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B craThe aHaIU3UPYIOTCS MO3THKA IKGPACTUYECKON SKCIIO3UIIUH U OCOOEHHOCTH SK(QPacTHUECKOro
JTMCKypca B poMaHe aHruickoro nucatens [x.bapuca «Merponern» (1980). [TogpoOHo paccmaTpuBaroTes
MPHEMBI CO3IaHMs U (YHKIIUU Kaxa0ro dKdpacuca (BBEIEHUS B TEKCT KaPTUHBI, PUCYHKA, KHUTH, 3/IaHHS).
B OKCIIO3UIIUN OIMHCAHUC IMOJIOTCH M3BECTHBIX XYJOXHHUKOB 3aMCHACTCA OIMMCAaHHUEM MOCETUTEIIEH Hauno-
HanbHOH rajnepen. [IpobiieMa OTHOIIEHUS «OKHBOTO» U «MEPTBOT0», «CTAPOT0» U «HOBOTO» B UCKYCCTBE H B
KHU3HH TIONy4YaeT JalbHEeHIee pa3BUTHE B XYJAOKECTBEHHOM MHpE poMaHa. BIOKHOT W OMHOKIBL B pyKax
MTOJIPOCTKOB MPEABAPSIOT CIOKHYIO CUCTEMY BepOaNbHBIX U BU3yaJbHBIX HAONIOICHHUM IepOeB 32 Pa3HbIMU
«o0bekTaMu» (BelaMu, JIFOABMH, TOPOJAMH) B U3MEHSIONICHCS BPEMEHHON U TPOCTPAHCTBEHHOM IepCIeK-

THUBax.

KuaroueBnble cioBa: anrimiickas mureparypa; [xynuan bapuc; HammonansHas ranepes B Jlonmone;

aK(ppacuc; IKCIIO3UIHUA; SKaAHP.

Bosuukmee B [IpeBHeil I'penum nonsatue
«OK(pacucy MEHSITIOCh UCTOPUIECKHU, U CETOJHS HET
enuHoro onpexaencHust tepmuHa. CoONOCTaBICHUIO
pa3MUYHBIX MOAXOM0B K 3K(pachcy TOCBAIICHO
MHOTO pa0oT B 3apy0eXHOH M POCCHHCKOW Hayke
MOCHEAHUX  JecATHIeTHH.  OkdpacucoM (MM
«OK(pa3oil») HA3BIBAIOT pa3IWYHBIC SBICHUS OT
OnuUcamenbHou pedu 10 B0CHPOU3BEOEHUs O0OHO20
ucKkyccmea cpeocmeamu  0pyeo2o, B TOM UHUCIIE:
OIMCAaHHE PYKOTBOPHOIO MPOW3BEACHHS (XpaM,
JIBOpEIl, KapTHHA, Yallia, IIUT, CTaTys) WK TPOU3BE-
JICHUH TUTACTUYECKUX HCKYCCTB, «BOCIPOM3BEIICHHE
BOCIIPOU3BEACHUA», «U300paKCHUE H300paXKSHHSDY
[bparunckas 1977: 259; ®petinenbepr 1978: 195];
TONIKOBaHWEe KapTUH u cratyil [KonmpareeB 1996:
131]; oOpa3bl peanbHBIX WM BBIMBIIUIEHHBIX MPO-
W3BENICHUI BU3YyaJIbHBIX HCKYCCTB (apXHTEKTYpHI,
CKYJIBITYPHI, KUBOIUCH, TpadUKH) B JUTEpaType
(«0bpa3 oOpa3a», CHMBOIHM3AIUS, «OXKHUBICHHE)
[boukapeBa 1996: 9-11]; mepeBox c s3pIKa OTHOU
CEeMHOTHYECKONH CHUCTEMBbI Ha S3BIK JPYTOM, «BOC-
npuATHe 00bEKTa M TOJKOBaHHE KOJA», «OTCTYILIE-
HHE OT OCHOBHOIo ToBecTBOBaHUs» [['emmep 2002:
10; Py6unc 2003: 14, 290] u 1.1.° B paMKax JaHHO#
CTaThbU OrPAHUYMMCS TPAJAUIMOHHBIM 3K(ppacTrue-
CKUM OOBEKTOM — KapmuHoti — W aKUCHTUPYEM
BHUMaHHE Ha TaKUX CBOWCTBax 3K(dpacuca, Kak
CUMBOIUYECKOE MOIKOBAHUE W 6bIX00 34 2PAHULbL
OCHOBHO20 NOBECBOBAHUL.

© boukapesa H.C., 2012

OTU CBOWCTBA CONMKAIOT 3KPPACUC C IKCIIO3H-
el (OT Jart. expositio — U3NoKeHne, 0ObICHEHHUE)
B OJIMUYCCKHUX U JApaMaTHUYCCKUX IIPOU3BCACHHUAX,
XOTsI ONpE/IEeNCHUE IKCIIO3UIHU TOXKE BAPbUPYETCS:
«...KOMIIOHEHT CIOKeTa: U300pa)keHnue KH3HH TIep-
COHaXE B TMEpUOJ, HEMOCPEICTBEHHO Tpelie-
CTBYIOIIUI 3aBsI3Ke W Pa3BEPTHIBAHHIO KOH(DIMKTA;
CBEIICHHS O T€X OOCTOSATENBCTBAX, KOTOPHIC COCTAB-
nsaoT ¢GoH aedctBusy» [Kamamuukor 1987: 507];
«...J]CUCTBEHHOE BBEICHUE 3pUTEIS] B OCHOBHOE
HACTPOCHHE, WCXOJHYIO CHTYallHIO, MOJOXKEHHE,
BpEMs1, MECTO M JIMIla NIBEChI U MPEIIOJHECCHUC BaX-
HBIX IJIA TOHUMAaHHA NPCAINOCHIIIOK, KOTOPBIC HAaX0-
JSITCS BO BPEMEHH JI0 Hadasla cOOCTBEHHO CIIEHHYe-
ckoro aeuctBus» (mutT. mo: [Tamapuenko 2002:
328])).

VYuuTeiBass Bce BBINIECKA3aHHOE, JKppacmuye-
CKOll 9KCno3uyueli Mbl TIpeaaracM Ha3bIBaTh BBEIC-
HHUE KapTUHBI WU IPYroro IPOU3BENCHUSA HCKYC-
CTBa HEMOCPEJCTBEHHO Iepe HadalioM JAeHCTBUS
(mepen 3aBsI3KOM) € IIEIBIO MOATOTOBKH YUTATEINS U
CAMBOJIMYECKOI0 TOJIKOBAHUS JIMTEPATYPHOTO IIPO-
usBeneHus. [IpumepamMu Takoll 3KCIO3UIMU MOTYT
CIyXHTb 3K(PPacCHChl HACMOPATbHOU KAPMUHsl B
pomane Jlonra «/laduuc u Xnos», cobenena, oTchi-
natomero k kaprune ®.Byme «Tpuymd Benepsr» B
nbece Yailnpaa «MaeanbHbId MYX», eumpasxca ¢
pelllapeM H qamoit B aerektuBe Yanmnepa «[my0o-
KW COH» M MHOTHE Jpyrve (B Ha3BaHHBIX MPOU3BE-
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JICHUSIX OCHOBHOE COOBITHE Jake HE CBSI3aHO C UC-
KyCCTBOM HJIM XYIOXKHHKOM). OK(pacTHuecKas
9KCTIO3UIHMS YacTO BapHUATUBHO TMOBTOpsieTcs B (u-
HaJe, 00paMIIsisl CIOXKETHOE JISHCTBUE.

MarepuanioM JaHHOM CTaTbM MOCIYXKWUI POMaH
JIbx.bapraca «Metrponena» (1980), KOTOpBIH MOXHO
CUUTATh BapUAHTOM POMAHA O CMAHOGIEHUU NUCA-
mens (Tak Ha3bIBAEMOTO «IIOPTpETa XYAOKHUKA B
IOHOCTH»), POMaHa O MOUCKaX CMBICIIA KU3HHU U PO-
JM HCKyccTBa B obmiecTse. [loaTomMy caMblil 3HAYH-
TENbHBI MJACT B HEM COCTaBJISIOT MHOI'OYHCIICH-
HBIC JINTEpATYPHbIC PEMHHHUCIICHIIUH (CM. 00 3TOM:
[Guignery 2006: 13-14; Taunton 2011: 11-23;
Childs 2011: 21]), MeHbIINI — yIOMUHAHUE KHHO-
(I)I/I.HBMOB, MY3BIKQJIBHBIX W JXWUBOINHWCHBIX IIPOH3BE-
JICHUH.

Muorue anrnuiickue mucatenud (A.Mepok,
k. @ayns, [1.Akpoiin 1 ap.) IOCkIIaIN CBOUX T'epo-
eB B KapTuHHBIC Tanepen Jlonmona — Wallace Col-
lection, Tate Gallery u, koneuno, National Gallery.
A.C.BaiierT uynTana JEKIIMU O MOPTpPETax B JIUTEpa-
type B National Portrait Gallery’ [Byatt 2002]. B
SKCNO3uLIMM poMaHa bapHca «MeTrposieHa» Moio-
npie repon Kpucrodep m ToHu oTnpasisiorcs B
HanmonanbsHyto ranepeto ¢ OWHOKIIEM U OJTIOKHOTOM.
Yurartenb OKHIACT, YTO OHM OYyAyT paccMaTpHUBATh
" OIMHUCBIBATh KaPTUHEIL.

Onnaxko emnie JleccHHT oTMeUal, 4TO B IUTEPATy-
pe HEBO3MOXXHO TMOJIPOOHO OMHCATh MpeaMer (i
MPOU3BENICHNE HMCKYCCTBa), HO MOXHO BOCCO3/]aTh
€ro OMOCPEOBAHHO — Yepe3 Ybe-TO BOCHPHUSTHE:
«To, 4ero Hemp3sl OMHMCATh 10 YaCTSIM U B MOIPOO-
HOCTsIX, ['oMep yMmeeT moka3atb HaM B €ro BO3JICH-
ctBuM Ha Hacy [Jleccunr 1957: 244]. Uro moxer
Jath Ooliee KMBOE TIOHSATHE O yapyromleld KpacoTe
Enenbl, kak He MpHW3HAHWE CTapIleB, YTO OHA JIO-
cToliHa TpPOSHCKON BOMHBI, IPOIUTHIX 3a HEE KPOBU
u cne3? bapHc mapoaupyer, mapajoKcaabHO YCIOXK-
HsISl OTOT TPUEM: €r0 TePOH paccMaTpUBAIOT B Ou-
HOKJIb HE CaMH KapTHHBI, a PEaKIUI0 Ha HUX TOce-
TUTEJIEN rajiepeu.

CraBst cBOEH IIENBIO0 M3YyUEHHE 00IaropakuBaro-
el ponu uckyccrBa, Kpucropep n Tonu dukcu-
PYIOT BBIPA)KEHHUE JIULL, 103l U KECTHI IOCETUTENEM,
Jaf0T UM TIOPTPETHYIO XapaKTEepUCTUKY, OMpeses-
10T COLIMAIBHOE U CEeMEHHOE TIOJI0KEeHUE, TOMBICITH-
BalOT Ouorpaduueckue neranu. [lo cytu, 310 Onm-
CaHHe HE KapTHHBI, a JIIOJIeH, ee CO3epIaroNuX, T.¢.
HE CTOJBKO dK(pacuc B TPaJULIHMOHHOM 3HAYCHUU
3TOTO CJIOBA, CKOJNBKO aHTHAK(ppacuc («HyJeBas
CTENEHb» OINUCaHWs KapTuHbl). Komuueckuii 3o-
(eKT cozmaercs yxe caMoil CHTyalluell Ha KOHTpa-
CT€ 8bICOKO20 UCKYCCMBA T JHCUBOU NAHMOMUMDL.

[lepBoe moONMOTHO 0003HAYEHO TONBKO Yepe3
nasBanue («There had been the young nun in men’s
spectacles who smiled sentimentally at the Arnolfini

Wedding, and then, after a few moments, frowned
and made a disapproving cluck»®), B koTopom mox-
YepKUBAETCSl CcaMa IepPEeMOHUs OpakocodyeTaHus,
XOTSI HCCIIC/IOBATENH YKa3blBAIOT Ha OTCYTCTBHE
CBSIIIEHHHUKA, YTO B COBPEMEHHBIX KaTaiorax Haru-
OHAJNBHOW Tajeped MPHUBENO K M3MEHEHHIO Ha3Ba-
Hus: ot The Arnolfini Marriage [Potterton 1977,
reprinted 1988: 52] k The Arnolfini Portrait [The
National Gallery]. [lo cux mop BBI3BIBAIOT CIIOPHI
OCpPEMEHHOCTh HEBECTBI/JKEHBI, OTPAKEHHE CaMOTro
XYZIO)KHUKA B 3epKalie ¥ HAAMMUCH «SIH BaH DK ObLI
3nechk. 1434 rom». Ha Hamr B3rIsia, 3TO XapakTepHBIi
st CeBepHoro Bo3pokieHHs  anieropuyecKuii
MOPTpET, HA KOTOPOM OBITOBOW IiaH (0OCTaHOBKA
KOMHAThl) COeIuHsCTCS ¢ Oubnelickum (Kpome
Crpacteii Xpucra, oOpamIIIONIMX 3€PKajio, IO3bI
OCHOBHBIX TIEPCOHaXKEH HAITOMUHAIOT CloXkeT biaro-
BEIICHUA).

OKCIUTMITUTHO BBIpAKEHHAs B TEKCTE Tema Opa-
kocoueranus (the Arnolfini Wedding), ycunennas
MPHUCYTCTBHEM MOTHBa OEpPEMEHHOCTH Ha CaMoOu
KapTHHE, TPEIBOCXUIIACT KEHUTHOY Teposi B TPETh-
el YacTH poMaHa U poXJeHHe pebeHKa, KIIUeBoe
Ui pa3BUTHA KoHQunkTa. [IpucyrcTBHe aBTOpa B
3epKalie 3a CIUHON OCHOBHBIX MEPCOHAXKEH KapTHHEI
SAna Ban Diika (pueM mise en abime) Ha pa3HBIX
YPOBHSIX TOBTOpSiETCS B CTPYKType pomana (Omo-
rpa¢u3M, MMOBECTBOBAHUE OT MEPBOTO JIUIA, aBTOP-
ckast upoHus). Jist anuTarens, qaxe He 3HAKOMOT'O €
KapTHHOW, camMo HasBaHue «bpakocoderanue Ap-
HOJBb(QMHWY» CIYKHT KOHTPACTHBIM (DOHOM sl Bu-
TYpbl MOJIOJION MOHAIIKHM B MYKCKHX OYKaX, KOTO-
pasi cHayalla CCHTUMEHTAIBHO YJIBIOAETCS, a TIOTOM
MOJABJISICT MTPOOYAMBIIHECS ObLTO YYBCTBA M BBIpa-
J)aeT cBoe HeomoOpenue (cluck — kBoxTaHbe).

Bropoe mnpowmsBeneHHEe HCKycCTBa — aiTapHas
KapTHHa BEHENMAaHIla BTOPOM MOJIOBUHBI XV B.
Kapno Kpusemnu, u3obpaxatomias MajoHHy ¢ mia-
neHieM, co cB. Meponumom u cB. CebacTbIHOM B
o0pa3ze M3SIIHOTO phIAPS. JTO 3araJioyHOe TMPOU3-
BEJICHUE TONyYHJIO Ha3BaHWE 1O CHMBOJIHYECKOMY
o0pazy nactouku. CTWIb XyJO)KHHUKA OTIUYACTCS
MOJUEPKHYTOH JIEKOPaTHBHOCTHIO, O0MIINEM (PpYyK-
TOB, OBOIIEH, IBETOB U JAPArOIeHHbIX KaMHEH (Xy-
JO)KHUK HCTONB30BAN UL UX M300pakeHHs Kycod-
K{ I[BETHOTO CTEKJIa). DKCIUTHIUTHO B poMaHe 000-
3HAYCHO TOJBKO HMMs XYJIOKHHKA M PEITUTHO3HOE
Ha3HaueHue KapTuHsl (the Crivelli altarpiece).

Buumanne aBTOpa M TEpOEB COCPEIOTOYCHO HA
peakuu JEeBYIIKA B TIOXOMHOW KYpTKE C KalTkoIIO-
HoM (transfixed — MpPUTBOXKACHHON K MecCTy; HeEIo-
JIBYDKHOCTH 3pHUTENS B 3K(pacuce 4acTo CBs3aHa C
OXMBJICHHEM CTATYH WMJIM KApTHHBI, @ B COOTBET-
cTBuH ¢ cuHApOoMOM CTEHIaNsT MOXET COMpPOBOXK-
JaThcsi OOMOPOKOM OT «3CTETUYECKOr'0 HaCIa)Jie-
HUSA, TIPEB3OIIE/IIIEr0 PETUTHO3HBIH BocTOpry®). JTa
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peaknuss WPOHWYECKH CHHXKAETCS HaOI0eHueM
repoeB poMaHa 3a ee Jepraroummcst BUCKoM: «There
had been the anoraked girl hiker, so transfixed by
the Crivelli altarpiece that we simply stood on either
side of her and noted the subtlest parting of the lips,
the faintest tautening of skin across the cheekbones
and the brow (‘Spot anything on the temple your
side?” ‘Zero’ — so Toni wrote down Temple twitch;
LHS only)». CTpemiieHne K MpeaeabHON TOUHOCTH B
nepenave BBICHICH CTENEeHW 3MONUHU (MCIONb30Ba-
Hue cydukca -est), HECMOTpsl Ha JTOOPOCOBECTHOE
BHEIIIHEE OIMCAHHWE BBIPAKCHUS JIHIA JICBYIIKH
(MpHOTKpHITEIE TYOBI, HATSDKCHUE KOXKH Ha CKyJaX,
JIBYDKEHHE OpOBH), HE JaeT HHKAKOIO IMpeCTaBlie-
HUSl HU O €€ BHYTPEHHEM COCTOSHUH, HA O TOM, YTO
WMEHHO TMPHBIIEKIIO €€ B MPOHU3BEICHUH HMCKYCCTBA.
JBoitHoe 3HaueHue cioBa Temple (BUCOK M Xpam)
accOIMaTUBHO HAallOMHUHAET O PEJIMTHO3HOM Ha3Ha-
YEHUH alNTapHOU KapTHHBI.

[pencrarienue MaleHBKOTO Meii3axa Qpanirys-
CKOTro JKMBOIHKCIIA BTOpoit moioBuHKEl XIX B. Kioga
MoHe yKa3blBaeT TOJBKO HAa HMITPECCHOHHCTCKYIO
MaHepy XyJOXXHHKa, KOTOpas BbIpaXkaeTcs BO
B3BOJIHOBAHHOW (BBIPQKEHHOW OOWJIMEM TIJIAroJioB)
peakIuu aKKypaTHOTO W OJaroBOCITUTAHHOTO MYX-
YHHBI: €r0 TEIO KOPYMIIOCh, U3BUBAJIOCh, IOKAYNBa-
JIOCh, BJIBIXAJIO W BBIIBIXAJO0, KaK BO3AYIIHBIA MIap:
«And there had been the man in the chalk-stripe suit,
hair precisely parted an inch above his right ear, who
twitched and squirmed in front of a small Monet
landscape. He puffed out his cheeks, leaned back
slowly on his heels, and exhaled like a discreet bal-
loony. B skcno3unnu 3T0 €MMHCTBEHHOE YIOMHHA-
HUE O «HOBBIX» (modern) XynoKHUKaX: HE CIlydaii-
HO €ro HEHTPaIbHOE PaCIOIOKEHHUE.

OnHO3HAYHO HJCHTUPHUIMPOBATH 3TO IOJIOTHO
MoHe CI0KHO, HO CaMBbId «MaJIeHbKHI» U3 €ro IIcH-
3a)Kel, HaXOmAIIUXCs Ha TOT MOMEHT B Hamuonamb-
HOIi Tanepee, — acku3 The Beach at Trouville (1870;
38x46.5 sm) — omIMYaeTcst OT JPYruxX HEoObIYHOH
KOMIIO3UILIMEN M TEXHUKOW, a TAaKK€ KOHTPACTHBIMHU
MOPTPETaMU JBYX KEHIIMH (BEPOSTHO, KEHbI CaMO-
ro XyIOKHHKa U Cynpyru OxeHa bynena, ubn meii-
3axu TpyBHIUIS MOBNHSUTA Ha MoHe), H300pakeH-
HBIX KPYITHBIM TUTAHOM MO KpasiM KapTHHBI, CIIOBHO
OBbI BBIXOJISIINX 32 TPaHUIIBI Meif3aka, TOKa3aHHOTO
B OTJIQJICHHOM MEPCIEKTUBE, U B TO XKE BPEMs SIBJISI-
FOIIMXCS €r0 YacThlo. BBISIBUB 3TOT BEpOSATHBIN MPO-
TOTHUI, YUTATENb, paHee 3HAKOMBIH WM HE 3HAKO-
MBI C TBOPYECTBOM MOHE, HE TOJBKO IIO-HOBOMY
HWHTEPIPETUPYET PEAKLUIO 3pHUTENs (KCTaTH, €IvH-
CTBEHHOTO MYXXYMHBI), CTOAILIETO Iepea Iei3axeM
(u mopTperom), HO U OOHAPYXKHUT B KapTHHE HOBBIC
CMBICITBI, BBIBOJISIIIME Ha SKCIIEPUMEHTAIBHBIC TTPH-
eMBbI, UCIIONIb3yeMble bapHCOM: B 4acTHOCTH, CTpaH-
HOCTh 3TOT0 Tel3aka-mopTpera MOAYEPKUBACT ITy-

CToi cTyn («00BEKT», «BEIb», MPEIMET UHTEPhe-
pa), pa3IensIouIril KeHIIMH U CITY>Kallhil ormopon
JUIsT OMHOM M3 HUX (Kaxkmas JacTh «MeTpoieHaa
3aBepIIacTcs TIaBoi C OJMHAKOBBIM Ha3BaHueM Ob-
ject Relations, B KOTOpOH Tepoil BOCCO3/IAET JeTaln
0o0CTaHOBKM KOMHaThl). HeHa3BaHHyIO KapTHUHY
MoHe, Ha Hall B3MUIAJ, MOKHO paccMaTpHUBaTh Kak
OIMH W3 BaKHEHIINX HMHTEPTEKCTYaJbHBIX «KIIO-
4eil» K poMaHy.

be3 mpsimoro ykazaHus Ha CIOKET KapTHUHBI YIIO-
MUHaeTcsa B dKppacuce U «O0aHATBHO KHU3HEPAIOCT-
HbI @panc Xanbe» (MOPTPET MYKUMHBI, KEHITUHBI
WM 1I€JI0r0 ceMeicTBa Ha (oHe Iei3axa), BO3Bpa-
MIAIONIUH YUTaTeNs K HUACPIaHACKOW (TOUHEe — K
(dbamaHICKOM) KUBOMKMCH, HO yxke He XV, a XVII
cronerus: «Toni and I walked quietly to the padded
bench at the other end of the room, and pretended
interest in a tritely jocund Franz Hals». 910 npowus-
BeZIeHHE HE BBI3bIBACT MHTEpeca y MOCETUTENeH, a
CIIY’)KUT TJIAaBHBIM TepOsSM JUTsl OTBOJIA TJia3, YTO CO-
OTBETCTBYET XUTPOW yCMEIIKE IMEepCOHaX el Ha u3-
BECTHBIX KapTHHAX XYAOKHHUKA.

@panc XanbC YIOMHUHAETCSl IO KOHTPACTy C ca-
MOH «IIOJIC3HOW» IS HAOJIOICHUS, «CePhE3HO»
KapTuHOit AHToHHca BaH Jletika «KoHHBIN mOpTpeT
UYapnassza I» (Equestrian Portrait of Charles I, 1637-
8), mepen KOTOpOi CHIUT KEHINWHA CPEAHUX JIET B
kpacHoM Muiame: «Then we came to one of our fa-
vourite rooms, and one of our most useful pictures:
Van Dyck’s equestrian portrait of Charles I. A mid-
dle-aged lady in a red mackintosh was sitting in
front of it». Ha 3ToT pa3 nmonotHo TouHO HACHTUDU-
nupyercs: xorsd Ban [lelik co3man HECKOJIBKO KOH-
HBIX TopTperoB Yapne3a I, TOIBKO OAMH M3 HHX
HaxoguTca B HanumonansHoil ranepee JloHnoHa.
[IpaBnenue 3TOro aHTJIMHCKOrO KOpOJS W3 IHHA-
ctur CTI0ApTOB, TTOKPOBUTENS JKUBOMHCH, TPHUBEIO
K TpakIaHCKOW BOHHE, a €My caMOMy OTPYOHJIH
ronoBy. Ockap Yaiunpa B bece «aeabHBIA MYyX»
S3BUTENBHO XapakTepu3yeT ronoBy Pobepra Ywmi-
TepHa (M OMOCPEOBAHHO — IIATKOCTh €0 Kaphephl)
KaK TOAXOIANIMIA 00beKT A1 mopTperoB Ban [leiika
[[Tonomapenko 2012]. PacnonoxeHHBIN Ha TOpTpe-
Te crpana, mpsmo oa Haamuckio «KCAROLVS REX
MAGNAE BRITANIAE», xoHtommii B KpacHOM
JaepkutT nuieM Yapnb3a I ¢ KpacHBIM IIEpOM U Kak
Oyaro HaOmogaeT 3a KopoyieM (B pe3yibTaTe B po-
MaHe BBICTpaWBaeTcs IieNasi Ienodka HaOIoaaTe-
neit). Ha tparuueckyro cyan0y KOposisi, BO3MOXKHO,
YKa3bIBaeT M KpacHas OJeKJa MOCETUTEIbHUIIBI ra-
Jiepen.

Onucanue *eHIUHB HAYMHAETCS C MOTYEPKHY-
TO TpyOOH XapaKTEpUCTUKU: OHA aCCOIUHPYETCs Y
MOJJPOCTKOB € TOPOJIOi OpOWJIEpPHBIX KYp, MPOBUH-
LUATBHBIM TOPOJOM, TMOKYIKaMH, 3aMYyKECTBOM U
IBYyMs JI€ThbMH, OTCYTCTBHEM IIOJIOBOM >KU3HH, BH-
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JUMOCTBIO CUACThsI U BHYTPEHHEN HEYJIOBJIETBOPEH-
HocThiO: «I had time to impart a few speculative bi-
ographical details. ‘Dorking? Bagshot? Forty-five,
fifty. Shoppers’ return. Married, two children,
doesn’t let him fug her any more. Surface happiness,
deep discontent’». OueBUAHBI IEPEKIUYKH C IKPpa-
CHCOM KapTuHbI SlHa BaH Jiika (OT TeMbl 3aMyKe-
CTBa JI0 acCOLMalUi ¢ Kypullei). XapaKkTepHbIe I
BCEro poMaHa OIIIIO3UIIMU UCKYCCTBA U XU3HU, WUJII-
JFO3MM M PEAbHOCTH BBIPAXKAIOTCS B OKCIOMOPOHE
(speculative biographical) U npoTHBOMOCTAaBICHUH
(Surface happiness, deep discontent).

JlanbHeiiliee CcpaBHEHUE MOPTPETa KOpOJs C
HWKOHOMW, a peaklUy >KEHIIMHbI — C MOJIUTBOM TOXE
KOHTPACTUPYET KaK C IMPEeAbIAYyIIEH OLIEHKOM, TaK U
C MOCJIEAYIONIMM OIMCAHHEM €€ JKECTOB, CpeIH KO-
TOPBIX OTMEYaeTCs pa3lyBaHHE HO3APEH W MPUHIO-
XHUBaHUE, JBIKCHUE PYK 1O OeapaM C JIETKUM Tpe-
neranueM: «She was gazing up at the picture now
like an icon-worshipper. Her eyes hosed it swiftly up
and down, then settled, and began to move slowly
over its surface. At times, her head would cock
sideways and her neck thrust forward; her nostrils
appeared to widen, as if she scented new corre-
spondences in the painting; her hands moved on her
thighs in little flutters. Gradually, her movements
quietened down. ‘Sort of religious peace,” I muttered
to Toni. ‘Well, quasi-religious, anyway; put that.’».
DKCITMKALS «KBa3UPEIUTHO3HOI0» MPEKIOHCHUS
nepen MCKyccTBOM (MM 00BEKTOM M300pa)keHus?)
BHOBb CHMXKACTCA 4YE€pPE3 q)I/IKCZlHI/IIO €ro BHCIIHUX
(TenecHbIX, (U3MUECKUX) MPOSBICHUN. DTO Omuca-
HUE HANIOMHUHAET peaknuio THOypIys Ha anTapHbIH
o0pa3 Mapun Marnanuael PyOeHca B HoOBemie
T.I'othe «30710TOC PYHOM.

Komuueckuii 3¢dexr ycuimBaercss MOCTOSHHOM
CMEHOM paKypca, HacTOMYMBBIM YINOMHHAHUEM O
nporecce HabOmoaeHus u HaOmomatensx: «l fo-
cussed on her hands again; they were now clasped
together like an altar-boy’s. Then I tilted the binocu-
lars back up to her face. She had closed her eyes. |
mentioned this. ‘Seems to be recreating the beauty
of what’s in front of her; or savouring the after-
image; can’t tell.” I kept the glasses on her for a full
two minutes, while Toni, his biro raised, waited for
my next comment. There were two ways of reading
it: either she was beyond the point of observable
pleasure; or else she was asleep». ['marosnsi (clasped,
closed) momYepkHBarOT, BO-TIEPBBIX, HEMPOHHUIIAC-
MOCTb BHYTPCHHCTO [JI1 BHCHIHCTO, BO-BTOPLIX,
«yMmHupaHue» HaOmroaarens (cM. npum. 5, 6). B koH-
€ KOHIOB KCEHIIWMHA C MOJUTBECHHO CIIOXXCHHBIMH
pykamu (Kak y MaJbYMKOB, CIIYXalllUX MpPH anrape)
3aKphIBaeT TJ1a3a M 3K(pacuc 3aBepiiacTcs HPOHH-
YecKUM 0003HAYEHHEM JBYX BO3MOXHBIX MyTeH
TOJIKOBAHHUSI €€ COCTOSIHUS: «yXOJ B ICTETHYECKYIO

HupBany» [bapac 2003: 11] unu npocto con. Ilep-
BO€ CBsI3aHO C BHYTPCHHUM IIEPEKUBAHUEM BU3Y-
anpHOro Haciaxaenus (beyond the point of observ-
able pleasure), BockpeleHneM KpacoThl (recreating
the beauty of what’s in front of her).

Tak ’xe HeomHO3HA4YeH (UHAN BCETO pPOMaHa.
ITntep Yalina3 yka3blBaeT HA JOCIOBHBIN ITIOBTOP B
TocyienHel TJIaBe MO OTHOIIEHHIO0 K camomy Kpu-
cTodepy COCTOSIHHMSI J>KEHINWHBI Tepel KapTHHOM
Ban [leiika (savouring the after-image) [Childs
2011: 21], xoTopoe MOKHO MHTEPIPETHPOBATH Kak
MblCTIeHHOoe goccosdanue 0bpasa npoutiozo. epoit
OIpaBIIbIBAET COOCTBEHHOE CEMEHHOE CYaCThe M
JIOMAIITHHH YIOT, BBI3BIBAs B MAMSITH 00pa3bl JETCTBA
u 1oHocTH (IIpycT cpaBHHBaJI BOCIOMHUHAHUE C Kap-
THHOM, paMa KOTOpPOH BBIPE3a€T MTHOBEHUE Hallleil
*u3Hu n3 BeuHoctH). CraHer yu Kpucrodep, kak
bapHc, U3BECTHBIM THCATENEM HIIH OCTaHeTCs pabo-
TaTb B U3AATCIIbCTBEC, MMPEAIAracTCsa peiuaTb YnTaTe-
JT0.

Poman cocroutr u3 Tpex uyacreil: MerponeHy
(1963), IMapmwx (1968) u Merponenn II (1977).
[TpoaHanu3upoBaHHas YKPpacTHUSCKasT IKCIIOZUIIHS
K IIEPBOM YacTU CIIY>)KUT SKCIIO3HLMEH U KO BCEMY
poMaHy. DKCIIEpUMEHTHI TTOIPOCTKOB B Harnmonab-
HOM rajepee TMONYYalOT KPUTHYECKYIO OLCHKY
reposi-lOBECTBOBATENSL B UETBEPTOM IVIABE IIEPBOMU
yacth: «And the National Gallery, our most frequent
haunt, gave us examples of pure aesthetic pleasure —
although, to be honest, they weren’t as frequent, as
pure, or as subtle as we’d first hoped. Outrageously
often, we thought, the scene was one more appropri-
ate to Waterloo or Victoria: people greeted Monet,
or Seurat, or Goya as if they had just stepped off a
train — ‘Well, what a nice surprise. I knew you’d be
here, of course, but it’s a nice surprise all the same.
And my, aren’t you looking just as well as ever?
Hardly a day older. No really...». COMHUTEIBHOCTh
94acTOro, YHCTOrO W YTOHYCHHOTO AICTETUYECKOrO
HaCIaXXJACHUA OT CO3CpLUAaHUA IMOJIOTCH BCIIMKUX XY-
JIOKHUKOB TOJYEPKUBACTCS CPaBHEHHEM My3esl C
BOK3aJIOM, a KapTHUH — C JaBHUMH 3HAKOMBIMHU.

Kpome Mone, Cepa u loiin, B Apyrux KoOH-
TEKCTaX Ha3bIBAIOTCS CKYIbNTYpbl JloHAaTemwo u
ortkIBaromue yacel Jlamu, Tuinan (B CpaBHEHHH C
My3eeM MagaM Tiocco) m «ABHHBOHCKHIE JIEBUIIBI)
[Mukacco. [Apakasl ynomuHaercs: «PyaHckuit cobopy»
MoHe: B (uHaje mepBON YacTH TepoH, yeszxas W3
Anrnun Bo OpaHIHUIO, MPOIIACTCS C CaMBIM CEPbiM
BapHaHTOM JTOM cepuu KapTuH: «A grey wall, with
a curling poster of Monet’s greyest version of Rouen
Cathedral»’. B JIoHzoHe HAapsiAy ¢ YIHYHBIMH IIPO-
CTUTYTKaMH (JIAHUPYIOUIMX TOAPOCTKOB IPHBIIE-
KaloT MoJIsIIuecs nmpuxoxane cobopa c. [lapna, a
HEe ero BHyTpeHHee yOpaHcTBo: «We went to St
Paul’s with our binoculars, ostensibly to examine the
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frescoes and mosaics of the dome, but actually to
focus on people prayingy». [ToguepkuBaercs UPOHH-
YyecKuit KOHTpPACT BEpXa M HHU3a, PCIUTUU U KXKU3HH,
nyxa u Tena. [lonpiTka Mo BHEIIHUM peakiusaM (1o-
3aM XY/IOKECTBEHHOTO CO3€pLAHUsl) W3YYUTh BO3-
JIECTBHE MCKYCCTBA HA YEJIOBEKAa CpPaBHHUBACTCS C
HauBHOM Hanexaoi Bpaueidr XVIII B. 0OHapyXuUTh B
cBexxem Tpyne BMmectmimiie aymu («like those
eighteenth-century  physicians ~ who  combed
battlefields and dissected fresh corpses to track
down the seat of the soul»). Okcniepumentsr Toru u
Kpucrodepa Ha camux cebe (3amuch BICYATICHUN
OT CO3C¢pUHaHuA KapTUH HJIK CIIyIIaHUd KIaCCH4eC-
CKOW MY3BIKH) TOXKE clIabo crocoOCTBOBAIM OOHA-
PYKEHHUIO TYIIIH.

B Tperbeii wactu pomana Kpucrodep, Bo3Bpa-
masch B AHTIINIO, Iepuoandeckn mocemaer Hammo-
HaJBHYIO Tajiepero. YoMuHaoTea nyanTtuiauct Ce-
pa ¥ npuMUTHBHCT Pycco — QpaHiry3ckue Xya0KHHU-
ku pyoexa XIX-XX BB.: «There’s a nice Seurat on
loan. And that new Rousseau. Though I didn’t look
at them very closely». [ToB3pocieBmmii repoi, kak
HCTHHHBIN AHITIMYaHWH, M[IPEAIIOYHUTACT <«HOBLIM»
(dpaHIy3cKUM XYIO)KHUKAM KapTHHBI «CTapbIxX»
uTanbsaHckux mactepoB Ilbepo [nmemra dpandeckal,
[Kapmo] Kpusemnu u [Bepostno, JlxoBanau]| ben-
muan: «‘1 find 1 always turn left in there: Piero,
Crivelli, Bellini, that’s what I go for nowadays.’».
Anrnuiickue mpepadasdmutel B XIX B. Beiem 3a
JxOHOM PeCKUHBIM NPOTHUBONOCTABIIIN ATUX XY-
JOXHUKOB, OPraHu4HO COUCTABIINX, 10 UX MHCHUIO,
pEaMCTUYECKYIO JIeTAIN3AlUI0 M JTyXOBHBIN aslie-
ropusM, TuTaHaM Beicokoro Bospoxzaenus.

Tonu, He mocermaromuii 0osbine HannonansHyro
rajiepero, o CBOWCTBEHHBIM €My dMaTaXeM Ha 3TOT
pa3 oTyacTu mojIepKUBaer apyra, xots Kpucrode-
py TOCle ero CliOB HEe XOYETCs MPOJOKATh pasro-
Bop 0 Kpusemnu: «‘Quite right: no point in looking
for live stuff in a cemetery. Might as well look at the
dead fucks <...> then you can really concentrate on
technique and stuff. Crivelli — yeah.’I didn’t like to
say that I found Crivelli’s saints and martyrs — the
drawn, Gothic faces and the 3-D jewels — well, real-
ly quite moving». B ornuume oT 3KCmO3UIMH, B
3TOM 3K(pacuce MOSBISIOTCS DIIEMEHTHI OIUCAHHUS:
O0BEKTHI (CBATHIE W MYYCHHKH) W XapakTep HX
n300paxkeHus1 (M3MOXKICHHBIE T'OTHYECKUE JIHIIA),
0COOCHHOCTH JieKopa (0OBEMHBIE JIPAarOleHHOCTH ),
KOHTpAcT CTaporo ¥ HOBOTO, )KHBOI'O U MEPTBOIO B
BOCIIPUATHHU I'€POCB.

Bo BTOpOI1 yacTH pomMaHa MECTOM, '€ IPOUCXO-
JMT KyJIbMWHAIIMOHHBIA mepenioM B cynsbe Kpu-
cTodepa, CTAHOBHUTCSA My3el (PpaHI[y3CKOrO XYI0XK-
Huka-cumBonucta XIX B. ['toctaBa Mopo. Jta y3-
Kas, pacTsHyTasi Ha HECKOJNBKO JTaxkel, COeIMHEeH-
HBIX BUHTOBOW JIECTHHUIIEM, MapyKcKas KBapTHpKa

Mopo, 1elcTBUTENBHO, HE TAK U3BECTHA TYPUCTAM U
OUTKOM HaOWTa KAPTUHAMHU U PUCYHKAMU XYJIOMKHH-
ka. PoMaHHOE OmHCcaHHE TOr0 My3esl HAlIOMHUHAET
MECTO MHHIIMAIIMH TePOsi, BOMIICOHBIH 3aMOK C IOJI-
3eMeJIbeM M OalllHel, MyTeIeCTBUE B PEHCIIOAHIOI
(ymoMuHaHME O BOK3ase, Ouiierep ¢ AbIMSIICH cura-
POl U KHUI'OM U3 «YEPHOU CEpUM», YT OJIbHO-UYEpHas
neyb, Kapsi@as HEMMOBEPHO, CO3/IAI0T TaKOe BIIe-
YJaTJICHHE).

Onucanue My3es-KBapTUpbl MOpO KOHTPacTUPY-
€T C ONMCaHWEM JIOHIOHCKOM HanuoHansHOW rase-
peu B akcno3unuu (xots Kpucrodep Bckope Toxke
MEePEKITF0YAeTCsl ¢ MPOM3BEACHHIH MCKYCCTBA Ha IMO-
ceruTenei). Breprie B poMaHe JOBOJBHO MOIPOO-
HO, XOTS U O0OOIIEHHO, OMUCHLIBAIOTCS IIOJIOTHA M
OCKHU3bI XYOOXHHUKA, TOUHCC — BICYATIICHUC OT HUX
camoro reposi: «Around the walls hung finished and
half-finished paintings, many of them enormous and
all complex, involving that odd mixture of private
and public symbolism which at the time I found so
beguiling. Large wooden chests with thin drawers,
like massive butterfly cabinets, contained scores of
preliminary drawings. You pulled out the drawers
and squinted through your own reflection in the cov-
ering glass at faint pencilled swoops and dips, stud-
ded here and there with details that would later be
transformed into golds and silvers, flashing head-
dresses, breastplates, bejewelled girdles, encrusted
swords, and all worked into a new and burnished
version of the antique or the scriptural: laced with
eroticism, tinged with necessary violence, coloured
with a palette of controlled excess». Ctuns Mopo®
nepegaercs B eMKHX KOHTPACTHBIX (hopMyrax
(«cTpaHHas cMeCh TJTyOOKO JIMYHOTO M MyOJIMYHOTO
CUMBOJIM3Ma») W JEKOPAaTUBHBIX OMHCAHUAX (OT
«3anyTaHHBIX KapaHAAIIHbIX JIMHUNY» K «IajauTpe
CIICp)KAaHHOM HEBO3IEPKAHHOCTHY, OT CBEPKAIOIIMX
JParolieHHOCTeH K IPEBHHUM JIEreHIaM), B KOTOpbIE
OpPraHu4HO BIUICTAIOTCSA MaCCHBHBIC IHKaq)BI C TO-
HCHBKUMU SIIMKaMH, OTPaXCHUEC B CTEKJISTHHOM
BUTpPHHE, CpPaBHEHHUE ¢ KoJuleKiuei 6adouek [bapuc
2003: 179-180]. Aunamuika skdpacuca, CoO3ByIHAS
PUTMYy KpacoK W JMHUN HAa KapTUHAX XYyIOKHUKA,
nepenaercs Ha (GOHETHUECKOM, MOP(OIOTHIECKOM,
CHHTAKCHYECKOM M CEMAHTHYECKOM YPOBHSIX TEK-
cra. DkppacTUUecKue OMUCAHUS, MPUCTPACTHS Te-
pOsi ¥ KOMIIO3UIIMOHHOE TIOCTPOCHHE pOMaHa COJH-
xatoT TBopuecTtBo Kapmno Kpusemnu (1-1 u 3-g ya-
ctv) u ['toctaBa Mopo (2-1 9acTs).

YnoMmuHanue 00 3cku3e Kk kaptuHe Mopo «Ke-
HUXW» CHMBOJUYECKU TMpeaBapsier BcTpeuy Kpu-
crodepa ¢ ero Oyaylled *KeHOW-aHTIMYaHKOH Mb-
puoH u ee aByms npustensmMu (Mukku u [leitBom):
«I went back to studying a pen-and-ink drawing for
‘The Suitors’; then another, in sepia, heightened
with white». UTtoObl 70 KOHIIA MOHATH COIEpXKa-
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TeIbHYIO (YHKIHUIO 3TOro sKdpacuca, YUTATElb
JOJDKEH 3HATHh (MM JTOTAaThCs), YTO B CBOCH Kap-
ThHE 1852 T. XymOXKHUK OOpalaercs K OAHOMY M3
3MU30/I0B M0AMbI I'oMepa, korma Opaucceli youBaer
skeHuxoB [lenenornsl.

Kaptuny «Opdeii» (1865) Mapuon ommbo4HO,
HO He ciy4aiHo HasbiBaeT «Canomeei» (Mopo He-
OJTHOKpATHO M300pakan A04b Mpoauaasl B Apyrux
paborax). BosMoxxHO, aBTOp poMaHa HaMeKaeT Ha
TO, 4TO0 M3pHOH He pa30bupaercs B HCTOPHH HCKYC-
cTBa (B ommune OT AHHUK, KOTOpas paszapaxkaia
Kpucrodepa cBonMu 3HaHHSIMH), 3aTO OHa cpasy
OOHapyXHMBaeT XapakTep, JaBas CTPOTYI0 OIECHKY
KapTHHaM M XyIoxXHHKY: «It is a bit self-indulgent».
Kpucrodep BO3MYIIEHHO BMEIIMBACTCS B Pa3roBop,
00BsICHSSI, YTO Ha KapTHHE M300pakeHa He Calo-
Mest, a (pakuiickas skeHIIUHA ¢ roinoBoi Opdest: «l
took them apart over Salomé, who was of course a
Thracian woman with the head of Orpheus». Ymo-
MUHaHHEe 00 yuutensx Mopo — moste Mamnapme u
xuBonucue Illaccepro — MOAYEPKUBACT TECHYIO
CBSI3b JIUTEPATYPhl M M300pa3HUTEIbHBIX HCKYCCTB B
MHPOBO33PEHHH I'epOs .

PaGotaromuii B 0anke JleiiB He TOIBKO JaeT cO0-
CTBEHHYIO BeCbMa CyObEKTHBHYIO OIICHKY KapTHHAM
(«It’s weird. It’s really surreal. What a taste in wom-
en. Amazons»), HO U CAMOYBEPEHHO OOBHHSET XY-
JIO)KHUKAa B OTCYTCTBUHM ETHIIETCKOTO Teif3axka, He
CBsI3aHHOTO HH ¢ uctopuerr Canomen (Buaumo, buo-
JUI0 OH TOXKE He 3Haer), Hu ¢ ucropuedl Opdes
(MacTyIIKK BBI3BAIM Y HErO TOJBKO TOMOCEKCYallb-
Hble acconmanuu): «Doesn’t look like Egypt in the
background, though, does it? And who are those
poofy shepherds?».

MuUKKM NUILET JUILNIOM IO TBOpYecTBY Mopo,
ydach B XyJI0)KECTBEHHOM IKose mnpu ranepee Kyp-
tonga (the Courtauld — nebonbioe codpaHue Kap-
TUH B JIOHJOHE, M3BECTHOE KOJUICKIMEH padoT M-
MIPECCHOHNUCTOB M TIOCTUMIIPECCHOHKCTOB), M 3HAET
ropaso Oonble, 4YeM cHadaisa XOodeT 1oKa3aTh (B
«IManore mnepej KapTUHON» OH JIUIIb 3aMEYaer, YTo
CanoMest Heclla T'OJIOBY Ha OJIfOJIe, a HE Ha IUTPE).
IMporiynaB mpoTUBHKUKA, OH MPOPECCHOHATIBHO KPH-
TUKyeT CTHJIb XyNOXKHUKa: naxe Kpucrodep mpu-
3HAET, YTO «aKaJIeMHYCCKUH CHMBOJIHM3M» 3BYYHT
Kak OkcroMopoH: «‘It’s all academic wanking, isn’t
it, as I seem to have said before? I mean, the idea of
academic symbolism, it’s fucking ridiculous, isn’t
it?” ‘It’s an oxymoron.’». B otnnuue or Kpucrode-
pa, MUKKM aKTUBHO MCIIOJIB3YET B CBOEU peYM Ipy-
Oyt0 JICKCHKY U, IPH3HaBasi yM, MacTePCTBO U JTaXe
CTpaHHOCT, MoOpoO, CuMTaeT MNPU3EMIICHHBIMH, 3a-
CTBIBIIMMU W HEBBIPA3UTCIIbHBIMU q)OpMLI " KpacCKu
Ha ero kaprtuHax: «‘Cross-buttock and body-slam
<...>he’s so earthbound. He’s clever, and can paint,
and odd, I’ll give you that. But he’s frozen — it’s like

his colours, they look as if they’re bright and weird,
but in fact they’re actually rather dull if you look at
them’». [To3unms Mukku u dopMa ee BBIpaKEHHS
(«“Wanker’s art, isn’t it?’ <...> ‘But it’s whack-off
art, isn’t it?” <...> ‘It’s all just wrist stuff.’») Bo
MHOTOM OJIM3Ka «BOMHCTBEHHOMY ITUHH3MY» TOHH,
KOTOPBIH, 3aIIUIIAs «HOBOE», (OKHBOE» HCKYCCTBO,
OTBEpraer «crapoe», «MepTBoe» («‘...we believed
that art was to do with something happening, that it
wasn’t all a water-colour wank.” ‘Dead cunts’
pictures’ ‘Shit all, I agree.’»).

B cnope ¢ npysesimu Mapuon Kpucrodep mnpo-
BOJMT TIApaUIe MEKAY (PpaHIly3CKUMH CHMBOJIH-
CTaMM M aHIVIMHACKUMHU mpepacdarmuramu: «Redon
...as far from Moreau as Burne-Jones is from Hol-
man Hunt». Yuensie paccyxknenus Kpucrodepa u
MHUKKH, B KOTOPBIX TIOATBEPIKIAIOTCS ICTETHUSCKUE
MPUCTPACcTUA  TepOsS-TIOBECTBOBATENS  («CHOBBIM»
Opunony Penmony u Onapny bepn-/[xoHcy on
npennoyuTaer «crapeix» ['rocraBa Mopo u Xoib-
MaHa XaHTa), [leliB mpepbiBaeT HIrpod HMEHEM
(GpaHIly3CKOr0 XYAOKHHUKA M Ha3BAaHUSAMH aHTJIMMH-
ckux ropozaos: «‘Redon,” went Dave, ‘Redon. Ox-
for’, Bah-nbri, Bur-meeng’am. Changez, changez.’
He whistled and chuffed». Tak «mnpenackasbiBaercs»
Bo3Bpamenue Kpucrodepa B JIOHI0H, €ro KEHUTh-
0a, I3MCHEHHE B3TIISI0B 1 00pa3a KHU3HU.

Takoe xe He3aMeTHOe «BO3palleHue» B JIOHA0H
MOKHO HAOIOIAaTh B AKPPACTUUECKOH IKCIOZUIIUN
K pOMaHy, KOTOpas HAuMHAeTCs M 3aKaHYMBACTCS
KapTHHAMH HHJEPIAHACKAX (M  (IIaMaHJICKHX)
XYAOXKHHUKOB (QaHTJIMHCKUX HET COBCEM), 3aTO Ha
MOCIEHEM TOPTpeTe M300paXkeH aHTJIMHCKUN KO-
POJIb, MOCTPAJABIINI B TOM YHUCIIE 32 CBOE Upe3Mep-
HOE yBIIEUEHHE HCKYCCTBOM. TakuM 00pa3oMm, B
IKCIO3UIIUH K TEPBON YaCTH UPOHUUYECKU MPOTUBO-
IMOCTaBJICHBI UCKYCCTBO U AHFHI/ISI, yeMm O6’b$ICH$IeTC$I
OYHT MOAPOCTKOB-«(JIaHEPOB» MPOTUB BCEro «Oyp-
Kya3HOT0» («aHTTUICKOTO») B 3allUTy HCKYCCTBa
(«ppanmysckoro»). Uepe3 OTHOLICHHE TEPOCB K HC-
KyCCTBY BO MHOI'OM IIOKa3aHO HMX OTHOLICHUEC K
YKU3HH, UX MUpoBO33peHue. Ecin y Tonn oHO npak-
THYEeCKH He u3MeHsercs, To Kpucrodep yxe B Ila-
pHIKE ero CyIIECTBEHHO KOPpEKTHpYeT, a, o03aBe-
JSICh CeMbei, paboTOi 1 TOMOM, MO-HOBOMY OCMBbIC-
JISIET.

3naunt 1 370, uTo Kpucrodep «npemaer» camo-
ro cebs? Jlymaercs, 4To Ha MPOTSKEHHH BCErO PO-
MaHa «Tepoi-IOBECTBOBATENb) KaK pa3 IbITaeTCs
ceOsl MOHATh, «BEPHYTHCS» K HCTOKAM, «KOPHSIM,
MBICIIEHHO BOCCO3/IaTh KaK CBOE MpOIDIoe (B TOM
YHCIIe TIOAPOCTKOBBIC M FOHOIIECKHUE YBIICUCHUS),
Tak ¥ npouutoe Merponenna. Micrionb3yst CTpyKTypy
«camornopoxkaatorierocss» pomana [Kellman 1980],
Jx.BapHc, kaxercs, oOMaHbIBaeT OXKHMIAHUS YWTA-
Tellsl, paccTaBasCh ¢ TepOeM He 3a MUCHMEHHBIM, a 32
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KYXOHHBIM CTOJIOM. Ho ecnu MbI mnpuciyuaeMcs K
roJIoCy MOBEcTBOBATeNs (a Belb pPOMaH HAIKMCAH OT
MIEPBOTO JIUIA), TO TOHMEM BEKTOp CTaHOBJICHHS
repos. B COOTBETCTBUU C 3ajadyaMu TaHHOW CTaThU
BepHEMCS K IK(PPACTHUECKON COCTABISIONICH 3TOTO
BEKTOpa.

B tpumnarte ner Kpucrodep He TONBKO Mpomos-
’KaeT noceniath HalmoHanbHyr0 rajnepero (XoTs U ¢
JPYTOii 1I€NTbI0, YeM B MOJPOCTKOBOM BO3pacTte), HO
1 paboTaer B U3aTeIbCTBE HAJl aTbOOMOM >KHUBOITH-
CH UTaJbsSHCKOrO Bo3poxieHusi Ha ocHoBe «Kus-
Heornucanui» JIx.Bazapu: «I’m working on a book
about Italian Renaissance painting: a TV tie-in to go
with a series of drama-documentaries based on
Vasari». ToHu, mapoaupys caMmy HJICH <«GKU3HCOIH-
CaHMI XYJ0)KHUKOB», B CBOMCTBEHHOH €My MaHepe
npeaiaraeT Ha3BaHus TliaB Oynyliell KHUTH, B KOTO-
pbix Muxkenanmxeno, Jleonapno, bortuuennu, Ma-
32440 U JIPyrHe «OXKHBAIOT» B CEKCyaJbHOW [es-
TENbHOCTH (Med CpaBHEHMs] TBOPYECKOTO U MOJIO-
BOI'0 aKTOB, KOHEUHO, He HOBa): «Toni — who objects
to the idea that artists have lives as well as works —
has already thought up our chapter titles for us:
Buonarotti Bangs. Leo gets Lucky. Sandro Screws.
Masaccio — and so on». [IpuMedareabHO, YTO B 3TOT
MEPEYCHb HC IOonagacT HU OJWH M3 J]IOGI/IMLIX Xy-
noxxankoB Kpucrodepa (ITbepo, Kpusemnu, bennu-
HU), XOTs B IIECTHAAIATH JeT oH juctai «croputo
uckKyccTBa» cipa Yunbsama Oprena («Sir William
Orpen’s History of Art») ¢ Tol ke 11eb10, 9T0 ¥ To-
HHU.

B ITapmwxke Kpucrodep nenaer kapaHiamHele 3a-
pucoBku B coorBeTcTBUU ¢ [Ipunaiunom CrydaiiHo-
CTH, Pa3BUBAIOLINM TEOPHUIO, KOTOPYIO OHU ¢ ToHHM
HazpiBamn  KouctpyktuBHBIM besnmensem: «I  did
some rather delicate drawings according to the Hap-
hazard Principle. The theory was that everything is
intrinsically interesting, that art shouldn’t just con-
centrate on high-spots (I know some people have
taken that line before). So you carry your sketch-
book everywhere, and stop not according to the offi-
cial, received interestingness of what you see, but
according to some random factor which you decide
on that day — like being jostled in the street, or see-
ing two bicycles abreast, or smelling coffee. Then
you freeze, stay pointing in the direction you were
heading, and examine the first thing your eye falls
on. In a way, it’s a development of the old theory
Toni and I had called the Constructive Loaf». Bme-
CTO OIHUCaHUsI PUCYHKOB BapHC 00BsICHSIET mpoliece
UX CO3/IaHHSI, COCTOSTHUE «XYIOKHUKA» U «HATYPBI».
Ha 3ToT pa3 He 3puTeNb «yMUpaeT» Mepei Mpou3Be-
JICHHEM HCKYCCTBa, «OXHBJISISD» €ro, a XyIOKHHUK
«3acThiBaeT», (QUKCHPYSd MOMCHT JWHAMUYHOU H
M3MEHSIONICHCS J)KU3HH, MPEBPAIasich U3 ¢ y4acT-
HHUKa B HaOIonaTeNs.

Kpucrodep 01HOBPEMEHHO PUCYET | MHUIIIET, PY-
KOBOJICTBYSICH 00ImuMU npuHimnamu. He ciaydaitHo
BBILIEYIIOMSIHYTBIE PUCYHKU «CYACTIMBBIX Cly4ail-
HOCTEN» MBICIIATCS UM B Ka4eCTBE WILTIOCTPAIUN K
COOCTBEHHOMY IIMKJIY CTUXOTBOPEHHUil B mpo3e (OT-
KpbITOe OOpainenue k bomiepy), KOTOpbie, B CBOIO
o4epesib, XapaKTepU3YIOTCsi B TEPMHHOJIOTHH H300-
pa3uTenbHbIX MCKyccTB: «l wrote a series of prose
poems which I called Spleenters: urban allegories,
sardonic character-sketches, elusive verse, and pas-
sages of straight descriptions, which gradually built
up into the portrait of a city, a man, and — who could
say? — perhaps a bit more. <...> I continued my ser-
endipitous drawings, which I thought could be used
to illustrate Spleenters...» Boiee KOHKpETHO Ipen-
CTaBJICHBI 1Ba pPHUCYHKa, IMPUYCM 063 BBIITOJIHAKOT
(GYHKIMIO 3aBEpIICHHS OMPENSTICHHOrO dTana u3-
HU Teposl.

Tak, B ¢QuHase BTOpOH TIJIaBbl BTOPOM YACTH
Kpucrodep (Ha 10T pas nox snusiHruem Pembo) pu-
CYeT CIISIIYIO MOCTIE 3aHATHIA JIF000BbI0 AHHHK, OT-
HOIIICHUSIM C KOTOPOH OH YK€ MBICICHHO TOIBEN
ONpENeNeHHBIH UTOr (Ha TO KOCBEHHO YKa3bIBaeT
TaKKe TMOJIKNCh U JaTa Mo pucyHkoM): «Beside me,
Annick was dreaming; a sigh of puzzled pain es-
caped from her. This is what it’s all about, I thought:
an argument over Rimbaud (which I’d won — well,
more or less), sex in the afternoon, a girl asleep, and
me here — awake, on watch, observing. I crept out of
bed, found my sketch pad, and made a painstaking
drawing of Annick. Then I signed and dated it».
EnuHCTBEHHBIN OTHOCSIIMKCS K PHUCYHKY JIHUTET
painstaking («cTapaTenbHbIi», «BBIMyYCHHBIN») ac-
COIMATHUBHO (depe3 MOBTOp) CBA3aH C COCTOSHHUEM
JICBYIIKH, BO B3/10X€ KOTOPOI I'epOI0 CIIBIIINTCS Ka-
Kasi-To 00ib (a sigh of puzzled pain). Bce ato cum-
BOJIMYECKH TPE/BEIIaeT Hen30eKHOEe paccTaBaHHE:
B crenytotieit rimase Kpucrodep Berpeuaer Mapuon
— CBOIO OYAYIIYIO KEHY.

B «onmuiore» BTOpOI yacTy, Korjaa repoi noaBo-
JUT HUTOI'M CBOECTO Hpe6BIBaHI/I$I B HapI/I)Ke, OH
OCTaBJISIET Ha CTOJIC IPOIIAIBHBIA TOAAPOK» — PH-
CYHOK OTKpBIBAIOIIErocs M3 OKHa BHJIA: «...loyally
neat drawing of the view from the window, every
coping-stone etched in, every television aerial identi-
fiable, every parked car included — the result a curi-
ous monochrome mixture of clarity and bustle. I was
modestly very impressed by it». Ha stor pa3 He
TOJIBKO TEPEUUCIIAIOTCS W300paKEHHBIC JCTaH, HO
U OacCTCa TOoUYHasd W JIaKOHHYHasA XapaKTCPUCTUKaA
CTUIIL U TEXHUKHU, COOTBEICTBYIOILAS CaAMOMY pH-
CYHKY. YTbIOKa (BEpOSATHO, HPOHHYECKAs), C KOTO-
poit Kpucrodep cMOTpUT Ha CBOI pUCYHOK, O3HA4a-
€T He TOJILKO yJOoBJIeTBopeHue pesynsrarom (loyally
neat drawing), OTYETIIMBO BBIPAXKEHHOE B TOCIIEI-
HEM MNPCII0KCHNH, HO U TPYCTh pacCTaBaHHA C
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MMpoUUIbIM U CHUCXOJUTCIBbHOC OTHOLICHHUE K «Mas3-
He» (a daub) xBapTHUpHO# X03siiku: «...a daub by
the flat’s owner, early Cubist colours dashed on with
the glee of Derain. Not a great success...». [Iporu-
BOIIOCTABJICHUE JIBYX MPOM3BEICHHI 0003HAYCHO B
nocieaHeM 3kdpacrce GpUHATBHON OLIEHKOH, BHIOO-
POM BKCIPECCUBHOM JIEKCUKH C COOTBETCTBYIOIIEH
amnurepanueit (daub, dashed), npyrum komopurom u
HactpoeHueMm (colours, glee), ykazaHueM Ha KOH-
KpetHbIid cTritb (early Cubist) u umst ¢paHITy3cKOTO
xynoxkauka (Derain), KOTOpbIE OTYAaCTH CHHUMAIOT
BOMPOC 00 N300pakaeMoOM 00BEKTE.

Hakowell, repoii-loBecTBOBATENb CO3aeT «CIIO-
BECHBIC KapTHHBLD) Me’TpO.HeHI[a, B YaCTHOCTH, B
nepBoii yactu 310 BuA KuinbepHa, HAaTOMUHAIOIIHIHA,
o ero coOCTBEHHBIM ClIOBaM, rpaduky dope: «Be-
tween Finchley Road and Wembley Park the train
goes over a high viaduct system at Kilburn. Below,
as far as you could see, lay cross-hatched streets of
tall, run-down Victorian terraces. Half a dozen tele-
vision aerials interwoven on every roof implied a
honeycomb of plasterboard partitioning beneath.
There were few cars in that sort of area at that time,
and no visible greenery. A huge, regular, red-brick
Victorian building stood in the middle...». Ymomu-
HaHUA O HBETC JIMIIb INOAYCPKHUBAIOT Fpaq)I/I‘IHOCTb
neisaxka. B TpeTbeil TiaBe Tak K€ OMUCHIBAIOTCS
onmmxaiimne k qoMmy Kpucrodepa oxpectHocTH: «l
like the misty, different perspective. From high up
by the fourth tee, you can follow tiny figures pulling
trolleys along the fairway, and bursting into striped
colour at the touch of rain. <...> Below, smart silver
trains process <...> ; their windows flash the sun at
you, like boys with playground mirrors». 9tu maHo-
paMHBIC ONMMCAHHUA MOXXHO ITPOTUBOIIOCTABUTL «aH-
THIK(PPACHCY» U3BECTHBIX KAPTHH B SKCIIO3UIINH.

He yxka3biBaer im camMo Ha3zBaHMe poMaHa «Mert-
POJICHI» Ha 3K(ppacuc OyAyIIEro TBOPEHUS Irepos —
npoekT «McTopun JIOHIOHCKOro OOIIECTBEHHOIO
TpaHCIOPTa» ¢ pUCyHKaMu U Qotorpadusimu. [lo-
CIIeMHUE B POMAHE WIPAIOT OMPEICICHHYI0 PpOb
(mammpumep, ¢dororpadun ¢ m300pakeHHEM KpacH-
BBIX MECT IO JIMHMM METpo: «Above the seats were
sepia photographs of the line’s beauty spots — Sandy
Lodge Golf Course, Pinner Hill, Moor Park,
Chorleywood»), HO OHH HE 3aMEHSIOT KapTHH, PH-
CYHKOB, 3/aHHMi. 3aTO B M3BECTHOH O3KpaHU3AIMU
pOMaHa akIEHThI CMeIIarTes: Gororpadus BhITEC-
HSACT JKHUBOIUCH, A JKM3Hb — MCKYCCTBO, ITOITOMY
nmaproKcKas Betpeda OyIyluX CylpyroB rmepemeria-
ercst U3 My3ess Mopo Ha yJMIly, @ BMECTO 3KCIIO3H-
uuu B HanmonanbHOU ranepee JIoHI0HA AEHCTBUIO
MPEIIECTBYET MOCTEIbHAS CIICHA.

ITonsenem wtor. IlepByro dyacTh pomaHa
x.bapHca «MeTponeH» U Npou3BeeHrE B 1IEIIOM
npenBapsieT dKCIO3UIHsS, B KOTOPOH dK(pacuc mo-

JIOTEH M3BECTHBIX XYIOXKHHUKOB «3aMEHSETCS» OIH-
canneMm nocerurened HanmonaneHoil ranepeu. Ilo-
CTaBJICHHAsl TAaKUM 00pa3oM TpobieMa OTHOMICHUH
HCKYCCTBA | KU3HH, <CKUBOTO» U «MEPTBOT'0» TIOJTY-
YaeT JajbHEHIIee pa3BUTHE B XYyI0KECTBEHHOM MH-
pe pomaHa, B TOM 4YHCJe Yepe3 MpoaHaTu3upOBaH-
HBI HaMH SKdpacTHueckuid AMCKypc. BrokHOT M
OWHOKITb B pPYKax TOAPOCTKOB OMPEACISIFOT CIOXK-
HYI0O CHUCTeMy BepOajbHBIX W BHU3YaJIbHBIX HAOIIO-
JeHUH 3a OMMKHUMH ¥ JAJIBHUMHU «OO0BEKTaMMI»
(Bemamu, JroapMu, Topomamu). Ocoboe mMecTo cpe-
M HUX TPHHAIISKUAT MeTpolieHly, KOTOpBIH BOC-
MPUHUMAETCS TepOEeM-TIOBECTBOBATEIEM KaK Mac-
mTabHOe MEopeHue YeI0BeKa, WIUII030pHas H pe-
aNbHAs KapmuHua.

IIpumeyanus

'MccnenoBaHue BHITIONHEHO NpH (DMHAHCOBOIA
MOAICPIKKE PTH® B pamkax HAay4YHO-
HCCIIEN0BATENILCKOT0 MpoeKTa  «DK(pacTHUEcKue

JKaHpBI B KJIIACCMYECKON M COBPEMEHHON JUTEpaTy-
pe», mpoekT Ne 12-34-01012al.

*bonee MoOAPOOHBI MepedeHb paboT CM. B
Haiei cratbe: [boukapesa 2009: 81-82].

’ A.C.BaiieTT HauMHAaeT pa3roBOp C YTBEPIKJIC-
HUSl, YTO CJIOBECHBIM M KMBOMUCHBIN MOPTPETHI CKO-
pee MPOTHUBOIMONOKHBI, YeM CXOTHBI.

4311605 U B JaJibHEWIIIEM OpPUTHMHAIBHBINA TEKCT
pomana [lx.bapuca «MeTrposieH1» IUTUPYETCA MO
m3panuio: [Barnes 1992], a mepeBon T.IlokunaeBoit
— o m3manuio: [bapac 2003].

°B skdpacuce 4acTO MCIONBb3YETCS XUA3M MEXK-
Ny 2osopsiyell U osueaioujeticsi cratyer (Wi u300-
pakeHneM  Ha  TOpPTpeTe) H  MOAYANUBO-
HeNnooBUNCHbIM 3PUTETIEM; 0JCUBaHUE TIEPBBIX YaCTO
COINIPOBOXKIAETCA OyeneHeHuem BTOPHIX: «OTHOIIE-
HUSA XHMa3Ma, BO3HHUKAIOUIEe MEXKIY TOBOPSIIUM
MopTpeToM U OE3MONBHBIM T'epOEM, OTCHUIAIOT K
CMEIIECHHIO TPaHULl MEXKIY MEPTBOM U KMBOW MaTe-
pueii, HeMOABM)KHOCTHIO U JIBM)KEHHEM, MOTYaHUEM
U pedblo, KOTOpOe OBUIO XapaKTepHO JJISi aHTUYHOTO
ak(ppacuca»y [Pyounc 2003: 157, 161-162; 189;
249]. C npyroit CTOpOHBI, BO3MOXKEH PasrOBOp 3pH-
Tensi ¢ KapTHHOW (craryeil) mnm npyras ¢opma
«oO1IeHus», Kak B epBOM dK(ppacuce dKCIOZUIHH
pomana bapHhca.

%3ra uuraTa U3 aBTOGHOrpadUUECKOd M HCCEH-
cruyeckoii kumru Jx.bapaca «Hedero OosiThCs»
(Nothing to be Frightened of, 2008), HanucanHoi 1
onyOJIMKOBAaHHOW MOYTH Yepe3 TPUALATH JIeT TocIie
«Merponenna». LleHTpaabHBIMU 3[€Ch CTaHOBSTCA
MpoOJIeMBbl KHU3HH U CMEPTH, UCKYCCTBA U PEITUTHH,
MOl IPYTUM YTJIOM 3pEHHS OCMBICIIEHHBIE B TIEPBOM
pomane. M3yuas nHeBHukn CteHaans, aBTOp, C OA-
HOM CTOPOHBI, pa3BEHYNBAET JIETCH]IY O 3HAMEHHUTOM
CHHJIPOME, COTJIACHO KOTOpOMY (paHITy3CKUH Muca-
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Telb, 10 €ro COOCTBEHHBIM CIIOBaM, ITOYYBCTBOBAI
«HCCSIKaHUE JKU3HEHHBIX CHJI M OCIlIeHOe Cepareou-
eHue» Bo (uopeHTuiickom cobope Canra-Kpoue:
«OH CTOSUI TIepe]l KapTHHAMHU B BEIMKOM BO30YXKe-
HUH, TI0Ka HE yaja B 0OMOPOK», C APYrol CTOPOHBI,
Bapuc 3meck mpeamounmTaer «CHIy HCKYCCTBa»
«cnase ['ocomueit» [bapuc 2012: 295-307]. B tpe-
Theil yactu «Merponenga» B crnope ¢ Tonu Kpu-
crodep OTOKIECTBISICT 3CTETUYECKHE H PEIUTHO3-
Hbl€ WJUTIO3UM «BO3JIEUCTBUA», HO B3MIsAbI bapHca
W ero repoes Ha Bepy B bora TpeOyroT crienuanbsHo-
r'0 MCCIIEIOBAaHUS M B JJAHHON CTaThe HE paccMaTpH-
BaIOTCA.

70 cuMBoNHKE 1BeTa B poMane baprca «Metpo-
JIEH1», KOTOpasi 4acTO CTAHOBUTCS Ba)XKHOW COCTaB-
nstronieit skdpacuca, cm.: [boukapera 2012].

¥ Kpucrodep, B ortmdre or MUKKH, BOCXHIIACT-
Csl TMPOTHBOPCUYMBOCTHIO CTUIIS XYIOKHHKA, KOTO-
pYIO OTMEYalOT W HCKyCcCTBOBenmbl: «B TBOpuecTBe
Mopo npoTHBOOOPCTBYIOT ABE TeHaAeHIMH. C 0HOMH
CTOPOHBI, CTPEMJICHHE K 3aKOHUYCHHOCTH, UCTKOMY
KOMITO3UIIMOHHOMY TTOCTPOCHHUIO, SICHOCTH PHCYHKA,
C Ipyrod — WMIIPOBU3AIMOHHOCTD, >KHBOIHCHAS
cBOOOMa, TOABMIKHOCTh CTAHOBSIIEHCS (OPMBD»
[KproukoBa 1994: 127].

'Vxe B MepBOM TIJaBe IMEpBOM YacTU poMaHa
yrmomuHatorest  kymupbl  Kpucrodepa: T.I'otbe,
II.boanep u rpynna «llapnac», ¢ koropsiMu B XIX
B. CBs3aH paclBeT SK(YpacTUUYECKOH I0I3UU BO
®pannuu [Pyounc 2003].
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EKPHRASTIC EXPOSITION
IN THE NOVEL “METROLAND” BY J. BARNES

Nina S. Bochkareva
Professor of World Literature and Culture Department
Perm State National Research University

In the article the poetics of ekphrastic exposition and the specificity of ekphrastic discourse in the
novel “Metroland” by the English writer J.Barnes (1980) are analysed. The devices of creation and the func-
tion of each ekphrasis (introduction of a picture, drawing, book and a building into the text) are regarded in
detail. In the exposition the description of canvases of famous painters is replaced by the description of the
visitors of the National Gallery. The problem of interaction of the “alive” and “dead”, “new” and “old” in art
and life has further development in the artistic world of the novel. The notebook and the binoculars in teen-
agers’ hands precede a complex system of verbal and visual observations of various “objects” (things, people
and cities) made by the characters in changing temporal and spatial perspectives.

Key words: English literature; Julian Barnes; National Gallery in London; ekphrasis; exposition;
genre.
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