rich folks lived; then again, it was nothing
like the dwellings of the poor, either” [Rushdi,
2000, c. 16]. B Innii 6arari >xuByTH y XMapodocax,
0imHI y HeBenWKHux OyIMHOYKax, a Oimapi «B xama-
Oymax 3i crapux ¢aHepHUX ANIUKIB 1 MOJIIMEPHOT
IUTiBKH, CKICEHUX Bigaaem» (“in tumbledown shacks
made of old cardboard boxes and plastic sheeting,
and these shacks were glued together by despair”).
[Toka3oBo, 1110 HABITH 32 HiY, MPOBEACHY Ha OPYyKiBIIi
Ta Ha CXOAAaX KPaMHHIIb, MICIEBI OaHIUTH 3AUPAIN
3 OigakiB rpomri. | me omHa meramb: «Jlitu OimgHs-
KiB XBOpUIH ¥ TOIIOMyBallk, a IITH OaraTwx mepe-
imanu # cBapwimcs depe3 Tpoiri 0aTeKiBy. Y TBOpax
AHTIIO-HIINCHKUX THCHMEHHUKIB (ApaBiHn Ajira,
«bimuit Turp», ApyHmari Po#, «bor mpiOHUIB)
BiITBOpEHHS €K30TUKH [HAil moenaHyeThes i3 300pa-
JKSHHSIM Tak 3BaHOi TeMHOI cTtopoHu [Haii, peaapHOI
IHzii 3 Ge3kiHEYHNMU 1CTOPISIMU HACHIIBCTBA, PO30e-
IIEHHS, XBOPOO Ta CMEPTi.

Uepru 6in1st KacoBOTO BikHA — “a wrestling match” —
ue [anis B MiHiaTiopi. Benwka KiNbKiCTh MacaxupiB
(XTO 3 Kyp4aMm, XTO 3 JUTHHYAM, XTO 3 1HILOO MOKJIa-
JKEr0) dyOmsacst yepe3 HalMeHIIy MpiOHUIO i cTa-
Baja «yYaCHHKAaMH IPaHAI03HOI IITOBXAaHMHHU, HaJ
SIKOIO JTITAJO Tip’s, irpallku i Kamemoxm». Koxen
XOTiB KYHNHUTU KBHTOK TEPIUUM 1 TUIBKH OTUHHLISIM,
OYMAaHUIUM 1 Yy IOIIMAaTOBaHOMY Ofsi3i, BIaBasoCs
«TIEPEMOTTH» 1 OTPUMATH OMPISIHUH KBUTOK Ha aBTO-
Oyc. bins aBToOyciB topOM macakupiB 3miiimMann
«HEBEJIMKI XMapKuy», aJKe pa3 3a pPa3oM BOHHU MiAX0-
IUTIOBAJIM Bajli3d, CKPy4eHi MOCTeNi, Mamyr, TpaH3u-
CTOpHI npuiimadi i 6iru 1o Hporo. [lpuunna — 3Hy-
[IaHHS BOJI1B, SKi KOPUCTAIINCS TUM, IO IIACAKHPIB
OyIo 3Ha4HO OiNbIle, HIX MICIb B aBTOOycax, 1 HIXTO
HE 3HaB, SIKUH aBTOOYC Ma€ BiAMPABIATUCS MIEPLIMM)
[Pymimi, 2012].

(4) KonctpyroBanHa moniTHuHHX peaniii [nnii,
CKIIaJIOBUMU SIKOI € IMOJITUKH, MONITHYHI MITHHTH,
BuOopH, nutanua Kammipy.

BigTBoproroun o0Opas3u moidiTukiB Ta iX HaOmu-
xenux, C. Pymni miakpecnioe BigmOBiAHICTH iX
30BHIIIHBOTO BUIJISAY BHYTPIIIHEOMY HallOBHEHHIO
(momitukn = 1axpai). [omoBa mpaBms4yoi maprii
Jonuau Ha iM’s1 AnexOo (Buttoo) — «mpuim3aHuit
nanuceko» (The slick genf) 3 TnagkuMm 1 TUCKYYHM
obonuausiM (so shiny-faced and smooth), 31 Iy psilaUMH
BycaMmH (the ratty moustache), aKi 3aHaqTO MpOCTa-
KyBarTi JUis Takoro pad)iHoBaHOTO MaHa, Ta 3 «HEIIU-
POIO0 YCMIIIKOIO KiHO3ipKW» (a movie-star smile),
BiJ yoro otouytouuM podunocs 3ie [Rushdi, 2000].
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CripaBxHE 00IUYYSI TTOJIITHKA PO3KPUBAETHCS B HOTO
peakuii Ha MOpIBHSAHHA 3 BOAiEM aBToOyca: «SKuii
TaM Bojii aBroOyca! O Moiicero-mydenuky! Tu xou
3Ha€M, Manuil, 3 kuM Ti rosopum? Lo crmimbHOTO
MiX MHOI0 1 SKUMOCH modeprororo?» (“Not at all
the same as any bus driver,” he shrieked. ‘Suffering
Moses! Do you know to whom you speak? Do I look
the bus-driver type? ” [Rushdi, 2000]). /1o mapu moui-
THUKaM — MTOMIYHHUKH, TTOXMYPi YOJIOBIKU «3 BEIUYEC3-
HHMH ByCaMH B SICKPAaBO KOBTHX KapTaTUX IITaHAX),
sKi ckupanucs Ha maxpais (look like villains).

Bubopu B [1aii — HallynmroOneHima «rpa» moiiTu-
kiB. HanepenoaHi koxHHUX BUOOpIB yci made «3 mMac-
HUMHU OONMYYSMH, HEIMPHUMHU MOCMIIIKaMU W TOp-
O0aMu rpomeit» 3 HaHOUIBIIMX MOMITHYHUX MapTii
3BEPTAIOThCA 10 apTHUCTIB. 3apyuyUTHCS KPAaCHOMOB-
HOIO MiATPUMKOIO TaJaHOBUTHX aKTOPIB Ha KIITAJIT
Pammpa Xamiga — mepeBipenuit cmoci® «HaOpatu
SIKHAMOLIbIIE TONOCIB», aJKE HIXTO HE BipHB MOJIi-
TUKaHaM, «XOY BOHH aX 31 HIKipU THYJIUCS, a0u BCe
CKUJANIOCs Ha TpaBay» (they pretended as hard as
they could that they were telling the truth). Cekper
JIOBIpH JI0 BUCTYMIB Ka3zKaps — HOTO IIUPICTh, aaiKe
BiH, Ha BiJIMiHY BiJ] TIOJIITUKIB, «3aBX/IU 313HaBaBCS,
IO CKazaHe HUM — LIe CyliJbHa BUrajKa, I Horo
ysBu» [Py, 2012]. 1lle onua nepesipenuii crocio
HaOpaTH ToJOCIB — OpraHi3auis MOJITHYHUX MITHH-
riB (political rally), Ha siKi FOpMUIIA JIFOEH 3BO3WIIN
aBToOycamu, TEPEeTBOPIOKOYM Miclie 3i0paHHsS Ha
TYCTHH Jic, JPKYHIUI, BENMYE3HI KyIli JiTeH, KiHOK
1 YOJIOBIKIB.

3o6paxyroun gonuny K — Kammip, muceMeHHHK
apTHUKYIIIOE MPOOJIeMy HEBHPIIICHOTO MOJITHYHOTO
koHQuikTy Mix [Hmiero Ta Ilakucranom 3a mpaBo
BOJIOZiHHS KaIlIMipChKOIO TepuTopieto. [nes «Kammip
JUISL KalIMipiB!» HE MpPaIoe MPOTITOM I’ STAECATH
POKiB, ToMy Maiike y Bcix TBopax C. Pymini 3Bepra-
€ThCsI 710 1i€T Ooouoi Temu (uB. « OMiBHIYHI ITHY,
«Kmoyn animapy», «Copom»). ¥ mnosicti «['apyH i
Mope icTopiit» mucbMeHHHK 300paxye Jomuny K sk
«HaWBENMYHININKA KPAaeBUJA y CBITi», SKHH Haramye
«4JapiBHUM KUITUM, SKHH YeKae 1 Aymae, XTo K OM Ha
HBOMY 3aXOTIB MPOKATaTHCS». TyT 1 «30JI0Ti OIS
(HacmpaBIi TOPOCHi KOBTO-OpaHKeBHM miadpa-
HoM) / “fields of gold (which really grew saffron™),
1 «cpiOHI ropm» (HacmpaBli BKPUTI MepEeXTIMBO-0i-
JIUM CHIiroMm) / “silver mountains (which were really
covered in glistening, pure, white snow”), 1 «4y70Be
o3epo» / “a beautiful Lake”, i «pyiHH Ka3KOBOTO
3aMKy B CpiOHUX Topax» / “the ruined fairy castle
in the silver mountains”, 1 «CHIOPYIKCHI 32 HaKa30M
CTapOAaBHIX IMIIEpaTopiB camm yTix» / “the pleasure
gardens built by the ancient Emperors”, 1 «caau 3
BOJIOTpasIMH, TepacaMH W MaBUIBHOHAMH YTIiX, I
JOyXH JaBHIX KOPOJIIB yce IIe BUTAIOTh Y MTallu-
Hill 10001 oxyxiBy / “gardens with fountains and
terraces and pavilions of pleasure, where the spirits
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of the ancient kings still flew about in the guise of
hoopoe birds”. llpekpacHi nef3zaxi MoeTHYIOTHCA 13
BEJINYHUM MHHYJIUM, 1 HIXTO HE Ma€ CyMyBaTH, JIHB-
JSYMCh Ha TaKy Kpacy, OqHaK Ha3Ba o3epa — bespa-
nmicHe. Dull Lake Hi0M HaTsiKae ynTA4EeBl HA OMAaHIIH-
BiCTh IIpeKpacHoi KapTuHu: “No man can be sad who
looks upon that sight,” Rashid had said, ‘but a blind
man's blindness must feel twice as wretched then”
[Rushdi, 2000].

Takum 4YMHOM, TpoOaHaTi3yBaBIIM (HOpMAIb-
HO-3MicTOBi KomnoHeHTH noBicti C. Pymnai «I"apyH i
MOpE OTIOBiZOK», MH JiHIIIIN TAKUX BUCHOBKIB!

(1) mUCEMEHHUK Yy CBOi TBOPYOCTI Baromy poib
HaJae eJIeMEHTaM apXITEKTOHIKH, 30KpeMa Ha3BaM
TBOpY U emirpadawm;

(2) MariuHu#t peanizM y TBOPYOCTI MUCbMEHHUKA
MOCTa€ K XyHAOXKHIH METOJ, THUI XyIOKHBOTO MHC-
JICHHSI Ta CBOEPITHA OIS CHOPUHHATTS Ta BiITBO-
pEeHHS CBiTY;

(3) BigTBOpenHs peaniit IHmil (300pakeHHS
CE30Hy JONIB SK HE3MIHHOTO aTpuOyTy iHmil-
CHKOTO KJIIMaTy, 3MaJIFOBaHHS 1HIIHCHKAX TPaauIlii
SIK HE3MIHHOI KOHCTAHTH IHAIMCHKOTO CYCIIILCTBA,
KOHCTPYIOBaHHS MOJITHYHUX peanii [Hail) BucTymae
HEBIJI'€MHOIO CKJIQJIOBOI0 YaCTHHOIO XYHIOXKHBOTO
CBITY NMCHMEHHHKA.

AHami3 Ta cuUcTeMaTH3allis KIOYOBUX MOTHBIB
tBopuocti C. Pymai Ta iHOIMX aHIIO-iHAIHCHKHUX
MUCbMEHHHKIB OTPEOy€E PETEIHLHOTO AOCIIIKEHHS, 1
B IIbOMY BOa4aeMO MEePCIEKTUBHICTh PO3POOKH AaHOT
TEMHU.
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