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UDC 821.111
N.Yu. Bondar

THE PECULIARITY OF THE ARCHETYPE OF THE WAY
IN THE NOVEL“THE NOISE OF TIME”BY J. BARNES

Introduction

Julian Barnes is one of the prominent representatives of English
postmodern writers, the author of more than ten novels. One of his latest
novels, “The Noise of Time”, attracted the attention of not only literary
scholars, but also historians and journalists. For example, K. Kelly in this
connection addresses the issue of the political views of D. Shostakovich and
his perception of the 1917 revolution (Kelly, 2018). E.V. Kolesnichenko
examined the novel by J. Barnes in terms of the phenomenon of Stalinism
(Kolesnichenko, 2018). Researchers such as K. Nayebpour (Nayebpour,
2017) and Z. Antakyalioglu (Antakyalioglu, 2018) devoted their works
to traumatic events in the life of the Soviet composer D.D. Shostakovich
based on the novel “The Noise of Time”. O.Yu. Antsyfirova dedicated
her article to the narrative of totalitarianism in work of the English writer
J. Barnes (Antsyfirova, 2018). T.G. Telichko investigated the peculiarities
of the functioning of a key metaphor in the novel “The Noise of Time” by
J. Barnes (Telichko, 2017). One of the main artistic techniques used in this
work is the fragmentation characteristic of postmodern perception of the
world. O.Yu. Antsyfirova notes that at first glance the novel “The Noise
of Time” is deprived of this epic integrity; it is deliberately fragmented
in form. The researcher emphasizes that reviewers counted about 230
fragments in it — “snapshots”, vignettes, excursions into the past, side
episodes and allusive aphorisms, false finals, subtle distinctions, puns,
sudden revelations, etc. (Antsyfirova, 2018). This makes it relevant to
study the peculiarity of the archetype of the way, in this case in the form of
character’s life, which J. Barnes does not show in detail and consistently,
as it is done in realistic novels, and we see only as if a dotted plot, separate
clear strokes, the gaps between which the reader himself must fill in with
his imagination.
© N.Yu. Bondar, 2020
http://dx.doi.org/10.34142/2312-1076.2020.1.95.01
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The purpose of the article is to determine the peculiarity of the
functioning of the archetype of the way as a life experience in the novel
“The Noise of Time” in the individual author’s interpretation.

Methodology and Methods

A comprehensive research methodology has been used in the work:
synthesis of the comparative historical method, holistic analysis,
elements of the mythopoetic and hermeneutic methods. Poststructuralist
approaches, as well as a comparative technique, were taken into account.

Results and Discussions

Postmodern writers were able to “blow up” a poetic space with the
fragmentation and collage, randomness, gaps and shifts of the space-
time continuum, syncretism of traditions, forms and styles. With such a
presentation, it seems impossible to understand the content of the book.
But it is precisely this form that prevents the reader from remaining an
outside observer, makes him plunge into the depths of artistic integrity
and, as a result, puts everything in its place. From the point of view of
postmodern writers, the world is chaotic, and this chaos was embodied
in the artificially created chaos of a fragmentary narrative. Therefore,
archetypes in the postmodern chaotic world are transformed. Since the
poetic space in postmodernism loses its integrity, the spatial coordinates
are distorted; a way is blocked by a dead end, a wall. Also, the way takes
the form of a labyrinth from which it is difficult for the character to find a
way out, or becomes generally unreal.

According to many scientists, for example, T.M. Lytvynenko, the
labyrinth is a symbol of not only postmodernism, but the entire cultural
situation since the second half of the 20th century (Lytvynenko, 2004:
35). This labyrinth can take many different forms, including a circle in
which a character cannot find a sacred center. It is quite obvious that the
labyrinth in modern artistic consciousness is increasingly correlated with
various philosophical views of the 20th century, and above all they are
existentialist and postmodern ones. It is confirmed by E.V. Tupakhina,
exploring the parables in the novels of J. Barnes: the labyrinth becomes
the essence of the postmodern worldview (Tupakhina, 2007). And it is
not surprising: life is complicated and becomes not three-dimensional,
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but polymeric, as an amazing phenomenon of the late 20th — early 21st
centuries — hypertext. The world is split, the old rules do not work, and the
new ones do not exist, wars and revolutions deprive a person of not only
a material base, but also the basic moral guiding lines. And yet, only the
person himself must choose his way, whether he wants it or not. According
to N.V. Belinsky life is always a labyrinth, if only because a person has the
right to choose. And the choice is a struggle, and a risk, and a search. But
this labyrinth becomes especially dangerous when overlapping occurs, and
the inner beast, or the subconscious, or just a combination of circumstances
creates a hyper labyrinth like hypertext, in which clicking on any link, on
any reference can lead anywhere (Belinsky, 2019).

The novel “The Noise of Time” by J. Barnes tells us about life of
the Soviet composer D.D. Shostakovich, and the culmination moments
fall on the leap years: 1936, 1948, 1960. Since for many people, and in
particular, for the main character, a leap year is associated with expectation
of misfortune and the motif of anxious expectation is a cross-cutting motif
of the novel. This is particularly noted in their articles by K. Nayebpour
(Nayebpour, 2017) and Z. Antakyalioglu (Antakyalioglu, 2018).

The novel “The Noise of Time” by J. Barnes consists of three parts:
“On the Landing”, “On the Plane”, “In the Car”. As T.G. Telichko notes,
the novel is created in the form of a three-part internal monologue-
recollections of the protagonist: three conversations with the authorities,
three conversations of authorities with the character, the memories of
which become the compositional center of each chapter (Telichko, 2017).
Such a structure has an additional meaning: the triad is a traditional
structural basis in the mythology, philosophy and art.

The way in the novel “The Noise of Time” by J. Barnes is, for the
most part, a retrospective description of D.D. Shostakovich’s life. The
conceptually loaded archetype of the way seems to be dissolved in the
description of thoughts and discussions about music, about power, about
irony of fate, about love, about family, and childhood, and it emerges only
with a special research “effort”.
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Life of the character in each chapter is compositionally divided into
actual (narrative proceeding in real time) and mental, virtual, recreated by
the effort of his memory.

Almost every stress in a given leap year causes an outburst of a
mental nature; but in his recollections, the composer returns not only to
the traumatic or terrible events of the past life, but also to the pleasant
moments connected with love, dates with girls, hopes, with children.

The image of D.D. Shostakovich fits into the genre scheme of the
upbringing novel (coming into being, formation of the character of a
character, the characteristic presence of an element of a biographical
novel, psychologism), and the novel about the artist (the creative way
as the only possible form of being of a gifted person). Accordingly, life
of the character is his formation as a composer who encounters genuine
life, realizes it, searches for his own way and, thus, improves himself
morally. Historical events (repressions, the Second World War, and years
of the Cold War) are projected on composer’s life in the novel, which
intensifies the tragedy of character’s position, repetition and deadlock of
the movement.

The first chapter, “On the landing”, tells us how in 1936 Dmitri
Shostakovich had been standing with his things at the elevator at night
for ten days awaiting arrest. He is 31 years old, he already has a family:
a wife Nina and a daughter Galya. Reflecting on music and power, he
recalls his childhood, student days, the first love, the first unsuccessful
performance, and the failed opera “Lady Macbeth of Mtsensk”, branded
in a newspaper article entitled “Muddle Instead of Music”. The composer
recollects that his parents wanted to call him Yaroslav, but could not resist
the will of the priest, who proposed the name Dmitri, despite the fact
that his father had the same name. Therefore, Shostakovich believes that
this fateful moment was reflected in his personality, hence his indecision,
weak character, shyness, and constraint: “And with women, when he lost
his shyness, he veered between absurd enthusiasm and lurching despair”,
“He was an introverted man who was attracted to extroverted women”,
“And on top of this, he himself was weak-willed and indecisive — except
on those occasions when he was strong-willed and decisive” (Barnes,
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2016). When the future composer was about eight years old, he tried to
rebel against the rigid framework of the family and threatened to run
away to the handyman Jurgensen, who worked at their summer house at
Irinovka, but the boy did not have the courage to do it. And only at the age
of nineteen a young man, when it touched on his first love, he was able to
resist the will of his mother. In addition, if it was about music, then Dmitri
always knew how to do the right thing, he made the right decisions, and he
didn’t follow anybody’s thoughts “because his decisions, and his instinct,
had been correct” (Barnes, 2016).

Despite the fact that Shostakovich had a superstitious fear that the
current leap year would bring only misfortune, along with the memory
of a conversation with the authorities in the person of Zakrevsky, the
composer recollects happy moments, in particular, his first love, Tatyana.
In his student years, the character revised the issue of gender relations and
preferred Free Love, promoted by the theory of the “glass of water”: “The
act of sex, young know-alls maintained, was just like drinking a glass of
water” (Barnes, 2016).

It remained only to find a girl who also supported this theory. When
Dmitri was sixteen years old, he was sent to the Crimean sanatorium,
where he met Tatyana Glivenko, “with her short-cropped hair, as eager for
life as he was” (Barnes, 2016). Sofya Vasilyevna, the composer’s mother,
spoke out about the undesirability of communication at such an early age,
but “with all the pomposity of a sixteen-year-old, he had explained to his
mother the principles of Free Love” (Barnes, 2016). Despite the fact that
after the meeting they had to leave, Tanya lived in Moscow, and Dmitri in
Petrograd, they continued to write to each other, went on a visit, and the
young composer dedicated his first piano trio to this girl. At nineteen, the
young man, having received his first fee, he went to Anapa with Tatyana:
“There was nothing in his life for those weeks except love, music and
mosquito bites. The love in his heart, the music in his head, the bites on
his skin” (Barnes, 2016). The fact that the character’s memories, as well
as the composition of the novel, obey the threefold logic is mentioned
in the article by T.G. Telichko (Telichko, 2017). In Crimea, love opened
up to the young composer: despite the lofty phrases about Free Love, he
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fell in love with Tatyana and tried to arouse her jealousy, telling about
his love affairs and actually trying to meet with others, but the girl only
laughed, and then married another man. Then the theory of Free Love was
supported by Nina, who later became his wife and would adhere to this
theory all her life.

As already noted, in the first part a reader comes to know about
the composer’s first conversation with the Authorities in the person of
Zakrevsky, who later will be sent to prison. This part is run through
fear and tension, a painful expectation of the arrest. In the labyrinth of
memories a lot of terrors pursue the character: in connection with the dead,
prostitutes, and also he is afraid “of slipping from hands” that kept him
safe (Barnes, 2016). This applies to mother, to Marshal Tukhachevsky, to
Nina, to those who stood up for his defense. In childhood Dmitri felt not
even fear, but horror when he saw their summer house at Irinovka: “The
rooms were enormous, but the windows very small. So a room of fifty
square metres might have just one tiny window. The grown-ups thought
the builders must have muddled their measurements, substituting metres
for centimetres, and vice versa. But the effect, once you noticed it, was
alarming to a boy, “the house from some dream or nightmare, with vast
rooms and tiny windows, which made adults laugh and children shiver
with fright” (Barnes, 2016). This building resembled a country in which
people were afraid to say something wrong, they were afraid of the night
when relatives, friends, neighbors disappeared.

Dmitri began to play the piano at the age of nine, like his sister, he
easily understood music, and “hard work gave him joy”. From time to
time there were successful performances, sometimes he received good
fees. For him, music is life in which he was always honest.

After ten days, Shostakovich ceases to expect the arrest and continues
to live and to work. The wife became pregnant a second time — life goes
on. He writes the Fifth Symphony, it brings quick and unconditional
success, it was called “An Optimistic Tragedy” (Barnes, 2016).

Thus, in the first part, the main stages of life are outlined: childhood —
adolescence — mature years, although they do not follow each other in
the narrative, but they are intertwined, torn, break the sequence and, thus,



N.Yu. Bondar 15

convey the inconsistency that is typical of the character and the fate of
the protagonist.

In the second part the author discusses irony, sarcasm, optimism and
pessimism, the price of honesty with oneself and the world, about art and
music.

In this chapter the composer’s memoirs are connected with the
evacuation, life in Kuibyshev during the war. But here there are bright
memories: he and his daughter play with a pig; here the son imitates a
Bulgarian policeman.

The composer devotes a lot of time to communicating with children,
makes sure that they do morning exercises, and conducts educational
conversations. He is often called to Moscow as a member of the Union of
Composers. On the train, he always takes vodka and garlic sausage with
him, cloves of garlic hang on his neck and wrists so as not to contract
typhus. During the war, he also writes “Six Verses by British Poets”,
which are “banned by the State Commission for Repertoire, and then
unbanned by Stalin” (Barnes, 2016).

Shostakovich’s hobbies do not coincide with his wife’s ones, she
loves active sports (climbing, skiing), she watches boxing, while he loves
solitaire more, sometimes judges volleyball tournaments. And here is the
discord.

The reader learns about the second conversation of the composer with
the authorities, in the person of Stalin. In the leap year 1948, his Eighth
Symphony was discussed at the congress of the Union of Composers.
It was recognized as not melodic enough, and therefore the composer
was removed from professorships at the conservatories of Leningrad and
Moscow. And now the Authority expresses its confidence, and Dmitri
is invited to go to the forthcoming Cultural and Scientific Congress for
World Peace in New York. The composer wants to stay away from his
frightening policies, but Stalin did not accept his soft refusal to travel,
so he had to agree to this proposal. The character does not have a choice.
According to T.G. Telichko the motif of fear in this part of the novel is
weighted by the motif of shame (Telichko, 2017). Shostakovich hoped
“for some obscurity among the hundreds of other participants”, but he
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had to become “the star name of the Soviet delegation” (Barnes, 2016), he
read speeches that were written to him and with which he did not agree,
he talked about Stravinsky and his music that was not what he thought.
Therefore, in New York Shostakovich waited for shame and humiliation.
According to the composer, he committed a betrayal in relation to
Stravinsky, and it means that he betrayed his music, which Shostakovich
really liked, but he justifies himself: “If you saved yourself, you might
also save those around you, those you loved” (Barnes, 2016).

Thus, in the second part, episodes from the composer’s life can be
distinguished during and immediately after the war, until 1949.

In the third part “In the Car” the character, sitting in his personal car,
continues to reflect on his life. The voice of fear and shame in this chapter
turns into the voice of despair. The composer feels that a hump has grown
in his soul. Returning from New York, he composes “The Song of the
Forests”, to an enormous, windy text by Dolmatovsky” (Barnes, 2016),
however, this work brings success and the Stalin Prize. But at the same
time, the composer believes that “good music would always be good
music, and great music was impregnable”, “because you cannot lie in
music”, “If music is tragic, those with asses’ ears accuse it of being”
(Barnes, 2016).

In this part, the reader comes to know that Nina has died. Dmitri
marries Margarita, who is not interested in music and does not find a
common language with composer’s children. This marriage was short-
lived. Then he marries for the third time a woman who loves “music and
homeliness” (Barnes, 2016). It seems that Dmitri plunged into a calm life,
but conscience cannot be silent.

Even during the life of Stalin, the composer for supervision was
assigned a teacher of Marxism-Leninism, Comrade Troshin, but the
character did not believe in the dogmas he preached, and after Stalin’s
death, enlightening conversations were completely over. And again, a
leap year, and Shostakovich is urged to join the party. No matter how
much he looked for excuses, he still had to agree, and this was another
deal with his conscience. The composer associates such an interest of
power to him with hostile, ruthless, awesome hands, “since childhood he
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had always held a fear of grabbing hands” (Barnes, 2016). The character
talks about death as the best way out of this situation: “He meant it: death
was preferable to endless terror”, “It was life he was afraid of, not death”,
“Instead of killing him, they had allowed him to live, and by allowing him
to live, they had killed him. This was the final, unanswerable irony to his
life: that by allowing him to live, they had killed him” (Barnes, 2016).

In this part of the novel, the composer recalls various “historical
meetings”: a conversation with Stravinsky, which stopped, almost
without beginning, a meeting with Akhmatova, with whom they had been
sitting in silence for about twenty minutes. He was quite often abroad:
in Helsinki, Paris, Rome, and Cambridge. His recollections go on to the
opera “Lady Macbeth”, which was not recommended for performances
already in Khrushchev’s reign, and thus it “was killed a second time”
(Barnes, 2016).

This part of the novel reveals new character traits of the protagonist:
meticulousness, naivety, stubbornness and cowardice. Meticulousness
sometimes has a reasonable justification (he visits the barber and the
dentist every two months), and sometimes borders on mania: “He was
always washing his hands; he emptied ashtrays as soon as he saw two
stubs in them. He liked to know that things were working properly: water,
electricity, plumbing”, “If the wider world becomes uncontrollable,
you must make sure to control what areas you can” (Barnes, 2016).
Shostakovich naively believed that if, after joining the party, he fled to
his sister in Leningrad, this at least somehow softens his action: “Naive,
as naive as any terrified rabbit” (Barnes, 2016). He was afraid to tell his
mother about marriage to Nina, he was afraid to tell the children about
joining the party: “The line of cowardice in his life was the one thing that
ran straight and true” (Barnes, 2016). He put all his courage into music.
And, in spite of everything, he remains to be “a stubborn man who had
tried to pursue the truth in music as he had seen it” (Barnes, 2016).

During this period, Dmitri Shostakovich enjoys judging tennis
matches in the Crimean sanatorium, especially when the KGB general
tried to dispute the referee’s decisions, and in reply the composer put him
in his place: “This had been one of the few conversations with Power
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that he had enjoyed” (Barnes, 2016). He was pleased with completely
insignificant things, for example, when in Moscow apartment two clocks
struck at exactly the same moment: “He found such orderliness a regular
pleasure” (Barnes, 2016).

And again, the character whirls in the labyrinth of memories: once
again he recalls how his mother gave up to priest, and he “christened —
beneath the star of cowardice” (Barnes, 2016). He tries to forget “his
humiliations, his self-disgust, his bad decisions” (Barnes, 2016), he wants
to remember only the pleasant: “music, Tanya, Nina, his parents, true and
reliable friends, Galya playing with the pig, Maxim imitating a Bulgarian
policeman, a beautiful goal, laughter, joy, the love of his young wife”
(Barnes, 2016). But conscience does not allow him to live in peace. He
uses the marking to both his string quartets and his life “morendo”: “dying
away”, “as if dying” (Barnes, 2016). His hope was that his death would
set his music free “his work would begin to stand for itself” (Barnes,
2016). Such an oxymoron reflects the paradox of being, the ghostly light
as the goal of the archetypal way.

Conclusions

Thus life of the composer is a labyrinth, which is formed under the
rule of totalitarianism, fear, shame and despair, subjective and objective
monsters; the character cannot find a way out, and even Ariadna’s
existing thread, his music, does not help him. In this case, the fragmentary
narrative serves to enhance the aesthetic and philosophical impact on the
reader: the character cannot see the labyrinth as a whole, he moves in life
to the touch, and at every turn he can expect a ruthless Minotaur. Such
an existentialist worldview emphasizes the postmodernist orientation of
the work.
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AHoTanis
H.IO. Bonpap. CBoepiaHicTh apxeTHIy HIJISIXY
B pomani /. Bapuca «Illym 4acy»

VY crarTi po3mIsIAETHCS CBOEPIAHICTD apXeTHITy NULsixy B poMadi [Ix. BapHca
«Ilym yacy». PomaH aHIIIHCHKOTO MMCHMEHHUKA OTIOBIAAE ITPO XKUTTS PAJITHCHKO-
ro kommno3utopa J1.Jl. IllocrakoBuya, i KyJbMiHAI[IiHI MOMEHTH CITiBIIaAIOTh 3
BUCOKOCHMMH pokamu: 1936, 1948, 1960. Merta cTarTi — BU3HAYUTH CBOEPIIHICTh
(YHKLIOHYBaHHSI apXeTHITy JOPOI'H SIK )KUTTEBOrO HULIXY B poMmaHi /Ix. baphca
«lym yacy» B iHAMBITyalIbHO-aBTOPCHKIM TpakToBLi. [IMChbMEHHUK He TOKa3ye
HKUTTS Ieposi IETAIILHO 1 MOCIIIOBHO, SIK 11€ POOUTHCS B PEaliCTHYHNX POMaHax, a
MU 0a4uMO TUIBKH HiOM IMyHKTUP (alyiu, OKpeMi IITPUXH, TPOTATIMHU MK SIKH-
MU OBHHEH 3allOBHIOBATH CaM YMTay 3a JOIOMOIolo cBoel ysiBu. [1Inax y pomani
Jx. bapHuca «IIlym yacy» — 1ie, IepeBa)xHO, PETPOCIEKTUBHUN OIIUC >KUTTEBOIO
nwsixy J[./1. IllocrakoBnya. KoHnenTyansHO HaBaHTaKEHUH apXeTUII LUISIXY HIOW
PO3YMHEHHUI B OIKCI PO3MYMIB 1 MipKyBaHb [P0 MY3HKY, PO BJajy, PO ipOHit0
IO, TIPO JIFOOOB, PO CiM’10, PO AUTHHCTBO, i BUMAJILOBYETHCS JIMIIIC TIPH CIIe-
LiaJILHO JOCIIIHUIIEKOMY 3yCHILT. Maibke KOXKHE Halpy»XEeHHs B TOH a00 IHIIUI
BUCOKOCHHH PIK BUKIIMKAE BUKHUJL 11€aTOPHOTO XapaKTepy, ajie KOMIIO3UTOP Y CBO-
iX crioraax-oKpOBEHHX IOBEPTAETHCS HE TUIBKH JI0 )KAaXJIMBHX IO MUHYJIOTO
JKHUTTS, ajic i 10 IPUEMHHX MOMEHTIB, ITOB’A3aHHUX 3 JIFO0O0B’I0, TOOAUYCHHIMH 3
JiBYaTaAMM, HaIisIMA, AiThbMUA. Ha KHUTTEBUI NUIAX KOMIIO3UTOpA B POMaHi Mpo-
€KTYIOThCS icTopryHi nofii (penpecii, pyra cBitoa BiliHa, XoonHa BiifHa), 0
MIOCHIIEOE TPATi3M IOJIOKEHHS Tepost, M IKPECIIOI0UM TOBTOPIOBAHICTD 1 6€3BHXia-
HICTB pyXy. JKUTTEBUIA IIUIIX KOMIO3UTOPA — LiE JTa0IpUHT, KUl CTBOPIOETHCS MiJl
BJIAJI00 TOTAJIITAPU3MY, CTPAXy, COPOMY 1 Bifuaro, Cy0’€KTHBHUX 1 00’ €KTHBHUX
MOHCTPIB; repoii He MOXKE 3HAWTH BUXOJLY, HOMY He J0IoMarae HaBiTh HUTKa Api-
aJIHM — oro My3uka. @parMeHTapHICTb OIOBIJII CIIY)KUTh OCUJICHHIO €CTETHY-
HOro Ta (iI0cO(CHKOro BIUTMBY HA YUTAyYa: repodl HE MOXKE Oa4unTH JIAOIpHHT B
LJIOMY, BiH PyXa€ThCsl B )KUTTI HABIOMAIIKH, a 32 KOKHUM HOBOPOTOM Ha HHOTO
MOXe dekat OekanicHuid MiHoraBp. Take eK3UCTEHIIaNICTChKE CBITOBIAUYTTS
MIAKPECITIOE TOCTMOIEPHICTCHKY CIIPSIMOBAHICTh TBOPY.
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KoarouoBi cioBa: apxeTurl, 1UISIX, MOCTMO/EPHI3M, (pparMeHTapHiCTb, MO-
TUB, TA0IPUHT.

AHHOTaIHUS
H.IO. Bonnaps. CBoeoOpa3ne apxeTHna I0poru B poMaHe
Jxk. bBapuca «lllym Bpemenn»

B crarbe paccmarpuBaercst cBoeoOpasue apxeTwrna JOpOorH B pOMaHe
JIx. bapHaca «Illym BpeMeHn». PomaH aHIHICKOTO MHcaTesis IOBECTBYET O JKU3-
HU coBeTckoro komnosuropa J[.J[. [llocrakoBuua, ¥ KyITbMHHAI[IOHHBIE MOMEHTEI
MIPUXOJIATCS Ha BUCOKOCHBIE TofIbl: 1936, 1948, 1960. Llens cratbu — onpeaenuTh
cBoeoOpasue (GpyHKIIMOHUPOBAHUS apXETHIa JIOPOTH KaK >KM3HEHHOTO IyTH B
pomane JIx. bapuca «lllym BpeMeHM» B MHIUBUAYaJIbHO-aBTOPCKOH TPAKTOBKE.
[Mucarens He TOKA3bIBAET )KU3HB I'eposi HOIPOOHO U MOCIIEIOBATEIBHO, KaK TO JIe-
JIaeTCsl B PEAMCTHYECKUX POMaHax, Mbl BUIIUM TOJIBKO KaK ObI ITyHKTHP (haOyJibl,
OTZENIbHBIC YETKUE ITPUXH, ITPOOEITBI MEK/TY KOTOPBIMHU JOJDKEH 3aIlONHATH CaM
YHTaTeNb IIPH TIOMOIIN cBoero Booopaxenus. [1yts B pomane /Ix. bapuca «Illym
BpPEMEHM» — 3TO, MO MPEUMYILECTBY, PETPOCIEKTUBHOE OIMMCAHHE >KU3HEHHOIO
mytu JI.JI. [llocrakoBuua. KoHnenTtyanisHO HarpyKEHHBIM apXeTHIl JOPOTH CIOB-
HO PacTBOPEH B OMMCAHUU Pa3MBIIUICHUN U PacCykACHUH O My3bIKE, O BIIACTH,
00 npoHuH cyap0bl, 0 JTF00BH, O CEMbBE, O JIETCTBE, M BBIPUCOBBIBACTCSI TOIBKO ITPH
CHenaIbHOM UCCIIeIOBAaTENbCKOM yCHInu. [TouTn kaXkoe HampsKeHHe B TOT WIIH
WHOH BHCOKOCHBIH TOJl BBI3bIBAET BHIOPOC MIIEATOPHOTO XapaKTepa, HO KOMIIO3H-
TOP B CBOMX BOCIIOMUHAHUSIX-OTKPOBEHUAX BO3BPAIIIAETCS HE TOIBKO K TPaBMUPY-
IOIIMM HITH Y)KaCHBIM COOBITHSIM MPONIIOH KNU3HH, HO U K PUSTHBIM MOMEHTaM,
CBSI3aHHBIM C JIIOOOBBIO, CBUAAHHMSMH C JICBYIIKaMH, HaJeKAaMHu, AeTbMH. Ha
YKM3HEHHBIH ITyTh KOMIIO3UTOpPA B POMaHE MPOEHUPYIOTCSI HCTOPHUYECKUE COOBITHS
(penipeccun, Bropast MupoBast BoitHa, X010/jHas BOWHA), YTO YCHIIMBAET TParu3M
MIOJIOKEHUS TepOsi, TOBTOPSIEMOCTh U TyITUKOBOCTH JBIKEHHUS. JKU3HEHHBIN My Th
KOMITO3UTOpa MPE/ICTaBISIET Co00i TaOUPUHT, KOTOPBI 00pa3yeTcs Mo BIaCThI0
TOTaJIMTapU3Ma, CTpaxa, CThIIa U OTYASIHUSL, CyObEKTHBHBIX X OOBbEKTHBHBIX MOH-
CTpOB; repoif He MOXKET HalTH BBIXOZIa U HE TIOMOTAeT JJaKe MMEIOIIAsACS y HEro
HHUTH ApHaJHbI — ero My3blka. B 1aHHOM citydae parMeHTapHOCTh OBECTBOBA-
HUS CIIY>KHT YCHICHHIO SCTETHYECKOTO U (hri10co()CKOro BO3ACHCTBHS HA YHTATE-
JISI: TepOH HEe MOXKET BUAETH JJAOUPHUHT B LIEJIOM, OH JIBIDKETCS B )KU3HHU OIIYIIBIO,
W 32 KaXXJIbIM TIOBOPOTOM €r0 MOJKET OXKUJIaTh Oe3kaocTHhI MuHoTaBp. Takoe
9K3UCTEHIIMAIUCTCKOE MUPOOILYIIIEHHEe MOAYEPKUBAET NOCTMOJICPHUCTCKYIO Ha-
IIPaBJIEHHOCTb MPOU3BEICHUS.
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KuaroueBble clioBa: apXeTul, [0pora, IOCTMOICPHU3M, (pparMeHTapHOCTb,

MOTUB, JTAOUPHHT.
Abstract
N.Yu. Bondar. The Peculiarity of the Archetype of the Way
in the Novel “The Noise of Time” by J. Barnes

The article deals with the peculiarity of the archetype of the way in the novel
“The Noise of Time” by J. Barnes. The novel by an English writer tells us about
the life of the Soviet composer D.D. Shostakovich, and the climaxes fall on
the leap years: 1936, 1948, 1960. The purpose of the article is to determine the
peculiarity of the functioning of the archetype of the way as a life experience in
the novel “The Noise of Time” in the individual author’s interpretation. The writer
does not show the life of the character in detail and consistently, as it is done in
the realistic novels, and we see only as if a dotted plot, separate clear strokes, the
gaps between which must be filled by the reader with his imagination. The way in
the novel “The Noise of Time” by J. Barnes is, for the most part, a retrospective
description of the life of D.D. Shostakovich. The conceptually loaded archetype
of the way seems to be dissolved in the description of thoughts and discussions
about music, about power, about the irony of fate, about love, about family,
about childhood, and emerges only with a special research effort. Almost every
stress in a given leap year causes an outburst of a cogitative nature; but in his
recollections, the composer returns not only to the traumatic or terrible events
of the past life, but also to the pleasant moments connected with love, dates
with girls, hopes, children. Historical events (repressions, World War II, the Cold
War) are projected on the life of the composer in the novel, which intensifies the
tragedy of character’s position, repetition and deadlock of the movement. The life
of the composer is a labyrinth, which is formed under the rule of totalitarianism,
fear, shame and despair, subjective and objective monsters; the character cannot
find a way out, and even Ariadna’s thread, his music, does not help him. In this
case, the fragmentary narrative serves to enhance the aesthetic and philosophical
impact on the reader: the character cannot see the maze as a whole, he moves in
life to the touch, and at every turn he can expect a ruthless Minotaur. Such an
existentialist worldview emphasizes the postmodernist orientation of the work.

Key words: archetype, way, postmodernism, fragmentation, motif, labyrinth.
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VK 821.133.1-146.09 “18”-3.09
. Ipo3aoBcbKuii

OIT0CODCHbKI KOHLENTU POMAHTU3MY
B BPUTAHCbKIN NOCTNOCTMOAEPHICTCbKIN NPO3I
(HA MATEPIANI POMAHICTUKU I. MAK'IOEHA)

Beryn

[oeronoriuyna penpeseHTaliss peanizmié y Cy4acHHUX OpUTaHCHKUX
pomanax (TIOHSTTS «CydacH1» TOPIBHIOE HOHSTTIO «ITOCTIIOCTMOAEPHICT-
CBHKHI1», 30KpeMa HaeThcs Ipo poManu, Hamucadi micisg 2000-ro p.) mae
KiJIbKa BEKTOPIB 1 HE MiJANAEThCS 3BEACHHIO JI0 OJHOTO Bapianty. Cami
OputaHchbki Teopetuku jitepatypu B «The Routledge companion to
twenty-first century literary fictiony (2019), mo € ogauM 13 HaHOUIBIT
BIUTMBOBHX BHJAHb Y TeOpii JiTepaTypu i icTopii OpuTaHCHKOTO poMaHy
micist 2000-ro p., 3a3Ha4arOTh, MO0 HA CYY4aCHOMY €TaIll peai3M IMpe-
CTaBJICHUH SK MapagurMa CTUIBOBUX TEUil, SIKi MAlOTh BIJIMIHHOCTI B
3araJbHOPEaTiCTHYHOMY 300paXKEeHHI XyIOKHBOI IIHCHOCTI. 3 OmIsiAy Ha
ue B komnenaiymi (The Routledge Companion, 2019) po3nin, npucssue-
HUI OKpECIIEHHIO PeaiCTUYHOI CTHIILOBOI NapaJuTMHU POMaHiB, Ha3BaHO
«Realisms» («Peanizmu»).

VY cTarTi OKpecIuMO PHUCH PeajiCTUIHOTO MUCHhMA, pelpe3eHTOBaHi
B TpbOX poMaHax [. Mak’toeHa: «Amcrepaam», «Cyboray i «CrokyTay.
AkueHT OyJie MOCTaBICHO Ha 3’ ACyBaHHI OETOJNIOTIYHUX PHC, TOOTO 3BEp-
HEMOCS 32 JOTIOMOTOI0 TEXHIKM MPHUIIIFHOTO YUTAHHS IIKOIH YHTAIlb-
KOTO BIATYKY (reader response criticism, close reading) no okpecicHHs
aCTIeKTiB, IO JAIOTh MOXIIUBICTD PO3BUHYTH TillOTE3y, BUCIOBJICHY pa-
Hille: B OPUTAHCHKUX MOCTIIOCTMOJCPHICTCEKUX pOMaHax EKCIUTiKOBa-
HO TSHJICHILIIO 10 MeAMKaJi3allii NiHCHOCTI, CIPUAHSITTS JIOAUHU Yepes3
KaTeropii MEAWYHOTO TUCKYpPCY, IO BIUIMBAE Ha XyHOOXKHIH CBITOISA
MEPCOHAXIB, a TAKOX ONPHUSIBHEHUH Y MOBJIEHHI Haparopa. Y macaxkax
i3 pomany «Cy0oTa» HaTpamisieMO Ha MPUKIaId MEAWYHHX TEPMIHIB i
npodeciifHoi JIeKCHKH (3 podeciiHUM KaproHOM BKIFOYHO): «L1i Ganay-
KH 3aCTIOKOIOIOTH [ €Hpi, TOKM BiH MIBUAKO IUIIIE: «HAJ/T11000JI0HKOBA,

© JI. /lpozooscokuii, 2020
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yCyHEHHsI Ie()eKTy BEpX. CariT. CHHyca, XB. JIUIEM BHH3, TOJIOBA MiJHSTa
1 B 3aTHCKadi, paHa PO3MIMpeHa / 3alluTa, BUPI3aHUH IIMAT KiCTKH...»
(Max’roen, 2007: 233).

VY nonepennix nocnimkennsx (Apo3noscekuit, 2019) Oymno 3a3HaueHo,
mo ¢inocodchka MaTpPUIl MOCTIOCTMOJIEPHICTCHKOTO CBITOBIMYYTTS,
EKCIITIKOBAHOTO B MOTVISIAX OTMOBiAa4iB OPUTAHCHKUX POMaHiB, BUSBIISE
TEHJIeHIIi{, BIACTUBI POMAaHTHYHOMY CBITOIVIAIY, 30KpeMa HiMELBKOTO
tuny. [lepenycim ineTbes mpo Tpaauiii HIMEIIBKOTO POMaHTH3MY U (i-
nocodcebki imei I. KanTa, mo cranu pyHnaMeHTanbHUMH 17151 POMaHTHKIB
(imest «pO3yMHOI IPUPOAM», KIILITBHOTO OYTTS»).

VY MoCTIOCTMOAECPHICTCHKMX pOMaHax HasiBHA OJHOYACHA pETpe3eH-
Talisl eTHYHUX MpoOIeM 1 IpOHIYHOCTI, sIKa MiJIBaXKy€ MOMKJIMBICTH 3a-
MPOTNOHYBAaTU TOTOBY GOpMyny IUisi pi3HUX cuTyalii. Tak, HapaTop mo-
CTIOCTMOJIEPHICTChKOTO poMaHy «Cy0o0Tay ONpPUSBHIOE CBITOIIISA, IO
CyMIIlIa€ CaMOIpOHIYHICTh 1 €TUYHICTh, PO3YMiHHS HEOE3MEYHOCT KIIi-
LIOBaHUX (OPM CHPUIHATTS SIBUILL, TOTOBHICTh YHUKATU TaKi CYPKEHHS,
HAaBITh SAKIIO 1X CpUAMAE OLIBINICTS, IS TKOT BOHU BUIAI0THCS ITPABHIIb-
HUMH (SIK i1es1 «HYJIbOBOI TOJIEPAHTHOCTI» B MEIUIIMHI): «AJie 3a OCTaH-
Hi POKH Te, IO TeNep HA3UBAETHCS KYJABTYPOIO, 3MiHWIOCS. MeauuHuii
MEPCOHAN BTPATHB TepHiHHA. <...>. [I’IHUIb 1 KPUKYHIB BUKUAAIOTH Ha
BYJIMIIIO YOJIOBIKH, SIKi PAIIOBAJIM BUKUAAWIaMH 1 3HAIOTH CBOIO pOOOTY:
e [e OIWH MPOAYKT IMIOPTY 3 AMEpUKH, 1 He HaWTipmIUi — HylIbOBa
TOJICPAHTHICTb. AJie 3aBXIHU iCHy€e HeOe3eKa BUTHATH CIPaBKHbBOTO I1a-
Li€HTA; TPaBMH TOJIOBH, TaK CaMo SK BUMAIKH CEIICUCY Y TiMOrTiKeMil,
MOXYTb HaragyBaru ci’ ssHiHHD» (Mak’1oen, 2007: 220).

IcTopuHO POMAaHTHYHMIA CBITOIIA MPOTUCTOITH MPOCBITHUIBKOMY,
JUISL SIKOTO OCMHCJICHHS peabHOCTI OyJio MOXKIIMBE Yepe3 eMITipuiHi Me-
TOMY 11 Mi3HaHHA. Y MOCTIOCTMOJIEPHICTCHKOMY pPOMaHi Bif0OyBa€eThCs
B3a€MOJIIS IIMX ABOX MOJYCIB TBOPEHHS XYAOKHBOI peanbHOCTi. PomaH-
THKH, SKI BigmToBXyBanucs Bix imeit [. Kanra, posyminm, mo emmipuy-
HE Ti3HaHHS HE € MOXKJIMBUM, OCKUTBKH SIBUIIA TIHCHOCTI € «pedaMu-B-
co0i» (Kant, 2000).

VY miteparypi, 110 NPUXOAUTH HA 3MiHY MOCTMOJECPHI3MY, EKCILIIKO-
BaHO TCHJICHIII, SKi HIBEJIOIOTH BIJIMIHHOCTI MiX MPOCBITHUI[BKUM 1
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POMaHTUYHUM DPO3YMOM, TOETHYIOUH E€MIIPUKY (HEO)TIO3UTHBICTCHKO-
rO pO3yMy MEPCOHAXKIB 13 UYTTEBUM MI3HAHHSIM PEajbHOCTI, 31aTHICTIO
CIpUMMATH «pedi-B-co0i» SIK HEeMi3HaBaHHI CYTHOCTi, OCTaTO4YHE PO3y-
MiHHSI SIKHX Hapasi He € MOYKJIMBUM 32 OpakoM HaJIe)KHOTO TEXHOJIOTiYHO-
ro po3BHUTKY LuBimizawii. Onoinay, xapakrepusyroun [enpi B «Cy0oTi»,
3ayBaxye: «BiH He CyMHIBa€ThCS, IO 3 YaCOM KOAYBAJIbHI MEXaHI3MHU
CTaHyTh BiJOMHMH, X04a, MOXIJIMBO, H He 3a Horo xkutTs. | Tak camo,
K IU(QPOBI KOIU KOMIIOBaHHS XUTTS, siki micTaThea B JJHK, Tak camo
i HaWTOJIOBHINI TAEMHUIII MO3KY OyAyTb KOJHCH BiIKpHUTi. AJe HaBiTh
KOJIM 1I€ CTaHEeThCsl, 3aJHIIUTHCS Yy[IO, IO 3BHYaiiHa BOTKA PEUOBHHA
MOKEe BUTBOPIOBATH SICKpaBe BHYTPIIIHE KIHO JYMKH, 30Dy, 3BYKY 1 JI0-
THKY, OpraHi3oBaHe B >KUBY WUII03il0 0e3M0CepeHbOro TEMepilHbOTro
MOMEHTY BJIaCHUM «sD», L€ OAHI€I0 SICKPAaBO BUTBOPEHOIO 1III031€10, 110
HaBHUcae HajA yciMm, Haue npuBuA. Yn Oyae Komu-HeOynb 3’sCOBaHO, SIK
Marepis crae cBizomMoro? BiH He MOke HaBiTh TOYaTH YSIBISTH cOOi 3a/10-
BIJIHOTO MOSICHEHHSI, aJIe 3Ha€, 10 BOHO NpHiine, TaeMHUL Oyae posra-
JlaHa — TIPOTSATOM JICCSATHIIITh, TOKHU 3aJTUIIATUMYThCS BUCHI I IHCTUTYIIII,
MOSICHEHHS CKIIQIaTUMYTHCSI B HECTIPOCTOBHY iCTHHY PO CBiOMICTb. |
e BKe B1I0yBa€ThCs, pOOOTH BeLyThHCS B TaOOpaToOpisix 30BCIiM HEAIEKO
BiJ 1€l onepariitHoi» (Maxk’roen, 2007: 230).

[IporaroHicTu MOCTIOCTMONEPHICTCHKUX OpPUTAHCHKUX POMAaHIB IO-
€IHYIOTh TIO3UTHBICTCHKUI 1 POMaHTHYHHUH CBITOTNISAM, TOOTO 3TiIHO 3
JOCII THUIBKUM MIPUITYIISHHSM AOLIEHO TOBOPHUTH PO PeaKTyati3aiito
el HIMEPKOTO POMAaHTU3MY B CBITOINISIIHOMY ITOJIi OpUTAaHCBKHX pO-
MaHiB, Hanucanux micist 2000-ro p. Menukanizailis y CIpUAHSTTI pe-
QJIHOCTI B OpUTaHCBKUX POMaHaX aKTyali3ye KaTeropiro 6ceoxonHocmi,
yinbHoCcmi ceimy, Ha YOMY HaroJjoUIyBaJld HIMELbKi POMaHTHKH, HAIPH-
knaa, ©. Hlnerens (Illanarinos, 2010: 15). VsBieHHS Mpo CBIT sSK Tpo-
CTIp MOJEKYJ, aToMiB, HEHPOHIB Ta iH. Ja€ MOXJIHMBICTh MEPCOHAXKAM
MOB’s13aTH MIOAUHY (SIK 6i0Qi3NUHE SABHIIE) 3 MAKPOIIPOLIECAMU 3 OISy
Ha CIUILHUI Matepial, i3 SIKOT0 CTBOpEHO JronuHy i BeecBit. Menuka-
Ji3allis Ja€ MOXKIUBICTh 3pO3yMiTH 0a30Bi MPUHIUNM MOOYIOBU JIION-
CBKOTO opraHizmy. IlepcoHaski BUCTIOBIIOIOTH MPUITYIIEHHS PO (YHKIIi-
OHYBaHHS CBIZIOMOCTi, MO3KOBY JiSTbHICTH Ta iH., HAKJIAJJAI0UX MEIUYHI
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pe3yNbTaTH BUBUCHHS JIIOACHKOI CBIIOMOCTI Ha MipKyBaHHS MPO «PO3yM-
HicTb» BeecBiTy # peani3yioun eKCIITiKamito IPUHLUILY YLlbHOCHI C8imy.
MeTtonosoris i MeTonu

VY cTarTi BUKOPUCTaHO METOJ TePMEHEBTUKH, HAPALIOBaHHS IIKOIH
npuuineHoro mpouutanHs (close reading), dinocodebki migxoam s
OKpeCJIeHHS icTopii i71ei B acTeKTi peakTyalli3alii KOHLENTY «CMiJIbHOTO
MPOCTOPY», BIACTHBOTO HIMEIILKOMY POMAaHTHU3MY, B MOCTIOCTMOAEP-
HicTcbkoMy pomaHi Benukoi Bpuranii.

PesyabTaTn Ta quckycii

[lepconaxkxaM OpUTAaHCHKUX TOCTHOCTMOAEPHICTCHKHX POMaHiB
(I. Mak’roena, M. I'eqyona, /1. Mituerua, [. MenTen Ta iH.) BiacTuBe po-
3yMiHHS PeajJbHOCTI SIK 2pu, y sIKiil BiIOyBa€eThCs MpoLec Mi3HaHHS Tiii-
CHOCTI, IIPOTE 3ayBaxKy, IO IS ’pa Ma€ iHAKIIY TIPUPOAY, HiXK Y TOCTMO-
JepHi3Mi. BiqMiHHICTh MOCTIIOCTMOAECPHICTCHKOT TPH MOJISITa€ B HEPO3-
pi3HeHHI QIKIIHHNX 1 pealbHUX €JIEeMEHTIB, Y CTUPaHHI MEX MiX ya6HUM
(ramouuHaLiRHUM, BipTyalbHUM Ta iH.) 1 pearvnum (Lacan, 1982) mpo-
CTOpaMH, Y HEMOXKJIMBOCTI €MiCTEMOJIOTIYHOI MEePEeBIPKU TOTO, SIKHH 13
TUTIB PeaJbHOCTI, 3 IKUM Ma€ CIIpaBy epcoHax, cnparxkHii. b. [1lanari-
HOB, TOCII/IKYIOUH EKCIUTIKAIif0 MOTHUBY (i MPUHOMIB) TpH B HIMELILKOMY
POMaHTU3Mi, BOAHOYAC 3aPOIIOHYBAB TOUYHE BU3HAYCHHS TPH 3 MO3MIIT
eICTEMOJIOT], IKe MOoaUIIEMO i MU B mociimkeHHi: «Hara cBigomMicTh
MOCTIHHO CIiBBIJHOCUTH MK CO0O0I0 (3aBISKH YYTTEBOCTi) eMITipUYHI
CHTHAJIM TIPO CBIT 1 foro «amnpiopHuid» o0pa3, KU yxKe MICTUTh Y co0i
Halla TIcrXika. SKIo «MapmpyT» M0 TAKOMY «TePMEHEBTHYHOMY KOITY»
3yMOBITIOE TIOIMOJICHHS OHATH (TOOTO 3HAHB), PO EMIIPUYHUH CBIT 1,
BiJIMIOBIAHO, CIIPUSIE PO3BUTKY 1JI€H PO HHOTO, TO TIEpe] HAMU — MPOIIeC
mi3HaHHA. SIKIIO K KIHIEBUH pe3yNbTaT TaKOTO MOPIBHSHHS — PO3BUTOK
camoi B3a€MO/Ii1, IO JJa€ CIOIIsa4eBi iHTeJIeKTya IbHE 3aI0BOJICHHS, TO
nepen Hamu — epa» (llanarinos, 2010: 38). Kpim Toro, 3a b. [llanari-
HOBHM, «POMAaHTHKH B3suid y KaHTa Toil eneMeHT Horo BUEHHS, IO iH-
TEJICKTyalIbHA JiISUTBbHICTh HE 00OB’SI3KOBO 3BOJIUTHCS JIO PAIliOHATHLHOTO
Mi3HAHHS ¥ y Tpi BOHA 3BUIBHSIE BiJ| YCIX Mi03p caMy c(hepy 4yTTEBOCTI.
I'pa <...> BigkpuBana nuisaxu ais panractuku. <...> [liznime Hemmiar
i I'erenb (hakTUYHO JONATM JIO IUX JBOX €CTETHYHUX KaTeropii (ToOTO
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Kpacu 1 migaecenoro — /[./[.) Kanra uie eepoiune 1 mpaeiune (ki Bax-
KO MTOMUCIIUTH 0e3 MOYyTTs MiJHECEHOr0), a TakokK Komiune)» (LLlanari-
HOB, 2010: 39). BaxnuBo, 110 B JIOHI Cy4acHOi OpUTAHCHKOI JIiTepaTypH
0COONMBY peakTyali3aliio 3HaXOAUTh KOMiuHe, TIPO IO 3ayBaXKYIOTh Y
po3nini «Comics and graphic novels» (The Routledge Companion, 2019:
113-122) T'appiet Ipa (Harriet E.H. Earle) i ["toB Mapm (Huw Marsh)
y posnini «Comedy» (The Routledge Companion, 2019: 67-79) B «The
Routledge Companion...» KOMi4He IOCTA€ BUPA3HUM YNHHHUKOM JliTepa-
TypHoro npouecy Bennkoi Bpuranii micis 2000-ro p.

VY pomani «Cy6ota» (2004) nmpoTaroHicT 34aTHUI BiT4yBaTH CTaH, Ha-
OKEeHU 10 TIepekKMBaHHS «ITiTHECEHOTO», T/ Yac onepauiil, y mpaiii,
10 HAOJVDKAE JI0 Mi3HAHHS CKJIATHONIIB JIFOJCHKOT (hi310JI0Tii, 30Kpema B
TiTHKaX MO3KY: «... B Mipy TOTO, SIK IPOKJIAIA€THCS LUISAX A0 MOTPiOHOT
ninsHKY, [lepoyH BiquyBae HaAIIOACHKY CHAry 10 pOOOTH, OLIbIIEe CXOKY
Ha npuctpacte» (Max’toen, 2007: 15).

Kpim Toro, kareropii eepoiunozo i mpaeiunozo 3HaXOAATH CBiil BUSB
y pomani «Xmapuuii atnacy Jlepima Mituemna (David Mitchell), npo
[0 MU BXKE 3a3HaYai B iHIMUX po3Biakax (/po3mocekuid, 2019). Ilep-
coHaxi Ha kmTanT Jlyizu Peil BUSBISIIOTH pUCH T€POIYHOTO, a 3arajoM
XyIOKHBOMY CBITY «XMapHOTO aTjiacy» BIACTUBE BIIUYTTS MpAciyHO-
20, 10 peatizye MOTHUB TParidyHOro anogeo3y sIK YHHHUK MicTepialbHO-
ro MarTepHy (SK peakTyas i30BaHOI B MOCTIIOCTMOACPHI3MI MeTadopMu
miteparypu). Tpariunuid anogeo3 BIaCTUBHM i aHAII30BAHUM POMaHaM
I. Mak’roena (3yctpiu ['enpi 3 bekcrepom y dinasi fae MOXKIUBICTD Tie-
PEOCMUCIUTH LIHHOCTI BIACHOTO YHTTSI, CTOCYHKH 3 JPYXKHHOIO Ta iH.;
CMEpTb MEePCOoHaXIB MiJ 4Yac mofiil Jpyroi cBiToBOi BiliHM neTepMiHye
notpely NnepcoHaXka y CTBOPEHHI XyJI0KHBOTO HAPATUBY 3 1HIIUM «(iHa-
JomM», Tipo 1o BpaiioHi 3i3HaeThes HanmpuKiHLi poMmany). [lepexuBaHHs
TpariqHoro anoeo3y € BaXKJIMBUM YHHHUKOM (DYHKI[IOHYBaHHS B XyHTOXK-
HBOMY TBOPI MicTepii K MeTa>kaHpOBO1 popmHu.

3ayBaxy, 110, sk pocuiguB b. IllanariHoB, «MicTepiaabHICTh BiAIO-
Bijlajia 0araTbOM YSIBIICHHSIM POMAaHTHKIB, HacaMIIEpe]] YSBJICHHIO TPO
PO3BUTOK Yy TPUPOJI, KOJIM MaTepis MPOXOIUTh LUIAX BiJl 3apOIKCH-
HSl 4epe3 OaraTOMaHiTHI, CylepewsiuBi, MPeKpacHi i MOTBOPHI (opmu,
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100 HAMPUKIHII MOCTAaTH Y TOCKOHAJIOMY 00pa3i JOAChKOI JyXOBHOCTI
(Iemminr). Ile Takok PO3BUTOK JIFOAWHU: 11 IUISIX BiJf HEBUHHOCTI 1 TITh-
MU PO3yMy 4epe3 3eMHi BUMPOOYBaHHS IO MYAPOCTi i TyXOBHO1 MOBHOTH
icayBanus» (Illanarinos, 2010: 71). Kpim Toro, Ha JyMKy AOCIHiJHHKA,
«MICTepis cTana Al POMaHTHKIB BayKIMBUM CIOKETO- 1 )KaHPOYTBOPIO-
BanbHUM npuHIUnom» (Lamnarinos, 2010: 72). Y pomani «XMapHuii at-
mac» JI. MiTuemna nuisx 10 «JOCKOHAIOTO o0pasy JIOACHKOI TyXOBHOC-
Ti» CTa€ HACKPI3HWUM, CHMBOJIIYHUM 1 BU3HAYaJIbHUM Y TUIaHI pearizamii
TaKoro THITY JIFOICHKOTO MOCTYIY, IO € HuisixoM, 3a b. IllanariHoBuwm,
«B1JI MaTepii 10 AyXy, Bij He0OXimHOCTI 10 cBoOOmM» (ILlanmarinos, 2010).
Came Taka TEHIEHIIIS MPOCTEXYETbCs B poMaHi «CIIOKyTay, JIe 0CTaTo4-
HE 3BUIbHEHHS aBTOPKHU Bifl TATAPS «CIIOKYTH» CTA€ThCA, KOJIM BOHA PO3-
MOBiJIa€ PO Te, IO CTBOPUIIA AIbMEPHAMUEHE JHCUMM S TIOACH, KX J10-
Ope 3HaJIa, MPOTE SIKi 3aTMHYJIM BHACIIJIOK BilfHH a00 3K HECTIPaBEITUBUX
1 TpariyHMX BUMAJKOBOCTEH: «3apa3 BKe I1°ATa paHKYy, a 5 BCE LI CHUIKY
3a MMCBMOBUM CTOJIOM, IPOKPYYYIOYH B TOJIOBI i JBa AUBHUX IHi. [Ipas-
Iy KaxyTbh, IO CTapi JIIOAM CIUIATh MEHIIEe — MpuHaliMHI BHOYI. MeHi
CTITBKH BCHOTO IIie Tpeba 00yMary, a Bke CKOpO, MOXKIIMBO, Yepe3 Pik, y
MeHe Oyze A IbOTo 3HAYHO MEHIIe po3yMmy. S mymana mpo cBilf ocTaH-
Hill poMaH, TOH, 110 MaB cTaTu nepmuM. Halimepmmii BapiaHT — ciueHb
1940 poky, ocranHiii — Oepe3eHp 1999, a Mixk HUMM MiBACCATKA Pi3HUX
Bepciil. Jlpyra Bepcisi — B uepBHi 1947-ro, TpeTd... ane KoMy Lie IiKa-
B0?» — 3ayBaxye bpaitoni Tomric (Mak’toeH, 2008: 340).

VY «Cy6ori» I'enpi 3ailicHIOE IUIAX 10 TIUOMIOTO PO3YMiHHS JKUTTA
Yyepe3 aHali3 IPOTATOM JHS, SIKUM MICTUTh PO3MHUCIH PO MPUPOLY J0-
Opa 1 37ma, mpo arpeciro B JIOAWHI, PO T€, IO 3MYIIYE OKPEMHX OCi0
BIaBaTHCS 10 HacWIbCTBa Ta iH. Came 1l pO3MHUCIH i CTal0Th YHHHUKOM
CaMOPO3BUTKY, Ha IIJISIXY /0 SIKOTO TIOEIHAHO 31aTHICTD CIIpUAMATH Jiii-
CHICTh HAyKOBO ¥ €CTETUYHO, OCMHCIIIOBATH SIBUINA K (i3nyHi, Oioxi-
MivHi (omeparii mamieHTiB), Tak i ecTeTH4yHi (TBOpUicTh TecTd — JxoHa
[pammarukyca Ta iu.).

Bonnouac cripoba pekoHcTpykuii xutTst Tomaca Kpomsenst B poma-
Hi «BoBua 3ana» OpuraHcbkoi aBTopku ['imapi Menten (Hilary Mantel;
3ayBaxky, IO Ied poMaH € yacTuHOIO Tpwiorii ['imapi MenTten mpo
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T. KpomBens; Tpertiit poman «The mirror & the light» omyOnikoBaHO y
Benukiii bpuranii B 6epe3ni 2020 poky, a oTke, Mpoliec TBOPEHHS T0-
CTIIOCTMOJICPHICTCHKOTO  XYIOKHBOTO JTUCKYpCy HaOyBa€ pPO3BUTKY)
pEeNpe3eHTYE MOTHUB epu sk nizHanus. CaMe B TaKkOMy KITFOYi JOIIIBHO
po3msaaT Tpy B poMaHax «XmapHui atnacy . Mituemna ta «Cy6o-
ta» I. Mak’roeHa, y SKOMy BECh XOPOHTOIl POMaHy BH3HAYCHUH OTHUM
JTHEM, YIIPOAOBIK SIKOTO BiAOYyBaeThCS Ipa 3 KUTTSAM MEPCOHAXKIB, Hepe-
IyciM igeTbes 1 mpo MOTUB camomizHanHs 1uis [enpi [lepoyna. [Iporaro-
HICT 3icTaBisie pparMeHTH PeabHOCTI 3 BIaCHUM BHXIJIHUM OaueHHSM,
3MIACHIOIOUN y TaKUW CHOCIO Mi3HAHHS JIHCHOCTI W BUSBIISIFOYU 3aXBO-
PIOBaHHS Ha OCHOBI CIIOCTEPEKEHb 3a MOBEAIHKOIO iHIMX. BoxHowac em-
nipryHi onepauii ['eHpi He 3anmepeuyroTs HOro MOTPEeOH B €CTETUIHOMY.
Po3ymiHHS nioneceno2o K YMHHHMKA XYIOXHBOTO TPOLECY BIACTUBE i
Bpaiioni Tomic y pomani «CriokyTay.

OTxe, AOUITBHO MPHUITYCTUTH, IO i€l HIMEIBKOTO POMaHTH3MY Ma-
I0Th 3HaYHUH EBPUCTUYHUH TOTEHI[iall JJIsl Cy4acHOTO JITepaTypHOTo
npoiecy, 30kpeMa Benukoi bpuranii, iHTeHCHU(IKYI0UH €MicTEMONOTiUHi
BUMIpU pOMaHy Ta ONPHUSBHIOIOUH CIIEKTP TEM i MpoOIieM, 0 YMOKIIHB-
JIIO€ HOBHUM THIT CBIZIOMOCTI MIEPCOHAXKIB Ta OMOBiadiB. Y iX CBITOIISAII
MO€ETHAHO emnipuyte (MPOCBITHUIIBKE, TIO3UTUBICTChKE, (i3UYHE, Tijiec-
He) Ta Memagizuune (MpeKpacHe, MiTHECEHE, IO peati3oBye cede 30Kpe-
Ma y B popMax TpaHCUEHICHTHOTO, JyXOBHOTO). «BCECBIT, MOXKINBO, TO-
Ja€ oro 6AaTHKOBI AKYCh MiIKa3KYy, IKUHCH 3HAK, SIKOTO BiH BOJIa€ HE 3Ha-
™» (Mak’roen, 2007: 33). V cnoBax «Jlymaii mpo He3HauHe» (Mak toeH,
2007: 37), wo € nesizom Teo, cuna I'enpi, B «Cy00Ti», €KCILUTIKOBAHO SIK
MparHeHHs] KOHKPETHUX YiTKUX 3MiH (30KpeMa i uepe3 Taky MpaLio, sK
po0oTa Helipoxipypra, IO MOCTA€ ETATOHOM Y IJIaHi «KOHKPETHHUX 3MiH»,
TaK 1 GiT0coPCHKUM MOCTYAATOM, IO MICTUTh T'YMaHiCTUYHY HaCTaHOBY,
YHEMOKITUBITIOIOUH ITaTOC PUTOPUKH, KA CTBOPIOE IMITaIliIO TisSUTBHOCTI.

3aranpHa iHTEHIIS MOCTIIOCTMOJCPHICTCHKOTO POMaHy BUSBISE Ts-
KIHHS JI0 OCMUCIICHHS W 300paXKeHHsI yiniCHOI, NOGHOI peaibHOCmI K
CUCTEMH, YNHHHUKAMU SKOI € K (hi3WYHI KOMIIOHEHTH, TaK i Ti, IO HE
JAl0THCS TIEPCOHAKaM Yy YYTTEBOMY Ii3HAHHI Ta 3a JOMOMOIOI0 EMIIi-
puuHEX nociigiB. OnoBinau y pomani «Cy0oTay NOTBEpAXKYe HaBeleHI
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MipKyBaHHS: «AJle B IIJIOMY JIFONMHA HaJalITOBaHa Ha Te, 100 BIpUTH.
A KOTIH BUSIBIISIETHCSI, 11O 11€ HENPaB/aa, MOMIHsIH Mo3uLiro. AOo 3anuiiai-
Csl JIOSUTBHUM 1 TIPOAOBXKYH BipUTH. 3 4acoM, depe3 JeKijgbKa MOKOTiHb,
1€ MOKEe BUSBUTHCS HAO1MbII e()eKTUBHUM: TIPOCTO Ha BCAK BHIAI0K —
Bip» (Mak’toen, 2007: 139). HaBezneHi cioBa omnoBijaya 3 poMaHy cy-
ronocHi norsiaam b. [ackans, sikuil B 0JHOMY 3 MOCTYJATiB CBOTO «3a-
KJIaxy» CTBEPAXKYE, IO 3 TOYKH 30py PAlliOHAIBHOCTI «BIpUTH» — BCE
OJTHO Kpaile, Hixk «He Biputu» (ITackans 2009: 138-140). 3a3HaucHa KOH-
LeMnis penpe3eHToBana i B MipkyBaHHsX [enpi IlepoyHa, i B mormsmax
OIIOBigaya.

Amnanizyroun ¢inocodcbki BUMIPH POMaHTH3MY, 30KpeMa pOMaH-
TH4HOTO cBiTorisiny, b. IllanarinoB 3a3Havae: «SIKIO y MUChMEHHUKIB-
MPOCBITHUKIB yBara JI0 CBITy €MMIpHYHHX SIBUII MOSCHIOBANACS TXHIM
MparHeHHIM «JeMiCTU(IKYBaTH» PEaNbHICTh 3 MO3HUIIIH JIOTi3yI0Y0T0 Po-
3yMy, TO POMaHTHKH, HaBIIaKH, «MiCTH(IKyBaIu» peaibHiCTh, TOOTO Mo-
CTYJIOBaJIM B Hill APYTHid, MIPUXOBAHUI — CHMBOJIUYHHUH IJIaH, SKUH MaB
«TIPOCBITYBATUCS» KPi3b JOTIYHY «O000NOHKY». <...>. Be3nepeuno, BoHn
(pomanTuku — /[, /[.) He BiBEpTANKCS BiJ] pEAbHOCTI, HABIIAKU, — XOTLJIH
30araTuTH ii 32 paXyHOK «TPaHCIIEHICHTAILHOTO» BHMIpy. B mpomy i
noJisirana ajsi HuX OaykaHa eHICTh (i3U4HOro i JyxoBHOTO OyTTs» (Llla-
narinoB, 2010: 23). [ToxiOHa TeHIEHIIIS eKCILTIKOBaHA 1 B OPUTAHCHKOMY
MOCTIOCTMOAEPHICTCHKOMY POMaHi, Y SIKOMY eMITIpUYHI eKCIICPUMEHTH,
OMHKC XipypriuHUX OIepaliii, po3MipKOByBaHHS MEPCOHAXKIB PO E€BOJIIO-
{10, CTapiHHs, XBOPOOH, CMEPTh Ta iH. MiANOPIIKOBaHI HAMipYy BUHTH 32
paMk# Qi3MYHUX 3aKOHIB, TOBECTH, IO JIOACHKHHA pO3yM 3aHAATO ciald-
KHiA, 100 Mi3HATH BCIO CKJIAJIHICTh CBITOOYIOBHU, 30KpEMa K 1 €BOJIIOIIIIO
Marepii 0 TOsIBH Y Hil CBIIOMOCTI, 10 3aCBiT4MJIa MOSBY <CKUBOI Mare-
pii». «Jlorizyrounii» po3ym MocTnocTMOAEPHICTCHKUX MEPCOHAKIB 200 K
omoBiaua i AeMicTHU]iKye AiHCHICTH (IPUPOAY pemiriiHoro GaHaTuzMy,
peniriiiHi po30iKHOCTI Ta iH.), 1 BogHOYac Midoorisye ii, mpoTte Ha iH-
IIOMY PiBHI: MiAIPYHTSM TYT MMOCTAIOTh CaMe HayKOBI €KCIIEPUMEHTH, Xi-
pypriuHi oneparii, 1aHi eMIOIpUYHOTO aHAM3Y Ta iH. «...IlepoyH He Moke
nepekoHatd cebe, 10 JHII MOJEKYyTH i Ae(eKTHI TeHH TepOpH3yIOTh
Horo ciM’10 1 31aMaJu Hic Horo Tectio. BunyBatuii Takox i cam [lepoyH.
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Bin o6pa3uB bekcrepa Ha Byauii B MPUCYTHOCTI HOTo momaradyiB i 3po-
OWB 1Ie, KOJIX BKE 3710TaJiaBcs Npo ioro crany (Mak’roen, 2007: 193).

HasBHi B pomaHax [eTasni3oBaHi OMUCH MEIUYHUX MPOTOKOJIB Ore-
pauiii, aHami3, kUil 3ailicHIoe mpotaroHicT ([eHpi) MO0 TEHEeTHYHUX
1 HEeBpalTiYHMX 3aXBOPIOBaHb cymnpoTuBHHKa (bekcTtepa), TimbKH mMO-
IUONIOE PO3YMiHHS OTOBIJa4eM 1 BOJHOYAC YMTAYaMHU, IO JFOUHA SK
Cy0’€KT peanbHOCTI HE 3BOIUTHCS CYTO JI0 BUMIPY MOJIEKYI i HEHPOHIB,
aKi kepyloTh TinoM. «[IpaBaa x momnsirae B ToMy, mo bekcrep, sik Oymno
MPOAEMOHCTPOBAHO 3apas3, IIe OCOONMMBHI BUMAJOK — JIIOAUHA, KA Te-
pPEKOHaHa, IO HE Mae MallOyTHHOTO, a TOMY HE 3BaKa€ Ha HacHiAKH. |
e TiNbKH 0000HKA. Beepenuni sk 3HaXOAATHCS yHIKaJIbHI MaTONOTIYHI
BiXWJICHHSI, HAWBiAyalbHE BUPaXEHHS HOTO CTaHy — iMITYJIbCUBHICTD,
CTa0KUil CAaMOKOHTPOJIb, apaHosl, Pi3Ki 3MiHH HACTPOIO, IETIPECis, BPiB-
HOBa)keHa BHOyXaMH, pO3ApaToBaHICTh, 1 IOCH i3 IbOTO ab0 Bce IIe i 11e
OinbIle MaJIo JOTOMaraTéd HoMy, 3aBOJUTH HOTO, KONM BiH JyMaB PO
CBOIO cBapky 3 ['eHpi croromgHi Bpanui. I BoHO kepye bekcrepom 3apas.
[Toku 1m0 HeMae SBHUX PO3YMOBHUX MOPYLIEHb — CHEPITy WAYTh eMOLii
pa3oM i3 (I3UYHOI0 KOOPIMHAIIE. Bylb-XTO, MalOuuM 3HAYHO OibIe
copoka nosropeHb CAG BcepelrHI HE3pO3yMiJIOro TeHa Yd 4eTBEpTOi
XPOMOCOMH, PUPEUCHUH Ha TaKy JIOJIO Y CBii BIIaCHUH 0COONIHUBHIA CITO-
cio» (Mak’roeH, 2007: 191). V takuii crioci® popMyeThCsl yIBICHHS PO
«UIITapUHU HETII3HABAHOTOY, SIKi HE MiJBa)KyIOTh HAyKOBOTO U pallioHab-
HO-3yMOBJICHOTO PO3yMY MEPCOHAXIB, ajie i He 3amepevyoTh MeTadi3u-
KH, TPaHCIEHACHTHOTO (Hampukiaa, [eHpi BMie HACONOIKYBAaTHCS MUC-
TELTBOM, BBOKAIOUH HOTO (POPMOIO €CTETHKH AyXYy). BomHouac y «Bimi-
nenHi [lepoyHa mpo HBOTO TOBOPSTH, IO BiH B OMNepaliiHiii aOCOTIOTHO
HE3BOPYIIHUHN: HE KOTATHCS MMOTOKOM JIalKH, KOJIU 3pOCTAIOTh TPYIHOIII
1 pU3UKH, HE CHYAThCS TIOTPO3H BUKUHYTH 3 IPUMIILICHHSI HEKOMIIETEHT-
HUX, HEMa€ THX TPYOITHCBKUX PEIUTK — « A2, NOYUHaomvcs ypoKu My3u-
Kuy, — Kl HaueOTo 3HIMAIOTh HanpykeHHs (Mak’toen, 2007: 24).

VY nmuckypci OpuTaHCBKOi MOCTIOCTMOAEPHICTCHKOI JIiTEpaTypH ax-
TyaJli30BaHO TPOOJIEMy «pedi-B-co0i», 1110 ICTOPUYHO TIOB’s3aHA 3 Hi-
MelbKUM pomanTu3MoM 1 BueHHaM l. Kanrta. Jlomuna, mompu nawi
MEINYHUX EKCIIEPUMEHTIB, aHali3 EBOJIOUIMHUX Teopid, BUBUCHHSA
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Hepodi310I0TiYHNX MPOLIECiB Ta iH. 3AJIMIIAETHCS HETli3HABAaHUM (EeHO-
MEHOM.

Tak, onosimay y «Cy0oti» I. Mak’roeHa, moJiOHO 10 POMAaHTHKIB,
BUSIBIISIE Y CBOEMY IOIISIIII HAa CBIT «CUCTEMHY €IHICTBY», OHE 3 KIIO-
4oBHX, Ha TyMKy b. lllanarinoBa, IOHATE, IO AETEPMiHYyE POMAaHTHY-
HUH CBITOTVISA, 30KpeMa X HOTO penpe3eHTalilo B XyA0)KHbOMY TBOPI.
[Ipo excmikanito peaxicTHyHUX QiocodchbKuX imel y nuckypcei Opu-
TaHCHKOTO TOCTIOCTMOJEPHI3MY 3ayBaXXylOTh 1 cami OpUTaHCBHKi AO-
CHITHUKU CY4YacHOTO JiTepaTypHoro mpouecy. Tak, y «The Routledge
Companion...» Codi Bnakoc (Sophie Vlacos) y posnini «Realisms»
MOCTYIIOE JTYMKY CTOCOBHO IMOCTIIOCTMOIEPHICTCHKOTO POMaHYy, pPO3-
rsinatoun inei [. Kanra sk mepcrekTHBHI B KOHTEKCTI XapaKTePUCTUKH
noctnocTMojiepHicTebkoro ceitonsiny (O’Gorman D. & Eaglestone R.
2019: 101, 102, 104, 107).

Sk 3ayBaxye b. lllanarinoB, «pOMaHTHKH TaKOK BCEOIYHO OXOMMIU
ninmumicte npoctopy. Cam KaHTt naB iM mpuBin 1uis TaKUX eKCTIEPUMEH-
TiB, OOIPYHTYBaBIIM MOXJIMBICTh aOCTparyBaHHs BiJi KOHKPETHUX PHUC
MPOCTOPY, KOJIK B YN 3aJUIIAETHCS TIIBKH «UUCTE CIIONISIAaHHS MPO-
cTopy. <...>. Y POMaHTHKIB MU 3HaXOIWMO Iel BEIWYE3HUH, CHilbHUL
MPOCTIp, Mi’K YaCTHHAMH SKOTO iCHYIOTh O€3KOHEYHI i BEIbMH HECTIO-
NiBaHi 3B’s3KU <...>, €IHICTP POMAHTUYHOTO XPOHOTOITY BiJIOBiIana
iXHBOMY PO3YMIHHIO CBIiTY SIK cucmemuoi eonocmi» (Ianarinos, 2010:
49). JlocnigHUK 3aBepIIy€e MipKyBaHHS PO «CUCTEMHY €THICTH)» K YWH-
HUK POMaHTUYHOTO CBITOINISAY 1 HOTO XyIOOKHBOI penpe3eHTarlii, TBep-
TDKEHHSM, 10 B POMaHTHYHOMY TBOPI YCi «OKpeMi IPOCTOPU BXOASATH 10
MEBHOTO CIIJIBHOTO MPOCTOPY (a OTKe, MOXKYTh Y XyAOXKHiH peanbHOCTI
PO3TalIOBYBaTUCS B OPSIIKY, BU3HAUEHOMY aBTOPOM), IIPOTE Cam 1o co0i
BiH MaJyio xBuito€ crionsigaday (Illamarinos, 2010: 50).

Bigminnicts Mixk mornmsimamu 1. KanTa, iX eKCIUTIKAIli€l0 B IUION[HHI
JTepaTypH Ta CydaCHUM OpUTaHCHKUM MOCTIOCTMOAEPHICTCHKUM pOMa-
HOM, Oe3mnepedHo, pastoda. [Ipore € i criTbHI 3B’A3KH, IO JAOTh IiJI-
CTaBH 3aCBiAYUTH TpaHC(OpMaIito CBITOTNIAHAX KOHIETITIB HIMEIILKOTO
POMaHTU3MY B JIOHI OPUTaHCHKOTO POMaHy.
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[Mpunnun (yHKUIOHYBaHHS «CHUCTEMHOI €THOCTI» JeTepMiHOBAaHHH
MOIVISIIOM Ha CBIT SK TaKWi, 10 B CBOIM CHIIBHOCTI Ma€ Ty caMy «Ma-
TEepito», TOOTO CHIIBHUHN «MarepialbHuil QyHIaMeHT». AOcTparyBaHHS
BiJ peanbHOCTI, po sike muiie b. [IlanariHoB y KOHTEKCTI HIMEIBKOTO
POMaHTU3MY, MOXKJIMBE 3 OIVISIIy Ha HAYKOBUH pedyKyionizm, BIACTUBUI
nepcoHaxkaM (i omoBigaueBi B «Cy0o0Ti»), 1110 JTa€ MOXKJIMBICTH MOOAYH-
TU CTPYKTYPHI 3B’SI3KH MK PI3HUMH CETMEHTaMU JIHCHOCTI: «I1’SIHUII i
60MOi OXoATh 13 Hallpi3HOMaHITHIIKX Kij. JledKki 3 Halripmux HikdeM
BUMJIMCS B IpUBATHUX InKonax. [lepoyn, npodeciiuuii peayKLioHicT, He
MOXe He JyMaTH, IO [ HACJiIOK HEBUAUMHUX 3BUBUH 1 IPUMX XapaKTe-
PY, 3aKOJIOBaHUX Ha MOJIEKYIApHOMY piBHI» (Mak’toen, 2007: 246-247).

«CrinpHAN TPOCTIp» BUHUKAE SIK Pe3yNbTaT MEIUKalli30BaHOTO Oa-
YEeHHS! PEaJbHOCTI, Y AKi MiX JIOAMHOIO Ta MPHUPOAOI0 HE ICHYE Bif-
MiHHOCTEMH, OCKIJTbKH B OCHOBI Ta camMa MaTepis, IpeAcTaBlIcHa B JIOAHHI
xi0a 10 y BUIVISAI <GKUBOI Marepii», 10 cTajJo MOKIMBHM Yepe3 pO3BH-
TOK cBigomocrTi. [IpoTe cBigoMicTh, sIK 3ayBaKyloTh [ €Hpi Ta omoBigau
y «Cy0o0Ti», BHHUKa€ BHACIIOK CBOJIIOLIMHUX MPOIECIB Y TOMY CaMo-
MY MOJIEKYJSIPHOMY Mamepiani, 3 SIKOTO CTBOPEHOTO W Hedcusy npupooy.
Caitomsaaai mapameTpu omoBinada B «CyOoOTi» BHSBISIOTH 34aTHICTH
OaunTt BeecBiT (MakpocCBiT), CBIT JIOAMHH, a TAKOK MIKPOCBIT (HaHO-
MpoIeciB, KIITHHHUX MPOILECIB Ta iH.) K B3a€MOIIOB’S3aHUH 3 OIVISATY
Ha CHUIbHUN mamepiarchui GyHnameHT. OCch Ha SKUNA OMHC JHOIUHU
HaTparwisieMO B pOMaHi: «Y MepTBOMY XOJOAI HAyTb BOHH Kpi3b Hid,
MaJIeHbKi raps4i OlONOTiYHI ABUTYHH, SIKIi CHPUTHO IOCIYTOBYIOTHCS
JIBOMa HOTaMU, MIPUJATHUMU Tt Oy/ib-KO1 MIiCIIeBOCTi, 001apoBaHi He-
37YEHHUMH PO3TaNyKeHHUMH HEHpOMepexaMu, IITMOOKO 3aHYPEHUMH B
HabaalIHUK 13 KiCTSHUM KOPITyCOM, CXOBaHMMH BOJIOKHAMH, TETLTUMH
HUTOYKAMH 13 TXHIM HEBUIMMHM >KapOM CBIJJOMOCTI, — IIi IBUTYHH Cami
BU3HAYAIOTh BiacHI nuisixm» (Mak’toeH, 2007: 16).

3ayBaxy, IO MiJ «MarepialbHUM (YyHIAMEHTOM» PO3yMiEMO Ha-
SIBHICTB Ti€l caMol Marepii, 10 CKJIAJaeThCs 3 TICBHOIO HAOOpy aTOMIiB.
30aTHICTD OXOMUTH COLiaNbHE, EKOHOMIYHE, MOJITHYHE, MPUPOAHUYE
B OIHOMY MOIJIS/I BIACTUBE MOCTHOCTMOIEPHICTCHKOMY OIOBigaveBi,
a TaKoX TMPOTAroHICTOBI, SIKUM PO3IVISAAE COIiIbHI SIBUINA (IPOTECTH
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JEMOHCTPAHTIB, TEPOPU3M, PENiriiHuN (aHaTH3M) i3 MO3MULIKA TEBHUX
HelpodizionoriyHnX BigxuieHs abo X MpHHANMHI cenniku MO3KOBOT
aktuBHOCTI. He Oe3 ipoHii onucano qeMoHCTpallii Ha Byauilsax JIoHmoHa,
aki 6auuth ['eHpi, a pa3oM i3 HUM 1 «BCE3HAIOUMIT» Haparop. «3a CIHHA-
MU 40J0BiKiB, Ha TorTHEM-KOpT-Poyn, Oe3nanni rpynu 1eMOHCTpaHTIB
PYXaloThCs Ha MiBACHB, 00 MPUEAHATHCS A0 TOIOBHOI KoJloHU. [lepoyH
03MpaeThes yepes iede. Tam, 3a HUM, Ha [oBep-CrpiT, pymmuna cripas-
KHA IeMOoHCTpauis. Tucsdi oneit, copMoBaHi B €AMHY IIITbHY KOJIOHY,
pyxatoThbcs B HanpsAMKY [likagimmi, IXHi TpaHCTIapaHTH TepoidHO TTOXHUIIe-
Hi BIIepe], SIK Ha PEBOMIOLIHHOMY Iakati. <...>. 3a[yis ApaMaTuIHOTO
e(eKTy BOHU KPOKYIOTh y THIII, B TaK MOrpedanpHoro 000 OapabaHiBy
(Max’roen, 2007: 80).

«PemyKiioHi3M», BIacTHBHH MOCTIOCTMOACPHICTCHKOMY OIOBiga-
4eBi, 30kpeMa B pomaHi «Cy0oTa», 1a€ MOXKIIMBICTh 3BECTH BCi MpoIIe-
cu 10 0a30BUX 13 TOUKHW 30py Helpoddizionorii. BoqHouac 3ayBaxy, mo
TaKud PEAYKIIOHI3M HE € CyTO MO3UTHBICTCHKUM THUIIOM MHCJICHHS. Y
HBOMY IPEACTaBICHO TAKOX 1 BIACTHBUHN JJIsl POMaHTHYHOTO CBITOIJISIITY
«CHIBHOTO TPOCTOPY» MeTadi3UIHUI KOMIIOHEHT, SIKUH Hapasi yMOX-
JINBJIEHUN HEIOCTATHHOI BHUBYEHICTIO ITOSIBH CBIIOMOCTI, il €BOIIOLII-
HO1 MOSIBU 3 OCOOITMBOTO MOEHAHHS MOJIEKYJT 010JIOTTYHUX T1JI.

Haragato mipkyBanust b. IllamarinoBa mpo iger0 «CHUIBHOTO MpO-
CTOpPY» Ta «CUCTEMHOI €JHOCTI», BIaCTUBOI POMAaHTUYHOMY CBITOIIISIIY
KaHTiaHCBKOTO ITHOY: «[IpHpomy pOMaHTHKHM CHpUAManyl MHpIIe, HiK
npocTo (hi3uYHy Marepito; A HUX BoHa Oyna Kocmocom, a oTke, idecro.
Lle o3Hayae, MO0 BOHA BHpaXkana podosgy, a He BUIOBY CyTHICTb OyTTS»
(Ilanarinos, 2010: 53). Ines, 3a poMaHTHKaMH, TIOCTAE PE3EPBYapOM, IO
BMIIIY€ BCIO cymHuicmb Oymmsi, IOMIOHO JI0 TOTO, SIK Y TMOCTIIOCTMOAEP-
HICTCHKOMY CBITOIJISIZII TMOETHAHO TpaHCUEHACHTaIbHE (MeTadiznuHe) i
HAyKOBE 3 YSIBJICHHSIM 3arajioM PO «yHiBepcaJbHY» Ta «PO3yMHY» MpH-
poxny (Illanarinos, 2010: 53).

VY pomani «Cybora» peanicTHYHa TEHACHISl TpEICTaBleHa Haii-
BHpas3Hilie 3 ONIsAAy Ha (ax mporaroHicra (BiH Helpoxipypr). BoaHo-
Yac OMOBijaueBi BIACTHBUH CrOCIO OadeHHsS CBITY, SKUH CYrojOCHHMA
i3 mornsmamu camoro [eHpi. OmoBinay Ha3WBa€e WOTO CII€EHTHCTCHKHIA
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CBITOIIISA PENYKIIOHICTCHKAM, BOXHOYAC OCMUCIICHHS OKPEMUX SIBHII Y
MOBJICHHI OIIOBi1a4a TaK caMo JOLIBHO CXapaKTepHU3yBaTH SIK peayKIIio-
HicTcbke. [lepeayciM BUSBIEHO XapaKTEPUCTUKY JIOAMHU 3 MO3MUILIN 6i0-
XiMii, COpUIHATTS CB1IOMOCTI SIK €BOJIOLIHOTO yTBOPEHHS, SIKE PO3BH-
HYJOCS B KUBiil Marepii. BomHouac npouec GpyHKIIIOHYBaHHS CB1IOMOCTI
CHPUHMAETHCS K TAaKUH, O AOCI HE MMOSICHEHUH 13 HAYKOBOI TOUKH 30DY.

CuieHTUCTChKa 30pi€HTOBaHICTh [ €Hpi i omoBigada He eTiMIHYIOTbH
TEHJICHIII1, 110 3arajoM € aHTHIAaTHYHOIO 0 TO3UTHBICTCHKOTO CBIiTO-
DIAOy: Malo Ha yBasi poib bora (iHBapiaHTH: BHIAJIOK, JOJS Ta iH.) B
CBOMIOLIHHUX Mpolecax CBITOOYIOBH W 3apOKEHHS JIOACHKOTO JKUTTS
Ha TuiaHeTi. bor mocrae opraHivHOIO YAaCTHHOIO MeTagi3WYHOI KOMIIO-
HEHTHU CBITOINISAY MEPCOHAXIB, AKi, SIK 1 OMOBiNay, Y)KUBAIOTH MOHATTA
«00Tr», «BHMAA0K», HE 3aepeuyou HasIBHOCTI «MeTa(i3uuHOi TerIeono-
rigroCTI». [1i «MeTadi3nuHOI0 TEICOIOTIUHICTIO» PO3yMIEMO HAsIBHICTh
y BCECBITHIX Ipoliecax BU3HAYEHOCTI, IEBHOI 3aJaHOCTI, sIKa IETEPMiHY€
30KpeMa i TosIBY TakuX (PEHOMEHIB, SIK )KUTTS, CBIIOMICTb Ta iH.

OnHuM i3 BapiaHTiB MOCTHOCTMOAEPHICTCHKOTO peaji3My € HaaMip-
Ha yBara JI0 eKCIUTIKaIlii B TeKCTI MEAMYHOI TEPMIHOJIOTII, SIKa JIETaIi3ye
OTIHC TICPCOHAXKIB, TX B3aEMOii, cTaBIeHHS ojHe 10 oxHoro. «[li3Hime,
micist Toro, ik Mictep Befimi 3poOuB po3pi3 y ii BepxHiX sicHaX, BiArop-
HYB OOJHMYYS BiJ BXOJY 10 Ha3aJIbHUX MPOXOMIB, BIIMIISIOUN CIU30BY
000JIOHKY HOCa Bij MeperopoAku, I'eHpi AOMOMIr MOCTaBUTH Ha Miclle
MacHBHUH onepauiliHuii Mikpockom» (Maxk’roeH, 2007: 46).

Omnuc nikyBaHHS, pO3MHUCIH OIOBila4a HajIeXarTh 10 BaXKIIMBOTO eJie-
MEHTY PEaliCTUYHOI MMOCTUKH, MpeacTaBieHoi B pomaHi «CyboTay, ane
SBJICHOT TAKOX 1 B iHIIMX IBOX poMaHaX. OCMHCIIEHHS TaKUX MOTHUBIB, 5K
CTapiHHSA, HASABHICTH (DI3MYHMX Baj y MEPCOHAXKIB EKCIUIIKOBAHO B MEH-
KaJi30BaHii mapaaurMi, o Mae BUPa3Hy CIIIEHTHCTCHKY OcHOBY. «llepe-
JIOM TATHETHCSI TOCTaTHBO piBHO. KpoB, 3aMiHHA KPOB, MPOCTYMAE Yepes3
Hporo Bropy. Konu PonHi mpoMuB ycto ainsHky ¢izpo3unHoMm i 00Tep ii,
BOHM 0a4arh, O TPINTUHA B KICTII MA€ MIMUPUHY OIHM3BKO JIBOX MilTiMe-
TPiB — BOHA CX0Ka Ha PO3KOJIMHY IIiCIIs 3eMIIETPYCY, HoOavueHy 3 moBiTps,
a0 Ha TpilMHY B pycii nepecoxyoi piuku» (Maxk’toen, 2007: 227).
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Ines MeaukanizoBaHOTO OA4YEHHS JAIMCHOCTI 3HAXOAUTH CBOE BitoOpa-
KeHHS B poMaHi «Amctepram» (1998 p.), skuil AOUiNBEHO po3TiIsAaTH
SK TBip i3 BUPa3HUMH TEHACHIISIMH MEPEXOAY MOCTMOAEPHI3MY (ipoHiu-
HICTh) Y MOCTIOCTMOJICPHI3M (BiIMOBa BiJI OHTOJIOTIYHOTO Ta €IiCTe-
MoJoriyHoro cymHiBy» (X. beprenc)» (umr. 3a: Buconpka, 2010: 261). B
«AMcTeprami» HasBHI IPUKIAIN ipOHIi:

—  JlocmimKeHHs BIACHOTO MyTa, — mifka3as Ixepemi bos.

He 30BciM. «/locnmimkeHHs» — 3aHaITO IHTENEKTyallbHO. binbiie sk
«rapu-6apu npo nmym» (Mak’roen, 2017: 162).

Bomnouac y pomani . Mak’toena HasiBHI (hOpMH MEIUKaTi30BAaHOTO
Oauennst nificaocTi («Lsg mymka Tex Oyna 3aTWIIHA, TOX JOKH XiMidHi
CHOJIYKH AOCSTIIM MO3Ky, KnaifB miATsArHYB KoisliHa 70 TpyaeH i 3Bijib-
HuBcs» (Maxk’roen, 2017: 36), «XBopoba mporpecye ManeCeHbKUMH
HETMIOMITHUMH yAapaMyd B MalliX KPOBOHOCHHX CyAWHaX MO3Ky. B cymi
CBOiH 1H(APKTH 3yMOBIIOIOTH MOTIpPIIEHHS Mi3HABAIBHUX 3IaTHOCTEH,
po3puBaroun Mepexi HepBoBoi cuctemm» (Maxk’toen, 2007: 149)), tak
1 MOTHMB 3MiHH MOIVISIIIB 1 MIHHOCTEH y MOMEHT TPariyHoro MPO3piHHA,
CIPUYMHEHUH CMEPTIO OJM3BKOTO MepCcoHaXka (eJIeMEHT MicTepialbHOTO
narrepry): «Ii cMepTh misHECTa HOro HaJl 3araabHUM TIPE3UPCTBOM. Bin
BUpiC Ha AIOWM-/IBa, CIMHA Y HHOTO BUIPOCTAIACs, TOJIOC MOTTTHOUBCS,
BiJ{HAl/ICHE MOYYTTS TiTHOCTI 3BY3HJIO HOTO OnarajibHi MOXaJIHBI 04i»
(Max’toen, 2017: 9).

[Ipote 3a3Hauy, 110 HEMPaBUILHUM 0YJ10 O TOBOPUTH PO YHCTHI BUSB
MO3UTUBICTCHKOI MIaTGOPMHU B CBITONIAJHUX HACTAaHOBaX MEPCOHAXIB,
Mo3asK y HUX HasBHI MeTai3MyHi KOMIUIEKCH, SKi JalOTh MOXIUBICTD
PO3MIpKOBYBaTH TPO KUTTS K Meradizuune sBumie. MeradizuuHicTh
JUTS. OTOBia4uku B poMaHi «CIIOKyTa» BH3HAY€HA TUM, IO Oi0JIOTiYHA
CMEpTBH € MPOIIECOM CTHPaHHS i MEBHOI icTOpii, sIka MOB’s3aHa 3 )KUTTAM
monuad. «Komu s mompy, i Mapianu noMpyTbh, a poMaH HapemTi Oyae
BUAAHWI, MU BCl iCHyBaTHMeMO JuiIe K Moi Buraaku. | Bpaiioni Tex
Oyze Takoro camolo (haHTasi€lo, K 1 OTi 3aKOXaHi, KOTPi CIUIATh Pa3oM Y
Benemi it noBonsATk 10 JItOTI CBOO rocnoauHio» (Mak’roen, 2008: 342).

HeMOox/IMBiCTP TOYHO PEKOHCTPYIOBATH OyIb-sSKE JKUTTA B TEKCTY-
aNnbHUX (hopMax MOPOKYE CTparerito Woro ¢ikmioHanizamii. [cHyBaHHs
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JIOOVHU Y BUIVISLII TIaM’ATi PO Hel B UTTI HAIIAAKIB 1 MalOyTHIX MO-
KOJIHb €KCIUTyaTye cTparerito QikmioHamizamii, IpUTaMaHHy XyTOXKHIiH
miteparypi. TBopeHHs1 XyaokHBOTO TpocTopy i bpaioni Tommic € i
6U2a0K0I0, 1 peanvricmio, OCKUTBKY, Ha TyMKY NPOTaroHiCTKH, HE iCHy€
YiTKUX (OpM PO3BEACHHS KUTTS MEPCOHAXKA U JKUTTS peaslbHOI JIIOAUHH,
SIKe TIOKJIAZICHO B OCHOBY KOHCTPYIOBaHHS XYIOXKHBOI Oiorpadii, mo 3y-
MOBJIIOE€ HAIMIpHY JieTaji3alilo HapaTuBy CIOTagaMu 3 MUHYJIOTO.

b. Tonnic cTaBuTh MUTaHHS MPO Te, IO KUTTIO BIACTHBI CTparerii
JiTeparypH, a JiTeparypi — cTpaTerii >KUTTA, OCKUIbKY 3aHyPEHHS B TECT
iHTeHCH]IKY€E MPOLIECH YSBH, a OTXKE, IPOKUBAHHS YUTa4aMH KHUTTIB 1H-
IIMX MEPCOHAXIB. «...Sl Hamarasacsi BiTHOBUTH B IaM SITi T€ CIIEKOTHE
JITO TUCSYA EB’ATCOT TPUIALATD I’ ATOTO POKY, KOJIM 3 MIBHOYI MPUiXain
poandi. S oGepHynacs 10 TPYIH i cKa3ajia aKTopam, 10 Halll CIIEKTaKIIb
He Mir OM HaBiTh piBHATHCS 3 IXHIM. [I’epo pimryue kuBaB ronoBoro. S
MOSICHUJIA, 1110 3PUB TOMINIHIX PENETHINH — I[¢ BUKIIFOYHO MOS BHHA, 00
AKpa3 y caMm ix posmai s BUpIlIMjia CTath poMaHicTkoro» (Mak’ioeH,
2008: 340). He Bigomo, uu Oys0 6 ZOCATHYTO TaKoTo e(EKTY, IKOH aBTO-
pH HE BOaBajucs 110 rinepboinizanii abo Metadopu3allii IEBHUX CIOKET-
HUX JIiHi}, TOPTPETHUX XapaKTEPUCTHK, MPOMHUCYBaHHs AeTanel. «3mo-
yuH OyB, aje Oynu i 3akoxaHi. [Ipo 3akoxaHHX 1 IXHIO IIACIUBY AOJIO
g Iymana UUTiciHbKYy Hid. Mu pywaemo conyio 6 obiimu. HeBnana in-
Bepcis. MeHi crano Ha AyMKY, IO f, BPEIITi-pellT, He 3aixaja ax Tak
JaNieKo Miclisl HAMMCaHHs CBOEI I'€CKU. <...>. | TiJIbKU B OCTaHHBOMY
BapiaHTI poMaHy Y MOiX 3aKOXaHHX BCE KiHYaeThcs AoOpe <...>. Aune 4
OinbIe He Oavy HisIKOT KOPHCTi, CKaKiMO, B TOMY, a0u IPAMUM UM HETIps-
MHUM YMHOM IMEePEeKOHATH YnTauiB, 1o Pobi Tepuep momep 1940 poxy um
mo Cecutist 3arMHyNa Y BEPECHI TOro K POKY BHACHIIJOK BUOYyXy O0MOH,
sKa 3HUIIMIa cranuito metpo «bexem». o s B3aramni He 6aunna iX TOro
poky. <...>. Skwuii xxe x ue OyB Ou KiHeup? SIKuii cMHUCI, SIKy HaJilo,
sKe 3aJJ0BOJICHHS OTpUMaB OM unTad BiJ Takoi icropii? XTo 6 cXOTiB MO-
BIPHUTH, 110 BOHU HiKONM Oijblle HE 3yCTPUIHCA, IO IXHE KOXaHHS TaK
1 He 3xilicHunoca? XTo O CXOTIB y L€ MOBIPUTH, OKPIM MPUXUILHHUKIB
Haimoxmypimoro peanizmy? S He Mora iM Takoro 3pooutn» (Mak’1oeH,
2008: 341-342). Ha nymky bpaiioni, peanbHe KUTTS MOKe OyTH 3HaUHO
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MEHII LiKaBilIMM 1 MEHII MOTYKHUM Y IUIaH1 Bi3yaizalii peanvHoeo 1is
4yHuTaya, HiXk BUTaJJaHe KUTTSI IEPCOHAXKIB, SIKE CIIPUUMAETHCS SIK LIJTKOM
peasipHe YMTauaMH, 3AaTHAMH JO CITiBIIEPEKUBAHHS, BUXOBaHHS B CO0I
eMIIaTii, CiBYyTTS TOILO.
BucHoBku

3niliCHeHe IOCHTIJDKEHHS Ja€ TiJCTaBU BH3HAUYUTH W YTOUHHTH
OKpecJieH]l paHillle XapakTepUCTHKH MOCTHOCTMOJEPHICTCHKOTO pea-
Ji3My, SIBICHOTO B JIOHI OPUTaHCHKOTO pOMaHy: MakCUMaJlbHA JeTalli-
3alis AIHCHOCTI IIISXOM YBEIEHHS MO3aliTepaTypHUX 1 «M03aKUTTE-
BHX» KOMIIOHEHTIB, OKpPECJIEHHS i1ei «uibHOCTI cBiTY» (po3pobieHoi
B HIMEIIbKOMY POMaHTH3Mi) 32 TOTIOMOT0I0 MEIUKATI30BaHOTO OaYeHHS
JIOJIMHM, TIOSICHEHHS ii BUMHKIB, 1HTEHIH 1 cBiTy 3araimom. [lix «mo-
3aKUTTEBUMHU KOMIIOHEHTaMI» PO3yMIEMO HAyKOBi TEpMiHHM Ha MO3Ha-
YeHHS OpPTaHIYHUX CIONYK, IO € 0a30BUMH B T€HETHYHOMY Marepiaii
JMONWHYU, B 11 OiOXIMIYHHMX Ta MCHXOHEHPO(]i3iONOTIYHHX MpoLEecax.
Excrutyaranisi Takux MOHSTh, YBEIEHHS MEIMKaIi30BaHOTO CIOCO0Y
CBITOPO3YMIHHSI ITIOCHIIIOE PEATICTHYHICTD 1 JJa€ MOXKIIUBICTh CHOpMY-
BaTH HOBHH I Cy4YacHOT JIiTepaTypH TUI YyTTEBOCTI Ta XyJTOXKHBOTO
CBITOCTIPUIHSATTS: pallioHAIbHO-MeTai3U4IHUI a00 K MO3UTHBICTCHKO-
MeradizuyHuil, M0 nepeadayae HaAyKOBHH NOMISAJ HA MPUPOIY pedcit
HABKOJIO IEPCOHAXKIB, MEIMKaIi30BaHE PO3YMIHHS JIIOJUHH SIK CUCTEMH
HEHpOHIB 1 MoJleKyn 31 cBinomicTio. BogHowac Take OaueHHs He 3are-
peuye y cucteMi cBiTorsiay Meradiznunux ssuml (bora, mpoBuiHHS,
BUIIMX 3aKOHOMIpPHOCTEH), SIKi HETEPMiHYIOTH PO3TOPTaHHS >KUTTS.
THUNONOTiYHO BOHO MOAIOHE 10 POMAHTHYHOTO CBITOIIISY, SKOMY TaK
caMoO ImpUTaMaHHEe MAaKCUMAaJIbHO I[UTICHE CXOTUICHHS AIMCHOCTI B (haH-
TaCTUYHUX, MICTUYHUX 1 peanbHuX (Pi3HUHUX) SABUIIAX.
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(ua marepiaui pomanictuxku I. Mak’oena)
Merta 1oCiUKEHHS: BU3HAYUTH MOETOJOTIYHI 0COOIMBOCTI PealliCTHYHOTO
ncbMa y Tppox poManax [. Mak’roena («Amcrepaam», «Cyoota» it «CiokyTay).
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MeTomosorist 1 METOIU JOCIIPKEHHS: TepMEHEBTUYUHUH, TIPUIUIBHOTO YUTAHHS,
¢binocodChki miAXOH.

OxkpeciieHo QyHKIIIF0 HaAMIPHOT JAeTaji3alliil B onoBiai. BusHayeHo BiacTu-
Bi POMaHTH3My OCOOJIMBOCTI KOHCTPYIOBaHHSI METAPOMaHHOI'O JUCKYpPCY B IO-
CTHOCTMOZAEPHICTChKOMY poMaHi. CXapakTepH30BaHO CBITOIISAA IEPCOHAXIB
MTOCTIIOCTMOJIEPHICTCHKUX POMaHIB, Y IKOMY YBHPa3HEHO MOTHB MEINKaIi30Ba-
HOTO ITi3HAHHS JIACHOCTI, B CAMUX pOMaHaX BHUABICHO KOPITYC i/1eH, TOB’ I3aHUX
i3 TUCKYypCcOM MEIVMIMHHU i HayKH 3arayioM. HayKoBicTh CBITODISTY NEPCOHAXKIB
BOTHOYAC 3a0e3meuye iX 3MaTHICTh 3MIMCHIOBATH KOTHITUBHUHM PEXyKIIOHI3M,
i1 IKUM PO3YMI€EMO TEHJICHIIIIO JI0 BUSIBJICHHS W MpEACTaBJICHHS MpoOieMH B
6az0BOMy BUIIISi/I, O€3 3aTyueHHs] eMOLIITHNX YNHHUKIB COPUIHATTS JificHOC-
Ti; PO3MIISA JIFOAMHYU Ha PiBHI OGIMOJIEKYJISIPHOMY, HEHPOQi3ionoriYHOMY Ta iH.
3nilficHeHui aHai3 1a€ MiJICTaBU TOBOPUTH PO PEaKTyasli3amilo peaiCTHYHOrO
MUCbMa, SIKE JIA€ MOXKIIMBICTh BHSBUTH BHYTPILIHE JKUTTS IIEPCOHAXKIB, peai-
30BaHE Yepe3 BHYTPIIIHI MOHOJIOTH, pediekcii, OCMHUCICHHS €K3MCTEHIIIHHUX
mpo0JIeM Ta pearyBaHHs Ha MPOOJEMH IHIIMX (WICHIB POIUHHM, KOJICT, Halli€H-
TiB). ¥ «CHokyTi» TBOpPEHHS JITEPaTypHOTO HAPATHUBY HPUPIBHIOETHCS 10 pe-
aJBHOTO, KU 3aMIIly€e CIPaBXHIO JIMCHICTH 1 MOXKE MaTH HE MEHIITY IiHHICTb,
HiX TIPOTOBOPEHHS PEaJHLHOTO JKUTTS JIFOAEH, KOTPi CTaI MPOTOTHUIIAMH B JTiTe-
parypHOMy TBOpi. BogHowac nporaronict pomany bpaiioni Tomtic BuCIOBIIOE
MIpKyBaHHS, IO JIFOACHKE JKUTTA MEPETBOPIOETHCS Ha (DIKIIHHUKN MPOCTIp M
(bi3UYHOT CMEPTI JTIOANHH.

B ananizoBaHMX poMaHaX BHSBIEHO MOTHB IIPOTAroHICTIB, ITOB’S3aHUH i3
MIPOTUCTOSHHSM JKHUTTEBUM TPYAHOILIAM a00 HUISXOM iX pO3KJIajaHHA Ha 0a30-
Bi peyKOBaHi B CIIPHHHSTTI KOMITOHEHTH, a00 X 3aMillleHHsM JiHCHOCTI BHTa-
JIAHAM HapaTHBOM, SIKMU JJISI CaMOro aBTOpa Ma€ HE MEHUIY LIHHICTb, Jar04H
MOYJIMBICTh JUCTAHIIFOBATUCS BiJl TUX AETajeH, siki TpaBMyioTh. CMepTh CTa€e
BIJINTPABHOIO TOYKOIO B 30JIM)KEHHI KUTTS i BUTAAKH, B 1X MOJAIBIIOMY TIepe-
IUIETEHH], OCKUTBKH (Pi3HUHMIA KiHEeIh IEPCOHAXIB AETEPMiHY€ TEPETBOPEHHS 1X
KUTTS Ha QIKIIHHIA HaApaTUB, Y IKOMY JeAalli CKIaIHIIIe PO3PI3HUTH CIIPaBKHE
BiZl c(paHTa30BAHOTO). 3a3HAYCHI CBITOMIAIHI KOMIUIEKCH (POPMYIOTH CIIEKTP (i-
J0COPCHKUX MPoOIIeM, PeNPE3CHTOBaHHX Y IIOCTIOCTMOACPHICTCHKUX (HAIHCa-
Hux micis 2000-ro poky) OpuTaHChKHX poMaHax I. Mak’roeHa.

Kniwouosi cnoea: nocTnocTMOAEPHI3M, OPUTAaHCHKUI pOMaH, peryKiis, Ha-
paruB, ¢ikuis, 1. Mak’roeH.
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AHHOTALMA
JA.N. Ipo3noBckuii. @®usjocopckue KOHIENTHI POMAHTU3MA
B OpUTAHCKOH MOCTHOCTMOIEPHUCTCKOI Mpo3e
(Ha marepuaJjie pomanuctuku U. Makbro3na)

Lenp nccnenoBanus: 0003HAYUTH MOITOIOTUIECKHE OCOOCHHOCTH peajic-
TUYECKOTO MHChEMa B Tpex pomaHax U. MaksiosHa («Amcrepaam», «Cy60oTay
u «Mckyrienne»). MeTononorus 1 MeToIbI HCCIeI0BaHMUS: TePMEHEBTHUCCKHUH,
MIPHUIETLHOTO YTeHHSI, PUITOCO(CKHE MOIXOBI.

OnpeneneHpl (QYHKIMH YPe3MEPHOW NeTaun3alud. XapaKTepU3UPYIOTCS
MIPUCYIITHE POMAHTU3MY OCOOEHHOCTH KOHCTPYHPOBAHUS METapOMAHHOTO JIHC-
Kypca B TOCTIOCTOMOJEPHHCTCKOM poMaHe. lcciemoBaHO MHPOBO33pEHHUE
MEPCOHAXKEHW MOCTHOCTMOAEPHUCTCKUX POMAHOB, B KOTOPHIX BBIPAKEH MOTHB
MeINKaJIM3UPOBAHHOTO TO3HAHMS ICHCTBUTEIHLHOCTH; B POMaHaX OOHApy>KeH
KOPILYC UIEH, CBA3aHHBIX C TUCKYPCOM MEIUIIMHEI U HayKH B 11esioM. HayaHOCTB
MHPOBO33PEHHUS MEPCOHAXKEHW ONHOBPEMEHHO O0ECIIEYHBAeT MX CIIOCOOHOCTH
OCYIIECTBIISITh KOTHUTHBHBIN PEIYKIHOHHU3M, IIOJl KOTOPHIM IIOHMMAaeM TEH-
JIEHIINIO K OOHApY>KeHHWIO M TPEACTaBICHUIO MpoOieMbl B 0a30BOM BHIE, 0€3
MPUBJICYCHNUS SMOLMOHANBHBIX (DaKTOPOB BOCHPUATHS JACHCTBUTEIHHOCTH;
paccMOTpeHHe YeIoBeKa Ha OMMONIEKYISIPHOTO, HEHPO(PH3HOIOTHIECKOM H Ip.
ypoBHsX. [IpoBeneHHBIN aHAIH3 aeT OCHOBAHUS TOBOPUTH O pEaKTyaIN3aIliH
PEATMCTHYECKOTO MTUChMa, CTIOCOOHOTO BEISIBUTH BHYTPEHHIOIO )KH3HB IIEPCOHA-
KEH, pealn30BaHHYIO Yepe3 BHYTPEHHHE MOHOJIOTH, pedIeKCHH, OCMBICICHHS
9K3UCTCHIUANBHBIX MPOOJIEM M pearnpoBaHMs Ha MPOOJIEMBI IPYTUX (UICHOB
CeMbH, KOJUIeT, manueHToB). B «lckyruieHum» co3maHue JIUTEpaTypHOTO Ha-
ppaTHBa MPUPaBHUBACTCS K PeaJbHOMY, KOTOPBII 3aMem[aeT HACTOSIIYIO JeH-
CTBUTEIFHOCTh K MOJKET UMETh HE MEHBIIYIO IIEHHOCTh, YeM peaslbHasl KU3HH
JOeH, CTaBIINX MPOTOTHUIIAMH B TUTEPATYPHOM IPOU3BEACHHUH. B TO e Bpems,
Bpaiionn Tomnmca, mpotaronuct pomana «VICKyTmeHHN», BBICKa3BIBAeT COO0-
paKeHHs, 9TO YeJIOBEUeCKas )KU3Hb IPEeBpamacTcs B (PUKIIMOHATUIUPOBAHHOE
MIPOCTPAHCTBO MOCIE (HU3NIECKON CMEPTH YETOBEKA.

B ananm3upyempIx pomMaHax OOHAapY)X€H MOTHB, CBS3aHHBIA C HPOTHUBOC-
TOSHUEM >XH3HCHHBIM TPYAHOCTAM WM IyTEM HX pa3IoKeHHs Ha 0a30BbIe
penynHpOBaHHEIE B BOCIPHUATHN KOMIIOHEHTHI, FIIH K€ 3aMEIIeHHUEeM JeHCTBHU-
TETHHOCTH BBIMBIIUICHHBIM HAappaTHBOM, KOTOPBIA U CaMOTO aBTOpa HMe-
€T HE MEHBIIYI0 IIEHHOCTh, JaBas BO3MO)KHOCTh AMCTAaHIIMPOBATHCA OT TeX
neTaneii, KoTopele TpaBMHUPYIOT. CMEpTh CTAaHOBHUTCA OTIPABHON TOYKOW B
COMKEHNH KXU3HU U BBIOYMKH, B UX JaJIbHEHIIEM MeperIeTeHIH, OCKOIbKY
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¢u3MUecCKUi KOHEIl TEepPCOHaXKeH NeTepMHUHUpPYET NpeoOpa3oBaHHUs WX IKH3-
HU Ha (UKIMOHU3UPOBAHHBIA HApPaTUB, B KOTOPOM BCE CIIOXKHEE CTAHOBHUT-
Csl Pa3IM4YMTh HACTOSIIEE OT BBIIYMAHHOTO). YKa3aHHBIE MHPOBO33PEHUYECKHE
KOMILJIEKCHI (OPMHUPYIOT CHEKTp ¢riiocodckux mpobdiaeM, MpeACTaBICHHBIX B
MOCTIIOCTMOJICPHUCTCKIX (HanmucaHHbIX mociie 2000-ro roma) OpuTaHCKUX PO-
maHax M. Makbro3Ha.

Kntouegvie cnosa: mocTrnocTMONEpHI3M, OPUTAHCKUH pOMaH, peayKIHsl, Ha-
pparuB, duknus, 1. MakpiosH.

Abstract
D.I. Drozdovskyi. Philosophical Concepts of Romanticism
in British Post-postmodern Fiction (in Ian McEwan’s Novels)

Purpose: to define poetic features of realistic writing in three novels by
lan McEwan (Amsterdam, Saturday, and Atonement). Materials & Methods:
hermeneutic approach, close reading technique, philosophical approach.

The study describes the function of excessive details in the narrative and
spotlights the peculiarities of constructing novelistic discourse, traditionally
attributed to Romanticism, in the post-postmodern novel. The article
characterizes the outlook of the characters of post-postmodern novels, in which
the motif of medicalized knowledge about reality is expressed. Further, an array
of ideas related to the discourse of medicine and science is revealed in the novels.
Moreover, the scientific outlook of the characters enables them to use cognitive
reductionism, which means the tendency to identify and represent a problem in its
basic forms, without the emotional factors of perception of reality; consideration
of the human being at the molecular, neurophysiological, and other levels. The
analysis advances the discussion about the actualization of the realistic mode of
writing, which reveals the inner life of the characters, realized through internal
monologues, reflections, understanding of existential problems and responding
to the problems of others (family members, colleagues, patients). In Atonement,
the creation of the narrative is equated with the physical reality that replaces
true reality and can have no less value than the real-life narrative of the people
who have become prototypes. At the same time, the protagonist of the novel,
Briony Tallis, argues that human life is transformed into a fictional space after
the physical death of the human being (she means herself).

In the analyzed novels, the protagonist’s motifs are discussed with regard to
the confronting of reality or by decomposing it into basic components that are
reduced in perception, or by replacing reality with a fictional narrative, which
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has no less value for the author. This mode of representation of reality provides
an opportunity to distance the protagonists from those details that are traumatic.
Death is accepted in Saturday and Atonement as a starting point in bringing
life and fiction closer, as the physical end of the characters determines the
transformation of their lives into a fictional narrative, in which it is increasingly
difficult to distinguish the real from the fantasy. This outlook problematizes the
spectrum of philosophical problems represented in the post-postmodern (after
2000s) British novels by lan McEwan.

Key words: post-postmodernism, British novel, reduction, narrative, fiction,
Ian McEwan.
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EK3UCTEHLIMAHI NOWYKW «BTPAYEHOTO MOKOJIIHHA»
B POMAHI C. XKALAHA «<BOPOLUUNOBIPALL»

Beryn

[Ipo3oBuii HaOytok C. XXagaHa opraHiuHO BILTITA€ETHCS B Cy4acHY
YKpPaiHCBKY JITEpaTypy, 30KpeMa B 3aralbHUI KOHTEKCT TBOPIB PO MO-
noap. MuTtels nuie nepeBakHo Mpo BiacHe MokomiHHA 1990-x pokiB i
MOJIa€ XPOHOJIOTIF0 OJIHIET TeHepallii, Yue iICHyBaHHsI, 32 HOTO CIIOBAMH, —
1e «meBHa miacBigoma crpareris» (bonmapenko, 2011). P. Xapuyk BigHo-
CHUTb P03y MUChbMEHHUKA 32 1IeHHO-TEMaTHYHUM CIIPAMYBaHHIM JI0 Ha-
NPSAMKY «HAHHOBIIIOT MiJTITKOBO-AUTSAYO1 TiTEpPaTypHOI albTepPHATHBUY
(Xapuyk, 2011: 207). Lle BusBisieThCsI, MEpeAyciM, y 300pakeHHI 3HEBi-
PEHOTO 1 HEIaCHOTO MOJIOIOTO MOKOJIIHHS YKPAiHIliB 100U repeOymoBr
CPCP Ta iioro »uTTs 3a 4aciB He3anexkHoi Ykpainu. Y npo3si C. XKanana
TakuMH € aprobiorpadiunuii poman «/enem Moy (2004), poman y dop-
Mi HoTaTtok «Anarchy in the UKR» (2005), 36ipka manoi mpo3u «I'iMH fe-
Mokpatn4Hoi Monofi» (2006) ta inmi. Cepen HUX 4iNbHE Micle 3aiiMae
poman «Bopommiosrpan» (2010), skuit Oymo y 2014 poui oronomieHo
«Knwuroro necatumitts» 3a Bepcieto BBC, a 'y 2018 porti ekpaHi3zoBaHo.

Taka yBara 1o mpoOieM CBOTO MOKOJIHHS, 3HAHHS CIEIU(IKA HOro
icHyBaHHs1 «3cepenuHm» go3Bonuau C. Xagany cratu Horo peyHHKOM
B YKpalHCBKi KyJIbTypi, IO W BIUIMHYJIO Ha MDKHApogHE BWU3HAHHS
KHUTH, aJKe «MacITad MUCHbMEHHHMKAa BH3HAYAETHCS HOTO 3[aTHICTIO
00’€KTHUBHO, NIPaBAMBO BiJOWBAaTH CBOIO JOOY, a LIe HEMOXIINBO 0Oe3 ca-
MOYCBIJJOMJICHHSI B yaci, 6e3 BupoOseHoro crasieHHs 10 Hporo» (Lapo-
Ba, 2015: 50). P. Xapuyk HaBiTh IPOBOIUTH Mapajellb 3 JiTepaTypHUMH
TpaguLisIMA aMEpUKaHCHKUX «OiTHHKIBY 1960-x pokiB (Xapuyk, 2011:
210). Sk 1 y TBOpax MHCBMEHHUKIB «po30uToro nokominusm» (B. Beppo-
y3a, A. ['in30epra, k. Kepyaka ta inmmx), y nposi C. XXagana npucyT-
Hi MOTHBH HOHKOH(OPMi3My, CBOOOIH, CAMOTHOCTI 1 OE3MPHUTYIBHOCTI.

© Anina 3emnancovra, Anamoniu 3emnancoxu, 2020
http://dx.doi.org/10.34142/2312-1076.2020.1.95.03
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BaxxnmuBuM 3 OO NOMIAY € BU3HAUCHHS €K3UCTEHIIHHOTO BUMIpY TBO-
PiB MHUTIISI, 30KpeMa poMany «BopommmnoBrpam.

Ineiine 3ByyaHHS MPO3U MUTIISA, €CTETUYHI, CBITOIVISIHI Ta CTHUIIHOBI
0COOTMBOCTI XYIOXKHIX TEKCTIB HEOTHOPA30BO CTAaBalId 00’ €KTaMH YBaru
JITEepaTypO3HABINB 1 KPUTHKIB. Y KOHTEKCTI HAIIOTO JOCTIKEHHS BaXK-
TUBUM € TBepkeHHs B. buteko mpo te, mo C. Xanan y cBoix TBopax
HE BUCIIOBIIIOE JKOJHUX BIIACHHUX MPOTHO31B Ha MallOyTHE, IPETEH3iH 10
TENepillHFOr0 Y MHUHYJIOTO — BiH pajlie € o0cepBaTopoM, a HE Kpu-
tukoM (buteko, 2009: 25). Take po3yMmiHHS TIIMOMHHOI CYTi TBOPYOCTI
MMICEMEHHMKA 30epiraeTbes i moci. B ocTaHHIX XYTOXKHIX TEKCTaX MUTIISA
MH 0a9MMO TIOKOJTIHHSI, SIKE BYKE KOJIMCH BHOOPIOBAIO CBOE TPABO HA ic-
HYBaHHS, Ha TEPUTOPIIO, Ky BOHO BiJICTOIOBAJIO Y HOBHUX YMOBax, Mij
Yac BillHM Ha cxoAi YKpaiHu, 110 3MYILy€ TIOBEPTaTUCh JO BUTOKIB — CBi-
TOIJISITHUX OPi€EHTHPIB, EK3UCTEHUIMHNX MOLIYKiB, BUPAKEHUX y OLIbII
pansiii mpo3i C. XKanana.

[lomo BmacHe aHamizy pomany «BopommmoBrpanay, To CTYIiH, MpH-
CBSYEHUX TBOPOBI, HeOararo, i BOHU €, MEPEBaKHO, JITEPATyPHO-KPH-
THYHUMH. 30KpeMa, 11eifHO-TeMaTHYHUX aCIEKTiB, MPOBITHIUX MOTHBIB
TBOPY TOPKaroThCs y cBoix penensisx [. bonmap-Tepemenko (Bonmap-
Tepemenko, 2010), A. Kparoxsins (Kparoxsine, 2010) ta inmi. Mu Ta-
KOX YK€ PO3KPHBAIIM Y CBOIH CTAarTi TpariuHuii o0pa3 Mooi B poMaHi
(3emmsachKa, 2014). OmHak 1e JUIIE TOOJUHOKI CIIPOOHM TIPOYMTAHHS
XyIOKHBOTO TEKCTY, SIKi He Jaf0Th CHCTEMHOTO aHaJli3y HOro NTIMOMHHNX
cerciB. Ha Tri cTyniit TBOpy TeMa «BTpadeHoro MmokomiHHD» 1990-X pokiB
Ta 100K He3aJe)KHOCTI YKpaiHu B HbOMY, 1 HacaMmIepea — eK3UCTeHIIH-
HUI BUOIp MEPCOHAXIB B YMOBaX «MEKOBOI CHTyaLii» pyOeKy CTOMNITb,
ICTOPUYHUX €TI0X, MOJITHYHUX 3J1aMiB, 3AJTHIITIIIACS HA MapriHeci JiTepa-
TypO3HABUUX JOCIIIKEHbB, 0 i CTAHOBUTH aKTyalIbHICTh TOCIIIKEHHS.

Meta AOCHIIKEHHS — BUCBITIUTH E€K3UCTEHIIIMHUNA BHMIp pOMaHY
C. XKanana «BopommnoBrpaa» y KOHTEKCTI TEMH «BTPAYeHOTO MOKOJIH-
HsD» 1990-X pokiB.

Peamizanisi mocraBiaeHoi Metu mependayae BHUKOHAHHS TaKuX 3a-
BIIaHb: PO3MISHYTH KaTeTOPIl0 «3aryOJeHOCTI», «BTPAYSHOCTI» B aCTIEKTI
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¢inocodii ex3ucTeHIaTi3My, BU3HAUUTH CYTh «MEXOBOI CHTYaIlil» B po-
MaHi, PO3KPHUTH €K3UCTEHLINHHI MOLUTYKH IEPCOHAXKIB TBOPY.
MeTtonosorisi i MeToaH JOCTiIKEHHS

3 omrAmy Ha TIpeIMeT TOCHTIHKEHHS BBAXKAEMO IOMUIEHUM 3aCTOCY-
BaTH TPAHCAWCIUIUTIHAPHAN METOJ, IO Mepeadavae 3amyyeHHs 10 JiiTe-
paTypo3HaBUOTO aHaNi3y BIJOMOCTEH 3 IHIIMX rajxy3ed IyMaHiTapUCTH-
KH, 30KkpemMa Qinocodii (ek3ucTeHnianizmy, peHoMeHOIIOr 1), CUXO0NOoTii
TOLIO, IO JO3BOJUTH PO3KPHUTH EK3UCTECHUIMHUHA BUMIp TBOpY B YCiid
Horo 0araroacreKTHOCTI.

Pe3yabTaT Ta AMCKYCii

Kareropisi «BTpa4eHOCTI», «3aryOJIeHOCTI» y peallbHOMY JKUTTI SIK-
HalKpalie BOUCYEThCS B KOHTEKCT €K3MCTEHIIHHUX TONIYKiB MepcoHa-
*kiB C. XKagana. BoHu mocTiiiHO ONMUHAIOTECS B TiM 4M 1HIIINA «MEXKOBIi
CUTyalii», 0 3MYIIy€e iX oOUpaTH BIACHY KUTTEBY MO3ULII0. TakuMU
MOCTAOTH 1 JIIpUYHI Trepoi moe3il MUTIIS, 1 TIePCOHaX1 HOoro poMaHiB, 110
repeitMaroThCs mpobdaeMaMu 0COOUCTICHOTO OYTTS Ta HEPiIKO MMOTPArLIs-
I0Th B TaKi YMOBH, 32 SKHX MOXYTh PO3KPHUTH CBOE€ HETOBTOpHE «SI» i
MPOSIBUTH CYTHICTh BJIACHOI €K3UCTEHIII1. 30KpeMa, eK3UCTeHIIIiHI MOTH-
BU MPO3U NMUChbMEHHUKA HaOyBaroTb HOBOTO 3BydYaHHs y poMmani «Bopo-
LIMJIOBIPaIy.

Sk 1 y momepeaHix MpPO30BUX TBOPAX, Y LBOMY XYIOXHBOMY TEKCTI
C. XKanan po3kpuBae HU3KY BaxIMBHX (Piocodchbkux mpoldieM, Takux
sIK cBOOOMA, CMEPTh, CeHC OyTTS TOImIO. JIo TOTO X, BiH 3BEPTAETHCS 10
¢inocodii ex3ucrenmianmictis (M. Faiinerrepa, XK.-I1. Caprpa, K. Scnep-
ca Ta iH.), 300paKyIouH JIIONUHY B «MEXKOBIH CHTyaIii», KOJIH TOCTPO
nocrae mpobieMa OyTTEBO BaXKJIMBOTO BUOODY.

[ToHSATTS «BTpaueHOCTI», BIMUyTTs O€3M0pagHOCTI B Cy4aCHOMY CBiTi
Oe3nocepenHbo MOB’I3aHe 13 eK3UCTEHIITHIMH MOITYKaMH TepOiB poMa-
Hy «Bopommmunosrpany. Lle nosicHIoeTbCst TUM, IO OCHOBHUMHW MOTHBAMH
eK3UCTeHIiani3My, Ha TyMKy €. Koccaka, € BTeda BiJ] CyCITiJIbBHOTO JKHUT-
Ts1, pi3Hi hopMH MecuMi3My Ta Bigyaro, icHyBaHHsS 0COOMCTiICHOI MCHXO-
JIOTiT OKPEMO BiJI CyCIIUIBHOT, CIPOOU pO3yMiHHS, TIOIITYKH CaMoro cede y
BOpokoMy Ta He3posyminomy cBiTi (Koccak, 1980: 6).
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Tak, ¢inocod O. BonbHOB Haromomrye, Mo OCHOBHUM CEPEIOBHUIIIEM
JUIs1 ICHYBaHHS JIIOACHKOI €K3UCTEHLIT € CBIT, UIs IKOTO XapaKTepHi TpH-
BOXKHICTh, TICHOTA Ta MiHJIHBICTb. | Oyib-siKa TrOMMHA 13 BIACHUMU AyM-
KaMH, TIpoOJIeMaMH Ta 1IeSIMH TIOCTIHHO ONMMHSETHCS B MEBHOMY CTaHi
3 XapakTepHUMH 1J1s1 Hboro ymMoBamu (bompHOB, 1999: 80). Came Tomy
CBIT AJ1s1 0COOHCTICHOTO OYTTSI 000B’SI3KOBO € KOHKPETHHM 30iromM o0cTa-
BUH, Y SIKMX 1HJIUBIJ] BUSBIISIE CBOKO BJIACHY €K3UCTCHILII0. TaKi >KUTTEBI
MOJIiT MOB’SI3YIOTh OCOOUCTICTD 13 IHIIMMHU 1HIUBIJAMH Ta HABKOJIUIITHIM
CBITOM, BOHH MOXXYTh YHHUTH 200 HETaTUBHHI, A00 TIO3UTUBHUH BILIUB,
y 3aJIe)KHOCTI Bijl MOPHBaHb Ta MOIVISAIAIB CaMO1 JIFOTUHH.

30kpema, TOIIOBHHUH TMepcoHaxk pomaHy «Bopommiosrpany ['epman
KopomboB € BTijICHHSIM eK3UCTEHIIIHHOTO cBiTorsaay camoro C. Xanana,
TOMY BiH i3 CaMOro MOYaTKy OMOBii MOTPAIUIE Y TaK 3BaHy «MEXKOBY
CHUTYyallil0», caMe TOMY CIIPAallbOBY€E «MEXaHi3M BHUSBICHHS CIPaBXHBO-
ro OytTs» (ManykoBckwid, 2012: 128). B. MaHyKOBCHKH TIOSICHIOE HOTO
TaK: JIIOMWHA CTUKAETRCS 13 Tparemi€ero, J0a€ i i ONMMHAETHCS TTepeT BH-
OOpOM: UM BPaxoBYBaTH IIEH TOCBIJ Y MTONAJIBIIIOMY, YU BiIMOBUTHCH Bif
HBOTO HazaBXu. TakuM YHMHOM, BiIOyBa€ThCs MIEPEOIiHKA BCiX HASIBHUX
LIHHOCTEH Ta iJieaTiB JIIOAWMHH BIAMOBIAHO JO MUHYJIMX MO Ta 3MiH y
xuTTi (ManykoBckuid, 2012: 128).

I'epmaH € TIOBHOIIHHUM TPEACTABHUKOM «BTPAYEHOTO MOKOJIHHS»
repioxy Jep>KaBHOTO MEePEeBOPOTY B YKpaiHi, TOMY BiH HE OTpPHMaB aHi
MIPaBUJILHOTO BUXOBAHHS, aHI TiHOI OCBiTH, aHi MpodeciiHoi peariza-
11, sIK 3ayBa)Ky€e MUCbMEHHUK. J[0 TOTO %k, 0[pa3y MOTpaIuisie y CKpyTHE
CTaHOBHIIIE. Yce 3MIHIOETHCSI MUTTEBO — Teneonye crapuil apyr Koua
13 IPOXaHHAM MpHUiXaTH A0 MicTa, Ae ['epa MemKaB paHilie, i KepyBaTH
6i3HecoMm Opara HOpist, 00 Toi «HIKOMY HIYOTO HE CKa3aB, MPOCTO B35B
1 yBanuB. <...> “Moye XOTiB, OOH HIXTO HE 3HaB, — MpHIyckae Koya.
AJe TyT ke BUABIISiE HAONEHNBIiCcTh: “Koporire, st ToO1 cka3as, a TH BXKe
muBuck”» (Kaman, 2012: 6). llle XxBuInHY TOMY TOJIOBHHUI Tepoil TBOPY
OyB MPOCTO «HE3aJICKHUM EKCIIEPTOM», BUILHUM Bif] Oy[Ib-SIKHX Cepiio3-
HUX 3000B’s13aHb, a TENEp MA€ KepyBaTH OpPaTOBOIO 3alPAaBKOIO i MpUiiMa-
TH cepiio3Hi pimeHHs. O1xe, ['epMaHOBI HE BiOMi aHI MPUYUHHU TaKOI
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cuTyanii, aHl MOXJIHUBI NUIIXU 11 po3B’si3aHHsA. BiH ONMUHSIETHCS TIepen
BHOOpPOM: UM B3SATH Ha cede BiANOBiANBHICTh Ta BiICTOIOBATH Oi3HEC
3HHKIIOTO OpaTa Bij HamaiiB MiCIeBUX OaHTUTIB 1 pelaepiB, OOPOTHCH
13 oOcTaBMHAMU Ta J0JaTH MPOOIEMH, YU 3aIMIINTUCH HA KOJUIIHBOMY
pobouoMy MicIli, TpOIrHOPYBaTH OyIb-SIKi TPOXaHHS Ta CUTHAIH 1 IIPOJO-
BKYBATH JKUTH OyIEHHUM >KATTSM.

I3 IpOrO MOMEHTY YOJIOBIK MOYMHAE 3aHYPIOBATHChH y TIIMOWHH BIac-
HOI CBiIOMOCTI, aHaji3y€ KHUTTEBI MPIOPUTETH 1 PO3yMi€ peabHICTh Ta
ICTUHHICTD CBOTO TEHEPIIIHBOIO ICHYBaHHS: «...B MEHE JJO OCTAaHHbOTO
gacy npoOiem y3araii He Oyino. | BUSBHIIOCH, IO iX, MpoOieM, y MeHe
Hacrpapi mia kyna» (Kaman, 2012: 48).

Ha munsixy 1o BusiBieHHs Ui ceOe icTHHU OYTTS TOJIOBHUH MEPCOHAXK
CTHUKAETHCA 13 PAJOM BUIIPOOYBaHb, 110 PO3KPUBAIOTH HOTO EK3UCTEHIIIIO,
cupasxkHe S. [lo-nepie, y HOr0 BUHHKAIOTh TPUBOT'A, 3aHETIOKOEHHS,
BiH MIEPEXKMUBAE, TOMY I HAMAaraeThCs 3’ sICyBaTH MOAPOOUIli CUTYaIlii, IKy
TIOBENEThCS PO3B’sI3yBaTh. I epoif cripoOyBaB 3B’ SI3aTUCH 13 JIOABMH, SIKi
OyITH KOJIMCH MOTO APY3SIMHU 1 MOXKYTh XOY IIOCH 3HATH MPO TIACHUN CTaH
peueii. Bin nekinbka pa3ziB tenedoHye OparoBi, TaBHbOMY Apyrosi Koui,
aJie Bce 3aIMIINIOCH «0e3 pesynbraty. JluBHO, mogymas, Opat Moxe Ipo-
CTO He OpaTH ciIyxaBKy, B HbOro poyMmiHr. Ase Koua mae Oytu Ha po-
6odomy Mmicri. HabOpas me pa3, 3HoBy 0e3 pesynbraty» (Kaman, 2012:
9). I Taka HeBiZOMICTH Ta 3aragKoBicTh 0OCTAaBHH CIOHYKae | epmaHa 10
pilIy4nx [iid: BiH MOJHINAE TOCATY «HE3aJIeKHOTO EKCIIepTay 1 BUPYIIAE
JI0 MiCTa TUTUHCTBA, Jie i BiA0yBaTUMYThCS BC1 OB TOIT.

VY coniansHOMY cepemoBuili 1990-x pokiB 10 HAHOLIBII TOMIMPEHUX
TICUXOJIOTIYHUX PEeaKliii MOXKHa BiAHECTH MOYYTTS CTpaxy, 0 i BU3HA-
Yae CyTHICTh JOOM «1epeOymnoBm» paasHCHKOI criibHOTH. Xoda B. XKu-
BaHOBA CTBEPIXKYE, IO CTpax y OyAb-SIKOMY BHIAIKy HapOIKY€ThCS
pa3oM i3 JIFOIMHOIO 1 3r0JI0M MPOSIBISETHCS B yCiX cdepax ii icHyBaHHS
mpoTsiroM sxutTeBoro msixy (OKusanosa, 2010: 124).

OTxe, IPUPOJHOIO PEAKIII€I0 JIFOANHHI Ha MEKOBI 0OCTaBUHH € CTpPax.
Xoua cam I'epMaH He Xoue BU3HABATH HOTO Ta MOCTIHHO 3amepedye, aje
BiH TIOMITHHI HaBiTh HE3HAHOMHM IEPEXOKHUM 1 TIepeciiaye repos Ha
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KO)KHOMY KpOIIi 10 «HEBiIOMOT0» HOBOTO XHUTTS. Hampukian, 10oporoto
70 3ampaBKH y MICbKOMY TpaHcmopTi ['epa posmoBimae BCIO cUTyalito
BHIIAJKOBIN monmyTHUI KapomiHi, sika JOCHTh TIBUAKO 3p03yMiia, 110 3
HUM KoiThCs: «TH 1Ie He BCTHUT mpuixary, a Bxe 30upaemics Hazan. Tu
ooimcs» (JKaman, 2012: 27). Bona Haromomrye, sik BaXXJIHBO aM’ SITaTH
MUHYJIE, i HAMaraeThcs JOMOMOTTH T€PO€EBI Kpale 3po3yMiTH cede: «ly-
Maro, TH TaK IIBUJKO TiKAa€ll, OCKUIbKK 3a0yB yce, 10 3 TOOOK OyIo.
Komnu sranmaen, To6i Oyne He Tak mpocto noixarm» (Kaman, 2012: 27).
Kpim toro, Illypa TpaBmoBanwuii micis 3yctpivi Koponbosa i3 MiciieBUMEI
OaHIMTaMM TaKOX 3ayBaXKye, IO BimuyBae cTpax [epmana. Taki mposiBu
3aHETIOKOEHOCTI M. MOBYaH BiTHOCHTE JIO COIIAIEHUX THITIB CTPaXy, sIKi
MOXXYTh BUHHMKATH JIMIIIE B JIIOIChKOMY cepemoBuiii. Jlo 1iei kareropii
¢inocod BiZHOCHTH cTpax mepen BHIPOOYBaHHSIMH Ta CTpax BiIMOBi-
nansHOCTi (MoBuan, 2012: 97), siki i ckiafaloTh BHYTPIIIHIHM CBIT repos
pomany C. Xanana.

Otxe, B cHTyamii eK3UCTEHINiitHOI TpuBorH ['epMaHa JiKae KOXKEH
KpOK, KO)KHa HOBa JIIONMHA a00 HECMOMiBaHa 3BICTKA: «...NPUCYTHICTH
[UX IyKUX JIFOAEH, KOTPi CTOSUIH OPYY 1 MOBYAJIH, IIOCH BiJl MEHE TIPH-
XOBYyIouM, HacTopokyBaia» (Kaman, 2012: 42). Ane BiH He Xoue 3i3Ha-
BaTHCh Y IPUPOJHOCTI CBO€ET peakuii Ha MOl 1 HassBHOCTI CTpaxy HaBiTh
camoMy co0i, TOMY JIHIIIe TIparHe 3acrokoiTHcs: « 51 He 6orock. Yoro MeHi
6ositrce? [Ipocto y Bac cBoe HTTS, a B MeHe — cBoe» (JKaman, 2012:
54). Tax BiH HaMaraeThCs 3aHATH MMO3UIIIO BIAUYKEHHS, AKY 9iTKO PO3-
KpHBA€ OAMH i3 MOCTYNATIB €K3UCTEHIIATI3MY: «CBIT YyKHH — JIFOIUHA
CTOPOHHS». BiICTOPOHEHICTh — CKJIaJIHE IICUXOJIOTIYHE SIBUILE, BHYTPIIII-
Hill KoH]IKT ocobucTocTi. Takuii mpouec, sIK MOSICHIOE aMEPUKAHCHKHH
miteparyposHaBels C. DiHKeNCTaiH, BiIOyBa€ThCsI, KOJNU JIOAWHA Bi-
CTOPOHIOETHCS HE TUTHKH BiJ[ IHIUX, a i BiJl cebe caMoi, BiJl KOJHIITHHOTO
CTHUTIO XKHTTS, III0 CTBOPIOBAB X0 AKICh 3B’SI3KM 31 CBITOM Ta CYCIiIb-
ctBoM (Punkencraita, 1967: 152). Takum unHOM, I'epMaH HamaraeTbcs
3aKPUTHUCH Bijl HABKOJHILIHBOTO CBITY, 30ylyBaTH IIEPEIIOHY, SIKa HACTIPaB-
Jli He 3aXMIIA€ YOJIOBIKa BiJl pEaNbHOCTI, a Pi3UYHO i AYXOBHO pyHHYE
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foro sik ocobucTicTh: «Ha MeHe TyT, cxoxe, po3paxoByBasu. MeHi 11e
BizBepTO He mopobanocky (Kaman, 2012: 98).

Cepen nepBUHHMX eK3UCTeHLiaNiB JTIoAuHU [I. CHITBKO TaKOX BU3HA-
ga€e TPOTUCTOSHHS SBUI TiSUTBHOCTI Ta OE3MisSIIBHOCTI, IO BUKJIMKAHE
HasSBHICTIO CyMHIBY, IKHi 000B’I3KOBO MPUTaMaHHW MOMEHTOBI pileH-
Hs1 (CHiTbKO, 2012: 57). TakuM YMHOM, THMYACOBY MTACHBHICTh [ epMaHa
MOYKHA TIOB’S13aTH HE JIUIIE 31 CBIIOMUMHU, a ¥ i3 BHYTpPILIHIMU IICHXO-
JIOTIYHUMH YMHHHKaMu. TOMYy BHpIIIAJIBHUMH y «MEXOBill cuTyawii»,
B SIKy BiH MOTpPAIIUB, CTAIOTh HE CTIJILKK 00 €KTUBHI YMOBH PEabHOCTI
(xpu3a Oi3HECY, THCK BOPOTiB, apTyMEHTH JIPY3iB Ta 3HAWOMUX ), CKUTEKH
cy0’€KTHBHI TIepeXMBaHHS Ta BIACHI IHHICHI OPIEHTHPH.

Oxpim cTpaxy, y TOJIOBHOTO IIEpCOHaKa poMaHy «Bopomuniosrpany
3’SIBJISETHCS MMOYYTTS HEBUKOHAHOTO O0OB’s3KY rmepeja Oparom, npys3s-
MU 1, HapewTi, nepea BIacHOI COBiCTIO. HasgBHICTH Takux MpoOsBIB y
JTyXOBHOMY OYTTi OCOOMCTOCTI € Ba)KJIMBOIO YMOBOKO JJISl BHSIBICHHS
CIIpaBXHBOI ek3ucTeHIli moquuan. Tak, T. [laBaoBa 3ayBaxcye, 10 KOH-
KpEeTHE PO3YMIHHS i BU3HAHHS BJIACHOTO OOOB’SI3KY 3HAaXOIUTH CBOE
peanbHe BUPAKEHHS JHILE Y TPaKTUYHIN AisuibHOCTI toaunu ([1aBmo-
Ba, 2010: 80). O06oB’s130k mepen cobor y [epmaHa cnpsMoBaHul Ha
JNOCATHEHHSI TapMOHii MK BIACHHUMHM Ta CYCHUIBHUMH MpParHECHHIMH,
3000B’s13aHHS Nepe]] iHIIUMHU Peajli3yeThes 3a OMOMOIOI0 MPUHLUITY
HE MOpyIIyBaTH CBOOOIY OTOUYrOUMX Jitoaeit. ToO6To, repoil HaMara€eTh-
cs miaTpuMatu O6i3Hec Oparta y peHTa0eIpHOMY CTaHi, BIICTOSITH BIACHI
nmo3uuii i imel, He 3aBJaBIIM MIKOAU CBOIM MPHOIYHUKAM, Ta CIIPaBeI-
JIMBO MOKapaTH BOPOTiB.

I3 yacoM MOMITHUMHM CTaIOTH 1 IEPENOHHU HA NUISXY A0 CMITMBOTO Bi-
pHOTO pillieHHs. 3’ IBISIFOThCS BOPOTH: TpyIa MiCIIEBUX OaHIIUTIB Ta peii-
nepiB Ha 49oii i3 Mapnernom BramnenoBudem I[lacTymkom, MeTa SIKHX —
kynutu [epuny 3ampaBky a0o OE3KOIITOBHO ii 3arapbaté Oyab-sIKUMH
MeTonamu. ToMy BOHHU 3BEPTArOTHCS IO T'epos i3 MPOXaHHSIMH MHUPHO
BUPILINTH CUTYyalilo Ta MOrpo3aMu (i3WYHOI PO3MpaBy HA BUMAIOK He-
raTUBHOI BIAMOBIAI. Y TakH# CIOCIO 3’SIBISIETHCS IICUXOIOTTYHUNA THUCK
Ha Teposi: «— A 110 BH 3po0wuTe, SKIIO 5 BiAMOBIIOCK? — A Xiba y Bac €
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BuOip? — 3amuByBaBcst Hikonmaiu» (Kagan, 2012: 77). Takum ynHOM 311ii-
CHIOETBCS 1H(QOPMaLiHHO-IICUXOJIOTTYHIH BIUIMB HA CBiOMICTb 0COOMC-
TOCTI 3a JIOTIOMOTOI0 METO/IIB HaBifOBaHHS 1 NepekoHaHHs. Ase KoporboB
BUSIBIISIETBCS TyXOBHO Ta (DI3WYHO CTIHKWM TIPOTH IMOTPO3 Ta TAaHECOHHUX
BIUIMBIB, 00 BiH 0a4yuTh KOHKPETHY METY W BiTHaXOAWTH 3aco0W ii J0-
CSITHEHHSI.

BaxnuBoio yMOBOIO Uil BUSIBICHHS iCTHHHOCTI JIIOACBHKOTO iCHY-
BaHHS € HasBHICTh 3arpO3M CMepTi. AJle Taka JOJs CIIiTKanxa HE caMmo-
ro reposi, a Horo OIM3BKOIO ApYyra, IO CHIBHO BIUIMHYJIO Ha CBITOISA
TOJIOBHOTO IEPCOHAka Ta CTaBleHHA A0 kuUTT1. Kommu TpaBmoBanoro
Oymo BOuTO, [ epMaH «CTOSIB, TUBUBCS HA TEMHY KPOB, 1110 BUTIKaJa 3-TIi
TpaBMOBaHOTO, 1 TOBTOPIOBAB NP0 ce0e OTHE i Te JK: HEBXKE BiH momep?
Hessxe Bin cpaBni nomep?» (JKanan, 2012: 413). Taky peakuito amepu-
KaHCBHKHH ncuxotepaneBT 1. SI7oM Ha3uBae «repeKUBaHHM, SIKE POOY-
IDKY€», 110 JOCATAETHCS «EK3UCTEHLIHHOIO IIOKOBOIO Tepamieo» (Siom,
2009: 45). KordpoHrallis 31 CMepTIO «30aradye» >KATTS Tepos: BiH MO-
BHICTIO 3MiHIO€ CBOI MOTVISAM BiJl BiAYY>KCHHS, TACUBHOCTI 0 aKTUBHO1
JISUTBHOCTI Y CYCHIUIBCTBI, T2 BiTHAXOAMTh HOBI CEHCH BJIACHOTO OYTTSI.
Bigrenep iioro umiHHiCHa mapagurMa MOTOBHIOETHCS HOBUMH KaTeropi-
SAMU: CIPaBXHS Apyx0a, II000B, MUJIOCEPs, CIIPaBeJIUBICTD, JIOACHKA
T1AHICTH Ta iH.

Came 3aBagKH Kpu30Biil cuTyanii ['epMaH onmHHUBCS y BUPI BCIX TMO-
Iit, 1 TyT oMy cTano KoM(pOpTHO, BiH BiJ9yB CBOIO MOTPiOHICTH HABKO-
JUIIHIA CHUTBHOTI, BIACHY CYCITUIBHY 3HauynlicTh. BiH HiOM oroBTaBcs
i 1O0YaB JKUTH PEaTbHUM KUTTSIM, BiTHAWIIOB cebe y CBITi, TOMY Kaxe:
«I ocb panToM ONMHUBCS MOCepe] LLOr0 HATOBITY, BiJUyBaIOUH, IO TaK
MIPOCTO BOHU MEHE HE BiJITYCTATS, 110 TOBEAETHCS 3’ ICOBYBATH CTOCYHKH
1 BUXOIWUTHU SKOCH 13 CHTYyaIlil, o cKiajgack. Ha MeHe TyT, cxoxke, po3-
paxoByBamm» (XKaman, 2012: 98).

I, HapemTi, TpUBOTa, 3aHENOKOEHICTh 1 HEBIIOMICTh BUKIHUKAIOTH Y
I'epu GaxaHHs1 He OyTH «IiTrpaIIKolO JOMi», a CAMOCTIHHO Po3idpaTuch y
cyTi mpobieM. ['epoii BIacHUMHU TyXOBHHMH CHJIaMH JI0JIa€ CTpax BiAmo-
BiJIAIBHOCTI Ta BUMPOOYBaHb: BiH MPUHMAE BaYKIIUBE PillleHHSI — 00POTHUCH
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3 oO0cTaBHHaMU, 1 Oepe Ha ceOe BiNOBIIAIBHICTh 32 HOT0 MMOBIpHI Ha-
crigkd. Bin po3ymie, mo y BUNagKy HeBaadi Oyae MpHUpedeHuil Ha 3a-
TaJIbHUH OCyl Ta caMO3BUHYBaueHHs. Llel cTaH cynmpoBOMKYy€eThCS Hera-
THBHUMH TTEPEIIYTTSIMH, CTPAXOM 3a HACTI KN CBOET TisSUTBHOCTI, OpakoM
BipHu y BiacHi cuii. KoponboB mTykae IMUTIXHU 10 TOPATYHKY 1 3a iHGop-
MaI[i€r0 3BEpPTAEThCS 10 OparoBoro Oyxrantepa Onbru, sika po3IOBiIaE
npaBay Npo BeneHHs Oi3HeCy Ta JIOAeH, 0 HECYTh 3arpo3y, 1 BUCIOBIIOE
CBO€ BNacHe OaueHHA cUTyauii: «f Ou He crama NporMHaTHCh. <...> A
TH poOu, K Xouen. 3pemToro, e TBiit 0i3nec» (PKaman, 2012: 69). Ta-
KU apryMeHT, X0d 1 MACBIIOMO, a BCE K TaKH BIUIMHYB Ha PIIICHHS Ta
MOJANbIII /i TOOBHOTO MEpCcoHaXka. [ epMaH yrneBHeHuH, 110 mpodaeMu
Tpeba BUPILIYBaTH MOCTYIIOBO, Y Mipy iX BUHUKHEHHS, TOMY i MOSICHIOE:
«[loctynoBo s 3acnokoiBes 1 cTaB clipuiiMary Bee sk HaiexHe» (JKagax,
2012: 246).

YooBik BimdyBae, 10 HOTO )KUTTS B HEOE3MEIli i BiTenep 3aIeKUTh
BiJI IPaBHJIBHOCTI TTOJAIBIIIOTO BUOOPY. 3aBASKA CHITI JyXY Ta CMUTHBOC-
Ti BiH BUpINIye GOPOTUCH 13 OOCTaBHHAMH, a HE CIIINO MiAKOPIOBATHUCH
JI0JTi, BiJUyBa€ BIAMOBINAIBHICTE 3a CripaBy Opara, 3a mimneriux. Kopo-
JILOB pOOUTH BUOIp HE CTUIbKH JUIsl ceOe, CKUIBKH 3apajiy 1HIINX JIFO/ICH,
AKi HOro MmiATpUMYBaH i OE3KOPUCIUBO BipWIIH, IO BiH HE 3pajuTh iX
OUiKyBaHb.

lonmoBHMIT MIepcoHax poMaHy IMOCTYIIOBO BiIXOMUTH BiJ IMO3UIIIH Bij-
YyXEHOCTI W BIJCTOPOHEHOCTI BiJi HABKOJHUIIHHOTO XHUTTA. BiH cTae
AKTHBHUM CITIByYaCHHKOM TOiH, BiquyBae cebe YacTHHOIO CBITY, 0e3-
MocepeHb0 MPUYETHOIO O YChOTO HABKOJIHMIIHBOrO: «S modyBaBcs
CHpaBKHIM O13HECMEHOM i IeCh BHYTPIIIHBO HABITh TIIIUBCS, 110 BCE TaK
ctanock. Temep HIXTO He MIr cKa3aTH MeEHi, 110, MOBIISIB, Opariiika, TH
TyT 3aiiBuii...» (Kaman, 2012: 196). I'epa cipomircst He JuIIe BiCTOO-
BaTH cimeitHmit 6i3Hec Opara KOpist — BiH BogHOYAC JoTIOMarae OJIu3bKuM
Ta 3HAHOMUM JIFOIAM PO3B’SI3yBaTH iX mpolOiaemMu (mepeiiMaeThes 00
Kari, nepebysae i3 Tamaporo 1 Taminoro y Tpariunuii st HUX yac, 060-
POHSiE IMTaHCHKY OOIMHY Bix ¢epmepiB Ta [puropis [Banosuua i T.in.),
Oepe ydacTh y «0OOpOHI» MiCIIEBOTO aepoapoMy TOm0. MOTHBaMUu 10
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TaKdX MMOPUBAHb CTalU JIIOOOB A0 PIAHOTO MiCTa, MOYYTTS CIpaBeIU-
BOCTI i cBOOOIH.

UYac Big yacy ['epmaH mouynHae CyMHIBAaTUCH, IIEpeAycCiM, y cobi Ta
BracHuX cwiax. JI. XapuToH BW3Haudae MomiOHI CyMHIBH SK HETaTHBHI
MIPOSIB OCOOMCTOCTI, 00 B TaKOMy BHNAJKY JIFOMWHA PO3KPUBAE JIUIIE
BiacHi Hepouniku (XapuroH, 2011: 174). o Takux MoxkHa BigHecTr [ep-
MaHOBY HECMIJIUBICTh, TACUBHICTh, IIOBEPXHEBICTH MOTIS/IIB TA HEYBaX-
HIiCTb. 3rOAOM T€pOii 0J1a€ i MPOTUPIvYs, 1 HOTO CYMHIB CTa€ JIUILIE NEeB-
HUM €TaroM Ha IUISAXY JI0 Mi3HAHHS ICTHHU KUTTS. Xod4a BiH 1 HE Tyxe
BIICBHEHUH Y BIIACHIN TIEpeMO3i, ajie He IMOHIIAE OakaHHSI aKTHBHO TIPO-
sBuTH cebe: «Hy, He Buiine, Tak He Buiine. CupoOyBaru X Tpeba, mpa-
BuibHO?» (Kaman, 2012: 349).

3a teopiero K. Scnepca, noanHa, TEPEKUBIIN «MEKOBY CUTYALIIO»,
MOXe€ 3BEpHYTHUCH J0 PENiTii i y Takuii criocid 3p03yMiTH CBOE CIIPaBKHE
MpU3HAYeHHS Ta NepeOyayBaTH CBOIO JONIO 30BCiM mo-iHmomy (Many-
koBckwid, 2012: 128). Tak i romoBauUi nepconax tBopy C. Kamana, crmi-
KYIOUHCH 13 peNiriiHOI0 CIIIBHOTOIO IITYHIIB, Oepe s cebe Halkpari
3 iX HiHHOCTEeW. OCHOBOIO LILOTO BipYBAaHHS € HE MOJIUTBH 1 CTY/IIFOBaHHS
Biomnii, a craBnenHs no xutts ta jronei. [Ipecritep [leTtpo poskpuBae
I'epmanoBi icTuHY B Takuii crioci0: «f1, I'epa, 0auuB y CBOEMY JKUTTI pi3-
HuXx Jrofeit. Jlyxe pisHux. bimpmricts i3 HuX Oynu cnabkumu i Oe33axuc-
HAMH. <...> Jlymaro, 11e came Bix 0e33axucHOCTi. Sk Ou TaM He Oyio —
KUTTS pOOUTH 13 Jrofelt cirabakiB i 3pagHUKIB, 11e S TOOI SK CBSIICHUK
roBopro. <...> Y Hac ChuibHa BiAMOBINAIBHICTE. | CIiJIbHA BISYHICTHY
(OKapan, 2012: 421).

VYei moxii i Tparenii, 3 skuMH 3iTKHYBCs [ epman, BiaTenep 3MiHIOIOTH
HOro OyAEHHICTB i CTAIOTh TOYKOIO BiJTIKY, KOJIA IIOYMHAETHCS HOBE KUTTS,
3’SIBIAIOTHCS] HOBI IHHOCTI ¥ JyXOBHI mipioputeTu. Panime ['epa He mepe-
HMaBcs CyCHUTFHIMH POOJIeMaMHu, ’KHUB BiZICTOPOHEHO BiJI CBITY 1 JItozIeH,
Ta BifiTenep BiH HAJa€ NepeBary akKTUBHIN y4acTi y )KUTTEBUX KOH(IIIKTaX.
OCHOBHOIO OT0 )KUTTEBOIO 3aIOBIITIO CTAIOTh Taki cioBa: «Pobwu, 1o po-
6uB. He irnopyii sxusux. | He 3a0yBaii npo cmeptHux» (PKanan, 2012: 431).
Tenep tioro OyTTs mepecTae OyTH «BTpad4eHUM», BiH MTOMi4a€e BapTICHICTb
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CBOTO iCHYBaHHSI. [3 OISy BCHOTO MEPEKUTOTO BiH PO3YMIE: «...MH Yac-
TO HE 3HAEMO MipH CBOIX MOXJIMBOCTEH, O60IMOCS 3aCTyNUTH 32 MEXI, KO-
Tpi cami s cebe oxpeciroemo» (JKaman, 2012: 440).

Oco0IMBOTO EK3WCTEHINIMHOTO 3BYyYaHHS y pomaHi «Bopommios-
rpag» HaOyao OyTTsS OOIIMHU TPY3WHCHKHX IUTaH. Taky CHiNTBHOTY,
MOTIPH 11 HALlIOHANBHY «CTPOKATiCTh», METYIIIMBICTh Ta HEOPraHi3oBa-
HICTh, MOXXHA Ha3BaTH MOBHOIIHHUM KOJCKTHBOM. TyT HasIBHI CIIUTHHICTb
METH iICHYBaHHsI Ta IHTEpeCiB, CTIHKICTh 1 TPUBANIICTD, BITUYTTS BIACHOT
TIOHOCTI Ta 3aXHUILEHOCTI KOXKHOTO. I3 €10 CIUIBHOTOK NHUCHMEHHUK
3HaWOMHTH YNTa4da y TPAriyHUi I TepoiB TBOPY MOMEHT — Ha TIOXOPOHI
marepi Tamapu TpOTI Marmi, Skuii pajme Haraaye Beciurst. Ayie HaBiTh
Taka HEraTMBHA CHUTYyallis HE BIUIMBAE HA CTAJMK MO3UTHBHHUN HACTPIH,
arMocdepy KUTTEPAIICHOCTI Ta €qHOCTI. CEeHCOM KHUTTS KOXKHOTO IIUTa-
Ha, 32 X OPUTiHAIEHUM CBITOTIISZIOM Ta KUTTECTBEPIHO (iocodiero,
Mae OyTu OopoThOa 3a 3araibHe IACTS Hapomay, APYy3iB 1 TPYIOBOTO KO-
JIEKTHUBY, YTBEPIDKEHHS 3acaj 100pa Ta piBHOCTI.

Takiii cmigpHOTI, HacamImepena, NMpPUTaMaHHA COIlalbHA 3TypPTOBa-
HICTb, KOJIM 320e3Meuy€eThcs OIaronomyqdsi KOXKHOTO i3 11 WiIEHiB, SIKOMO-
ra 3MEHIIYIOUH BaJy PO3BUTKY OCOOMCTOCTI i YHUKAIOUM MapriHamizawii
moneii. 1[boMy KOJIEKTHBOBI BIIACTUBI TOJNIEPAHTHICTH, COJINAPHICTD, SIKi
1 MIHIMI3YIOTb BiT4y>KEHICTh Ta 130110 KoxkHOTO: «Lle pamicHe i xax-
JUBE BIAYYTTS BHMAarajio HETAWHOTO IONyYeHHS 0 KOJEKTUBY, KHIAIO
BIIEpE]I, 10 TYPTY... <...> HIXTO HE XOTiB PO3XOIUTHCH, Ta POANY] HIKOTO
i He Biamyckanm» (Kaman, 2012: 213).

HagiTp MeTymumBuM nuranam, sk nokasye C. YKagaH y TBopi, npuTa-
MaHHUH TaKUi piBEHb COLIaJIbHOTO PO3BHUTKY, 10 Oa3yeThCs Ha IEMOKpa-
TUYHHX 3acanax (ToBara 7o iHIUX KyJIbTYyp, Pelliriil, HOmsaiB, iX BU3HA-
HHs1). ToMy KoXXeH He3HalloMUil oflpa3y cTae TyT CBOIM 1 JIMIIIE TIPUCYT-
HICTIO 3aCIyTOBY€ OCOOJMBOTO CTaBJIEHHS JO cede: «...HAaBKOJO HHOTO
METYIIWINCH, SIK MOTJIH, )KiHKH, HAMAraro4rch BCIJISIKO HOTO BIaCKaBUTH.
<...> Bonunm HaBKOJIO HBOTO XOPOBOAH 1 Ha3UBANU JPYKHBO “TAIKO™»
(PKaman, 2012: 203). llo¥iHO MO3HAHOMUBIIKCH i3 JIFOAUHOO, [IUTAHCHKA
rpoMaja BXKe roToBa il TOMOMOTTH, TOX, Ai3HABIIMCH PO CHTYAIilO i3
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3ampaBKolo, ix crapiuii [Tama kaxe ['epmanoBi: « ko Oyae moTpidHo,
MU 3aBXKAH JonoMoxemo. <...> Tak mo Hikoro He Oiifcd... <...> Tpeba
Oyne — mu 3aBxau Ha mici» (XKanman, 2012: 229).

ITncbMeHHHK 3ManboOBYyE BEIMKHUN KOJIEKTHB K OJHE IIe 1 Ha3uBae
HOTO «IpY>KHOIO POTUHOIO, 3 3ATSIMHU, HEBICTKAMH Ta iHIITUMH TIOIYKPOB-
kamu» (Kanan, 2012: 207). OkpiM ychOro iHIIIOTO, iX TAKOXK €THAE YSIBHA
OaTbKiBIIMHA (aBTOP YiTKO HE BKa3ye, sKa, aJKe 1€ IPUHIUIIOBO HE BaX-
nuBo: €pycanum uu PomanicTan), 1 3arakoBa Ta He3po3yMisa pemiris —
MITYHAU3M — OJIUH 13 BUIB IpoTecTaHTu3My. OTiKe, B OCHOBI €K3UCTEHITI1
TPY3UHCHKUX ITUTaH JIEKaTh €IHICTh, OpaTepcTBO, aTMocdepa KUTTEPa-
TICHOCTI, IHAPOCTI, Bipa B HECKIHUEHHICTh XKHUTTS HA 3eMJIi Ta TO3UIIiSA
3arajibHOT MPUYETHOCTI JIO CBITY 1 KOKHOTO.

IneonoriyHuM JiIepoM TPY3MHCHKUX LUTaH-IITYHAMUCTIB € MIPecBiTep
[etpo, xo4a cam BiH 3a HaLlIOHANBHICTIO YKpainensb. Lporo 3aragkoBoro
nepconaxa C. JKaman 300paxkye BoqHOUAC y IBOX IJIaHAX: SIK CAMOCTIl-
HY, MOPaJIbHO BiICTOPOHEHY W BiTOKpEMJICHY BiJ iHIIIMX OCOOUCTICTH Ta
JIIONMHY, SIKa CBOIMH HATXHEHHUMH TOTIISIaMHU # iJIesIMHA TIOETHY€E MK
co00I0 IHIIMX TIepCOHaXIB poMaHy «Bopommiosrpany. Sk monnHa He-
nepecivuHa, BiH Ma€ BIacHY, B YOMYCh TpariuHy, )KUTTEBY icTopito. [3 po3-
MOBIiJIi MIpecBiTepa YUTa4 Ti3HAETHCS, 110 3 YaciB paAsSHCBHKOI «1epeldy-
JOBW» BiH OyB HapKO3aJeXKHUM, 1 BCi CIPOOM CECTpU BUITIKYBaTH HOTO
BUSIBWINCH MAPHUMH.

Xodva OIIBIIICT JIFOACH MOCTIHHO YCBIOMITIOIOTh BaKIIUBICTE 37I0PO-
BOTO, MPABUIIBHOTO CIIOCO0Y MKHUTTS JJIsl 30€peKEeHHS Ta 3MIiLIHEHHS BJIaC-
HOTO 3JIOPOB’sI, aJIe 1€ € BEJIMKOI MPo0IeMOot0, 00 BUMarae 3Ha4HO1 BOJI
Ta BiAMOBiAabHOCTI. TOMY 1 CBSIIIEHHUK 3TOIOM YCBiIOMITIOE BRXKIIUBICTh
300pPOB’sI Ta HOPMAJIBHOTO JKUTTA 1 BUPILIYE 1M030aBUTHCH CBOET 3aIeXK-
HOCTI CaMOTYXKH. BiJCTOpPOHEHICTh >KHUTTEBOI MO3MIII, HE3AIEKHICTD
BiJ] HABKOJIUIITHBOTO CYCHiIbcTBa [leTpa mposIBISETHCS Y MEPIIUX CIpPO-
0ax caMOCTiIfHOTO 3BUTLHEHHS BijJl HapKoMaHii. ['epoil mosCHIOE 1ie THM,
110 BiH JOPOCIIa JIFOAMHA 1 3BUK CaM BiJIIIOB1IaTH 3a BJIACHI CJIOBA 1 yUWH-
ku. «Tomy Bigpa3sy BiIMOBHBCS Bifl yCiX LIMX XOPOBUX CIHIBIB. — MOSCHIOE
BiH. — 5] mpoCTO mepeKoHaB caM cede, L0 34aTeH YIOPATHUCh 13 BIaCHUM
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XKHUTTSIM, [0 HEUYECHO IMepeKyIaJaTi Ha KOroch BiAMIOBIIANBHICTH 3a CBOI
nmomuikuy (XKaman, 2012: 417). Ane Taka )KUTT€EBA MO3UITIS HE ajIa MOXK-
muBocti IleTpoBi BTpUMATUCh Y HOPMAIIBEHOMY JKHTTEBOMY PYCIi, 1 BiH
MOBEPHYBCS 10 IMONEPETHBOIO 3aHENAJHUIBKOIO crocoly iCHYBaHHS.
I nmume y xonektuBi (He 000B’A3KOBO IIEPKOBHOMY) MIPECBITEP 3MIT 1O-
JIOJIaTH BJIACHI BHYTPIIHI, TyXOBHI Ta 30BHIlIHI, (i3WYHI MPOTHPIUYAL.
Binrenep 1oro KUTTeBa MO3UILIS 3MIHIOETHCSI, BIH BBaXKAE, 1110 HAWTOJIO-
BHillIe — TPUMATUCh Pa3oM (y LbOMY BUIAJKY, i3 quranamu. — A.3., A.3.),
00 BOHU «HE 371a/1yTh, y HUX TaK He npuiHaTo» (XKaman, 2012: 420).

[TepexxuBmm momiOHI 3MIHM y BIACHOMY OpTraHi3Mi (HapKo3aJiex-
HICTbh, HEOTHOPA30BE JIKyBaHHS, OTy>)KaHHS Ta 1H.), [leTpo moTpuMyeThCs
HaTypaJliCTHYHHUX TOTJISAIB Y BIAacHIH ex3ucTeHMii. Bin y0auae cTiiikuii
3B’SI30K MIXK JIyIIEBHUM CIIOKOEM JIFOIUHU Ta 11 (i3MYHUM CTaHOM i BBa-
XKae, 0 «IIAMHA caMma [0 KiHL He 3Ha€ MOXJIMBOCTEH CBOTO OpraHis-
my» (XKaman, 2012: 277), BoHa 00iThCs MeperTH MEXy, Ky cama coOi
BCTaHOBIIIOE.

CHinKyro4Yrch 31 3HaYHOIO KUTBKICTIO JIOAEH, pI3HUMH THIIaMH i Xa-
pakTepamMu, MpecBiTep BiTHAWIIOB BiacHy OyTTeBy (inocodiro, po3kpHB
3araJiky JEOJChKOI €K3UCTEHIIII: «...arpecilo Mopokye came Oe33axuc-
HicTh. | cmabkicte» (XKaman, 2012: 431). OTxe, iCHyBaHHS y HEOIHO-
pioHOMY colliyMi, Biq4yTTS MOTPIOHOCTI Ta 3HAYYNIOCTI — HE JIUIIE y
[IEPKOBHUX CIIpaBax, a i y OyACHHOMY XUTTI — BiIKpuBaroTh [leTpoBi
TaeEMHUII OTO €K3MCTEHIi1, 1[0 MOJIATAI0Th Y BCEBTPYYaHH1, MIJIOCEPI]
Ta 3rypTOBAHOCTI.

SIckpaBOl0 JEMOHCTPALIIEI0 MOKIMBOCTEH E€K3UCTEHIIHHOTO BUOOPY
B POMaHi € 300paXeHHS JIBOX TUIIOBO Pi3HUX YKUTTEBUX MO3HIIIM, 110 BTi-
JOI0THCS B 00pa3zax EpHcra Tenpmana ta Hikomas Hikonaiva.

CBoepigHe cTaBIeHHS [0 XUTTA cPopMyBasiocs IIe B TUTHHCTBI Ta
MoJofocTi 000x Oararo pokiB Tomy. Tak, EpHCT 3axkau OyB cepen do-
JIOBiYOi KOMIaHii, HOro MpuiiMany B TOBAPHCTBO, BiH 3HAXOAUB CIUIBHY
MOBY 3 yciMa, OyB CaMOBIICBHCHUM Ta KOMYHIKaOeIbHUM, TOOTO «BiJI-
KputuM» it cBiTy. Hatomicte Hikonaiu OyB HecnpuiHATHIA Kojera-
MU, HE MaB [Ipy3iB, 3a3HaBaB NOCTIHUX 3HYIIaHb, TOMY HOTO MOCTiHHO
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CYNPOBOIIKYBaB CTpPax, CyMHIBH y BIIACHHX CHJIaX Ta clabkoAyxicTs. Lle
TaK 3BaHa MO3MLis 3aMKHYTO1, BATHAHOI CYCIUIBCTBOM JIFOJJMHU.

Eprcr TenbMan — icTopuk, IO MpaIfoe Ha aepoapoMi i Mae He3mIii-
CHEHHY MpIil0 — BiIKOTIaTH HiMEIbKi TaHKH Tepiony Bemnkoi BiTum3ms-
HOi BiliHHU. I3 TIMHOM dYacy HOro BHYTpIIIHIN CBIT HE 3a3HaB YKOIHUX
3MiH, BiH POJIOBXKYE MPOSBISATH cebe K CMIIMBA, BiAUaiIylTHa JIFOTH-
Ha. ToMy BiH HaBiTh CIIPOMITCSl CaMOCTIHHO OOOPOHATH JaBHO HIKOMY HE
NOTPiOHMIA aepOIPOM BiJ MiCLIEBUX peiiepiB, 030pOiBIIMCE JIUILIE JIOMIAT-
KOFO carepa.

[Iucemennnk 3HaiiomMuTh unTada i3 Hixomaem Hikomaigem mig wac
3yctpiui i3 I'epmarnom. CaMe TOAi BiH HPEICTABISETHCS KITIOMITHUKOM
HapOJHOTO JIenyTaray, aje Haclpasii, 3a cioBamu Oabru Muxaiimis-
HU, BIH Mpaloe€ KOMI IOTEPHUKOM y KoMIlaHii Mapnena Brnamienosu-
qa [lTactymka. CBO€I0 HAHKPaIIO0 PUCOIO BiH yBaXKa€ BMiHHSI BUTiTHO
Ta OIBUJKO JOMOBJSTHUCH i3 JIONBMH, ajie Y PeanbHOCTI Mmicis Oymb-
SIKOTO CITUTKYBaHHS 3 iHITUMH BiH BiT9yBaB BHYTPIIIHIO BUCHAKCHICTD:
«YBECh AKOCH MOTOJOTHIB, <...> 04YHMMa WOT0 3HOBY MpoOiria BTOMa i
HEBIIEBHEHICTh, J0 SKUX Biapa3y IOMaJUCh Biuali Ta oOpasza Ha IiIHi
cBi™» (XKanan, 2012: 389).

Hikomaiu Bce KUTTS 3aiiMa€ MO3UIIIFO KePTBU. Takuil THI IIIOACHKOL
MoBeAiHKY, Ha AYMKY H. BymarkeHko, Ha3MBa€ThCA «HETAaTUBHUM MEC-
HUKOMY». OCOOIMBOCTIMM IOBENIHKHM HOMIOHOI OCOOMCTOCTI € Hamaj,
00pasu, MOTPO3H Y BiANOBIIs Ha Oyib-sSKEe HETaTUBHE CTABJICHHS 3Ha-
Homux abo croponHnix (bymaxenko, 2010: 27). Tomy KoMIT IOTEPHUK
norpoxxye ['epmMaHoBi, BUCTyae akTHBHUM MOOOpHHUKOM 3a OizHec [lac-
TYIIIKA, JINIIE TaK Bi9yBalOYM CBOIO CHITY Ta BUIIICTh HAJ iHIIUMU. [lo-
Ni0OHEe 3HEBAXKIIMBE CTABIIEHHS OTOYYIOUOTO COLiyMYy BHKIHUKA€ B HHOTO
CTaH CHJIBHOTO JYIIEBHOTO XBUIIOBAHHS, IIOPYIIY€ BOILOBUIH KOHTPOJIb
HaJl BIACHUMH JisIMH, IO IITOBXA€ HOTO 3PEIITOI0 Ha BiMYaWIyITHUH
BYMHOK — YOUBCTBO.

TakuM 4MHOM, aBTOp MOAAE Y TBOPI SIK MEPCOHAXKIB-1HANBIYalICTIB,
TaK 1 THX, XTO € YAaCTHHOIO IEBHOI CHIJIbHOTH, 100 MPOAEMOHCTpYBa-
TH, SIKi caMe YHHHUKH, I[IHHOCTI Ta XKUTTEBI MPHUHIIUIN BIUIMBAIOTH Ha
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eK3UCTECHLIMHNHI BUOip KOXKHOI OKpeMo B3sTOT ocobuctocTi. [lepeBaxae
TpaIuLiiiHa IS IpeJCTaBHUKIB Hiel (imocodcebkoi Tedii Te3a, BUCIOBIIe-
Ha cBOro 4acy B oxHii i3 mpaip JXK.-I1. Caprpa: «Ex3ucrenmiamizm — 11e
TyMaHi3M». JKUTTECTBEPIHOIO, 32 JIOTIKOIO aBTOPA, BUABIISETHCS TIO3HITIS
TaKWX IMePCOHaXIB, Ak ['epa, mpecBiTep, WieHn OOIINHHN IIUTaH, K1 epe-
HWMAaIOThCS HE CTUIBKH BIIACHUMH IHTEpECaMU, CKIJIbKU TYPOOTOIO 1 BiAIO-
BIJAJIBHICTIO 32 1HIIHX.
BucHoBkn

Y pomaHi «BopommiioBrpaay sICKpaBo BUCBITIIEHI €K3UCTEHITIHHI TT0-
mryku repconaxiB C. JKanaHa, 11 iCHYBaHHS STKMX HaWXapaKTePHIITAMHU
€ BIAUYTTS «BTPAUEHOCTI» Ta «3ary0JIEHOCTI» y peanbHOMY KHUTTi. KoxxHa
OCOOHCTICTB Y TBOPi CBOTO YaCy ONUHSETHCS B «MEKOBIH CUTYaIi1», KOJIH
3MyIlIeHa 0OUpaTH BIACHY )KUTTEBY MO3UIIII0. Y TEKCTi MoniOHi (iocod-
CBbKi HOIIYKH BUpPaXKeHI1 cripoOaMu BTedl Bil BOPOXKOTO CBIiTY, iCHyBaH-
HSIM 0COOHMCTICHOI IICHUXOIIOTIi OKPEMO Bij COLIATIBHOI, BiICTOPOHEHHIM
BiJI CYCHUTBHOTO KHUTTS, Pi3HUMH (opMaMH IIECUMi3My ToIo. BomHouac
MUTEIb PO3KPUBAE ¥ POMaHI Taki BaXJIHBI (i10cOPCHKI MpodIemMu, K
cBoOoza, cMepTh, CeHC OyTTS, Ha TIIi iCHYBaHHS «3aryOJieHO» reHeparii
nepiony 1990-x pokis.

IIporaronict xynoxuboro Tekcty I'epman Koponbos € HocieM ¢ino-
codepkoro cBitorisiny camoro C. YKagana, TOMy MOTpAIuise y Tak 3BaHy
“MeXOBY CHUTyalir0”, # y pe3ylabTrari BUIBIAETHCS TYXOBHO Ta (Di3MIHO
CTIHKHMM JI0 TIOTPO3 1 TaHEOHUX BIUIMBIB, 00 BiH 0a4NUTh KOHKPETHY METY
¥ BIIHAXOOUTH 3aCO0U 11 JOCATHEHHS.

[MuceMeHHHK 3MaIbOBYyE OyTTEBI MOUIYKH HE JIMIIE TOJIOBHOTO Tepos,
a ¥ IHIIKX NMepCOHaXiB. 30KpeMa, Ha CTOPIHKaX pOMaHy 3’ SIBISIETHCS 00-
IIMHA TPY3WHCHKUX IUTaH-IITYHAWCTIB 13 iX JNiEpoM — YKpaiHCHKUM
npecsitepoM [lerpom. OcoOMUBICTIO ITi€l CHIIBLHOTH, MOMPHU ii HAIO-
HaJTbHY HEOMHOPIIHICTH, METYIUIMBICTh Ta HEOPTaHI30BaHICTh, MOXKHA
BBa)KaTH OPWIIHAJIBHICTh CBITOISAY Ta JKUTTECTBEpAHY (imocodiro.
IneiiHO HaCMYEHUM € TaKOXK 300pa)KeHHs IBOX TUIIOBO Pi3HUX €K3HCTEH-
IIHHUX MTO3UIIiH, 0 BTUTIOIOTHCS B 00pa3ax EpHcra Tensmana Ta Hiko-
nas Hikomaiva. SIkmio nepiwii yocoONro€e BilJaHiCTh CBOTM MPUHIIHAIIAM,
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HE3BaKAIOUW HA IXHIO Oe3MTy3/iCTh Y HOBUX YMOBAaX iCHYBaHHsI, TO JIPY-
ruii 00pa3 po3KpHUBAE MMO3MLII0 IPUCTOCYBAHCTBA, sIKa € XUOHOIO, OCKiJIb-
KH 3MYIIY€ JTIOIUHY IMOCTIHHO 3HAXOAUTUCH y CTaHi TPUBOTH, CTPAXY 32
CBO€ iICHYBaHHS, MiIMIKPYBaTH B MIHJIUBIH peabHOCTI.

®inocodist TBOPY 3 MO3UIII MPOOIEMATHKH «BTPAYEHOTO ITOKOJiH-
HS» BHMarae CUCTEMHOTO aHaji3y, 30KpeMa B KOHTEKCTi MPO30BOTO Ta
noetnyHoro 1opooky C. XKamana B3arani. AJpke MOJIOADKHA TEMa B MUT-
I HEBiJUIUIbHA BiJ] HOTO EK3UCTEHI[IHHUX MOIIyKiB. BakimBo Takox
3’sCyBaTH, HACKLIBKH aBTOPCHKA )KUTTEBA TIO3HIIIS € THITOBOYO IJIsI TBOPIB
rpo nokoiHHA 1990-x Ha JIyraHmuHi 1 Y¥ 3MiHWJIACS BOHA Y CTaBICHHI
IO TIOMI# CHOTOMECHHS.
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AHoTanis
A. 3emuasiHcbKa, A. 3eMuasaHcbkui. Ex3ucTenniiini nomyku
«BTpa4yeHoro noxoJiHHss» B pomani C. ’Kanana «BopommunaoBrpaa»

Mertol0 JIOCTIJUKEHHS € BUCBITIIEHHS EK3HCTEHLIHHOIO BHMIpy pOMaHy
C. Xanana «Bopommiosrpaa» B KOHTEKCTI TEMH «BTPA4€HOTO IOKOIHHS
1990-x poxkiB.

AXIEHT 3po0iIeHO Ha Kareropii «3aryOieHOCTi», «BTPa4€HOCTI» B acIeKTi
¢inocodii ex3ucTeHLiaNi3My, BU3HAUYEHHI CYTi «MEXOBOi CHUTyalii» B poMaHi,
PO3KPHTTI €K3UCTEHIIMHUX MOIIYKIB IIEPCOHAXKIB TBODY.

VY nociimKeHHI 3aCTOCOBAaHO TPAHCAMCIUILTIHAPHUI METO, IKUil iependa-
Yae 3aJy4eHHs JI0 JITEepaTypO3HaBUOrO aHaNi3y BIIIOMOCTEH 3 IHIIMX ranysed
IYMaHITapuCTHKH, 30Kpema ¢inocodii (exk3ucreHuianizmy, (EHOMEHOJIOTIT),
TICHXOJIOT1i TOLIO, 1110 I03BOJIMIIO PO3KPUTH €K3UCTEHLIHHUI BUMIp TBOPY B yCiid
fioro 6araroacreKTHOCTI.

Busnaveno, mo y pomani «Bopommnosrpan» C. XKanan BUCBITINB eK3UC-
TEHLIHHI NOIIYKH IIEPCOHAXIB, JUIsl ICHYBaHHS SIKMX HaliXapaKkTepHILIMMHU € BiJ-
4yTTS] «BTPAYEHOCTI» Ta «3arybneHocti» y xutTi. [Iporaronict tBopy ['epman
KoposnboB € HocieM (i1ocodCchKOro CBITOIIALY CaMOro aBTopa, TOMY HOTparuisie
y TaK 3BaHy «MEXOBY CUTYaLlilO» i y pe3ysbraTi BUSBISETHCS JAyXOBHO Ta (i-
3UYHO CTIHKUM JI0 TIOTPO3 1 raHeOHUX BIUIMBIB, 00 BiH 0a4NTh KOHKPETHY METY i
BiJTHAXOIUTH 3aCO0H 11 JOCSATHEHHs. BUsIBICHO, 1110 KO)KHA OCOOUCTICTH Yy TBOPI
CBOT'O Yacy ONUHSIETHCS B «MEXOBIH CHTYyalii», KOJIM 3MyIlIeHa OOMPaTH BIacHY
JKUTTEBY MO3UILII0. Y TEKCTI MOMiOHI (i0cO(ChKI MONTYKH BUPAKEHI CIIPOOaMU
BT€4i Bijl BOPOXKOT'O CBITY, ICHYBaHHSIM OCOOMCTICHOT IICUXOJIOTIT OKPEMO BiJ| CO-
LiaJIbHOT, BIJICTOPOHEHHSM BiJI CYyCHUIBHOTO JKUTTS, PI3HUMHU (OpMaMu IMeCH-
Mi3My TOLIO.

3po06eHO BUCHOBOK, 1[0 MHUTEIb PO3KPHBAE B POMaHI Taki BaIUBI (iso-
cotepki mpobiemu, sik cBOOOIA, CMEPTh, CeHC OyTTs Ha TIi ICHYBaHHS «3ary-
6seHo1» renepaiii nepioxy 1990-x pokie. Digocodis TBOPY 3 MO3MIIIHA MPOOIIE-
MaTHKH «BTPAYE€HOTO ITOKOJIIHHS) BUMara€ CUCTEMHOTO aHaJIi3y, 110 CTAHOBHUTh
HeaOUsIKUIA IPOCTIP VISl MOJAIBIINX JIITEPaTypO3HABYMX AOCIIIKEHb.

KurouoBi ciioBa: «BTpadeHe MOKOITIHHSD), «MEKOBA CUTYAI[is, TIO3UIIS Bij-
CTOPOHEHOCTI, €K3UCTEHIii{Ha TPUBOTa, EK3UCTCHLIIHHUI BUOIp.
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AHHOTALMA
A. 3emasiHcKkasl, A. 3eMISHCKUIA. JK3UCTEHINATIbHbIE TOUMCKH

«noTepsiHHOro nokoJieHus» B pomane C. ’Kanana «Bopommnosrpam

Lenbro Mccne0BaHus ABISAETCA OCBEIICHNE SK3UCTEHIMAIBHOTO H3MEPECHHUS
pomana C. JKamana «BopommioBrpams» B KOHTEKCTE TEMBI «IIOTEPSHHOTO II0-
xoneHus» 1990-x romos.

AKIIEHT cllelaH Ha KaTeropuH «IOTEePSHHOCTW» B acmekre ¢miocodun
SK3UCTCHIINANNA3MA, OTPENEICHUN CYTH IOTPAaHHYHON CHUTyaIllih» B POMaHe,
PACKPBITHHN 3K3UCTEHIIMAIBHBIX TONCKOB IEPCOHAKEH MPON3BEICHNS.

B uccnenoBanuu npuMeHEH TPaHCAMCLUIUIMHAPHBIMN METOJ, IIpenycMaTpu-
BAaIOIIMI MTPUBJICUCHNE K JIUTEPATyPOBEIICCKOMY aHAIHM3Y CBEICHHUNA U3 JPYTUX
oTpaciei TyMaHUTapUCTHKH, B YACTHOCTH QHII0COhHH (SK3UCTECHINATH3MA, (e-
HOMEHOJIOTHH ), TICHXOJIOTHH U T.JI., 9TO IMO3BOJIHIIO PACKPHITH SK3UCTCHINAIBHOE
H3MEpeHue MPON3BEACHNUS BO BCEH €r0 MHOTOIPAaHHOCTH.

Omnpenenero, uro B pomaHe «Bopommmorpaa» C. YKaman ocBeTun
9K3WUCTCHIMANBHBIE TOUCKU TEePCOHAXKEH, A CYIIEeCTBOBAHUS KOTOPHIX Ha-
nbonee XapakTepHO OLIYIIEHUE IIOTEPSHHOCTH» B XKHU3HH. [IpoTaroHuct mpo-
n3Benenuss I'epman Kopon€s sBisieTcst HocuTeneMm (PriiocopCKoro MHUpPOBO33-
PEHHS CaMOTO aBTOPA, MIOATOMY IONANACT B TaK HA3BIBAEMYIO «IIOTPAaHUYHYIO
CUTYallMIO» M B PE3yJbTaTe OKa3bIBACTCS TYyXOBHO U (PU3NIECKH YCTOHUMBHIM
K yrpo3aM H IUIOXOMY BIUSHHIO, TIOCKOJIBKY BHANUT KOHKPETHYIO IIeTh U HAXO-
IIUT Cpe/CcTBa e€ NOCTIKECHUS. BEIsABIECHO, YTO KaXKaast IMIHOCTH B IPOH3BEe-
HUH B CBOE BPEMS OKa3hIBACTCS B «IIOTPAHMYHON CHTYAIHI», KOTJa BEIHY)KICHA
BEIOMPATh CBOIO KU3HEHHYIO MMO3uNHI0. B TekcTe momobHse pumocodcekue mo-
HCKHU BBIPAKEHBI TIONBITKAMH TI00ETa OT BpakAeOHOTO MHpa, CyIIECTBOBAHIEM
JIUYIHOCTHOW ITICHUXOJOTHH OTHEIBHO OT COIMAJBbHOM, OTCTpaHEHHEM OT oOIe-
CTBEHHOM XU3HH, PA3MTUIHBIMU (POPMaMHU IIECCUMHU3MA U T.I.

CriemaHbl BBIBOIBI, UTO MHCATENh PACKPBIBACT B POMAaHE TaKWe BaXKHBIC (-
socogckue mpodiIeMbl, Kak cBoOo/1a, CMEPTh, CMBICI OBITHS Ha (POHE CYIIECTBO-
BaHUS «IOTEPSHHOTO TOKOJIeHUsD 1990-x romoB. @uiocodus npou3BeaeHUs ¢
MO3UIHN MPOOJIEMATHKH «IIOTEPSIHHOTO TTOKOJIEHUS» TpebyeT CHCTEMHOTO aHa-
JIU3a, 9TO J1aeT OOJBIION MPOCTOp IS JaTbHEHITNX JTUTEPaTyPOBEIICCKIX HC-
CIEIOBaHUM.

KiroueBble cjioBa: «IOTEPSHHOE MOKOJICHHE», IIOTPAaHUYHAS CHUTYaLUs,
MO3UIHSA OTCTPAaHEHHOCTH, SK3WCTCHIMANbHAS TPEBOTa, SK3MCTEHIIMAIHHBIN
BBIOOD.
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Abstract
A. Zemlianska, A. Zemianskyi. Existential Searches of the «Lost
Generation» in S. Zhadan’s Novel «Voroshylovhrad»

The aim of the investigation is to illuminate the existential measurement of
S. Zhadan’s novel «Voroshylovhrad» in the context of the «lost generation» of
the 1990s.

The attention is paid on the categories of «lostness», «wasteness» in the
aspect of Philosophy of existentialism, the definition of the essence of the «limit
situation» in the novel, and the disclosuring of the existential searches of the
characters in the novel.

There is used the transdisciplinary method that provides with the transfering
to literary analysis the knowledge of different humanitarian sciences, in particula,
philosophy (existentialism, phenomenology), psychology etc. This allowed us to
reveal the existential measurement of the work in all its aspects.

It is indicated that in the novel «Voroshylovhrad» S. Zhadan has illuminated
the existential searchers of different characters whose being has the signs of the
«lost generation». The main hero of the novel, German Korolov, is the author’s
alter ego, a spokesman of his philosophical outlook. That’s why the hero found
himself in the «limit situation», and in result he turned out a spiritually and
physically resistant man, because he saw a concrete aim and found out the
methods to achieve it. It has been revealed that every personality in the novel
finds himself in the «limit situation», when he has to make a choice of the way
of life. These philosophical searches are expressed in the text with the attempts
to escape the hostile world, the being of the personal psychology apart from the
social, the different forms of pessimism, etc.

It is concluded that the artist reveals in the novel such important philosophical
problems as freedom, death, the sense of life on the background of the existence
of the «lost generation» of the 1990s. The philosophy of the novel from the
standpoint of the «lost generation»’s issues requires a systematic analysis, which
is a good perspective for the further literary studies.

Keywords: «lost generation», «limit situation», position of alienation,
existential anxiety, existential choice.

Pyxonuc cmammi ompumano 7 momoeo 2020
Pyxonuc 3ameepoaiceno oo nyonixayii 2 keimmusa 2020
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VK 821.161.2
Terana Kauak

IHCTPYMEHTU KOHCTPYIHOBAHHA
ABTOBIOTPA®II QUTUHCTBA
(Ha matepiani nogicri «MoTepuaTta» Bonogumupa PyTKiBCbKOrO)

Beryn

OcMucieHHs IUTHHCTBA KPi3h MPU3MY BIAaCHOTO JOCBiAYy i mepeku-
BaHb, PETPOCIIEKTUBHUHA OMMC TOAIH — KIIOUOBI aCIEKTH CMHUCIOTBO-
peHHs1 aBToOiorpadiyHoOi, MOAEHHUKOBOI, croragoBoi npo3u. Lleit cer-
MEHT JIiTepaTypH BikpuBae Oiorpadiuni (pakTH 3 KUTTS NMUCHMEHHHKA,
Mepeae «Iyx» 4acy, IPe3eHTy€E XyJOXKHIO aBTo0iorpadito AUTUHCTRA 1
€ CBOEPIAHUM MHCEMHHUM eroffoKyMeHToM. OcoON1BO IHHUMH € aBTOP-
CBbKi CIIOTaU-TIPOKUBAHHS MUHYJIUX MOMIN 1 IUTSYMX EMOIIii, PO3IyMH
1 OLIIHKM TOTOYaCHOI MifICHOCTI, CTAaBJICHHS JIO CBITY.

B ykpaiHchkiii mpo3i muckypc aBToOiorpadiyHHX TEKCTIB MpoO JH-
TUHCTBO (QopMyI0Th ToBicTi «Moe crmoBo» (1905) Bacuns Credanuka,
«Kazka moitoro xutts» (1936 — 1941) bormana Jlenkoro, «3a4apoBaHa
Hecna» (1956) Onekcannpa Jloexkenka, «'ycu-nebeni aetsate» (1964)
i «enpuii Bedip» (1967) Muxaiina Crenpmaxa, «Kimumko» (1976) i
«Boruuk ganexo B cremy» (1978) I'puropa TrotionHuka, «[lorepuarar
Bonogumupa PyTkiBcskoro (2013) Ta iH.

Amnani3z Ta peuemnuisi aBTo6iorpadivyHOi MPO3U PO3LIMPIOE YSBICHHS
OiorpadiuyHOro, iICTOPUKO-KYJIBTYpHOTO, JITEPaTypO3HABYOTO XapaKTepy
W cIipusie OCSATHEHHIO MCHXOJOTil TBOPUOCTI MHChMEHHUKA, HOTO BHY-
TpimwHBOrO «S1», ocobiamBocTel QopMyBaHHs CBITOTNIAAY 1 JKUTTEBUX
noctynariB. «Cuparo4yuch Ha “TIMCEMHI €r0 JTOKYMEHTH, 3a IOTIOMOTOI0
IHMCKypC-aHamizy” MOXKHa BHSBUTH HE JIMIIE CY0‘€KTHBHE CTaBJICHHs/
BpaKeHHS1/TIepE)KUBaHHS JTIOAWHHU, a W 3°SICyBaTH CyTHICHI O3HAKW KOH-
KPETHOTO iHMBiTyaTbHOTO TUTHHCTBA Ta 3aKJIaJieHi B HhOMY IiJICMOKIIa-
JaHHS HACTYITHOTO JKUTTS, & TAKOXK KIIFOYOBI /IJIs IEBHOT €MTOXH MaTPUYHI
KOZIM B3aEMOCTOCYHKIB CBiTy AiTeil i cBiTy gopocaux» (Mapuenko, 2014:
104).

© Temsana Kauax, 2020
http://dx.doi.org/10.34142/2312-1076.2020.1.95.04
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3 TOukH 30py JiTepaTypO3HABCTBA IHTEPHpETalisl 3MICTy aBTO0io-
rpadiyHIX TBOPIB IiKaBa TOJI, KOJIM 3/IiliCHEHA 3 ypaXyBaHHSAM aHaIli3y
HUISXIB, CIIOCO0iB, 32C001B KOHCTPYIOBAHHSI CMHCITY, TBOPEHHS TEKCTY SIK
KOMIIOHEHTa KOMYHIKaI[II{HOTO aKTy aBTOpa 3 YHiBEepCaIbHUM aJIpecaToM.
Axe TIporiec KOMYHIKaIlil € MPOoLEecoM CMUCIIOTBOPEHHS, SKHI peaizye
ce0e B «aKkTyaJbHOMY TeIep» i BOIHOYAC OKPECIIOE MOTEHIIHHI BapiaH-
TH PO3TOPTaHHS; MPOLIECOM B3a€EMOOOYMOBIICHOTO 3B’SI3Ky iH(opMallii-
noBigomieHHs-po3yMinHs (Luhmann, 1986).

Mera wmi€i cTarTi — 3’4CyBaTH, AKi IHCTPYMEHTH KOHCTPYIOBAaHHS Xy-
JOXXHBO1 aBTOOiorpadii AuTHHCTBA BUKOpUCTaB Bonogumup PyTKiBChKmi
y noBicTi-cnioBiai «[lorepuara». ns mocarHeHHS METH 30CepeanMOcCS
Ha PO3B’s3aHHI TaKMX 3aBIaHb: 1) OKPECTUTH MOIISAAM ¥ MipKyBaHHS
BUCHHUX IIMOJO0 CIENU(iku KOMYyHIKaIlil B aBToOiorpadiyHUX HapaTUBax,
30KpeMa Xy[I0KHbOI peTpaHcisuii aBrodiorpadii TuTHHCTBA; 2) 3ampo-
MOHYBATH BIaCHY KOHIEMIIIO TOCIIIKEHHS IHCTPyMEHTAapilo KOHCTPYIO-
BaHHS CMHCIY XYIOXXHBOTO TBOPY; 3) MpOaHali3yBaTH MOBICTb-CIIOBib
«[lorepuara» B. PyTKiBCBKOrO sSIK CHCTEMY KOMIIOHEHTiB-pecypcCiB Mo-
€THKH TBOPY, IHCTPYMEHTIB KOHCTpYIOBaHHs aBTOOiorpadii JUTHHCTBA;
4)BU3HAYUTH, Ky POJIb i IHCTPYMEHTH BHUKOHYIOTH y Npoleci KOMYyHi-
Kallii aBTOp-TEKCT-4yUTad (3 ypaxyBaHHSM Pi3HOBIKOBHX OCOOJIMBOCTEH
azpecarin).

3ragany moBicte B. PyTkiBchbkoro y pi3HHX pakypcax posmisia-
mun B. Baayneceka (Bsmymbceka, 2012), O. T'aBpomr (I'aBpom, 2011),
T. Kavak (Kawak, 2013-2014), H. Mapuenko (Mapuenko, 2012b, 2014),
JI. OBniitayk (OBriituyk, 2014), M. Cyxosenpkuii (CyxoBenbkuii, 2009).
HalirpyHTOBHIIIOIO HAyKOBOIO PO3BIKOIO, TMPHCBSYEHOI TBOPUOCTI
NMUCbMEHHHMKa, € mpans Haranii Mapuenko «Bonogumup PyTkiBChbKHIA:
TekcTH aoni: Oiorpadiunnit Hapucy (Mapuenko, 2014: 18-33). IloBicTb
«[lorepuata» AOCHIIHULS, y3arajJbHIOIOYH MIpKyBaHHsS pPELCH3CHTIB,
pO3IIsiIaE HE TiNBKM SIK OKPEMHUH TBip aBTOpa, a i 00Mpae CBOEPIAHOIO
ONTUKOI0 OCMHCIICHHSI Or0 BOEHHOTO Ta MOBOEHHOTO >KUTTA. Binmblre
yBaru H. Mapuenko mpupinsie aHamizy o0Opa3iB-CUMBONIB (IOTepUar,
pyzoro mecuka, kaka 3 palchkuMm s01yukoM). Haromicte B. Bzmgyns-
CbKa akKIeHTye Ha chpuiiManHi TBopy B. PyTKiBCbKOro «y KOHTEKCTi
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MOCTKOJIOHIaJIbHOTO, MOCTTOTANITAPHOTO CYCINIBCTBA, SKE JOBOJI He-
MOCTIIOBHO UM HABITh CIIOPAANYHO HAMATAETHCS TOJIATH PYIUMEHTH KO-
JUIIHBOTO cBiTOmIsIAY» (B3mynberka, 2012). [NocTkonoHianbHAN MiAXiA
CTaB KJIIOYOBHM IIiJ] 4ac aHaji3y mosicti «llotepyara» 3 TOUKH 30py pe-
npe3eHTalii MiJliTapHoi TeMH 1 pobieMu BrpadeHoro qutuHcTBa (Kavak,
2018: 103). OmHak moci mo3a yBaror HAayKOBI[IB 3aJIUIIAIOTHECS OCHOBHI
aCTIeKTH TBOPEHHS MOETHKH MOBicTi B. PyTKiBChKOTO, IHCTPYMEHTH KOH-
CTpyIOBaHHsI aBTOOi0Tpadii TUTHUHCTBA Ha PiBHI aBTOPCHKOI iH(OpMarii-
BUIIOBiJJaHHS, TEKCTY K MOBiIOMJICHHS, KaHAIY 1 CHCTEMH KOZIB, a TAKOXK
¢dyHKIIOHANTBEHA POJb IIMX 1HCTPYMEHTIB Ha PiBHI pelenii FOHUMH 1 J10-
pocIMMHU yuTadaMu. Y 3B’SI3Ky 3 MM OYEBHJIHA aKTyaJbHICTh MOpPYIIE-
Hoi ipoOiemu.
MeTonosorisi i MeToIH A0CTiIKeHHS

MeTonosorito TOCHTIIKeHHsT BUOY/IyBAaHO HA KOHIICMIIi CUCTEMHOTO
aHanizy nmoeruku TBopy (Kiouek, 2007, Komak, 1988), migcuneHiii iH-
cTpyMeHTapieM Teopii xomyHikauii (Jakobson, 1960). TeopeTtuxo-me-
TOZOJIOTIYHOI0 OCHOBOIO JIaHOI PO3BIAKM OKpIM Ha3BaHUX Mpalb, NpH-
CBSUEHUX iHTepmpeTalnii TBopy B. PyTkiBchkoro, € mocmimkenHs: Gpopm
s-napatuBiB (Bruner, 2004; Gruszewska, 1998; Koncrankesuu, 2014;
Lubas-Bartosznska, 1983; CiBepcbka, 2011), pi3HHUX aCHEKTIB >XaH-
piB cmoragoBoi miteparypu (Anderson, 2001; BoscyniBcbka, 2015; Io-
ny6osuu, 2008; Gusdorf, 1991; Lmekie, 2010; Lejeune, 2005; Olney,
1998; Yepkammna, 2017; Lsama, 2006), npobnem aBrodiorpadii AUTHH-
ctBa (Mapuenko, 2012a; Craposoiit, 2004).

PesyabTaTn Ta quckycii

ABtoOiorpadiro AUTHHCTBA NHCbMEHHUKA (DOPMYIOTH aBTOOiOrpa-
¢ivHI JOKyMEHTH (IOKyMeHTalbHa aBToOiorpadisi, TUCTH, OACHHUKH),
yCHI icTopii, aBToOiorpadiuHi JiTeparypHi TBOpH (XymoXHs aBToOiorpa-
¢is1, aBTobiorpadiyHi MOBICTH Ta poMaH). Y KOXHOMY BHIAJKY iHCTPY-
MEHTapiii KOHCTPYIOBaHHS aBTOOiOrpadiuHOro HapaTHUBY Ma€e CBOI OCO-
OmmBOCTI. SIKII0 MOBa #iie PO XynoXKHIO aBTOOiorpadito, To IHCTpYMEH-
TH TiCHO TIOB’5I3aHi i3 MOETUKOIO TEKCTY MEBHOTO KaHPOBOTO Pi3HOBUIY.

[Tix NOHATTAM «IHCTPYMEHT» pO3yMieMO 3aci0, cHocid AOoCsATHEH-
HSl 4Oro-HeOynb. BHUKOPHUCTOBYEMO TEpMiH «KOHCTPYIOBaHHS», allke
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MUCbMEHHHMK, BITHOBJIIOIOYH Y MaM’SITi IOAil MUHYJIOTO, IIIJIECIPSIMOBAaHO
KOHCTPYIO€E, «CTBOPIOE» aBrobiorpadito AUTHHCTBA y BepOaibHIl IUI0-
LIMHI, TPY BOMY CaM BU3HAYa€ 3MiCT, OpPMY, MEXi, eIeMEHTH HapaTHBY,
nigoupae onTUMalbHI 3aCO00M 1 criocobu 1i BepOamizariii. Y miteparypos-
HaBYill Hayli HEMae OOTPYHTOBAHOI TeOpii KOHCTPYIOBaHHS CMHCTY (UM
CMHCJIOBUX IICHTPIB, KOMIIOHEHTIB) TBOPY, HE € MOLUIMPEHUM BKUBAHHS
MOHATTA «IHCTPYMEHTapiii KOHCTPYIOBAaHHA», OCKIIBKH TPAIULIHHUM €
(opMyIIOBaHHS «3aCO0M TBOPEHHS» TEKCTY M HOTO eneMeHTiB. OnHak
JOCIITHUKH BUKOPUCTOBYIOTH TEPMiH «KOHCTPYIOBaHHS», KOJU HAEThCS
npo GpopMyBaHHs CTPYKTYpH TBOPY, TOOYIOBY Xy[AOXKHBOTO CBITY YH MO-
JeTIOBaHHs 00pa3iB, XapakTepiB, MOBEAIHKU TepoiB. Y HAyKOBHUX CTYIisX
NPUCYTHI Taki (opMyIIOBaHHS: «KOHCTPYIOBaHHS TEKCTY», «KOHCTPYIO-
BaHHS XyJO)KHBOTO CBITY», «KOHCTPYIOBaHHSI 00pa3y 3a BUMOTaMH JKaH-
pPY», KOHCTpPYIOBaHH: 00pa3y HMepCOHAXKa», «KOHCTPYIOBaHHS HACTPOIO
noesii B Mpo3i», «KpeaTUBHUI YNHHUK KOHCTPYIOBaHHS XyAOKHBOI CHC-
TEMI», KKOHCTPYIOBaHHS T€HACPHOI iICHTUYHOCTI», aje B )KOAHIN Tpatli
(HaBiTh IUCEpTaLIHHUX TOCTIIKEHHSX, K, HaNpuKiIa, «KoHcTpytoBaH-
HSl IOETHUYHOI iJeHTHYHOCTI y TBopuocTi Po3u Aycnennep» O. Kpapuyk
Ta iH.) aBTOpU HE PO3KPUBAIOTH CYTi TEpPMiHa «KOHCTPYIOBaHHS», HE TO-
Jal0Th BIACHUX Je(iHiLlii BHIEe HA3BaHUX (POPMYIIOBAHb.

VY KOHTEKCTI OKpecleHOi MpoOJeMH Miel PO3BIIKKA MPaBOMipHUM
BBa)Ka€MO BHKOPHCTAHHSI TOHATH «KOHCTPYIOBAaHHS CMHUCIY TBOPY» Ta
«IHCTPYMEHTH KOHCTPYIOBaHHS», aJKe€ BOHM HaHOIJBIIOI MIpOIO Bij-
MOBIIat0OTh PO3POOJICHIM 1 3alpPOMOHOBAHIN KOHIENINT JOCIiIKEHHS.
«KoHCTpyroBaHHS CMHCITYy TBOPY» MOXKE OTOTOKHIOBATUCS i3 TPOLIECOM
TBOPEHHS, 3MICTOBOIO 1 (hOpManbHOIO MOOYJOBOIO XYIOXKHBOTO TEKCTY,
ane «iHCTpyMEHTapiit» He 3BOAUTHCS TITBKW, HAPUKIA, OO XyHTOXKHIX
3ac00iB, a € MOHATTAM IIUPIINM, iepeadadae OaraTopiBHEBUN KOMILJIEKC
THCTPYMEHTIB Pi3HOTO TUILY, SIKi BUKOPHCTOBYIOTH aBTOP 1 UnTay. 3TigHO
HAIIO1 KOHIIEMIIi1, ika 0a3y€eThCsl Ha Mojieni KomyHikaiii P. SIko6coHa Ta
Teopii cHCTEeMHOTO MiAXony A0 aHamizy nmoetuku I. Kioyeka, iHcTpymeH-
TH KOHCTPYIOBaHHSI CMHCITY (4M CMHCIIOBOTO KOMIIOHEHTa) TBOPY 3aJie-
KaTh BiJ eTalmy KOMYHIKalil NMCbMEHHMKa 1 yhTada. Ha KpeaTnuBHOMY
eTami i IHCTPYMEHTH CTOCYIOThCS ICHXIYHHMX HPOLECiB OCOOHCTOCTI
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aBTOpa i mpoueciB BepOamizalii 10cBily, TyMoK, eMoliid. Pedepentanit
eTarn TBOPEHHS 1 ()YHKUIOHYBaHHS CEMaHTHKO-CTPYKTYPHHX €JICMEHTIB
MOETUKHU TEKCTY aKTyali3ye TEeKCTyajbHi IHCTPYMEHTH (Cepel SKHUX Xy-
JOXHI 3ac00H, cOCOOW ONMPHSABICHHSI CMHCIIB, 3MICTOBI i (hopMaibHi
KOMIIOHEHTH MOETHUKH 1 iXHe (DyHKIIOHATbHE HAaBaHTaXEHHsI ToIo). Pe-
LUENTUBHUMA eTal akTyalli3ye iIHCTPYMEHTH, MOB’SI3aHl 3 YMTAIBKOIO Ii-
SUTHHICTIO afipecara.

KinneBuM pesynbTatoM KOHCTpyloBaHHsS B. PyTkiBchkoro € Xymox-
HBO-ECTETUYHUH MPOAYKT, MOBiCTb-crioran. OpieHTalis Ha pe3yJabrar
LBOTO MPOIECY BU3HAUa€ HAOip IHCTPYMEHTIB. AJKe sIKOW MoBa HIIia,
HaNpHKIag, PO aBToOiorpadiro SK JOKYMEHT AUIOBOACTBA, TO B Hil He
Oymo 6 micls XyI0KHIM €KCKypcaM Yy MHHYIIE, OTIMCIB KPa€BUIB 3 IH-
TUHCTBA, TPAHCIALI] MOTOKY CBIZIOMOCTI Ta MEpeXHBaHb TUTHHH TOIIO,
TaMm Oynu O TiJIbKM TOYHO BUKJIa/IeH] (haKTH.

TekcT — HeHTpaNbHUI KOMIIOHEHT JIiTepaTypHOi KOMyHiKaii aBTopa i
YrTaya, OCHOBHUI 00’ €KT HAIOTO ToCiimKeHHs. OTHaK TeKCTyalbHO-1H-
TEpHANBHUI PiBeHB JITepaTypHOI KOMYHIKaIii 3aBKIH CYyIPOBOIKYIOTH
MO3aTEeKCTOBI KOMIIOHEHTH. SIKIIIO 3a OCHOBY OpaTH HeMiHiiHY MOHeNnb
komyHikarlii P. flkoocona (Jakobson, 1960), 3rijgHo 3 sIKOIO B ifeanbHii
cUTyalii CrpanbOBYIOTh LICTh ii YMHHMKIB (agpecaHT, MOBiIOMIICHHS,
KaHaJl, KOHTEKCT, KOJl, aapecaT), To KOHCTpYIOBaHHs aBTobOiorpadii mu-
TUHCTBA MOYMHAETHCS Ha KPeaTHBHOMY eTalli aapecaHTa. | KirodoBuMH
Ha LBOMY eTarli OyayTh iHcmpymermu, yHKIIIOHYBaHHS KX OB’ sI3aHe
13 ICUXIYHMUMH TIPOLIECaMH 0COOHMCTOCTI:

1) camopedekcis Hax MOMISIMH 3 TUTUHCTBA;

2) akTyasizanis i BepOaiizalisi eMOLiHHOTO TUTAYOTO TOCBiY;

3) MOBHE CTPYKTYpPYBaHHSI aBTOPCBKMX CIIOTaJliB, SIKE TEPETIKae y
TBOPEHHS aBTO010rpad)ivHOTO TEKCTY.

«[lorepuara» — MOBICTb, Y SKii OCMHCICHO (parMeHT JKUTTS aBTOpa
iy gac BiiHU. «[1o cyTi, 11 CIIOBiAb TUTHHH, SKIi TIOBEIOCS MPOUTHU IO
TOHKOMY JI€3y MiX CMEPTIO 1 )KHUTTSM, JIIOOOB 10 1 HEHABHCTIO, HAMI€IO Ta
ooxeBisiM» (PyTkiBehkmiA, 2013). YHiKaNIBHICTh 300pakyBaHOTO KHUT-
TEBOTO JOCBIly 3aKJIafICHa y AUTSYil, UPi po3MOBiJIi PO cede i CBIT y
Yacu BOEHHOTO JIMXOJITTA, 300pakeHH1 HaBKOJMHUIIHBOI AIMCHOCTI Kpi3b
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MpHU3MY CIPUHHSTTS HapaTopa-AUTUHH, TpaMaTHYHUX CHOTragax A0poc-
JIOTO MMCbMEHHMKA, TOBEPHEHHI 10 CBOTO AUTHHCTBA. CITyIITHO 3ayBaXkye
H. MapueHko, 1110 «IMTHHCTBO — HE TeMa Yy JIiTeparypi, a 0co0IMBe, BHY-
TPIIIHBO ONMM3bKE HOMY CTaBJIEHHS 10 KHTTS, B KOHTEKCTI SKOTO THCh-
MEHHHUK cfiTa€ Ti€i cBOOOAN caMOBUpPaKEHHsI, 0€3IM0CEpeaHOCTI CIpHii-
HSTTS CBiTY, MapaJoKcalbHOCTI (paHTa3ii Ta AyHIeBHOI YUCTOTH, SIKi J0-
pocia IroanHa HeMUHY4e BTpadae» (Mapuenko, 2014: 23).

[Mompu meranizoBaHi crioragu, 6araTo mMarepiaiy 3aJIUIIA€ThCS 1032
TEKCTOM MOBICTi. SIK 313Ha€ThCSA aBTOP Y JIUCTax Ta iHTepB 1o, «[loTepua-
Tay — «JIUIIe BUAMMa YacTHHA aiicOepra. A 3 HeBUIUMOI... — IPUTOAH, AU~
TSIYi BUTIBKH, BTeUi 3 IOMY, «HEOJHOpa30Be poOiH30HCTBO» (MapueHKo,
2014). Takuii IUTAYNIA TOCBI MICBMEHHUK TPAHCIIOE Y TPUTOJHULIBKUX
MOBICTAX [ FOHUX YUTAYiB, PEaTi30BY€ B OKPEMHUX CIOKETHUX JIHISX UM
MOJISJISIX TIOBEAIHKH TepOiB, eIeMEHTax aBrodiorpadismy.

ABtobiorpadis autuHcTBa Bojommmupa PyTkiBCbKOro sik minicHa
KapTUHA CHpUHMAETbCA 3aBISIKM CUCTEMi 30€pEKEHHX aBTO JOKyMEH-
TiB — JOKyMEHTaJIbHiil aBTOOiOTpadii, 1McTaM, yCHUM pPO3MOBIAIM MPO
cebe B iHTEpB 10, TIOBICTI-CMIOBI/i. BOHA «€ THUM JKEepesioM, sike Aa€ 3MO-
Ty MPOCTEeXHUTH HUIAX iAeHTUdiKalii 0coOMCTOCTi, 3°ACYBaTl KOPiHHI
IUIs 11 IOSIBM SIK ICTOTH COLIalbHOI Ta KyJIBTYPHOI MPUYMHHU Ta MEPIIO-
MOLITOBXH, OCKIJBKH JIMIIE Y CHOrajax AUTHHCTBA OCOOUCTICTH BHMY-
nIeHa npoOymKyBaTy B co0i Toi mpuponHiil cTad BiacHOro “S”, B AKOMY
30BHIIIHI KyTbTYPHI YHUHHUKY 11€ HE BiIOUTI (“TIPOTOCBiAOMICTE”). A 110
3a3BHYaii 30BHIIIHS Oiorpadist IMTHHCTBA OyBae MaIOBiIOMOIO, OKpecie-
HOIO JIMIIE HU3KOI0 (OpMaNbHUX MOAIN (HapOo[KEHHS, HaBYaHHSs, y4acTb
y AWTSYMX CHUTBHOTAx, MOAIl 3arajJbHO POAWHHOTO KHUTTS TOMIO), TO-
CyTi, Jumie aBTodiorpadis TUTHHCTBA 3aa€ OUTBII-MEHII 00°EKTHBHHIMA
BEKTOp MONISALY Ha BH3HAYaJbHI JUIS CTAHOBJICHHS 1IEHTUYHOCTI OCO-
ouctocti Qaxropu ta moxii» (Mapuenko, 2012a: 92). [loBicTs-crioBinb
«[lorepuara» MOBHOIO MipOIO BiIKpHBA€ BHYTPIIIHII CBIT MUCHMEHHHKA,
nepesae MpaBAKBi IEPEKUBAHHS W CBITOMISIHI MO3ULT, pinocodito OyT-
TSl TUTHHU Y BOEHHI YyacH. ABTOp TaKUM YMHOM 3 OIHOTO OOKYy BiATBO-
pIOE BTpayeHUH CBIT JUTHHCTBA, a 3 1HIIOTO BepOasizye AUTIIY TPaBMY,
o6 3BibHUTHCA Big Hel. Mepi ['enOpeiit (Mary Galbraith), aHanizyroun
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KHWKKH-KapTHHKH JUTS IITeH PO BiliHY, 3ayBaKye, IO AEsIKi aBTOPH CBO-
€10 TBOPUICTIO «BMOTHBOBAHI Ta 3[aTHI BIJTHOBUTH CBOE JUTSYE MHCTE-
UTBO TpaBMyBaHH:». CaMe TOMYy «iXHE MHUCTELTBO MOTUBOBAHE MOTPiii-
HUM TIPOEKTOM BiJITBOPEHHSI BTPAY€HOTO CBITY, BiIHOBJICHHS IIEPEIOMHO-
TO MOMEHTY BiT4y>KEHHS Ta POOOTH HaJl CTBOPEHHSIM HOBOTO CBITY, SIKHH
BH3HAE Ta MOJ0JIAe eBHE cTpaxitrs» (Galbraith, 2000: 341).

Ha pedepentHoMy eTami KOMyHIKaIlii TUChbMEHHUKA 1 YMTAYiB KITFO-
YOBUMH, Ha HaIIy AYMKY, € IHCTPYMEHTH IMOETHUKaJIbHI, aJl’ke BOHU CITiB-
BiITHOCSITHCA 3 KOMIIOHEHTAMH ITOCTUKH, K1 pa3oM TBOPATH LITICHY CHC-
TeMy TekcTy. CaMe TOMy IHCTpyMEHTaMHU KOHCTPYIOBaHHS aBToOiorpadii
nutuHcTBa y «[loTepuarax» BBaXxkaeMo amicmosi konyenmu (Tema BTpa-
YEHOTO JAWTHHCTBA; XyAOXKHs penpe3eHTtanis ¢imocodii OyTTs TUTHHN),
CMUbOBI, KOMNO3UYILHI, JCAHPOsI U Hapamueui dominanmu (TICHXOJIO-
Ti3M 300paxkeHHs] 00pa3y TOJOBHOTO Teposl, MPOTOTHIIOM SKOTO € aBTOD;
TOMOJIETETUYHUN HapaTop B iHTpali€reTH4Hid CHTyalii; MOBiCTh-CIIO-
BiJlb; CIIOBIANBHICTH 1 BiABEPTICTh MUCHMA; 30BHIIIHIA 1 BHYTpPILIHIH
XPOHOTOI TOIIIO).

Tema eémpauenozo oumuncmea. Bonogumup PyTkiBcbkuii y aBTO-
Oiorpadiuniii moBicTi-croBiAi (QOKycye CBOIO yBary Ha IpaMaTH4HO-
TpariyHOMy Tepioli cBOro AWTHHCTBa. BiliHa 3minmia yce. Llacnuse
JUTHHCTBO 3 MaMOIO, TaTOM BMHTbH HEPETBOPUIIOCS Yy CYLITBHHUMA Kax i
JIUXOJNITTS. 3MICT TEMU «BTpavdeHe AUTHHCTBOY» 3aKJIaJCHO Ha CIOKETHO-
My piBHi, B 00pa3ax NepcoHa)KiB, HApaTHBHIN TIOLIMHI TeKCTy. B 0Opas-
HO-CHMBOJIIYHIH ()OpMi BiH 3peani3oBaHUi y CHMBOIIYHIM Ha3Bi MOBICTI
(Kauak, 2018: 97 — 98). Temy BTpaueHOr0 AMUTUHCTBA MiJICKIIIOE pama-
TUYHO-Tpariunuii nadoc. [ITMCBMEHHUK 3 JKalIeM i CyMOM OIHICYE CTPaX-
JNaHHS JAWTHHHM, Bi3yalli3ylo4dW AeTami, (yHKI[iOHaJIbHE HaBaHTAKCHH:I
SAKHX TIOBHOIO MIpOIO peali3yeTbesl y MPOLECi YUTaHHS, BUKIMKAIOUH
Taki K eMolii y peuunienTa: «L{poro pasy s 3amisiHyB Mif JIIKKO: MOXKE,
TaM 3aBaJISIBCS SAKUUCh IIIMATOK XMiOIA? AJie i TaM, KpiM Cipoi MUJTIOKH,
Higoro He Oyno. Toxi s mociayxaB TPOXH, K OypYHTh y MEHE B KHBO-
Ti 1 TOMIKaHAUOAB TyAH, A€ KOJUCH JISKATH MOI irpamku. AJie CKiTbKU
MOYKHA TPaTUCS OJHUM JIMIIE PBAHUM M’ TYMKOM Ta 3J1aMaHOIO J3UTOI07»
(PyTkiBcbkwmit, 2013: 55).
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[NopiBHIOIOYM TBip 3 IHIIMMH 3pa3KaMH YKpPAiHCHKOI CIIOBiNANbHOL
MPO3H PO TUTHHCTBO, H. MapueHko 3ayBaxye, 110 MOBicTh PyTKiBCBHKO-
ro He moAi0Ha 10 HUX €HEepreTHKOIO 1 CTHIIeM muckMa. «Bu He 3Haiinere
B TOBICTI Hi CMaKOBUTUX JIOBKEHKOBHX OIUCIB CyCiJiB UM POAHMYIB, Hi
Ka3koBoi Kpacu cBiTy M. CTenbMaxa 4M 3aXOIUTMBUX JUTSYHX OYIHIB i
Tpariunoi Oynennocti I'p. TroTioHHuKa. € nuire poiHHS AYMOK-CIIOTa-
IiB — MOILIKAapU-TIOTepYaToK nepesa ounMa Biuxocti. € BiguyTTs BHIIOT
TallHH, OI0 HE MO)KEe OyTH OCSTHYTa HisIK, IOKH TH HE 3pPO3YMI€I, IO
BOHA JIUIIEHB TBOsA. CBIT “moTepyuat’ — 1e 0e3nTy3/uii CBIT, CBIT O3 rap-
MOHIi Ta npaBau, 06e3 3aayMy Ta L. ABTOp CIOBIAYEThCS caM codi, 60
TIJIBKY el HETOCKOHAIMIA CBIT 1 € Horo BiacHuM...» (Mapuenko, 2014:
31). Y upomy 3i3Ha€eThCs i caM MUCHBMEHHHUK: «...5l, MaOyTh, MUChMCH-
HUKOM CTaB TiJILKH AJISl TOTO, I[00 HAIMCATH IO CIIOBiIb. 3 BUCOTH CBOTO
BiKy BIUBIISIIOCS Y ce0e MaJoro, BIUBIISIOCS B MIJIBHOHH TaKUX e, SIK 5,
CHBHX BXKE MOTEpUar i He MOXY 30arHyTH, SIK HaM BIAJIOCS TIPOCKOYUTH
IO JIe3y MiX CMEPTIO 1 )KUTTSIM, JIFOOOB IO 1 HEHABHUCTIO, BIipOto 1 Oe3Ha/Ti-
eto» (PyTkiBepkmii, 2013: 188).

Bonogumup PyTkiBchkuit 13 mokoniHHA AiTed BiiiHU. [TTuOOKMiA Bid-
OWTOK Ha WOTO JUTHHCTBO HAKIIAIH «BiifHA, & TOYHIIIIC — OKYMAaIliiHI JTUX1
i TONTO/IHI YacH, IepeHeCeHi Ha celli, Ta yKpaiHchbKa ictopis. O0uaBi ganm
MOLITOBX AJISl CTBOPEHHS TOJIOBHUX TBOPIB JKUTTA. Y MEPIIOMY BHUIAI-
Ky — memiuBoi Oiorpadiunoi nosicti «[lorepuara», y apyromy — icto-
PUYHOI TPUIIOTIi PO JHKyp-XapakTepHUKiBY, — nume O. [aBpom (I'aB-
por, 2011).

VY moBicTi CHHTE30BaHO MOAil, sIKi HalKpaile 30eperucs B maM’sTi
nUucbMeHHHKa. B. PyTkiBchKuil JTIHIBi3ye CBOI BpayKeHHs, MEpeKUBaH-
HS, OYiKyBaHHS, IOB’sI3aHi 13 KOHKPETHUMH €Mi30JaMH W CIoraJaMH,
BUKOPHCTOBYIOUM NPUIOM acomiroBaHHs, 0Opa3Hy MOBY, BCTaBHi (par-
MEHTHU-PO3IyMH, HAIIOBHEH] IMILTIIUTHUM cMHCIIOM (pas3u. CBoepimHIM
«MICTKOM» MK TETIEPIlIHIM 1 MUHYJIUM CTa€ 3yCTpid Kayka i3 paiicbkuM
sa0myykoM y mapky. Came Taki S01y4Ka «psICHO 3BHCAJIH i3 CTapoi SOIyHi
Ha J[iAIBCBKOMY TOPOAI» TOMi, y 4Yacu nuTuHCTBa Bonoaka (PyTkiBChKHiA,
2013). OmoBimau mpumyckae, mo HKadoK MoOyBaB y HOro «IUTSHOMY
paro» i Iyxe XOTIB pO3MUTATH: «II[0 TaM 3apa3 JIi€ThCS 1 Ui He OauuB BiH
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BUMAJKOBO THX, KOTO Sl TaK IIUPO 1 HEBASYHO JIOOMB Y IBOMY KHUTTi»
(PyTxkiBcbkwmid, 2013: 6). TpaHCHsLis TOTOKY AyMOK — IHCTPYMEHT, SIKHH
3a0e3Meuye IMUPiCTh, EMOILIHHICTD CIIOBiAL, MO3aiKy CIIOTaiB PO ciMeii-
HE YalOBaHHA 3 KMUIBCHKMMH NOMaJKaMH, TUIaBaHHA 3 TaTOM Y JOBO€H-
HOMY TUTHHCTBI; MPOBOKAHHS TaTa Ha BiliHY, Bredy 3 [Iuporis mix yac
OKymarii, HOYiBJIO B CTEMY i TSDKKY JOPOTY, TOPHATKO MaHHOI Kalli i ro-
JIO/1, BKPaACHi IUTAY] irpalllku, PN Bipr; poOOTH Ha TPOMaJCbKOMY
JBOPI, )KUTTS y Higycs 3 6abycero, IuTs4i i «gopocii» npuroau y boro-
IyXiBIli, IOBEpHEHHS TaTKa. EMOLIHHO mepegano emi3of] BTedi XJIOMIHKa
BiJ] OJiLas Ta MepexoByBaHHs y KyKypyn3i, BTpaty MoBH («Hi, He Oyay s
3yNUHATHCS, HE MOKHA MEHI POOUTH LIBOTO, KOJH 111e KUuTH Xouy! Tpebda
mpoOuparucs Aaii, Tpeda 3aXoBaTUCS Tak, MO0 MEHE HIXTO BXKE HE MIr
3HAWTU — Hi CTPAIIHUN TONiNai 3 HOro OarHeTOM, Hi TITKH, Hi HaBiTh
Most Mama. Tpeba croniBarucs aumie Ha cebe... <...> HaBkono 3acturia
mmOoKa Trma. JIuime iHKoIM 9ya0cs TpUNTyIIeHe IIyPXOTiHHS — TO Ie-
JIECTIJIO CyXe KYKypYI3sSHE JIUCTS, Ta I TYJIKO Omiocs Moe cepiie. Bono
Ha4yeOTO XOTiI0 BUCTPUOHYTHU 3 MOiX rpyaei!» (PytkiBebkui, 2013: 74).
Oco01MBO TPEMETHO OMHMCAHO TECHKa, SKUH BPATYBAB JKUTTS MajoMy
BonoaukoBi i sikoMy aBTOp MPHUCBATHB 10 MOBicTh: «[loGaumBmy, 1m0
S pO3ILTIOIIMB OYi, TIECHK a)K 3HETSIMUBCS 3 PAJIOILIB i KHHYBCS O0JIH3Y-
BaTW MeHe Iie 3aB3sTime. S 31 cMiXoM BiJICTOPOHHUB BiJ ceOe pymyBaTHid
MUCOK, TOAI MIIIHO OXONHUB pyKaMH co0ady HIHIO 1 3HOBY 3acHYB» (PyT-
KiBcbKHH, 2013: 78 — 79). V iHImOMY €mi30/1i CKOHICHCOBAHO HE PalliCTh,
a Tpareziro — O0inb BrpaTh Ilecuka, skl «HABMHUCHO TepeiiHsB Ha cebe
KYJIIO», SIKa Maja BIUTUTH y Manoro (PyTkiBebkwid, 2013). OOGinsgHKa Bec-
TH cebe Tak, o0 MicIis CMepTi MOTPAUTH Ha HEOO 1 OyTH 3aBXKIIH 31 CBO-
iM [lecukoM — Mapkep IUTSYOTO, OE3MOCEPEAHBOTO CIIPHUUHSATTS CBITY.
KinrouoBrMu KkoHIENITaMH XyJOXKHBOI pernpeseHTanii aBTrobiorpadii
JUTHHCTBA € criorany Bonomuka mpo cebe (MoBeniHKy, BUNHKH, €MOILii),
CBOIO CIM’10 1 POJIUHY, APY3iB-XJIOMYAKIB i OJHOCENbIIIB, MPEJICTABHUKIB
BJIaJIM 1 OKYNaHTiB, PO noii. JIuTHHA-0MOBI1a4 Ja€ 0JJHO3HAYHI OIIIHKH
JIIOISIM 31 CBOTO OTOUEHHS, BiA3HAYAE, SKUM YHHOM BOHH JIOTIOMOTJIH BU-
KHUTH, OyJIN IPUXUIBHUMHE 710 Horo cim’i (6abyns Hactsa, Const Mutpo-
(aniBHA) Y1 HABMAKH, IPOSIBIIIN KOPCTOKICTH Y OOPOTHO1 32 BIDKUBAHHS
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(3aBrocm, nosminait). TeHICHITIIO MIACIUBOTO KiHIIS, BIACTHBY OLIBIIOCTI
TEKCTiB JUIA JiTel, MUCBMEHHHK MaTepializyBaB y IIaciuBoMy (iHami:
0aTbKO MMOBEPHYBCSI 3 BIHHM 1 pa30M 3 MaTip 0 IMIIIOB MUPUTHUCS A0 Tifa.

L{iHHOCTI KUTTS 1 BipH BUUUTYIOTBCS y CIIOBiAI MK psinkamu. [yxe
9acTo MPU LEOMY aBTOP BIAETHCSI 10 IIEBHUX MIPUHOMIB MOOYOBU TEKCTY:
(parMeHTapHO1 OIOBIiJli, IEPETOBIIaHHS CHIB 1 MapeHb, BUKOPUCTAHHS
MOTOKY CBIZIOMOCTI IK ()OPMH aJIeKBaTHOTO 300pake€HHS BHYTPILIHHOTO
CBITY JIIOAWHM, ii MipKyBaHb, CaMO3arIMOICHHS. «ABTOHAPATUB CTA€ Ie-
HEpaTOpOM HOBUX CMHCIIB 3aBISKH BepOaJbHOMY KOHTAaKTy aBTOpa i 3
YMOBHUM YHTaueM, i 3 caMuM coboroy» (Turapenko, 2011: 267).

Y MOBICTI AOMIHY€ TUTSYUI TOTNIS Ha CBIT, IO ITOMITHO B IOPiB-
HSTHHI 3 TBOpaMH JUIS JOPOCIHX, V SIKMX HaeTbes mpo BiiiHy. Kputnku
BiJI3HAYAOTh, [0 i CTHJIb MOBICT1 «BIMOBIIa€ TUTSIUOMY TEMIICPAMEHTY,
JIUTSYAM THTEpecaM», OCKIIbKH MUCBMEHHHK «IIACINUBO MOEIHAB Y cOo0i
IBl HaliXxapaKTEpHIll O3HAKW YKpaiHCHKOi HAI[lOHAJIBHOI BIaYi: CXHJIb-
HOCTI JI0 MOSTHYHOTO, HABITh POMAaHTUYHOTO OaYeHHS CBITY, 1 IO ICKpO-
METHOTO, IOACKYAN JOOPOAYIIHOTO, ajle HEPiAKO i JTOUIKYJIEHOTO TyMO-
py» (Mapuenko, 2014: 22).

B. PyTkiBchKuii 006paB 4iTKi paMKH XpOHOTOITY: AWTSIYi PoKU Bomo-
JIKa TIiJ] 9ac BifiHU, CKOHJICHCOBAHUM XYyIOXKHIN Yac 1 mpoCTip, KOOp.Iu-
HaTH SKOTO O3HA4YeHi 00pa3HO — «MDK JKUTTAM 1 CMEPTIO», «MiK HEOOM
i 3emuteron. Hocmimkyroun Gopmu xpoHoTtony, M. baxrin mucas: «Yac
TYT 3TYUIYETHCS, YUIUTBHIOETHCS, CTA€ XYAOXKHBO-3PHMHUM; MPOCTIp XK
THTeHCH(]IKYETbCS, BTATYETHCS B PyX Hacy, cloxkery, ictopii» (baxrin,
1975: 247). Xponoron noBicti «Ilorepuyara) BUKOHYE XapaKTEpOJIOTid-
HY QYHKIII0, TBOPUTH eMoliiiHe T10. [IicbMEHHHUK 3rajye CBO€ LIaciiBe
JOBOEHHE JKUTTA 1 KOHCTATy€: «BiifHa BUKHHYNA HAC Ha BYJIUIIO O€3 XaTH
Hax ronoBoto» (PyTkiBebkwid, 2013). [ AuTHHU AOMiBKa, K HpaBH-
JI0, ACOIIFOETHCS 13 03TypOOTHUM TUTHHCTBOM y CiM’i, Jie 11 JIOOJIATS,
3 BJIAaCHUM IIPOCTOPOM 3 YIIOOJIEHUMH irpamkamu, 6e3nexoro. ['oaoBHmi
repol MOBEPTAETHCS y MOrpabOBaHUM AiM, SIKUI CTa€E CHMBOJIOM BTpaue-
HOTO AUTUHCTBA. [Ti3Hille BOHU 3 MaTip 10 1 OPATUKOM KUBYTH Y 4yKOMY
J0Mi Ta KIMHaTax MpH LIKOJI.
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3oBHIIIHIN XpoHOTON Hece B coli iHdopmamio Tpo vac (COPOKOBi
poku XX CTOMTTS) Ta Micle oAill y TBopi (aist BinOyBaeThes y [uporax,
BoroayxiBiii), ToAi SIK BHYTPILIHINA — OXOIUTIOE AYIIEBHUIA CBIT Teposi-Iu-
THUHH 1 MO3HAYEHUH MPOCTOPOM HOTO AYMOK, ysBIE€Hb, CHOBHIHb, MIEpe-
nae dinocodiro myxoBHOrO 1 ¢iznunoro OyTTs. «IloTepuara» aBTOp «3a-
KOJIOBY€» TaK, 100 YMTa4i MOTJIM OCMHUCIUTH TPAridyHUiA i JpaMaTHYHHUHI
XKHUTTEBUN JIOCBIJ XJOMYMKA, BUHECTH YPOK JIOASHOCTI. TakKMM YMHOM
XPOHOTOII MOBICTi TEX BHUCTYNAa€ IHCTPYMEHTOM KOHCTPYIOBAHHSI aBTO-
Oiorpadii quTUHCTBA.

Ilcuxonozizm 300parcenna Oumunu-2eposa — iHCMpymenm KOHCmpy-
106annsn aemoodiozpaghiunozo mexcmy. OOpa3 TUTHHU Y TOBICTI penpe-
3€HTY€E TOJIOBHHUI T'epOil TBOPY, MPOTOTUIIOM SIKOTO € aBTOP Y JUTHHCTBI.
CiM’st xuna B KiMHaTax MIKOJH B celli XPEeCTUTUIIEBO, a MOTIM y celli
BoronyxiBka. Y xJjoris He Oy/i0 MOBHOILIHHOTO JIUTUHCTBA, 0aThKiBCHKOT
yBaru, HeoOXiTHUX pedel Ta JOCTATHBOI KUTBKOCTI ixi. OkymnaiiliHa Biia-
Jla BUKOPHUCTOBYBAJIA MPAILIIO JIIOAEH 1 cTaBUIacs A0 HUX AY)Ke JKOPCTOKO.
[TucbMeHHHK OMHCYE Yac, 3rajgye YMOBH, B IKUX MOTPIOHO OYyII0 KHUTH.

Manwuit Bonoako nepekuBae cuxonoridny TpasMmy. BiH Tak HansKaB-
Csl MOMIEHCHKOTO, 110 IEPECTaB PO3MOBIISITH. XJIOMUUKOBI 31AETHCS, IO
Martu He JIOUTh Horo, 00 Oinblle yBaru MpUAiIse MEHIIOMY OpaTHKOBI.
Ctpax mepen CaMOTHICTIO i TOKUHYTICTIO MMOCTIHHO Tepecitifye Horo.

HimicHicTs 00pa3y repos-omnoBinaya 3a0e3neuyroTh MCHXOJIOTTUHHUHA
1 colianpHU paKypcH 300paxeHHs. [Icuxosori3M — OCHOBHUH 1HCTPY-
MEHT 00pa30TBOPEHHS y oMY TekcTi. O0pa3 i xapakrep repost mocrae
Ha OCHOBi IpaBAMBHX Olorpadiunmx ¢akriB. 3acobamu ioro mcuxo-
JIOTIYHOTO 300pa)KeHHSI € CaMOOIHC, CaMOXapaKTEPUCTHKA, eMOLiiHa
OILlIHKA BJIACHMX BUMHKIB 1 ITOBEMIHKH, CIIOBIJAJIBHICTh IMUChMA. Takuil
MOETUKOJIOTIYHUH 1HCTpyMEHTapiii 3HAYHOIO MipOIO MPOAWKTOBAHUH Ma-
pameTpaMu 0OpaHoro KaHpy TBOPY.

Ilogicmb-cnogios: rcanp AK iHCMPYMeHm KOHCHMPYIOBAHHA AGMIO-
biozpachit oumuncmea. ABro6iorpadivuna mposa — )KaHPOBUH CETMEHT
JiTeparypu, A0 SKOTO HajexaTh aBToOiorpadiuHi moBicTi i poMaHw,
LIOICGHHUKH, MEMYapH, CIIOBi1aJbHI HApaTUBH K XYIOXKHI €rOIOKYMEH-
. ®. JleskeH HaBOIUTH OCHOBHI KpHTepii aBToOiorpadiyHMX TEKCTIB:
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¢dopma MOBH (PO3MOBiAb, MP0O3a); 00’ €KT 300pakeHHs (IHAUBiAyaIbHE
XKHUTTS, ICTOPis 0COOMCTOCTI); MO3uLis aBTopa (iACHTUYHICTH aBTOpa i
OTIOBi/Iaua); MO3UIlisl OmoBijada (iACHTHYHICTh aBTOPA i TOJIOBHOTO Ie-
pos, perpocrniektuBHa onoBink) (Lejeune, 1989). 3a mumu kpurepismu
«Ilotrepuara» Bononmumupa PyTkiBchkoro — aBrodiorpadiyHa moBicTs, y
AKiil BigoOpaxeHo peasibHi iICTOpUYHI MOii, HasBHI CIIOTaIH PO peab-
HUX JIIOAeH; 1l MpuTaMaHHa TOTOXKHICTh aBTOPA, OTIOBiJaya Ta TOJI0BHO-
O repost TBOpY. [HIIMMHU O3HAKaMU [ILOTO KaHPY € THI Hapalii (0moBiab
BiJl mepiIoi ocobun), cyd’€KTHBI3M OMOBii, PETPOCIEKTUBHICT BUKIATY
Mo, «HasBHICTH aBTO0IOrpadiuHOrO Yacy, KOMyHIKaTUBHUHN XapakTep
OTIOBi/i, TICHXOJIOTiYHA 3aTIMOJICHICTh aBTOpa y BIACHUM BHYTpIIIHIN
CTaH, y AKOMY BiH mepeOyBaB MpPOTATOM TOTO a0 TOTO MEpioAy CBOTO
KHUTTS, BACOKOXYAOKHICTh OTOBifi, TOKyMEHTalbHa Ta €CTETUYHA Bap-
ticth TBOpY» (CiBepcbka, 2011: 6).

3BaXkarouM Ha T, M0 Yy LEHTPI — MOJil 3 AUTUHCTBA aBTOPA, SAKi Bifi-
rpanu 0coOIHBY poiib Y GopMyBaHHI HOTO CBITOIVISITY, IIHHICHOT MO3UIIIT,
a TO i BUBHAYMIIU JI0JTIO, TTOBICTh HAJICXKUTH 10 aBToOiorpadii TMTHHCTBA.
[Moromxyemocs 3 mipkyBanHsMmE JI. OBHiifuyK, sika CIyITHO 3ayBaKye:
«BaXITUBHM € T€, III0 aBTOpP HE TaK aKIEHTYe Ha 30BHIIIHIN Iii, sIK 10-
CIIIZKY€ BHYTPILIHIO TYXOBHY cepy, BIITBOPIOE CBOI AWTAYi MOUYTTS,
BpayKeHHS, IEPEXUBAHHS YKe B Jopociomy Bili» (OBaiuyk, 2015: 37).
Posrmnsimatoun aBTobGiorpadiuni pomanu, T. BoBCyHIBCbKa BHOKpEMITIOE
MiAXOMU 1 MPUHOMH «IPUTAAYyBaHHS AUTHHCTBA» Y XYIOXHBOMY TBOPI:
«OCOONMBOCTI “AUTIYOr0” XPOHOTOIY B ACTEKTi MOTHUBY HEMOTPiOHOT un
3ary0ieHoi TUTHHH, CIOKETHO-KOMIO3HLIHHUX BHHAXOIB, CMUCIOBOTO
napaneiizmy SIK JeMOHCTpalil CBITY OunMa TUTHHU Ta y paKypci cydac-
HOTO pauioHanizMmy/ ippamionanizmy» (boscyHniBebka, 2015: 150). I e
nye no0pe imocTpye aHasi30BaHa MOBICTb.

Tsoxinag 10 aBToOiorpadizmMy y TBopax mpo i Jis AiTeH MOCHITIOETh-
Csl MiJ BIUTMBOM TAaKMX YMHHHKIB: JOPOCIMH MHUCbMEHHUK MOBEPTAETH-
csl crorajlaMi B AMTHHCTBO i Mae moTpeOy BepOanizyBaTH CBiil JOCBif;
OIMCYIOUH TIepioA IUTHHCTBA, aBTOP HAOIMMKAETHCS O IOHOTO pelH-
mieHTa croco0oM OaueHHs cebe 1 CBiTy; cydacHa n00a TUKTYE TOBib-
HICTh XyAOKHIX iHTepmpeTamiil, TBOpUY PO3KYTiCTh, BUPa3Hi MPOSIBH
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TICUXOJIOTIYHUX eKCIUTiKamii «S1» muchMEeHHUKa, Ha 10 HE 3aBXKIU MO-
M 3BRXKUTHCA NMHCBMEHHUKHU 3a palsHCchkoro yacy. CriBiCHYBaHHS Y
Mpo3i ABOX MOJENEH — «IMiJCYMKIB JKHUTTS» 1 «MOJEINb aKTYalliTeTy», sKi
Buokpemitoe M. Konak, 3aBepiiyeTscsi iepeBarolo Jpyroi — «HeBiaKIa-
JICHOTO IMITYJIBCY, CBOEPITHOTO TICHXOJIOTIYHOTO PENOPTaXy 3 HaJIp BHY-
TPIMIHBOTO KUTTA, 3 MOMEHTY CBITONEPEKUBAHHS, KYJIBTYPHOI CaMOiieH-
tudikanii cyd’exra ceimomocti» (Komax, 1997: 125). CroronHi e € mie i
OJTHUM 13 MIPUHIIMITIB 1HIUBITyai3allii Ta OJJHIM i3 3ac00iB IHTPUTYBaH-
HS FOHUX YUTadiB, IS SKUX 9Y>KUH DOCBiA SIK MPUKIIAL BaXXUTh Oararo.
[Mprumna 3amikaBneHHs aBTOOiOrpad)iYHUMHU HapaTUBaMU MONATAaE i B
AKTHBHOMY PO3BUTKY PI3HHX HaNpsMiB JIiTEpaTypO3HaBCTBa (IICMXOaHa-
JTHYHOTO, OiorpadivHOrO METOy iHTEepIpeTalii XyA0KHB0T TBOPUOCTI).
[TpuXUALHUKK METOAIB AOCHTIKEHb, B OCHOBI AKHX OlorpadiuHuil mpuH-
LI, «BKa3ylOTh HA MOXKJIMBICTH THOIIOTO PO3YMiHHSI TEKCTY, TOMI SIK
MPOTUBHUKY — Ha HETOYHOCTI (IepeKpyUYeHHS) B IHTEpIIpeTalii», He IpH-
HHATHICTD MEPEHECEHHS IyHKTY 3alliKaBICHHS 3 «peJisiliii BHyTPIIIHBO
TEKCTOBHX» Ha TaK 3BaHI «pensii mo3atekctoBi» (Gruszewska, 1998:
405). Ilporunexxne JOBOASTH TEOpPii IHTEPTEKCTYyadbHOCTI, METATEKCTY,
TimepTeKCTy.

CroBianbHICTh, TMTMOOKUH IICUXOJIOTI3M Y 300paKeHH1 BHY TPiLIHbO-
TO CBITY, EpEKMBaHb TOJIOBHOTO I'eposi, PO3MOBiAb BiJ MepiIoi ocoOw,
MOETHKA CIIOTaiB PO AUTHHCTBO € MiJCTaBOI0 O3HAUYEHHS MOBICTI SIK Xy-
JOKHBOI CHOBiJIi MUCbMEHHUKA. ABTOPCHKHUH KaHPOBUH ITi13aT0JIOBOK —
«lutsya crnoBigb A7l TOPOCTHX, SIKi TaK HIYOTO i HE HaBUMIIHCS — Ha-
JAIITOBYE HA CIPUHHATTA XyAOKHBOTO CBiTYy, TOOa4eHOr0 AUTHHOIO. B
OKpPEMHX €Mi30/laX BUPA3HO 3ByYaTh BICIIOBIIOBAHHS OPOCIIOT JIIOIUHH.
O0pa3 omnoBijjaua y TEKCTi BiJ| «s», 00pa3 TOJIOBHOTO Teposl CIOBIJli OTO-
TOXXHIOIOTHCS 1 BOAHOYAC MalOTh CBOTO aBTOPA, HOCISI «YUCTO 300paxy-
BaHoro Hayana» (baxrin, 1996: 418). [IuceMeHHUK, OyAy4H TPOTOTHIIOM
repost CIOBiJi, OJAy4Yae CBOE OaueHHsS BJIACHOI JIONI Ta BiOOpaKeHHSI
JOBKIJUIS, COIIalIbHOTO KOHTEKCTY. AJKE «BUPAa3HTH caMoro cebe — 11e
o3Hauae 3poouTH cede 00’ €KTOM IS HIIOTO 1 471 cebe camoroy (baxTi,
1996: 419).
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[HmMMu xapaktepHuMH U1t IoBicTi B. PyTKiBChKOTO 03HaKaMH aBTO-
OiorpadiuHoi croBizi € BepOaxi3oBaHa KOMYyHiKallisi OTOBizada (aBTopa)
iaapecara (4nTaviB), aHaJTITHYHE 300paKEHHSI BHY TPILIIHBOTO XKHUTTSI JIIO-
JVHU 3 YCTAaHOBKOIO Ha HIMPICTh, BiIBEPTICTh, CyO’€KTUBHY ICTHHHICTD
BHUCJIOBITIOBaHHS; YCBITOMJICHHSI, PO3yMIHHS i MPUHHATTS camoro cebe i
HaBKOJIMIIHBOTO CBITY SIK TOJIOBHA METa CIIOBiMi; BiACYTHS Harpyra Mix
3MICTOM JKUTTS SIK HOTO po3yMie “s” 1 BIaCHE XKHUTTAM SIK JIAHIFOKKOM
nofiti. JIocBiJl CIIOBIAAIEHOTO CAaMOYCBIIOMJICHHS JIa€ MOIITOBX JIJIS CTa-
HOBJICHHS/BITHOBJICHHS 0COOMCTOCTI. Y TBOpI OMOBifa4 (aBTOp) IOIMycC-
Ka€ yuTaya A0 «HalCOKPOBEHHIIINX ITMOMH BIACHOTO TyXOBHOTO YKHUTTS,
HaMarar4mch 3p03yMITH HAUTEHIITHILI icTHHU 1Tpo cebex» (UYepkammHa,
2017).

PenienTuBHMII eTan KOMYHIKAIlil akTyali3ye iHcmpymeHmu 0exooy-
6aHMs MeKcmy, HoT0 CIPUIMaHHsI i OCMHCIICHHS YUTa4aMH Pi3HOTO BiKy
3 ypaxyBaHHSIM KOHTEKCTyaJbHHMX YMHHHKIB. Lle peuentuBHUil iHCTpY-
MEHTapii.

B. PyTkiBchkuii y «IloTepuaTtax» BUKOPHUCTOBYE MOAEIH CIIOBIAi-0MIO0-
BiZi BiJ mepmioi ocoou. Takuii Tunm HapatuBy 3alesneuye pedeKciro
aBTOpa, CUMBOJII3y€E peati3allito aBTopoM cede sik Cy0’€KTa, a He Tijlb-
KK — 3ac00y TiIKpecleHHs Horo aBTobiorpadiyHocTi. X04 4acTo i po3-
MOBI/Ib BiJl TPETHOI 0COOM MOke OyTH aBTOOiIOrpad)ivyHO0 (aBTOpP OFHO-
Y4acHO € 00’€KTOM 1 cy0’eKTOM po3moBiji). Jlopocii MUCBMEHHUKH Bil-
BEPTO PO3MOBINAIOTH-3TalylI0Th CBOE IUTWHCTBO, IITPUXaMH IOAIOTH
MPOEKIIF0 MaOyTHHOTO TEPOS-ITUTHHH 1 HABITH CBOE TETICPIIIHE (TaKHit
KOMIIOHEHT SIK CTPYKTYpHHI €JIEMEHT € B aHaJli30BaHiil mosicti). ns Bu-
MOBiJJaHHS aBTOP BUKOPHCTOBYE 1IHCTPYMEHTH, IPUTAMaHHi aBToOiorpa-
¢iuHii Hapalii, 30KpeMa «Ioi€Be 0UiKyBaHHs» a00 «EK3UCTEHIIiIiHA TO-
TOBHICTBY» Cy0‘€KTa, «HACHUYCHHIA OITUCY», CHMBOJIi3allis, 3MiCTOBA i€pap-
xizamig Tomoy» (Mapuenko, 2012a: 104). Lli XymoxHi eJleMeHTH Ta iHIIi
XyJ0HI 3aC00U TICBHOIO MipOI0 BU3HAYAIOTH MOOYIOBY CHCTEMHU 00pa3iB
TOJIOBHUX T€POIB MPO30BUX TBOPIB, B AKUX aBTOOIOrpadiyHUN KOHCTPYKT
BUCTYTA€ MPUHLIUIIOM XapaKTePOTBOPEHHS 1 Hapallii.

ABtoGiorpadiunmii HapaTHB TOBICTI aKTyaji3y€ TOMOJII€reTUYHUI
Haparop B iHTpaJiereTn4Hil cutyamii («aBTodiorpadiuHuii HapaTopy» 3a
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Bu3HaueHHsM B. [lmiga (ILImix, 2003). /luTrHa-0moBiAaY Kpi3h IPU3MY
CBOIX €MOIIiii, TUTIYNX CTPaxiB PO3MOBiAa€ Mpo cede 1 Te, 0 IETHCS Ha-
BkoJ0. Tpariyauii magoc MOCHITIOETHCS AKIICHTAMH Ha TUTSIYUX CTPAXK-
JaHHSAX 1 TEpEKUBAHHAX, HATYPaNiCTHYHHUX 300paKEHHSAX iHCHOCTI.
«Takuit HapaTOp YIi3HAETHCS 32 OTOTOXKHCHUM BHSIBOM CBOET MMPUBATHOL
icTOpil 3 MaKCHMMAaJbHOI CaMOMPE3CHTAIIEI0 Ta 1HAWBIIyai30BaHUM
yTUIEHHSIM TIeBHOI emoltifiHocTi» (MameBko-bekepcrka, 2011). Omnuca-
Ha KoHQirypamis iHTpaaieresucy, Ha AyMKy JI. ManeBko-bekepcbkoi,
HaAMOLIBLI LUTICHO PEeNpe3eHTYE aBTOPCHKY 1HTEHIIHHICTD, TOCHITIOE KO-
MYHIKaTUBHY CKJIQJIOBY pelentlii. 3aBIsKu I[bOMY TEKCT CTa€ €MOIIHHO
OnMu3bKkUN JUTHHI-uMTady. Ha Harn yMKy, Takuil THIT HAPATUBY € OJHUM
3 JIiI€EBUX IHCTPYMEHTIB YCIIITHOTO JACKOIyBaHHS TEKCTY TUTHHOIO-YNTA-
4yeM. YKpaiHChbKiI KPUTHKH BBaXKAIOTh TIOBICTh MPUKIIAIOM TOTO, «SIK MOXK-
Ha BJIaJI0, 03 CIPOIIEHHS Ta BOAHOYAC IOCTYITHO i HE TPAaBMATUYHO TSI
JiTel mucatu mpo cKIajaHi Ta GpinocoChKi MUTaHHSA, SIK-TO IPUPOJa 3714,
17IC0JIOTis, TOTANITAPHI CHCTEMHU, BilfHa, CMEPTh, BOPOXKICTh, CTpax, He-
CBiZiOMe, Bipa, CEHC *KHUTTs ToIIo» (B3mynbcbka, 2012).

Y aBTOPCHKIii CHOBi/I MOXHA BHYUTATH JIy’Ke 0araro eKCIUTIIIMTHUX
Ta iMmnnuTHUX cMuciiB. «lIporec camMoBuOymOBYBaHHS Tiepeadadae
MHOXXUHHICTh CMUCJIOBUX 0adeHb ce0€ BCepPE/IMHI BIACHOTO XXKUTTS. SIKy
HapaTHBHY IHTEPHpETAILi0 3B A3KiB MK MUHYJIHM, TETEPIIIHIM i Maii-
OyTHIM BBa)XaTH 3a iCTUHHY — I MUTAHHA IOpa3y BUPILIy€e HE JIUIIE
aBTOp >KUTTEBOI icTopii, a 1 000B’sI3KOBO i yMTau, cnyxad. Y IXHbOMY
J1ao31 »KHUBa TKAHMHA OMOBIJAHHS MMOCTIMHO BHUIO3MIHIOETHCS, aKICH-
TH PO3CTABISAIOTHCS MO-PI3HOMY, TIPUIHMHHO-HACTIIKOBI psiiu TpaHchop-
MmytoTbes» (Turapenko, 2011: 264 — 265). Takuit aBTOHAPATUB IIIKaBHIi
JUIS JTiTed i mopociuX. JliTH-unTadi HalinmepIe mpoCiiIKOBYOTh CEOXKET,
MOBEIHKY TOJIOBHOTO TepOS-AMTHUHHM, CIIiBUyBalOTH HOMY i HaBiTh MO-
KYTh OTOTOXKHIOBATH ceOe 3 HUM, aCOIIIOBATH MEPEKUTUN TICHXOJIOTiY-
HUH TOCBij (HApUKIaI, TUTII0T CAMOTHOCTI, BTPAYCHOTO JIOMY, CTPAaXY,
HecTadui 0aThKIBCHKOTO TEIlIa, OCOOIMBOTO CTABJICHHS O MaMU TOIIO).
Jopociti BUYUTYIOTh HE TIIBKU €KCIUTIUTHUH, a # IMIUTIIUTHAN piBEHb
TBOPY, 30CEPEIIKYIOTh yYBary He JIMIIe Ha 00pa30Bi TOJOBHOTO Iepos, a
1l Ha aHATi30B1 OMUCAHUX IMOJiH, )KUTTS JIFOACH ITiJ1 Yac BiliHU, MOJIITUKY
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Biay. SIKIIO pelenTHBHUM iHCTPYMEHTOM KOHCTPYIOBaHHS CMHUCITY IIPO-
YUTAHOTO TEKCTY AJIsl AUTUHH HaYacTillle CTaE OCMUCIICHHS HOTO 3MiCTy
Yyepe3 ysABHY Bi3yami3alilo CIOKETHOI JiHii repos Ta izeHTudikamito, To
JOPOCIUH YUTad BAAETHCS 10 aHATITHYHOTO MHUCIICHHS, TUIIOJIOTIYHOTO
3iCTaBJICHHSI «TIOBIIOMJICHHS» MUCHMEHHUKA 3 1HIIUMH MOBITOMIICHHS-
MU Ha TaKy X Temy. OKpiM TOTO MOYKHa CTBEp/XKYBAaTH, 1[0 KOHTAKT MK
MUCHMEHHHUKOM 1 JOPOCIIUM YUTadeM, TOOTO «(Pi3UUHUMI KaHA i ICUXOJIO0-
T1YHMI 3B’5130K MK aJIpecaToM i aipecanToM, 110 YMOXKIUBIIIOIOTH BCTa-
HOBJICHHS Ta MiATpUMaHHA KOMYyHiKamii» (SkoOcon, 2002: 468), y mii
MoBicTi 3a0e3medye Takok 00pa3 AOPOCIIOro ONoBifava, SKUK MOCTIHHO
MPUCYTHIN Ha IMIUTIIUTHOMY PiBHI 1 COPaJUYHO — Ha EKCIUTIUTHOMY.
BucHoBknu

3anpornoHoBaHa KOHIEMIISI JOCTIKCHHSI IHCTPYMEHTIB KOHCTPYIO-
BaHHS CMHCIY aBToOiorpagiuHoro TBopy moOyJoBaHa Ha OCHOBI Teopii
KOMYHIKaIil Ta CHCTEMHOTO MiIXOAy O aHaNi3y MOETHKH i € MPaBoOMip-
Hoto. BoHa 103BoMsie aHai3yBaTH KOMIUIEKC IHCTPYMEHTIB Pi3HOTO THITY,
BpaxoBYIOUH crieliu(iky TpbOX eTamiB (KpeaTHBHOTO, pe)epeHTHOTO, pe-
LUENTUBHOTO) JTITepaTypHOi KOMYHiKaii.

«[lorepuara» — MOBICTH-CHOBiZb, KOMIIOHEHT KOMYHIKallii aBropa i
yuTaya, pe3ynpraT camopeduiekcii mickMeHHUKa, BepOamizanii eMoriii-
HOTO JWTSIYOTO AOCBiAY 1 MOBHOTO CTPYKTYPYBaHHSI JUTSYMX CIIOTajiB
3 METOIO BiATBOPEHHS BTPAYEHOTO CBITY, 3BUIHEHHS BiJl TUTSYUX TPaBM
Ta OCMHUCIICHHS AUTSIYOTO CBITONEPEKUBAHHS, KYJIBTYPHOI CaMOiICHTH-
¢ikamii cy0’€KTHOT CBiJOMOCTI.

Bonogumup PyTKiBCBKHIT OCMHUCITIOE BIacHE JKUTTA, PO3KPUBAE BHY-
TPIWHIA CBIT AMTHUHHM, SKIH CYOUJIOCS «BTpadeHE AUTHHCTBO», IO
norepyatH, nepeOyBaHHS «Mik HeOOM i 3emiero». TemaTHKa, CIOXKET,
»KaHpOBa MpUpPOJa TBOPY, 00pa3 TOJIOBHOTO TePOsi, XPOHOTOII, MOBa, THII
HapaTHBY — KOMIOHEHTH TOETHKH, IO aKTyai3ylOTh TEKCTyaJbHUH, MO-
eTUKaJbHUH IHCTPYMEHTAapii, 3aBISKU SIKOMY MHCbMEHHHK BepOaiizye
JIUTSAY1 CIIOrajIu.

ABtobiorpadiro IUTHHCTBA B aHAJI30BaHil MOBICTI peNpPE3EHTOBAHO
KOHIIETITOM «BTPauy€HOTO JUTHHCTBA» Ta iHAMBIIyalTbHOIO iCTOPI€0 0CO-
OMCTOCTI; CKOHAEGHCOBAHO Y BiJBEpTiil CIOKETHI OMOBIIi-CMOBiAI MPO
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MEPEKUTI MOJIT Ta TUTIUi €MOIIii; TPAHCIHOBAHO TOMOMIETCeTUYHUM Ha-
paTropoM B IHTPAIETETUYHIN CUTYAIlil; 3aKJIaJICHO Y MOBHHX 1 CMHCJIIOBUX
KOZAX.

CkoHcTpylioBana B. PyTkiBcbkUM 3a JONOMOTOIO iHCTPYMEHTapito
TICUXOJIOTIYHOTO, TIOETHKAJIbHOTO, PELENTUBHOIO THIIIB aBTOOiorpadis
JUTUHCTBA 3 HOBOIO CHJIOIO aKTyaJli3yeThCs Yy KOKHOMY HpPOYHTaHHI i
OCMHUCIICHHI moBicTi-crioBifi «lloTepyara» 4u TO JAUTUHOO-YUTAYEM
Yl JOPOCIIUM peruiieHToM. [IepCreKTHBHUM € eMITipuYHe J0CIHiKeH-
HS crienqu]iky, peHenTUBHUX MOJeNell Ta IHCTPYMEHTIB ONPHSBICHHS
CMHCIIIB y IPOLECi YUTAHHS aJpecaTaMy pi3HOTO BIKY.
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AHoTanis
T.b. Kauak. IHcTpyMeHTH KOHCTPYIOBaHHA aBTo0iorpadii iuTHHCTBA
(na marepiaui nosicti «Ilorepuara» Bosogumupa PyTkiBcbkoro)

VY cTaTTi Ha OCHOBI y3araJlbHEHHS MipKYBaHb Pi3HHX HAaYKOBIIIB II[0/I0 CIICIH-
¢iku moOy0BM aBTOOiOTpad)iYHNX HApaTUBIB, 3aCTOCYBAHHS BIIACHOI KOHIIETI-
il TOCIi/KEHHS, sika 0a3yeThesl Ha Mojielti koMmyHikaiii P. SIko6cona Ta Teopii
CUCTEMHOTO Tixoay 1o aHanizy noeruku I Kioyeka, nmpoaHasizoBaHo iHCTpY-
MEHTH KOHCTPYIOBaHHS XyIOKHbOI aBToOi0rpadii JUTHHCTBA Y TOBICTi-CIIOBII
«Ilotepuara» Bononumupa PyTkiBchkoro.

Joseneno, mo Bomogumup PytkiBekkuit y mosicti «Ilotepuaray He Tinbku
PO3IIOBIB MPO CBOI JAMTSAYI POKH, a CTBOPUB aBTOOIOrpadiro BTpayeHoOro JTUTHH-
cTBa 1ioro nokomiHHsA. [Ipu npomy BinOynacs akTyasizalis iHCTPYMEHTapito
TPHOX THIIB: TICUXOJIOTIYHOTO, MOETHKAJIBHOTO, PELENTUBHOIO, SIKi YMOBHO
CHIBBITHECEHO 3 BIIMOBIAHUMH KOMIIOHEHTaMH MOJIeJi KOMyHiKalii (agpecaHnr,
MTOB1IOMJICHHS, KOHTCKCT, KaHaJI, KOJI, aJpecar) Ta eTarnamu ii peamizariii (kpea-
TUBHHM, peepeHTHUM, PELCTITHBHUM).
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L5 moBicTh — pe3ynbrar camopediekcii MMcbMEHHUKa, BepOaizaliii eMorii-
HOTO JIUTSYOTO JIOCBITy i MOBHOTO CTPYKTYPYBaHHS AUTSYMX CIIOTAJiB 3 METOIO
BIZITBOPEHHS BTPAu€HOTO CBITY Ta 3BUILHEHHS BiJ] TUTA4YMX TpaBM. Ha kpeaTus-
HOMY eTani KOMyHiKallii MMChbMEHHHUK aKTyaji3ye NCHXOJOTiYHI IHCTpyMEHTH
KOHCTpYIOBaHHs aBToOiorpadii.

ABroGiorpadiro JTUTHHCTBA B MMOBICTI PENPE3CHTOBAHO KOHLIEIITOM «BTpade-
HOTO TUTHHCTBa» Ta IHAWBIAYaJbHOIO iICTOPIEI0 OCOOUCTOCTI; CKOHJICHCOBAHO B
00pa3i roJIOBHOTO I'epost Ta y BiIBEPTiH CIOKETHIN OIOBINi-CIIOBI/Ii PO TIEPEkKH-
Ti IOAIT Ta TUTSYI EMOIIil; TPAHCIBLOBAHO TOMOJIIETCTHYHUM HApaTOPOM B iHTpa-
nieretnuHii cutyanii. Tak B. PyTkiBcbkuii Ha pehepeHTHOMY eTarti KOMyHiKallii
aKTyaJli3yBaB IMOETHKAJIbHI IHCTPYMEHTH KOHCTPYIOBaHHS CMHUCITY.

PenenTrBHMIA IHCTpYMEHTApiil IEKOJyBaHHS TEKCTY TOB’SI3aHUM i3 Mpolie-
camHM HOro CripudMaHHs i OCMHCIICHHSI YUTAa4aMHU Pi3HOTO BiKy 3 YpaxyBaHHSIM
KOHTEKCTyaJIbHUX YNHHHUKIB 1 MOTpedye MIMOIIOro eMIipHyHOTO JOCIiIKSHHS.

KoarouoBi ciioBa: xynoxHs aBrodiorpadisi, BTpadyeHe TUTHHCTBO, TUTHHA-
OTIOBIJ1a4, TOETHKA TBOPY.

AHHOTaIHUS
T.b. Kauak. MHCTPyMEHTBI KOHCTPYMPOBaHHA aBTOOMOrpadun
aercTBa (Ha MmatepuaJe nosectu «Ilorepuara» Bragmmupa PyTkusckoro)

B crarbe Ha ocHOBe 00OOILICHUSI MHEHUI Pa3IUYHBIX YYEHBIX O cHenu(H-
K€ IOCTpoeHusi aBToOMOrpaduyecknx HappaTHBOB, NPHUMEHEHHUS COOCTBEH-
HOW KOHLIENIUU HCCIICIOBaHMs, OCHOBAaHHOW Ha MOJAEIM KOMMYHHKAIMU
P. SIkoOcoHa M Teopuu CHCTEMHOTO IMoaxona K aHanusy nmodtuku . Kioueka,
MIPOaHATM3UPOBAHBI MHCTPYMEHTHI KOHCTPYHPOBAHUS XY/10)KECTBEHHOH aBTOOH-
orpa¢uu aercTsa B noectu-ucnosenu «llorepuara» Brnagumupa PyTkuBckoro.

Jlokazano, uro Bragumup Pytkusckuii B moBectn «IloTepyara» He TOIBKO
pacckasall 0 CBOUX JIETCKHX IoflaX, a co3Jal aBToOnorpaduio yTpadeHHOTO JeT-
CTBa LEJOro mMokoseHus. [Ipyu 3ToM mpousolnia akTyanu3alus WHCTPYMEHTa-
pHsL TPEX THUIIOB: MCHXOJOTMYECKOT0, TIO3THKAIBLHOTO, PELENTUBHOTO, KOTOPbIE
YCJIOBHO COOTHECEHO C COOTBETCTBYIOIIMMHU KOMIIOHEHTaMH MOJICITH KOMMYHH-
Kanuu (agpecaHt, cooOleHUe, KOHTEKCTa, KaHall, KoJl, afpecar) U dTalaMu ee
peanu3anuu (KpeaTuBHBIM, pe()epEHTHBIM, PEIICITHBHBIM).

Ota moBecTb — pe3ynsrar camopeduexcuu mucarens, BepOanu3anuu
HMOIIMOHANBHOTO JIETCKOTO ONBITa U SI3BIKOBOTO CTPYKTYPHUPOBAHMS IETCKUX
BOCIIOMHUHAHHUH C II€JbI0 BOCHPOU3BENEHHS YTPAYCHHOTO MHpa M OCBOOOX-
JICHHE OT JeTCKuX TpaBM. Ha kpeaTWBHOM 3Tane KOMMYHHUKAalWH MHCATENb
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aKTyalU3UPyeT TICHUXOJIOTHYECKHE WHCTPYMEHTBHI KOHCTPYHPOBAHHS aBTOOHO-
rpaduu.

ABTOOHOTpad IO JETCTBA B MOBECTH PACKPBITO Yepe3 KOHIIEMT «IOTEPSH-
HOTO JICTCTBa» W WHIWBUAYAIbHYI) HCTOPHIO JHUYHOCTH; CKOHICHCHPOBAHO
B 0o0pase INIaBHOTO repost U B OTKPOBCHHOH CHOXKETHOW MOBECTBOBAHHU-HCIIO-
BEM O MEPEKUTHIX COOBITHAX M METCKUX DMOIHSAX; TPAHCIUPOBAHO TOMOIH-
EreTHYECKUM PAcCKa3dMKOM B WHTpaauereTHyHol cutyamuu. Tak B. PyTkus-
CKHii Ha peepeHTHOM 3Tane KOMMYHHKAIIUH aKTyaln3UpOBall MO3THKAIBHBIC
HHCTPYMEHTBI KOHCTPYHPOBAHHS CMBICTIA.

PenienTHBHBII HHCTPYMEHTAPHI JCKOMPOBAHHS TEKCTa CBsI3aH C MPOIIEC-
CaMH ero BOCHPHATHS U OCMBICICHHUS YHTATEISIMH BCEX BO3PACTOB C YUETOM
KOHTEKCTYaJbHBIX (DAaKTOpOB U TpebyeT Goiee NIyOOKOro HMIMPHYECKOrO HC-
CIICTIOBAHUSL.

KuroueBble ci0Ba: Xyn0)KeCTBEHHAs aBTOOHOTpadusi, MOTEPIHHOE IETCTBO,
PeOCHOK-PACCKa3YMK, HOITHKA IPOU3BEICHHUSL.

Abstract
T.B. Kachak. Tools for constructing an autobiography of childhood
(based on the story by Volodymyr Rutkivsky «Poterchatay)

In the article, on the basis of generalizations of various researchers’ opinions
on the specifics of constructing autobiographical narrations, applying the concept
of systematic analysis of a literary work, analytical discourse of communication
theory, the author analyzes the tools of constructing an autobiography of
childhood in the story-confession by Volodymyr Rutkivsky «Poterchatay.

The researcher proves that Volodymyr Rutkivsky not only told about his
childhood years in the story «Poterchatay, but also created an autobiography
of a lost childhood of the whole generation. At the same time, the tools of
three types were updated: psychological, poetic, and receptive, which are
conditionally correlated with the relevant components of the communication
model (addresser, message, context, contact, code, and addressee) and the stages
of its implementation (creative, referential, and receptive).

This story is the result of the writer’s self-reflection, the verbalization of
emotional childhood experiences, and the linguistic structuring of childhood
memories aimed at recreating the lost world and releasing it from childhood
traumas. At the creative stage of communication, the writer actualizes the
psychological tools of constructing an autobiography.
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The autobiography of childhood in the story is revealed through the concept
of «lost childhood» and an individual biography, personal story; depicted in
the image of the main character and in frank storytelling about the experiences
and children’s emotions; conveyed by homodiegetic narrator in intradiegetic
situation; embedded in linguistic and semantic codes. Thus, at the reference
stage of communication, V. Rutkivsky actualized poetic tools of constructing
the meaning.

Receptive tools for decoding the text are related to the processes of its
perception and comprehension by readers of different age groups, taking into
account contextual factors and requires deeper empirical research.

Key words: artistic autobiography, lost childhood, child narrator, poetics of
the work.
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SENSESCAPES OF LIGHT AND COLOR
IN MARILYNNE ROBINSON’S NOVELS ABOUT GILEAD

Introduction

Although Marilynne Robinson is listed among the most outstanding
contemporary American writers and has been a receiver of numerous
literary awards', her fiction does not enjoy much attention of literary
scholars. While her first novel Housekeeping (1980) is often viewed
as in context of untraditional feminist sensitivity (O’Donnell, 2010;
Wagner-Martin, 2015), both American and European scholars seem to
avoid her Gilead cycle. Apart from Understanding Marilynne Robinson
by Alex Engebredson (2017), an impressive volume Balm in Gilead: A
Theological Dialogue with Marilynne Robinson (2018) and disjointed
short articles, there seems to be no comprehensive research of Robinson’s
fiction. Her Gilead novels hardly fit political and cultural schemata of
the late 20th — early 21st centuries and resist politically correct critical
manipulations. Robinson’s fiction is difficult to categorize. Her critique
of “reductionist views of human nature” as well as her “grounding of
human worth in God’s love” (Larsen & Johnson, 2019: 14) open broad
interpretive perspectives but also avoid trivial moralizing and require a
multidimensional approach.

! Robinson’s numerous awards include the Library of Congress Prize for American

Fiction (2016), the Dayton Literary Peace Prize Richard C. Holbrooke Distinguished
Achievement Award (2016), the Pulitzer Prize for fiction (2005) the Orange Prize for
Fiction (2009), the National Book Critics Circle Award for Fiction (2005, 2014), the
PEN/Diamonstein-Spielvogel Award for the Art of the Essay (1999), and the Louisville
Gravemeyer Award in Religion (2006). She was the recipient of a 2012 National
Humanities Medal, awarded by President Barack Obama, for «her grace and intelligence
in writing» (Chicago Tribune Literary Award, 2017).
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Research Method and Methodology

This article aims to analyze two novels of the Gilead cycle—Gilead
(2004), Home (2008) — from two perspectives: the concept of atmosphere
of a place (Diaconu, 2011) and Wittgenstein’s phenomenology of color
(Wittgenstein, 1978). Both approaches not only enable the interpretation of
existential dilemmas that the characters of the novels encounter by means
by sensory categories. Wittgenstein’s philosophy of mind and language
matches theological and philosophical complexity of Robinson’s fiction
and facilitates reading its diverse meanings. On the other hand, textual
analysis of fictional sensescapes created by the writer in Gilead and Home
allows for mapping and describing sensory experience of the place and
demonstrates how abstract notions can be presented by linguistic means.

Discussion and Results

At present, Robinson’s Gilead cycle comprises three novels (in
addition to the above-mentioned, it also includes Lila (2014). The fourth
novel Jack will be published at the end of September, 2020) that can be
read both as parts of a single whole (but not a sequel) and as individual
novels. They are united by the setting—the town of Gilead in lowa, and
the characters but at the same time are different in the atmosphere they
create. Through the prism of family life of two pastors — John Ames and
Robert Boughton — Robinson brings into play crucial existential issues
and leaves the reader with an open-ended story and moral and social
dilemmas that are hard to resolve.

In Remarks on Color, Wittgenstein notices that everything in color
seems to be an exception because it is an ever-changing phenomenon.
Therefore, ascribing a specific meaning to color is an attempt to give it
an identity (Wittgenstein, 1978: III, §326). For Robinson’s characters,
colors are closely linked to their personal experience of the past. For old
Ames, the sunlight and the moonlight that fill the surrounding world with
joy and beauty are a reminder of the approaching end of his life, while
for Lila, colors are the markers of her new happy and quiet life. Jack and
Glory reconstruct the past via the memory of colors from their childhood.
For Jack Boughton, the prodigal son, color acquires an additional racial
meaning: his civil wife Della is black. Jack’s white Protestant family
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would not accept her in their home. Color becomes an obstacle he will
not be able to overcome because his father’s home will not open to other
colors. However, for all those different meanings, the function of color
in Robinson’s novels has one aspect in common: it serves to enhance the
experience and adds additional meanings to it.

Gilead is a confessional novel written as a diary of the seventy-six-
year-old Congregationalist pastor that he addresses to his little son Robby.
He is aware that he will not be able to be with his family for too long and
is trying to teach his son about life as much as he can. In Ames’s story,
light and brightness are of paramount importance in his perception of the
world. Bright colors perform a trivial function — they are the indicators of
happiness the old man feels and simple joys of earthly life. The awareness
of the approaching end make colors of everyday life even more attractive.

Light in Gilead is linked to the idea of joy and happiness. For Ames, it
is charged with a profound theological sense: “The moon looks wonderful
in this warm evening light, just as a candle flame looks beautiful in
the light of morning. Light within light. It seems like a metaphor for
something. ... It seems to me to be a metaphor for the human soul, the
singular light within the great general light of existence. Or it seems like
poetry within language. Perhaps wisdom within experience. Or marriage
within friendship and love” (Robinson, 2004: 119). There is a number of
explicit references to Calvinist ideas both in Gilead and Home. Characters’
attitudes and the way of thinking often reflect the Calvinist perspective.
The splendor of nature is also a “divine invention” and the ability to
appreciate it is seen as an expression of God’s grace because “there is not
one blade of grass, there is no color in this world that is not intended to
make us rejoice” (Calvin’s Sermon Number 10 on I Corinthians, 698 qtd.
in Bouwsma, 1989:134-135). Light fills the outside world with divine
beauty that does not depend on individual feelings or specific situations.
This perspective supports Wittgenstein’s idea that concepts reflect our
life and are “in the middle of it” (Wittgenstein, 1978: III, §302). Ames
often observes how light plays on the water, tree leaves, in drops of rain
or dew, how it changes the sky and, most importantly, how it beautifies
the mundane reality as it fills it with radiance, but also almost inevitably
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invokes thoughts about the approaching end of his earthly life: “There’s
a shimmer on a child’s hair, in the sunlight. There are rainbow colors
in it, tiny, soft beams of just the same colors you can see in the dew
sometimes. They’re in the petals of flowers, and they’re on a child’s skin.
Your hair is straight and dark, and your skin is very fair. [ suppose you’re
not prettier than most children. ... All that is fine, but it’s your existence
I love you for, mainly. Existence seems to me now the most remarkable
thing that could ever be imagined. [’'m about to put on imperishability. In
an instant, in the twinkling of an eye” (Robinson, 2004: 52-53). Thus,
light is integrated into the idea of life: it underlines the beauty of all its
expressions, makes them more attractive, and fills every minute with
happiness. As the narrator says, light that turns the world radiant at once,
also affirms profoundly the word “good” in his soul. It allows him to
witness the wonderful moments “when the morning stars sang together
and all the sons of God shouted for joy” (Robinson, 2004: 246). The view
of light in different places makes Ames reconsider the sense of mortality
and see the beauty in mundane reality as a special gift.

For Wittgenstein, light takes a very specific place in the philosophy
of colors because it does not affect the basic impression of other colors
but can make them more glowing. The concept of light poses a complex
philosophical problem since unlike other colors it cannot be described
as a property of a point in space (Wittgenstein, 1978: III §107). Even
though light is colorless, as Wittgenstein often emphasizes (Wittgenstein,
1978: 1, §35), it endows the surrounding world with radiance that is the
synonym of life and vitality, able to invoke a spectrum of emotions.
Wittgenstein points out that observation of colors and their changes is an
ability different from simply seeing them (Wittgenstein, 1978: 111, §318).
These observations make Ames admire the splendor of everyday life even
in his poor health condition: “I was struck by the way the light felt that
afternoon. I have paid a good deal of attention to light, but no one could
begin to do it justice. There was the feeling of a weight of light — pressing
the damp out of the grass and pressing the smell of sour old sap out of
the boards on the porch floor and burdening even the trees a little as a
late snow would do. It was the kind of light that rests on your shoulders
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the way a cat lies on your lap. So familiar” (Robinson, 2004: 51). Light
in the novel lives a life of its own and resembles a physical entity. That
Ames notices and praises the play of light is important not only as the
ability to register minor expressions of beauty that often escape our
attention under the pressure of everyday routine. It also expresses his
continuing admiration of the Creation that his age and approaching death
make even more emotional. Sunlight and moonlight are not only physical
phenomena — they beautify the mundane, add a divine dimension to
reality and give hope. Thus, light as a physical phenomenon is integrated
into the metaphysical: “The light in the room was beautiful this morning,
as it often is. It’s a plain old church and it could use a coat of paint. But
in the dark times [ used to walk over before sunrise just to sit there and
watch the light come into that room. I don’t know how beautiful it might
seem to anyone else. | felt much at peace those mornings, praying over
very dreadful thing sometimes — the Depression, the wars. That was a lot
of misery for people around here, decades of it. But prayer brings peace...
” (Robinson, 2004: 70).

The description of light in Gilead shifts on the borderline between logic
and the empirical. Wittgenstein believed that those shifts back and forth
demonstrate a possibility of change of a specific statement describing color
(like any other statement) from the expression of norms to the expression
of experience (Wittgenstein, 1978: 111, §19)2. While the word “norm” is
not much applicable to the narrative situations in Robinson’s novel, we
can consider the use of light in Gilead and other colors in Home as a
play on the borderline between conventions that function as norms and
the experience. The perception of light and colors is highly subjective:
“It is only fo be expected that we will find adjectives (as, for example,
iridescent”), which are color characteristics of an extended area or of a
small expanse in a particular surrounding (“shimmering,” “glittering,”
“gleaming,” ”luminous”)” (Wittgenstein, 1978: III, §66). It is Ames’s

2 “For it is not the ‘thought’ (an accompanying mental phenomenon) but its use

(something that surrounds it), that distinguishes the logical proposition from the empirical
one” (Wittgenstein, 1978: 111, §19).
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experience and the theological background of his thinking that endow the
perception of light with a particular meaning.

The experiential component of color perception is even more explicit
in Robinson’s Home. Home is one of the narrative centers of the triptych
(as well as the future thematic “quartet”). It is a house where your family
lives and it is also perceived in a broader geographical sense as the place
where you spent your childhood. Home can be a metaphorical shelter,
a place of exile, a place of reconciliation, and even a prison (Stawek,
2013). Robinson’s home 1is three-dimensional: it is characterized by
smells, sounds, and colors. The colors of garden plants, furniture, and
the play of sunlight create the atmosphere of domesticity as a complex
amalgamation of the physical (family house) and the metaphysical (the
feeling of home). Colors and light (and also smells and sounds that will
not be analyzed in detail in this article) not only enrich a description of
the domestic space and generate the idea domesticity. They also function
as qualifiers of atmosphere of the place and create a sensescape that can
otherwise be identified as a crucial constituent of atmosphere of a place.

Even though atmosphere of a place is a metaphysical concept of
“fundamental ambiguity,” Madélina Diaconu suggested a definition that
outlines its major characteristics. Based on theories of Gernot Béhme,
Michael Hauskeller, Peter Zumthor, Werner Bischoff and others, the
scholar identifies atmosphere as the “air in a particular place and, by
extension, the pervading mood of a place or situation, its aura or flair.
... [T] he total impression of the ... reality which people share with
one another” (Diaconu, 2011: 228). Diaconu whose research focuses
primarily on olfactory spaces, argues that sensory memory of sounds and
odors described by linguistic means helps to “visualize smells and thus
translate sensory data from one register into another” (Diaconu, 2011:
227). Even though the concept of atmosphere encompasses and validates
the elements that are typically considered fluid and abstract, the scholar
identifies the sensory qualifiers of atmosphere, thus making its description
an important mnemonic and sensory instrument and archive. Diaconu
underscores the “fundamental ambiguity” of atmospheres as emotional
qualities of spaces and argues that the experience of atmosphere is not



102 Hayxosi samcku XHITY im. I.C. CxoBopopu. Jliteparyposnasctso, 2020, Bui. 1(95)

abstract knowledge. Even though atmosphere of a place can only be
described vaguely, it may still be experienced in an intersubjective way
(Diaconu, 2011: 229), therefore it is not an entirely abstract motion. For
all their subjectivity, detailed descriptions of home, garden and the town
of Gilead in Home express specific interaction between the subject(s), i.e.
Jack, his sister and their parents, and the objects in their family home and
its immediate surroundings.

A sense of home possesses ubiquitous centrality in Jack, Glory and
old Boughton’s experience. Diaconu underscores that the experience of
a place is not abstract knowledge that can be transmitted to others. It
requires a “very corporeal presence in situ, as the necessary condition
for feeling it: you have to be there and move through the space in order
to feel the atmosphere” (Bohme qtd. in Diaconu, 2011: 229). From this
perspective, it is interesting to observe how Robinson creates a sense
of color as a qualifier of a place by describing it indirectly by means of
associations with objects that for the readers with common experience of
color are inevitably associated with its specific expression. A description
of the old garden near the Boughtons’ house creates a visually colorful
picture without a direct verbal reference to colors: “The oak tree flourished
still, and of course there had been and there were the apple and cherry and
apricot trees, the lilacs and trumpet vines and the day lilies. A few of her
mother’s irises managed to bloom. At Easter she and her sisters still bring
in armfuls of flowers, and their father’s eyes would glitter with tears and
he would say, “Ah yes, yes,” as if they brought some memento, these
flowers only a pleasant reminder of flowers” (Robinson 2008: 4). Even
though home is an emotional totality, Robinson objectifies, visualizes,
orders, and in that way stabilizes its atmosphere assigning odors and
colors to specific physical objects. As a result, colors, smells, and sounds
acquire volume, intensity and impact. In that way the writer creates a
sensescape (Diaconu’s term), which can now be mapped and described.

As in Gilead, the writer constructs what Wittgenstein identifies as
the concept of color/light that exists on the borderline of logic and the
empirical. One may argue that lilacs and irises have different shades and
the above description may generate diverse visual impressions in readers
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depending on their knowledge and experience. However, in any case that
impression will be rich in color. In Wittgenstein’s theory, color concepts
that we use sometimes relate to substances or surfaces (Wittgenstein,
1978: 111, §255) and what is even more important, “the color concepts
are to be treated like the concepts of sensations” (Wittgenstein, 1978: 111,
§72). This is exactly what Robinson manages to achieve in her novel.
A reference to colors in the description of the Boughtons’ house and its
surroundings is scarce but it is emotionally charged and linked to the
experience of the characters. Thus, colors create sensations (logical
plane), while sensations visualize colors by means of their reference to
specific objects (empirical plane): “The dining room was immutable, like
the rest of the house. But it was oppressive in ways that could easily
have changed. If she could have taken down the plum-colored drapes that
hung over the lace curtains that covered the window shades, she’d have
done it in a minute. If she could have taken up the plum-colored carpet
with lavender fins or fans or fronds in a border around it. She’d have
cleared the sideboard of the clutter of knickknacks, gifts displayed as a
courtesy to their givers, most of whom by now would have gone to their
reward. Porcelain cats and dogs and birds, milk-glass compote dishes.
But in this place of solemn perpetual evening, every family joy had been
given its occasion, and here they would celebrate Jack’s homecoming”
(Robinson, 2008: 40). The description is an excellent example of how
Robinson objectifies and visualizes odors, colors, and sounds and thus
unveils the character’s suppressed thoughts and reconstructs for the reader
atmosphere of Boughton’s home. It is no longer abstract but becomes
tangible and emotionally meaningful. A sensescape represents a specific
experiential report that reveals the subtlest emotions and hidden thoughts.

While in Gilead light and colors enhance the idea of divine grace
and beauty that we are expected to praise with our lives, in Home colors
invoke a nostalgic atmosphere of the old days. The image of home — so
dear but so obsolete and dysfunctional — acquires the meaning of the past
we tend to idealize but that collapses at the encounter with the present
reality. On his brief visit home after the twenty-year absence, Jacks tends
to the garden with a particular care, adding the flowers they used to have
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there in the past and rescuing those that could be rescued. Again, the
writer does not mention the colors of these plants but the description is
so emotionally saturated that the reader can easily visualize them and
reconstruct the mood of the old days.

Wittgenstein speaks about the connection between our color concepts
and the colors of places in our visual field, which are independent of
any spatial and physical interpretation (Wittgenstein, 1978: 1, §61). The
philosopher argues that the perception of colors is more significant than
their accurate identification: “The fact that I can say this place in my
visual field in grey-green does not mean that I know what should be
called an exact reproduction of this shade of color” (Wittgenstein, 1978:
I, §62). The fact that the narration in the novel often only implies a color
and the reader may have a different imagination of its specific shade is
less significant than the emotions any vision of this color entangles. They
are described in a very precise way and related to the circumstances of
the characters’ life in the past, but it is a colorful image that calls them
back to life.

Colors in Home, as well as smells and sounds, shape the characters’
sense of nostalgia. Glory, the youngest of the Boughtons and the one who
experiences the destitution of home and its changing role, observes the
changing and (changed) colors and sounds of the house and Gilead. She
charges them with meaning and turns colors into sensations — all of them
marked with sadness and the awareness of lost opportunities. Colors add
a bitter poignancy to her perception of home that is no longer a place of
comfort and a shelter but resembles more a location of crashed hopes or
hopelessness one is forced to accept in order to survive emotionally: “A
hot white sky and a soft wind, a murmur among the trees, the treble raps
of a few cicadas. There were acorns in the road, some of them broken
by passing cars. Chrysanthemums were coming into bloom. Yellowing
squash vines swamped the vegetable gardens and tomato plants hung from
their stakes, depleted with bearing. Another summer in Gilead. Gilead,
dreaming out its curse of sameness, somnolence. How could anyone want
to live here? That was the question they asked one another... Why would
anyone stay here?” (Robinson, 2008: 281). Thus, a rich sensescape full
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of exquisitely described colors, sounds, and smells focalizes Glory’s
existential pain and makes her sadness visual and almost physical.

Robinson’s mastery of the language makes scarcely mentioned colors
give rise to sensations in their extreme expression. Individual colors in
the verbal picture of Gilead make more sense when they are integrated
into the overall emotional picture® together with sounds and smells as
other indispensable attributes of domesticity. Glory in her dreams of her
own home pictures it as the complete opposite of the old home in Gilead:
it would be spacious, airy, modern, sunlit, and with white furniture.
Thus, the Boughtons’ house in Gilead, being a place, the children liked
visiting, became a living past they could neither abandon emotionally nor
transform into a part of their present-day life.

The concept of color in Home acquires a racial dimension that
considering the time of the action in the novel, the year 1956, becomes a
political indicator. This particular motif seems to be tackled only on the
margins, however, it is a deceptive marginality. Home that is the locus of
the characters’ happy past and the central meaning-construction element
of the novel becomes a touchstone for their future: a racially homogeneous
home where all the Boughton offspring are always welcome is unlikely to
accept Jack’s black-skinned wife and his colored son. The political aspect
of color is crucial for Jack and it reconfigures the vision of home for
him. He will always be an alien there and the reconstruction of the past
with Mama’s irises, “dusty lavender droning with bees” (Robinson, 2008:
90), and the smell of chicken and dumplings and cinnamon rolls will
not make the old place in Gilead feel like home for him. A touching and
emotional sensescape of Boughton’s home highlights the irreconcilability
of Jack’s life with moral and social values of his family and the fact that
domesticity can be color-restrictive.

3 “T think that it is worthless or no use whatsoever for the understanding of painting

to speak of the characteristics of the individual colors. When we do it, we are really only
thinking of special uses. That green as the color of a tablecloth has this, red that effect,
does not allow us to draw any conclusions as to their effect in a picture” (Wittgenstein,
1978: 111, §213).



106 Hayxosi samcku XHITY im. I.C. CxoBopopu. Jliteparyposnasctso, 2020, Bui. 1(95)

Conclusions

As the above brief analysis has shown, narrative representation
of colors and light in Robinson’s novels about Gilead significantly merges
logical and empirical (experiential) elements. The writer creates color
concepts that function as concepts of sensations (Wittgenstein, 1978: III,
§71) and are emotional generators just as well. They are also integrated
into sensescapes that the Gilead novels devise and together with other
sensory elements (smells and sounds), create atmosphere of the place
that foregrounds moral and social dilemmas the characters encounter.
Therefore, the analysis of sensescapes and their constituents is a means
of mapping characters’ experience and articulating suppressed emotions
and hidden thoughts.
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AHoTanis
M.P. Kosansb. Koaip i cBiTi10 y «reiizasxax BiTuyTTiB»
y pomanax Mepuain Po0incon npo I'asaan

VY crarti npoaHai3oBaHO OCOOJMBOCTI BUKOPUCTAHHS KOJBOPIB 1 CBiTJIA B
pomanax Mepuiin Pobincon «l"amaan» (2004) Ta «/dim» (2008) 3 Touku 30py
Teopii konpopy BiTreHmraiina Ta geHOMEHONOr i BIMYYyTTIB SIK YMHHHKA ar-
Mochepu wmictst. s nepconaxiB POOIHCOH KOJBOPH ¥ CBITJIO — i€ CKJIa0Bi
«rei3axy BIAIYTTIBY, O (OPMYIOTHh KOHIIEHIIIIO JIOMY Ta BU3HAYAIOTb ITiXO1
JI0 MOpaJIbHUX 1 COLliaJIbHUX JuiieM. bapBu aepeB, KBITIB i TpaB, KOJILOPH J0-
MaIlHIX PEJMETIB, a TAKOXK IEePEIUBU COHSIYHOIO i MICSYHOTO CBITJIa TBOPSATH
arMocdepy POJMHHOIO JKUTTS Ta AAIOTh BIAYYTTS JOMAIIHBOTO 3aTHILIKY, LIO0
Ma€e KIIIOYOBE 3HA4Y€HHs Ul repoiB pomaHiB. Birtrenmraiin y «Horarkax mpo
KOJIIp» CTBEPAXKYE, 110 B KOJBOPI YCE € YHIKaJbHUM, OCKUIBKU BiH MpPE3EHTYE
3MiHHE SIBUILE, 3aBISKH YoMy HaOyBae ieHTHYHOCTI. B Teopii armocdepu Mic-
LS «Hel3ax BiUYTTIB» ONPEIMETHIOETHCS 1 Bi3yalli3y€eThCsl Yepe3 ONMCYBaHHS
KOJIbOPIB, 3aIaxiB Ta 3BYKIB 1 IX HOB’SI3yBaHHs 3 KOHKPETHUMU 00’ exTaMu. [liist
NepCoHaXIB poMaHy «J{iM» KOJIbOPH, SIK 1 1HIL €ITEeMEHTH «IIei3aXKy BIIUyTTiBY,
CTaIOTh CKJIAJIOBOIO I0CBi Y 1 mam’siTi. [lepexxnBaHHs MUHYIIOTO BiIOyBa€eThCs 3a
JIOTIOMOT'OIO CIIOTaJIiB PO CEHCOPHI BiAYYTTsI, OB’ si3aHi 3 0aTbKIBCHKHM JIOMOM,
KOJIbOpaMH, 3ByKaMu Ta 3amaxaMu ITUTHHCTBA. Haromicts y pomani «l amaam»
COHSIYHE W MICSIYHE CBITJIO, 1[0 HAITOBHIOE HABKOJIMIIHINA CBIT Kpacorw i Ooxe-
CTBEHHOIO PaJIiCTIO, CTa€ JuIsi craporo EiiMeca HarajyBaHHSIM PO HAOJIVKEHHS
cmepti. Y «JloMi» TOHSATTS KOJbOpy HaOyBa€ IOJIITUHYHOTO 3By4YaHHsS: rpoma-
JITHChKA JIpy>KHHA J[)keka — TeMHOIIKipa 1 Horo Oijla IpoTecTaHTChKa pOAMHA
He npuiiMe 11 y cBiid aiM. Komnip crae neperkonoro, sy J»ekoBi He MOI0NaTH,
OCKUIbKM OaTbKIBCBKUH JIM 3aKpUTHH /IS 1HIIMX KOJbOpiB. TakuM 4YMHOM, Y
pomanax PoOiHCOH KOJIbOPH 1 CBITJIO SIK CKJIAJIOBI «II€H3aKy BIUYTTIB» CTAIOTh
3aco0aMu BiOOpasKEHHSI JOCBIAY MEPCOHAXKIB Ta BUPAXKCHHS 3aTAEHUX SMOIIiif
1 HeBHCJIOBJICHUX JTYMOK.

Key words: mneii3ax BiauyTTiB, KOIip, CBiTJIO, aTMocdepa Micis, Jomari-
HICTB.
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AHHOTALMA
M.P. KoBaJjib. LIBeT 1 cBeT B «CEHCOPHBIX Meii3akax»
B pomanax Mapuiun Poouncon o I'anaan

B crarpe mpoaHanu3npoBaHbl 0COOCHHOCTH HCITOIB30BAHUS IIBETOB M CBETA
B pomaHax MapwinH Pobuncon «["amaam» (2004) u «Iom» (2008) ¢ Touku 3pe-
HUS TEOpHH LBeTa BuTreHmreitHa u peHOMEHOJIOTHH OIIYIIEHUHA Kak (hakTopa
co3nanus atMocdepsl Mecta. J{ns nepcoHaxkelt POOMHCOH 1BeTa U CBET — 3TO
COCTABJISIOMINE «CEHCOPHOTO Iei3aXkay, GOpMUPYIOMKE KOHIICTIHUIO I0Ma H
OTIpENeNAIONINE TTOIXOABI K MOPANBbHBIM M COLMANBHBIM TuiieMMaM. L[BeT me-
PEBBEB U TPaB, [IBET JOMAIIHHUX MIPEIMETOB, a TAKXKE MEPEIUBBI COTHEYHOTO H
JYHHOTO CBETa CO3JAIOT aTMoc(epy AOMAIIHEro YIOTa, UMEIOIIYI0 KIIFOYeBOE
3HaUYeHHE JJIS TepoeB poMaHOB. ButreHmreiin B «3aMeTkax O IBETE» yTBEpKIa-
€T, YTO B [IBETE BCE SABIICTCS YHUKAIBHBIM, IIOCKOJIBKY OH MPEICTABISAET COO0I0
IIepeMeHHOoe SBJICHUE, Onaromapsa yeMy mprodpeTaeT HASHTHYHOCTE. B Teopuu
aTMoc(hepbl MecTa «CEHCOPHBIN MeH3ax» 0ObEKTUBUPYETCS U BU3YATH3HPYETCS
ITyTEeM OIUCAHMUS I[BETOB, 3a[1aX0OB U 3BYKOB U COOTHOLICHHE MX C KOHKPETHBIMH
obbexramu. Ilepconaku pomana «/Jom» mepexuBaroT mpormnioe, 6aaromaps pe-
KOHCTPYKIIH «CEHCOPHOTO TeH3a)ka) POIUTENHCKOTO T0Ma, IBETOB, 3BYKOB H
3arnaxoB zercTBa. B TO ke Bpems B pomaHe «l ajaamy COINHEYHBIH WU JIyHHBIN
CBET, HAMTOJHSIOIINE OKPYKAIOIINI MUP KpacoTOi ¥ OOKECTBEHHOM paJoCThIO,
HAIIOMHHAIOT cTapoMy Oiimecy o mpubmmxaromeiics cmepta. B «Jlome» mo-
HATHE IBETa MPHOOPETAET TakXKe MOIUTHIECKOE 3BYYaHUE: TPakJaHCKas JKeHa
Jkeka — TEeMHOKO)Kasi M1 eTo Oerast IPOTECTaHTCKasi CEMbs He IPHMET €€ B CBOM
oM. LIBeT cTaHOBUTCS TpemsITCTBHEM, KOTOpoe [[)kek He MOXKET HpPEeodoIIeTh,
ITOCKOJIBKY POAWTENBCKUN OM 3aKpBIT Ui APYTHX LBETOB. TakuMm oOpas3om,
B pomaHax PoOWHCOH mBeTa M CBET KaK COCTaBJIIOIINE «CEHCOPHOIO Iei3a-
’Ka» CTAHOBSATCS CPEACTBAMH OTOOpa)KEHHS OIBITAa MEPCOHAXKEH M Tepeaadu
3aTaCHHBIX YyBCTB U HEBBICKA3aHHBIX MBICIICH.

KutioueBble €j10Ba: «CEHCOPHBIN TeEi3aXk», LBET, CBET, aTMocdepa MecTa,
JIOMAILHUH YIOT.

Abstract
M.R. Koval. Sensescapes of Light and Color in Marilynne Robinson’s
Novels about Gilead
The article analyzes the use of colors and light in Marilynne Robinson’s
novels Gilead (2004) and Home (2008) from the perspective of Wittgenstein’s
theory of color and the phenomenology of senses that create atmosphere of a
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place. For the characters of the novels, colors and light as constitutive elements
of sensescape shape the idea of home and foreground moral and social dilemmas
they encounter. Colors of garden plants, furniture, and the play of sunlight and
moonlight create the atmosphere of domesticity and shape a sense of home
and belonging that has ubiquitous centrality for the characters of the novels. In
Remarks on Color, Wittgenstein argues that everything in color seems to be an
exception, because it is an ever-changing phenomenon, thus ascribing identity
to colors. In the theory of atmosphere of a place, sensescapes are objectified
and visualized by describing colors, odors, and sounds and assigning them to
specific objects. For the characters of Home, colors, as well as other elements
of sensescape, are part of lived experience. Emotional revival of the past takes
place via a reconstruction of a sensescape of home filled with colors, sounds,
and smells from their childhood, while for old Ames from Gilead the sunlight
and the moonlight that fill the surrounding world with beauty and divine joy are
only a reminder of an approaching death. In Home, color becomes a racialized
concept and acquires a political meaning: Jack’s civil wife is black and his white
Protestant family will not accept her in their home. This is an obstacle Jack will
not be able to overcome because his family home will not open its doors to
other colors. Thus, in Robinson’s novels sensescapes are a means of mapping
characters’ experience and articulating suppressed emotions and thoughts.
Key words: sensescape, color, light, atmosphere of a place, domesticity.
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XYOO0XHA KAPTUHA CBITY: MOCTAHOBA NMPOBJIEMU
HANEPETUHI METOOOIOTYHUX NNOLWNH

Beryn

CBiT, sIKUi1 HaC OTOYYE, € AIMCHICTIO, IUTICHOIO Y CBOIH i7ICaJIbHOCTI.
IneanbHuit 006pa3 NiHCHOCTI BUMaIbOBY€ETHCS HAIIOIO CBIIOMICTIO y Kap-
THHY, sIKa JOTIOMAra€ OCsITHYTH 1 Mi3HATH €CTETUKY HABKOJIMIITHBOTO CBITY,
10 3HAXOJHUTh CBOE BiOOpaskeHHsI Y KOHKPETHUX cdepax JTIOICHKOT Ii-
SIIBHOCTI, IEpeAyciM y XyAOKHiIH TBOpUOCTi Ta MucTenTBi. OCOONUBICT
XyJOKHBOT KAPTUHH CBITY MOJSTAE y CyO’ €KTUBHOMY CTaBJICHHI MUTIIS,
aBTOpa TBOPY, 0 00’€KTHUBHOI PEAILHOCTI 1 JIO JIFOJAMHU K Cy0’€KTa i
00’€eKTa XyAOKHBOTO TBOPEHHS. 300pakeHHid (OMOBIICHHH Y JIiTeparypi
SIK MUCTEIITBI CJIOBAa) XYIIOXKHIl CBIT MOCTa€e mepea HaMu B Oe3uiui 1mo-
STUYHUX 00pa3iB, 3yMOBJIICHUX 0AraTOBIKOBOIO iCTOPIEIO 1 KYIBTYPOIO Ha-
POJIiB, PI3HOMAaHITHUMH MHUCTEI[LKUMU TPAJIHIIISIMU.

Xy#aoKHS KapTHHA CBITY iCHY€ HE JIMIIE Y MPOCTOPi XyZOKHBOTO i,
30KpeMa, JIiTepaTypHOro TBopy. JOCHiJHUKH B rary3i JiTepaTypu Omucy-
I0Th, TEOPETUYHO MOACIIOIOTh, IHTEPIPETYIOTH ii Y TUIONIMHI HEPETUHY
PI3HUX METOJONOTIH, 1100 MPOCTEKHUTH 1 MPOAaHANI3yBaTH TE€BHI 3B’ I3KH
W KOHLENTH, SIKi HAPOMKYIOTHCS 1 B3AEMOJIIOTh MiX COOOI0 Ha TEKCTY-
QIbHUX Ta CMHUCJICHHEBHUX PiBHSIX TBODY.

Merto10 cTaTTi € aHami3 i OOIPyHTYBaHHs KOHIIETITYaJIbHOTO MOHSIT-
TS «XYIOXKHS KapTHHA CBITY» 3 ONOPOIO HA TEOPETUKO-JIiTeparypHi ifgei
0.0. INoTebHi, MmeTomoNMOTiUHI HacTaHOBU (iT0CO(CHKOI TepMEHEBTHKH,
¢dopmabHOi 1 MiOTOTIYHOT TiTEpaTypHHUX LIKLII.

MeToau nocTiaxeHHs

Jnst peanizanii METH CIIyTYIOTh 3arajlbHOHAyKOB1 METOW aHAJI3y Te-
OPETHUKO-METOAOJIOTIYHUX JKEpel, y3arajJbHEeHHs, CHHTE3Y, OPIBHSIHHS
1 MHCJIGHHEBOTO E€KCTIEPHMEHTY.

© A.0. Jinicigiyvka, 2020
http://dx.doi.org/10.34142/2312-1076.2020.1.95.06
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Orasp niTeparypu
VY cTarTi 3MIHCHIOEThCS KOHIICNITYAJIi3allis MOHITTSA «XYIOKHS Kap-
THHA CBITY» 3 OIOPOIO HA KJIACHYHI HAYKOBI Mpalli, BAXIIUBI B KOHTEKCTI
PO3BHUTKY JIITEpaTypO3HABUOI METOMOJIOTII, a caMe pOoOOTH MOBO3HABIIIB
B. I'ymbompara (1836, 1907) i @.M. Mromnepa (1870, 1875), «Teope-
Ty noetuky» O.0. ITotebni (1905, 1990) ta ii akryani3aiito y npa-
sx 1. dizepa (1996), poboTu 3acHOBHHKA (DiT0cOPCHKOi repMEHEBTHKH
B Hinsres (1927, 2013), npenctaBHUKIB GOPMaILHOIO JiTEpaTypO3HaB-
ctBa B.b. IlIxknoBcrkoro (1929, 1990), b.M. Eiixen6ayma (1927), nocnia-
HUKa TEOPETUYHOI (DONMBKIOPUCTUKU Ta moeTuku midy €.M. Menerun-
cekoro (2000).
Pesyabrarn i nuckycii
JliTeparypo3HaBui METOAM MOYaIH 3apoKyBaruch y XIX cT., 1 Bike
Tozi Oyiu 3po0bieHi mepii Kpoku 1o ix B3aemonii. Tak, Onekcanap Ilo-
TeOHs — BUJATHHUI YKpaiHCHKUH (iI0JIOT 1 JIiTeparypo3HaBelh — HaIluCaB
(yHIamMeHTaIbHI Ipalli, BIATOIOCKH IKHX MEPEryKyIOThCs B OCTYIaTax
pi3HHX JTiTepaTypo3HaBUMX WK1, MOro mpari cramm JKepenoM YnCclIeH-
HUX JIIHTBICTUYHUX U JIITEpaTypO3HABUMX JOCIIIKEHb, IO A€ MOXKITHU-
BICTh IPYHTOBHO JIOCJIITUTH 1 BIATBOPUTH XyJOXKHIO KAPTUHY CBITY, CTBO-
peHy 1 B MeKaxX OKPEMOTro JITepaTypHOTO TBOPY, i B XY/IOXKHbOMY IIPO-
CTOPI KOXKHOI JIITEPaTypHOT EITOXH.
XymoXxHsl KapTHHA CBITYy MOYMHA€E BUOYNOBYBATHCS Y PELHITIEHTA
B TOM MOMEHT, KOJIM BiH «JIOTHMKA€TLCS» JI0 TBOPY, YUTa€ ioro. Yuray
3yCTPIYAETHCS CIEPIIY i3 30BHILIHLOI0 (POPMOIO CIIOBA — 3BYKOM, SIKHii
TapMOHIHHO MPOHUKAE Y HOTO CBIIOMICTD i 00’ €KTHBYETHCS Y OYKBEHO-
MY CIIOBI, IO CIIPUHAMAETHCS BIKE 1HIIAM €CTETUYHUM OPTaHOM YYTTS —
3opoM. CJI0BO ¥ 3BYK, CTaBIIIM OJHUM ITUTHM, YTBOPIOIOTHh HEMOMITHLHUI
00pa3, 3aBAsSKH SIKOMY Kpi3b HETpl HANIOI MiJICBIIOMOCTI TIPOPHBAETHCS
3MICT — JyMKa, i11es1, iKky MH mizHaeMo. O0pa3 BUKOHY€E (DYHKIIIIO TTEH3IIS,
THCTPYMEHTY JUIsl 300paskeHHsT XyA0KHBOTO CBITY TBOpY. [loOymoBa kap-
THHH CBITY — II€ ITOCJIJOBHHM 1 OTHOYACHUN MPOIIEC CIIPUUHATTS Ta ITi3-
HaHHS: JIFOICHKA CB1IOMICTh 3yCTPIYaEThCSI CIIEPIITY 13 30BHINTHLOIO GOp-
MOIO TIOETUYHOTO TBOPY, COIPUKMAE 11 1 MePEeXOanTh A0 CTaAil 4yTTEBOTO
Mi3HAHHS, CIPUHMAIOYA CTBOPEHUH TBOKOMIIOHEHTHHH 00pa3 1 JyMKY,
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SKY BiH MICTUTh. TaKMM YMHOM, KapTHHA CBITY € PE3yJIbTaTOM IMi3HAHHS
XyI0KHBOTO CBITY TBODY. «JItonuna, —3ayBaxkyBas l. dizep, — posnosigae
PO peayibHy AIMCHICTH MOCIIIOBHO, 00 BOHA CIIpUKMAE 1i MOCITiIOBHOY
(Dizep, 1996: 30). Kepytounch cBOiMH OpraHaMy 9yTTs, BOHA CIIOIIISAAE
TIMCHICTD 3 Pi3HUX TOYOK 30Dy, HE OXOIUTIOIOUM 11 LiNiCHO, aJike IiTic-
HICTh — aOCTpakTHa, IIe MeBHA i/lcalbHAa KOHCTPYKIis, SKY HEMOXIIUBO
ocsirayTH. O. [ToreOns BBaxkaB: «Po3mipkoByBaHHS (Hag TBopoM. — A.JL.)
€ TIOCJITIOBHUH PsJl IyMOK, 10 IPUBOIUTH 0 MEBHOTO BUCHOBKY» (Ilo-
TeOHs, 1905: 5). [lannii BUCHOBOK 1 SIBIIsiE COOOIO OMHKC XyAOKHBOI KapTH-
HU CBITY, BiJIoOOpakeHy B JiTepaTypHOMY TBOPI.

XymoKHS KapTHHA CBIiTY HEBIIPUBHO OB’ s13aHa 3 MPHUPOAHOIO KapTH-
HOIO CBITY, 1 caMe MOBa € MOCEPEIHUKOM MiK IIUMH JJBOMa CBITaMH, BOHA
J0TIoMarae JIOIUHI B IPOLECi XyA0KHBOTO TI3HAHHS BCTAHOBHUTH 3B’ I3KH
31 CBOEIO MIHCHICTIO 1 3aBISKU TaKOMY CHHTE3y BHOYIyBaTd MOETHUHY
kaptuny. B. ['ymOonbar crBepmkyBas: «IIpo3a abo moesisi pyxaroTbes
BiJl IMICHOCTI JIO 4OTOCh TAKOTO, IO Tif He HaNeKUTh. [loe3is cipuiiMae
TIMCHICTD y 11 4yTTEBIM ()eHOMEHAILHOCTI TaK, SIK BOHA 30BHILIIHBO 1 BHY-
TPIIIHBO YCBIIOMITIOETHCS HaMH... BoHa moeHye 11l yyTTEBI (heHOMEHU
3 TBOPUOIO YSIBOIO 1 yepe3 HUX BeZle Hac 0 OaueHHS MUCTELBKH ifiealb-
Hoi nimicHocTi» (Humboldt, 1836: 193).

[ToeTuuHIiCTh XyHOXHBOTO TBOPY Oa3yeTbcsi Ha OOpa3HOCTI HOTO
MOBH, Kpi3b SIKy MPOCTyIa€ CYTHICTH JiTepaTypHOro TBOpy. O0pa3 €
00’€KTUBHOIO IIMCHICTIO MOETUYHOTO TBOPY. BiH He 3a3Hae mepeTBo-
PEHb Mia Yac COpUHHATTS, 3MIHIOETBCS YTIM HOTO 3HAaUYEHHS — IIOpasy,
KO 00pa3 CIPUIMAETHCS MMO-HOBOMY OJIHIEIO U TI€IO K JIOJUHOIO, a
TUM Oinbire iHmorw. «B noesii, — BBakaB [loreOHs, — 00pa3 He3pyIIHUH,
3HAUCHHS 3MiHHE, BU3HAUyBaHE JIMIIC B KOXKHOMY OKpPEMOMY BHUMAJIKY, a
B psini BUmankiB — 6e3mexue» ([lorebns, 1905: 101). Bignosigno, xy-
JOXKHSI KapTUHA CBITY — 1€ BUHATKOBO Cy0’€KTHBHE siBHIIE. He3MiHHOIO
3aJIMIIAETHCS JIMIIEe CTBOPIOBaHA €JJMHUM CY0’ €KTOM — XYJO)KHUKOM — aB-
TOpPChKa KapTUHA CBIiTYy. [1i)1 9ac KO)KHOTO HACTYITHOTO 3ITKHCHHS 3 1HIIIH-
MU Cy0’€KTaMU, SIKi IPOHUKAIOTH y cepy XyIOKHBOTO CBiTy, KapTHHA
MiATAETHCS ACIKAM TpaHcopMalisiM, SKi BiIOyBaroThCS Ha piBHI 3Ha-
YeHb, OTPUMAHUX 330BHI, X04a IMTMOMHHO BOHA 3JIMINAETHCS IiTICHUM
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HETIOITBHUM YTBOPEHHSIM 3 yci€ro midosoriunicTio cBoro OyTTs. Lle
MiATBEPIKYETHCS TAKOXK CIocTepeskeHHsIMU B. ['ymOonbara, skuii BBa-
’aB, 10 «y MEBHE CJIOBO OJIHA JIIOAMHA HisIK HE MOXKE BKJIaJaTh TOH ca-
MU 3MICT, 10 ¥ iHmA... Beske po3yMiHHS € BOZHOYAC HEPO3YMiHHSIM,
ycsiKa 3rofia B AyMKax i MOYYTTAX Tak camo € Hesromowo» (Humboldt,
1907: 545).

3MicT, pO3yMiHHS, TePMEHEBTHKA XYI0KHBOTO TBOPY BiJICHJIAIOTh Hac
10 Mi()OJIOTIYHOTO CBITY, SIKHH, IO CBOIH CYTi, € peajbHICTIO, MOBa SKOi
Bimidinia B 3a0ytTsa. O. [loTeOHs, 3BepTarOYUCh J0 IMpailb HIMEIBKOTO
MoBo3HaBls ©.M. Mriomiepa, omnucye MioJoTir0 B KOHTEKCTI MOBO3-
HaBCTBA 1 Ia€ mepe MiATPYHTS AT aHAMI3y Xy[J0XKHBOI KApTUHH CBITY 3
TOYKH 30py Midoorii. Miomiep TiaymMaunB Mi(oJIOTiIO IK «MOBY y CTaHi
camo3a0yTTs» (Miiller, 1870: 146-147), sik «CTapOAAaBHIO MOBY, 5IKa BH-
XOJWTH 332 PaMKHU CBOTO mepioro 3HadeHHs» (Miiller, 1870: 480). Buxo-
159U 31 ciocTepeskerb [1oTebHi Mpo TyMKy 1 cJI0BO, MOBY 1 TBip, MOXHA
3ayBa)kKUTH, 10 MOBA — 1€ TIPO30PUH KYIIOJ, SKHM OTOPHYTHH XYIOXKHIH
CBIT TBOpY, 1 HEMOXIIUBO MOTPANMTH Y HHOTO, HE IPOWIIOBIIN KPi3b Ma-
Tepito, sKa HIOM MOTTMHAE HAc. MU OMMMHSEMOCH Y CBITi MOBH, CBITI CIIiB,
SKAMHU BUPaXKeH1 IOETHYHI 00pa3u, a KoxeH 00pas, sIK 1 KOXKHE CIOBO, —
11 HOBHH Mi(, 3a SIKUM MpHUXOBaHe 3a0yTe CTONITTSIMHU BHCXiTHE 3HAUCH-
Hsl Mi3HaBaHUX 00 €kTiB. Hama cy0’ekTHBHA AyMKa CIIPSMOBYE CBOIO 1H-
TEHI[II0 HA 00’ €KT i TUM YaCOM BiJIBOJIIKAETHCS BiJl CBOTO CY0’ EKTUBHOTO
Hayasa, Ta JIMIIE KO MU HOTO YCBIAOMITIOEMO, TO TIOYMHAEMO PO3YMITH
Cy0’€KTHBHICTH CIIiB, IIyKaTH MEPIIONOYAaTKOBI 3HAYCHHs, HaJlaHi IM pe-
QIBHUMH 0CO0aMH peasbHOro CBIiTY. 3HaHHS MPUPOTHOTO CBITY SIBUIL,
SK1 peanbHO iICHYIOTh, HaKIaJdaeThcs Ha (popMallbHUIA CBIT MOBH, i B pe-
3yJBTaTi TAKMX MeTaMop(o3 HAPOMKYETHCS XYNOKHS KapTHHA CBITY, AKa
MO€EAHYE y co01 BOAHOUAC peaibHy 1 QiKTUBHY OiHCHICTD, IPUPOAY i MUC-
TEUTBO. | HEMOKIIMBO TEOPETUYHO OCSATHYTH MOBHOI KApTHHU, SKIIO MU
HE BOJIOIIEMO BHXiIHUM 3HAHHSM, SIKE XOBAETHCS Yy AaBHO 3a0yTHX, aie
BCE I HUBUX CMHCIIAX cioBecHUX o0pa3iB (IloteOns, 1990).

JocmipkeHHsT XyI0KHbOI KapTHHU CBITY MPOIOBXHMO, YBIHIIOB-
IIH y METOJONOTiYHY IUTomMHy Binbrensma [lineress — 3aCHOBHHKA
¢inocodcpkoi TEPMEHEBTHUKH 1 MpeACTaBHUKA yXOBHO-ICTOPHYHOT
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JITepaTypo3HaB4ol KoK, J[iIbTel BBOAUTH B TEOPIFO JIITEPATypH Tpia-
Iy TIOHSITD NEPEHCUBAHHSL — GUPANICEHHS — PO3YMIHHA, IKa CKIIaJa€ OCHO-
By TepPMEHEBTHYHOI Teopii Hayk. Ii MOkHA CIIBCTABUTH i HOpPIBHATH 3
Tpiagoro [loTeOHi 306HiwHA hopma — enympiwna opma — 3HaueHH.
Hedinimii, HaBeeHI HIMEILKUM JOCIIIHHKOM, MPEICTABISIOTh 1HTEp-
MPETAIlito JIOJICHKOTO CBITY 3 1OT0 IBOMA KpaiiHIMH MOJIF0CaMU — OiXeBi-
opu3MoM i kaptezianctBoM (Jumnsreit, 2000).

ToOTo MrOACHKHIA CBIT, IO MiATBEPAKYIOThCS TaKoXK AyMKamu [Toteo-
Hi, iICHy€ Ha IEPEeTHUHI IHCTUHKTUBHOTO CBITY MPUPOIH H OYyXOTBOPEHOTO
CBITY KYJBTYPH, 1, 3BHYAITHO K, 115 peais 3HAXOUTh CBOE BiJJOOpaKCHHS
y XyAO)KHBOMY CBITi JIiTepaTypHHX TBOpIB, aJke Oynb-siKa iHTepIpeTa-
1ist € cy0’€KTUBHOIO MEPCIEKTUBOIO YCBIIOMJICHHS TIEBHOTO SIBUIA YH
00’ekTa. Y 1IbOMY BUIAJKY 1€ YCBIIOMJICHHS BTIJICHHS KUTTA JIOACHKO-
IO POy B OKPEMOMY JIFOJICHKOMY 1H/IMBIII, YCBIJOMJICHHS, JIO SIKOTO TTPH-
XOJHTB aBTOP, & 3TOJIOM 1 YHTa4y. 3a3UPHEMO TIINOIIIE B €CTETHYHY TPHE-
HIiCTh, KOMIIOHEHTH $IKO1 BiATBOPIOIOTH LUIAX A0 LITICHOTO 300paskeHHS
XyZOKHBOT 1 MPUPOAHOT KAPTHH CBITY.

po3ym
iHHs

BHPAKEHHSA

nepexuBaHHA

Puc. 1. Tpiaga nonsts B. linbres.

Hepmnﬁ CJICMCHT — nepexcuedarnri — € ICPBUHHUM J2KEPEIIOM, 3 SIKO-
ro Mm 4yepmaeMo YBEChb )KI/ITT(-ZBO-HpaKTI/I‘IHI/Iﬁ I[OCBiI[. I_Ie TC, IO MU
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BiTYyBa€EMO, CIIOTVISJIAIOYY TICBHUI 00’€KT, acolliailii, 110 BUHUKAIOTh y
HAaC MiJ1 9ac CIOMISAJaHHS 1 BTUTIOIOThCS Ha TIapalleNbHil 0Cl 8upasicenHs.
B. JlinbTeit BBaXxaB, 110 MEPESKUBAHHS ICHYIOTH JI0 THX IIip, TOKH 3HAXO-
ISITH CBOE BUPaKEHHS B iHTEPCYO’ €KTUBHUX apTHKYJSLISIX, TOOTO B IisiX,
3arajlbHO3PO3YMITHX Ui KO)KHOTO OKPEMOTO iHAMBIiJa, aJKe MAroTh
CHLIBHE TepIoaKepenno. B3aeMo3B’ 130k MiXk EpEKUBAHHSM 1 BUPasKeH-
HSIM Y KOHKPETHIH AIMCHOCTI MOJNATAE B PO3VMIHHI, B 3HAUEHHAX, SKi €
YaCTUHAMHU CTOCOBHO IIJIOTO KUTTEBOTO Mpolecy. Y 3HaYeHHSX MPHUXO-
BaHi KyJbTYPHI CMHCIH, SIKUIMU MalOTh OyTH o(opMIIeHI MepeKuBaHHS,
1HaKIIe BTPAaYa€ThCsl €CTETHYHICTh OKPECICHOI Tpiaay, a pa3oM 3 Helo i
€CTETHYHICTb JItoNIChKorO CBITY ([Junbreit, 2000).

KynberypHuii CBIT HaBKOJIO Hac, CTBOPEHHUI MPUPOAOIO 1 JOBEPILICHHUH
MHUCTEUTBOM, € 00’€KTOM ITi3HAHHS JIIOJICHKOT CBIIOMOCTI, a caM mpolec
mi3HaHHA cBiTy, 3a IloTeOHer0, HEBIAPUBHO MOB’A3aHuil 3 MoBoM0. L0
OyMKy miaTpumye i Binsrensm /linereld, skuii BBaxkae MOBY TOYaTKOBHM
CHOCOOOM apTHUKYIIALIT XKUTTS. BiH CTBEpIKYE, IO «EMHO JIUIIEC B MOBI
JIOIChKE HyTPO HaOyBa€e CBOTO OBHOTO, BHYEPITHOTO, 00’ EKTUBHO 3p03Y-
Minoro BupaxkeHHs» (Dilthey, 1927: 319). IlepexuBanHs, BTiJIeHE y BU-
PaKeHHI, SIK CIIOBO, iATBEPKEHE BANHKOM, JTO3BOJISIE HAM TOBOPHUTH PO
CBOEPIIHUN «KOMIUIEKC BITUBY» — Wirkungszusammenhang (Dilthey,
2013:79). Y dinocodii B. dinsTest mporsgaloThCS TAaKOXK 3B’ SI3KH 3 TTia-
JIEKTHKOIO ['erens, BUpaKE€HOIO TYT 3a JOMOMOTOIO MTOHATH MOSCHEHHS 1
po3yminHs: «[Ipupogy MU MOSCHIOEMO, ITyXOBHE JKUTTA — PO3YMiEMO)
(Dilthey, 1927: 144). Big nepexxuBanb, IPUPOAHO BUKJIMKAHHUX y HAC, Ye-
pe3 BUpaXCHHS] MU TIEPEXOIUMO IO PO3YMiHHS 1 CIOIISIIAEMO 00’ €KT Ti3-
HaHHS HA OCHOBI 3arajJbHOKYJIBTYPHOTO IOCBiny. Taki po3MipKoBYBaHHS
Jal0Th MiJCTaBH CTBEPAXKYBAaTH NPO IHTEPCYO €EKTHBHICTH XyHOKHBOI
KapTUHH CBITY 1 «00’€KTUBHHI IyX» TBOPIB (TepMiH, sikuii B. Jlinbreit
no3uyae y @. eressi, mepeTBOpIOOYM HOro y HOBE Pi3HOCTOPOHHE TO-
HATTs1). TBip MHCTENTBA, XOU 1 CTBOPIOETHCSI OKPEMHUM CyO’€KTOM, BH-
pakae oIHAK «HE BHYTPIIIHI MPOIECH MOeTa, a CTBOPEHUH y HUX, ajie
BiJJOKpeMJICHHH Bia HUX B3aeMo3B’s130k» (Dilthey, 2013: 85). «... koxkeH
TBip MUCTELTBA 1 KOXKEH iCTOPUYHUI BUNHOK 3pO3YMINNH JHIIE TOMY, IO
BUPaXEHHS MOEAHYETHCS 3 PO3YMIHHSIM 3aBASKH CIITBHOCTI MK HUMH.
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OxpeMa JroAMHA IEpEXKUBAE, TyMae i Ji€ MOCTiiHO Y cdepi CiIbHOCTEH,
1 TuIe y Hill BOHA MPUXOIUTH A0 po3yMinas» (Dilthey, 2013: 146-147).

CBoepinHe OaueHHs iHTEpIpeTaLii TBOPY W XyAOKHBOTO CBITY Y HBO-
My Majii TIpeICTaBHUKN (popMmanbHOi mKomu noyatky XX crt. Jlitepary-
PO3HABII OPiEHTYBAJUCh Ha JIHTBICTHKY 1 BiJIITOBXYBAaJHCS BiJ TeOpii
[ToteOHi — Opanu ii 3a OCHOBY CBOIX CyIKEHb UM KPUTHUKYBaJH i 00-
IPYHTOBYBaJIM BJacHi HaykoBi mo3umii. [onoBHUM racioM ¢opmaicTiB
Oyno 3BUIBHEHHS Bijl BIUIMBIB (PiTOCOPCHKHUX 1 pemiridHUX Tewidd, Mmix
SAKUM TiepeOyBaiy iXHi MONEePeAHUKN KPUTHKU-CUMBOIICTH, BiIMOBA Bij
iHTepHpeTalii JiTepaTypHUX (axTiB 3 MOTISAAY ICUXOJIOTI] UM €CTETHKH.
Bonwu mparioBanu 3 ¢akTaMu MUCTELTBa, 3 KOHKPETHUMH JiTEPaTypHO
odopMIIeHUMH sIBULIIaMU TyMaHiTapHUX Hayk. O. [TorebHs y cBoix cmo-
CTEPEKEHHSAX PO3MIPKOBYBaB IMPO 0Opa3HicTh Moe3ii i BBaXKaB, IO Moe-
3151 — 116 «MUCJICHHS 00pa3amMu», a 0Tke, 0e3 00pa3iB He ICHY€E MUCTEI[TBA.
dopmanicT KaTeTOPHYHO 3arepeuyBai 1e cymxeHnHs: «[loetnuna MmoBa
HE € JIMIIe MOBOIO «00pa3iBy»... 3BYKH B TMOEMi 30BCIiM HE € BHKIIOUHO
eJIeMEHTaMH 30BHIIIHBOI MHUJIO3BYYHOCTI..., 8 MalOTh CaMOCTiiHE 3Ha-
yeHHs» (OiixeHOaym, 1927: 6). Tak cTBepAXye OAMH 3 MPEICTABHUKIB
uiei mireparypo3HaBuoi mkonu B. LLkIOBCHKWE, AOCHTIIKEHHS SIKOTO
MaJId BHpilIaJIbHE 3HAYEHHS B TEOpii JiTeparypu MouepHismy. «O0pasu
naHi, 1 B moe3ii Habarato Oinblie crnorafiB mpo o0pasu, HiXK MUCIICHHS
HumH. OOpa3He MUCIIEHHS HE € ... THM, IO 00’ €IHYy€ BC1 BUAM MHCTE-
ureay (IlknoBckwmii, 1929: 9). [llo came MaB Ha yBa3i HAyKOBEIb Ta K
BiJIOYBA€ETHCS MPOIIEC XYAOKHBOTO CIPUHHSTTS CBITY, SKHIA 3TrOJOM BiJI-
TBOPIOETHCSL aBTOPOM Y XyAOXKHIH KapTHHI CBITY, pO3IIISTHEMO JAeTalbHi-
1re aai.

V cBoili npaui «Bockpecinus cioBa» B. ILIknoBchkHid onucaB npuH-
LUN BITYYTHOCTI PopMH SIK crienudiuHy 03HAKY XYIOXKHBOTO CHpHIi-
HATTS: «Mu He IepeXHBaEMO 3BUYHE, HE 0a4rMO, a Mi3HaeMo Horo. Mu
He 0aunMo CTiH OyauHKY, <...> HE MOXEMO 3MYCUTH ceOc MmoOaunTH,
MPOYUTATH, a HE “BMi3HATH~ 3BHYHE CJIOBO... “XyHOXKHE” CIPHUHSAT-
TS — 1I€ TaKe CIPUIHATTSI, MIPH SIKOMY TepekuBaeThest popmay (Lkios-
ckuit, 1990: 35). ¥ naHOMy KOHTEKCTI «CHPUHHATTS» Oyne QirypyBatu
HE SIK TICUXOJIOTIYHE MOHSTTS, BIACTHBE KOXKHIM JIIOJMHI, a K eJIeMEeHT
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MUCTEITBA, 10 HE iCHy€ T03a ioro Mexkamu. [lepexuru, BigayTu popmy
XyA0’KHBOTO TBOPY MOKJIMBO JIMIIE 33 JOTIOMOTOI0 OCOOJMBHX XyIOKHIX
npuiiomi. ToOTo0, Popma mocTae TyT y HOBOMY, BiIMIHHOMY Bij mOTE0-
HSTHCBHKOTO, 3Ha4Y€HHI — SIK I0Ch KOHKPETHO-TUHAMIYHE, 3MiICTOBHE came
no cobi. TekcTyanbHO BUpaXEHUH XyI0KHIMU MPUHOMaMu 3MICT TBODY,
akuid pakTUUHO BimoOpaXkae XyZOXKHIO KapTHHY CBITY, opManicTi BOa-
Yanu caMme Kpisb popmy. Popma TBOPY, OCHOBHUMH KOMIIOHEHTaMH SIKO1
€ TIPEeIMETHUH CBIT, XyAOKHS MOBa i KOMITO3UIIis, JO3BOJISIE HAM YiTKO
OKPECIIUTH 1 ONMCATH XYI0XKHIO KAPTHHY MOETUYHOTO YK MPO30BOTO TBO-
PY, & Kpi3b Hel 1 KOHIEMIIiIO0 JTIOMUHH Y CBiTi. OTOXK, CHHPAIOYUCh HAa METO-
nonorivni migxoau O. IToTeGHI, ME pO3MIPKOBYBAIN MPO «OMOBIICHUN
XyIOKHIH CBIT, a 3aBIsSKU (popMaTbHOMY METOLY TIepe]l HAMH BXKe TIOCTa€e
«o(popMIICHHUIT» TUHAMIYHUNA XYIOXHIN CBIT.

Bapro 3BepHYTM yBary TakoX Ha BIIOMHH JiTepaTypHHH NPHHOM
OYY)KEHHSI, SKMI JOCTIHKYyBaU (OPMAJICTH 1 SIKUH € BaXXIIMBUM Y TIPO-
1eci mi3HaHHS XyAOKHBOTO CBITY. [Ipuiiom monsrae y BiMOBi BiJ aBTO-
MaTu3My MiJ 4ac COPUHHATTS JliTeparypHoro TBopy. O0pa3 TBOpy Mae
He HaOJIM3WUTH 3HAYEeHHS A0 HAIIOTO PO3YMiHHS, & CTBOPHUTH OCOOIUBHHA
CTOCI0 «HOT0 CIPUUHATTSD) — XyIOXKHIH, 1aTH BIAYYTTA pedi K OaueHHs,
a He SK yIi3HaBaHHS, TI0-HOBOMY MOIISTHYTH Ha pid, mo0 BpewrTi ii mo-
OaunTh. «MHUCTEUTBO — 1€ CIOCiO TePEeKUTH TBOPIHHA pedi, a CTBOPEHE
y MHCTeNTBI HeBaxmBey, (LLkmosckuii, 1929: 13) — BBaxkas B. IlIkioz-
CBKHMH, U151 IKOTO, OYEBUIHO, IPOLIEC TBOPEHHSI OYB BaXKIIMBIIINM 32 HOTO
pe3ynsraT — XynoxHii TBip. Came miJ 4ac CTBOPEHHsI NMPEIMETiB JiTe-
paTypHOTO MHUCTENTBa aBTOP, BUKOPHCTOBYIOUM DPi3HOMAaHITHI XyHOXHI
npuiioMu, GOpMye€ XyI0KHIO KapTHHY CBITY, SIKa MiABOAUTH HAC 10 HOBO-
ro croco0y CHpUHHATTS 00’ €KTIB NIMCHOCTI, BU3HAYAE TUHAMIKY TOJii
CTBOPIOBAHOTO XyAOKHUKOM CBiTY. (LLIknoBckuii, 1929)

€.M. MenernHchbKui, 3aCHOBHUK JOCIIAHUIIEKOT IITKOJIM TEOPETHY-
HOi (PONBKIOPUCTHKY, HATIMCAB HU3KY Mpallb, aKTyaJbHUX B KOHTEKCTI
CHOTOJHINIHBOT Hayku mpo Jiteparypy. Cepen Hux i «lloetnka midy»,
sKa J]a€ TPYHTOBHI BiZJOMOCTI MpO JBi T1JIKK MipoJIOTiUHOI IIKOJIU: pH-
TyaJbHO-Mi()OJIOTIYHY Ta CHMBOJIIYHY (JIOTiKO-CeMaHTH4HY). OmHUM 3
MPEACTAaBHUKIB pUTyaslbHO-Midonoriynoi mkonn OyB Hoprpon @paii,
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KaHaJChKUI Qinonor i gocmigHuk midoinorii, siKkuii BBaXkaB, 30KpeMa,
o JIiTepaTypo3HaBellb MuBUThHCS Ha lllekcmipa 3 MeBHOI BijcTaHi Tak
camo, SIK IJIsi1ad CIomIsIIaE KapTHHY XynoxHuka. [lorsin Ha TBip 3 pi3-
HUX TOYOK 30pYy JOIOMArae sICHiIe No0a4uTH roJIOBHE Y HbOMY — Miu i
apXeTHIH, IPUXOBaHi 3a «HadapOoBaHoO peansHicTIoN. OTxe, H. Opait
0aunB y MIAIPYHTI XyIOXXHBOI KapTHHU CBITY Taki (eHOMeHH, K Mid,
putyan i apxetun. Bin po3ninss ix Ha nBi eqHOCTi: Midy 1 putyany, Midy
i apXeTuIy, BU3HAYarOuM MiQ K PO3NOBi/Jb, apXETHII SIK 3HAUCHHS, PH-
Tyal — sIK AiiicTBO. Po3yMmiHHSI TBOpY, 3aKOI0OBaHE y KapTHHI, MOYHHA-
€TbCs 3 MOOYJOBU PO3MOBII HABKOJIO MEBHOTO CTaHy CBioMocTi. Mid €
LHEHTPAIBFHOIO CHJIOI0, IO MOBIIOMIISIE apXETHITHE 3HAYEHHS PUTYaJoBi
i mpopounM, emigaHiyHUM MOMEHTaM, siki A Ppas Oynu BKpail Bax-
JUBHMHU B KOHTEKCTI TIIyMauyeHHs TPhOX POJiB jiTepaTypu. Putyan Oys
OCHOBOIO JUISl IpaMu, a Mpopodo-emiaHiuHi MOMEHTH ab0 CHU — IS
ernocy i JipUKy.

Kanancekuii HaykoBelb y CBOIX JOCTIIKEHHSX BHCYBaB TYMKY
po Te, UI0 MOETHYHI, Y IIUPIIOMY PO3YMiHHI XYJOXKHi, pUTMH TiCHO
MOB’s13aHi 3 IPUPOIHIM LIUKIIOM Yepe3 CHHXPOHI3aIlil0 OpraHi3my 3 IpH-
POAHUMH PUTMaMH, HaNpHUKJIAA 3 COHSYHUM pokoM. Lle mo3Bomsie 3HO-
BY JK TaKH aKIEHTYBaTH B3a€MO3B’ 30K MPUPOAHOI i XyJOXKHBOI KapTHH
cBity. H. @paii BuaiiasB 4oTHpH a3u *KUTTSI IPUPOAH CTOCOBHO MEBHUX
MiiB i apxeTurniB 0Opa3iB Ta kaHpiB. IX MOXHa CITiBBIZHECTH, Y CBOKO
4epry, 3 YOTHpPMa Pi3HUMHU KapTUHAMHM CBiTy, Ki BiZOOpa)kaloTh OKpeMi
aHpH JiTeparypu. Hanpukmnazn, Mid BECHU € IPOTOTUIIOM KoMeii, Mid
JiTa — PULAPCBKOTO poMaHy, Mi) OCeHi TOTOXXHHUH 3 Tparemieio, a Mid
3MMHU € apXeTHUIIOM ipoHii / caTupwu.

SAx BimoMo, QyHIaMEHTAILHOK (OPMOIO MPOIECY CBITOOYTTS € IHU-
KIIIYHUH pyX: )KUTTSA — cMepTh. [IpUpoaHi HHUKIIHN HE JHIIe NeperyKyIOTh-
sl 3 HUKJIaMU JKUTTA 1HIMBIIB, a i 6e3mocepeqHbO BIUIMBAIOTH HA HUX,
110 JI3epKaJIbHO BIIOMBAETHCS Y JiSTHHSX 1 TBOPIHHIX Jtonei. BinnmosinHo
i MidororizoBaHa KapTUHA CBITY TEX € UKJIIYHOIO: )KUTTA, SKE 3aPOIKY-
€TbCS 3 Mi()OM BECHHU, — HAPOILKEHHS Tepost, MPoOYIKEeHHs 1 BOCKpeCiH-
HS1, PO3KBIT *KHTTs Y Mi(hi JiTa — Beciius, nuto0, Tpiymd, ciMeriHa iamiis,
3axiJl COHIIS, CMEPTh 1 MaJiHHA TepoiB y Midi OoceHi, TeMpsBa, MOPOK,
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0e3BHUXIIHICTD 1 BcenmaHyouuii xaoc y Midi 3umu. Koxken mi mae cBiit
HETIOBTOPHHUI KOJIOPHT, IO MPUTATYE 3alliKaBJICHI MOMISAN K 3BUYAii-
HUX YUTauiB, Tak i GaxiBLiB y ramy3i KyIsTypH i Hayku (MeneTHHCKHH,
2000). Buenwii nucas, 110 «3aBJaHHS MUCTEIITBA — BUPILICHHS TTOJIOHUX
AHTOHIMIHM 1 aHTHTE3, peaizalisi CBiTy, B SIKOMY 30iratoThCsl BHYTpIllIHI
OaxxaHHs (aBTOPCHKHH XyJ0XHIH CBIT — IpuM. A.JL.) i 30BHIIHI 00cTaBH-
HU (MpupoaHii cBiT — npuM. A.JL.)» (Menetunckuii, 2000: 110).

«Mig — 1e He nUIIE MaTepiall, 3 SKOTO PO3BUBAETHCS JiTeparypa <...>,
Mi(oroeTn4Ha 3010HICTh € YACTHHOI MHUCICHHEBOTO IMPOLIECY, sIKa Bif-
MOBiJIa€ IEBHUM MOTpeOaM JIIOINHHU, Mi() JOCTABIISIE YSBICHHS Ta 3pa3Ku
JUIs MMCbMEHHMKA 1 anst kputukay (Menetunckuit, 2000: 114). Otxe,
0e33amepeuHnM € TBEPIKEHHS, 110 XYJOKHS KapTHHA CBITY (Cy0’ €KTHBHA
1 00’€KTUBHA BOJHOYAC, aJKE TBOPUTHCS aBTOPOM Ha TJIi 0araTtoBiKOBOL
icTopii Hapomy) mocTae 3 Mi)oNOriuHOi KapTHHU 0Opa3HOro CBITY MpH-
poau, Ky XyOOKHHUK CIIOTTISIAE, Ti3HAE 1 BIATBOPIOE Y CBOIH iHAWBIAY-
aJIbHIN MaHepi.

BucHoBku

XymoxkHil CBIT — LIe CBIT 00 €KTMBHUX 00pa3iB i cy0’€KTUBHHX 3HA-
4YeHb, (QIKTMBHUI CBIT, IO PEMPE3CHTYE PEalbHICTh, Ky MU Ii3HAEMO.
[Ti3HaTH Xyn0XKHIO TIHCHICTH MOXKIIMBO, IIPOMIIOBILH KPi3b OaraTorpanuy
(hopMy XyIOKHBEOTO TBOPY 1 3HAMIIIOBIIY B MOSTUYHUX 00pa3ax BiJrOMiH
MUHYJIOTO A0cBifay. Lle 3MyIye Hac 3HOBY i 3HOBY MEpeKUBATH BiloMe Ta
BiJJPO/KYBATH BiYHI iICTHHH JIIOACHKOTO OYyTTs. XyIOXKHSI KapTHHA CBiTY
SK HayKOBE MOHSATTS MiJIA€ThCS TEOPETUIHOMY MOJICITIOBAHHIO 3 TTO3HUIIIT
JTepaTypo3HaBUOi HAayKH, sika po3po0iisie HOBI BEKTOPU HayKoBoi 1i iH-
TepIpeTalii, o crpuse po3yMiHHIO ()eHOMEHY JIFONUHH y BOMY CBITI.
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AHoTanis
A.O. JliniciBinbka. Xyn0:kHsl KApTHHA CBiTYy: IOCTAHOBA NPOGJeMH Ha
nepeTHHi MeTOT0JIOTiYHMX MJIOLIUH
XyIoXKHs1 KapTHHA CBITY € 0COOJIMBHUM aBTOPCHKUM OaueHHSIM HaBKOJIHMIIHBO-
TO CBITY, peajli30BaHNM Ha CTOpIHKaxX MEBHOTO Xy/I0XHBOTO TBOpY. BoHa 103B0-
JISiE HAaM PO3TIIYMa4YUTH CYTHICTh JIFOJCHKOTO OYyTTsl, IPUXOBaHy 32 YHCICHHUMHU
o0Opa3aMu 1 MepCOHAKaAMH YSBHOTO CBITY, IO CIIBBIIHOCHTHCS 3 iICHYHOUYHM. Y
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MOaHIM CTaTTi MM HAMaraeMocsi TEOPETUYHO PO3IISTHYTH TOHSTTS «XYIOXKHS
KapTHHA CBITY» 3 NMO3UILIH Pi3HUX JIITEpaTypO3HABYNX METOMOJOTIH.

Criuparoynch Ha CIIOCTEPEKEHHS BIJIOMOTO YKPaiHCHKOTO HayKOBIIS
0.0. IToreOHi, MU ITOB’SI3yEMO XyAOKHIO KAPTHHY CBITY 13 30BHILIHBOIO Ta BHY-
TPIMIHBOIO (POPMOIO TEKCTY, @ TAKOXK 3HAYCHHSM, 33JaHUM TOJIOBHUMH 1HTEHIII-
SIMH XyZIO’KHBOTO TBOpY. CaMe TakuM HUISIXOM — 4Yepe3 30BHIIIHIO (opMy, BHY-
TPImHIO GopMy, 3HAYECHHS (3MICT) — PyXa€ThCs JIIOJChKA CBIIOMICTH Yy Mpolieci
Mi3HAHHS CYTHOCTI 00 €KTIB XyA0KHBOT AIHCHOCTI. Xy/TOXHE MI3HAHHSI MOXJIHBE
3aB/IsSIKM 00pa3HOMY CBiTY MOBH, OPHUHYBIIH Y KU MOJKHA BIJIIIYKaTH BCI TTep-
LIOITOYATKOBI 3HAYEHHS 1 CMUCIH, OPO/PKEHI MPOLIeCaMH OMOBJICHHS/BUCIIOB-
nenns. Himenpkuii dpinoco¢ Binmbrensm Jlinbreit 300pa3uB npomec misHaHHS Xy-
JIO)KHBOTO CBITY y BUIVISII MipaMiJiv 31CTaBHUX 13 TOTEOHSHCHKUMH ITOHSITB nepe-
HCUBAHHSL — BUPAIICEHHS — PO3YMIHHS. AcCOILliallii, IKi BUHUKAIOTh Y PEIUITI€HTA TTif]
Yac CHOIISIIaHHs 00’ €KTY Xy/I0KHBOTO CBITY, BUPAXKAIOTHCS IHTEPCYO EKTUBHUMU
ApTHKYISILISAMH, 1 caMe 11eil B3aEMO3B’ 30K € 300paKeHHSIM XyJIO)KHBOT KapTUHU
CBITY, 32 SIKOIO IPUXOBaHI KyJNBTYPHI CMHCIIM NEBHOTO Hapoay. [IpencraBHuMKM
(opMaIbHOI JIITepaTypO3HaBUOI KON CTBEPKYBAJIH, 1110 MOOYI0Ba XyI0XKHBOT
KapTHHU CBITYy 1 MpoIiec Mi3HaHHs 00’€KTIB PEaJbHOCTI BiOYBAETHCS 3aBISKH
BIAYYTHOCTI (hopMH, 11032 SIKOIO TBIp MUCTELTBA HE icHye. BaxkinBuM acriekToMm
aHaJi3y ¥ iHTephpeTallii XyI0’KHb0i KapTHHHU CBITY € TaK0OX Mi()ONOTIUHICTh Jii-
TeparypHoro TBopy. KoxkeH o0pa3, 3a sIKMM NpUXOBaHE BUCXiJHE 3HAUCHHS ITi3-
HaBaHOTO 00’€KTY, BIATBOPIOE MEBHUI Mi() — pO3MOBINb PO AIHCHY peaibHICTh
MIPUPOJTHOTO CBITY, 110 iICHYE Y MTPOCTOPI CBITY MUCTEITBA.

XynoXKHsI KapTHUHA CBITY SIK HAYKOBE TIOHSTTS MiAA€THCS TEOPETHIYHOMY MO-
JISITIOBAHHIO 3 TIO3UIIIT JIiTeparypo3HaB4yoi HayKH, sIKa PO3pOOIIsiE€ HOBI BEKTOPH
HayKOBOI iHTepIIpeTalii XyJ0)kHbOT0 OaueHHsI CBITY, CTBOPIOBAHOTO aBTOPOM, Ta
PO3yMiHHS (PeHOMEHY JIFOJIMHU Y LILOMY CBITi.

KoarouoBi cioBa: XyqoxHS KapTHHA CBITY, JIiTepaTypo3HaB4a METO/IOJIOTIs,
¢dopma, 3mict, xynoxxHe nizHanus, O. [Torebns, B. [linbreit, popmansHa mmkona.

AHHOTaIHUS
JlunucuBuukas A.O. Xyl1oxkecTBeHHAsi KAPTUHA MUPA: MOCTAHOBKA
npood/ieMbl HA MepecedeHNU MeTOI0J0THYeCKUX MJI0CKOCTel
XynOKECTBCHHAS KApTHHA MHPa — 3TO 0COOCHHOE aBTOPCKOEC BUJICHUE OKPY-
JKAIOIEr0 MHUpPa, peaTu30BaHHOE Ha CTPAHUIIAX XYNO0KECTBEHHOTO MPOU3BEEC-
Husi. OHa MO3BOJISICT HAM WHTEPIPETHPOBATh CYIIHOCTh YEIOBEYECCKOTO OBITHS,
CKPBITYIO 3a MHOTOYHCJICHHBIMHA OOpa3aMH M TMEepCOHaKaMH BOOOPaKacMoro
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MHpa, KOTOPBIH COOTHOCUTCS C CYIIECTBYIOIIMM MHUPOM. B naHHO cTarhe Mbl
IIBITAEMCSI TEOPETUYECKH DPACCMOTPETh ITOHATHE «XYIOKECTBEHHAsh KapTHHA
MHpa» C NO3UIMH pa3HbBIX JIMTEPATyPOBEAYECKHX METOIOIOTHH.

Onwupasich Ha TEOPETHYECKHE WA HW3BECTHOIO YKPaWHCKOTO YYEHOTO
A.A. TloreOHH, XyNOXKECTBEHHYIO KapTHHY MHpa MOXXHO CBSI3aTh C BHEIIHEH
W BHyTpeHHel (QopMoil TeKcTa, a TakKe 3HAYCHUEM, 3aJJaHHBIM [JIaBHBIMH WH-
TEHIUSIMH JINTEPaTypHOTO Npon3BeneHns. VIMEeHHO TakuM ImyTéM — 4epe3 BHe-
IHIOK (OpMy, BHYTPEHHIOO (hOpMy, 3HadeHHE (COAEp)KaHWE) — JIBMDKETCS
YeJIOBEYECKOE CO3HAHUE B IPOIIECCE MO3HAHMS CYLIIHOCTH OOBEKTOB XyHOXKe-
CTBEHHOH JIEHCTBUTENBHOCTH. Xy/lI0XKECTBEHHOE IMO3HAHHE BO3MOXHO Onaro-
Japsi 00pa3HOMY MHpY S3bIKa, OKyHYBIIHCH B KOTOPBIH MOXXHO OTBICKAaTh BCE
NepBOHAYaJIbHbIC 3HAUCHHSI W CMBICIIBI, TOPOXKICHHBIE MPOLIECCAMU BepOasu-
3arun/BeickasbiBanns. Hemenkuidl ¢unocod Buierensm Jlnnbredt m3zoOpasuin
MIPOLIECC MO3HAHMS XYJO)KECTBEHHOTO MUpPa B BUJIE MUPAMH/BI COTOCTaBUMBIX
C TOTEOHSHCKUMHU TIOHSITHH Nepestcusanus — Gblpadcenus — NoHumanus. Ac-
COLIMAIINK, KOTOPbIE BO3HUKAIOT Y PEIMIIMEHTa BO BPEMsI CO3epLaHus 00bEeKTa
Xy/I0’)KECTBEHHOTO MHPa, BBIPAKAIOTCSI MHTEPCYOBbEKTUBHBIMU aPTHKY/ISILIUSIMH,
1 UMEHHO 3Ta B3aUMOCBSI3b SIBJSIETCS M300payKEHUEM KapTHHBI XyJI0XKECTBEH-
HOTO MHpa, 32 KOTOPOH CKPBITHI KYJILTYpHBIE CMBICIIbBI OMPEAEIEHHOTO Hapo/a.
[pencraButeny (GOpMaNbHON MIKOJBI YTBEPXKIAIHU, YTO MOCTPOCHHE XyHOXKe-
CTBEHHOH KapTHHBI MHpa U MPOLECC MO3HAHHUsI 0OBEKTOB PeabHOCTH MPOMC-
XOIUT OJaromaps OIyTUMOCTH (hOPMBI, 33 TpeeIaMU KOTOPOI MPOU3BEICHUE
HCKYCCTBa HE CyIECTBYeT. BasKHBIM acrieKTOM aHaJIn3a U HHTEPIIPETAINH Xy0-
KECTBEHHON KapTHHBI MUpA SIBIISIETCS TAKKe MU(OJIOTHYHOCTh JIUTEPATYPHOTO
npousBeaeHus. Kaxpiit 00pas, 3a KOTOPBIM CKPBITO MCXOAHOE 3HAYEHHE TT03Ha-
BaeMOro 00BbEKTa, BOCIIPOM3BOIUT HEKOTOPBIH MH( — pacckas o JAeHCTBUTENb-
HOW peaJbHOCTH €CTECTBEHHOTO MHpa, KOTOpas CyLIECTBYET B HMPOCTPAHCTBE
MHpa UCKYCCTBA.

XynoecTBeHHass KapTUHAa MHUpa Kak Hay4YHOE MOHSATHE TEOPETHYECKH MO-
JIETUPYETCsl C TO3UIMN JINTEPAaTypOBETIECKONH METONIOIOTHH, KOTOopas, B CBOIO
o4epellb, IMPEACTABISIET HOBBIE BEKTOPHl HAyYHOH HHTEPIPETALMH XyHOXKe-
CTBEHHOT'O BHIEHHS MHpa, CO3JaBacMOro aBTOPOM, W IIOHMMaHUs (eHOMEeHa
YeJI0BeKa B 3TOM MUpE.

KonioueBble ciioBa: Xy0)keCTBeHHas: KapTUHA MHUPA, JINTEpaTypoBeaYecKas
MeTtojosiorus, (hopMa, colepkaHue, XylokecTBeHHoe no3Hanue, A. IloTeOHs,
B. Tunereii, popmanbHas mkoa.
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Abstract
A.O. Lipisivitska. Artistic picture of the world: problem statement at
the intersection of methodological planes

The artistic picture of the world is a special author’s vision of the world
around us, realized in a work of art. It allows us to interpret the essence of human
existence, hidden behind numerous images and characters of the imaginary
world, which is correlated with the existing one. In this article the concept of the
«artistic picture of the world» is theoretically considered from the standpoint of
various literary methodologies.

Based on the thoughts of the famous Ukrainian scientist A.A. Potebnya, the
artistic picture of the world is associated with the external and internal form of
the text, as well as the meaning conveyed by the main intentions of a literary
work. This way — through the external form, internal form, meaning (content) —
the human consciousness cognizes the essence of the artistic objects. Artistic
cognition is possible due to the imaginative world of the language, plunging
into which you can find all the original meanings and senses generated by the
process of verbalization / utterance. The German philosopher Wilhelm Dilthey
reflected the process of cognition of the artistic world in the form of a pyramid
which is comparable to the concepts developed by Potebnya and includes
experience — expression — understanding. Associations that arise in the recipient
during the contemplation of the object of the artistic world are expressed by
intersubjective articulations, and this interrelation is an image of the picture of
the artistic world, behind which the cultural senses of a certain nation are hidden.
Representatives of the formal school argued that the construction of the artistic
picture of the world and the process of cognition of the objects of reality is due
to the perceptibility of form, beyond which a work of art does not exist. An
important aspect of the analysis and the interpretation of the artistic picture of
the world is the mythological character of a literary work. Each image, behind
which the initial meaning of the cognizable object is hidden, reproduces a certain
myth — a story about the concrete reality of the natural world that exists within
the art world.

The artistic picture of the world as a scientific concept is theoretically
modeled from the position of literary methodology that represents new vectors of
scientific interpretation of the artistic vision of the world, created by the author,
and understanding of the human phenomenon in this world.

Key words: artistic picture of the world, literary methodology, form, content,
artistic cognition, A. Potebnya, W. Dilthey, formal school.
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YK 821.112.2.09
Khrystyna Pavliuk, Anna Soloviova

INNER IMMIGRATION AS A SOURCE OF SARAH KIRSCH’S
LANDSCAPE LYRICS?

Introduction. The Statement of Purpose

A high level of tension and dynamism marked historical and political
processes of the second half of the 20th century. In most cases, this was
due to the results of the Second World War which kept influencing and
forming the course of political processes in the divided German state,
Europe and the world for a long period after its historical end.

The tendencies mentioned above became extremely important
for the federal territories of Germany after the surrender of the Nazis.
The Soviets and the Western Allies carried out a number of important
international conferences and decided to divide the country into several
zones of influence.

After this division, two separate state formations were created on
the territory of Germany: the first one — Bizone (Bizonia), which was
later transformed into Trizone (Trizonesia) (it included the American, the
French and the British occupation zones) and became the Federal Republic
of Germany (23 May 1949); and the second one — the Soviet Zone in the
East, which became The German Democratic Republic (GDR).

Such a division did not have any historical or cultural basis and thus
was artificially imposed and quite inadequate. The creation of the Berlin
Wall in 1961 only further underscored the total absurdity of this division.
This construction turned into a German-German borderline between
different ideologies, worldviews and political and economic systems
within the limits of one nation and had an absolutely unprecedented
political and cultural meaning.
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This and other important markers of political and historical
transformations in the works of German writers provide an opportunity for
more thorough analysis of an artistic representation of the contemporary
period and its connection to the past, which is defined first and foremost
by traumatic experience. To be precise, in Sarah Kirsch’s poetry dominate
such social and political motifs as the breaking of social connections,
social erosion, inner immigration as a source of lyrical creativity, the
deformation of communication on different levels (between individuals,
between a personality and a state / nature), and sufferings of a creative
personality because of the absence of the sense of life within a stagnating
state, the search for an ideal home and so on. The most interesting aspect
of this research is the correlation of lyrical, social and political motifs in
the poet’s creative work.

Methodology and Methods of the Research

The methodology of the research is based on the principles of
historicism, system and scientific approaches and the author’s objectivity
alongside the general methods of scientific research (analysis, synthesis,
generalization) and special historical methods (such as system historical
method) and specific philological methods (biographical method, the
method of «close-reading», the method of literary and historical context
analysis).

Results and Prospects for Future Insights

During the last few decades, Sarah Kirsch received the status of one
of the most prominent writers in the history of German literature. Among
the researchers who focus their attention on this poet’s creative activity
are such important names as M. Reich-Ranicki (2003), V. Weidermann
(2007), P. Hacks (1976), U. Kittstein (2009), D. von Toérne (1997),
E. Dammiano (2015), C. Cosentino (1997), C.A. Melin (1987), and others.
At the same time, the lack of attention given to the poetry of Sarah Kirsch
within Ukrainian literary criticism is quite obvious. That is why a more
profound study of the poet’s works can create a possibility for finding
some new meaning in them which are in accord with some tendencies that
are important for contemporary civilization.
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The aim of the article is to single out the main characteristic features
of Sarah Kirsch’s landscape lyrics which are studied within the political
and historical context of the epoch.

A well-known master of provocation and literary mystification
Gottfried Benn in his poem “Travels” persuades that ‘to travel is a waste
of time, once You will understand it’ (Benn, 2001: 306). The motif of
travelling and observing quick passing landscapes are essential parts of
Naturgedicht, which tends to touch some global existential problems for
humanity and at the same time stays political according to the traditions
of German landscape poetry with which the creative activity of Sarah
Kirsch (1935-2013) is commonly associated. According to the results of
internet polls, the German public prefers her poetic works to the works
of other writers nowadays. Could it be due to the fact that her Don Juan
goes on a trip by bike? (Myronenko, 2017). Still, it is quite difficult to talk
about Sarah Kirsch as about “deplatzierte Person”. The main reason for it
is the fact that she managed to enter into the considerably wide context of
German reality on both sides of the Wall.

Sarah Kirsch (Ingrid Bernstein) was born in a small mountain town
called Limlingerode to the family of an engineer, though most of her
father’s relatives were clergymen. The future poetess spent her childhood
and school years in Halberstadt. Importantly, as a university student in
Halle Sarah Kirsch studied biology so the reason for her deep interest in
environmental issues seems quite obvious. During her university years
she made her first attempts to write poetry and upon graduating from
the university decided to continue her study at The German Institute for
Literature (Johannes R. Becher-Institut).

From the very beginning of her creative activity, Sarah Kirsch had
some serious problems with the socialist censorship of the GDR. In spite
of this, the young author worked hard and published not only her own
poetry and translations but also short stories, articles and fairy tales for
children. After 1977, however, the German poetess moved to the West and
her translations suddenly disappeared from all Soviet literary editions.

It is important to stress that in critical and reflexive landscape poetry
of the 20th century, the incurable break between nature and technical
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civilization becomes the dominating motif. The contemporary I-individual
is perceived as a split being who feels comfortable in neither of the two
spaces of his existence.

In general, the relationships between fiction and reality as well as the
question of the existence of a clearly defined and easily understandable
world that is possible to describe through language stay painfully urgent.
So, while contemplating the results of environmental destruction, Sarah
Kirsch writes about the spiritual wounds the development of society
gives to a separate personality. In the poetic works, she describes nature
in a state of chaos caused by the distortion of communication, technical
progress, and social erosion. This understanding of the situation influences
greatly the language of her texts. The poetess studies destruction on the
metaphysical level and sees the harmonizing of the “world which has lost
its charms” as a key task of poetry. According to V. Weidermann, Sarah
Kirsch is an idealist who is thinking about apocalypses. By glorifying
nature and the ideal world of her imagination, the author fixates on the
horrors hidden under dear and well-known pictures and points out the
estrangement of a personality within society. Sarah Kirsch demonstrates
this state by introducing different lexical levels of collision in her poetic
language. She uses dialecticisms and poeticisms, slang words, and the
language of myths and ideology at the same time. Some texts are purely
idealistic but hide intensive thoughts and the active creative process under
feigned innocence (Weidermann, 2007: 141-144). The poetess tries to
avoid even and harmonious verse because it should maintain all the signs
of controversy and tension of the specific thoughts. P. Hacks calls this
remarkable feature of her poetry “Sarah-Sound” “Elaborately but slowly
the kaleidoscope of her own life is moving in the north, and suddenly it
pauses for a moment for the spectator to memorize clearly the picture:
nothing in particular, but it is impossible to forget it” (Hacks, 1976: 154).

Among all writers who immigrated to the FGR, Sarah Kirsch was
met with the biggest amount of enthusiasm. The explanation was simple:
instability and falsehood were common not only for the East but also
for the West, and she lived in accord with nature far away from social
cataclysms, depicting it in her poetry.
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Even in the earliest works of the poetess, it is possible to race though
quite sentimental and naive, a rebellious spirit and a fondness for the
ecological theme (“My little address”, “Travelling by boat”). In one of her
early poems (“I am getting to know myself”’) where she tried to declare
her creative program, Sarah Kirsch formulated her own credo and stayed
faithful to it to the end of her life: “I love my peasant clothes, my boots /
and my sad face” (Kirsch, 1965, p 58). The author strived for the merging
of private and social, of nature and person, of future and past, of sadness
and skeptical melancholy.

The first independent poetic collection of Sarah Kitsch
«Landaufenthalty (Kirsch, 1967) (“Life in the countryside”) showed
not only the domination of the themes and motifs connected with
nature but also the diversity of their external manifestations. The poems
included in this cycle have elliptical narration, complicated syntaxes and
punctuation, the usage of enjambments and sharp thematic transitions.
At the same time, nature in the poems of Sarah Kirsch is able to form
easily readable signs and transfer to the lyrical I-person some incredible
political statements. All above-mentioned aspects are present in the poem
«Schoner See Wasseraug» («The beautiful lake of Wasseraug”) which
German researchers consider one of the brightest examples of landscape
poetry among Sara Kirsch’s creative works (Kittstein, 2009: 287):

Schoéner See Wasseraug ich lieg diram The beautiful lake Wasseraug I am

Rand lying on your bank

Spéhe durch Gras und Wimpern, du I am watching through grass and my
eyelashes, you

LaBt mir Fische springen ihr Are showing me jumping fishes, the

Bauchsilber silver of their bottoms

Spritht in der schrigen Sonne die Is sparkling in the stretching sunrays a

Krihe crow

Mit sehr gewolbten Schwungfedern ~ With  extremely protruding wing
feathers

Geht iiber dich hin, deine Ufer Is walking past you, your shores
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Wihltest du inmitten heimischer Are stretched among native trees
Béume
Kiefern und Laubwald Weiden und Pine trees and leaf woods of birches

Birken and willows
Rahmen dich, kunstvolle Fassung Are around you, a dexterously made
frame

Deines geschuppten Glases... (Kirsch, For your scaly surface.
1967: 38).

The cited fragment proves that from a formal point of view this text
has all the elements which are characteristic of the poetess’s style. In
her poetry, Sarah Kitsch prefers non-rhymed verses with free rhythm and
without clear division into stances or with a quite relative division, as in
this particular fragment. From the very beginning, Sarah Kirsch creates
a definite correlation: I-person and Nature. At the same time, she puts a
dry everyday description of the lake in the headline and thus achieves an
ambiguous reception by putting to test this natural space with a human
factor.

In this particular case, the body of water becomes not an object for
observation but plays the role of a living anthropomorphic interlocutor.
To a certain extent, the anthropomorphism of the lake comes into accord
with the desire of the I-person to dissolve into the environment. It is
important to add that this process becomes a mirroring one in the poem
«Schoner See Wasseraugy.

The motifs of traveling, of escape and of panoramic acquirement
of the natural space are dominant for the collection «Landaufenthalty.
Partially the author works with the well-known impressions from her
native places such as the surrounding area of the Harz, the landscapes
of Brandenburg, and later, after she moved to the West in 1977, the dark
sceneries of Schleswig-Holstein. On the other hand, the impressions the
poet received during her foreign trips also play a very important role
in Sarah Kirsch’s creative activity. They served as an external impulse
for the production of poetic texts as well as themes and material for her
poems. At the same time, such an open movement within the world gets
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a predominantly positive connotation. It can be perceived in a real way
as a trip by train or by plane (most poems hint at the author’s trip to
Rumania) or as a fantastic imaginary trip of an imagined lyrical I-person.
The sources and the meaning of traveling themes and borderlines blurring
for the poet become more distinct after analyzing Sarah Kirsch’s poem
«Fahrt II» (“Trip II):

Aber am liebsten fahre ich Eisenbahn But most of all I like to travel by train
Durch mein kleines warmendes Land  In my little country which makes you

warm
In allen Jahreszeiten During any season of the year
...ich wief3 und she ... I don’t know and I can’t see
Keinen Weg der meinen schnaufenden A way which my steaming train
Zug
Durch den Draht fiihrt Will take across the wire

Ganz vorn die blaue Diesellok (Kirsch, Far away the blue steam locomotive
1967: 10).

In the first lines as well as in other parts of the poem the lyrical
I-person is observing different landscapes and experiencing a number of
bright impressions. But in the final part of the poem, this railway trip
suddenly ends in front of the German-German borderline. The GDR, “my
little country which makes you warm”, looks like home and creates an
association with comfort and safety. At the same time, the author doesn’t
deny its limiting function and is pondering sadly the differences between
the two parts of Germany which can’t be overcome.

In the works of Sarah Kirsch, nature concentrates the memories about
history and about other events important for society. The author pays
special attention to winter motifs and to the play on contrasting colors,
especially white and black. For instance, the image of snow in the poem
«Der Schnee liegt schwarz in meiner Stadt» («Black snow is on the
ground in my city») becomes a symbol of sadness and a reminder of past
tragic events:
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Der Schnee liegt schwarz in meiner
Stadt

Die Hunde gehn voll Schlamm und
Rauch

Die Menschen sind um diese Zeit
Auf ihrem breiten Chaiselongue
Und essen warmes Brot

Nur Tauben briillen auf dem Dach
Die suchen in den Schuppen Schutz

Sie denken schon ans nichste Nest

Und rupfen eine Feder los
Und legen sie ins Ziegelfach

Ich gehe aus im schwarzen Pelz
Ich red den Hunden freundlich zu
Da heulen sie und wedeln matt
Und zeigen mir den weilen Schnee

Der auf dem Judenfriedhof ist (Kirsch,
2005: 18)

Nachmittags nehme ich ein Buch in
die

nachmittags lege ich ein Buch aus der
nachmittags féllt mir ein es gibt Krieg

nachmittags vergesse ich jedweden
Krieg
nachmittags mahle ich Kaffee

nachmittags setze ich den zermahlenen
Kaffee

riickwiérts zusammen schone
schwarze Bohnen
nachmittags zieh ich mich aus mich an

Black snow is lying in my city

Dogs are straying dirty with soot and
smoke

People are sitting at this time
In their spacious chaise lounges
And eating warm bread.

Only pigeons are cooing on the roof
Trying to find some shelter in the
cracks

They are already planning on a new
nest

Pulling away a feather
And hiding it among the bricks

I go out dressed in black fur

Address in a friendly manner the dogs
They are howling dully and leading
Me to the Jewish cemetery

Showing the white snow there.

Hand At noon I take a book in my
hands

Hand  at noon I put the book aside
at noon I start thinking that a war

is going on

at noon [ forget about any war

at noon I ground coffee
at noon I gather the ground coffee

back into beautiful
black beans
at noon I put off my clothes put on
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erst schminke dann wasche ich mich  make my make-up first and then
wash it away

singe bin stumm (Kirsch, 2005: 74).  sing keep silence.

These motifs of waste — to be precise, the description of the city dirt
during the period of industrialization — contrasted with the naturalistic
depiction of its inhabitants’ everyday life, provoke a feeling of strong
dread and rejection of the I-person, who, being an external observer, must
estrange herself from her close surrounding alongside with dirty stray
dogs. Despite the fact that she is a member of this well-fed, satisfied-
with-their-style-of-life city community and is wearing fur of a remarkable
black color, the protagonist of the poem strives to create distance between
her and the dirty snow in the streets. According to English researcher
Mary Douglas, people base their assumptions about what dirt and waste
are on two basic measures: first, how much they care about their personal
hygiene, and second, their level of adherence to standard norms. At the
same time, hygiene norms have been changing alongside the general
level of scientific knowledge. As for the conventional side of attempts to
avoid dirt and waste, people sometimes ignore these rules because of their
personal feelings and emotional reactions ([lyrmac, 2000: 10). It is quite
obvious that both snow and stray dogs are black and filthy because of dirt
and soot. Still, the I-person in the poem tries her best to avoid the snow
and eagerly communicates with the dogs. Sarah Kirsch’s black snow,
similar to the black milk from Paul Celan’s «Todesfuge», demonstrates
the transformation of the oxymoronic poetic plot and the change in the
poem’s style.

The contrast between black and white also becomes dominant in
the poems dedicated to the tragic events of the Holocaust (“Schauffele,
a Milkman”, “The Legend about Lily”). In this situation, white color,
for example, functions as an indifferent and cold background which
makes the collisions of Lily’s life even more painful: “In summer she
went barefoot and in winter wrote / seven letters” (Kirsch, 2005: 121-
124). White color, which the author actively uses in the poem, creates
an effective contrast with the black of the antagonist’s SS uniform, and,
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thus, both colors reinforce the general negative connotation. At the same
time, the colors embody the concepts of beginning and ending, creating
a semantic chain ‘white-black-cold-indifferent’, and also represent the
generalizing character of a funeral ritual.

The keyword for the 60s was ‘reality’; those who spoke about ‘the
demonstration of the reality’ (Korte, 1989: 68) meant not only social
and political realms of the mass exploitation society but also topically
deformed socialism with its rigid and stagnant bureaucratic system. To
write poetry in such a situation meant to place your own self into the center
of poetic work and to criticize the existing state of things. This manner
became typical for the new generation of GDR poets which Sarah Kirsch
belonged to: “If we didn’t decorate the show / it - my motherland / would
look pitiful” (Kirsch, 2005: 118). The poet achieves this influence due to
her dexterous use of multiple meanings of poetic vocabulary and actively
plays with different possibilities given by the general cultural context.
As a result, even the Part authorities had to ‘pay extra attention’ to her
creative activity. For instance, in the poem «Schwarze Bohnen» (“Black
Seeds”) Sarah Kirsch depicts the general banality and meaninglessness
of her generation’s life within this stagnant country with the help of free
verse:

Nachmittags nehme ich ein Buch in Hand At noon I take a book in my
die hands
nachmittags lege ich ein Buch aus der Hand  at noon I put the book aside
nachmittags féllt mir ein es gibt Krieg at noon I start thinking that a war
is going on
nachmittags vergesse ich jedweden atnoon I forget about any war
Krieg
nachmittags mahle ich Kaffee at noon I ground coffee
nachmittags setze ich den zermahlenen at noon I gather the ground coffee
Kaffee
riickwérts zusammen schone back into beautiful
schwarze Bohnen black beans
nachmittags zieh ich mich aus mich an at noon I put off my clothes put on
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erst schminke dann wasche ich mich  make my make-up first and then
wash it away
singe bin stumm (Kirsch, 2005: 74).  sing keep silence.

This poem was published in the GDR in 1968 in the popular anthology
“The Season for Poetry”, but within a year it was bitterly criticized for
being too gloomy and pessimistic. Nevertheless, the honorable literary
critic M. Reich-Ranicki traces completely different motifs and moods in
this poem: “I read these eleven lines as a love poem; to tell the truth, love
is not mentioned here, still this is a poem about love. A lonely woman...
She is worried and impatient: she takes a book in her hands, but she can’t
concentrate and that is why she puts it away. She makes coffee for him
and herself, but he does not come and, without him, the drink loses its
meaning.” (Reich-Ranicki, 2003: 271). Later the impatience of the heroine
increases considerably as it is manifested through her witless desires (to
turn ground coffee back into coffee beans) and her distorted actions (puts
on her clothes /put off, makes her make-up / washes it away, wants to
sing / to stay silent). The party authorities responsible for cultural affairs
in the country disliked greatly the melancholic tone of the poem and the
experiments with the form. The VI congress of GDR writers in 1969 (the
poet herself was absent at this event) condemned the eccentric modernist
poetry of Sarah Kirsch. To be precise, they called her poem “The Black
Beans” a decadent text and pointed out that writing such poetry was an
act of disgrace for a socialist poet.

Sarah Kirsch reacted by writing a highly provocative text “I Wanted
to Kill the King” which reflects the poet’s mood full of grief and protest:
“I wanted to kill my king / and to be free again. The bracelet / which he
gave to me, the beautiful name / I left and threw away the words / which I
had put together; the comparisons / for his eyes voice speech / I gathered
all empty bottles / put some explosive into them — this should send /
him away forever” (Kirsch, 1992: 35). The ambivalent image of the king
became the ground for many speculations concerning the true identity
of the person the poet spoke about: the king of the heart, some strange
idea and something else. In spite of the fact that social and political
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references are obviously present in the above-mentioned poem, this text
fits perfectly within the context of female poetry with its main topic — the
protest against any restriction of freedom and inner loneliness.

Later Sarah Kirsch published two collections of poems “Hexing”
(173) and “The Wind Which Blows to Your Back” (1976), which are
emotionally and thematically close to the previous texts and reflect
the controversial character of the poetess’s desires to choose between
freedom and loyalty. Speaking on behalf of Sappho, Sarah Kirsch states
the impossibility of obeying the laws of the state and refuses to change
her liberated style of life and the free expression of her thoughts. In the
majority of the poems included in these collections, she ponders despair
and loss, separation and the wish for safe relationships: the I-person bids
farewell to her beloved and at the same time foretells a parting with the
motherland.

In 1973 during the next Writers’ Congress, the participants voted for
the rehabilitation of Sarah Kirsch’s poetry and named it an extraordinary
example of the usage of various forms and multidimensional meaning
in GDR literature. The same year the poetess received the Heinrich
Heine Prize and later in 1976, she was awarded Petrarca-Preis. Still,
this feigned loyalty of the authorities lasted only for a very short period.
Quite soon Sarah Kirsch signed a letter of protest against the decision
to strip the disgraced Wolf Biermann of his citizenship. As a result, she
was expelled from the Socialist Unity Party of Germany and in a year
she received a permit to leave the country. In the last poem she wrote
in the GDR, symbolically called “Separation”, Sarah Kirsch defines the
situation of isolation and hopelessness she got into: “When [ am in the
house with no door / I leave it through the window. / Walls, walls and
nothing but a window leaf / Where am I what” (Kirsch, 2005: 341). The
unfinished sentence demonstrates the superlative degree of internal and
external restriction. The topic of immigration, of her last months in the
GDR and of her first years in the West became central for Sarah Kirsch’s
new collection of poems headlined “Launching the Kite” (1979). Her
transition to new forms of life and creative activity as well as her inner
transformation seemed to be a complicated and ambiguous process. This
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is emphasized by the open ending of the title poem of the collection: “To
launch a kite. A game / For big plains without trees and water. / Into the
open sky / rises / The star made of paper, unrestricted / Breaks into the
world, higher and higher, lost from the sight, / And further and further //
The only things left to us are the end of the string and the fact that we have
known you” (Kirsch, 2005: 368).

Life in the West brought the poetess temporary satisfaction and
during the next two decades she published five poetry collections and
nine collections of prose works. Her emotional state is easy to feel in the
epic intonation of her ‘Homeric poem’, “A Summer evening”, from the
collection “The Kingdom Terrestrial” (1982): “On the black meadows,
the herd / is looking for the fold and always / at the stated time. The
satisfied farmer / is sitting on the bench next to the road / smoking his
Marlboro while the milk / widely pours through glass tubes of the milking
machine” (Kirsch, 2005: 370).

Still, the fondness she felt for the technical advance was quite
quickly replaced not only with disillusionment but also with the sharp
division between ‘the kingdom terrestrial’ which in reality turned out to
be ‘furnished rooms of death’: “The new world is cheerful, powdered,
indifferent, / Honest. Nobody requires justice. / Every virtue is clearly
defined. / Pays the one who is able to pay. / Poverty insulted by compassion
/ Is sleeping on Bover prosecuted by no one / Till lunchtime. Vomiting
/ My sense of dignity, / It is somewhere in the gutters» (Kirsch, 2005:
383). It is quite obvious that Sarah Kirsch provoked repulsion and dread,
a fit of giddiness and this way created a distance between herself and the
consumerist style of life. Nevertheless, here in the West, she felt as out of
place as she had felt in the East before: “Going to and fro among people
and cars, / In the crowd of loud price tags” (Kirsch, 2005: 383-384).
Apparently, Sarah Kirsch’s travels made her see the reality in a clearer
way, though at first, she felt nostalgia for the GDR, as time passed, the
poetess started to doubt traditional moral values with the skepticism of a
grown woman.

In 1983 Sarah Kirsch moved from the Western part of Berlin to
Schleswig-Holstein and there she wrote about all her trips and about the
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things which worried her. The poem “Milan” from the collection “One
Hundred Poems” (1985) gives up the loneliness the I-person feels: even
Italian sun “in a thousand mirrors sees its horribly lonely reflection”
(Kirsch, 2005: 113). This poem written in 1976 didn’t lose its urgency
later when the author suffered because of her divorce. It is also easy to
trace a similar motif of despair in one more poem «Alte Worter» (“Old
Words”).

Ich reich dir vom FuB} bis an den I reach for you from my feet up to my
Scheitel vertex

Langgestreckt meine Taille; was ich My waist is slender; what I say

sage

Vermessen: >immer< und >nie< und Boldly: »always< and »never< and >not

»niemals<. a single timex.

Die abgedroschenen siiflen Sétze! Banal and dull phrases!

Von denen ich nach Nimmermehr Hidden behind them 1 stare at
schau (Kirsch, 2005, p. 38). nevermore.

The above-cited poem consisting of five lines only comprises all
melancholically fragile charm of Sarah Kirsch’s poetry. According to
M. Andreotti, the basis of any contemporary text is the balance of the
subjective and the objective in it (Andreotti, 1983: 46). In contrast to the
landscape poetry where the lyrical-person plays the part of an observer
and is present in the text of the poem only implicitly, in «Alte Worter»
there is no typical for Sarah Kirsch estrangement perceived not only as
disassociation but also as a critical attitude to a traditional worldview.
As a result of contrasting the intentionally deformed and true images of
reality, a new estranged image comes to life.

In the poetry of the late period, a critical approach to escapist and
regressive tendencies becomes even more evident. To be precise, the
poetess boldly rejects them in her poem «Ferne» («Faraway») included
in the collection «Erlkonigs Tochter» («EIf King’s Daughter», 1992)
(Kirsch, 1992), which is full of mostly dull melancholic scenarios.
Gradually such moods become more and more common for Sarah
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Kirsch’s creative activity, thus the motif field of coldness dominates it
(winter- snow- ice — etc.). Her trip to the North of Europe gave her many
bright impressions, so she starts to pay extra attention to these motifs.
Without any doubt, winter is a significant season; Sarah Kirsch’s works
are soaked with a mood of ominous stillness; nevertheless, in spite of the
coldness and stiffness, at the same time this season contains the seeds of
rebirth. In the poems of the Scandinavian cycle, included in the above-
mentioned collection, these motifs are quite common. The same tendency
is true for the collection of prose texts from the book «Islandhoch». Cold
and winter landscapes become a reflection of the lyrical I-person’s bleak
spiritual state and, from the formal point of view, are manifested through
the use of fixed structures in the verse:

Niemals wird auf den Never again these poor places
Armen Gefilden Herrlichkeit Will have the power

Liegen wie in der Kindheit als noch die Of the childhood when the fur trees
Fichten griin und licht lebten. Still lived green and bright.
Schwarzes Black

Wissen beugt mir den Hals (Kirsch, Knowledge bends my neck.
1992: 49).

A noticeable feature of these poetic lines is their remarkable frugality,
characteristic of Sarah Kirsch’s late poetry. In the later collections,
this tendency for a laconic expression sometimes obtains the features
of mystification and of the intentional meaninglessness of the poetical
text. The transformation of the connection with the environment the
lyrical I-person felt in childhood during her adolescent years, which the
author states in the «Ferne», is not a new one and is based on a long
literary and historical background. To be precise, Sarah Kirsch’s poem
demonstrates convincing evidence of the thematic inheritance within the
limits of landscape lyrics during several epochs, because the ideas and
the themes touched in its sound are in accord with the famous poem «An
die Natur» by F. Holderlin’s (Holderlin, 1953). Still, the general idea in
Holderlin’s poem expands and covers twelve verses of poetic text; on the
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contrary, Sarah Kirsch concentrates it in a condensed lyrical form with
a minimal number of words. According to Sarah Kirsch, in the world of
childhood reigns unbreakable harmony between enchanting nature and
the individual, but when a person grows up she feels torn away from this
nature because of the insurmountable distance which is already stressed in
the title. That is why this peremptory «Niemals», which the poem begins
with so convincingly, proclaims the unavoidable exile of the I-person
from the paradise of her childhood.

The contemporary lyrical character sees only ‘poor places’ — here the
poetess chooses this extremely abstract expression, devoid of feeling,
leaving the most powerful expressive means for depicting her childhood
impressions, of the childhood when the fur trees / Still lived green and
bright.

At that point of her life, in the consciousness of the lyrical I-person,
the power of nature embodied light, life and green colors of hope; the use
of alliteration licht — leben and of hidden inner rhyme Fichten — licht as
well as of different sonorous vowels in the third and in the fourth lines
made the intensity of these memories visible on a tonal level. In the same
effective way, the author emphasized the word ‘black’ in the next line:
the knowledge which the lyrical I-person partially received while being a
teenager is associated with this color of grief and death and turns into a yoke
on her neck in the direct meaning of the word. The last line of the poem
stresses this fact and its general tone becomes even gloomier. However,
Sarah Kirsch does not have any doubts as to the principal advantages
of the adult point of view, though she does not define clearly in the text
of the poem this new dreadful knowledge the lyrical I-person acquires
in the process of growing up. At the same time, for the lyrical I-person
in F. Holderlin’s «An die Natur» ‘the golden dreams of adolescence’
disappeared, albeit in youth the consolation and the delight given by ‘the
fruits of wonderful love’ disguised ‘the tears and angst of life’ (Holderlin,
1953: 35). In Sarah Kirsch’s poem, the individual’s realizes that, with
time passing, she irrevocably loses this unbreakable childish naive
ability to dream and her connection with the surrounding world evolves.
Simultaneously, the author speaks about ‘black knowledge’ hinting at
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the concrete events which deeply influenced and greatly worried the
consciousness of the lyrical [-person. The Germans chose the wrong way
in the 20th century, which led to a worldwide disaster that could not but
influence the relationship between the individual and nature (it is easy to
trace this very motif in the poetry of B. Brecht and E. Fried).

It is quite doubtful that one will find clear answers to complicated
social and historical questions in Sarah Kirsch’s poems; the reader will
more likely need to fill in the gaps himself. In any case, Sarah Kirsch’s
poem «Ferne» should be analyzed within the context of the poetic
rejection of regressive tendencies and fantasies. At the same time,
these lines show the author’s skepticism towards her own early creative
work, at which point these tendencies were of great importance for her.
In her later and gloomier landscape poetry Sarah Kirsch does not hide
her generally skeptical attitude to the world because it does not seem to
become any better. The author prefers to stay off of her voluntary ‘green
imprisonment’, in a separate secluded bio-poetic dimension, and watch
the decay of this fading planet. The existing chaos and the absence of
any stability in nature disturb the lyrical I-person as well: “I myself for a
long time / without any banks swing/swing” (Kirsch, 2005: 449). Sarah
Kirsch’s poems become shorter and shorter and consist only of 4-5 lines;
this style answers the aesthetics of ‘the lingering moment’ when reality
and surreality mingle in an intricate manner: ‘Here follows me / my
shadow. / When we return home / moonlight / stuck in the castle crack’
(Kirsch, 2005: 452). With each new poem, the poetic voice of Sarah
Kirsch sounds quieter and quieter but still leaves the recipient with the
hope that it will continue to sound.

In 1994, Sarah Kirsch published her book ‘Simple Life’, which
represents a peculiar diary of the period when ‘Stasi’ was open and
consists of short prose texts and poems. Two years later the author also
released one more collection «Bodenlos» («Without Bottomy) (Kirsch,
1996). The poetic space of this book seems to become a marvelous
dwelling where birds live without cages and fly wherever they wish,
where nothing prevents flowers from growing and they creep around the
windows and stairs, where glittering stone replaces the floor. The lyrical



Khrystyna Pavliuk, Anna Soloviova 143

I-person manages to get to this secluded place only on rare cases. That
is why loneliness — one of the dominant motifs of Sarah Kirsch’s late
poetry — receives its original meaning; this is happiness and damnation at
the same time. Apart from writing, Sarah Kirsch is also fond of painting.
She collected her graphic and watercolor works in the album called
‘When [ am a painting I go aside’(2000).

In 2005 Sarah Kirsch published the collection of poetry which turned
into a classic in her lifetime. According to D. von Térne (Torne, 1997),
the ‘Female Noah’ presents in the ship of her full collection of poetry
ideal pictures and nature images through the reception of her inner eye
alongside with apocalyptic scenes of reality. To be precise, the poetess
worries over the future of the soil which used to be fertile once and with
time loses its ability to feed people: ‘Lazy, barren. / What have people
done to insult the land? / It seems to I need to save /twenty-seven rose
bushes’ (Kirsch, 2005: 487).

The research shows that the process of inner immigration within the
context of German political and historical transformation in the second
half of the 20th century became powerful source of material for a number
of brilliant literary texts. For instance, the creative activity of Sarah
Kirsch is a bright manifestation of this tendency. Having lived in both
parts of the artificially divided country, she managed to find a source
for writing poetry within this complicated social and political context.
Among the most important features of Sarah Kirsch’s landscape poetry
that form a dialogue with the political and historical context of the epoch
are the following:

e ccological character of the poetry is closely connected with a
political and social situation. In Sarah Kirsch’s works, nature becomes an
object for political recourse;

e the interpretation of a dissident as a carrier of immigrant
psychology within the divided country;

e the disgust towards and the use of protective masks in order to
create distance between herself and a mass consumer society;

e cstrangement/distance and critical approach to the traditional
world view;
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e the phenomenon of inner immigration as a means to express the
essence of the epoch before the Turn;

e the predominance of escapist and regressive tendencies in her
poetry which reflect the general political and historical context.

Conclusions

To sum up, in her landscape lyrics, Sarah Kirsch expresses anxiety
about thoughtless and irresponsible destruction of the natural environment
by depicting the world before apocalypses.

At the same time, she suffers greatly because of a state of isolation
and reacts to it by creating the images of the trip or of the departure, but
it does not matter for the poetess whether these transactions take place in
geographical reality or, after all, only in her poetic imagination: ‘The year
is over / And I still have not put off / My travel dress’ (Kirsch, 1967: 152).

As we have described, due to their symbolism and metaphorical
nature, literary texts not only reflect the turning points of a particular
historical epoch, but also become a kind of social and political manifesto
by encompassing the most progressive outlooks and ideas. Instead of
turning into an archetypal image of the ideal home, the split Germany
of the second half of the 20th century receives the status of a certain
substitution of this desirable shelter, and thus becomes an object for
reflection. The poetics of Sarah Kirsch’s works, which still await further
research, represent a geographical and mental landscape of the split
country, where inner immigration seems to be the only way of existence.
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AHoTauis
X.B. ITamok, A.C. CoJioBiioBa. BHyTpimns emirpanis sik pecypc
neii3zaxHoi Jipuku Capu Kipm
MeTor0 JOCHIKEHHS € BUAUIMTH OCHOBHI OCOOJNMBOCTI MeW3axHOI JipH-
ku Capu Kipm B Hepo3pHBHOMY 3B’SI3KY 13 MOJITHKO-ICTOPUYHHM KOHTEKCTOM
enoxu. MeTomoIoriss JOCTIKSHHS CIIUPAETHCS Ha MPHUHITUIH iICTOPU3MY, CHC-
TEMHOCTI, HayKOBOCTi, aBTOPCHKOI 00’€KTHBHOCTI, a TAaKO)XK Ha BUKOPHCTAHHSI
3araJlbHOHAayKOBUX METOMIB (aHali3, CHHTE3, y3arallbHEHHS), CIICI[ialbHO-iC-
TOPUYHMX METO/IB (30KpeMa, iCTOPUKO-CUCTEMHHUH) Ta CIeliadbHO-(iI0I0Ti4-
HUX (icTOpuKO-JIiTeparypHui, Oiorpadiunuii, «close-reading») meronis. Hayxo-
Ba HOBU3HA IIOJISATA€ y TOMY, IO BIEpPLIC y BITYM3HSIHOMY AMCKYPCI BHUALUICHI
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ocobmuBocTi nei3axuoi Jgipuku Capu Kipir B Hepo3puBHOMY 3B’SI3KY 13 MOJi-
TUKO-ICTOPUYHUM KOHTEKCTOM €IOXH, a TAKOXK BBEICHI JI0 JITepaTypHOro JuC-
KypCy YKpaiHOMOBHI IepeKIand ii TBOpiB. B Xoxi HoCIiIKeHHS BUSBICHO, IO
y TBopuoMy mopodky Capu Kipmr akimeHTOBaHO yBary Ha akTyalbHI Ta Baromi
COMIaJBHO-TIONITHYHI MOTHBH, a CaMe: PO3PHB COLiaTbHUX 3B’ A3KiB, BHYTPIIIIHSA
emirparist ik pecypc JIipu4HOi TBOPYOCTi, HOPYIIEHHS! KOMYHIKaIlii Ha Pi3HUX
piBHAX (MK 1HOMBiZaMHu, MK OCOOHCTICTIO Ta AEp’KaBOIO, MiXX OCOOHMCTICTIO
Ta MPUPOJOI0), NMEPEKNUBAHHS BiJICYTHOCTI CEHCY XHTTS Yy 3acTilHIiM nepxasi
Tomo. B AKOCTI pe3ynpTaTiB AOCTIKEHHS, BPaXOBYIOUH KOPEIALII0 JTIPUIHUX
Ta COIiaIFHO-TIONMITHYHNX MOTHBIB y TBopuocTi Capu Kipmr, ciin BHOKpeMuTH
HACTYIIHI OCOOIMBOCTI MEH3aKHOT TIPUKHA HIMEIIPKOT aBTOPKH: SKOJIOTIYHUH Xa-
paKxTep JIPUKH, IKHH HEPO3PUBHO IOB’SI3aHUH 13 CyCITIIEHO-TIOMITHYHOO CHTYa-
Ii€10; MOTPAKTYBAHHS TUCHJICHTA SIK HOCIsl eMITPaHTCHKOT TICHXOJIOTIT BCepeIUHI
KpaiHW; BiAYy»KEHHs, AACTAHIIIIOBAHHSA Ta KPUTHUYHE CTABJICHHS IO TPAJMIIii-
HO{ KapTHHH CBITY; THIIOBICTh XapakTepy BHYTPIIIHBOI emirpamii Sk BHpakeH-
HSI CYTHOCTI €MOXHU TOm[0. PoOisian BUCHOBOK, BapTO BIAMITHTH, IIIO TBOPUICTh
Capu Kipir xapakrepu3y€eTbesi BAPa3HUMHU COLIabHO-TIOITHYHIMHI MOTUBAMH,
i3 TIPEBATIOBaHHAM €CKAIliCTCHKUX Ta PErPECUBHUX TCHJCHININ, SKi BioOpaka-
FOTh TOJTITUKO-ICTOPUYHUI KOHTEKCT 00U nepea [ToBopoTom.

KoarouoBi ciioBa: BHYTpilHS eMirpaliis, nei3axHa Jlipuka, KOpJoH, JipuyHa
S1-oco0a, Biquay>KeHHS, MOTHB TTOJOPOXKI.

AHHOTAHUA
K.b. ITIaBiok, A.C. CosoBbeBa. BHyTpeHHsIsI SMUTpanusi KaK pecypc
nei3zaxHoii mupuxn Capsl Kupm

Lenbto uccieaoBaHus SBISETCS BbIIEICHUE OCHOBHBIX OCOOCHHOCTEH Meii-
3axHO# mupuku Capsl Kupin B Hepa3pbIBHOH CBSI3U C TIOJTUTHKO-HCTOPUIECKAM
KOHTEKCTOM SMOXH. METONONOTHS WCCIIeAOBaHMs 0a3upyeTcss Ha MPUHIIAIIAX
HCTOPU3MA, CHCTEMHOCTH, HAYYHOCTH, aBTOPCKOM OOBEKTUBHOCTH, a TaKKe Ha
HCIIOJIB30BAaHUH OOIICHAYYHBIX (aHATN3, CHHTE3, 0000IIEHNUE), CIICIUATBHO-UC-
TOPUYECKHUX (B YaCTHOCTH, UCTOPHKO-CHCTEMHBIH) W CIELHAIbHO-(HIONOTH-
4ecKHUX (MCTOPHKO-IUTEpaTypHbI, Ouorpaduueckuii, «close-reading») mero-
noB. HaydHast HOBH3HA COCTOUT B TOM, YTO BIIEPBBIE B OTE€YECTBEHHOM JUCKYP-
ce BBIJICNIEHBI 0COOCHHOCTH Teii3axkHoi mupukn Capsl Kupmr B Hepa3phsIBHON
CBS3U C ITONUTHKO-UCTOPUYCCKHM KOHTEKCTOM 3IIOXH, a TaKKe BBEICHBI B
JUTEPaTyPHBIN JUCKYPC YKPAUHOS3BIYHBIC TICPEBOABI IPOU3BEICHII HEMEITKOM
o3Tecchl. B xoze ucciaeqoBaHus BBIBIECHO, UTO B TBOpUECKOM Hacyeanu Capsl
KI/IpLH AKICHTHUPOBAHBI BECOMBIC COLTUAJIBHO-TTOJIMTHYCCKUE MOTHUBEI, d UMEHHO!
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Pa3phIB COIMANBHBIX CBS3EH, BHYTPEHHSSI IMUTPALIMS KaK PECYPC MOATHUECKOTO
TBOpPYECTBA, HAPYIICHNE KOMMYHHUKAIIMHA Ha Pa3HBIX YPOBHAX (MEXIy MHIUBU-
JTaMH, MEXIY JTHYHOCTHIO M TOCYAapCTBOM / IPUPOIOH), TIEPEKUBAHUE OTCYT-
CTBUSI CMBICIIA )KH3HM B 3aCTOMHOM TOCyIapcTBe H T.1. Kak pesynsrar nccieno-
BaHUS, YIUTHIBAs KOPPEJLIIHIO JTUPHYSCKUAX U COIMATBHO-TTIOINTHYECKAX MOTH-
BOB B TBOpuecTBe Capbl Kupi, ciieyeT BBIICIUTh CISAYIONIHE 0COOCHHOCTH ¢
MeH3KHOW JTIMPHUKU: YKOJIOTHUECKUI XapaKkTep JUPUKH, KOTOPHIM Hepa3phIBHO
CBsI3aH C OOIIECTBCHHO-TTOJUTUYCCKOM CUTyalneil; TPAKTOBKA AUCCHICHTA KaK
HOCHTEJSI SMUTPAHTCKOM IICHXOJIIOTUH BHYTPH CTPAHBI;, OTUYXICHHUE, TUCTAHIIU-
pOBaHHE W KPUTHUYECKOE OTHOIICHHE K TPAAWIIMOHHOW KapTHHE MHpPA; THUIIHY-
HOCTH XapaKTepa BHYTPEHHEH SMHUTPAlUi KaK BhIPaKEHHUE CYIIHOCTH IIIOXU H
T.0. [denas BbIBOA, ClieAyeT 3aMeTUTh, uTo TBopuecTBO Capbl Kupin xapakre-
pHU3YeTCsl BBIPA3UTENbHBIMHU COIIMAILHO-TIONUTUYECKUMUA MOTHBaMH, C IMpEBa-
JIMPOBaHUEM JCKAIMCTCKUX U PErPECCUBHBIX TEHIEHIIUH, KOTOPhIE OTPaXKaroT
MOJIUTUKO-UCTOPUUECKUNA KOHTEKCT 31oxu nepen [ToBoporom.

KiroueBble ci10Ba: BHYTPEHHSS SMUTPALs, Meii3akHas TUPUKa, TPaHUIIA,
mupudeckoe S, oTIyKIeHHEe, MOTHB Ty TEIICCTBHUS.

Abstract
Ch.B. Pavliuk, A.S. Soloviova. Inner emigration as a source of Sarah
Kirsch’s landscape lyrics

The aim of the research is to single out the main characteristic features of
Sarah Kirsch’s landscape lyrics related to their close connection with the political
and historical context of the epoch. The methodology of the research is based on
the principles of historicism, system and scientific approaches and the author’s
objectivity alongside the general methods of scientific research (analysis,
synthesis, generalization) and special historical methods (such as system
historical method) and specific philological methods (biographical method,
the method of «close-reading», the method of literary and historical context
analysis). The research is novel because it considers Sarah Kirsch’s landscape
lyrics in the political and historical context for the first time. Besides that, this
research newly introduces Ukrainian translations of Sarah Kirsch’s works into
contemporary Ukrainian literary studies.

The results of the research. The study showed that Sarah Kirsch’s creative
activity stressed many important social and political motifs. Among them there
are such motifs as the breaking of social connections, inner emigration as a
source of lyrical creativity, the deformation of communication on different levels
(between individuals, between a personality and a state / nature), and sufferings of
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a creative personality because of the absence of a sense of life within a stagnating
state, and so on. Considering the correlation of lyrical, social and political motifs
in Sarah Kirsch’s creative activity it is truly important to single out the next
characteristic features of her landscape lyrics: the ecological character of her
lyrics which is closely connected with the social and political situation; the
interpretation of a dissident as a carrier of emigrant psychology within the
country; the estrangement, the creation of distance and a critical attitude to the
traditional picture of the world; the typical character of inner immigration as an
embodiment of the very essence of the epoch; and so on. Sarah Kirsch’s creative
activity is characterized by extremely vivid social and political motifs with a
high prevalence of escapist and regressive tendencies, which reflect the political
and historical context of the epoch before the Turn.

Key words: Sarah Kirsch, inner immigration, landscape lyrics, alienation,
Federal Republic of Germany.
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VK 821.133.1°06-31
Diana Pesotska, Zhanna Kushchenko

TOPOLOGY OF THE FEMININE IN THE NOVEL “THREE
WOMEN IN THE MIRROR”BY E-E. SCHMITT.

Introduction

Appearance of feminist theory in the philosophy of culture at the end of
the last century made it possible to actualize a separate research subject —
subject of gender relationships in society, history and literature. By
differentiating sex (biological) and gender (social) that were not previously
differentiated in the history of culture, the feminist theory based on the
methodology of postmodernism and poststructuralism, denies to reduce
the properties of sex to biological parameters, but defines them as social
and cultural norms which the society attributes to the subject with respect
to its biological sex. Such representations of feminine phenomenon in
culture which are hidden from superficial glance as feminine thinking
and language, feminine literature and writing, feminine life experience,
etc., allowed to raise a question about specific feminine type of discourse
where the woman has gained the right, as O. Zabuzhko said, to «raise her
own voice», having overcome the traditional gender dichotomy central/
marginal in culture.

Methodology

The main methodological basis of the article is the theory of feminism
which starting from the end of 1970s and the beginning of 1980s assumes
the shape as the problem of representing the feminine subjectivity
in philosophy of culture in general and literature in particular beyond
conventional patriarchic canons. Supported by concepts elaborated
by post-modernist philosophers (M. Foucault, J. Deleuze, R. Barthes,
J. Derrida and others), the feminists developed main conceptual basis of
the feminist theory which enabled to raise the question about structure
of feminine subjectivity, its specifics, issue of particularities of feminine
language and the models of its representation. As a consequence,
conventional patriarchic discourse has become open for diverse ways
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of feminine re-interpretation, thus enabling presentation of feminine
subjectivity as self-sufficient and independent that conceives itself via
building of its own unique topology.

The history of female subjectivity as an alternative way of being

A similar attempt to represent the feminine as the phase of self-
manifestation of specific feminine identity in the contrast with traditional
regulatory «patriarchal canon» (Zabuzhko, 2014) can be found by the
reader in the novel by contemporary French-speaking Eric-Emmanuel
Schmitt «Three women in the mirror.

Comprehension of the institutionalization of the feminine occurs
in the novel in the perspective of three historic epochs in the Western
European civilization reflected in the characters of three main heroines
of the novel: Anna who lives in medieval epoch in the Flemish town
Bruges, Hannah, whose feminine experience is formed under conditions
of bourgeois Vienna at the beginning of XX century and the time when
Freud’s psychoanalysis emerged and, finally, Annie — our contemporary,
who was destined to live and shape her own personality in American Los-
Angeles.

Each ofthe heroines challenges patriarchic ideology that is «purportedly
established by God» (O. Zabuzhko), where her personal life, her gender
identity is evaluated as «otherness» which threatens world order. Heroines
of the novel feel their «otherness» through the image of «mirror» that
symbolizes the standpoint of «The Other» one, transforming female
identity into no more than in the objects for rated assessments, stripping
her from control over her own existence and opportunities to unlock her
own creative potential (Gender and culture, 2008: 94).

Thus, the genesis of Anna’s identity, the first heroine, occurs through
non-compliance with regulatory bound forces upon her by society to
perform the part of «second gender» — to become a wife, mother, therefore
embody a female appropriacy that every morally upstanding and decent
woman must be identified with. As remarked by the author: «...from
the very birth everything was decided for her by others and she always
subdued to someone else’s will» (Schmitt, 2013: 51).
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Impossibility to get clear of restrictions imposed upon Anna by
society forces her to escape from «this world» into her own autonomous
world where the supernatural emotional and mystical experience of
communication with nature she feels her proximity to God: «She was
much more thrilled by nature than by her fiancé. ...She felt her legs
itching — she wanted to run, to roll on the grass, to hug trunks of the trees,
to breathe in air with all her strength...» (Schmitt, 2013: 6). It is this
abundance of life-asserting spiritual power that gives Anna a boundless
feeling on joy and completeness of existence. Her consciousness tries to
go beyond the limits of philistine values and leave to the transcendental
where her irrational dialogue with God becomes possible without
religious institutions as intermediaries. She feels chosen to be the guide
between the «Kingdom of Light» and the «Kingdom of Darkness» which
is presented by tangible world. It is for a good reason why the author
shows how Anna is enchanted by solar rays which she obviously treats as
manifestation of the Holy Spirit on Earth. (Schmitt, 2013: 14).

Such mystical calling, exceptional creative aptitude due to personal
spiritual search causes Anna to look for a way to apply her abilities.
Creative breakthrough of Anna’s consciousness occurred through selfless
commitment, through sacrificial love to her fellow persons, through
devotion to everything till the end.

However, as the author shows, this way provides a chance for female
subject to fulfill its potential beyond private field and this threatens the
world order where only male subject acts as one that embodies the Law
of knowledge about the world.

This situation of dramatic conflict between aspiration of feminine
individuality to affirm its own topology of existence beyond being
mediated by the great Other — Father, Priest, Tutor — is observed by
the reader in the novel on the example of relationships between Anna
and her tutor monk Brandor, who, on the one hand, sympathizes with
Anna and helps her, and, on the other hand, tries to direct compulsive
religious search of Anna to making her aware of the truth and logocentric
patriarchic order described in the Bible. However, Anna makes her way
to God not through rules and logic, but through empathy, intuition and
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extreme sensuality that borders excessiveness, i.e. qualities which the
traditional patriarchic culture has long tried to restrict in the structure of
feminine individuality.

In the course of discussion with Brandor Anna reproaches fathers of
the church that «they must speak about God with love, blinded, charmed,
full of gratitude and devotion. We must be envious that they are so close to
Him, that they are his representatives... But instead of this they frighten
others by the God like a whip» (Schmitt, 2013: 233). Rational female
logic of Brandor gives up when facing life-asserting force of female
emotionality and incomprehensibility of her perception of the godly
manifestations. Unexpected Anna’s responses to the monk’s questions
cause his confusion and powerlessness: «Brandor clenched his teeth.
It would seem that Anna’s statements reflected either vanity or angelic
faith» (Schmitt, 2013: 222). And further on: «Anna kept silence. But this
silence did not mean there was no thought behind it — it rather meant a
complicated thought, a though beyond description. Not knowing how to
get her out of that silence, Brandor denied continuation of discussion»
(Schmitt, 2013: 223).

Thus, Anna is trying to implement a strategy of her own «feminine
language», avoiding univocal and stiff logocentric meanings: «What a
horrid wretchedness — being able to speak out perfectly... This indicates
that there is nothing inside a person that would be attributed to soul going
beyond its narrow boundaries» (Schmitt, 2013: 345). As demonstrated by
the author, male logic is incapable of acknowledging such antagonism of
feminine in relation to the existing hierarchical church-symbolic order, she
tries to «forcibly eliminate all what is left non-discursive in it by subjugating
it to the rational structures of consciousness» (Zherebkina, 2000: 34), i.e. to
the institute of church that was a symbol of power on earth.

As a result, Anna’s story ends up tragically. The church court passes
its judgment on her — to executing her by burning at the stake. So, the
author demonstrates on the example of Anna’s character that in the epoch
of Renaissance a feminine individuality who tried to represent itself as
independent and autonomous, was put by patriarchic society under social
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conditions when she could no longer act or speak on her own behalf and
perishes being convicted in heresy.

The next discourse of the feminine where transformation of feminine
individuality uncovers into mysterious and immense way that cannot be
comprehended by conventional male view, takes place in the novel at
different epoch and at different place — in bourgeois Vienna. However,
just like previous heroine, Hannah is not satisfied by roles imposed on her
by the society of that day. She also has an acute problem of choice — either
subjugate to conventional moral law or affirm her own existential value in
the world by undertaking the burden of responsibility herself.

At the beginning of her family life Hannah thoroughly tries to follow
roles that correspond to male regulatory beliefs about the status of feminine
in society. But this life, that may seem successful at first glance, leads
Hannah to understanding that she is losing her own individuality by
transforming into the object used to implement the desires of others: to be
beautiful, successful, rich, to give birth to an heir of her husband’s family
Franz von Waldberg. Whereas she cannot succeed in it, Hannah feels guilty.
She confesses to her childhood friend Gretchen: «I feel some original sin
inside. I have always felt that I am different...». And then: «If anyone is
responsible, or even worse — guilty, it is myself» (Schmitt, 2013: 95).

From this point of view topology of the structure of feminine
individuality represented in the novel in Hannah’s character may be
interpreted from the position of methodology of up-to-day feminist
researchers who, based upon philosophical analysis by M. Foucault,
state that the woman as socially marginal object of culture possesses one
role — the role of subject that confesses. Wherein, according to Foucault,
confession discourse in culture is always the discourse of guilt and the ideal
figure to embody the guilt of history is woman (Zherebkina, 2000: 33).
As Hannah confesses herself in her autobiography letters, she feels like a
woman who has not matched expectations of her husband, his numerous
relatives and society: «It seems to me that | have made a mistake. A great
mistake. The truth is I am beneath the mark: I do not correspond either to
what life offers me or to what it requires of me (Schmitt, 2013: 53).
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Therefore, Hannah experiences state of dramatic disruption: on the
one hand, she tries to correspond to regulatory ideas about woman in
patriarchic society of those days, and, on the other hand, she feels acute
desire to deny these regulations and ideas that force her, as V. Ageeva said,
to be satisfied with strictly regulated, monotonous existence (Ageeva,
2003). A glamorous house where von Waldberg couple had settled,
became alien suffocating space for Hannah. In the next letter to her cousin
she wrote: «...Having stepped onto Vienna soil I understood that I was
trapped. I live in an aquarium..., [ bet against the glass, I have to tolerate
the company of fishes closed together with me» (Schmitt, 2013: 53).

Hannah strives to go beyond the boundaries of her home and social
life that limits her creative potential and forces to wear a mask and play
the roles imposed by society. She tries to legitimate her own alternative
way of life by building independent and unique individuality of her own
out of its correlations with male ideas about woman.

An impetus to comprehend the necessity to change her life was
spiritual disturbance Hannah felt when G.Mahler symphony was played
at the evening gathering in Philharmonic society: «To get free of myself,
to leave the society where I suffer, and enter the world where [ am thrilled,
to run away from time I endure to the time I enjoy» (Schmitt, 2013: 237).

This was the moment of Hannah’s spiritual awakening when she
realized that only higher, spiritual life existed when the woman could
create her own self-sufficient world and could be «the objective for
myself, exactly in the sense as the man can be the objective for himself
...» (Kobylianska, 1963: 51).

Finally Hannah, having broken away from her husband, achieves
individual freedom and self-fulfillment, she ceases to be only «functiony,
i.e. «woman-for-others», and becomes individuality, «woman-for-
herself», «who is not only allowed self-conscious and self-controlled life,
but who possesses it by defaulty (Zabuzhko, 2014: 53). Being attracted
by psychoanalysis, she finds her calling and becomes psychoanalytic.

In other words, the author inverts generally accepted stereotypes
of patriarchic world where opposition feminine/masculine in culture
was perceived as passive/active. Such standing allows recognizing the
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structure of female individuality as active structure which constitutes its
own topology of existence in the world through fulfillment of will and
desire of woman beyond mediation by the great «Other».

The next heroine of the novel — Annie lives in the contemporary epoch
which can be characterized as the epoch when patriarchic civilization
is in crisis, when a new theoretical reflection emerges in Western
European civilization — postmodernism — and the problems of tolerance
to the «other», respect to its freedom and acknowledging the rights of
individuality to self-assertion have become actual. Based on the example
of life of the third heroine the author demonstrates new models of
relationships between sexes in the world nowadays. Women gain the right
to more emancipated life: the role in public life of society is becoming
more and more noticeable, they courageously break routine regulations of
moral with its double standards separate for men and women, including
in the field of sexual relationships. Woman of the «new type» appears —
active, self-reliant, courageous and successful.

At a first glance Annie is exactly a woman of «new type». She is a
popular Hollywood star, she lives in luxurious villa with a swimming
pool, and she uses all the blessings of civilization to the greatest extent.
But, just like previous heroines, Annie feels deep dissatisfaction with
externally successful life. She tries to escape from reality that traumatizes
her soul using drugs and alcohol.

One distinct feature of the epoch Annie lives in is the emergence of
the so-called mass culture when people are enthusiastic about everything
seen on the outside, when advantage is given to form over meaning,
public tastes are simplified. Let us only look at the titles of the so-called
blockbusters Annie is forced to appear in: «Dad, I took your car!», «The
girls in the red glasses». But she aspires to play real roles. Annie is aware of
her unhappiness because she is forced to act under coercion of the agency
that has demand for such kind of «art». She admits to her agent Joanne:
«Everyone perceives me as a funny doll, an uninhibited girl who leads
extravagant life, but this is only a mask. A make-up» (Schmitt, 2013: 74).

The truth is that possessing a feeling hard and vulnerable soul, Annie
was a truly gifted actress. It was on the shooting stage that she felt real
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and happy: «She won over both her shooting partners and technical staff.
They had shivers up and down their spines <...> she was an outstanding
actress» (Schmitt, 2013: 108). Annie feels bad for discord in her life both
in her relationships with men and in her creative works. Finally, after
meeting a soul mate in the person of Ethan who is a humble hospital
aide, Annie overcomes the crisis of her own identity and restores meaning
in her life. Experiencing true enlightenment of her soul she became
conscious that to love is to give yourself away to the beloved person,
to commit yourself to the beloved job. And it was this state that gave
her inspiration, feeling of completeness and joy in life. A much more
significant reality opened up for Annie that the reality she had lived in
before. By rejecting all the insignificant and petty and having overcome,
as V. Solovyov said, «selfish restraint» of her «Ego», Annie succeeded
to fell intuitively how she should play the finally real role in her life —
role of Anna from Bruges, the first heroine of the novel, a scene of her
tormented and at the same time courageous and enlightened death. This
death that takes only the body away and the consciousness of personality
transfers into other dimensions in order to, as O. Zabuzhko writes in her
philosophic study, «vanquish death by death», «ascertain preponderance
of the transcendent, eternal-being, absolute over mundane, evanescent,
temporal» (Zabuzhko, 2014: 278).

Describing histories of life of his heroines, the author uses Oriental-
mystical motive of reincarnation of female soul in its spiritual ascension
in the course of looking for meaning of life and death. It seems as if each
the heroines of the novel reincorporates into one another. They have not
only similar names, but the kind of soul that allows them feel mystical
link in-between regardless that they did not known each other and lived
in different epochs.

Thus, Hannah when she gets to know the history of Anna from her
manuscript «The Mirror of Unseen», which accidentally falls into her
hands during her visit to the town of Bruges, felt that their souls are bound
by the inconceivable mystical enlightenment, by that eternal strive to the
Light which these souls discovered inside them in the mundane life. Only
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except that «Anna called that marvelous infinitude God, and Hannah
called it the Unconscious» (Schmitt, 2013: 409).

As for Annie, she took her path to penetrate the mystery of human life

and death through love, astute female intuition and creative aptitude.
Conclusions

Therefore, in the novel «Three Women in the Mirror» the author
makes actual an important existential worldview problem — a problem of
the meaning of life and human living this life, which he considers from
the perspective of interaction between masculine and feminine origins in
different societies. By touching the main subject of gender and feminist
studies — inequality of relationships in patriarchic world — and focusing
his novel on creative feminine identity which he represents through
various levels of life experience, the author shifts away from radicalism
of feminist approach to this problem. He expands the problem of sexes
into anthropological idea of their harmonic complementarity in personal
life. Such understanding between sexes that may seem above reach and
impossible at first glance, occurs, in the author’s opinion, through love-
compassion which dignifies not only soul, but also relationships between
man and woman.

The author takes feminine individuality beyond the boundaries of
daily reality, where creative breakthrough of her consciousness takes
place into the field of metaphysical transcendent being. And it is feminine
individuality which is not burdened by cold, rational logics of patriarchic
world which the author endows with capability to experience the state
of ecstatic fascination with being, even at the moment of death, through
its struggle and against masculine rationality of world order (Aheieva &
Oksamytna, 2001: 38).

Actually, the main heroines of the novel can be considered as
generalized character of «Eternal Feminine» that exists as ideal origin in
the inner world of person and that, as V. Solovyev put it, is a part of the
one God which «acts as eternal Possibility that opens endless horizons to
Divine Reality» (Hamitov, 2004: 42).
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JJL. ecoubka, 2K.JI. Kymenko. Tonosorist :xxiHo4oro B pomani
«XKinka y n3epkaii» E.-E. IHImitT
B crarti BucBiTIIOETBECA TpobneMa (eHOMEHY >KIHOYOTO B JITEparypi sk
(aza caMOBUSBIICHHS CIeNU(ITHOTO KIHOYOTO JKUTTEBOTO JOCBI Ty 103a TPaIH-
LiIfHOO TeHAECPHOI0 IUXOTOMI€I0 IIEHTpalbHe/MapTiHaibHe B KylnbTypi. [Ipomec
(hopMyBaHHS ’KiHOUO IIEHTUYHOCTI B pOMaHi BifOyBa€ThCA KPi3b MPU3MY TPHOX
ICTOPUYHUX €II0X B 3aXiTHOEBPOMEHUCHKi MUBiTi3aMii, SKMM BiIIOBITalOTh 00-
pa3u TphOX TOJOBHHUX I'epOTHb POMaHy: AHHH, sIKa JKHBE B €II0XY CEPEIHbOBIY-
usi, XaHHU, YUH KIHOYMH TOCBiX popMyeTscs B ymMoBax OypikyasHoro Bimas
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nouarky XX cr. 1 EHHI, sIKiii BUIAJIO KUTH 1 TBOPUTH BJIACHY OCOOMCTICTH B
cyuyacHomy Jloc-Anmxkenici. KoxkHa 3 repoiHb KHJIa€ BUKJIMK T1aTpiapXartHiii ie-
papxiuHiii cucTeMi IiHHOCTeH, HaYeOTO BCTaHOBICHIH borowm, ae T ocobucric-
HUH CBIT, 11 TeHICPHA TOXKCAMICTh PO3IIHIOETHCS SIK «IHAKIITICTHY, TKA CTAHOBUTH
3arpo3y cBiTOBOMY MOpsifKy. CBOI «IHAKIIICTB» TePOiHI POMaHY BiTIyBarOTh
4yepe3 o0pa3 «I3epKasiay, IKUi CHMBOJIIZY€e TONISA «IHIIOro», 10 TIepeTBOPIOE
KIHOYY 1JICHTHYHICTH HE O1JIbIIIe, SIK B 00’ €KT JJI1 HOPMATHBHUX OIIiHOK, TI030aB-
JISIFOYHM 11 KOHTPOJITIO HaJl BIIACHUM OYTTSIM 1 MOXKIIMBOCTEH peati3yBaTé BIacHHUH
TBOpYIiil moTeHmian. ABTOp BUBOJHUTH KIHOUY Cy0’ €KTHBHICTH 32 MEXKI1 peallbHOC-
Ti OyIEHHOTO >KUTTS, JIe BiIOYBAETHCS TBOPUMIA MPOPHB 11 CBiIOMOCTI 10 cdhepu
MeTa(i3nYHOTO TPaHCUEHIEHTHOTO OyTTs. | came iHOYy cy0’€KTHBHICTb, SKa
He 00TsDKEeHa XOJIO/IHO0, PalliOHAIBHOIO JIOTIKOKO MaTpiapXajbHOTO CBITY, aBTOP
HaJIUIsA€ 37IaTHICTIO IEPEKUBATH CTaH EKCTAaTUYHOTO 3aXOIUIEHHS Oy TTSM, HaBiTh
B MOMEHT cMepTi, yepe3 ii 60poTh0y 1 CIPOTHB YOJIOBIYil TOTATITAPHOCTI paLio-
HaJILHOTO CBITOBOTO MOpsiAKy. Ha BiMiHYy Bij mo3umii paauKaibHOTo GeMiHi3My
aBTOp 0a4MTh BUPILIEHHS MPOOJIEMHU CYNEPEeYHOCTI MK )KIHOYOFO Ta YOJIOBIYOIO
CTaTTAMH Yepe3 i/1e10 iX TapMOHIIHOT B3a€EMOIOTIOBHIOBAHOCTI B 0COOUCTICHOMY
KHTTI.

KurouoBi cjioBa: jxiHOYa 1IEHTHYHICTD, KIHOYNH KUTTEBHH JAOCBIJI, TOMO-
JIOTis iICHYBaHHsI, TaTpiapXaTHUH HOPSIOK.

AHHOTaIHUS
JLJL Heconkas, 2K.JI. Kymenko. Tonoorus skeHcKoro B poMaHe
«Kenmuna B 3epkajie» J.-J. lImutr

B crarpe ocBemraercst mpotiema (heHOMEHa JKEHCKOTO B JINTEparype Kak
(a3pl caMOBBIPaKECHUSI CHEUU(PHYECKOTO JKEHCKOTO >KU3HEHHOTO OIBITAa BHE
TPaJULMOHHON TeHIEPHOW JUXOTOMHH LIEHTPAJIbHOE / MaprUHAIBHOE B KYJIb-
type. [Ipouecc popMupoBaHHs KEHCKOH MICHTHYHOCTH B POMaHe HPOUCXOIUT
CKBO3b NPU3MY TPEX UCTOPUYECKHUX SMOX B 3aMaJHOCBPONECHCKON IMBUIHU3ALIUY,
KOTOPBIM COOTBETCTBYIOT 00pa3bl TpeX INIaBHBIX T€POMHB poMaHa: AHHBI, KOTO-
past )KUBET B 310Xy CPEIHEBEKOBBsI, XaHHBI, Yel KEHCKUH ONBIT (POpMUpYETCS
B ycioBusx OypikyazHoit Bensl Hauana XX B. U DHHHU, KOTOPOH BBITIAJIO )KUTh U
TBOPHUTH COOCTBEHHYIO JIMYHOCTH B coBpeMeHHOM Jloc-Anmpkenece. Kaxnas u3
TeporHb OpOcaeT BBI30OB MaTpHapXaTHOW MepapXUUecKoil cucTeMe IEHHOCTEH,
SIKOOBI YCTaHOBJICHHON borom, rine ee JTMYHOCTHBIA MHp, €€ TeHJepHasl W/ICH-
TUYHOCTb PACILCHMBAETCS KaK «UHAKOBOCTBY, KOTOpas MPEACTAaBISIET YTpo3y
MUpPOBOMY TOPsIKY. CBOIO «MHAKOBOCTBY) T€POMHU pOMaHa UyBCTBYIOT uepe3
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00pa3 «3epKkaay, KOTOpBIH CUMBOJIM3UPYET B3I «JIpyroro», 4To npespariaer
KEHCKYIO MJICHTUYHOCTh He OoJiee, 4eM B OOBEKT JJIsl HOPMAaTHBHBIX OIICHOK,
JMIIas ee KOHTPOJIsl HaJl COOCTBEHHBIM OBITHEM M BO3MOXHOCTEH peann3oBaTh
CBOW TBOPYECKHMH ITOTEHIHAN. ABTOpP BBIBOAUT KEHCKYIO CyOBEKTHBHOCTH 32
Tpe/ieNbl  PEealbHOCTH TIOBCEJHEBHOM JKHM3HHU, TJI€ TNMPOMCXOAMT TBOPYECKHUN
MIPOPBIB €ro CO3HaHUs B cepy MeTadU3NUECKOro TPAHCLIEHJICHTHOTO OBITHSL.
W vMeHHO XeHCKYI0 CyOBbEKTHBHOCTh, HE OOPEMEHEHHYIO XOJIOJHOM, pammo-
HaJILHOH JIOTMKOH NaTpuapXxaTHOro MHUpa, aBTOp HaJeIsIeT CIoCOOHOCTBIO TIepe-
KHMBATh COCTOSIHUE SKCTaTHYECKOTO BOCTOpPra ObITHEM, Aa)Ke B MOMEHT CMEPTH,
4yepe3 ee 00prOy M CONMPOTHBIEHHE MYXXCKOH TOTATMTaPHOCTH PallIOHAIBHOTO
MHPOBOTO TIOpsiAKa. B oTinume oT mo3uuuu pajukaibHOro peMHUHHU3Ma aBTOp
BUJIUT PEIICHHE MPOOIEMbI IIPOTHBOPEUHST MEXIY KEHCKHM U MY)KCKUM ITOJIaMU
4yepe3 UAe0 MX TapMOHUYHON B3aMMOJONOJIHSEMOCTH B JIMYHOCTHOM JKU3HH.

KoaioueBble ciioBa: >KeHCKas MJICHTUYHOCTb, KEHCKUH JKU3HEHHBIH OIIBIT,
TOIIOJIOTHUS CYIIECTBOBAHNS, TATPHAPXATHBIN ITOPSIOK.

Abstract
D.L. Pesotska, Z.L.. Kushchenko.
Topology of the feminine in the novel “Three women in the mirror”
by E.-E. Schmitt

The article covers problem of the feminine in literature as the phase of self-
exposure of specific feminine life experience beyond the traditional gender
dichotomy central/marginal in culture. The process of forming the feminine
identity in the novel occurs in the perspective of three historic epochs in the
Western European civilization reflected in the characters of three main heroines
of the novel: Anna who lives in medieval epoch, Hannah, whose feminine
experience is formed under conditions of bourgeois Vienna at the beginning of
XX century and Annie who was destined to live and shape her own personality
in the present-day Los Angeles. Each of the heroines challenges patriarchic
hierarchic system of values supposedly established by God where her personal
world, her gender identity is assessed as “otherness” that threatens the world
order. Heroines of the novel feel their “otherness” through the image of «mirror»
that symbolizes the standpoint of “the Other One”, transforming female identity
into no more than in the objects for rated assessments, stripping her from control
over her own existence and opportunities to unlock her own creative potential.
The author takes feminine individuality beyond the boundaries of daily reality,
where creative breakthrough of her consciousness takes place into the field of
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metaphysical transcendent being. And it is feminine individuality which is not
burdened by cold, rational logics of patriarchic world which the author endows
with capability to experience the state of ecstatic fascination with being, even at
the moment of death, through its struggle and against masculine rationality of
world order. Unlike posture of the radical feminism the author sees a solution to
the problem of contradiction between the female and male sexes through the idea
of their harmonic mutual complementarity in personal life.

Keywords: feminine identity, feminine life experience, topology of
existence, patriarchal order.
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VK [821.161.2:050(477.83-25)"1917/19187]: [94:355.318(477)]
Ipuna Po3nonbcbka

XYPHAN «CBIT» AK ITEPATYPHA NNAT®OPMA
YKPAIHCbKUX CIYMOBUX CTPINIbLIB

Beryn

LmoctpoBanuiit xypHan miteparypu i mucteurBa «CBiT» (JIbBiB,
1917-1918) me He MaB y3araini JiTepaTypo3HaBYOI KOMIUIEKCHOI yBaru
70 JiTepaTypHOi NPUCYTHOCTI Y HbOMY aBTOPIB i3 KOJIa CIYOBUX CTPiJib-
uiB. Bunanns sragye cniopaguano T. CtedaHuIINHE HacaMIiepea y 38 13Ky
13 TBOpunM (peHomeHoM Mukomu ['0my0O1s, MOTPaKTOBYIOUH PE3yIBTaTOM
fioro HeOyeHHOT 0COOUCTOCTI, sIK 1 )KypHan «LLnsxu», BUBOASYU TeHe-
3y 11efiHO-3MiCTOBOTO CHpsIMYBaHHS XypHaly «CBIT» 31 CTpileUbKuX
«nsxiB» y mepmoMy TeMaTHYHOMY MpPiOpUTETI BUIAHHA BKa3ylOud
«XPOHIKY ¥ nomynspu3aito BificbkoBux 3BUTsr Y CC-iB» (Credanumms,
2009: 661). Y apyromy tematuuHomy npiopureti M. [omy6rs T. Creda-
HUILIUH BHOKPEMITIOE KYKpalHChKY MUCTELBKY KyIbTypy» (Credanumm,
2009: 661), sikuii cTaB HACIIKOM HOTO HAYKOBHX MHUCTEI[TBO3HABYMX 3a-
uikaByieHb. JlocigHUK BCTAaHOBUB MPOBiAHY posib M. [ony0us y HoBoMy
BUAaBHUYOMY MTPOEKTI Ha OCHOBI Horo nucTyBanHsA i3 bormanom 3aknun-
CBKUM, 0COOJMBO y MMOCHIICHH] KYJIBTYpOJIOT1YHOi JIiHi1, CTBOPEHHI HEKO-
Mepiiiaoro npoekty (Credanumms, 2009: 661), BBaxkarouu aBTOPCHKUM
camocrtiiinuM npoekroM (Credanumun, 2005: 8). JlocmigHuky-MucTe-
LTBO3HABIEB] € BaYKJIMBIIIMM KYJIBTypOJIOTIYHHN HANPSIMOK BHIAHHS, a
HE CTPUICHBKHI JIiTepaTypHO-MEMOpialbHUM, SIKUH y Yacomuci po3BUBa-
JIM aBTOPH CTPIJIEIBKOTO KOJa, TEXK MOBHOIIHHO JI0CI HE «IPOMHUCAHI» Yy
icTopii niTeparypu. TakuM YMHOM OKPECIIOETHCS TOCIiAHUIbKA JTaKyHa.
[eprmmmM 3ragye mpo xxypHan «CBiT» y CTpiIeHbKOMY KOHTEKCTI iCTOPHK
M. JlazapoBuy, sIK PO TaKWi, IO MParHyB OyTH y poOJi CTPLIEHBKOTO
oprany (Jlazaposuu, 2016: 8), 3a3Ha4aroun Npo (GiHAHCOBY MIATPUMKY
BUAAHHS «3i cTpinenskux ¢ouaiB» (Jlazaposuy, 2016: 267). [lpununen-
Hs1 BUX0oAy y Oepesni 1918 poky yuenwuii mos’sizye i3 nepeizaom YCC Ha
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Hapnninpsiaesky Yipainy (JIazaposuu, 2016: 268). Cepen cTpinenbKoro
JTEepaTypHOro 10poOKy BUPI3HSE aKTyaJbHICTIO mpami B. /I3ikoBcbkoro,
noesii FO. Hlkpymensika ta P. Kymuuncekoro i mpo3y A. ba6roka (Jla3za-
poBuu, 2016: 268), siKi IIe HE aHAI3YBAJIUCS.

OTxe, 6aunmo, 110 JiTepaTypHUl CTPiIeUbKUN Npodils y BHIAHHI
notpedye OKpECIeHHs, a caMe BHIAHHS — 3’ CYBaHHS KOHLENTYaJIbHO-
TEMaTHYHUX [ApaMETPiB K CTPLICHBKOTO YaCOMHKCY, IO CTAHOBUTH METY
HaIIo1 MOHEPCHKOT Ipatii.

MeTonosorist i MeToH AOCTiIKeHHS

Jnst peanmizarii 3aBIaHb METOMOJIOTIYHO OMUPATHMEMOCS Ha TPWH-
LU ICTOPU3MY, 3 YBarolo A0 KyJIbTYPHO-ICTOPUYHUX KOHLENTIB «IYXY
qacy», «CepelioBHIA», «MOMEHTY», 0e3 Horo JiTepaTypHU (eHOMeH
CTpiJienTBa SIK ciequ(iuHOi BIHCHKOBOI COLIANBHOI CIINBHOTH B YMOBaX
3MIACHEHHS BU3BOJILHOT MiCii OKPECIIUTH BaXKKO, OCKUTBKU CBITOIIISTHOO
JIOMIHAHTOIO BiiCHKOBOTO ITOKOJIIHHS 3aJIMINWIACH PYIIiiHA CTpijeibka
BHU3BOJIbHA ifiesi. B iHTepmnperallii MUCbMEHHHUIILKOI MOCTaBU 1 XYIIOXK-
HBOTO 00pa3y CBITy 3BEPTaTUMEMO YBary Ha JIOMIiHAHTHI €K3HCTEHITiiTHI
CEeMH, CIIPOBOKOBaHi TUCKYPCOM OyTTE€BOTO KaTtacTpo(izMy B MeKax eKc-
TPEMIB <OKHTTS» 1 «CMEPTH» Ta aHTHUKOJIOHIATHHOIO MOCTABOIO COLiallb-
HOI TPYIH, OTOXX CIHPATUMEMOCH Ha 3100YTKH HaIllOHAJIbHO-CK3UCTEH-
iaJIbHOTO, MOCTKOJIOHIAILHOTO, IICUX0AHAJII TAYHOTO MiAX0/IB. Y cripooi
pecTaBparii JiTepaTypHO-BUIAaBHUYO1 CTPYKTYPH JKypHaly 3 YBaror Jo0
couionoriunux izge# I1. Bypnwse (Bypabe, 2000) mparsemo BizuutaTu Ha-
MipH BiiCEKOBOI CHIJILHOTH TBOPHUTH JIITEpaTypHY iHAYCTpito, iHpopma-
uiitHe mosne.

PesyabTaTn Ta quckycii

[epme uncno Buiinmo 15 mrororo 1917 p., ocTtaHHE — y «Mapii»
1918 p., ychOoro TPUHAIIATH, MEHIIOTO 00’ €My mopiBHIHO i3 «IIlsaxa-
Mu». Ha octaHHil CTOpPiHII MEpIIOro Yncia BKa3aHo, IO BUAAHHS pe-
narye M. Tony6enp, 3a peaakiiito Bignosigae /1. Jlykisaosuu (FomyOerrp,
1917, u.1: 16), sromom M. [omyOerp cTaB IUTKOBHTO «BIAMOBIAATH 32
penaxuito» (lomybens, 1917, u.4: 72). [IpukMeTHO, IO HA THTYNi 3HA-
YUTHCS TPETiHl PiK BUAAHHS, 0 YTBEPAXKYE B TyMIi OCTATOYHO OAauUTH
«CBIT» XpOHOJIOTIYHUM NPOAOBKEHHSAM CTpinenbkux «11ImsaxiBy», HOBUM



Ipuna Posgonbepka 165

fioro erarmoM. Ha3Ba yaconucy acomiroe i3 MOJIOJJOMY3iBCbKHM KYPHAJIOM
«CBiT», OJHAK HOBE BUIAHHS «MOJIOJIOMY3iBCHKOI» €CTETUYHOT 1IeHTHY-
HOCTI HE TPaHCIIIOE, a JIUIE CTPUIEIBKY BifICEKOBY.

V penakuiiinoMmy 3BepHeHHi «Ha moposi», oronomuryoun 4yacomuic npu-
JaTHAM JUIsl YKpaiHCBKUX POAMH 1 iXHIX AYXOBHHX MOTPEO, YIOPSIHUKH
KypHay akTyalli3yloTb JIBi 3a1a4i, 3A1HCHUBILH SIKi, CyTTEBO IPHKIIATyTh-
cst 1o 30aradeHHs yKpaiHChKoi KynbsTypu: «Maemo Ha aymii YKpaiHChbke
CrpinentBo 3 0qHOTO OOKY 1 YKpaiHCbKy apTHCTHUYHY KYJBTYpY 3 APYroro
ooky» (TomyGerb, 1917, u.1: 2). Crpinelpka TeMa BU3HAHA HAMOLIBIN aK-
TyaJbHO, OCKUTBKY 11 CYYaCHUKH 1 CBIIKM CBiJIOMI Ti€i rpaHAi03HOI MiCii,
o ii 3miCHIOE CTPLIENTBO Ha MONi OO0 1 B yMax YKpaiHCBKOTO rpoMa-
IstHCTBa. KosekTHB 4yeThest 3000B’S13aHUM JI0 [ILOTO, HATOJIOIIYIOUH «pa3
a pa3 moBepTaTUMEM 04l HApOAy TYAU, OOPIOTHCS i THHYTH MOJIOAI Tepoi»
(TomyGenp, 1917, 4.1: 2). Bilina npumBHIInIa CTBOPEHHSI YKPaiHCHKO-
TO MUTITAPHOTO CEpeOBUINA, SKE YCBIIOMIIIOE BIACHY BOSIIIBKY OKPEMiIl-
HICTB, BUPOCTAIOUH HA «HOBY TOSIBY YKPAiHCHKOTO JKUTTS», CTABILIH YKpa-
THCHKOIO HAIliOHATBHOIO apMi€to. Peakilisi BUCIOBIIOE TOPAICTH 13 TOTO,
110 TOBOIUTHCSI OYTHU CBIJIKOM i CTAHOBJICHHS «B YCiif BEJINYi 1 c1aBi», 00-
CEepBYBATH 1i «ICHE 1 OTBepTE» 00MHYYsl, OyTH MPUUETHUMH, YYaCHUKAMH.,
1 TOTOBHICTh HaJ[aBaTH MOPAJIbHY i TPOMaTHCHKY MIITPUMKY CTpPUICIBbKIN
030pO€HIl MO0, CIIPUSATH 3aCBOEHHIO HAI[IOHAJIBHOIO IPOMAJIO0 CTpi-
JICTIBKOT 171e0JIoTi, 11 1HIIOT TyXOBHOI CHAIIUHHM, MOOH Ta CTana MOBHO-
IIHHOIO HAIIOHAJILHOIO CHA IIIUHO: «...Tpeda, o0 ieonboris THX, 1110
KOKZ01 XBHJII TOTOBI MOKJIACTH JKUTTSI B 00OPOHI HApoAy, Bpocia B KpOB
1 KicTh ycboro Hapomy. TpeOa, mo0 sicHa 1 TOBHa KapTHHa YKpaiHCHKOTO
Crpinenrtsa nepeinuia B cCOagIfHI IPSAydrM mokomiHHIMY ([omyOenp,
1917, u.1: 2). Tyt npucyTHS apTHKYJSILIS TOTO CTPLIEHBKOrO Kpeao, 1o
Horo Bosiku copMymroBait imme y mepmmii pik [lepinoi cBiToBOi BilHH,
TBOpstun «lIpecoBy kBatupy» 1 BHU3Hauaro4d JIiHii BJIAaCHOI KyJIBTYpPHOL
cTparerii y BiiCbKOBOMY CEPE/IOBHIIIL.

PyGpuxartist 3micty y «CBiTi» 3ailicHIOBanach 3a 3paskoM «lIIsxiBy,
POMO-BUIOBUM Ta TEMAaTHYHUM INPUHLIWIAMHU, aKEe MAEMO TOTOXKHI
pyopuku «Iloesis», «benepuctukay, «CHOMHHH, HEKPOIBOTH», «3a-
MUCKKU», «OmnoBicTkny, «llomymspHo-HayKoBi cTarTi», «JliTeparypay,



166 Hayxosi samcku XHITY im. I.C. CxoBopopu. Jliteparyposnasctso, 2020, Bui. 1(95)

«BoenmmHuay, «lmoctpanii», «CBiTnuamy. CTpinenpka TeMa TaKoX BH-
XOIWTH 32 paMKH pyOpHukH «BoeHmuHa». ¥ pyOpumi «lloesii» migrpu-
MYIOTh CTPUNELBKY TEMaTHKYy aBTOPH CTPLICHBKOTO BiiCBKOBOTO KOJa
B. Aramanrok, A. ba6rok, M. Kositpkuii, P. Kymuunacekuit, JI. Jlenkuii,
0. llIkpymensik. «benerprucTuka» yBUpa3zHIOE BOEHHY TEMY Y TIPEICTaB-
nenHi M. fuxkiBa, «BoeHIIHa» OXOILUTIOE MyOIiKamii MeMyapHO-I0KY-
MEHTaJIbHOTO, XPOHIKApPCHKOTO Ta XyJIOKHBOTO XapakTepy i mepcoHaii
A. ba0roka, B. JlaxuiBcbkoro, B. /I3ikoBcekoro, JI. Jlemkoro.

VY pyOpui «HaykoBo-nomyIsipHi cTarTi» cTpiienTBo B ocodax B. J3i-
koBcekoro Ta O. Hazapyka mae 3mory anpoOyBaTu po3BiIKH 3 icTOPii,
aBTOpCHKOTO MpaBa. Y pyOpui «Jlitepatypa» 3i0paHi imiTepaTypHO-KpH-
THUYHI BIATYKH HAa aKTyajbHI BHIAHHS 13 MEpEeBaKaHHAM CTPLICLHBKUX
nyOmikauii. Y pyOpuui «lmoctparii», penpe3eHTOBaHO TBOPYUH CHITyeT
crpinenskux mutiis O. Kypwnaca. I. Isanus, JI. Tena, O.P. Copoxres,
«CBiTMHU» K (iKCYIOTH AJs icTOpii MOPTPETH CTPIICUBKUX TUIMIB Y
BiliCHKOBili 0OCTaHOBII, TBOpUiH mpari, napajaHi Ta OyAeHHI — COTHHKa
C. I'opyxa, xopymxkoro ®. Uepnuka, cotHuka P. JlymuHCcbKOTO, YeTapiB
O. Cyxosepcrkoro, I1. dimymka, cTpinsug i ckynenTopa M. [aBpuiika,
a TaKoXK BIHCBHKOBI ekcTep’epu. Takok yacomuc MPUXWIBHUN 1 aBTOpaM,
YKpaiHCBKHM BeTEpaHaM aBCTPO-YTOPCHKOTO BilicbKa, HE JIerioHepam,
30kpeMa A. Bonomaky, IOpkoBi [puHIOKY, THCEMEHHHKaM CTapIIOTO
nokouinns, JI. JlykisHoBuuy, V. Kpasuenko. B. Illlypary, Tonepye aBTo-
MPE3EHTALII0 TBOPYOCTI MiJl MCEBIOHIMOM, BIIACHE MAaEMO y4YacHHUKa i3
HoMeHoM «HeBimoMuii».

[TizOuBaroum MiICyMKH BUJABHUYOTO POKY, pEaKIlisl 3ayBaKuiIa, 110
HE BCE 3alporpaMoOBaHe 3pealizyBajiocsi, OIHAK MEepeKOHaNIach y Ipa-
BUJIBHOCTI MIPIOPUTETIB, AKi OyIyTh 30epekeH] Ha HACTYHUH pik. €uHe,
110 MaiiOyTHI MaTepiu Npo YKpaiHChbKe CidoBe Biicbko OyayTh HOnaBa-
THCA «TibKHU B Oenerpuctuiti» (Lomybers, 1917, 4.10: 167).

VY xypHaii MeMopiajbHa TeMa «TUX, IO MOJISIIM) OTPUMYE MPOAO-
BXKEHHSI, pe/IaKilisi pO3BHBAE KOHIEMIIIIO Tepos 3a IBOMA iMIIepaTHBaMH —
nam’sITi TIOJIEIVIUM 1 CTIaBH KUBHUM, 00’ € IHYI0YH 0OWABA TOJIOBHUM CTpi-
JIEIBbKUM 3aBIAHHAM — 3/11HCHEHHSIM BH3BOJIBHOI Micii yepe3 mam’ siTaHHsI
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1 UMH, yepes JiTepaTypHO-MHUCTEIbKE, JOKYMEHTaIbHE OKPECICHHS Iep-
COHaJIi{l, MPOCTOPY Ha MEPETUHI F'ePOiKH 1 Tpariku.

Bxe nepue uncno «City» aktyanizye koHuenmiro «LLsxiBy» obpa-
30M «THX, IO BMajJW» B MEMYapHOMY O€JeTPH30BAaHOMY €TI0/ HOBOTO
aBropa Bacunsa [laxuiBcbkoro «CeMukoBenbki Mormimy. IIpoxosau ce-
MHUKOBEIILKMMH MOJISIMH, IMicisi OUTBH KOJIO Cea, CTEPTOro 3 JIMLS 3eMITi
BIfHOIO, 3rajlyl04yl BUIIISA cella A0 BiHU i3 MacTOpajJbHUMHU BUIIHEBH-
MU CaJIOUYKaMH, 3aMa€HUMH KBITHUKaMU OOIHCTSAMH, aBTOp TMOPIBHIOE i3
HUHIIIHBOIO IyCTKOIO, pediekcye Mpo HaA3BHYaiiHI iCTOpUYHI MOAii,
MOB’sI3aHi 13 OKPECICHUM MICIIEM SK MPOCTOPOM CTPIICHBKOI 1 Halio-
HaJBHOI am’aTi. Buaumi eTaii nmboro ekcrep’epy MmiIKPECITITh HOTO
0COOJHMBHI CTaTyC CBATOTO MICISl — TYCTO 3aCaKEHOTO HaJAMOTHIIbHUMH
XpecTaMu cepe] JaHiB 301Kk 1 Oyp’siHY, 1 pSICHOr0 MaKOBOTO KPHBAaBOTO
uBiTy Makxy. [lone OMTBM Mmo3HaueHe 1 TAOMMYKaMU 13 «HAIIMMHU Hamuca-
MUY, 1[0 CYKYITHO TBOPSATH MapTUPOJIOT MOJSIINX «y 0010 3 MockansimMu
1. XI. 1915 3a Bomo Ykpaincekoro Hapona» (LomyOers, 1917, u.l: 4),
LTI IepEeHTH TPi3BUIL, MiA3EMHUHN JIeT10H, «CTPLIeHBKY HoauHYy». O0pa-
30M, IO KOHLIEHTPYE y cO0i1 iIeWHUI 3MICT TBOPY, BUCTYIIA€ CTPIICIIBKHHA
KypraH, BUCOKa LIECTUMETPOBA MOTHJIA, Ky KMBI TOBapHIIl HACHIIAIH
Ha BIYHYIO 1MaM’Th CBOIM MEPTBHM TOBapHIIaM i ToMy 0OI0, 1110 B CTpi-
JenbKiid icropiorpadii BBaXKaeTbcsi TPETiM BEIMKUM MOABHIOM CTpiie-
UTBa, YBIHUAHUM IepeMorolo, micis MakiBku i BonexoBa (I'narkeBuy,
1991: 50). Crpineuskuii KypraH y XyJoKHil Bi3ii aBTOpa IIepeTBOPIOETH-
csl HA KOCMOTBIpHY TOYKY HOBOi YKpaiHH, LEHTp CBiTy: «3 MOTHIIM BH-
JTHO JTaJICKO — IIUPOKO. A Kpyrom Oe3MexxHi mos - crend... Ha o0pisx
MPpIIOTh cefia 1 JICOYKU B CTEMax MaJieHbKi 0a3W XyTIpIliB, Ta MACIKH...
B moBkoBHX TpaBax BETh cs cpibnucta CTpuna i rMHE B IIyBapi, a Tam
3HOB BHOITa€e i BETH Cs1 CPIOHOIO JICHTOIO aX K TEMHOTO PaKOBEIHKOTO
Jica. A Bropi o cuHiii 61aKuTi — KOTHTB C )KapKe COHIIE, CIiBalOTh Kak-
BOPOHKH, JPOXKHUTH BO3AYX. SICHE IPOMiHHSI CIIMBA€E HA CTPLICLBKI MO-
THJIH 1 TpaeTh ¢ B Kpacui xpectiB» ([omyOens, 1917, u.1: 4). Ieiizax 3
JIOTIOMOT0I0 KOJIBOPUCTHUKH, MOEAHAHHS JKOBTOTO i CHHBOTO Ha 3eMIli i
HeOl, MePeTBOPIOETHCS HA HAIlIOHATBHY eMOJieMy. A B MeMyapHO-iCTO-
puuHOMY Hapwuci B. /[3ikoBcbkoro, HacKkpi3HOMY y KypHadii 3a 1918 pik,
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JICTaIli30BaHO yCi OOCTaBUHHM 3aTsDKHUX CeMUKOoBellbkux 00iB ([omyOerrp,
1917, u.1-3: 7-9,21-24, 42-44).

Temoro MakiBku 00’€JHaHO MapTUPOJIOT MOJSTIKX MpH 11 000poHi i
B Hapucax B. JI3ikoBcbkoro, i «A. babioka «I'epoi MakiBkn», «YCC pa-
HEeHi Ha ropi MakiBLi», CyKyTHO YMIIIEHUX y YETBEPTOMY YUCIHi. ABTO-
PH CKepOBaHi MMOIMEHHO BiA3HAYMTH KOXXHOTO yYacHWKa, HOro HeOy/neHHI
MPOSIBH, OCOOJTUBO THX, XTO Y BIYHOCTI, 11O CTAa€ CTPUICHBKUM JICHTMO-
TUBOM: «BipHi cuHM YKpaiHu, 0 CIIJISATH BIYHHUM CHOM y THX MOTHJIaX,
BKa3aJIH IIUISAX, IPOSICHHUIIM OTO 1 HUM MONPOCTYIOTh TPSAYILI MOKOJIHHS
10 3AiHCHEHHS CBOIX Mpiil — moxiit» — miakpecmtoe A. baGiok (I'omybenp,
1917, 4u.1: 66).

VY neiizaxHo-¢inocodcebkiii moesii B. Aramanioka « AX KOO 3HaTh!..»
JpU4HUE repoid, BOMpaloun BCIM €CTBOM Kpacy HaBKOJIMIIHBOTO CBITY,
Kpacy mpupoau, (ikcyrounch Ha TUTMHI BIACHUX BpaXKeHb Bill ONHCKY
COHIISI, PSICHOTO KWJIMMa KBITOK, BECHSTHOTO NpOOYIKEHHS TpaB, BOAH,
JiepeB, CTYNarYl HOTaMH 10 3€MJIi, CTaBUTh c00i BaXKJIMBE JJIsl TOTOYAC-
sl IUTaHHS: «A 5 X0MKy 1o fgonuHi. / [lo cBaTuHi, 4 mycTuHi, / Yu sk
6u e 3Hatb?...AX, koOu 1o 3Hath?» (Iomybenn, 1917, u.3: 44). Asro-
PY-CTpiNIbIIEB] 3aJI€KUTh HA TAKOMY 3HAHHI 1 TaK aKTyali3yeTbes 1 peati-
3y€THCSl MOTHB TaM’sITaHHS, OKPEMHUIl peKBieM. Y IHIIOMY MOETHYHOMY
TBOpI IIe MicClle OTPUMYE O3HAUCHHS OKCHUMOPOHHE — TOJBOBOTO IIBHH-
Taps, 3aBAaHHs SIKOTO 3POLIYBAaTH HE 3€PHO 1 3€JI0, a MaM’ATh: «A TaM
B TIOJi, TaM B JiOpoBi /Xpectu Oini, Oepe3osi /[locTaBanu, MOXUITHIUCH.
3aTyXuwid, 3aXypwiInck. .. // [Ipoctenus cst xminp mo rpobi /MoB y Ty3i
MOB B xaio0i / Jlerit neqBo-neaBo menye: CriTh HEMACHI Kpemde, Kper-
ge» (FomyGens, 1917, 4.9: 142). Jlipuune «s» A. babroka y noesii «Ilnau
3eMJIi» aKIEHTYE Ha 3HAYCHHI TaKoro MPOCTOPY SK MICIS CTPaXKAaHHS,
Tonrodu, 3pomieHoro >kepTOBHOIO KPOB’10, TOMY 1 CIpHMae TOTOXHO,
SIK CBAITE Micie: «3emuist punaina 3 0omro i TpuBoTH / 3poOIIeHa KPOBIO
BiacHux gitei» (lomy6eup, 1917, 1.3: 38). A nipuunuii repoii FO. Hkpy-
Melsika (iKCye CKIIaJHUI MCUXONOTIYHUN CTaH MPOBHHU JKUBUX IEpe
MEpPTBUMH MMOOpaTHMaMH 3a CBOE 30epeKeHe KHUTTs y Mmoesii «3arpana
cypma 0o€eBa»: «...3 OopHi moOigHi Wnum Oopmi... / KepBaBi kumanu
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meui — 1 Gparam rpo6u xomamu. / I muso! Koxen 3 Hux punas, — / 1o
cam He Bras!» (lomy6ers, 1917, u.5: 75).

Yci MicIist ci1aBU BUTBOPIOKOTH 3arajbHOCTPIEHBKUH MPOCTIp Mam sITi,
SKHH TIOEIHY€E MOTHIJIM TE€POIB 13 XPOHOJIOTIEIO MTOJBUTIB, BU3SHAYHUX JIaT.
I3 BenmkuMm 3BopymeHHsM tO. IIkpymensk HamucaB A0 piuHHII CTpi-
nenbKuX 60iB Ha MakiBLi 10€3i10-aJ1eropito repoignoro 3micty «ix 3a-
MOBIT», JIe CHH CTapeHBKOTo y0ba KapHnaTChKoro, MOJOACHBKUI Oopelb,
«KJIaB CBOIO TOJIOBY» HaBiKH, aJie 3Mir BiicyHyTH Benukana, To6T0 Moc-
KOBCBhKe BilicbKo. OCKiNBKM Micid HE 3aBepllieHa, «3a0UTh Horo Oyma M
BKE He CHIIay, Ha rpobax miadyTs xpectu. DiHam TBOpY pUTOPUYHUH, 13
(OpMYIIOBaHHSM Tacia-3aloBiTy XUBHM, (HOPMYITIOBaHHAM Micii: «fk
MU yci / JISrmm ock TYT — Tak BaM MU NoKazaid, / Sk 3a Hapon 6opoTH
cs Bac cimin! / Mu Tyt asmm — numaem 3anoBit: / [1lo6u Bu Bparosi na-
HyBaTh He Aanu /Ha cBoill pimHiii, 6aTeKiBCBKiN 3emi, /SIk Mu yci...»
(Tomy6enp, 1917, u.4: 54-55).

Tperili pik O0HOBUX Iiifi CIIOHYKY€ CTPUICHTBO PO3MISHYTHUCS «IIO
CBOIH XaTi i MO CBOMY IOJIO» 1 30arHyTH CTpaimIHi HAaCTiIKU Teomoi-
THYHOI KaracTpodw, sKa me He 3aKiHumiachk. [lepex 30poM MocTaroTh
3piBHSHI 13 3€MJICIO Cella, Caly, CIIOTBOPEHI CHapsAaMu MOJs, 3aMaeHi
XpecTaMu, 3HUIEHI NaM’SITKH HalliOHaJbHOTO 3HaYeHHS — CTapOBUHHI
XpamH, 30BHIIIHI 3MiHH pocTopy. TpyHa cTae He JUIle HOBUM MOAYJIEM
CBITOOYJIOBH y BiliHU, aJi¢ 1 THM KOHIIENITOM, SIKHI JIOTIOMArae TIIyMaduTH
3aranpHHUN 00pa3 CBITY y cTaHi KatacTpodu i OyTTEBUI cTaH MEIIKaHIIS
LBOTO CBITY, IO yBHpa3HeHOo y moesii «HeBimomoro» «3a pokoM pik»:
«3a pokoM pik MHHAa€; ToHa HaMu / JKUTTS TaHOK MPOHOCHTS CSl, & MU,
/ HemoB Mep1i 3 OTBepTHUMHU ounMa / TpUBaeM B cHI Ha siBi. MoB mep-
11, /SIKMM JKUTTSI OCTaBHJIO CBIIOMICTh, / A B3su10 Bce 0e3 pemTu. Kpisb
TpyHy /Mu Oauum BUp Yacy, KUTTs, MOJil, /A cuin B HAC HeMmae, o0
JOJIOHIO / MiIHATH, a00 3acTHUIie ceple 3 TPyad / YXONHUTh LIMKO, BU-
pBaru 3 KopinHeM / | kunyTH Tin koneco yacy» (Tomy6enp, 1918, 4.10:
158). Y copwuitasarti moetnanomy JI. Jlenkoro (moesist «BecHoro») BiitHa
e KpOB i MEKJIO0, IO MOPYIIy€e MPUPOAHUI KOJIOOOIr mip poKy, y cTa-
Hi KiHIS CBITY MOPH POKY HEBIi3HABaHi, 3aMiCTh OYiKyBaHOTO T'PIOKOTY
IpoMy — KaHOHa/Ia BUOYXiB, «Ha 00JlaKaX OTOHBY, a MTaxaM, IIe TipIIe,
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AK cTapo3aBiTHIN romyoui Hosl, — iM HeMae Kyau BepTaTH, HEMa€ piIHUX
ctpix (lomyGerns, 1917, 4.6: 93).

[MonsaTTam «pyinm» o3Hadye M. [omyGenp criocTepeskeni 3MiHH, 60-
JIUTH CEPIIC 32 TUM, 110 BXKE HE BIIHOBUTHCS, PYKOTBOPHI I[IHHOCTI, aJlKe,
K 3a3Ha4ae Pemakiiisi, «ijie 3 AUMOM JTOOYTOK HAPOIY», «TOH IO HIYUM
fioro 3actynutu He BaacThes» ([omybenn, 1918, 4.3: 38). Cepen inro-
CTPaTUBHOTO Marepiany y >KypHajl YuMallo pEenpOAYKIiil CTpLICHbKUX
po0iT, y sikux 3adikcoBaHi CHIyeTH LEpKOB, CBITCBKUX OyniBenb, ¢par-
MEHTHU KyJIbTypHHX apTedaxTiB. M. SukiB TeMy cMepTi MUCTELTBa Y Biii-
CBHKOBIIi KaTacTpodi po3roprae B My3uaHO-(iiocodchkiii HoBem « oMiH
OymyuuHM» ABTOp 3a3Havae, U0 «B MOPY BifHU TEPIUIATH HE JIMIIIE JIIONH
1 3BipsiTa, TEPILUIATH 1 TUHYTH TakoK MepTBi pium» (lomybenp, 1917, 4.5:
76). Y ¢abyni TBOpY 3HSUIM 3 IEPKBU JIOPOTOIIIHHUAN CTAPOBUHHHMIA J3BiH
Ha moTpeOH apmii, 100 BUIUTH i3 HHOTO rapmary. Komu myckanu 13BiH
i3 A3BiHMLI, ceplie HOro «BAapsui0 B KPHUCH, I3BiH SIK OW MpPOCHB Cs Ha
MpalIaHHe 31 CBOEIO ABICTUITITHROIO BUCOTOIO». Ha 3eMJ1i BUpBau 3 HbOTo
ceplie, po30MiIK BaXXKUMH MOJIOTaMH Ha APY3KH ioro Tijo. | HoBemicTHy-
HUH MOBOPOT — «/I3BiH MaB B CO01 TP YETBEPTHUHHU CpPidiia, OMHY AOMill-
Ki» 1 He ToAnBCs Ha rapMmary: «Cell BiTMOBUB HaM IMOCIYXY, — 3aMiTHB
3HaBellb METAJIIB 1 TOTep A0JI0HE0 Yoio. — [1Ikoaa., mo HaMy4duIm ¢ Mu
CTUIbKH KOJIO Hero...» (Tonyoenp, 1917, u.5: 76). A 1o Bxke Ka3aTH Mpo
nepeKMBaHHA JIIONWHE Y il KatacTpodi, SIKi 3MIHIOIOTS 11 uepe3 HaOyTTs
MEXOBOTO JIOCBITY.

M. T'onyGerp y npencrasienHi kaptuau A. bekmina «BiliHay siK Ku-
BUH CBIJJOK 1 MPUYETHUH MiJCyMOBYE NP0 BU3HAYaJIbHE XUTTEBE 3HA-
YeHHS! 0e3MOCePEeAHbOro JIOCBIy BOEHHOI KaTacTpodu He JHUIIE Ui
OKpEeMHX OAMHUIIb, & I1JI0TO MOKOMiHHS: «Haie mokomiHHS 3HamO BiiHY
3 ICTOpUYHMX ITIOCTpamil. ... HIXTO HE YABJISIB COO1 TOTO CTPaxiTTs, TOi
0e3MomaaHOCTH, JKOPCTOKOCTH 1 HACHIIBCTBA, a Pa3oM 3 THM LIMPHHH,
BEJIMYI 1 CHJIM, BCHOTO TOTO, IO HaM JIOBEJIO CS1 IIOYYTH, MOOAYNTH Tepe-
xutm» (lomybens, 1917, 4.1: 16).

PyiiHiBHUI1 BIJIMB BOEHHOI Oypi Bi3HAUYEHO Ha PiBHI NMPHBAaTHOTO
XKHUTTS, TaK y CTPUIEHBKii moe3ii 3 IBISEThCS MOTHUB 3ipBaHUX BIHHOIO
CTOCYHKIB, KM/ TPOSIBISETHCS HE JIMIIC B €Mi30/1 MPOIIAHHS CTPLIbLS
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13 NIBYMHOIO, IO BXKE € THUMONOTiYHUM. Ha TpeTbomy poli BiiiHHU BiH i3
emi30/ly BUPOCTA€E 10 PiBHS Tpareaii — MpoIIaHHs HaBiKH, SK y mMoe3ii
10. HIxpymensika «Ipamanns»: «5 iny Big Tebde... bes nposigauka / [y
y cBiT. — Uu cnpasai iy Hasiku?..» (lomyoens, 1917, u.8: 122). «T.C.»
y 1CTOpHYHO-IOKYMEHTalIbHOMY pernopTaxi «Kannnosens (3uma 1915)»
3ayBa)ky€e PO OJWH i3 MOXKIIMBHX CTaHIB — «CAMOTHOCTI 1 Oe3mopaaHoc-
Ti» — MOB CepeJi OKeaHy», TOTOBHOCTI 0 CMEpTi, HaBiTh OUYiKYBaHHS ii —
«Cxop111a cMepTh, MEHIIIE MyKH» B Till iHKOJIM O€3MpOCBiTHIN Kako(oHii
ooto (I'omy6erp, 1917, u.2: 19).

A. Jloroupkuii y moesii «f 6auuB iX» medarh eKCTPEMAIBLHOTO JKUT-
TEBOTO JJOCBiy BiAYUTY€ HA JUISX TOBAPHILIB, aje MPOYUTY€E KOHCTPYK-
THUBHO, Y KOHTEKCTI MUTITAPHOT CTPIJICLBKOI XapaKTepoIIorTii, Bill OJiZ0CTi
Hanpy>KeHHsI 4epe3 HEBiIOMICTh 1, MOXJIUBO, CTPaxy i TPUBOTH, JIO CBi-
JIOMOi 3aTATOCTI 1 TOTOBHOCTI Ha BCE, Y MCHXOJIOTIYHOMY TEPEXOfi Bij
IOHaKa Jio Myxa: «51 6auuB ix. Bonu inum / Y nepruwmii 6iif, /[numm B KBIT-
Kax, / CriBajy 3alajIbHUX IMCeHb. /A uid 1X omiai. // 5 6auus ix. Bonun
i / 'Y corutii 01t / I 6e3 kBiTok, / Himii, 6e3 miceHsp inuiu, / A JuIs
cranesi» (lomyGeup, 1917, 1.2: 19).

[cuxonoriyHOO BINMNOBIAAI0 XHUBOI JIIONWHH, HAIAIITOBAHOT KOH-
CTPYKTUBHO A0 OyTTS, IO CBITY, siKa IparHe KUTH, — € yBara JIo MposiBiB
YKHUTTS HABKOJIO, JI0 MTPOOYIKEHHS )KUTTSL, TOCTAE TIEpEKUBAHHS PYXY CBi-
Ty BiJl TAaHATOCY JI0 €pOCY, IO MPUXOAUTH 1 Y TBopUicTb. [IpuponHo, mo
TeMa OHOBJICHHS IPUPOIHU AOMIHYE B JIIPHILIi CTPUIBIIB, IHTUMI3Y€E CIIEKTP
MOTUBIB, Hajlae Pinocodcbko-MeaqUTaTUBHUX iHTOHAIH. JI. Jlenkwuii u-
HaMIYHO TIepesla€ PUTM BECHSHOTO MPOOY/IKEHHS! HAHU3YBAaHHSAM Ji€CIIiB
JIOKOHAHOTO BUJY, II00 TiepeaaTé MacIiTad 3MiH: «3IpUTHYa Cs 3eMIIi,
/ B moninbeeky THXy Hid, / [ToHic cs myxwuii knmuda: Becna!l... Posnpuc ca
min, / ...YmapuB B Oepir ctaB. / BecHsauii nouwk Bmas...» (IomyOens,
1917, u.2: 24). V 10. lUlkpymenska noe3is cTa€ crmocoO0M BUCIOBUTH
3axXOIUICHHS BiJ KpacH, TNIOpUQiKyBaTu yci ii mposBU — 1 B MpHUpoOAi, 1 B
monuHi: «Ti sicHi 30pi, 0 pa3oM moOpaBIIKCE /IoyTh MOBaroM MoI0U-
HUM IIUISIXOM, /TBOTH Kpaci Xail XBaJbHHI THMH 3arparoTh — CBATHI Tca-
nom...» (TFomy6ens, 1918, u.1: 2), mykaru kpacy y B3aemHocTi ([omy-
oeup, 1917, 4.7: 111).
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CTpineubkuii XapakTep CTaB TI€0 MCUXOJOTIYHOI TOYKOIO OMOPH,
sKa 30eperia MCuXiKy BiJ AECTPYKTHBHHX BIUIMBIB CEepelOBHUINA, MPHU-
CYTHICTh BHIIOT LTI AMCHUIUTIHYBala Aymry, 30epirana QymeBHy LiTic-
HICTb, TIEpEIIKO/XKala MCUXiYHii aroMizaii. JliTeparypHi TBOpH CTpPiib-
UiB y XKypHami, Oiorpagivni CHUIBBETH MOOPaTHMIB i KEPiBHUKIB Mif-
KPECIIOIOTh MMO3UTUBHY HaJAIITOBAHICTh JI0 YKHUTTSI CTPIJICUBKUAX THIIIB,
KOHCTPYKTUBHY aTMOC(epy B3a€EMHOI KUTTEBOI KOMYHIKaIlil CTPiNbLIB i
Ha TIO3WLISX, 1 HA BIAMOYMHKY, i y (Qi3W4HIN Tpali, Mo cnpuiMaeTbes
MO3UTUBHO HE JIMIIE cepel YKpaiHChKoro HacesneHHs Ha [loximmi, ame i
FOJICWCHKOTO, 0 «B JIOKA3 CUMIATII 1 IIOOOBH MIATATAIN 32 CTPLIBLISIMI)
nicuro (I'omy6ens, 1917, u.4: 71).

VY KoHUenMii reposi-CTpiNbLs, MPUKMETH XapakTepy aBTOPH Hamara-
I0ThCSI YBUPA3HUTHU 3 JOTIOMOTOIO KMBOTO MPUKJIALY, TBOPSYH BIaCHHUH
«IKOHOCTAC) aBTOPHUTETIB. 3pa3KoBOIO 0ayaThk MOBEAIHKY y 000, BUSIB XO-
poOpocrTi i 3arajgom KoHIEeHTpauii Ayxy. Takum y Hapuci B. JI3ikoBcbkoro
«MakiBkay 300paxkeHo yetapst Kyuabcerpkoro, 1o B 6010 3a MakiBKy oanH
BUCTYIHB MPOTH «IIJIOTO BOPOXKOTO POIO», «HEYCTPAIIMMHUN XOPYHKHH
KobGepcpkuii, a Takok «ciaBHi xopyHxi Cigepcbkuii, CTemaHiBHa». 3
MOJIOALINX PAaHTOM — II€ «XOJOJHOKPOBHI 4eTapi» MenbHUK, ApTHMO-
Bu4, KaparHuipkuii, a 1me 0e3iMeHHi, KOTO OIOBia4-XpOHIKEp 0COOUCTO
He 3Hae ([omybens, 1917, u.4: 57).

PyOpuka «Crpijenpki CUIbBETH» iHTOHOBaHA CEpPHO3HO, MOKIMKaHa
MPEACTaBUTH IIMPOKIA TIPOMAJICHKOCTI HEMEpeciyHi OCOOMCTOCTI CTpi-
JICIIBKOTO BOSIIITBA, IO iX 1 caMi BOSIKY BHPI3HSIOTH HaWKpamumu. Peai-
3yBaTW HaMip pemakiii BAajocs Ha mpukiani OlorpadidHuX HMOPTPETiB 3
KoJia «cTapoi BoiHm» cotnrka Cens [opyka Ta xopymxoro ®ens UepHuka.

CunbBeTH BUPA3HO IICHUXOJIOTi30BaHi, ixHi aBTopu — B. /laxHiBChKHiA
Ta B. JI31KOBCHKKHI CKepOBaHI MPENCTABUTH CTPIJICHBKUH XapakTep.
Cenn Topyk OyB OqHUM i3 HAWOLIBII JIFOOIEHHX 1 MOBaXkaHUX Oodilepin
y CEpelOBHIII CTPiNENTBa. 3 BEIMKOIO JIOICHKOI MPUXUIBHICTIO OIMH-
CaHO PUCH 30BHILIHOCTI, TICUXOJOTI30BaHO MOINIAJ — «JIariTHUX CHBHX
o4eii», MO AMBIATHCSA Ha CTPUIBIM MO OaTHKIBCHKH, BOTHOYAC Tepena-
I0Th BOJBOBHM XapakTep, 3alli3Hy pillydicTh mopTperoBaHoro. Cmo-
CTEpIra€ThCsl MiNiTapu3alisi XapaKTepOTBOPYUX EMiTeTiB. XOpoOpicTs,
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XOJIOHOKPOBHICTh, PO3BAXKIUBICTL — NpukMeTh xapakrepy C. Topyka
K TOOpOro CTPifbLs i KOMaHaupa. Y CHIIKyBaHHI BiH — JIOAMHA «TO-
BapUCBHKOT KyJABTYPH» 1 «JIMIApCHKOTO 00XOmKeHHs». JJo 6oro HIOB y
CTaHi HEBIJICTYITHOCTI BiJ| IIUJIi i TOTOBHOCTI JIO CMEPTI, «PIIlIaB Cs PAJIIIIe
3TUHYTH, SIK YCTYIHUTH 31 CTAHOBHIIIA...», TaK HAJalITOBYBaB i CBil 3a-
TiH — HE TPaTUTH BipH 1 «HAii KpaIloro 3aBTpa», TOOTO MpPEACTABIISB
THN TpariyHoro ontuMicta. [Ipu nroMy 3ManboBYBaB Nepen CTPLIbLAMH
peanpHy mepcrekTHBy 0010 1 He TPUXOBYBAB BiJl HUX O1IbIIOT YW MEHIIOT
BiporigHocti BTparu xutTs (lomybens, 1917, u.2: 26). 1inuB BOSIBKHHA
(atyMm HapiBHi 31 CBOIMH CTPUIBLSMH, OyB OJHHUM i3 HHX, a HE KEPiBHH-
KoM-3BepxHUKOM. B. JlaxuiBcbkuii BupizHsie B. UepHuka i3 Koja MoJoa-
mmx ogiuepiB, aOCOMOTHOIO BiAMOBIAHICTIO «BIPHOMY THITY CTPiIBLISD),
i CKkJ1aJOBHMM: BIIEBHEHICTB 1 pilllydicTh y 0010, CTpinebKa MoYyTTs Bild-
CBKOBOI TOPJI0CTI 1 0co0mCcTOl "ecTi, moropaa mo cmepti (Fomyoens, 1917,
4.3: 45). V «Ilicui mpo Yepuuka» P. KymunHcbskoro Minitapai 3410H0CTI
reposi TinepOOMi3yIOThCS BIAIOBIIHO JI0 TMOSTHKU HAPOJHOI repoiuHOl
MiCHI, MIONpaB/a, aBTOp JUIS IIbOTO BUKOPUCTAB JIFOOOBHY IHTPUTY, IO
Yepe3 BTPATy CIIOKOIO BiJl KOXaHHS 0 MPEKPacHOI JiBUMHM XOPYHKHUH «]
B 3JIOCTH JIBi pOCiichKi auBi3ii po3ous» (IomyoOers, 1917, u.5: 77).

Y MeMyapHO-TOKYMEHTaIbHIX HapHcaX, sKi pOpMyIOTh JOKyMEHTaIb-
HO-ICTOPUYHHHA OJNOK KypHally, IPOCTYyIae OMYKINHA 00pa3 CTPiIelbKOTo
Bilicbka B 1MoXo0/aX, B MepeOyBaHHI B OKOIaX, cepell YCiX MOXKIIUBHX He-
BUTOJI, aBTOPH MIHIMI3YIOTh paKypc magocHOro 300paxxeHHsl, peai3oByro-
YM HaMip MepeiaTH MOACHHICTh CTPIIEBKOTO OyTTS — HE TUTBKH B 0010 1
CTaHi MepeMory, ajie i B MiATOTOBILI 10 30pOiHOI CyTHYKH, Y CTaHi O4iKy-
BanHs. JI. Jlenkwuii, 30KpemMa 30cepelKye yBary Ha CTPLICIIbKOMY XapakTe-
pi, floro mposiBax cepen HECHIPHUATINBOI MOTOAH Y (Gi3HyHIl 1 MOpasbHii
CTIHKOCTI, BIICHKOBIN AUCIMIUTIHI, BAKOHAHHI YCiX BiIICHKOBHX IPHITHUCIB,
BKJIFOYHO i3 HeBepOaJbHUMHU (OpMaMHU ParopTyBaHHS, KOJIU 3aKaOIyKw
YOOIT CTPUIBLSI PH 3yapi 30aTHI «pocrnpuckaru» 6omnoto. [lizkpecneno
CYMJIIHHICTB CTPIIBIIIB Y TpaLli, sSIK BOHH IIPOKJIAIAIOTh JOPOTY i3 KPYIVISIKY
«IIOBOJIH, MTOCTENEeHHO i coBicHO» ([omyberp, 1917, u.1: 8).

VY niTepaTypHO-KpUTHYHHX AOMHCAX i3 CTPUICHBKOTO aBTOPCHKOTO
3arajly BUOKPEMJICHO TaJaHT JIeOl0TaHTa 1 y)ke BH3HAHOTO MOETa, SIKHH
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3aHYpHBCS Y CHJIOBE IOJIE CTpilelbKoro 3Mary. 30ipka B. AtamaHioka
«SIx cypmu 3arparoTh 10 00I0» CBIIYUTH CTpilelbKOMY KpHUTHKOBI He-
BiJOMOMY, IIO «J0 TYPTy «HAIIUX HAHMOJIOJIINX» MPUCTAaB OTCE HOBHM
TOBapHII», PO MOSTHYHHUI MOTEHIiall y 3BYKOIUCi, OymoBi cTpodwu, 3a-
rajoMm y crnoco0i OaueHHi 1 4yTTs, a He JTUIe Mpo «oxoTy nucatu» (lomy-
oeup, 1917, 4. 6: 103).

V Biaryky «HeBimomoro» mpo 36ipky C. HapHeupkoro «B ronuni 3a-
IOyMKH» yBara 30cepekeHa He JIMIIe Ha 30iplli, a Ha 3aBJaHHSX JliTepa-
TYpHO1 KPUTHKH, sIKa B TEHJCHLIHHO HAJIAIITOBAHOTO CY0’ €KTa MOYXKE CTa-
TH 3ac000M THCKY 1 penpeciii 1oao aBropa, Xo4a, KpiM MOXBaJli, MATELb
3aCIIyTOBY€ 1 Ha yBary CepeloBHILA 3arajloM, i 30KpemMa, 00’ €KTHBHOTO
3’sICyBaHHS €HEPTETHYHOTO MMOTEHIIIally TBOPYOCTI, ke O HE MepeTBOPH-
JIOCSI Ha MOPabHO-CYCHUIBHY oIiHit0. O0pa3 cBiTy y 30ipIli CIIOHYKY€E
BIPUTH aBTOPOBI, CIIBIIEPEKUBATH «HA CEPi0» HOTO TPUBOTaM-EMOLIisIM,
PO3IUIATH i3 HUM iioro npasay. [loet momagae «B TOH Yacy», CTa€ peuHu-
koM Horo ayxy (FomyGers, 1917, 4. 8: 140).

Ocun Hazapyk ¢popmyiroe i7iero He0O0XiTHOCTI peecTpy-perTHHTY Ha-
iOHANBHUX KYJBTYPHHX CKapOiB y MaliOyTHIH He3alexkHi JepkaBi YKpa-
iHa, mo Oyzne MOKJIMKaHa /10 TPOMaPKEHHS 1 3aXUCTY BIAacHOI Hemarepi-
anbHOI Ky16Typu. CTaH BifHH 3arOCTpUB, BBaXKa€ aBTOP, yBary CHiIbHO-
TH Ha yMOBAX, B AKHX TBOPII Ky/IETypHHX npodeciii nepebysarots. Momy
iMIIOHye auCKyciifHa TymKka aBCTpifickkoro npaBHuka Mosepa Komepa
npo ¢ikCyBaHHS TBOPY Ta HOTO I[IHU B YPAJOBOMY PEECTPi i3 HaAaHHIM
PEECTPOBOTO 3HAKA 13 MPOCIiAKOBYBAHHSIM JHHAMIKH MPOJIAXIB 1 LiH, IO
B MailOyTHROMY TapaHTyBaja O MHUTLEBI MPOLUEHTH BiJ MPOAAXY 1 MeH-
ciiine 3a0e3neueHns. Llei peectp Hacammepen «CBIAYMTH-ME PO CMaK
nyOmiku, — BBakae O. Hazapyk, — i BKa3yBaTu 1o NEeBHIM Yaci CBOTo poja
«(inancosuit» Hanpsm» mrykm» (Lomydens, 1917,4.7: 110), ToOTO i1€TH-
csl IPO EKOHOMIYHI KpHUTepii ycrixy MUTHA. Tak aBTop MigXOAWUTH 10 iaei
iHAycTpiai3amii MUCTELKOTO PUHKY 1 3a0€31eueHHs aBTOPCHKOTO MpaBa
Xy/JIO’KHUKA Y TUCbMEHHHKA, SIKe Ma€ HacaMIlepesl peaji3yBaTucs depes
BUIUIATy TOHOpApy BiJ MPOAa)Ky THUPaxKy, MO0 «TOProBui He 3a0upanu
BCET0 3UCKY». | X0U TiNIbKM Yac piliae, «I10 TBOPOM IITYKH» €, MUCTELbKI
Ta JITepaTypHi areHTH AyKe O MPHUKIAAUCh A0 «CUCTEMH PEECTPOBaHHS
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BCETOY», W0 3B’s3aHE i3 TypOOTOIO MPO KyNbTypHE HaaOaHHS AEprKaBH,
sKa MOTpedye areHTiB y HaprHi MUCTELTBA 1 JIiTepaTypH, sKi O B3aeMoIi-
ST MIJK CepeIOBUILAMH TBOPIIIB 1 BUaBIiB, HokyniliB. Tyt O. Hazapyk
po3oymye B pycii THX inei, mo ix copmymoe I1. Bypase npo cunose
noJjie JiTepaTypu Sk BUpoOHHUUTBO i sk cTpykTypy (Bypase, 2000). Ta-
KOX TIPUXOUTH 10 BUCHOBKY, IO CTPYKTypHE (YHKIIOHYBaHHS JIiTepa-
TYpH SIK 1HIYCTpii MOXJIMBE JIMILIE Y COPUSTINBHUX JACPKaBHUX YMOBaxX 3
omaHOro 00Ky, a00 32 YMOBHU HasBHOCTI KalliTally y CEpelOBHIIl MHTLIB,
YM MOKJIMBOCTI JOCTYITy 10 HbOTo. baunmo, 1m0 iHTyiTUBHO cTpijienbka
CHUTBHOTA 3Maralia OKpeCIUTHUCH SIK CTPYKTYypa, 110 IPOAYKYE JiTepaTyp-
HO-MHCTEIbKI I[IHHOCTI, iX PO3MOBCIOKY€E, NPOMAarye, CUpaloyuch Ha
BJIaCHI KOIITH, BUIABHHUIITBA, PI3HOMaHITHI BUJABHUY1 TPOESKTH.
BucHoBku

OTxe, UTIOCTPOBaHMI XKypHaJ JiTeparypH i muctenrsa «Ceit» (1917—
1918) cTpykTypHO i 3MICTOBMM HAIIOBHEHHSM BHSBIISE JICKIIAPOBAHY
CTpiNEUBKY iAeHHO-€CTETHYHY iA€HTHYHICTD, MPOAOBKYIOUH KOHIICTIIIIIO
«TuM, 110 Banm», apTUKyIb0BaHy YaconucoM «LLnsxmy», qonoBHIOI0OUN
il KOHIICTIITIEIO TEPOST SIK KTOTO, IO B OOPOTHO1», YBUPA3HIOIOUH PUCH Xa-
pakTepy Ta CBITOIISTHOI MOCTaBU CTPLICIBKUX TPAarivHUX ONTHUMICTIB,
y KOJIi aBTOpiB 00’€THYIOUM CTPiNEHBKi Ta MOJOJOMY3IBCbKI CHJIH, IIe
Ha KpOoK HaONMKalouW CTPIJELTBO OO pealli3alii BIAcHOI JiTepaTypHOi
aBToHOMIi. 3i «IllnsaxiBy y BumanHi npencraeneHi A. badiok, B. Arama-
utok, P. Kymunncekuii, 0. llkpymensik, JI. Jlenkuii, B. JI3ikoBChKUid,
I. Kanunosuy, O. Hazapyk, A. Jlotonpkuit, M. Kosziupkuii, Momomgomy-
3iBri M. fAunkis, C. YapHenskuii. € i HOBi yuacHUKH-/eOr0TanTH: B. Jlax-
HiBchkuii, «Hesimomuity, «T. C.». YV KOHIENIIT reposi MOEJTHAHO TEMY
«THUX, IO TOJSTIINY 13 TEMOIO MPOCTAaBH KUBUX MOOPAaTUMIB, TIPH YOMY
CTPiNEUBKUI XapaKkTep € TOYKOIO ONOPH AJISl €K3UCTECHIIHHOTO «IPsAMOC-
TOSIHHSI» 1 «CaMOCOOOIOHATIOBHIOBAaHHS» Y KiHIIECBITHBOMY, BUPOCTAE i3
pearpHUX XHUTTEMUCIB MPOTOTUINIB, 00’ €KTUBHUI 1 00’ €KTHUBI30BaHUIA
MeMYyapHO-I0KYMEHTAIBHOIO MIPO3010, 10 y XKypHaIi nepeBaxkae. [Ipu-
KJIaJaMH CTPUIebKUX Tpariuaux ontumictie € nocrari C. [Topyka Ta
®. Yepnuka. O0pa3 CBITYy PO3LIMPIOE CBOi paMKH 33 PaXyHOK TEMH BO-
€HHOTO KaracTpo(i3My, Cy4acHOTO KiHI CBITy CTAaHOM Ha TpeTid pik
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BiliHM. TYT KOHLIENT TPYHU CTPYKTYpPY€ CBITOOYIOBY BiAIMOBIITHO O 30-
BHIIIHIX peatiiii, CHMBOIi3yIOYH TOTAJIBHICTh PyHHAIIil BIOPSAKOBAHOCTI
MPUBATHOTO 1 CYCIIIBHOTO TOPAAKY KHUTTSI, 3HUIIEHHS TOCIIONAPCTBa,
KyJBTYPH, HAIllOHAIBHUX MaTepialibHUX 1 HemaTepianbHux ckapOiB. Jli-
PUYHHIA TEpOi B YCBiIOMJICHHI HE3BOPOTHOCTI 3MiH 30BHIIIHBOTO CBiTY
Ta BHYTPILIHBOI €K3UCTEHLIHHOI MEepeMiHM BHACIIIOK MEKOBOTO OyT-
Ts1 (ikcyeTbess Ha OiodinpHIN ckepoBaHOCTi. BinOyBaeThcst 30araueHHs
CTPIJCUBKOI JTIPUKH IHTUMHUMH, TTeH3aKHO-()110cO)CHKUMI MOTHBAMH,
MEIUTaTUBHUMHU iHTOHaisiMu. CTpinenpka KpUTHKA YBHUPA3HIOE BIIAC-
HUH TiAXiA 10 JiTepaTypHUX SBUIL Ha IEPETUHI KyJIBTYPHO-ICTOPUIHOTO
Ta COLIOJOTIYHOTO MiAXOAIB — AJIsl OCMHUCIIEHHS 00pa3y CBIiTy moesii ak-
TUBYE TIOHATTS JyXy 4acy, a Ajsl OOIpyHTYBaHHs JiTepaTypHO-BUIABHU-
YHX CTpaTeriif, peamizaii i/1el ycrixy MUTILS 3BEPTA€ThCSI 10 COLiaTbHUX
Ta eKOHOMIYHUX YUHHUKIB.

Buaanns mocrae MOBHOLIHHOIO IIIaTGOPMOIO A7l MaHiecTyBaHHS
CTPIJICLBKOIO BIICHKOBOIO TE€HEPALI€0 BIACHOTO CTaHy CBiIOMOCTi, 00-
pa3y KOJEKTHBHOTO «MH», TPAHCIIOBaHHS B iH(opMamiiHUI HpocTip
CTPIJICUBKUX KOHIIETITIB. Y MailOyTHbOMY — IIMPOKE THITOJIOT1YHE 3iCTaB-
JICHHS. HA CHHXPOHHOMY DiBHI 13 IHIIUMH CTPUICHBKUMH JIiTepaTypHO-
iHpOpMALIHHUMHE TUTaTPOPMaMH, a Ha A1aXPOHHOMY — i3 «MOJIOZOMY3iB-
CBKUM) KOHTEKCTOM JUJIsl 3°SICYBaHHS MEX 1JeHTUIHOCTEH.
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AHoTanis
I.B. Po3nonbcbka. Kypuaa «CBiT» sik JliTtepaTypHa njaargopma
Ykpaincbkux CivoBux CTpuibuiB

VY crarTi Biepiue po3nIsHyTO JIiTepaTypHe (yHKIIOHYBaHHS BIHCHKOBOTO I10-
komiHH YkpaiHcbkux CidoBux CTpUIBLIB Yy JiTepaTypHO-MUCTELLKOMY KypHa-
i «CBiT», sikuii BuxomuB y JIbBoBi Bripomorxk 1917 i mepmioi Tpetunu 1918 poky
IiJ] peAaKIi€ero MoooMy3iBIs i xopymxoro ¥ CC Mukomu [ony61is. 3’ sicoBaHo,
1110 YaCOIIMC PO3BHBAE JIITEPATypHO-1/IeiHY KOHIICIIIiI0, 3a1I04YaTKOBaHy CTpije-
urBoM y xypHaui «nsaxuy», o3HaueHy popmysnoro «Tum, 110 Bianmy, npeicTas-
JISTIOYM HHU3KY TBOPIB MEMOPIiajbHOI TEMaTHKH, II0 BIAMOBIAAE 3acaiaM «Iyxy
€MOXM» CIYOBOTO CTpiienTBa. TBOPYI 3yCHILIS CTPUIBIIIB CKEPOBaHi B PyCJIi mijI-
HECEHHSI CTPUIEIBKOI CJIaBHU, CTPLIEIIBKOTO XapaKTepy, 10OKyMEHTaJIbHO-MeMyap-
Hi popMH NepeBakatOTh HaJl BIACHE Xy/IOXKHIMHU.
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XpoHoTon YKpaiHu y XylT0XKHiil Bi3ii CTpijenTBa — MpoCTip mam’sTi, MOJIbOBI
LBUHTAPI, M0 aKyMYJIIOIOTh JOCBI]] HAI[IOHAIBHOT OOPOTHOU, HAIlIOHANBHI ITiH-
HOCTI, CTpUIeIbKa K KOJEKTHBHA MOTWJIa — KOCMOTBIpHA TOYKA i IIEHTP HOBOI
VYkpaiH1 BU3BOJICHOTO «3aBTpay.

APTHKYTBOBAHO MPOOIEMY HACIIKIB KaTacTpodu BiifHH Y TPOMaICHKOMY Ta
MIPUBATHOMY JKUTTI Ha TPETiH PiK BIHHH, O POKPHUTTS MOAPOOHIIL PEIaKIIist ITii-
Huta ninecnpsiMmoBano. KOHIENT TPyHU JI03BOJISIE CTPYKTYpYBaTu CBiTOOYIOBY
30BHI 1 MOTPAKTOBYBAaTH 00pa3 CBITY Xyl0XHBO. JIipuuHUi Tepoii CTPLIEBKOro
CBITY IOMIX €KCTPEMaMH «epOC — TAaHATOC» B CHJIY BJIACHOI CTPIJIELIbKOI CBITO-
DJISIHOT HAJAIITOBAHOCTI B PYCIIi TPAariyHOTO ONTHMI3MY CKEPOBaHHH yce-Taku
JI0 €pocCy, IHCTUHKTY HTTS, X04a YCBIZIOMIIIOE€ HE3BOPOTHICTH JISIKMX 3MiH, pe-
JIYKIIO TIPUBATHOTO CBITY, BHYTPIIIHI €K3UCTEHIIIHHI MIepeMiHM MiCIIsl MEXKOBUX
CUTYyaliif, 3MiHYy 1HIINX JIFOAEH HABKOJIO 1 CBITY B LIIJIOMY, HaBiTh CMEPTh KpacH.
[Tpu oMy cTpisienibka rmoe3ist 30arauy€eTbcst HerpOMaATHCBKUMH MOTHBAaMH, 30-
KpeMa IHTUMHUM, TTeH3aKHO-(P110co(ChKUil, MEAUTAaTUBHUMH IHTOHAIISIMH.

Crpinenpka KpuTHKa QYHKIIIOHY€E HE JIUIIC K 3aCi0 MIATPUMKH CTPIICIb-
KOTO JIITEpaTypHOTO MPOAYKTY 1 IyXy CTPUICLBKOI €MOXH, aje 1 IK MOTUBATop
PO3BHUTKY CTPiJIeNbKOT JIiTepaTypHOi AiSIbHOCTI, CIPIMOBaHMH y OiK Tak 3Ba-
HOT «JIiTeparypHoOi iHIycTpii», «riteparypHoro BupoOHuuTBa» (I1. Bypase),
TOOTO IEMOHCTPYE MOEAHAHHS 11€aTiICTUYHOTO 1CTOPUYHOTO MiAX0AY 1 colio-
JIOT14HOTO.

KarouoBi ciioBa: YkpaiHChKi ci90OBi cTpijbli, KypHan «CBiT», TOKOJIHHS,
repoii, MeMopiajbHICTh, MEMYapHICTh, BilfHa.

AHHOTaIHUS
N.B. Po3noabckas. XKypHaa «Ceut» («Mup») Kak JuTepaTypHast
miargopma Ykpaunckux CedeBbix CTpebnos
B crarbe BmepBbIE paccMOTpEeHa JIMTEpaTypHast AEATEIBHOCTh BOEHHOTO
nokosieHuss YkpanHckux CeueBblx CTpenbllOB B JIUTEPaTypHO-XYI0XKECTBEH-
HOM XypHane «CBut» («Mup»), BeixoausiieM Bo JIbBoBe B mepuon 1917 u
nepBoit Tpetu 1918 roma mon penakuumeir Mbikonbl [oyOna. BersicHeno, uto
KYpPHaJ TMPOJOIKAET pa3BUTHE JHUTEPATYPHO-XyAOKECTBEHHON KOHIIEMIUH
xypHana «lllmsaxe» («IlyTi»), KOTOpYyI0 MOXXHO OXapakTepu3oBarb (opMy-
noi «Tem, kTo TOTMO», MpENCTaBIsAS MMPOM3BEIACHUS MEMOPHAILHOW TeMaTH-
KH B COOTBETCTBHHU C «JYXOM 1IIOXW» CEUEBOT0O CTpeselTBa. TBopueckue ycu-
JHs CTPEbLIOB HAlEJIEHbl HA MPONAraHiy CTPENEKOW CIaBbl, CTPEIELKOTO
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Xapakrepa, JJOKyMEeHTaJIbHO-MeMYyapHbIe (OPMBI TPEBAIUPYIOT HaJl COOCTBEHHO
XyA0)KE€CTBCHHBIMH.

XpoHoTOI YKpauHbl B Xy[JO)KECTBEHHOM IPEICTABIECHUM CTpeNelTBa — Mpo-
CTPaHCTBO MaMsITH, MOJIEBbIE KIIa0HIIa, aKyMyJIMPHIOLINE OMBIT HAIIMOHAJIBHON
60pb0BI, HAITMOHATBHBIE IEHHOCTH. CTpenerkas jxe KOJUISKTUBHAs MOTHIIa — KOC-
MOJIOTHYECKHUH IIEHTP POXKICHUSI HOBOH YKpanHbl, 0CBOOOXKIEHHOTO «3aBTpay.

Penakiys apTukynmupyer mpoOiaeMy MOCIENCTBUH BOCHHON KatacTpodbl B
001IecTBEHHOI ¥ JINYHOM KU3HU Ha TPEThEM rofy paspylueHuid. KoHuent rpoda
MO3BOJISIET CTPYKTYPU3UPOBATh )KUBOE MPOCTPAHCTBO MUPA M UCTOIKOBBIBATH €T0
o0pa3 xynoxecTBeHHO. CTpenenkuil JIMpUIeCcKUil repoil Mexly SKCTpeMyMaMu
«IPOC» — «TAHATOC» B CHIYy COOCTBEHHOTO T€HEPAMOHHOTO MHPOBO33PEHUS
B pycClle Tparudeckoro ONTUMH3Ma YCTPEMIIEH K «3pOCY», UHCTUHKTY JKU3HHU,
oco3HaBasi (aTaIbHOCTh MUPOBBIX ITEPEMEH, YEIIOBEUECKOH IK3UCTEHIIUH, 1aXKe
cMepThb KpacoTsl. [Ipu a3ToM crpererkast mo33usi 000ralaeTcsi HHTUMHBIM, M-
32)KHO-(QMITI0COPCKUM, MEIUTATUBHBIM MOTHBaMH, JOTOIHSIONIMMH OCHOBHON
MaTPUOTHUECKUI MOTUB.

Crpenenkas KpUTHKa (GYHKIIMOHUPYET HE TOJIBKO KaK CPEACTBO MOAICPIKKU
CTPEJICIIKOTO JINTEPAaTyPHOTO MPOAYKTa U (PHKCAIMU JyXa CTPEJCLKON DIOXH,
HO U BBICTYIAeT B KaUECTBE MOTMBATOpa Pa3BUTHs CTPEJIELKON JIUTEpaTypHOI
JIeSITETBHOCTH, Pa3BUBAIOIIEHCS B HANPaBICHUU IUTEPaTypHON UHIYyCTPHU»,
«mreparypHoro npousBozactBa» (I1. Bypabe), 7eMOHCTpHpYs ciusHHE Hiea-
JIHCTHYECKOTO HCTOPUYECKOTO U COLIUOIOTUYECKOTO TOIXO0/0B.

KuaroueBbie cinoBa: Ykpaunnckue CeueBble CTpenblibl, kypHaa «CBUT»
(«Mup»), moxosIeHuE, Tepoii, MEMOPHUATLHOCTh, MEMYapHOCTbh, BOHHA.

Abstract
I.V. Rozdolska. «Svit» («The World») magazine as a literary
platform of Ukrainian Sich Riflemen

The article for the first time examines the literary functioning of the military
generation of Ukrainian Sich Riflemen in the literary and art journal «Svity»
(«The World»), which was published in Lviv during 1917 and the first third of
1918 under the editorship of the young musician and chronicler of USR Mykola
Holubets.

It is revealed that the magazine developed a literary-conceptual vision, started
by the riflemen in the «Shliakhy» («Paths») journal, designated by the formula of
«The Ones Who Fell», representing a series of works of memorial subjects that
corresponded to the Sich Riflemen principles of the «era’s spirit». The creative
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efforts of the riflemen were directed in the line of exaltation of riflemen glory,
riflemen character, documentary-memoir forms outweigh the artistic ones. The
chronotype of Ukraine in the artistic vision of riflemen represented by the space of
memory, the field cemeteries that accumulate the experience of national struggle,
the national values, the riflemen collective grave though is the cosmogonic center
of the new Ukraine liberated “Tomorrow”.

The problem of the consequences of the war's catastrophe in public and private
life in the third year of the war is articulated, to the disclosure of details the editorial
board approached purposefully. The coffin concept allows to structure the universe
from the outside and interpret the image of the world artistically. The lyrical hero of
the riflemen world between the extremes of «Eros — Thanatos» because of his own
riflemen world outlook on the tragic optimism, s still directed to Eros, instinct of
life, although he is aware of the irreversibility of some changes, the reduction of the
private world, the inner existensial changes after boundary situations, the change
of other people around, and the world in general, and even the death of beaty. At
the same time riflemen poetry is enriched with non-civic motifs, in particular with
intimate, landscape-philosophical, meditative intonations.

Riflemen criticism functions not only as a tool of supporting the riflemen
literary product and the spirit of the riflemen era, but also as a motivator for the
development of riflemen literary activity toward the so-called «literary industry»,
«literary production» (P. Bourdieu), demonstrates a combination of sociological,
idealistic and ideological approach.

Keywords: Ukrainian Sich Riflemen, «Svit» («The World») magazine,
generation, hero, memorial, memoir, war.
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WHEN “HUMAN CHARACTER CHANGED”:
1910 AND NATIONAL DISCOURSE

Introduction

In her 1924 essay “Mr. Bennett and Mrs. Brown”, Virginia Woolf
famously asserted that “on or about December 1910 human character
changed” (Woolf, 1924: 4). Heralding the advent of modernism in the
history of British literature and art, this assertion has provided a useful
chronological protocol in modernist studies. However, Woolf’s choice
of year (1910) and subject (character) surpasses both its literary and
art historical contexts, and invites perspectives from Britain’s political
history and national discourse. This article explores Woolf’s assertion
alongside a reshaping of the British political landscape between 1910 and
1924, paying further attention to a robust emphasis on continuity during
said period. It contends that, much as a leftward turn in British politics
catalysed Woolf’s representation of character, she dissented from national
discourse for the sake of a new subjectivity.

Change in human character in critical reflection

“Mr. Bennett and Mrs. Brown” evolved as a lecture, which Woolf
delivered to the Heretics Society in Cambridge and published under
the title “Character in Fiction” in The Criterion, a journal edited by
T. S. Eliot, in July 1924. The essay responds to Arnold Bennett’s charge
against contemporary writers, such as D. H. Lawrence, James Joyce, and
T. S. Eliot, whose characters ostensibly lack reality (Woolf, 1924: 3).
Woolf not only challenges Bennett’s notion of reality and his licence to
judge it, but also proposes to separate the writers of Bennett’s generation
(H. G. Wells and John Galsworthy) from those belonging to her own
(E. M. Forster, D. H. Lawrence, Lytton Strachey, James Joyce, T. S. Eliot,
and herself) (Woolf, 1924: 4). The fault-lines between Edwardians and
Georgians demarcate the difference in the representation of character.
According to Woolf, the Edwardians frequently place character in

secondary importance to “an enormous stress upon the fabric of things”
© Maxim Shadurski, 2020
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(Woolf, 1924: 18). The Georgians, in turn, grapple with the need to
overcome their predecessors’ inadequacies before developing the tools of
their own. Throughout her essay, Woolfuses the example of a Mrs. Brown,
an impoverished sixty-year-old woman whom she allegedly observed
on a train journey from Richmond to Waterloo. For Woolf, Mrs. Brown
conveys an elusive “oddity and significance” (Woolf, 1924: 20), and the
future of English literature will depend on the representation of this new
subjectivity. As Woolf pleads, “we are trembling on the verge of one of
the great ages of English literature. But it can only be reached if we are
determined never, never to desert Mrs. Brown” (Woolf, 1924: 24).

In examining Woolf’s assertion about the change in human character,
critics have traced it to the exhibition of Post-Impressionist art held in
London between November 1910 and January 1911. Organized by Roger
Fry, the exhibition came as a shock to the British public, unprepared to
appreciate the work of Edouard Manet, Georges Seurat, Paul Gaugin,
Vincent Van Gogh, and Paul Cézanne. In Edwardian Occasions: Essays
on English Writing in the Early Twentieth Century (1972), Samuel Hynes
has dubbed the event “the radical change of consciousness”, particularly
visible in the different form and structure of representation (Hynes, 1972:
4). For Peter Stansky, the exhibition marked Britain’s entry into “the story
of a modernism that since the turn of the century had had a number of
its events occur on the Continent” (Stansky, 1996: 1). Historically, this
entry coincided with the death of King Edward VII, which brought the
preceding era to a symbolic close. In Modernist Fiction (1992), Randall
Stevenson has reminded us that Woolf made her assertion in “a turbulent
time of agitation by trade unions, by the Home Rule movement in Ireland,
and — probably most significantly for Woolf — by the Suffragettes, in many
violent demonstrations on the streets of London” (Stevenson, 1998: 65).
According to Stevenson, the representation of character turned inward,
when extant British hierarchies and divisions became increasingly more
precarious (Stevenson, 1998: 65). In his “Introduction” to a special
volume of Literature and History (2013), Matthew Creasy highlights
“a mixture of equivocation and judicious caution about pinning down a
point of momentous historical change”, which evidences itself in Woolf’s
unconventional use of grammar and syntax (Creasy, 2013: 3). Indeed, the
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temporal clause “on or about December 1910 avoids stating a date to
sanction the occurrence of “on” and, in doing so, violates the normative
usage of “in” before a month. Woolf’s indeterminate chronology becomes
a point of reference for other contributors to the volume. They expand on
further cultural and historical events that took place in 1910 and included
debates surrounding the Romantic-Classical divide, the Vatican’s reaction
against heresy in the form of “The Oath against Modernism” (1910), and
a re-emergence of the “invasion trope” in the face of a newly pending
German threat. In Dreams of Modernity: Psychoanalysis, Literature,
Cinema (2014), Laura Marcus questions the attempts to construe Woolf’s
assertion in reference to events; instead, she proposes to account for the
writer’s emphasis on character as an impression (Marcus, 2014: 134).
Marcus links the idea of change to how Woolf conceives of the creation
of character. It starts with an impression from experience and afterwards
translates into an impression of a smaller printing press, similar to The
Hogarth Press run by Woolf’s husband Leonard (Marcus, 2014: 136). By
this logic, Woolf grounds character in the new cultural production, more
accommodating to the impression of subjectivity.

Even though extant research provides invaluable critical insight into the
arrival of modernism and rupture with the earlier modes of representation,
it remains largely mute about the significance of 1910 in Britain’s political
history and national discourse. Since Woolf proposed the change in
human character in retrospect, she could be especially perceptive to a
reconfiguration of the British political landscape, which happened between
1910 and 1924, and installed the Labour Party in government. Additionally,
Woolf’s endorsement of a different representation of character testifies to
a contemporary shift in national discourse, marked by the emergence of an
introspective type of subjectivity. In what follows, this article contextualizes
national discourse in the historical moment of 1910 and beyond, and
considers the pertinence of political change to that in human character.

Continuity and change of national discourse

National discourse has been the subject of a number of identity studies
that appeared in the 1990s and early 2000s. Among the more seminal
interventions, one should mention Literary Englands: Versions of
“Englishness” in Modern Writing (1993) by David Gervais, Landscape
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and Englishness (1998) by David Matless, Englishness and National
Culture (1999) by Anthony Easthope, Identity of England (2002) by
Robert Colls, and The Making of English National Identity (2003) by
Krishan Kumar. Collectively, these studies seek “to define a national
style”, as fuzzy as such a category may be (Mandler, 2001: 120). In
The Politics of Englishness (2007), Arthur Aughey has lifted the idea of
national identity to a level where it becomes at once the intrinsic and
mutable quality of a political process. In his words, “Englishness is
indeed a construct, though not a product of the moment, and its political
arrangements are not permanent fixtures, but ones that are modifiable by
circumstance and by will” (Aughey, 2007: 10). Aughey avoids searching
for Englishness in “the discussion of absolutely everything” (Aughey,
2007: 6). This approach implies that national discourse can be gleaned
from Britain’s political history.

British national discourse has its origins in the political enterprise
to forge a British state, a United Kingdom, which reaches back to the
1707 Act of Union between the Kingdom of England and Kingdom of
Scotland. Since its gestation, the British state has retained a stronghold
in England, which, being the largest, most populous, and economically
dominant part of the UK, has taken on the role of a normative linchpin for
things British, be it the royal family, British English, British citizenship,
or — historically — Protestantism and the British Empire. Perhaps,
following the rise of Scottish and Welsh nationalisms in the late 1980s,
the “consciousness of Britain” is no longer “predominantly English”
(Grainger, 1986: 53). However, despite the devolutionary processes in
Scotland, Wales, and Northern Ireland, English attitudes prevail over
Scottish and Northern Irish sentiments, as became evident in the Brexit
referendum of 2016 (“UK Votes”, 2016). English hegemony inflects
British national discourse and “serves the integrity, continuity, and power
structures of the British polity” (Shadurski, 2020: 182).

Burkean conservatism lies at the foundation of British national
discourse. Formulated by Edmund Burke in his Reflections on the
Revolution in France and on the Proceedings in Certain Societies in
London Relative to That Event (1790), this ideology denigrates revolution
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and foreign influence, while at the same time upholding English
institutions as guarantors of liberty. Burke valorised continuity, inscribed
in Magna Carta and the 1689 Bill of Rights, and opposed the prospect of
any disruptive change: “By this unprincipled facility of changing the state
as often, and as much, and in as many ways as there are floating fancies or
fashions, the whole chain and continuity of the commonwealth would be
broken. No one generation could link with the other. Men would become
little better than the flies of a summer” (Burke, 1983: 193). Burke’s
investment in continuity and generational links signals an important
organizing principle of national discourse. This principle overlaps with
what is known as Whig historiography, a version of history in which
social progress equals a slow and halting working-out of long-lasting
emancipatory reforms, rather than revolutions (Shadurski, 2020: 33).
Founded on Burkean conservatism, national discourse allows a degree of
innovation, as long as the continuity of existing power structures remains
unchallenged.

The year 1910 marked a milestone in the transformation of British
national discourse. In The Condition of England (1909), Charles
F. G. Masterman provides a longer-term perspective on the ongoing
process, diagnosing it through reference to the English landscape. He
observes: “A few generations ago [...] England was the population of
the English countryside: ‘the rich man in his castle’, ‘the poor man at
his gate’; the feudal society of country house, country village, and little
country town, in a land whose immense wealth still slept undisturbed. But
no one today would seek in the ruined villages and dwindling population
of the countryside the spirit of an ‘England’ four-fifths of whose people
have now crowded into the cities. The little red-roofed towns and
hamlets, the labourer in the fields at noontide or evening, the old English
service in the old English village church, now stand but as the historical
survival of a once great and splendid past” (Masterman, 1909: 13). For
Masterman, modernity has triggered the curtailment of aristocrat-peasant
relationships, manifest in the decomposition of age-old certainties.
Recorded on the eve of 1910, his anxiety laments the continuing change
in the political landscape.
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Unlike Masterman’s, Woolf’s view of the scale of change takes on a
less minatory and somewhat more precocious dimension. In “Mr. Bennett
and Mrs. Brown”, she admits: “All human relations have shifted — those
between masters and servants, husbands and wives, parents and children.
And when human relations change there is at the same time a change in
religion, conduct, politics, and literature. Let us agree to place one of these
changes about the year 1910” (Woolf, 1924: 5). Written from the vantage
point of 1924, Woolf’s overview of a wholesale social shift registers a
reconfiguration of the British political landscape that took more than a
year to complete. Between 1868 and 1918, the UK Liberal Party ruled the
country almost single-handedly, carrying the banner of continuity in the
name of the freeborn Englishman. However, the Liberals hit a dead end
in 1910, when they could not act convincingly on the limitation of upper-
class privilege, Irish Home Rule, women’s rights, and the creation of a
welfare state. In The Strange Death of Liberal England (1935), George
Dangerfield demonstrates the remit of the party’s crisis in 1910: “before
them stood a barrier of Capital which they dared not attack. Behind
them stood the House of Lords” (Dangerfield, 1997: 21). Still failing to
enfranchise all women over the aged of 21 in 1918, the Liberals stayed
in office as part of a coalition government. Eventually, they were voted
out in 1924, when, following the seismic gains at the ballot box between
1910 and 1924, Labour obtained a parliamentary majority and assumed
government (Shadurski, 2020: 34, 98).

However, the Liberals’ demission did not pose a significant challenge
to British national discourse. In Red Flag and Union Jack: Englishness,
Patriotism and the British Left, 1881-1924 (1998), Paul Ward shows
that Labour espoused the parliamentary system of government as “the
sole legitimate vehicle for the advance of socialism” (Ward, 1998: 5).
Additionally, the party relied heavily on the vocabulary of continuity,
which allowed them “to brand anarchism, Marxism and syndicalism as
foreign” (Ward, 1998: 197). In this context, Woolf’s appreciation of a
thoroughgoing social shift was largely sanguine, while British national
discourse proved highly robust and adaptable to a new political landscape.
Yet an inchoate leftward turn in British politics enabled Woolf to identify
1910 as a watershed in the representation of character.
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Character and national discourse

Further to referencing the year 1910, Woolf invested change in
“human character”. Her choice of words evokes the English character, an
idiom commonly used by British writers and commentators between the
late nineteenth and the first half of the twentieth century. In The English
National Character: The History of an ldea from Edmund Burke to Tony
Blair (2006), Peter Mandler has established that the idiom of character
emerged in the work of nineteenth-century public moralists. John Stuart
Mill, Thomas Carlyle, John Ruskin, and Matthew Arnold had come to
think of their audiences in terms of a “psychologically homogeneous
unit”, the “nation” (Mandler, 2006: 26). With the expansion of public
education and readership in the late nineteenth century in Britain, the
English character supplied a model for moderation, inventiveness,
reasonableness, and confidence in British imperial superiority. However,
the failures of Britain’s civilizing mission in South Africa and Ireland
refocused the idiom of character from the bombast of empire to the
domesticities of daily life; in other words, the character of an outgoing
Great Briton morphed into that of an introspective Little Englander. The
First World War renewed the relevance of the English character to the
unity of the British nation in times of turmoil. The interwar years saw a
resurgence of self-celebratory accounts of British exceptionalism: unlike
his European counterparts, the Englishman shunned extremes and stood
for liberty (Shadurski, 2020: 41, 43-44).

In her assessment of how ‘“human character changed”, Woolf
transcribes at once a familiarity with national discourse and an intention
to overcome it. She opens her essay by illustrating the change through the
character of a cook: “The Victorian cook lived like a leviathan in the lower
depths, formidable, silent, obscure, inscrutable; the Georgian cook is a
creature of sunshine and fresh air; in and out of the drawing-room, now
to borrow The Daily Herald, and now to ask advice about a hat” (Woollf,
1924: 5). Shown to arise from her subterranean existence, Woolf’s cook
assumes increased social visibility, alongside a whole domestic sphere
which she represents. Since Woolf allows the cook to embody change,
she not only transgresses extant hierarchies of representation, but also
dissents from national discourse, centred on a privileged middle-class
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male character. In his pre-Revolution article “Can the Bolsheviks Retain
State Power?” (“Uderzhat li bol’sheviki gosudarstvennuiu vlast’”, 1917),
Vladimir Lenin also uses the example of a cook to explain the aspirations
of a proletarian government: “We know that any unskilled worker and
any cook are not yet able to take on the task of administering a state. [...]
We demand that training in the work of state administration should be
conducted by class-conscious workers and soldiers and that this training
should begin immediately [...]” (Lenin, 1969: 315). Despite becoming
a proverbial slogan that “Every cook must learn to administer a state”,
Lenin’s original remark stipulates a condition in which, regardless of
their class and gender, all workers receive representation in a Bolshevik
state. In Lenin, the cook epitomizes the outcome of a revolution and a
beginning of a new political and socioeconomic order. In Woolf, the cook
only initiates a long and halting process of emancipation. She stands in
a complex dual relationship to national discourse: her emergence both
challenges and ensures the continuity of the British state.

Woolf’s response to national discourse presupposes the suspension of
certainties pertaining, primarily, to gender, status, and class. Woolf draws
on the diminishment of the British imperial project, urging the novelists
“to express character — not to preach doctrines, sing songs, or celebrate the
glories of the British Empire [...]” (Woolf, 1924: 9). Mrs. Brown, the central
character of Woolf’s essay, marks a break in the representation of character,
precisely because she exists in experience, rather than being modelled on
a type. Her introspection signals an affinity with the English character; yet
unlike the idiomatic Englishman, Mrs. Brown does not epitomize either
a Great Briton or a Little Englander. She has no membership of a men-
only club and partakes of no “‘God-given’ mission” of the British Empire
(Kumar, 2003: 196); her class belonging is a matter of conjecture and
shifting circumstance. Through Mrs. Brown, Woolf abandons the idiom
of character and renegotiates national discourse. Her representation of
character commits itself to a more diverse human subjectivity.

Conclusion and coda: 2020 and British exceptionalism

For Woolf, 1910 witnessed a major shift in the representation of
character. Woolf’s political insight permitted her to associate that
shift with an incipient direction in British politics, which resulted in
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the first Labour government in 1924, the year when “Mr. Bennett and
Mrs. Brown” was published. The reconfiguration of the British political
landscape occurred simultaneously with electoral reform and other
emancipatory movements, which put pressures on national discourse and
the idiom of character. Woolf treated both with ambivalence, utilizing
each as a point of reference and rupture. Her characters of a cook and
Mrs. Brown not only arise from under the weight of the middle-class
male-dominated English character, but also break free from its nuanced
hierarchies and privilege. This ambivalence leads back to the discursive
idea of continuity as a gradual and long-lasting process of emancipation.
At the same time, the new subjectivity of Woolf’s characters purports to
embrace a wider range of human features than the stratifying constraints
of national discourse could allow.

Woolf’s politically motivated humanization of character retains acute
significance nowadays. When Boris Johnson, the UK Prime Minister,
announced the closure of pubs, clubs, and restaurants in response to the
COVID-19 outbreak, he re-invoked the clichés of the English character:
“We’re taking away the ancient, inalienable right of free-born people of
the United Kingdom to go to the pub. [...] I know how difficult it is, how
it seems to go against the freedom-loving instincts of the British people”
(quoted in O’Toole, 2020). In emphasizing liberty as an ancient birth right,
Johnson’s address not only elides a whole political history of emancipation
in Britain, but also ignores the fact that a large portion of British population
were born outside the UK. This stance bespeaks an unfortunate failure to
desert national discourse and look beyond British exceptionalism to a wider
humanity. Human character may have changed “on or about December
19107, as Woolf asserted. However, the trappings of British national
discourse, including the idiom of character, remain in place in 2020.
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AHoTauis
M. llapypcebkuii. Koou «1roacbKkuil Xapakrep 3MiHMBCSD):
1910 pik i HauioHAJBLHUH AUCKYPC

VY cBoemy ece «Mictep benner i Miccic bpayn» (1924) Bipmxkunis Bynd
CTBEPIKYE, O «IPUOII3HO Bix rpyaHs 1910 poxy MONCHKUI XapakTep 3MiHUB-
csi». Lle BijioMe BUCIIOBIIIOBaHHS CTAJIO IIPOBICHUKOM MOYATKY €IIOXH MOAEPHI3-
My B aHIJIHCBHKIiH JiTepaTypi Ta MHCTENTBI, Mi3HIIIE — ICTOPHIHUM MapKepOM.
ITpore, mpobnemaruka 1poro ece Bynd He BuUepIyeThes JiTEpaTypO3HABIUM
YM MHUCTEITBO3HABUUM KOHTEKCTOM. He 3Bakaroun Ha YMCENBHICTH IHTEpIIpe-
TaliiHNX, 6iorpadiuHMX Ta iICTOPUYHHX Mpallb, HAYKOBII HE Opajy 10 yBaru
BIDIMB MOJITHYHOI icTopii BemukoOpuraHii 1 HaI[iOHATBHOTO AUCKYpPCY Ha IIE
TBepKeHHs miucbMeHHui. Ockinbku Bynd BuzHauna 3MiHu y 300pakeHHi Xa-
pakTepy peTpOCHEKTHBHO, ii BHCIOBIIOBAHHS BKa3y€e HA 3MIHH B IOJIITUIHOMY
nmannmadri BemukoOpuTtanii, mo BinOyBammcs mixk 1910 Ta 1924-mMu pokamu i
TADH 3a co00r0 mpuxin 10 Biaaau Jleibopucrcrkoi maptii. OKpiM OO, CXBa-
neHHs Byn¢ mono iHmoro 306pakeHHS XapakTepy CBITYHUTH PO 3MiHY aKIIEH-
TiB y HaIlOHAIEHOMY IHCKYpPCI TOTO Yacy, KOTPUH MPOSBUBCS y IMOSIBI iHTPOC-
MEKTUBHOTO TUITY Cy0’€KTUBHOCTI. JlaHa CTaTTs IPOIIOHY€E KOHTEKCTyaIbHE PO-
YHTaHHS TBepyKeHH Bynd Ha ictopnanomy T 1910-x pokiB, 6epyun 10 yBaru
B33a€MO3B’SI30K 3MIHU XapakTepy 3 MONITHYHUMH TpaHC(OpPMAaLisIMH TOTO dacy.
Criepiiry aBTOp CTarTi aHaJIi3ye, SIK HAMIYE€HHUH Mepexif 10 MPaBIiHHS JIBUX CHIT
B OpHuTaHCHKi# momiThIli 103BoMB Bynd moznagwntu 1910-ii pik sk Bomoain y 30-
OpakeHHI XapakTepy. ABTOpP CTBEpXKYE, 110 OPUTAHCHKUI HalllOHAIBHHUH JTUC-
Kypc 3 HOT0 1/1e€10 KOHTHHYJILHOCTI OpUTAaHCHKOT JiepKaBH OJJHOYaCHO OOMEX-
ye 1 Kataiizye ciocobu 300pakeHHs. 30KpeMa, aBTOpP 30CEPEIKY€ETHCS HA TOMY,
HaCKUIBKH IBOICTHMH € XapaKTepH, CTBOPEHI CaMOI0 MICEMEHHUIIEIO, — KyXapKa
i miccic BpayH — no BiHOIIEHHIO O HAILlIOHAIBLHOTO AMCKYpCY. Y 3aKIIOYHIN
YaCTHHI CTATTi aBTOP JOXOOUTH BUCHOBKY, 110 By} nepeocmuciroe HamioHa b-
HUH TUCKYPC 1 CTAaBUTH 300pa’keHHS XapaKTepy B 3B 530K 3 PI3HOMAHITTSM JIIOA-
CBKOT Cy0’€EKTHBHICTI.

Kurouosi ciioBa: xapakrep, 300paykeHHsI, HAIOHATBHUHA TUCKYPC, TOTITHY-
Ha ictopis BemukoOpuranii, Bipmxunis Bynd, 1910 pik.

AHHOTALMSA
M. lapypckuii. Korna «4enoBeyeckuii XapakTep U3MeHUJICSD):
1910 ron ¥ HAMOHANBLHBIN AUCKYPC
B cBoem acce «Muctep benner m muccuc bpayn» (1924) Bupmxwuaus
Bynd 3asBmna, uro «rme-to B gekadpe 1910 roma yemoBedeckuid XapakTep
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HU3MEHWICS». DTO 3HAMEHHUTOE BBICKA3bIBAHUE MPEIBECTUIIO HAUaI0 3MOXU MO-
JIEpHU3Ma B aHIIMHACKOM JIMTEpaType U UCKYCCTBE, a TAKXKE BIIOCIICACTBUH CTa-
JIO CIIY’KUTh XPOHOJOTHYECKUM MapkepoM. OxmHako mpobiemsl scce Bynd ne
HCUEPIIBIBAIOTCS JIUTEPATYPOBETIECKUM U UCKYCCTBOBEAUECKUM KOHTEKCTOM, U
HECMOTPS Ha OOWJIME MHTEPIPETAMOHHBIX, ONOTpadUIeCKUX U UCTOPHUISCKUX
paboT OTCYTCTBYET MOHMMAHHUE BIMSHHSA NOJIUTHYECKOH McTOopuu BenmnkoOpu-
TaHUHM ¥ HALIMOHAJBHOTO JUCKypca Ha 3asBlIeHHE MucaTedbHUIL. [lockonbky
Bynd onpenenuna u3mMeHeHne B H300paXeHUN XapakTepa B PETPOCIECKTUBE, €€
BBICKA3bIBAHHE CBHUJICTEIHCTBYET O MEHSIOIEMCS TOJIUTHYECKOM JaHamadre B
Benukobpuranuu, kotopoe umesno mecto Mexay 1910 u 1924 ronamu u Biekio
3a coboit mpuxon JlelibopucTckol mapTuu K Biactu. [lomumo 3Toro, ogodpeHne
Byn¢ nroro n3obpakeHus xapakrepa TOBOPUT O COBPEMEHHOM €H CIIBUTE B Ha-
LUOHATBHOM JIUCKYpCE, KOTOPBIA COMPOBOXKIAJICS MOSBICHUEM UHTPOCIIEKTUB-
HOTO THIIAa CyOBEKTHBHOCTHU. JlaHHAs CTaThsl OCYLIECTBIISICT KOHTEKCTYaJbHOE
mpouTeHue 3aspieHus Byng Ha ucropmueckoM done 1910-x romos, obparmas
BHUMAaHHE Ha B3aUMOCBS3b M3MEHEHMH XapakTepa ¢ MOJIUTUYECKHUMH IepeMe-
Hamu. CTaThsl aHAIM3UPYET, KAK HAMETUBILIHICS IIEPEX0]] K MPaBICHUIO JIEBOTO
TONIKa B OpUTAHCKOM monmuTHKe mo3Bonwit Byiad obosznaunts 1910 rox B kaue-
CTBE Bozlopaszena B n3o0paxeHun xapakrepa. O0cyxaaercs 10, KakuM 00pazom
OpUTaHCKHI HAIMOHAIBHBIA JUCKYPC, POKYCHPYIOMINIACS Ha MIee IPEEMCTBEH-
HOCTH OpPHTaHCKOTO TOCYJapcTBa, OJHOBPEMEHHO OTPAaHMYMBACT M KaTaJHM3H-
pyet crocoObl n3o0pakeHusi. CTarhs MOKa3bIBAET, YTO XapaKTepbl, CO3/1aHHbIE
camoii Byn¢, — xyxapka u muccuc bpayH — HaXoaSTCsl B CJIO)KHOM JIBOIICTBEH-
HOM OTHOIICHHH K HAIIHOHAJIBHOMY JHCKypcy. B crarbe 3akimtogaercst, uro Byng
NIepEOCMBICITBACT HAIIMOHAJIBHBINA JUCKYPC, CTaBsi M300paKCHUE Xapakrepa B
HEpa3phIBHYIO CBSI3b C MHOTOOOPa3HeM YelIOBEUECKON CyObEKTHBHOCTH.
KaroueBble ciioBa: xapakrep, H300paskeHne, HAMOHAIBHBIH AUCKYPC, I10-
nuTuaeckas ucropus Benukodpurannu, Bupmxunus Byid, 1910 rox.

Abstract
M. Shadurski. When “Human Character Changed”:
1910 and National Discourse
Virginia Woolf famously asserted that “on or about December 1910 human
character changed”. Featured in her essay “Mr. Bennett and Mrs. Brown”, this
assertion heralded the advent of modernism in the history of British literature
and art; it also provided a useful chronological protocol in modernist studies.
However, Woolf’s choice of year (1910) and subject (character) surpasses both
its literary and art historical contexts. Even though extant research provides
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invaluable critical insight into Woolf’s essay, it remains largely mute about the
significance of 1910 in Britain’s political history and national discourse. Since
Woolf proposed the change in human character in retrospect, her assertion
testifies to a reshaping of the British political landscape, which happened between
1910 and 1924, and installed the Labour Party in government. Additionally,
Woolf’s endorsement of a different representation of character overlaps with
a contemporary shift in national discourse, marked by the emergence of an
introspective type of subjectivity. This article provides a contextual reading of
Woolf’s assertion against the period’s historical background, and considers the
pertinence of political change to that in human character. It examines how an
inchoate leftward turn in British politics permitted Woolf to identify 1910 as
a watershed in how character was represented. This analysis is followed by a
discussion of how British national discourse, with its emphasis on the continuity
of the British state, at once limits and catalyses the representation of character,
which becomes evident in Woolf’s portrayal of a cook and Mrs. Brown, who
stand in a complex dual relationship to national discourse. The article contends
that Woolf renegotiates national discourse, and her representation of character
commits itself to a more diverse human subjectivity.

Keywords: character, representation, national discourse, British political
history, Virginia Woolf, 1910.
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