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meampanizayii. NOCMMOOEpPHICMCbKOL XYO0XCHbOT Npo3u 3 NO3UYill 1iHe80N0emonociunozo nioxody. Ocobnusy yea-
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Rarenko N. V. Carnivalesque as a manifestation of theatricality in English postmodernist literary text:
a linguopoetic perspective. This article explores linguistic means of creating the effect of carnivalesque as a man-
ifestation of theatricality of postmodernist prose through the prism of linguopoetics. Despite the general interest of
literary scholars towards the phenomenon of carnivalesque, its linguistic representation in postmodernist literature
remains understudied. Alongside literary studies, various approaches to defining the effect of carnivalesque are con-
sidered by text linguistics. In the context of postmodernism this effect stems from the fundamental interrelatedness of
literary and theatrical forms of expression. Carnivalesque, along with other forms of theatricality, entails exaggerated
and often playful dichotomy between realistic and unrealistic illusive modes of literary representation. From a linguo-
poetic perspective, the carnivalesque is construed as a multilateral property of literary text grounded in a wide range
of linguistic means and manifested at various textual levels, lexical, imagistic, compositional, and narrative among
them. Following this approach, special attention is given to the representation of carnivalesque in J. Winterson's,
J. Fowles’, and A. Carter’s novels. Viewed as a salient characteristics of postmodernist fiction, the carnivalesque
amplifies the effect of role-playing, illusion, and masquerade in literary text. In this sense, a linguopoetic perspective
of the carnivalesque enriches the overall understanding of theatricality and elucidates further perspectives of its ex-

plication within the framework of intermediality studies.
Key words: carnivalesque, theatricality, postmodernism, linguopoetics, linguistic means.

IMocTanoBKa Mpo0JeMH Ta OOTPYHTYBAHHSI aAKTY-
aJbHOCTI 1l po3rusiay. SBulie TeaTpaizallii, o nepeu-
0ayae 3BEpPHEHHS [0 BHUJOBUIIHO-TEATPaTi30BaHUX
€JIEMEHTIB Ta MPUHOMIB Y TUIOIIUHI XyJI0XKHIX TEKCTIB,
CTaHOBHTH OJIHY i3 IPOBITHHUX PHC ITOCTMOACPHICTCHKOL
ripo3u [8, 286]. TenmeHIiro 10 Tearpaizaiii JiiHCHOCTI
TPaJULIIHO aCOIIOIOTH 3 aTpHOyTaMH KapHaBaJIbHOI Ta
MacKapagHol KyJIbTypHu [2], 9uM MiACHIIOIOTH i1 irpo-
BHH XapakTep, HAAUISIOTh MiJKPECICHOK YMOBHICTIO
Ta BHIOBUINHICTIO. BracHe (eHOMEH KapHaBalIbHOCTI
nepedyBae y QoKyci AOCTIKEHHSI HU3KH JIITEpaTypo-
3HaBYHX [3,235-247; 11,71-74; 12,249-255; 13,3-16]
po3Biok. OJHAK TIOHATTS KapHaBaJIbHOCTI K OMHI€l
3 (opM Tearpamizamii XymZ0KHBOTO TEKCTY 3alldIlia-
€TbCA HEJOCTAaTHO BUBYEHUM 13 JIIHIBICTUYHOIO OOKY
1 moTpeOye MMOIIOro TIIyMaueHHS TepMiHAMH JiHIBO-
CTHJTICTHKH Ta JIIHTBOITOCTHKH.

AHaJi3 ocTaHHIX Jkepen i myouaikaniii. 3rigHO
3 koHreniiero M. M. baxrina, kapHaBajibHI JiHCTBa
Ta CBATKYBaHHsS HE JIMIIEC BUCTYNAIOTh HEBiI €MHHM
CKJIQTHUKOM HAapOIHO-CMIXOBOI KyJIBTYpH Ha pi3HHX
eTarax ii po3BUTKY, a i MaloTh Oe3MocepeHii 3B’ 130K
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i3 KPH30BUMH, «IIEPCTOMHUMID HGplO,Z[aMI/I B CyCIIiJIb-
HOMY *UTTi [1, 14]. 3Bincu SaKOHOMlpHI/IMI/I € KapHa-
BaJIi30BaHi €JIEMEHTH B TOCTMOJIEPHICTCHKUX XYAOXKHIX
TBOpaxX, OCKUIBKH MOCTMOJECPHI3M TIyMauaThb sK JIiTe-
PaTypHUIi HAIIPSM, [Is1 SIKOTO XapaKTEPHUM € «KPH30BE
CBlTOBlz[tIyTTﬂ» [5, 11] y cBiTIi IT0OAIBHUX CYCIITBHO-
MOJITUYHUX 1 KyITBTYpHO-(P1T0cOPChKUX TpaHchopma-
uid apyroi monoBuHM XX — novatky XXI ct.

Y Mexax JIHTBICTHYHOI TapajurMH JOCTITHUKA
30CEepPEeIKYIOTh OCOONHMBY yBary Ha JESKHX acIlleKTax
BHUBYCHHs KapHaBaimbHOcTi. Tak, 1. O. Jlertsprosa,
JOCIIKYIOYM KapHABAJIbHICTh SIK OJIHY 31 CTPUKHEBUX
pHUC TOCTMOJIEPHICTCHKOI MPO3HU, TIyMaduTh TMOHSITTS
KapHaBalli3allii MOBH SK «IIEPEHECEHHS O3HaK CcIie-
IU(GIYHOTO MalAaHHO-TIAPOIIHHOTO CTHJIK0 Ha MOBY
XyIAOKHBOTO TBOpY» [4, 68]. CBoeto ueproro, VY. I. Tuxa
XapaKkTepu3ye KapHaBaJbHY MOETHKY B KOHTEKCTI JKaH-
POBOTO TApOJIOBaHHS B AHIJIOMOBHHMX ITOCTMOJIEP-
HICTCHKHX TEKCTaX 1 BHIUISAE TaKi PUCH, K «UUCIICHHI
MMOBTOPH, HE3B sI3HI PeUeHHS (HE TOB’sA3aHi B MIEBHOMY
KOHTEKCT1), HEpO3IiIbHI OMNO3MLii, sSKi CTBOPIOIOTh
O1IIBII BUPA3HUIN Jiasori3M, HIXK y Oy/Ib-IKOMY IHIIOMY
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JIUCKYPCI» [9 387]. ¥ mocmimkenni H. M. MaeBcbkoi
KapHaBaJIbHICTh («KapHABAII3ALlis») ITOCTAE SIK OJHH i3
MOBHOCTHJIICTUYHUX 3ac00iB, 110 peaizye aBTOPCHKY
nparmatuky [7]. H. B. Konaparenko akiieHTye Ha mpo-
07eMi TBOPEHHS «KapHABAJIBHOTO» XYIOKHBOTO IHC-
Kypcy, Ji¢ JIHTBICTUYHA I'pa € OJHIEI0 3 11 MeperyMOB,
1 3a3Hayae, M0 KapHABATI3AIlisl XyI0KHHOTO MOBJICHHS
peainizyeTbcss Ha CHHTAaKCUYHOMY PIBHI XYyHOXHBOTO
TEKCTY SIK MOJIIKOIOBICTH Ta nomidoHis [6, 62—80]. Tox
PI3HOMaHITHICTB )OPM 1 BUSIBIB KAPHABAILHOCTI 3aCB1JI-
qy€e aKTyallbHICTH OOpaHOoi MpOoOJIeMH Ta 3YMOBIIOE
HEOOX1HICTh MpoaHai3yBaTu ii y JTIHIBOINOETOJOTIY-
HOMY PaKypci Ha MaTepiaji XyToXKHiX TEKCTiB.

Mera crarti monsirae 'y 3’sACyBaHHI JIIHTBAJb-
HUX 3ac00iB TEKCTOBOTO BTLICHHS KapHABaJbHOCTI SIK
BUABY TeaTpajizalii B aHINIOMOBHIM MOCTMOJAEPHiCT-
CBhKill XydokHiM mposi. 3a3HayeHa MeTa mependadae
pPO3B’si3aHHST TaKWX 3aBAaHb: 1) cxapaKTepu3yBaTu
JIHTBAJIbHI TMapaMeTpH KapHaBaJbHOCTI SIK OJHIET 3
¢dbopM Tearpamizaiii XyIOKHBOTO TEKCTY; 2) BHSBUTH
0COONMBOCTI JIIHTBANBHOI peanizalii kKapHaBaIbHOCTI HA
PI3HHX pIBHIX TEKCTOOYIOBH B aHIIIOMOBHHUX IPO30BUX
TEKCTaX MUChbMEHHUKIB-TToCTMOIepHIcTIB (Jk. BinTep-
coH, JIx. ®ayn3, A. Kaprep).

Bukian ocHOBHOro Marepiajy J0CJiIKeHHS.
Y Hatomy JOCII/DKEHHI BUXOAMMO 13 PO3yMIiHHS Tea-
Tpasisailii K KaTeropii XyJ{0KHbOIo JWCKYPCY, /1 Kap-
HABAJILHICTh BUCTYIIA€ OJHIEIO i3 KATErOpiHHMX HopM,
MPEICTABICHUX Y TEKCTOBIH CTPYKTYpPi Pi3HOPIBHEBUMU
JHTBaJbHUMHU 3ac00aMHu. 3 OMepTsIM Ha JIIHTBOIOETO-
JIOT1YHI 3acaJd TEKCTOBOTO aHAi3y CKCIUTIKAIis JIiHT-
BaJILHUX 3aC00iB BHPaKCHHS KapHABaJHHOI CKIIAJ0BOT
TeaTpaiizalil XyZoKHbOIO TEKCTY nepeadadae ix cuc-
TEMaTU3allil0 Y CIOBECHO-00pa3HOMY, CIOXKETHO-KOMIIO-
3UIIITHOMY 1 HApaTUBHOMY BHMipax.

Ha crioBecHo-00pa3HOMY piBHI  KapHaBallb-
HICTh  PENPE3CHTOBAHO  ACOILIaTHBHO-CEMAaHTHY-
HUMM TOJIIMH, acOLiHoBaHMMHM 13 KOHLENTaMU
KAPHABAJI, JIMCTBO, BHWIOBUIIHICTS,
YIABAHICTB, CMIX, MACKA, ereMeHTaMHU SIKHX
€ JIEKCEMHU 3i CHITHHOI0 CEMaHTHYHOIO O3HAKOI0 —
«TearpaNbHO-KapHaBaJIbHA CTUXIis». Tak, HANPUKIIAT,
y HaBeIEHOMY HHUXue ypuBKy 3 pomany A. Kaprep
“Nights at the Circus” («Houi y mupky») kapHaBaib-
HICTh MapKyIOTh TaKi JIEKCHUHI OJUHUII, K “mask”,
“dissimulation”, “juggle”, “burlesque”, moOpiB-
HAWMO: “he experienced the freedom that lies behind
the mask, within dissimulation, the freedom to juggle
with being, and, indeed, with the language which is
vital to our being, that lies at the heart of burlesque”
(1, 119). IlpuxMeTHO, 110 JEKCHUKA TAKOXK aKTyasi3ye
KapHaBaJIbHUH XapaKTep XyJ0)KHBOTO TEKCTY Y CKIaIl
00pa3HO-CTHIIICTHYHHUX 3aco0iB, HaJal4u HOMY
BHpA3HHUX O3HAaK yMOBHOCTI. [lo mpuxmany, y pomani
k. ®@aymza “The Magus” («Mar») obpa3 obmuyus
MEePCOHAXa OCIOBIIOETHCS 3a JONMOMOI0I0 MeTadopu
Macku: “I smiled across the table at his unrevealing
face; the pupils of his eyes seemed black in their
clear whites — a mask that watched me, watched me”
(2, 312). BianoBigHo y ¢parMeHTi i3 3a3HAUEHOTO
BuIie pomany A. Kaprep cioctepiraeMo MeToHIMiuHE
B)KHBaHHSI JICKCHIHOI OJIUHUII “face” 3a CYMIKHICTIO
10 JIEKCEMU “mask’:

Sometimes it seems that <...> the faces exist of
themselves, in a disembodied somewhere, waiting for
the clown who will wear them, who will bring them
to life. Faces that wait in the mirrors of unknown
dressing-rooms, unseen in the depths of the glass like
fish in dusty pools (1, 142).

I dressed as a boy because that’s what the visitors
liked to see. It was part of the game, trying to decide
which sex was hidden behind tight breeches and
extravagant face-paste (3, 54).

JlekcuyHi ONMHUI HAa TO3HAYEHHS €JIEMEHTIB YO0JI0-
BIYOTO OJsry “tight breeches”, a TakoX CIIEHIYHOTO
rpumy “extravagant face-paste” yBUPa3HIOIOTh MeTa-
(hopuvHUI XapakTep MEePEBTUICHHS TOJOBHOT repoiHi y
qosioBiunii 0opas (“part of the game”) 1 HaOMIKAIOTH
HOro 3a cBOIM 3MICTOM J10 KapHaBaJIbHO-IIPOBOI CTHXIi.
Leit npuiioM TakoX akTyami3yeThCsl Yepe3 JIEKCHUKO-
CEMAHTHUYHY OIO3HIII0 «CHPABJICHE/YOasaney», IO,
MIPUMIpOM, Y HaBEJACHOMY HIX4e (PparMeHTi 3 poMaHy
A. Kaprep “Nights at the Citrcus” («Houi y mupky»)
BepOasi30BaHO CTUIICTHYHOIO (BIrypor0 aHTUTE3H:

Therefore, for the moment, his disguise disguises —
nothing. He is no longer a journalist masquerading as
a clown; willy-nilly, force of circumstance has turned
him into a real clown, for all practical purposes, and,
what's more, a clown with his arm in a sling — type of the
‘wounded warrior’ clown (1, 169).

Sk Gaunmo 3 HaBeneHOTO (hparMeHTa TEKCTY, 0Opa3Ha
perpe3eHTaList HepeBTiICHHs OIHOTO 3 IEPCOHAXKIB POMaHy
IPYHTYETHCS HA TPOTHUCTABICHHI KOHTPACTHUX 3a 3Ha-
YeHHsM (pa3oBHUX €IHOCTEH “a journalist masquerading
as a clown” 1 “a real clown”, “wounded warrior clown”,
110 BIJIOBIZHO YTBOPIOIOTH JAUXOTOMIIO «CHPABHCHHOLO»
i «y0a6ar020» BUMIPIB XyI0KHBOT AIHCHOCTI.

Kapnapamizariii Mo)xe 3a3HaBaTH TaKOX 1 IIijTic-
HUN XyJIOXKHIA TPOCTIP MOCTMOJCPHICTCHKHX TEKCTIB.
Jlo mpukiamy, B OCHOBI CHOKETHO-KOMITO3UIIHHOT
OynoBu 3a3HaueHOro Buie pomany JIx. BinTepcon
JISKUTHh XpOTOHON Benenii — ocepenky KapHaBaJIbHOI
KynsTypu. Cepell MOBHOCTHJIICTHYHHMX 3ac00iB, IO
MapKyIOTh KapHaBaJIbHO-BEHEIIMCHKUN XYITOXKHIHM Mpo-
cTip, — HackpizHa Metadopa Beneuii sik micTa, 1110 npu-
XOBY€ ICTHHHI 0OJMYYsl Horo mMemkaHuiB (“the city of
disguises”, “the city of uncertainty”). lle 3nebinbIOTO
MIACUITIOETECS CHHTAKCHIHUM Tapajiemizmom: ““You re
a Venetian, but you wear your name as a disguise”
(3, 54); “In the dark your are in disguise and this is the
city of disguises” (tam camo, 56); “When we get through
this snow, I’ll take you to the city of disguises and you’ll
find one that suits you” (tam camo, 100); “This is the city
of uncertainty, where routes and faces look alike and
are not” (tam camo, 58); “I wanted to ask her more about
her water city that is never the same” (Tam camo, 99).

KapHaBanpHICTB SIK BHSIB TeaTpatizallii XyZoKHbOTO
TEKCTY 3HAXOJMTh BTUICHHS HA HApaTUBHOMY piBHI,
30KpeMa 3a paXyHOK BUKOPUCTAHHS HAPATHBHUX MACOK.
Y KOHTEKCTI TOCTMOJCPHICTCHKOT IMOCTHKH TOHSATTS
«HApaTHBHA MacKay pO3YMIIOTh SK IPHHAOM TEKCTO-
tBOpeHHs [10, 291] — «obnauyust HapaTopa, MaHepy ioro
MOBICTYBaHHS, 3yMOBJICHI «KOHKPETHOIO CUTYALi€l0 Ta
MOBIICHHEBOIO TIOBEIIHKOKO PI3HUX OTOBIJa4iB y XOJi
B3a€EMOJII 13 icajJbHUM YHuTadeM» [TaMm camo, 287].
Tak, y 3ramanomy pomani Jx. BiHTepcoH yXMBaHHS
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MOBHOCTWJIICTHYHUX 3aCO0IB CHTHAII3YE TMPO 3MiHY  a knife on him right there in the middle of the Casino,
HapaTUBHOTO MOJYCY 1 BOJHOYAC OKPECIIOE 1HIUBI-  but my Venetian pragmatism stepped in (Tam camo, 63).
JyadbHI OCOOJIMBOCTI KOXHOTO 3 HOCIiB OMOBiAHOT Y BUNMIKY Jpyroi HapaTHBHOI «Macku», leHpi,
«MaCKH», 30KpeMa TXH€ MTOXO/PKCHHS, 8 TAKOXK 30BHIIIHI ~ TOBTOPIB 3a3HAIOTh JIEKCHYHI OJMHUIN 31 3HAYCHHIM
Ta TOBENIHKOBI XapaKTEPUCTUKU. 3ayBaXMMO, IO B  «Oaudysicuti/s ’saut», MiACUICHI CHHTAKCHYHUM I1apa-
JOCII/DKYBAHOMY pOMaHi NMPUHAOM HapaTWBHOI MAacKu  JiesisMoM: “We're a lukewarm people for all our feast
BHUOYJOBY€THCSI HABKOJIO JBOX MepcoHaxiB — Binanens,  days and hard work” (tam camo, 7); “We are a lukewarm
ypokenku Bewneuii, Ta I'enpi, neseprupa 3 dpaniuyss-  people and our longing for fredom is our longing for
koi apmii. BepOanbHuMM TOKa3HWKaMU, IO BKa3yloTh love” (Tam camo, 154); “He was my passion and when
Ha HasiBHICTh IPUHAOMY HapaTUBHOI MacKH y JOCHIKY-  we go to war we feel we are not a lukewarm people any
BaHOMY pPOMaHi, CIYTyIOTh: 1) TOIOHIMIYHI JeKCH4YHI  more” (Tam camo, 108).

OJIMHUIII y TO€HAHHI 3 TPUCBIMHUMHU 3aiiMEHHHUKAMHU: BucHOBKM Ta TepCHeKTHBH MONAIBIIHX JOCJTi-
“The French people are civilised, their leader is not...  XKeHb. Y KiHIIEBOMY MiJICYMKY CBOEPITHICTb JIIHI'BJIb-
We are not especialy civilised, we wanted what he wanted ~ HOTO BUpPa)XEHHS KapHABAJILHOCTI B JIOCIHIDKYBAHHX
for a long time” (3, 104); “As a further precaution I think  aHIJIOMOBHHUX TOCTMOJICPHICTCHKUX XYIOXHIX TEK-
you should shave off your beard. We Venetians are not  cTax OXOIUTIOE PI3HOIUIAHOBI 3acO0M CJIIOBECHO-00pa3-
hairy and you will stand out” (tam camo, 111); “The fact  HOTO, CIOKETHO-KOMIO3HIIIHHOTO Ta HAPATHBHOTO PiB-
that I was a Frenchman didn t bother them at all” (Tam  HIB, IO aKTyalli3yIOTh TSDKIHHS XyJAOKHBOTO TEKCTY JIO
camo, 110); 2) OBTOp TOrO Camoro CIJIOBa, CIOBOCIIO-  TeaTpajibHOI YMOBHOCTI Ta HaJMIPHOI BHIOBHIIHOCTI.
ny4yeHHs abo yciei (ppa3u BUKIIOYHO OAHi€I0 JiioBol0  Po3misa mpoOiemMu KapHaBaldbHOCTI SIK OfHIET 3 GopM
ocoboBoro. Tak, HaAPUKIIaJ, HApaTUBHY «MacKy» Bina- — Tearpamizarii XyZ0oXHbOTO TEKCTYy OKPECIIOE HOBI mep-
HEJIb XapaKTePU3ye MOBTOP CIOBA «MpaeMamuyHuily Ta  CIIEKTUBHI HANPSIMKH TOJAIBIIOT0 BHBYCHHS 3B’S3KiB
Woro moxinHux: “We understand that in Venice, being  MiX MOCTMOACPHICTCHKOIO JIITEPATypOO 1 TEaTpabHO-
a pragmatic people ” (tam camo, 72); “I am pragmatic ~ BUJOBUIIHUMH (OpPMAMU CydacHOI KyJIbTYpH B 1HTEp-
about love” (Tam camo, 59); “I was thinking of pulling  MenialbHOMY acIeKTi.
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