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BBEJEHUE

Teopust MeTaUKIMOHANBEHOCTH JlaJla HMITYJIBC [IEJIOMY PSIy HMCCIIEIOBaHUI B 00-
JIACTH JIUTEPATYPBI, KAK KITACCHUECKOM, TaK U COBpEeMEHHOM. BhIsiBIeHnE MeTa(QUKIIMOHATb-
HOTO YPOBHSI ITO3BOJISIET TIy0)Ke TOHATH BCIO TIOJHOTY 3aMbICiia aBTOpa, Ybsi pediekcus Ha-
MpaBJIeHA KaK BOBHE, TAK M BOBHYTPb, Ha CaM TEKCT, U SIBIISICTCS aKTyaTbHBIM HATPaBICHHEM
JUTEPaTypOBEIUECKUX M3bICKaHUW. [laHHOE HCCIeAoBaHNe MOCBSIEHO MeTa(pUKIIMOHAb-
HOMY XapakTepy COBPEMEHHOW ApaMbl (Ha marepuayie mpousBenenuii Toma Crommapma).
HoBu3zHa paboThl 00yCIIOBJICHA BIIEPBBIC BHIIBUHYTOW KOHIICTIIIUEH OTHOCUTEIBHO TOTO, KaK
B JIpaMaTHYECKOM TEKCTe MposBisieTcs: camopeduekcus tekcra. Lleanb nccnenoBanus co-
CTOUT B M3YYCHUU CIIOKHOU MIPUPOBI IPAMATUIESCKOTO TEKCTa U IPUEMOB, CO3/IAIOIIUX €T0
MeTaQUKIMOHAIBLHBIA YPOBEHb.

OCHOBHAS YACTb

O MeTauKIMOHABHOCTH XYI0KECTBEHHOIO TeKcTa 3aroBopwin B 1970-x, Torma
ke B 000pOT BOMIEN M caM TepMUH, MPEIIOKEHHBIH YmibsiMmoM ['accom (William H. Gass,
Philosophy and the Form of Fiction) anst 0603Ha4ueHus HappaTHBHBIX 0COOEHHOCTEH COBpe-
MeHHOTO pomana. [lozxke ObITH Tpe/UIoKeHBl U apyrue TepMuHsbl: “self-reflexive fiction”
(Robert Scholes), “surfiction” (Raymond Federman), “self-conscious fiction” (Robert
Alter), “introverted fiction” (John Fletcher and Malcolm Bradbury), “narcissistic fiction”
(Linda Hutcheon), “parafiction” (James Rother), koTopble HHOT]Ta CHHOHUMHYHBI, HO 3a4a-
CTYI0 0003HAYAIOT Pa3JIUYHbIC TOHATHS (KOMIIO3UIIMOHHBIA TIPUEM, JIUTEPATYPHBIN JKaHP,
THII MEHTAJIBHOCTH, COOTBETCTBYIOIIMI TOCTMOACPHUCTCKOMY KPH3HCY PEHpEe3CHTAIINH)
[1]. TI. Bo (Patricia Waugh) Ha3biBaeT XyJq0KE€CTBEHHBIE TEKCTHI, «OCO3HAHHO M CHUCTEMa-
THYHO MOAYEPKHUBAIOIINE CBOH cTaryc apredakra U TaKMM 00Opa3oM MPOBOLMPYIONIHE BO-
IPOCHI O B3aMMOOTHOIICHHUSX MEKIY BBIMBICIOM U peasibHOCThIO. OCYIIECTBIISSI KPUTHKY
HPUHIUIIOB COOCTBEHHOT'O TIOCTPOCHHMS, O00HBIE IPOU3BEICHNUS HE TOJIIBKO aHATH3UPYIOT
(dyHaaMeHTaIbHBIE CTPYKTYPBI JIMTEPATYPHOTO MOBECTBOBAHUS, HO M PACCMaTPUBAIOT BO3-
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MOXHYO «(DUKIIMOHATBHOCTEY MHpPa 32 MPeieIaMU BEIMBIIIIIICHHOTO JIUTEPATyPHOTO TEKCTa
[2, c. 2]. M. AMyCHH CUHTAET, YTO MO ««METahUKIIMOHATHFHOCTHIO» B CAMOM OOIIIEM CITy-
Yyae TMOHUMAETCS TIOBECTBOBATENbHAS CTPATErHs, MPHUBICKAIONIAs YATATEIbCKOC BHUMAHUE
K «apTeakTHOI» MPHUPOJE JTUTEPATYPHOTO TEKCTa W OJHOBPEMEHHO JIpaMaTHU3UPYOIIas
OTHOIICHUS «JIUTEPATypa — NCHCTBUTEIBLHOCTBY, «TEKCT — HE-TEKCT, «aBTOP—TEKCT—UMTa-
Tenby [3, ¢. 153]».

OTMeTHM, YTO camo OIpefielicHne METa(QUKIIMOHAIEHOCTH Pa3MbITO BCIIC/ICTBHE
cBOCH 00001IeHHOCTH. BO-TIepBBIX, BHI3BIBACT COMHEHUS BOIIPOC 00 OCO3HAHHOM BBIOOpE
MOBECTBOBATEIILHOW CTPATErUH aBTOPOM, MOCKOIBKY MPOIECC TBOPUECTBA JIANICKO HE Tak
OJIHO3Ha4YeH. TpyOHO YeTKO ONpeleNuTh, HampuMep, QYHKIMOHANBHYIO HarpyKeHHOCTh
MpUEMa «TEKCT B TEKCTE), UCIIONB3YyEMOT0 B INTEPATYPE Ha MPOTSHIKCHUU MHOTHX CTOJICTHH,
a TaKKe CTerNeHb OCO3HAHHOCTH MpH ero BeIOope. B murepatype 19 Beka 3TOT npueM ObLT
HIMPOKO PACIIPOCTPAHEH U CITYXKUII HE JUTs caMopedIIeKCHU TEKCTa, a JIJIsl CO3aHusl OOJIbIIIe-
TO MPaBIONOA00Us PUKIMOHATIBHOTO MUpa U TUCTAHIIUPOBAHUS CO3JATENs OT COOCTBEHHO-
TO MPOU3BENICHHS. B JTaHHOM HCCIIeIOBAHUU HAPSY C TEPMUHOM «METaPUKIIMOHATLHOCTHY
UCIIOJNIb3YETCSl TEPMUH «caMOope(IIeKCHs TEKCTa», KOTOPBIN TaKKe HE SIBISIETCS] YHUBEPCAIlb-
HBIM, OJTHAKO YKa3bIBaCT HA TO, YTO OOBEKTOM PE(ICKCHU aBTOPA MOXKET OBITh HE TOJBKO
(UKIMOHATBHBIN MUP, HO U CIIOCOOBI €ro CO3JaHMs, YKa3bIBAIOIINE HAa €T0 BTOPHYHOCTH T10
OTHOUICHUIO KaK K MHUPY PEaJbHOMY, TaK U K MUPY «UYXKOT0» TeKcTa (MUCIIONIb3ysl TEPMUH
ABTOPOB TEOPHH UHTEPTEKCTyalbHOCTH). KpuTHK 1 TeopeTuk auteparypsl xonaran Kan-
Jiep METKO 3aMETHII, YTO JIUTEpaTypa CTPEMHUTCSI OCO3HATh W Pa3[BUHYTh CBOM IMPEJCIbI:
«Literature is an institution that lives by exposing and criticising its own limits, by testing
what will happen if one writes differently) [4, c. 41]»

ITo Kannepy, cymiecTByeT MaTh TOYCK 3pEHUS Ha IPUPOJLY JIUTEPATYPBI: INTepaTypa
Kak 0coOBIf BUJI peanu3aiuu s3bikoBoro norennuana (literature as the “foregrounding” of
language), muTeparypa Kak WHTErpanus sI3bIKOBBIX AreMeHTOoB (literature as the integration
of language), nureparypa kak co3aanue BbiMbIUIeHHOrO Mupa (literature as a fiction), nu-
Teparypa Kak cretrnueckuii 00bexT (literature as aesthetic object) — yTo oObeaMHSIET BCE
YeThIpe TOUKH 3PCHUSI, JINTEpaTypa Kak HHTEPTEKCTYAIbHBIA KOHCTPYKT, Ubsl pedIieKcHs Ha-
IpaBJicHa Ha caMoro ce0si B COOTHECEHUH ¢ Apyrumu auckypcamu (literature as intertextual
or self-reflexive construct). JIuteparypa Takxke MOKET pacCMaTPUBATHLCS KAK HCOIOTHYC-
CKHI HHCTPYMEHT, UHCTUTYIIMOHATBHAS U COIIMANIbHAS TpakTuKa [4, c. 28-42]. Jlns nanHoro
HCCIIEIOBAHUSI BAXKHO OOpaTUTh BHUMAHUE HA MbICIb YUYECHOTO (KOTOPYIO MBI Pa3aeiisieM U
rocrapaeMcsi pa3BUTh B MPUIIOKEHHUHU K JIpaMe) O TOM, YTO HHTEPTEKCTya IbHOCTb CBsI3aHa C
camopedrekcueii Tekcta. B onpeeseHHOM cMBICIIe JITeparypa MbITAeTCs OCMBICIUTE BO3-
MOXHOCTH PENPE3EHTALIUH OIBITA, YTO TIOCTUTAETCS 32 CUET OCMBICIICHHUS PYTUX TEKCTOB U
mpo0JIeM co3maHusl COOCTBEHHOTO.

[Marpucus Bo Taxke paccmarpuBaeT JIUTEpaTypy Kak MOCTPOCHHYIO Ha MHTEPTEK-
CTYaJIbHOCTH ¥ caMOpe(IICKCHH: TPOU3BEICHHSI BO3MOXHBI TOJILKO OJlarogapsi peiiiecTBy-
IOIIMM TEKCTaM, KOTOpbIe OHM BOMPAIOT B ce0s, TpaHC(HOPMUPYIOT, KOTOPBIM OpPOCAIOT BBI-
30B. Kputnk mumer: «Literature is a practice in which authors attempt to advance or renew
literature and thus is always implicitly a reflection on literature itself. The intertextuality and
self-reflexivity of literature is not, finally, a defining feature but a foregrounding of aspects
of language use and questions about representation that may also be observed elsewhere
[5, c. 35]» («Jluteparypa — 3TO IpaKTHKa, B KOTOPOW aBTOPHI CTPEMSTCS TIPEB30UTH yKe Cy-
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IECTBYIOLIYIO JTUTEPATYPy MM OOHOBUTH €€, U, TAKUM 00pa30M, 5TO BCEIIa UMILTUIIUTHO
oTpakaeTcs Ha caMoi ureparype. MHTepTeKCTyanbHOCTh U caMOpe(IeKCHs TUTepPaTyphl
— 9TO HE ONPEENAIOIIas €€ YepTa, a BbIABI)KEHNE HA TIEPBBIH MJIaH aCMEKTOB S3BIKOBOTO
WCTIOJIb30BaHMS U BOIIPOCOB PENPE3CHTAINH, KOTOPbIE MOKHO HAOIIOAATh HE TOJBKO B XY-
JOKECTBEHHOM TBOpYECTBE». — 371ech U fanee nepeson Mol — E.I). [lpuunny ycunenus
MeTaUKIIMOHAIBHOIO JIEMEHTA B IIOCTMOICPHUCTCKOM tuteparype [1. Bo Buaut B morepe
WITIO3UH TIOCJIe BTOPOW MHPOBOH BOMHBI, OTKa3e OT pean3Ma B MOJIb3Y CyObEKTHBHOTO,
HEOJTHO3HAYHOT0, ()parMeHTapHOTO0 MOJIEPHUCTCKOTO MHUChMAa, HAllEJICHHOTO OPOCHUTH BHI-
30B YMTATEIBCKUM MPUCTPACTHUAM U NPEACTABICHUSM O CIIOCO0aX MPE3eHTAMH pealbHO-
ctu. B T0 ke BpeMsl IOCTMOAEPHUCTCKAS IUTEPATypa MPOAOIIKAET Tpaauluu « Ipuctpama
[enan» JI. CrepHa, B KOTOPOM Ha MEPBBI IUIaH BEIBOAUTCS CKOPEE AUCKYPC, YEM UCTOPHS
[5, c. 75-76].

[TapagokcanbHBIM SBISIETCS TOT (PaKT, YTO MIMPOKOE MCIOIBb30BaHKUE MOHITUH Me-
TahUKIIMOHAIBHOCTH U caMopediexcun, 6e3 KOTOPBIX He 00XOMUTCS MPaKTHIECKH HIKAKOe
UCCcIIeJOBaHNE COBPEMEHHOI0 POMaHa, He 0O3HayaeT pa3padOTaHHOCTh caMoi Teopuu. Mme-
I01IHeCs: paboTHI IO MPOOIIEMEe OCTABISIIOT O€3 BHUMAHUS PsIJT BOIPOCOB (TIIAaBHBIM 00pa3oM,
OTHOCHUTENILHO CIIOCO00B peaan3auuy MeTaQUKIHOHAIBHOCTH B XyI0KECTBEHHOM TEKCTE),
a Taxke He BKIIIOYAIOT JpaMaTHYeCKUe TPOU3BEACHUS B KPYT IITYIUI.

Kareropust (pUKIMOHAIFHOCTH BOCIIPUHUMACTCSI KaK HEOThEMIIEMBIH aTpuOyT Xy-
JIO)KECTBEHHOM ITUTEPATyphl, co3/atoniell (UKTHBHBIN (BBIMBIIUICHHBIN/apeaabHbIi) MUp,
CYIIECTBYIOIIMH TOJIBKO B BUAE TeKcTa. [Ipy 3TOM HE CTOMT 3a0bIBaTh O CyLIECTBOBAHUU
kareropuu (akryansHocTH. Kareropusi MeTahuKIMOHATBHOCTH — TO HAIlCJIEHHOCTh TEK-
CTa Ha COOCTBEHHBIH (hMKLIMOHAIBHBIA Xapaktep. Hexotopsle Happaronorun (Maprusec,
Hleddens) yka3pBaOT HA «MemadUKYUOHATbHbIE CUTHAJB, KOTOPBIE paccMaTpHBaIOTCSI
TOJIBKO Ha TEMAaTHYECKOM YPOBHE — OTCTYIUICHHUS! B [IOBECTBOBAHUH 110 TIOBOAY ITPUYHH COO-
CTBCHHOT'O BO3HMKHOBCHUS, CIICU(PHUECKUX YepPT, HEOOXOIUMOT0 paKypca YUTaTeIbCKOTO
BocnpusATus. [1o HameMy MHEHHIO, TEMaTH3alUs Xy[JOKECTBEHHOIO TBOPYECTBA MTPEICTaB-
JsieT coOOi JTUIb OUH YPOBEHb MPOSIBICHUS KaTeropuu MeTa(UKIUOHAIEHOCTH. MOXKHO
BBIJICTIUTH €lIe:

® CTUJIEBOW ypOBEHb (MHOCTHJIEBBIE BKPAIUIEHUS B TEKCT — Yallle BCETO, MacCaXu
JUTEPaTyPOBEIUECKOTO M JINTEPaTypPHO-KPUTUYECKOTO JUCKypca, urpa co cruiem). [lpu-
MEpPOM MOTYT MOCIYXUTh npousBeneHus I»suna Jlomxka, aHIMHCKOrO mUucaress, a Takxke
KpUTHKA W TEOPETHKA JIUTEPATyphl, KOTOPBIN B CBOUX POMaHaX CO3/aeT MEPCOHAXKEN U3 JIH-
TepaTypHOM U aKaJIeMUYECKOH Cpesibl;

® KOMIIO3ULIMOHHBIN YPOBEHB (IIPHEM (TEKCT B TEKCTE» — Tak, poMad Ilona Ocrepa
«HeBuanmbii» Mcmonbp3yeT oOpamiIsiioniee MOBECTBOBAHNE — AUAJIOT JApy3ei-nucaresei o
KHUTE OJTHOTO U3 HUX);

e HappaTUBHBII YPOBEHb (CMEHA BUI0B (POKAIN3ALNH, TOUKH 3PEHHS);

® S3BIKOBOM yPOBEHb (MeTas3bIKOBast pediexcns);

® HTEPTEKCTYyaIbHbII YPOBEHb.

EcrecTBeHHO, 4TO B CAMOM Xy 0KECTBEHHOM IIPOU3BEICHNUN pealn3aliksl KaTeropun
MeTa(pUKINOHATBHOCTH IIPOUCXOAUT C BOBJICUCHUEM IIPAKTUUECKU BCEX YPOBHEH TEKCTA.

Jlnst JaHHOTO MCCIIE0BAHMS IPEJICTABISIET HHTEPEC TO, KAK U JUIsSl 4YEr0 MOJYEPKH-
BAE€TCSl HCKYCCTBEHHOCTh XyJOXKECTBEHHOM PEaJIbHOCTH B ApaMaTUYeCcKOM TeKcTe. Benb B
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MPO3aUYECKOM TEKCTEe caMopeieKCHs Yallle BCEro OCYLISCTBISIETCS Yepe3 Happartopa, a
Jipama JIMIIeHa 3TOH BO3MOXKHOCTH (MCKITFOUEHHE COCTABIISIIOT HApPATHBHBIC IPaMbl, HAIIPH-
Mmep, «Hamm ropogok» TopaTona Yanbaepa).

OO6paTtnMcs K TBOPUECTBY M3BECTHOTO OpuTaHcKoro apamarypra Toma Crommapaa
(p- 1937), ubu TIbECHI OTIMYALT SIPKHUIA SA3BIK, BIOXHOBICHHOCTh T€aTpoM adCyp/a U WHTEI-
nexTyanusM [6, c. 4]. [louT Bce mpou3BeieHNs IpamMaTypra MOCTPOEHBI Ha YK€ N3BECTHBIX
nbecax: «Pozenkpann u ['mipaecrepn meptBel», «[amser Jlorra» — Ha MIEKCIMPOBCKOM
«l"amnerey, «TpaBectnm» — Ha «Kak BakHO OBITh cepbe3HbIM» Ockapa Yanbaa. MHTEpTEeK-
CTyaJIbHBIE CBSI3U 00ECIICUNBAIOT HE TOJIBKO OTCHUIKY K «UYKOMY» TEKCTY, UTO 00ecIedrBa-
eT MpHpAICHNE CMBICIA, HO M CBUIETEIBCTBYIOT O caMOpeIEKCHH TEKCTa.

B npame «Posenkpani] u I'mnsaencrepr MeptBel»y (Rozencrantz and Guildenstern
Are Dead, 1966) 0OCHOBHBIM CPEICTBOM pean3aliii MeTapUKINOHATBHOCTH SIBIISICTCS all-
mo3ud. B 1aHHOM mbece — 3TO ajuTI03MM Ha HIEKCTIHPOBCKOTo «I'ammera» n «B oxunanun
Tono» beketra, 6e3 pacno3HaHMs KOTOPBIX TEPSETCA BECh CMBICT IIbechl. CTommap,] COOTHO-
CHUT JIeHiCTBUE CBOEH MbECHI C MEKCIIUPOBCKUM «l amieToM», esnasi AByX BTOPOCTEIIEHHBIX
nepcoHakel IITaBHBIMU.

Jbxum XaHTep HaOMMHAET, 4To HauuHasi ¢ camoro Llekcnupa, Tearpy npucyiue ca-
MOCO3HaHUE, «OH 04apOoBaH COOCTBEHHOW BBIIYMKOH, H B TO K€ BPEMsI HAMEPEH OOHAXKUTh
npaBay»: “theatre... enjoys being highly self-conscious — fascinated by its own falseness,
yet reckoning to reveal a kind of truth. At a serious level, it explores the whole relationship
of illusion with reality» [6, c. 10]. W neiictBuTenbHO, B «l amieTe» MpueM «TEKCT B TEKCTE
MO3BOJISIET HAM AUCTAHIIMPOBATHCS OT MIPOUCXOAAIIETO, 3alyMaThCs 00 aKTepcKoi urpe (pac-
CY)KJIeHHUSI 00 aKTEepCKOM TajaHTe, YMEHUH B3BOJHOBATH YEJIOBEKA MOJBOAAT HAC K MBICIH,
4TO TO, YTO MBI BUAMM — TOKe UCKycHas mintto3us). [llekcnimpoBckast pedriekcus HarpapieHa
HE TOJIBKO Ha TIPOOIJIeMY UTPHI U peabHOCTH (Oposure akTepsl HCIOTHAIOT «YouiicTBo [ 0H-
3aro», UrpaeT cam [ amiiet, puTBOpssICh Oe3yMHBIM, BenyT cBoto urpy Kmasauii u [lononui,
Pozenkpann u ['mibaeHcTepH), HO ¥ Ha )KUBOTPEHELIYIINE BOIPOCH COBPEMEHHOIO Tearpa.
Tak, akTepsl paccka3biBaioT ['amneTy o HelaBHEeH Moje, U3-3a KOTOPOH OHU HE MMEIOT BO3-
MOKHOCTH BBICTYIIaTh B COOCTBEHHOM TeaTpe. DTO OTHOCHUTCS K «BoWHE Tearpos» B 1600,
KOT/Ia ycTieX TPYIIIbl MAJIBYMKOB-aKTEPOB, CIICHATH3UPOBABILEHCS HA €AKON MOTUTHYECKON
caTupe, 0OCTaBIII 0€3paOOTHBEIMH MPOQECCUOHATLHBIX UCTIOHATENCH [7, ¢. 84].

CoBpeMeHHOe JApaMaThyecKoe UCKYCCTBO MpejiaraeT HOBBIE MOIXO/Ibl K peaibHO-
CTH, TIPH KOTOPBIX B ()OKyce BHUMAHUS — HEe (UKIHOHAIbHAS PEaJbHOCTb, a CIIOCOOBI ee
coznanusi. Camo neiictBue nocrpoeno Ha «I'amiere» Lllexcrinpa («Po3enkpann u ['mibaen-
CTEPH MEPTBbI» — LIEKCIIMPOBCKAs LIUTATa), OAHAKO Mbl BUAUM CKOPEE TO, YTO MPOUCXOAUT
3a IpejiesaMu LEeKCIIUPOBCKOi Ibeckl. Bropocrenennsie repou Illexcnupa — PozeHkpaHn u
I'unpnienctepH — y Crommap/ia He TOKUAAIOT CIieHy. 1o ecTh MepBbIii MeTaQUKITMOHATHHBII
MOMEHT CTOINTAPJAOBCKON MbEChl — OCO3HAHHWE YHTATEJIEM/3pUTEIEM, UTO Mepel] HaMU He
(dparMeHT peanbHOCTH, a MPOU3BEACHHUE, JOCTPAaUBAOILEe IPYyroe U3BECTHOE MPOU3BEe-
HUE, HalleIeCHHOEe Ha OCMBICIICHUE «ce0s» U «apyroro». He ciydaiina npu oOIHOCTH CIO-
JKeTa CMEHa >KaHPOB C TpareIuu Ha KOMEAHIO.

Bo-BTOpbIX, TIOBE/IEHHE CaMHX MEPCOHaXKEH YKa3bIBaeT Ha TO, YTO OHH 3aMKHYTBI
«B Ipyrom Tekcre». Po3 n ['mi He MOMHAT npouuIoro (€IMHCTBEHHOE, YTO OHH 3HAIOT — UX
NPU3BaJIM KO JBOPY JAJsl BEISICHEHHS, YTO TPEBOXKUT ['amiera) U He BHIAAT OyAyllero, OHU
JUTIICHBI CBOOOABI AeicTBus. [IpuBemeM HEOOIBIION hparMeHT:
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«Guil: But for God’s sake what are we supposed to do?

Player: Relax. Respond. That’s what people do. You can’t go through life question-
ing your situation at every turn.

Guil: But we don’t know what’s going on, or what to do with ourselves. We don’t
how to act.

Player: Act natural. You know why you’re here at least.

Guil: We only know what we’re told, and that’s little enough. And for all we know
it isn’t even true» [8, c. 66].

Po3 u 'unt He OpUEHTUPYIOTCS, T OHK U OTKYJA MPHUIUIA. VX MyTaroT, ¥ OHU caMu
cebs myTaroT. lHTEpecHa 1 urpa cjoB, YKa3blBalollasl Kak Ha JeHCTBUS, TaK U Ha CIICHUYe-
cKyto urpy (to act). J[st HUX BCe MPEAPEHICHO MIEKCITUPOBCKHUM TEKCTOM — CHMBOJIOM 3TOM
NPEIOTPENICIEHHOCTH, KOIjIa HET MecTa CIy4alHOCTH, CIY)KUT UX UTpa B OPIISHKY, KOTIa
MOHETa HEM3MEHHO MajiaeT OJHO# cTopoHoil. HecMoTpst Ha To, yro CTonmap: HHAUBUIY-
aJIU3UPYET CBOUX I'epoeB, UX, Kak U y Illekcninpa, NpoAaoIKAOT MyTAaTh OCTAIBHBIE IEPCO-
HaXHu U gaxe oW camu. lllekcrimpoBckue Po3enkpantl u [miapaeHCTepH OC3TMKH, JIHIIC-
HBI SIPKUX XapaKTepHbIX 4epT. X 0e31MKOCTh — HCTOUHUK KOMHUYecKoro. CTOmmap 0BCKuit
I'mnpneHCTEpH cebuTaeTcst Ha 3TO: «As soon as we make a move they’ll come pouring in
from every side, shouting obscure instructions, confusing us with ridiculous remarks, mess-
ing us about from here to breakfast and getting our names wrongy [8, c. 85]. V Illekcriupa
OHHM 3aCITYKHBAIOT MPEe3peHUs Kak mmuoHbl Knapnus, y Cronmap/a — OHU COUTHI C TOJIKY U
HU B YeM HE MTOBUHHBI.

Eme onuH wHTEpecHBIH 3IeMEHT caMOpe(IeKCHH TEKCTa — aHAJIU3 MOCTPOSHUS
MPOM3BEJICHUSI YCTaMHU TIepcoHaxka. AkTep B npousBe/ennn Crommap/a TOBOPUT O Ibece,
KOTOPYIO COOMPAETCsl UCTIOJIHUTD, OHOBPEMEHHO XapaKTepu3ys camo 3TO MPOU3BEICHUE!
“We keep to our usual stuff, more or less, only inside out. We do on stage the things that
are supposed to happen off. Which is a kind of integrity, if you look on every exit being an
entrance somewhere else” [8, c. 28].

BTOpoii TeKCT-UCTOUHUK, KOTOPBIN MPOCTYIAET B CTONNApA0BCKON Ibece — «B oxu-
nanuu [omo» bekerra. 3nech nepekiinyKa He B CIOJKETe, a CKOpee B TOHAJILHOCTH — OIIyIIIe-
HUM HECOBIBIIUXCS HAJICK], CKYKH BIEPEMEIIKY ¢ (apcoM, BBI3BIBAIOIINM YJbIOKY. Po3 1
I'unm xoMUYHBI U TparudHbl B CBOCM CTPEMIICHUU TTOHATH CMBLICII IIPOUCXOAAIIETO C HUMMU.
JleiicTBUE UKITMYHO, YTO SBJSICTCS OTIMYUTEIBHOM YepTOii TeaTpa adcyp/a.

BbIBO/JbI

TakuMm 00pazoM, ApaMaTHYECKOE MPOU3BEICHIE 00IagaeT OOTaTbIM apCeHANIOM XY-
JOKECTBEHHBIX CPEACTB Ul pealu3aly KaTeropun MeTagukuroHaibHOCTH. Kpome Te-
MaTUKH{ U KOMITO3UIIMOHHBIX NPHUEMOB (HaIIpUMeEp, «I1beca B MbECEe»), BAXKHBIM CPEICTBOM
camopedIeKCHuH IpaMaTHIeCcKOro TeKCTa MOXKET CTaTh apXUTEKTOHUUYECKas aJlro3ust. Jlas-
HellIas nepcreKkTUBa UccieloBaHus BUTUTCS B YIITyOJIeHHOM M3Y4YEeHUHN pean3aliy Kare-
ropuu MeTapUKIMOHAIBLHOCTH B IPOU3BEACHUSIX COBPEMEHHBIX APaMaTypros.
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The theory of metafiction gave a spur to a number of researches in the sphere of both classical and con-
temporary literature. Considering the metafictional level allows fully comprehension of the author’s idea whose
reflection is directed outwards into the world and inside — at the text itself. It is a perspective field of literary stud-
ies. This article is devoted to metafictional character of contemporary drama (based on Tom Stoppard’s works).

The novelty of this research is grounded in the identification of the ways the text self-reflection is ex-
pressed. The aim of the article is to study the metafictional level of drama and the means that create it.

The term was suggested by William H. Gass in Philosophy and the Form of Fiction, later the other
terms appeared: “self-reflexive fiction” (Robert Scholes), “surfiction” (Raymond Federman), “self-conscious
fiction” (Robert Alter), “introverted fiction” (John Fletcher and Malcolm Bradbury), “narcissistic fiction” (Lin-
da Hutcheon), “parafiction” (James Rother). We support the idea of Patricia Waugh metafiction as pointing out
the artificial character of fiction, criticizing the principles of the text construction. M. Amusin considers metafic-
tion as the narrative strategy that draws the readers’ attention to the artificial character of the text. In this article
both terms “metafiction” and “self-reflection” are used to show that the object of the reflection in the text is a
fictional world and the ways of its creation as well. Intertextuality is seen as a means of metafiction. Literature
tries to comprehend the possibilities of experience representation through understanding other texts and the
problems of creating the own one.

There are the following levels of the text the features of metafiction can be observed: the level of style
(e.g. literary criticism extracts in fiction, play on style); the composition level (e.g. ‘a text in a text” device); the
narration level; the level of language (metalanguage reflection); the intertextual level.

In the article Tom Stoppard’s play Rozencrantz and Guildenstern Are Dead (1966) is analyzed. It is
based on Shakespeare’s Hamlet and Beckett’s Waiting for Godo. The main metafiction means here is allusion.
Stoppard makes two minor Shakespearian characters the major ones. However we see what happens outside
the Bard’s play. The spectator/reader understands that that is not a fragment of reality but “building-up” the one
which is well-known. The behavior of the characters also shows that they are within the frames of the other text:
they neither remember the past nor see the future, they have no choice, they are mixed up by others and even the
“head or tails” play ends with odd results. One more self-reflexive feature — one of the characters describes the
play he is going to act. As to Waiting for Godo the common features are more in tonality than in the plot. Stop-
pard’s play is cyclic which is also characteristic of the theatre of absurd.

Thus, drama has a rich arsenal for representing the category of metafiction, it includes certain themes,
compositional devices as well as an architectonic allusion.

Keywords: metafiction, allusion, “text within a text” device, Tom Stoppard’s drama.
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