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Abstract. Based on ]. Baudrillard’s methodology on the beginning
of the era of hyperreality as the “world of simulation”, the article under
discussion substantiates the expansion of science fiction horizons by
means of “reversing the imaginary”. The latter notion is mostly marked
with the inter-penetration of fictional worlds, which are genealogically
revealed only in their connection with new genre forms. Particular
emphasis in the “hyperreal indifference” of science fiction narratives has
been laid on intertextual ties. The article updates the issue of
intertextual potential of the personosphere of science fiction and fantasy,
which, according to Tz. Todorov, presupposes “reader’s active
integration into the world of characters”. In this way, the specifics of
including the “fantasy” characters of Shakespeare’s plays into the
intertextual space of science fiction has been analyzed.

Much attention has been paid to the figure of William
Shakespeare as a character in literary texts by American science fiction
writer Clifford Simak (1904-1988) “The Goblin Reservation” (1968)
and “Shakespeare’s Planet” (1976). Another emphasis has been laid on
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the peculiarities of synthesizing science fiction and fantasy that form the
so-called “simulative hyperreality” by means of combining several models
of personosphere - fairy, fantastic, fantasy, mystical, and other - in the
creative activities of C.Simak. They function in accordance with the
principle of combining the image fields, whose imagological vectors are
constantly intersecting with each other. What is more, the personosphere
has been attracted not by the protagonist, but by some confocal figure (a
sage or a sentinel, according to C. Jung), who is absolutely neutral, however
has a reliable “point of view”, thus winning reader’s receptive trust.

In this case, W. Shakespeare is regarded as a confocal and, at the same
time, passionary character, for he is presented as an imaginative nucleus of a
personosphere, and not only as an intertextual phantasm (according to
R. Barthes) or an atroponimic allusion. Therefore, this “penetration” of
Shakespeare into science fiction may be considered as an essential
intertextual ideologeme (according to J.Kristeva). Entering the world of
other characters, his passionary status pushes away the center of the
personosphere, thus generating the development of plot events. This is why
the chronotope version, suggested by the American writer (whereby
realistic, fantastic, fantasy and even mystical characters coexist quite
peacefully), stands out as rather logical for Shakespeare’s timeless image,
whose idiorhythmic nature is able to fit any context, ironically refuting the
so-called “Shakespeare’s Question”. The article under studies also points out
Shakespeare’s interrelations with a mystical anthropomorphic character
Spirit, whose “traces” (in J. Derrida’s interpretation) frequently “run into” the
figure of Shakespeare. Hence, it might be concluded that Shakespeare’s
immanent presence strengthens the integrity of a literary text, as well as
denounces the inferiority of its function in the personosphere, whereas in
the aspect of reception, it intercepts the readers’ attention, shifting away the
rest of the imaginative centers of the novel.

Key words: science fiction, fantasy, passionary character, confocal
image, simulacrum, William Shakespeare, Clifford Simak.

Despite J. Baudrillard’s ambiguous statement that “the «good old»
SF imagination is dead” [12, p. 126] — which has outlined the borders of
“expanding universes” of classic science fiction [12, p. 128] in his work
“Simulacra and Simulation” (1981) — the scholar still dwells on the so-
called “reversion of the imaginary”: “when there is no more virgin
ground left to the imagination, when the map covers all the territory,
something like the reality principle disappears” [12, p. 129]. The French
philosopher means, above all, the expansion of borders and the
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reconstruction of the science fiction discourse episteme. The latter has
long been associated with keeping to certain criteria, which immanently
contradicts the very essence of fiction. It is the time formation of space
that J. Derrida referred to as Differance. At the same time, it is worth
mentioning that at its basis lies the notion of “science fiction method”,
which only in genealogical respect may be divided into science fiction,
post-apocalypses, (anti) utopia, the so-called “horror”, as well as fantasy
with its numerous modifications.

Since the notion of fantastic is usually defined in the correlation
with the notions of real and imaginary [15], and science fiction “has
always played upon the double, on artificial replication or imaginary
duplication” [12, p. 131], J. Baudrillard speaks of the beginning of the
era of hyperreality as the “world of simulation” [12, p. 129-130]. He is
sure that “it is the hyperrealist indifference that constitutes the true
«science-fictional» quality” [12, p. 132]. In literature, this idea might be
implemented as an interaction, or even integration, of different worlds,
numerous realities, as well as stratification of several chronological
dimensions and genealogical dynamics from science fiction to fantasy.
Undoubtedly, in such cases, the authors of fictional narrations most often
appeal to the classic literary heritage.

Updating the paradigm of genre in the field of Literary Studies,
O. Chervinska emphasizes on the sources of fantasy, which reach as far
back as the Ancient times, “mostly denoting one of classic and ancient
techniques of literary fantasizing” [10, p. 45]. The researcher is convinced
that the very History of Literature “proves rather the metamorphic nature
of a quite limited number of genre forms than the systematic enrichment
with any genre-making experience” [10, p. 45]. At the same time, the
phenomenon of intertextuality is an immanent quality of literature on the
whole, and the metamorphic nature of the meta-genre of fantasy in
particular [10, p.46]. Together with the active application of
reminiscences and literary allusions, the issue of the intertextual potential
of personosphere is getting more and more important. L. Heckman,
N. Nikoriak, S. Namestiuk, G. Khazagerov have investigated the issue in
the context of various literary problems. Nevertheless, it lacks sufficient
consideration at the level of literary science fiction and fantasy.

Taking into account Tz. Todorov’s theory regarding “readers’
predictable integration into the world of characters” [15, p. 30] in science
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fiction and fantasy (for instance, the texts by P. Anderson, T. Pratchett,
J. Crawley, N. Hayman, J. Tolkien, T. Williams), it is worth noting that
this intertextual circle contains the characters of Shakespeare’s plays. The
way the latter have been introduced there, is best described by the phrase
“Shakespeare’s genius” [13, p. 60]. Shakespeare’s images, introduced into
a science fiction context, are the objects of reconsideration. In addition,
they are able to reflect “the secondary world” [7, p. 176]. Naturally, in
such cases, science fiction authors most frequently use “fantasy” pretexts
(“A Midsummer Night’s Dream”, “Macbeth” and “The Tempest”) due to
the fact that “Shakespeare’s play always touches upon the most crucial
issue of fantasy — the issue of interaction between the bordering worlds
and their inhabitants, particularly between the immortal creatures <...>
and mortal humans” [7, p. 176]. Therefore, the personosphere of classic
fantasy, more seldom — that of science fiction, is usually formed relying
on the images of various magic creatures that perform the above-
mentioned functions (according to the terminology of V. Propp).

For example, E. Kanchura, while analyzing T. Pratchett’s alternative
worlds, refers to Shakespeare’s comedy “A Midsummer Night’s Dream”
and comes to a conclusion about the metatextual effect of “a double
parody” [2, p. 275]. In other words, Apuleius — Shakespeare — Pratchett:

A charming smile of Shakespeare’s elves turns into masters’ grin at
the mortal. Pratchett deprives the images of fairy-tale heroes, who administer
happy destinies, of a romantic flare and reminds of the primary folklore
reception of elves as an alien and incomprehensible folk [2, p. 278].

Thus, the transitive images of extraordinary creatures (whose presence
determines the respective science fiction genre), removed by Shakespeare
from mythological or folklore contexts and introduced into a literary space,
constitute the basis of the personospere of classic and modern fantasy.

As a rule, the popularity of intertextual potential of the Great
Bard’s literary texts 1is closely associated with the fact that
W. Shakespeare (1564-1616) is presented (according to H. Bloom) not
only as the center of the Canon, substantiated by “cognitive acuity,
linguistic energy, and power of invention” [13, p. 46], but also as a
creator of “an enormous number of metaphors that have entered the
Western civilization and get permanently updated in various field of its
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activities” [9, p. 178]. N. Torkut points out that Shakespeare is becoming
the founder of “new discourse” (term by M. Foucault) [9, p. 179]. “The
name of Shakespeare or, to be more specific, the concept of Shakespeare,
as a cultural metaphor that functions in a sociocultural field” [9, p. 179],
determines the extratextual level of interpretative metaphorization. This
may be regarded as a significant culturological indicator of the
personosphere of a literary text.

However, W. Shakespeare, as an intertextual character of a science
fiction metagenre, is an exceptional phenomenon. In the 60s—70-s of the
XX century, his image was actively involved in the texts by an American
science fiction writer Clifford Simak (1904—1988): the novel “The Goblin
Reservation” (1968), later “Shakespeare’s Planet” (1976). The creative
activities of this author mostly revealed the peculiarities of “contacts
between the representatives of different galactic civilizations” [6, p. 471].
It is important that the above-mentioned period of literature is considered
to be “the golden age” of science and social-philosophical fiction [3,
p. 13]. It was mostly presented by the works of A. Azimov, C. Simak,
H. Kuttner, T. Sturgeon, O. Stapledon, R. Heinlein, K. Chapek, as well as
was marked with growing popularity of fantasy (H. Evers, M. Eliade,
H. Lovecraft, G. Meyrink). In particular, American literature of this genre
has faced an anthropological “turn to a human being”, the activation of
social-critical motives [3, p. 75], as well as the synthesis of basic elements
of science fiction and fantasy, especially in the works by C. Simak.

O. Kovtun deals with the efficiency of combining science fiction
and fantasy, as two reality models, related, above all, to the respective
types of world perception, emphasizing on a slight difference between
them. She substantiates this point of view by the fact that there exists a
considerable number of works, where these two genre models are joined
together, interpenetrate, and even “germinate” [3, p. 118-119], creating
the so-called “simulative hyperreality” (according to J. Baudrillard). Not
only C. Simak was engaged in synthesizing these two literary genres, but
also V. Berestov, |. Varshavsky, H.Kuttner, A.and B. Strugatsky,
R. Sheckley, J. Rowling, and others.

Keeping in mind J.Baudrillard’s concept of simulative
hyperreality, this genre situation might be explained by the fact that
science fiction appeals to
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the resurrection of the “historical” worlds of the past, trying to
reconstruct in vitro and down to its tiniest details the various episodes of
bygone days: events, persons, defunct ideologies — all now empty of
meaning and of their original essence, but hypnotic with retrospective
truth [12, p. 137].

Here, we might even speak of the so-called “simulation field”:

Models no longer constitute an imaginary domain with reference to
the real; they are, themselves, an apprehension of the real, and thus leave
no room for any fictional extrapolation — they are immanent, and therefore
leave no room for any kind of transcendentalism [12, p. 137].

It would be expedient to note that the personosphere of C. Simak’s
novels has been built in a very peculiar way. Despite the generally
accepted genre canons, it includes both humans (fiction characters, real
historic figures, artists, literary heroes), animals, anthropo- and
zoomorphic simulacra, characters of science fiction type (inventors,
biomechs, aliens) and fairy-tale-fantasy images (ghosts, goblins, fairies,
trolls, magicians, dinosaurs, dragons). In fact, in “The Goblin
Reservation”, all these characters study on the Earth, so that the planet
has turned into “a great galactic university”: “Earth was the galactic
melting pot, a place where beings from the thousand stars met and
mingled to share their thoughts and cultures” [14]. Since the fantastic is
viewed as “the border experience” [15, p.80], C. Simak builds his
personosphere in accordance with the principle of combining the image
fields, whose imagological lines are constantly intersecting. What is
more, the personosphere has been attracted not by the protagonist, but by
some secondary figure (a sage or a sentinel, according to C. Jung), who
is absolutely neutral, although has a reliable “point of view”, thus
winning the so-called “reader’s receptive trust”.

It is interesting that in this context, William Shakespeare looks, at
first sight, as a secondary, though passionary character. His image
functions as an imaginative nucleus of the personophere and not only as
an intertextual phantasm (according to R. Barthes) or an atroponimic
allusion. Since passionarity of the secondary is “logically regarded as an
internal constituent of crisis situations” [11, p. 228], it may be also
extrapolated into the field of genres: here, we mean the crisis of science
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fiction. We refer to the peculiarity of a passionary character as to “the
energetic surplus that exceeds, at a given moment, the needs of a certain
individual or entirety” [11, p. 227]. Consequently, any character, as “a
visible and identified individuality” (according to M. Bakhtin) with a
passionary status, entering the world of other protagonists, shifts away
the center of the personosphere and thus generates plot events.

Readers’ receptive attention gets attached to the figure of
W. Shakespeare for the first time, when the main character of “The
Goblin Reservation” Peter Maxwell comes across an announcement,
printed in an OIld-English script. At this point, C. Simak starts his
intertextual game with the recipients:

WILLIAM SHAKESPEARE, ESQ.

Of Stratford-on-Avon, England

“How It Happened I Did Not Write The Plays”
Under the Sponsorship of Time College

Oct. 22, 8 P.M: Time Museum Auditorium
Tickets available at all agencies [14].

The very fact of Shakespeare’s presence goes beyond the frames of
his biography, being supplemented with exact coordinates of his future
quasi-lecture. In this way, the recipient becomes involved in the plot
events and determines his further horizon of expectations, later specified
by Shakespeare’s name on the commercial cloth of the museum.
Shakespeare’s name is also closely related to the activities of the English
Department at the Institute of Time, whose staff have proved that “the
Earl of Oxford, not Shakespeare, had been the author of the plays” [14].
The so-called ‘“Shakespeare’s Question”, articulated by C. Simak,
generates numerous interpretants of the image.

Due to the fact that science fiction discourse presupposes not only
the existence of “some strange event causing a wide range of emotions of
both a reader and a hero, but also a peculiar manner of reading <...>: it
should be neither «poetic» nor «allegoric»” [15, p. 31], we interpret
Shakespeare’s presence in C. Simak’s works in an intertextual manner.
When the English Classic suddenly turns up in the future, everyone starts
expressing respect for him, especially «an awful lot of creeps from
English Lit [14], united by the common object of their scientific research —
Shakespeare himself. In Simak’s text, Shakespeare’s indisputable
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authority is often considered as “a measure of all things”, as a constant
object of comparison of different historical epochs.

The American science fiction writer interprets the speculations
about the difference between real and recorded history from the point of
view of biased judgments and tendentiousness. He treats them as the
collapse of “cozy little worlds” [14]. A vivid example of this is
Shakespeare’s authorship. He has violated the peace and harmony at the
Institute of Time and “is forced to make a sideshow out of history to earn
a little money” [14]. That is the reason why Shakespeare’s promoted
lecture on how he did not write his plays becomes a huge problem for the
University Administration:

William Shakespeare is not any easy man to handle. He wanted at
once to go out and have a look at this new age of which he’d been told so
much. Time had a rough time persuading him to change his Elizabethan
dress for what we wear today, but they positively refused to let him go
until he agreed to it. And now Time is sweating out what might happen to
him. They have to keep him in tow, but they can’t do anything, that will get
his back up. They have sold the hall down to the last inch of standing room
and they can’t take the chance that anything will happen [14].

Shakespeare’s figure covers an integral storyline canvas. The
passionarity of this “confocal” character is revealed through the
tendency to its symbolic disappearing and returning, which is of rather
systematic nature. In this way, his escape turns into “Shakespeare circus
we are putting on”: “Can you envision the ruckus there would be if a
man like Shakespeare should not be returned to his proper age” [14].
What is more, Simak’s Shakespeare does not even plan to attend his
own lecture: “Forsooth, and if | did attend it, they would forthwith,
once that | had finished, whisk me home again” [14], thus ascertaining
the cunningness of his plan to stay in the timeless context. Particularly
indicative is the scene when Shakespeare’s “confocal” image comes
across “the world of principal characters”. The relaxation of a man with
“a white-toothed smile flashed above the beard”, enthusiastic about the
taste of ale (“stuff soft to the palate and pleasing to the stomach™) [14],
Is narrowed down to his pondering over the attempt to stay in the
present time for good. In addition, the plausibility of Shakespeare’s
Image is strengthened by the personal details from his biography, which
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produces an impression of realism of his mystified image upon the
readers: “I left at home, said Shakespeare, a wife with a nagging tongue
and | would be rather loath to return to her” [14].

It is interesting that Shakespeare expresses his thoughts in the
spirit of language stylistics of the XVI century: “|I deem me fortunate
<...> to have fallen in with such rough and rowdy fellows” [14].
Hereby, he prohibits his companions to call him a bard, because “I be
no more than an honest butcher and a dealer in the wool” [14]. In
H. Bloom’s work we find an explanation for such a principled position
of Simak’s Shakespeare: “Actors in Elizabethan England were, by
statute, akin to beggars and similar lowlife, which doubtless pained
Shakespeare, who worked hard to be able to go back to Stratford as a
gentleman” [13, p. 45].

Thus, Shakespeare’s image is presented as a passionary
intertextual  ideologeme  (according to J. Kristeva), which
“materializing” at various levels of the text structure, expands over its
whole trajectory and assigns it certain historical and social
coordinates” [4, p. 136-137]. The image of Shakespeare, introduced by
Simak into the hyperreal time and space, is marked with its own
historical epoch. Nevertheless, due to the desire to stay in the future, it
ironically proves the continuity of its being: “My teeth are bad <...>
they hang loosely in the jaw and at times pain exceedingly. | have
intelligence that hereabout are marvelous mechanics who can extract
them with no pain and fabricate a set to replace the ones | have” [14].
The chronotope version, suggested by the American writer, whereby
realistic, fantastic, fantasy and even mystical characters coexist quite
peacefully, stands out as rather logical for Shakespeare’s timeless
image, whereas its idiorhythmic nature is able to fit any context: “I hear
tell that you have arrived at understanding with goblins and with
fairies, which is a marvelous thing. And to sit at meat with a ghost is
past all understanding, although one has the feeling here he must dig
close at the root of truth” [14]. Shakespeare’s immanent presence
“solidifies” the integrity of a literary text, as well as denies the
inferiority of its functions in the personospere.

Relying on the concepts of L. Ginsburg, N. Tamarchenko,
R. Wellek, and A.Warren, R.Dzyk concludes that “it is rather
problematic to classify any character as secondary (inferior) in the
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aspect of reception”, because the primary and the secondary are
“relative notions and often interchange each other”, thus ‘“eliminating
the status border” [1, p. 130-131]. The meeting of Shakespeare and
mystic Ghost is particularly important for realizing the border between
these two relative notions, as well as in determining the character’s
status. The “traces” of anthropomorphic Ghost (in J. Derrida’s
interpretation) frequently “run into” Shakespeare’s figure, indicating a
hidden connection that exists between the two. It was not accidentally
that H. Bloom also compared Shakespeare to “a spirit that permeates
everywhere, that cannot be confined” [13, p. 52]. At first sight, the
iImage of the creature with extraordinary abilities, introduced by
C. Simak, seems to be a certain simulacrum: “The guy gets drunk on
moonbeams. He can dance on rainbows. He has a lot of advantages
<...> For one thing, he's immortal” [14]. However, when Ghost adds
“From England” [14], reader’s receptive attention is directed to the
figure of W. Shakespeare. The proof of this is the café visitors’ chanting
an ironic song:

Hurrah for Old Bill Shakespeare;

He never wrote them plays;

He stayed at home, and chasing girls,
Sang dirty rondelays [14].

Similar quasi-folklore intermedial inclusions that “by all possible
means reproduce the wide-dimensionality of the world of variable
realities” [8, p. 44], demonstrate, in this case, the “fermentability” of
Shakespeare’s image in the holistic context of the novel. They point at
the temperamental splash of the character’s passionary energy. The
French philosopher is certain that simulative systems are related, above
all, to the experience of science fiction, the latter “only being, most
often, an extravagant projection of, but qualitatively not different from,
the real world of production” [12, p. 156], with constant accumulation
of mechanic or energetic abilities. In this way, the encounter of an
active, mystified natural force — a simulacrum (Ghost) and a passionary
“preliminary” (Shakespeare) is a display of enormous energetic power
that alters the course of the narration.
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Shakespeare is not embarrassed by the conversation with Ghost
(his immaterial beginning): “He accepted Ghost much more readily
than would have been the case, say, with a twentieth-century man. In
the sixteenth century they believed in ghosts and ghosts were something
that could be accepted” [14]. This conversation may symbolize Ancient
England as the inversion of Noah’s Ark: “A goodly country to the eye
<...> but filled with human riffraff. There be poachers, thieves,
murderers, footpads, and all sort of loathsome folk...” [14]. Substance-
Ghost, visualized through “the sleeves of his robe, if robe it was”,
solemnly announces: «I am William Shakespeare’s ghost!” [14], which
frightens Shakespeare-Character: “If Shakespeare sees him following
he’ll set new records running” [14], though till that moment the talk
and relaxation with Ghost did not bother the writer: “He never got the
wind up until he found that Ghost was his ghost and then...” [14].
Eventually, Shakespeare’s figure, which has previously disappeared
from the storyline, is found at a climax moment beside the most crucial
problems: “The Artifact is gone and the museum is wrecked and
Shakespeare has disappeared” [14].

The final scene of the novel, offered by C. Simak, distinctly
proves the genre metamorphicality of this text — from science fiction to
fantasy: on a lawn, “facing one another, dancing to the music of the
fairy orchestra, were Ghost and William Shakespeare” [14]. The latters’
merger emphasizes the reincarnation idea of Shakespeare’s image in the
novel, which makes up the so-called “architectonic ring”. In fact,
C. Simak applies a technique of metempsychosis in the text of
“Shakespeare’s Planet”. It is a remake of the previous novel that, on the
contrary, starts with poet’s death and ends up in his transformation into
a spiritualized skull, thus implying the cult tragedy “Hamlet”. This
enables us to state that W. Shakespeare, as C. Simak’s character, is a
transitive image, an efficient paradigm of author’s creative method.,

In addition, the intertextual specifics of the personosphere of
C. Simak’s novel “The Goblin Reservation” is one of the most
significant examples of genre metamorphicality, which describes the
dynamics of transition from science fiction to the format of fantasy.
Hence, the passionary energy of a confocal character (implicated into
the pesonosphere and endowed with his personal point of view) does
not only guide the plot development, but also shifts the previously
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assigned receptive vectors into the space of simulative hyperreality. The
figure of W. Shakespeare, activated by C. Simak in the form of a
character, is not a mere antroponimic allusion or intertextual phantasm.
It is the center of the personosphere; it intercepts readers’ attention and
puts away all other imaginative centers of the novel.
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AnHoTtamus. Onupasce Ha meromonoruto JK. boapuiisipa o Hauane 3pbl
TUIEPPEATBHOCTH  KaK ,,MHpa CUMYJSIHUU, apryMEHTHPYETCS pAacCIIMpEHHE
TOPU30HTOB  (pAHTACTUKHM C  IIOMOIIBIO  ,,pEBEPCHH  BOOOpakaeMoro”,
0003HAaYEHHBIX B3aWMOINPOHUKHOBEHHUEM (PUKTUBHBIX MHUPOB. OTAEIBHOE MECTO
B ,,[UIIEPPEATUCTUYHNN  UHAUPPEepeHTHOCTH  (PAHTACTUUYECKUX  HAPpPaTHUBOB
3aHMMAaIOT UHTEPTEKCTyallbHbIE CBSI3U. B TaHHOM Cilyyae akTyaau3upyercst BOIpocC
00 MHTEPTEKCTyaJIbHOM MOTEHIMAaNe nepcoHocdepsbl (paHTaCTUKU U (PIHTE3H, UTO,
no LIB. TomopoBy, mpeaycmaTpuBaeT aKTUBHYIO ,,AHTETPALIMIO YHUTATENsl B MHP
MIEPCOHAXKEN .

Buumanue ¢okycupyercst Ha JuuHOCTH YwibsaMa [llexkcnmpa Kak mepcoHaxe
JIMTEPATYPHBIX TEKCTOB amepukaHckoro (anracta Kimddopna Caiimaka (1904—1988)
,,Pe3epBanus rodauHoB” (1968) u ,Ilnanera [lekcniupa” (1976). AkueHtupyercs
cnenuurka cuHTe3a (QaHTaCTUKU U  (¢oHTE3u B TBOpuectBe Caiimaka,
bopMHpYIONUX TaK HA3bIBAEMYI0 CHUMYJIATHUBHYI0 THUIEPPEATBLHOCTh IMyTEM
OOBeMHEHUSI HECKOJIBKUX MOJeNel MmepcoHoc(epbl — CKa30YHOW, MHCTHYECKOM,
danTactuyeckon, Gpantesuitnoit u ap. OHU NEUCTBYIOT MO MPUHITUITY COBMEIICHUS
00pa3HbIX MMOJIeH, UMaroJOrHYeCKie BEKTOPbl KOTOPHIX MOCTOSIHHO MEPECEKatTCs.
[Ipu 3TOM aTTpakTOpoM nepcoHocheppl, Kak MPAaBUIIO, BBICTYIAET HE IPOTArOHKCT,
a koH(pokanbHas ¢urypa (ctpax winm wmyzapen no K. FOury), yro 3aHumaer
HEWUTPAJBbHYIO IO3HUIMIO, OJHAKO ONEPUPYET HAACKHOU ,,TOUKOM 3PEHUS , UYEM
BBI3BIBAET PELIENTUBHOE IOBEPUE Y UUTATEIIS.

B nanHom ciydae KoH(OKaIbHBIM, HO TACCHOHAPHBIM TIEPCOHAXKEM BBICTYIIACT
Yunbsim Lekcnup, NOCKONBKY (PYHKIIMOHUPYET B KAYECTBE UMarnHATUBHON OCHOBBI
nepcoHocdepbl, a HE TOJIBKO MHTEpTEKCTyalmbHbIM (antazmMoMm (mo P. bapty) wnm
aHTpornioHnMuyeckor ammosueir. [lomobnoe ,mponukHoBeHue” Illekcnmpa B
daHTacTUKy MOXHO cuMTaTh, omupasck Ha wuueto HO. KpucreBoli, akTyanbHOI
MHTEPTEKCTYyaIbHOM naeosoremoit. Ero ¢urypa B craryce naccuoHapusi, BXOIsl B MUD
JPYTUX TMEPCOHAXKEH, CMEIIaeT HEHTP MepCOHOCHEPHI U COOTBETCTBYIOIUM 00pa3oM
TEHEPHUPYET Pa3BUTHE CIOKETHBIX cOOBITHI. [103TOMY IpeioKeHHas aMEpUKaHCKUM
nUcarejaeM BEPCUsl XPOHOTOIA, TI/I€ YKUBAIOTCA MEPCOHAXH PEATHCTUYECKOTO,
(daHTacTU4eCcKoro, (PHTE3UMHOTO W JaXe MHCTUYECKOIO IUJIAHOB, BBICTYIAET
COBEpILIEHHO JIOTUYHOM JUIsi BHEBpeMEHHOro oOpasza Lllekcrupa, ubs HIMOPUTMHS
BITMCBIBAETCSI B JIFOOOM KOHTEKCT, ONpOBEpras TaK HAa3bIBAEMbIH IIEKCITMPOBCKHIA
Bonpoc. OTmeuaercs B3auMocBs3b lllekcrupa ¢ MHCTHYECKHM aHTPONOMOP(HBIM
nepcoHaxxkeM — Jlyxom, cneapl (B monumanuu K. [leppuna) KOTOpOro moOCTOSIHHO
,oHactymaior” Ha ¢urypy Ilexcnupa. Ero u“MMaHeHTHOE MpPUCYTCTBHE
,,LIEMEHTUPYET LEIOCTHOCTD JINTEPATYPHOIO TEKCTA, OTPULIAET BTOPOCTENIEHHOCTH B
nepcoHocepe, a B acleKTe pPELENIUU NepeXBaThIBA€T YUTATEILCKOE BHUMAHUE,
CMeEILasi OCTAJIbHbIE UMArMHATUBHBIE LIEHTPBI POMaHa.

KiaroueBble ciaoBa: QaHractuka, (3HTE3M, MaCCUOHAPHBIM MEPCOHAK,
KOH(OKaNbHBIN 00pa3, cumynsakp, Yuibsam Llexcnup, Knmuddopa Caiimak.
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AHortanis. 3 oneptsam Ha Mertogodoriio K. Boapisipa mpo mouarok epu
rineppeaibHOCTI SIK ,,CBITY CUMYJIAIII~ OOIPYHTOBYETHCS PO3IMIUPEHHS TOPU3OHTIB
dbaHTaCTUKM 3a JIOMOMOTOIO  ,,peBepcCii YSABHOTO”’, TO3HAYEHUX TOJIOBHO
B3aEMOINPOHUKHECHHSIM (DIKIIIHUX CBITiB, TEHOJIOTIYHO ONPHUSIBICHUX Y 3B’sI3Kax 13
HOBITHIMH >kaHpoBuMH (dopmamu. OxpemMe Micle B ,,TineppeasiCTHIHIN
IHAUpEepeHTHOCTI”  (PAHTACTUYHUX HAPATUBIB  MOCIIAIOTh  IHTEPTEKCTyalbH1
BKpAIUICHHA. Y JIaHOMY pa3l aKTyalli3ye€TbCAd MUTAHHS MPO IHTEPTEKCTYaJlbHUU
noTeHuian mnepcoHochepu ¢antactuku Ta Qenrtesi, o, 3a L. TogopoBum,
nependayaroTh aKTUBHY ,,IHTETPallil0 YuTaya y CBIT MEPCOHAXIB.

VBara ¢okycyerbcsi Ha moctari  Buibswma [llekcmipa sk mepcoHaxa
JITEpPaTypHHUX TEKCTIB amepHkaHchkoro ¢antacra Kmiddopaa Caiimaka (1904-1988)
,Pe3epraris roomini” (1968) ta ,Ilnanera Illekcmipa” (1976). AKueHTyeThCs
cnernudika cunredy (antactuku Ta ¢enrtesi y TBopuocti Caiimaka, mo GopmMyroTh
TaK 3BaHy CHUMYJISITUBHY TilEPPEATbHICTh IUIIXOM TMOETHAHHS KUIBKOX MOJIENe
nepcoHochepu — Ka3KoBOi, MICTUYHOI, aHTACTUYHOI, QeHTe31iHoi Tommo. Bonn
(GYHKIIOHYIOTh 3a MPUHIIAIIOM CYMIIIIEHHS 00pa3HUX IMOJIIB, IMAroJIOTi9HI BEKTOPU
SKHX TIOBCSKYacC TMepeTuHaroThes. llpu 1poMy aTpakTopoM mepcoHochepu
3a3BUYail BUCTYIIA€ HE MPOTArOHICT, a KOH(POKAIbHA MOCTaTh (CTpax abo Myapelb
3a K. IOnrom), mo 3ailiMae HEWUTpaJibHy I[O3HUIII0, OJHAK OIEpye HAAIMHOIO
,,TOUKOIO 30py’’, YUM BUKJIMKAE PEIENTHBHY JOBIpYy B UMTaYA.

VY naHomy pa3i KOHGOKaJbHUM, ajieé MACIOHAPHUM MEPCOHAXKEM BHUCTYIIA€
BinbsMm llekcnip, mo3asik moctae iMariHaTUBHUM SIAPOM MepcoHocdepH, a He JIHIIIe
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iHTepTeKCTyaIbHUM aHTazMoM (3a P. bapToMm) uu aHTPOMOHIMIYHOIO aJIO3i€l0.
[Topsin 13 mum noxibue ,,iponukHeHHs” Illexcmipa y ganTacTuKy MOKHaA BBaXKaTH,
cnuparourich Ha imer0 0. KpicTeBoi, akTyanbHOI  IHTEPTEKCTYaJbHOIO
ineomoremoro. Moro mocraTh y cTaTyci macioHapis, BXOISYH Y CBiT iHIIMX
MEePCOHAXKIB, BIAIEHTPOBYE oOcepenssa mnepcoHochepu ¥ BIAMOBIIHO TEHEPYE
PO3BUTOK  CIOKETHHX  mofid. ToMmy  3ampomoHOBaHa  aMEPUKAHCHKHM
MMCBMEHHUKOM BEpCisi XPOHOTOIlY, J€ CHIBICHYIOTh NEPCOHa)Xl PEeasiCTUYHOIO,
dbaHTacTUYHOTO, (PEHTE31MHOTO 1 HABITh MICTUYHOTO KIITAJITY, IOBOJII JIOT1YHA JJIs
no3ayacoBoro o6Opazy Illekcmipa, 4us 11I0pUTMIS BIOUCYETbCS Y OyAb-sSKHI
KOHTEKCT, CIIPOCTOBYIOYM TaK 3BaHE IIEKCIIPiBCbKE MUTaHHSA. BUCHOBYETHCS, 110
iIMaHeHTHa npucyTHICTh (irypu Illekcmipa ,,lieMeHTye” LUIICHICTh JIITEPATYPHOTO
TEKCTY, 3arepevye IpyTropsaHICTh 11 GYyHKINT B mepcoHocdepi, a B aCMEeKTI pererniii
MePEXOIUIIOE YUTAIBKY YBary, 3MIIyIOYH 1HIII iIMariHaTUBHI LICHTPU POMaHYy.
Karw4oBi ciaoBa: (¢danractuka, ¢eHTe3l, NacioHapHUM TEPCOHAK,
KoH(poKabHMI 00pa3, cumyisikp, Binbsam lekcmip, Kinipdopa Caiimaxk.
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