OOe uacTh poMaHa, HECMOTPS HA PA3JIMYHbIE >KAHPOBBIC JIOMHMHAHTHI,
o0beauHeHsl oOpazoM ['eptm Hesenc, kotopas SBISETCS HE TOJBKO >KEHOM
¥ MaTepblo, HO U TBOPUECKOMN JIMYHOCTHIO. E€ M100MMOe 3aHITHE — BhIPE3aHUE U3
JepeBa HOXKOM (DPUTYPOK >KUBOTHBIX M KYKOJ AJisi AeTeld, u eme B KeHTYKKH oHa
Hayajga co3laBark W3 OONBIIOTO KyCKa APEBECHHBI (UIypy XpHCTa, yabIOaro-
uierocs, B ofexaAe MminotHuka. OpHako koraa l'eprw mpomomxaer 3Ty padoTy
B JleTpoiite, purypa HaurHaeT oOperath Ajs Hee yepThl Myabl, Tak Kak oHa mpoe-
UPYET Ha HEE COOCTBEHHBIE UyBCTBA rOpeud U BUHBL Kpome Toro, I'eptu kak
XYJOKHUKY MPUXOAUTCS UATH HA KOMIPOMHUCC: B JleTpoiiTe Jitoau roTOBBI IJia-
TUTh JICHBTU 32 €€ (UTYPKU U3 IEPEBA, U UTOOBI MPOKOPMHUTH CEMbIO, KOT/Ia BOMHA
BOT-BOT 3aKOHYMTCS M padoumx (B ToM umcie KioBHCA) MacCOBO YBOJBHSIIOT
C 3aBOJIOB, OHA BBIHY>KACHA MOJCTPAMBATLCS MOJ MPUMUTUBHBIE BKYCHI MOKYTa-
Tenell U pazpewnth KIOBMCY BBIMUIMBATH 3arOTOBKA (PUIYPOK MO MIAOJIOHY.
Takum oOpazoMm, B pomMaHe ApPHOY OOHAPY>KUBAIOTCS YEPThI KAHPOBOH MOJEIU
pomana o xynokHuke (Kiinstlerroman) m xapakTepHOro uis HEro KOH(IuKTa
MEXIY CTPEMJICHMEM Treposi K TBOPUECKOM caMmopeanu3alud U TpeOOBaHUIMU
MacCOBOI0, KOMMEPUYECKOTO UCKyccTBa. B ¢uHanme pomana ['eptu nmoctynaer 3akas
Ha OONBIIYI0 NapTHI0 (UIYPOK ISl POXKACCTBEHCKON OJaroTBOPUTENIBHOMN
spMapkd. YToObl COKOHOMUTH HA TMOKYMKE JPEBECHHBI, MOCE TPOraresibHOTO
npoinanus ['eptu pazpydaeT Ha KYCKM MOUYTH 3aKOHYCHHYIO (PUTYpY U3 AepeBa, U B
ATOM JKECT€ (B KOTOPOM KPHUTHKM BHUIAT TO MOpakeHHWE ['epTH Kak KEepPTBbI
00CTOSTENBCTB, NaTpUapXaabHBIX TEHACPHBIX YCTAHOBOK U COOCTBEHHOMN HEPELIN-
TEIBHOCTH, TO, HA00OPOT, €€ MoOey HAJ HUMU ), OOBETUHSIOTCS TPEICTABICHHBIE
B POMaHE 3JIEMEHTHI PA3HBIX >KAHPOB, B3aMMOHAIATAIOIIMECS, HO COXPAHSIOLIUE
CBOM KOHCTUTYTHUBHbBIE TIPU3HAKH.

T. Kurs

DREAMS IN GRAHAM GREENE’S NOVEL THE QUIET AMERICAN

Graham Greene is one of the major novelists of the 20" century who can be
rightfully called a writing machine due to his formidable output encompassing
reviews, features, screenplays, poems, novels and short stories. In his fiction, he
deals with a number of relevant themes such as morality, suffering and
unhappiness, religion, politics, human evil and many more. Some of the
distinguishing features of Greene’s fiction include the originality of story-telling,
combining humour with seriousness, the use of epigraphs and allusions, men being
the most memorable characters (despite the importance of women in his life),
trouble spots as the setting, anguish, contradiction in attitudes, his own awareness
that “we live alone and die alone” and the belief that man cannot live without pity
which he shared with the great Russian writer Dostoevsky.

There seems to be one more characteristic attributable to Graham Greene’s
fictional works. He himself often pointed out the importance of dreams in his
creative life, and they occur quite often in his novels. Probably, it has to do with
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the fact that Graham Greene was psycho-analyzed at the age of 16. The therapy
may well have given him a continuous interest in dreams. Many years later, in an
interview with D.Lodge, Greene admitted that they had often enabled him to
overcome a blockage and were often a way to present experience in an allegorical
way. The novel The Quiet American seems to be a good example of this as there
are three dreams the protagonist Fowler has, and they seem to play a certain role in
the operation of the literary work.

The first one occurs at the beginning of the novel. The narrator says: “When [
fell asleep I dreamed of Pyle. He was dancing all by himself on a stage, stiffly with
his arms held out to an invisible partner, and I sat and watched him from a seat like
a music stool with a gun in my hand in case anyone should interfere with his
dance. A programme set up by the stage, like the numbers in an English music hall,
read. The Dance of Love. ‘A’ certificate.” Fowler’s dream seems to have been
triggered by Pyle’s dance with Phuong when they had dinner in a restaurant.
Fowler realizes his vulnerability as Pyle seems to be a much better candidate for
marrying Phuong. The reader can imagine that Fowler is driven by a mixture of
emotions — love, envy, jealousy and fears of rivalry and losing Phuong and can
relate to the main character due to the author’s masterful portrayal. Graham Greene
does a brilliant job imitating Fowler’s flow of thoughts both when he is awake and
when he is asleep. What is more, the dream inserted at this point foreshadows the
news Pyle breaks when he braves the war zone — he is in love with Phuong.

The second dream is encountered in the drama filled episode when Fowler
and Pyle quickly leave the watchtower they have been trapped in. While fleeing
from it, Fowler breaks his leg and is soon “aware of nothing” up to the moment
when he dreams: “I dreamed that my eyelids had frozen together and someone was
inserting a chisel to prize them apart, and [ wanted to warn them not to damage the
eyeballs beneath but could not speak and the chisel bit through ...”” The eyes in this
dream seem to acquire some symbolic value. They might represent knowledge,
awareness, and understanding forced on the main character. In addition, the violent
image 1s closely intertwined with the events that follow. As the novel progresses,
Fowler meets Mr Heng and makes an eye opening discovery. The latter opens his
eyes to Pyle’s connection with General Thé. Again, Fowler’s dream appears to be
fine-tuned to the context in which it occurs. It is both a powerful symbol and
a means of foreshadowing.

Fowler’s third dream is found in the episode when he meets his savior Pyle. It
occurs before the incident involving bicycle bombs. Fowler dreams of “walking
down a long empty road looking for a turning which never came. The road
unwound like a tape-machine with a uniformity that would never have altered if
the voice had not broken in — first of all like a voice crying in pain from a tower
and then suddenly a voice speaking to me personally...”. The road in the dream
could refer to the problem of making one’s choice. In Fowler’s case it 1s painful
and difficult. After all, he considers Pyle to be his friend. However, with the events
that happen later in the novel (the mass explosion in Saigon and Fowler’s final
meeting with Pyle) Fowler’s desire to be detached gives way to his being involved
and arranging Pyle’s murder. The main character gradually undergoes an important
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change. At the beginning of the novel Fowler prides himself on being dégagé. He
follows the principle “let them fight, let them love, let them murder, I would not be
mvolved”. It is clear and simple like a straight road. Yet, as the story unfolds,
revealing more acts of atrocity caused by Pyle’s blunders, Fowler accepts the idea
of betraying his creed and it is probably reflected in the “turning” which figures
prominently in his dream. To sum up, the image of a road, a turning and “a voice
crying in pain” (standing for the victims of Pyle’s ignorance) mentioned in
Fowler’s final dream seems to present his experience or ordeal, which 1s a more
appropriate word for it, in a symbolic, allegorical way. The symbol also reinforces
the idea the author gets across. Difficult though it may be, one has to take sides in
order to remain human.

In conclusion, dreams are definitely a presence in the novel The Quiet
American, and they seem to enrich the novel. While reading the book, the reader is
whisked away to Vietnam in the 50s with its atmosphere and landscape and sees
how Fowler is compelled to become involved. The author constructs the plot
carefully, selects details which are seen as a necessary link leading to the
resolution. Fowler’s dreams are definitely among such details. However, they do
not seem to be far-fetched; they occur naturally, if noticed at all. In fact, Fowler’s
dreams are most likely to get the attention of only alert readers or critics and
scholars who keep beavering away at Greene’s fiction.

9. B. JIomako

POJIb AJUIKO3MH HA «COH B JIETHIOIO HOUby V. IEKCITMPA
B POMAHE A. C. BAUETT « IETCKAA KHUT' A»

Antonus CerozeH baiiett (Antonia Susan Byatt) W3BECTHA KaK aBTOpP UHTEI-
JIEKTYQIBHOM TIPO3bI M JIUTEPATYPHBIA KPUTHK. E€ MpOM3BENCHUs, HANMCAHHBIC
B NOCTMOJCPHUCTCKOM CTHJIE, OBUIM YAOCTOEHBI MHOTOUMCIIEHHBIX JTUTEPATyPHBIX
npeMuii, B TOM uMche, bykepoBckod 3a pomanH «O6nanatey (Possession:
A Romance, 1990) u IllekcnupoBckoil npemun Donaa Anedpena Tondepa 3a
3HAUUTEINIbHBIN BKJIa B OPUTAHCKYIO KYJIBTYPY.

Pomansl u pacckassl A. C. baileTT 0TMeUeHbl MHOTOYHCIIEHHBIMU AJUTHO3USMUA
Ha TMPOU3BEICHUS MHUPOBOM JIMTEPATYPBI, CPEAM KOTOPBIX BBIACISIETCS MHOIO-
acrnekTHoe B3amMozchicTBue ¢ Tekctamu lllexcnupa. OOpalieHne K MIEKCIUPOB-
CKOMY HACTICJMIO SBJISIETCS JJIsl MACATENIbHALBI OCOOEHHO 3HAYMMBIM. B pomane
«[erckas knura» (The Children’s Book, 2009) MOXXHO BCTPETUThH aUIFO3MU HA
«3UMHIOIO CKa3Ky», «bypro», «JlB€HAaUATYH0 HOYBY», HA UCTOPUUYECKUE XPOHHUKH
Y COHETHI, & UMEHA PAJla MEPCOHAKEN pOMAHA HAMIOMUHAKOT YMTATENI0 O Ieposx
HICKCOUPOBCKUX Nbec. HaspiBas rmaBHbIX repoeB OnmB u Xamoppu, A. C. baiferr
OTChbUTacT uuTarens Kk rpapune OnuBuM W3 «J/IBeHaaUATOl HOYM» W TPUHILY
Xampu ['nocrepy uz «I'enpuxa [Vy». Mmena BropocTeneHHbIX repoeB — IMOTeHbI
Onann u [pocnepa KeilHa — BOCKpemiaroT B maMsth nepcoHaxed u3 «llumOe-
TaHa» U «bypuy.
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