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B nanHO# cTraThe MBI mpeniaraemM o6pasel] JUHTBOCTUIHUCTHUYE-
CKOT'0 aHalu3a OTphIBKAa pomaHa Maprapetr OT1Bya «Crnemoit yOuii-
na». MaTepI/Ian CTaTBM MOJKET OBITh HMCIIOIB30BaH B npenoJgaBaHUuU
KYpCOB «CTHJIHUCTHKA AHTJIIMUCKOTO S3BbIKa» U «UHTCpHIpETAlUd TEK-
CTa» Ha A3BIKOBBIX (baKyaneTax.

AHanu3 BBINOJHEH HO CXeMe, KOTOpas HOCHUT Ha3BaHUE «KOM-
MEHTHpPOBAHHE» M KOTOopas ObUIa pa3paboTaHa M AETAIBHO OMHCAaHA
U. B. Apaonsa u H. 4. [IpsikonoBoit [1979]. OcoGeHHOCTH AaHHOTO
MOJX0/a 3aKJII0YAlOTCs B BBICOKOW CTEIEHHW €ro BapHaTHBHOCTH MO
CpaBHEHHUIO, HANpUMEpP, C aHAIU30M TekcTa mo ab3amam [Comanb-
ckag, [Ipoxoposa 1979]. Takas BapHaTUBHOCTH NPHUBJIEKAET CTYACH-
TOB: B 3TOM CJy4a€ OHM HE INPUBA3AHBl K CTPOrOH CXE€ME€ U MOTYT
CTPOUTH CBOI OTBET B IOCTATOYHO CBOOOAHOMN (opme.

Bcnen 3a H. A. IToctonosckoit [IloctomoBckas 2010: 23] mbr
NPUIEPKUBAEMCS «YCEUEHHOW» CXEMbl KOMMEHTHUPOBAHUSI OTPBIBKA
XyJIO’)KECTBEHHOTO TEKCTa, SBISIONIEHCcS Hambolee mpuemMiIeMol B
YCIIOBUAX MNPCIOJaBaHUA HHTEPHOPETAOUU TEKCTAa B YHHBCPCHUTETC.
JaHHas cxema BBITVISAAHUT CIEAYIOIIUM 00pa3oMm:

I. 1) uadopmanus o TOM, SBJISAETCS JIM TEKCT CaMOCTOSTENb-
HBIM TPOM3BEJCHUEM WM € OH MpeJCcTaBisieT co00i OTPBHIBOK W3
6onee oO0beMHON pabOTHI (BO BTOPOM cliydyae HEOOXOAMMO MPOKOM-
MEHTHPOBATh POJIb JAHHOTO OTPHIBKA BO BCEM IPOU3BEACHUM);

2) xaHp, B KOTOPOM HAaIlMCaHO aHAIN3HPYyeMOe IPOU3BECHHUE;

3) uadopmanus o0 aBTOpe (MCTOpUYECKas >I0Xa, CTpaHa,
HEHTpaJbHbIE BONPOCH TBOPYECTBA, BO3MOXKHO TaKXe IMpeJroa-
raemMas 4uTaTeNbCKas ayIgUTOPHs);

4) aHanW3 pacckazuWka, THUIIa HappaTHBa U CTPYKTYpPHl pac-
CMaTpUBaeMOTO TEKCTa;

5) mepejgaya KpaTKOro COAEpPKaHHUS aHAIU3UPYEMOTO TEK-
cTa M nepeducieHne (GpakToB, KOTOPbIE CTAHOBSITCS W3BECTHBIMH YH-
TaTeo;

6) KOMMEHTapuii OTHOCUTEJIbHO BIEYATIEHHS OT TEKCTa U
HacTPOCHHS, KOTOPOE OH CO3/1acT;

7) TMOATBEPXKACHUS M WUIIOCTPAlMH CKAa3aHHOTO B MpeIbl-
IyLieM IIyHKTe IJaHa;, HE0O0XOAMMO paclo3HaTh BBIPa3UTEIbHBIC
cpeacTtBa U CTUIHUCTUYCCKUE NPUEMBI, BCTPCYAOHNIUECA B TEKCTEC, U
© llext™man H. T'., 2014
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NPOKOMMEHTUPOBATh CO3/1aBaeMblii UMU 3P PeKT (BaKHbIE MOMEHTBI:
i TYIEHT He MOJDKeH cCOMBATHCS Ha TepecKa3s aHaTU3UPYEMOTO TEKCTa;
npu KOMMCHTHUPOBAHHUU CTHJIIMCTUYCCKOTO NMpUEMa HAYUHATH CJICAYET
i a¢dekra, KOTOPHIil OH CO3/1aeT, 3aTeM J1aBaTh Ha3BaHHUE MpHEMa);

8) 3akiioueHue, TAe CYMMHUPYIOTCS OCHOBHBIC HJAEH pac-
CMOTPEHHOTO MPOU3BEIACHHS.

B coorBeTcTBUU C JAaHHBIM IIJIAaHOM 6BIJ'I BBINIOJITHECH IpeEajiarac-
MBIi HaMU 00pa3sel] aHaIM3a, IPUBOAUMBIN HIDKE.

The text under analysis is an excerpt from a bigger novel by
Margaret Atwood, who is a contemporary Canadian poet, novelist,
literary critic and essayist. The Blind Assassin is her best-selling
novel, which centres on the protagonist, Iris Chase, and her younger
Mster Laura, who committed suicide shortly after the Second World
War. Iris tells the history of the Case family and recalls the events
.ind relationships of her childhood, youth and middle age.

The composition ofthe novel is rather unusual: there are a lot of
seemingly disjoined newspaper articles and news reports, especially
it the beginning, to say nothing of the fact that the action jumps back
.ind forth throughout the whole novel. One may say that, for the most
part, it is built of flashbacks and foreshadowings, a few of which
may be viewed as separate works of literature — essays or short sto-
nes with an open-plot structure, and the extract under analysis is
among such pieces ofthe novel.

The extract we are analyzing is a first person narration. It is part
of the exposition to the novel and describes the event that is going to
play a significant role in the life of its protagonist, Iris Chase — her
sister Laura's suicide. This harsh fact is introduced without any pre-
liminaries: Ten days after the war ended, my sister Laura drove a car
off a bridge. The bridge was being repaired: she went right through
the Danger sign. 'lhe car fell a hundredfeet into the ravine, smash-
ing through the treetops feathery with new leaves, then burst into
/lames and rolled down into the shallow creek at the bottom. Chunks
of the bridge fell on top of it. Nothing much was left of her but
charred smithereens [Atwood 2003: 7]. The events are presented
coldly and clinically, the whole description of the suicide is almost
exclusively a mere statement of facts — no emotions penetrate the



text here. The epithet "feathery» and the simile "like a dragonfly»
can be considered the only exceptions; however, they do not refer to
the tragedy directly — rather, they add some sensitive touches to the
description of the background against which it happened. It is not
clear from the beginning of the extract what attitude the narrator has
to the whole situation. The asyndeton in the quoted paragraph inten-
sifies the business-like, unemotional character in which the account
of Laura's suicide is given. The final word-combination of the para-
graph — the naturalistic charred smithereens — also contributes to
the same effect. One may also note in passing the touching contrast
between the setting and the tragic death of the young woman:
treetops feathery with new leaves symbolize a new life; besides, it
was just after the war ended — all the more reasons to be optimistic
about the future and have a will to live.

From the next paragraph we learn some facts about Iris's social
position: her family is certainly not without influence in the town,
her husband, at least, must be an influential man — the policeman's
tone was respectful because he recognized Richard's name [Atwood
2003: 7]. In this part of the passage it is also implied that Iris is not
really unfeeling or indifferent. Judging by the simile 7 could hear the
calmness of my own voice, as iffrom a distance [Atwood 2003: 7]
we can say that she is only beginning to realize the enormity of her
loss. As she is talking to the policeman, she is not paying attention to
what she is saying, trying to get the full meaning of what he told her.

As we read further, our previous suppositions that Iris was only
calm and composed on the outside are confirmed: In reality I could
barely get the words out; my mouth was numb, my entire face was
rigid with pain. Ifelt as ifl'd been to the dentist. I was furious with
Laura for what she'd done, but also with the policeman for implying
that she 'd done it [Atwood 2003: 7]. The asyndetic connection here,
as before, increases the tension and, together with the pronounced
rhythm of the clauses, is almost like a musical accompaniment to the
idea developed in the passage, underscoring the drama of the mo-
ment. The aptly chosen vehicle of the extended metaphor — being to
the dentist — is a very vivid way of describing the abstract concept
of the inner emotional state of the woman through a concrete image.
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During the conversation with the policeman the wind tousles
Itis' hair so that it was lifting and swirling in it, like ink spilled in
water [Atwood 2003: 7], which can be considered a symbol of Iris's
emotional turmoil — it is quite in keeping with the mood of unrest
prevalent in the passage. The simile also adds to the expressivity of
the whole extract and makes it more dramatic.

Asyndetic constructions continue further into the passage, sus-
ilining the jagged rhythm of the narration: It wasn't the brakes,
I thought. She had her reasons. Not that they were ever the same as
iinvhody else's reasons. She was completely ruthless in that way
| Atwood 2003:7].

One paragraph in particular deserves attention because of the
convergence of various means of compression in it, which makes it
eound very dramatic: The white gloves: a Pontius Pilate gesture. She
was washing her hands of me. Ofall of us [Atwood 2003: 7]. The
shortness ofthe paragraph itselfin conjunction with the laconic second
sentence and the parcellation in the final strong position build one very
short paragraph laden with meaning. The allusion to Pontius Pilate
also helps to say quite a lot with only a few linguistic means.

The mood of grief and tragic life is also sustained and devel-
oped through the metaphorical epithets describing Laura's clothes —
1I sober colour, hospital-corridor green, penitential colours—Iless
like something she d chosen to put on than like something she'd been
locked up in [Atwood 2003: 7]. The vehicles of both metaphors in
the example — hospital and prison — suggest a lack of personal
freedom, and the same idea is also indicated by the sustained meta-
phor in the last quoted clause.

The second half of the passage under analysis is especially full
syntactical structures creating a pronounced rhythm. In one of the
paragraphs they tell the reader a lot about the state of mind of the
protagonist. For example, short sentences, parallel in structure and
containing the anaphoric repetition of the pronoun "I" create a jag-
ged, staccato rhythm. The reader can almost physically feel the ten-
sion of the moment, the mechanical, automatic actions which Iris
was performing like a robot. Her mind was far away from the place
where she was: When the policeman had gone I went upstairs to
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change. (...)! went into my dressing room: 1 would need black, and a
handkerchief. I opened the drawer, I saw the notebooks. I undid the
crisscross of kitchen string that tied them together. I noticed that my
teeth were chattering, and that I was cold all over. I must be in
shock, I decided [Atwood 2003 : 8].

In another paragraph the rhythm is created by anaphoric repeti-
tion and parallel constructions containing questions that the heroine
was asking herself wondering what had been the reason for her sis-
ter's suicide: What had she been thinking of as the car sailed off the
bridge, theft hung suspended in the afternoon sunlight, glinting like a
dragonfly for that one instant of held breath before the plummet? Of
Alex, of Richard, of bad faith, of our father and his wreckage; of
God, perhaps, and her fatal, triangular bargain. Or of the stack of
cheap school exercise books that she must have hidden that very
morning, in the bureau drawer where I kept my stockings, knowing I
would be the one to find them [Atwood 2003: 8]. The text contains a
lot of unanswered questions: who is Alex, for instance? Or what does
the stack of cheap exercise books in Iris' drawer contain? AH this
creates intrigue and suspense.

The main idea that is foregrounded throughout the greater part
of the excerpt by various means is the fact that Iris was shocked and
deeply hurt. At first the reader is only beginning to suspect it, then it
is stated explicitly, but it is in the final two paragraphs that the idea
of suffering a sharp physical pain is especially strongly emphasized:
What I remembered then was Reenie, from when we were little. It
was Reenie who 'd done the bandaging, ofscrapes and cuts and mi-
nor injuries (...) She'd scoop us up and sit us on the white enamel
kitchen table and (...) give us a lump of brown sugar to get us to
close our mouths. Tell me where it hurts, she'd say. Stop howling.
Just calm down and show me where.

But some people can't tell where it hurts. They can't calm
down. They can t ever stop howling [Atwood 2003: 8]. It is ambigu-
ous who the last words refer to: it could be both Iris and Laura, so it
may refer both to the pain that Iris felt after her sister's suicide and to
the pain that drove Laura to it. Besides, these words can be viewed as
the foreshadowing ofthe future story of Iris's tragic life.
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The whole passage has a markedly dramatic character, which is
achieved through various means: the choice of the vocabulary (howi-
ing, smithereens), the anaphoric repetition and parallel structures, the
pronounced rhythm and gradation in the last paragraph which is the
final strong position ofthe extract.

To sum up, one can say that Margaret Atwood is a master of
psychological portrayal and can create a deeply moving picture with
only a few skilfully applied linguistic means.

B 3akiroueHue mOAYCPKHEM, YTO JIFOOOW aHAIU3 TEKCTa SBJIA-
€TCsl OTKPBITOW CUCTEMOM, M NpeAjaraeMblii HaMU BapuUaHT, pa3yMe-
€TCA, HC MOXKET CHUTATHCA UCUCPIIBIBAIOIIUM.
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