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THE TRANSFORMATION OF ARCHETYPES
OF THE CHILD AND HOME
IN THE NOVEL NUTSHELL BY IAN MCEWAN

Abstract

The article deals with the transformation of archetypes of
the child and home in the novel Nutshell by I. McEwan. The
purpose of the article is to consider the transformation of
archetypes of the child and home in the novel Nutshell by
I. McEwan with a focus on the individual author’s interpretation.
The comprehensive research methodology has been used in the
work: the synthesis of the comparative historical method, holistic
analysis, elements of mythopoetic and hermeneutic methods.
Poststructuralist approaches are taken into account, as well as the
“close reading” technique. The article traces the trends in the
literature of the 21st century, filling the archetypes of the child and
home with new characteristics. The image of the child under
consideration is an embryo; besides, the foetus is the narrator. The
reinterpretation of the archetype of the father, whose image is
associated with the motif of mentorship and wisdom and is an
extremely important figure in the mythopoetic locus of the house,
is analyzed. It should be emphasized that although during the main
plot time the child is still in the mother’s womb, it asks questions
about its identity, reflects on personal responsibility for what is
happening in the outside world. The author’s original methods of
metaphorizing the house are analyzed. It has been determined that
the mother’s womb is a closed space that is, to some extent, a
home for the baby for nine months. The narrator has many epithets

LIS RT3

for his temporary home: “a confinement”, “a castle”, “a nutshell”,

29 (13 2 13

“a grave”, “a sea”, “an ocean”. Another image of the house is

9
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considered — “a family nest”, inherited by the father of the embryo.
It is especially worth noting that this image also has a great
innovative significance, as it is the symbol not of unity, but of the
family destruction; at the same time, it creates an atmosphere
where events take place. At the beginning of the 21st century,
using the example of the novel Nutshell, we observe a certain
transformation of home: this is no longer a building familiar to
understanding, but it is a mother’s womb. The author’s intentions
are aimed at revealing the tragic side of modernity, when not even
immediately after the birth, but even right in the state of the
embryo.

Keywords: lan McEwan, archetype, child, home, motif,
image, existential, metaphor.

AHoOTAIISA

CrarTs npucBsdeHa Tpanchopmarii apxeTUriB JUTHHE Ta
Oynunky B pomani [. Max’roena «['opixoBa mkapmymay». Mera
CTaTTi — pO3MISAHYTH TpaHCQOPMAII0 apXETUIIB JUTHHA Ta
OyOIMHKY B IIbOMYy pOMaHi B I1HIWBITyaJbHO-aBTOPCHKOMY
TPaKkTyBaHHI. ¥ POOOTI BUKOPHUCTAHO KOMIUIEKCHY IOCIiIHHUIBKY
METOJIOJIOTIIO:  CHHTE3  TOPIBHSJIBHO-ICTOPUYHOTO  METO.Y,
LLTICHOTO aHaizy, €JIEMEHTIB MioroeTHIHOTO Ta
repMEHEBTUYHOTO METOJIB. BpaxoByBanucs
MOCTCTPYKTYPATICTCHKI MiJIXO0/IH, a TAKOK TexHika “close reading”.
VY craTTi npocTexeHo oJIHy 3 TeHAeHi# miteparypu XXI cTomiTTs:
HAllOBHEHHS  apXeTUMiB  JWUTHHM Ta  JOMa  HOBHMH
xapakTepucTukaMu. Posrmsmaerees o0pa3 AUTHHU — 1€ eMOpioH,
JI0 TOTO X BiH € omoBijadeM. [IpoaHanizoBaHO MEPEOCMUCIICHHS
apxetuny Oartpka, o0pa3 SKOro TIOB’SI3aHMH 3 MOTHBOM
HACTaBHUIITBA, MYAPOCTI 1 € Ha/3BUYAHHO BaXKIUBOI (iryporo y
MigormoeTnaHOMY JIOKycl OynuHKy. CIiJi MiJIKpecauTH, Mo Xo4a
MPOTSTOM OCHOBHOT'O CIOKETHOI'O 4acy AWTHHA IepedyBae Iie B
yTpoOi Marepi, BOHa CTaBUTh NMUTAHHS NPO CBOIO 1JCHTUYHICTH,
PO3MIPKOBYE TpPO OCOOUCTY BIAMOBINANBHICTE 3a Te, IO

10
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BiOYyBa€ThCS y 30BHIIIHBOMY CBiTi. AHANI3YIOThCS OPUTiHAJIBHI
puifoMu aBTopa Metadopuzarii OynuHKy. BuszHadeHo, mo yTpoda
MaTepi — 1€ 3aMKHYTHH MPOCTIpP, AKUHA TPOTITOM JeB’ATH MICSIIiB
€, TEBHOI0 Mipolo, OyIMHKOM JJisi HEMOBIATH. Y OMNOBijava €
0e3mid emiTeTiB AJI CBOr0 TUMYACOBOTO TMPHUTYIKY: «TEMHHIISD»,
«3aMOK», IIKApIyTay, «IIOXOPOHHUI Maropo», «Mope», «OKeam».
Posrnsmaerbes e onuH 00pa3 OyJIWHKY — pOJIOBE THI3NO, SKE
micTalocst |y cmajgok 0atbky emOpioHa. OcoOimBO  BapTo
3a3HAYUTH, OO0 1€ 00pa3 TaKoX MAae BeIWYe3HE HOBATOPCHKE
3HAUCHHS Yy POMaHi, OCKIJIbKH CTa€ CHMBOJIOM HE 3TypTyBaHHS, a
py#Hamii c¢iM’i; OJHOYaCHO BIH CTBOpPIOE arMocdepy, JHe
BimOyBatoTbcsa monii. Ha mowatky XXI cromiTrs Ha mpukmami
poMaHy «Y MIKapiyIi» MH CIIOCTEpITraEMO MEBHY TpaHC(hOpMaIlito
OyAMHKY: 1I¢ BXE HE 3BHYHA OYMIBIS, a MaTCpHUHCHKE JIOHO.
ABTOpPCBKI 1HTEHII crpsiMOBaHI Ha PO3KPUTTS TparidyHoro OOKy
CY4YacCHOCTI, KOJIK Tparemist OyTTs BIUyBAEThCS JIFOJUHOIO HABITH
He BiJIpa3y Micisl HApOJHKEHHS, a 1€ B CTaHi 3apojIKa.

KarouoBi caoBa: len Mak'toeH, apxeTun, IWTHHA,
OyJIMHOK, MOTHB, 00pa3, eK3UCTEHIIisl, MeTadopa.

Introduction

The work of the modern British writer lan McEwan
attracts the attention of many literary critics (Drozdovskyi, 2012;
2013; Kushnirova, 2017; Maikovska, Malyshevska, 2020; Shuba,
2009, Finney, 2004, Miller, 2016). lan McEwan is the winner of
several literary awards, the author of fifteen novels, many short
stories, oratorios and screenplays. His innovation in style, new
forms in the description of problems of love and friendship, family
and children, existential motifs could not fail to attract the attention
of researchers. The novel Nutshell tells us about treacherous
betrayal of John’s wife and brother, about an insidious plan of
murder and its implementation. The narrator is a nine-month-old
foetus who hears everything from his mother’s womb and realizes
what is happening. It is not surprising that in literary circles this

11
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novel has not gone unnoticed (Ishimbaeva, 2019; Mars-Jones,
2016; Lushnikova, Osadchaia, 2018, Svetlovich, 2019).
G. Ishimbaeva’s article is devoted to the study of the
transformation of Shakespeare’s story about Hamlet in the novel
Nutshell (Ishimbaeva, 2019). In the article “The Ironic Mode in the
Modern Existentialist Novel”, G. Lushnikova and T. Osadchaia
analyze a number of novels by English-speaking authors, including
the novel Nutshell by I. McEwan, and note that an ironic mode of
the narration is skillfully used by the author to pose existential
problems. (Lushnikova, Osadchaia, 2018). According to
Y. Svetlovich (“I. McEwan’s novel Nutshell: Intertextuality as a
Content Resource of the Work™), the novel is an excellent example
of a postmodern experiment with narrative and intertext
(Svetlovich, 2019). However, despite the fact that a fairly wide
range of researchers have analyzed various aspects of the novel
Nutshell, the transformation of archetypes of the child and home
has not been previously considered in it. The motifs of the child
and home are fundamental archetypes both at the psychological
and general cultural levels. In lan McEwan’s novel, these images
are associated with an unusual interpretation: the child has not yet
been born, and the locus that performs the function of home is his
mother’s womb.

The purpose of the article is to consider the transformation
of archetypes of the child and home in the novel Nutshell by
I. McEwan with a focus on in the individual author’s interpretation.

Methodology and Methods

The comprehensive research methodology has been used in
the work: the synthesis of the comparative historical method,
holistic analysis, elements of mythopoetic and hermeneutic
methods. Poststructuralist approaches are taken into account, as
well as the “close reading” technique.

Results and Discussions

The child and home in the world literary and artistic

practice, as a rule, are in a correlative connection. The concept of

12
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home at an implicit level is closely related to the child, since
“home” implies domesticity, the presence of family ties between
parents and children. The archetype of a child in the world culture
presupposes the features of sacredness (the “baby-god”, “baby
Jesus”); this symbol is the focus of purity, and hopes for the future
are associated with it. The main symbolic levels of realization of
the child archetype in a literary work become a divine child, child-
hero, an orphan child, a person with childish facial features or
behavior, and in the 20" century, the image of “a monstrous child”
appears. McEwan’s main character is an unborn child. As
G. Ishimbayeva rightly notes, this is not a new character in
literature, but earlier, infancy was only a plot exposition of the
main plot about a maturing person who judges civilization
(Ishimbaeva, 2019). In an interview with Michael W. Miller, lan
McEwan explains how the idea for an unusual narrator has come
about, “The idea for the extremely unusual narrator of Ian
McEwan’s new novel “Nutshell” first came to him while he was
chatting with his pregnant daughter-in-law. “We were talking
about the baby, and | was very much aware of the baby as a
presence in the room,” he recalls. He jotted down a few notes, and
soon afterward, while he was daydreaming during a long meeting,
the first sentence of the novel popped into his head, “So here | am,
upside down in a woman” (Miller, 2016). Thus, the author believes
that the embryo has a number of advantages, “He can get into the
most intimate spaces, overhears everything, sees nothing, has to
infer a great deal and can abandon himself to speculation about the
world he or she is about to join” (Miller, 2016).

In the novel under investigation, the image of the child is a
nine-month-old embryo, and besides, he is a narrator. The novel
begins with the words, “So here I am, upside down in a woman”
(McEwan, 2016). Thus, a reader is immediately confronted with an
unusual narrator. The unborn child, while in the womb, listens to
the smallest details of the plan to kill his father. And the killers are
his mother, Trudy, and his father’s brother, Claude. According to
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G. Ishimbaeva, the Shakespeare Code is indicated from the very
beginning, since the title of the novel uses a metaphor from the
tragedy, taken as an epigraph, “Oh God, I could be bounded in a
nutshell and count myself a king of infinite space — were it not that
I have bad dreams” (Ishimbaeva, 2019). She comes to the
conclusion that the novel Nutshell is an original author’s text,
through which separate storylines and images of Hamlet shine
through (Ishimbaeva, 2019).

The reader learns from the narrator learns that the action
takes place in London in a house on Hamilton Terrace, which was
inherited by child’s father, John Cairncross. His wife, Trudy,
thinks he is a failed poet, and he “runs an impoverished publishing
house” (McEwan, 2016). The narrator, analyzing what they say
about his father, perceives him as a large man (“a big man”, “a
large, large-hearted man”, “a giant with thick black hair on mighty
arms”), and a magnanimous person: “Born under an obliging star,
eager to please, too kind, too earnest, he has nothing of the
ambitious poet’s quiet greed”. At the same time, he emphasizes his
father’s defenselessness in front of circumstances, fate and people:
“My father by nature is defenceless” (McEwan, 2016). John does
not live with Trudy at her request to sort out their relationships, so
he rents rooms in Shoreditch. The reader will also learn from the
conclusions of the foetus how his mother looks like: “her hair is
‘straw fair’, that it tumbles in ‘coins of wild curls’ to her ‘shoulders
the white of apple flesh’, because my father has read aloud to her
his poem about it in my presence”, “my mother’s eyes are green,
that her nose is a ‘pearly button’”, “her skin is damply pink, fine
hairs have sprung free of her braids and are backlit into brilliant
filaments by the ceiling lights” (McEwan, 2016). Trudy does not
love John for a long time; she has a lover, and this is her husband’s
younger brother, Claude. He is a property developer by profession,
and although he seems to have more money than his brother, he
decides to kill John because of the house that his older brother has
inherited. The child-narrator is indignant when his uncle comes to
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his mother; he considers the man as a stupid and an insignificant
person: “the dull-brained yokel”, “dull to the point of brilliance,
vapid beyond invention, his banality as finely wrought as the
arabesques of the Blue Mosque”, “that stale, uncertain voice”
(McEwan, 2016). G. Ishimbaeva is absolutely right noting that
comparative description of brothers John and Claude is based on
the Shakespearean principle of opposing the nobility of one to the
meanness of the other (Ishimbaeva, 2019).

In her article, G. Ishimbayeva mentions that the narrator is
marvelously educated; the names of Joyce and Eliot, Donne and
Hobbes, Virgil and Montaigne, Plato and Kant, Beethoven and
Schubert, Schoenberg and Stravinsky, Einstein and Barth emerge
in his stream of consciousness. He knows French and Latin;
understands wines like a sommelier; masterfully uses
musicological terms glissando, vibrato, andante; invents exquisite
definitions (Ishimbaeva, 2019). The narrator himself explains his
erudition by the fact that, together with his mother, he listens to
news, analytics and disputes, Internet podcasts and audio CDs:
“Know Your Wine, in fifteen parts, biographies of seventeenth-
century playwrights, and various world classics” (McEwan, 2016).
Even in the middle of the night, the foetus can wake up his mother
for information, and she turns on the radio, and “we are both better
informed by the morning” (McEwan, 2016). Thus, the narrator
listens, analyzes, reflects and, as he himself expresses it, “makes
mental notes”.

As it mentioned above, home implies the existence of
family ties between parents and their child. For the foetus, the most
important thing is a family; although he has not yet been born, he
realizes that he needs the love of two parents: “And I love and
admire you both. What I’m saying is, I'm fearful of rejection”
(McEwan, 2016). The narrator loves his mother very much, despite
the fact that she is plotting the murder of another person close to
him: “And I love her — how could I not?”, “and mine is to a
mother’s love and is absolute”, “Still love her? If not, then you
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never did. But I did, I did. I do”, “the mystery of how love for my
mother swells in proportion to my hatred” (McEwan, 2016). The
foetus feels joy when his father comes to them: “My father comes
by the house from time to time and I’'m overjoyed” (McEwan,
2016). Undoubtedly, “father” is associated with the motif of
mentorship, wisdom, and it is an extremely important figure in the
mythopoetic locus of home, where he largely provides positively
marked codes (stability, confidence in the future, etc.) (Bondar,
2021). Unlike his uncle, the narrator perceives his father as a clever
person: “He knows by heart a thousand poems”, “Many of the
poems my father knows are long, like those famed creations of
bank employees The Cremation of Sam McGee and The Waste
Land” (McEwan, 2016). Like any child, the embryo wants to have
a complete family: “I also blend John and Trudy in my daydreams
— like every child of estranged parents, | long to remarry them, this
base pair, and so unite my circumstances to my genome”; “the
sacred, imagined duty of the child of separated parents is to unite
them” (McEwan, 2016). And now he realizes that his enemy is his
own uncle, who, for the sake of his greedy plans, destroys his
family: “Who is this Claude, this fraud who’s wormed in between
my family and my hopes?”; “His existence denies my rightful
claims to a happy life in the care of both parents” (McEwan, 2016).
The narrator urgently needs to come up with an idea on how to
destroy the criminal plans of his mother and uncle.

As the story progresses, the reader learns that John, the
embryo’s birth father, is not interested in the unborn child: “He
paid tribute to honest memory and he forgot me. In a rush towards
his own rebirth, he discarded mine”, and when a man comes with a
young poetess to Trudy with a request to leave the house, the
narrator's hopes for life with his father collapse if the mother stays
with her uncle: “if I failed to unite my parents, I might live with
my father, at least for a while. Until I got on my feet. But I don’t
think this poet would take me on — tight black jeans and leather
jacket is not maternity wear” (McEwan, 2016). In addition,
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according to the narrator, there is a double threat of the family
destruction: “The lovers, if Elodie is one, the two parties external
to the marriage, are the dual charge that will blast this household
apart” (McEwan, 2016). Knowing about the planned murder and
trying to mentally influence the situation, the foetus turns to his
father, advises him to refuse a fruit drink and declares his love for
his parents: “And I love and admire you both”, “accept your son,
hold me in your arms, claim me for your own” (McEwan, 2016).
However, the child does not feel special love even of his mother
for himself: there are no preparations for maternity, and he even
hears how she is going to hand him over somewhere: “My father
and I are joined in hopeless love” (McEwan, 2016). Only
sometimes he feels some care for himself. Refusing the third glass,
Trudy says: “I have to think of baby”, so the embryo decides that
he is loved: “she restrains herself for love of me” (McEwan, 2016).
Once she even calls him affectionately “a little mole”, but it just
happens at the moment when she persuades John to drink a
smoothie with poison (glycol), and the child wants to stop the
crime in any way and pushes her in the abdomen. However, it did
not work out, the father drank the beverage. In a cruel irony,
Cairncross loves smoothies and believes that they influence on the
extension of life: “Sometimes he brings her smoothies from his
favourite place on Judd Street. He has a weakness for these
glutinous confections that are supposed to extend his life”
(McEwan, 2016). Unfortunately, the drink became a murder
weapon. John’s surname is also associated with death. Adam Mars-
Jones in his article “In the Body Bag” mentions about it: “The
surname has a noble ring, though it is made up of two things that
can mark a grave” (Mars-Jones, 2016). First part of the surname is
cairn — “a pile of rough stones built to mark a special place, eg a
mountain top or sb’s grave” (Hornby, 1995). One more meaning of
the word “cross” is a tombstone in the form of a cross. So the
reader on a subconscious level understands that death is waiting for
John.
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The image of a child at a metaphorical level is an
expression of purity and innocence. The embryo is a priori
innocent, and the narrator defines himself: “I’m still a creature of
the sea, not a human like the others” (McEwan, 2016). However,
the narrator is tormented by doubts whether he is really innocent,
because he is aware of the upcoming crime. At first, he denies the
possibility of his guilt: “an innocent, unburdened by allegiances
and obligations, a free spirit, despite my meagre living room”, “I
speak as an innocent”, “I’m virtuous too” (McEwan, 2016). But
then he decides that maybe he is not as innocent as he seems: “I
count myself an innocent, but it seems I’'m party to a plot”, “My
mother is involved in a plot, and therefore | am too, even if my role
might be to foil it”, “Knowing everything, almost everything, ’'m
party to the crime, safe, obviously, from questioning, but fearful”,
“What sickening complicity that I should wish them success”
(McEwan, 2016).

So, the narrator knows that his mother and his uncle are
planning to kill his own father, and he tries to make plans to thwart
the conspirators. At first, he has a plan to kill himself, but then,
after thinking, he refuses this plan, since it will not solve anything.
And the foetus moves from thoughts of death to the question of
revenge: “Revenge may be exacted a hundred times over in one
sleepless night” (McEwan, 2016). However, the narrator, talking
about revenge, recalls the words of Confucius: “Before you embark
on a journey of revenge, dig two graves” (McEwan, 2016), and
understands that this will not lead to anything and he still will not
return his father in this way. Therefore, he refuses from revenge:
“I’ve absolved myself, not of thoughts, but of actions, of avenging
his death in this life or in the post-natal next. And I’m absolving
myself of cowardice. Claude’s elimination won’t restore my
father”; “And cowardly me, self-absolved of revenge, of
everything but thought” (McEwan, 2016). When the threat of the
arrest hangs over the Killers, they decide to leave, and in order to
destroy Claude, the embryo decides to come out two weeks early:
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“A forefinger is my own special tool to remove my mother from
the frame. Two weeks early and fingernails so long. | make my
first attempt at an incision” (McEwan, 2016). Having been born,
the child prevents Claude from escaping punishment, however, his
mother, unfortunately, will not escape it either. The narrator
imagines the prison cell that awaits him with his mother: “And I’'m
thinking about our prison cell — I hope it’s not too small — and
beyond its heavy door, worn steps ascending: first sorrow, then
justice, then meaning. The rest is chaos” (McEwan, 2016).

The reflections of the foetus about its identity are also
worth noticing. He himself thinks about who he is, whether a boy
or a girl, thinks about “pink” and “blue”, and he is disappointed
that the choice is so limited, although then he remembers that a
social network offers “seventy-one gender options — neutrois, two
spirit, bigender... any colour you like” (McEwan, 2016). The
narrator claims his right and the value of his identity: “I declare my
undeniable feeling for who I am”, “My identity will be my
precious, my only true possession, my access to the only truth. The
world must love, nourish and protect it as I do” (McEwan, 2016).
The time has come for the embryo to come out, and he is again
tormented by the question of who he is, “a man without his papers
who should be on the run”, “Surely, pink or blue!” (McEwan,
2016). Finally, here he is on a blue towel! The child calms down:
now he knows exactly he is a boy: “I’m looking down, with what
wonder and surmise, at the napped surface of a blue bath towel.
Blue. I’ve always known, verbally at least, I’ve always been able to
infer what’s blue — sea, sky, lapis lazuli, gentians — mere
abstractions” (McEwan, 2016). So at the end of the novel, the
reader also learns about the gender of the narrator.

Since the archetypal system is associated with a magical
principle, it is characterized not only by “wonderful”, but also
paradoxically inexplicable, internally contradictory. The motive of
a child in a literary and artistic work can carry the property of
future, as a child is a potential future (Jung, 1997). Despite the
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tragic events in the novel Nutshell, the birth of a child is symbolic
— it gives hope. G. Lushnikova and T. Osadchaia come to the
conclusion that the writer, in spite of everything, looks at the world
with optimism: for humanity, not everything is lost, a person
always has the opportunity to look at the world and himself in a
new way, break the shell and get out of the vicious circle of
alienation and suffering (Lushnikova, Osadchaia, 2018).

The image of home in the literature of the postmodern
period is not least “fueled” by archetypal motifs and it provides
interesting approaches to its metaphorization. In the novel, the
narrator is in the mother’s womb. The womb is a closed space that
for nine months is, in some way, a home for the baby. The narrator
describes his dwelling in this way: “My amniotic sac is the
translucent silk purse, fine and strong, that contains me. It also
holds the fluid that protects me from the world and its bad dreams”
(McEwan, 2016). The narrator has many epithets for his temporary
home: “a confinement”, “a castle”, “a nutshell”, “a grave”, “a sea”,
“an ocean”. In his mind, the house is both an ocean and a castle at
the same time: “turning and tumbling across my secret sea, reeling
off the walls of my castle, the bouncy castle that is my home”
(McEwan, 2016). We also learn about the size of the embryo’s
dwelling from his story: “For a long time I’ve been almost too big
for this place. Now I’m too big. My limbs are folded hard against
my chest, my head is wedged into my only exit” (McEwan, 2016).

Despite the reliability and security of his home, the foetus
sometimes gives it some names with a negative connotation; this is
mainly due to his inability to influence the situation, to prevent the
crime. At the beginning of the novel, he writes about his home as
“the ocean”, but at the same time it is a dungeon: “I remember how
I once drifted in my translucent body bag, floated dreamily in the
bubble of my thoughts through my private ocean in slow-motion
somersaults, colliding gently against the transparent bounds of my
confinement, the confiding membrane that vibrated with, even as it
muffled, the voices of conspirators in a vile enterprise” (McEwan,
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2016). Although, in fact, the narrator is in prison, he has the
opportunity to learn about the world through conversations, radio
programs etc., and he can even dream: “And I squat here sealed in
my private life, in a lingering, sultry dusk, impatiently dreaming”
(McEwan, 2016). The embryo states the following fact: “In my
confinement I’ve become a connoisseur of collective dreams”
(McEwan, 2016). The narrator, thinking about the art, compares
some artists, painters and graphic artists because of their limited
plots with children in the womb. He comes to the conclusion that
all literature and painting is a crumb in the universe: “To be bound
in a nutshell, see the world in two inches of ivory, in a grain of
sand. Why not, when all of literature, all of art, of human
endeavour, is just a speck in the universe of possible things. And
even this universe may be a speck in a multitude of actual and
possible universes” (McEwan, 2016). However, the embryonic
confinement offers a number of advantages: “In here, I dream of
my entitlement — security, weightless peace, no tasks, no crime or
guilt. ’'m thinking about what should have been mine in my
confinement” (McEwan, 2016). After all, the narrator comes to the
conclusion that his dwelling should not be considered as a prison:
“The condition of the modern foetus. Just think: nothing to do but
be and grow, where growing is hardly a conscious act. The joy of
pure existence, the tedium of undifferentiated days. Extended bliss
is boredom of the existential kind. This confinement shouldn’t be a
prison. In here I’'m owed the privilege and luxury of solitude”
(McEwan, 2016). However, despite the seeming calmness and
charm of existence, the foetus encounters a number of problems:
“Besides, in my confinement I had other concerns: my drink
problem, family worries, an uncertain future in which I faced a
possible jail sentence or a life in ‘care’ in the careless lap of
Leviathan, fostered up to the thirteenth floor” (McEwan, 2016).
The narrator even compares his dwelling with a grave: “The
womb, or this womb, isn’t such a bad place, a little like the grave,
‘fine and private’ in one of my father’s favourite poems”
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(McEwan, 2016). Thus, in a postmodern literature, a new image of
home appears — the mother’s womb, with all its contradictory
functions.

The image of home is also remarkable — as “a family nest”
inherited by John Cairncross. This image is also of great
importance in the novel, as it is a symbol of the destruction of
family ties, although, in the novel, Trudy twice calls it “the marital
home”. At the beginning of the novel, the narrator describes the
house in this way: “the house my mother lives in and I in her, the
house where Claude visits nightly, is a Georgian pile on boastful
Hamilton Terrace and was my father’s childhood home. In his late
twenties, just as he was growing his first beard, and not long after
he married my mother, he inherited the family mansion. All the
sources agree, the house is filthy... peeling, crumbling, dilapidated.
Frost has sometimes glazed and stiffened the curtains in winter; in
heavy rains the drains, like dependable banks, return their deposit
with interest; in summer, like bad banks, they stink” (McEwan,
2016). However, Claude is going to sell it for seven million
pounds. The description of the devastation of the house and the
presence of garbage occurs many times in the novel: “Some floor
tiles have gone, others are cracked — Georgian, in a once colourful
diamond pattern, impossible to replace”; “Spilling underfoot, these
are the very emblems of household squalor: the detritus of
ashtrays, paper plates with loathsome wounds of ketchup, teetering
teabags like tiny sacks of grain that mice or elves might hoard”;
“We reach the echoey bathroom, a large and filthy shambles, from
what I’ve heard” (McEwan, 2016). The cleaner resigns, and the
pregnant woman does not want to take out the rubbish; she could
ask her husband about it, but she is afraid that he will return home:
“Household duties might confer household rights” (McEwan,
2016). The embryo is indignant that his father “ousted from his
family home, his grandfather’s purchase, for a philosophy of
‘personal growth’ (McEwan, 2016). John Cairncross reminds
Trudy of their love in this house: “Our love was so fine and
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grand”; “Our love was for the good of the world”; “here in my
house, the love went on, months then years. It seemed that nothing
could ever get in its way” (McEwan, 2016). However, love has
passed and family ties are crumbling along with the house to the
horror of the unborn child. Even the house feels the approach of its
death: “It will end badly, and the house feels the ruin too. In high
summer, the February gale twists and breaks the icicles hanging
from the gutters, scours the unpointed brickwork of the gable ends,
rips the slates — those blank slates — from the pitching roofs”
(McEwan, 2016). John asks Trudy and Claude to move out, he is
determined to restore his right to his home. But, unfortunately, this
was not destined to happen: he was poisoned. When law
enforcement becomes suspicious of Trudy and Claude, they realize
it is time for an arrest and decide to leave town quickly. The foetus
distresses about the loss of the ancestral home: “This is the end; we
aren’t coming back. The house, my grandfather’s house I should
have grown up in, is about to fade” (McEwan, 2016). The image of
the house in this novel is of great importance, it creates the
atmosphere in which all the events take place. The native house
becomes “non-home” for the main character of the novel and his
mother. A distinguishing feature of “non-home” is its gradual
destruction and rubbish in it, the family breakdown, as well as the
disappearance of the highest protective power (the Wise Mentor,
the Father). In the realistic art system, in the second part of the
19th century — early the 20th century the archetypal core of home
was formed, as a rule, by a direct positive modality. For the
English culture of the Victorian period, the concept of home was
one of the central and most positive ones. At the beginning of the
21st century, using the example of the novel Nutshell, we observe a
certain transformation of home, this is no longer a building familiar
to understanding, but it is a mother’s womb. And the protagonist of
the novel loses his ancestral home in its traditional concept, and
what awaits him in the future is unknown.

Consequently, the archetypes of the child and home, while
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basically remaining the main, primary, most general image-
symbols, undergo numerous changes in their endless development.
These changes occur under the influence of historical and social
alterations and, as a result, a different general perception of the
world. But, despite the fact that archetypal images are rethought
over time, they themselves do not change in essence, and they are
passed down from generation to generation.
Conclusions

Thus, on the example of one work, the article traces one of
the trends in the literature of the 21st century — filling the
archetypes of the child and home with new characteristics. In the
novel Nutshell, the narrator of the story is an embryo. The child is
undoubtedly connected with his parents, but his mother and her
lover (also an older relative!) deprive him of his father. This image
is associated with the motive of mentoring and wisdom, and it is an
extremely important figure in the mythopoetic locus of home.
Unfortunately, the narrator cannot prevent the crime, but he does
not escape punishment: he is born at the time when his mother and
his uncle wanted to move to another city. Although during the
main story time the child is still in the womb, he is quite clever
because of listening to radio broadcasts and audio books. He
wonders about his identity, which he only learns at birth. In
addition, the foetus thinks about whether he is guilty or not. After
all, he is aware of the criminal plan of the conspirators and, even
worrying about his mother, sometimes wishes her success. The
image of home in the literature of the postmodern period is not
least “fueled” by archetypal motives and it provides interesting
approaches to its metaphorization. In the novel the narrator is in his
mother’s womb. The womb is a closed space that for nine months
is, in some way, home for the baby. The narrator has many epithets
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for his temporary home: “a confinement”, “a castle”, “a nutshell”,
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“a grave”, “a sea”, “an ocean”. Another image of the house is “a
family nest”, inherited by John Cairncross. This image also has
great innovative significance in the novel, as it is a symbol not of
unity, but of the family destruction. At the same time it creates the
atmosphere in which events take place. The native house becomes
“non-home” for the protagonist and his mother: this house is
destroyed and full of rubbish; family ties and the highest protective
power (father) are lost.

Thus, according to the author’s idea, the tragedy of being is
felt by a person not even immediately after the birth, but even in
the state of the embryo.
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Abstract

The proposed research is devoted to the analysis of Irina
Wilde's trilogy "Butterflies on Pins" ("Butterflies on Pins", 1935;
"It's Eight O'clock™, 1935; "Adult Children", 1939) in the context
of such a genre type of novel as the Bildungsroman, the dominant
content of which is a moral, psychological and social development
of the protagonist's personality. A modern, "post-modern" variant
of the classic educational novel is an initiation novel, which is
always concerned with an existential turn in the hero's
consciousness, his qualitative inner change, where the life situation
itself serves as an instance of initiation. The research methodology
involves the use of the "close reading" method — slow and careful
reading of the text.

The protagonist of the trilogy — Darka Popovych — is in
search of self-actualization; an important aspect in the process of
self-discovery, around which a lot of plot collisions are built (we
are talking about both external and internal psychological plot), is a
woman's sensual experience (discovering her own body, first
teenage eros, etc.). This is a story (especially in the second part)
about the phenomenon of teenage girl friendship, about different
types of sisterhood, which is tested, in particular, by falling in love
with the same guy.

Among the urgent problems articulated by Iryna Wilde in
the trilogy are the problem of patriarchal traditions and norms that
traumatize the girl's psyche, limit the development of a woman, as
well as the problem of the formation of nationally conscious youth,
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a new generation in general, the importance of a family atmosphere
in this process.

Focusing on the mental condition of the individual — her
inner experiences, impressions, changes in mood, feelings, and
thoughts — allows us to talk about the inclination for the writer's
creative work to the aesthetic bases of impressionism literature.
However, the fragmentarity, mosaicity of the narration is also one
of the features of the Bildungsroman, the proximity to which we
are trying to prove in this article.

Keywords: Bildungsroman, initiation, female experience,
physicality, psychologism.

AHoTanis

[IporioHoBaHa pO3BiAKa MNPUCBIYCHA aHATI3y TPHIOTIi
Ipuan Binpne «Metenukn Ha mmuibkax» («Merenukn Ha
mimibkax», 1935; «b’e BocsMay, 1935; «IloBHomiTHI miTny, 1939)
B KOHTEKCTI TaKkOro JKaHPOBOTO Pi3HOBHIY pOMaHy, SK
Bildungsroman, 3MicTOBOIO JIOMIHAHTOIO SIKOTO € MOpalbHe,
TICUXOJIOTIYHE W COIliaibHEe CTAHOBJICHHS OCOOMCTOCTI TOJIOBHOTO
repod. CydacHHM, «IIOCTMOJEPHHM», BapiaHTOM KJIACHYHOTO
pOMaHy BHXOBaHHsI € POMaH iHiialii, SKUi 3aBXKA1 TOB’sI3aHUH 3
€K3UCTEHI[IHIM TOBOPOTOM Yy CBIJIOMOCTI Tepos, HOTo SKiCHOO
BHYTPIIIHBOIO 3MIiHOIO, i€ CaMa MXHUTTEBA CUTYyallisi BUKOHYE
(YHKIII0 1HCTaHIII IOCBSIYEHHS. METOMOJIOTIS JOCHIIKESHHS
nepeabadae BUKOpHCTaHHs Metoay close reading («Omu3bKOTO
YUTAHHS» ) — MOBUILHOTO ¥ MPUCKIIUTMBOTO IPOYUTAHHS TEKCTY.

TonosHa repoinst Tpuiiorii — Jlapka [Tonosu4 — nepeOyBae
B MOIIYKY CaMOAaKTyaii3aiii; BayKIWBUM AaclleKTOM Yy MpoIieci
CaMOIi3HaHHS, JOBKOJIA SIKOTO BUOYJOBY€ETHCSI YUMAJIO CIOKETHUX
KoMzl (HaeTsCcst SK MpO 30BHIWIHIM, Tak 1 Opo BHYTPILIHIN
TICUXOJIOTIUYHHUIA CIOXKET), € )KIHOUUH YyTTEBUHA OCBIJ (BIAKPUTTS
BJIACHOTO Tijla, MepIIud NiamiTKoBUH epoc Tomo). Lle icropis
(ocobmuBO B ApyTriHt yacTuHi) mpo (peHOMEH MiUTITKOBOI JiBUavol

29



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

IpyXOW, TpOo pPi3HI BHOM CECTPUHCTBA, LI0 BHUIPOOOBYETHCH,
30KpeMa, 3aKOXaHICTIO B TOTO CAMOTO XJIOTIIA.

Cepen HarabHHUX MPOOJIEM, TTPOAPTUKYITHOBAHUX [pHHOIO
Binbae B Tpuiiorii, € mpoGiiema narpiapxaibHUX TPaIulliid i HOpM,
SIKi TPaBMAaTH3YIOTh MIBOYY IICHXiKy, OOMEXYIOTh CTaHOBJICHHS
JKIHKHM, a TaKoX mpoOireMa (hOpMyBaHHS HAIIOHAJIBEHO CBiZOMOI
MOJIOJi, HOBOTO TMOKOJNIHHS 3arajioM, BayKJIUBICTb POAMHHOI
aTMoc(epH B IbOMY TPOIIECI.

3ocepemKeH s Ha TICUXOJIOTI9HOMY CTaHi 0cobucTocTi — ii
BHYTPIIIHIX  TMEPEeXUBAHHIX, BPAKEHHSIX, 3MiHI HACTpOIB,
MOYYTTIB, TyMOK — JO3BOJISIE TOBOPUTH TPO TSHKIHHS TBOPUYOCTI
MMMCPMEHHMUIN [0 €CTeTHYHUX 3acaj JITepaTypH IMIpPEcioHi3MYy.
[Ipore gparmenTapHicTh, MO3aIYHICTD OTOBIfi € TaK CaMO OJIHIEIO
3 osmak Bildungsroman’y, moBemeHHs OMH3BKOCTI O SIKOTO
CTaHOBHTH METY i€l CTATTi.

KarouoBi caoBa: Bildungsroman, inHimiamis, xiHOYHA
JIOCBIJI, TIIECHICTE, IICUXOJIOTI3M.

Beryn

Ipuna Binmpae ([apuna MakoroH) BBaXKaeTbCs OIHIEIO 3
HaMIiKaBiMX TMocTared itepaTypHOro >kuTtsd [amuumanm 30-x
pokiB XX cromitTs. | mompu Te, mo opus magnum MHUCEMEHHHI
craB pomaH «Cecrpu Piumnceki» (3a0yxko, 2014; CracineBud,
2018), BujaHuii 3HAYHO TMi3HIIIE, MOJEPHICTCHKUIN CTUIB (ATeeBa,
2008; baran, 2007; Kapau, 2019; Ilomimyk, 2014) aBTOpKH
chopMyBaBcs caMe B HepEIBOEHHE AECATHIITTA. Moro o3Hakamu e
nepeayciM TOTIHOICHUH TICUXOJIOTI3M, BHpa3Ha IMIIPECiOHICTHYHA
CKJaJoBa — 1€ «... TMpo3a CTHUIICHOI IHTUMHOCTI, TOHKOTO
HIOAHCYBaHHS HACTpPOiB, IMIPECIOHICTUYHOI 30CEPeKEHOCTI Ha
MIBTOHAX, HA IJIMHHOCTI W HEMOCTIHHOCTI JOBKOJHUIIHLOTO CBITY i
JMONChKOT  cyTHOCTI»  (AreeBa, 2008:346). Cxoxy IyMKy
BucnoBimoe Omner baran: «fapo exkcnpecuBHOCTH 11 CTHIIIO
3MIIYETCS  BiJl COLISUIBHOI MAHOPAaMHOCTH 1O  IHTHMHOI
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MapOIOKCabHOCTH CBITONEpEXXKHUBaHb... ToMmy il mpo3a 3aBXId
TaiTh y €001 Ierky iMITyJIbCHBHICTh, HECIIO/IIBAaHO-XUMEPHE
MIePEOCMHUCIICHHS OymeHHOCTH 1 3BuYaitHocTm» (baran, 2007).
Takox BapTO TOBOPUTH NPO MHiAKpECIeHY XIHOYY iAEHTHYHICTD ii
repois, a oTKe, TBOpH IpuHu Binbae AeMOHCTPYIOTH «BHHSATKOBO
TOHKE — y KOHTEKCTI BCi€l YKpaiHCBKOi MOAEpHOI JiTepaTrypu —
HIOAHCYBaHHA  OCOOJMBOCTEH  caMe  JKiHOYOro,  He3piaka
TpaBMaTUYHOTO, H0CBiay» (Areesa, 2008: 128).

Bognouac 1ie miTepaTtypa, Sika «4apyBajia CBOEIO JIETKICTIO»
(baran, 2007); 3 mekmii Tapaca Ilpoxaceka: «...Bci i
IHTEJIIMCHTChKI TOIIYKH, BCi IIi OOTOBOPEHHS PI3HUX peuel €
MIPUCYTHE y BCiX ii MOBICTAX, ajie BOHM HAIMCaHi CIIPaBJi JETKO,
ikaBo, rapaoy» (IIpoxaceko, 2014).

VY pannix TBopax Ipunu Binbne «MeTenuku Ha MITHIBKAX»
(1935), «b’e Bochma» (1935), «IloBHomiTHi mitu» (1939), o
SBITIOTE  COO0I0  TIOBICTEBUH IHMKJ, OO0 €IHAHWHA ICTOPIEIO
cranoBiieHHs ocobuctocti Opnapku ([apku) IlonmoBud, Gauumo,
«MOXIIMBO, HAHOJBEPTILIC BWIIOBIJAHHS JIOCBINLY JKIHOYOTO
JOpOCITilIaHHs K Mi3HaHHSA cebe camoi» (Areesa, 2008: 129).
BrnacHe, me mae miacTaBU pO3IJSAATH TPHUJIOTII0 B KOHTEKCTI
Bildungsroman — pomany mnpo poO3BUTOK 1 (OpMyBaHHS
LEHTPAIBLHOIO MEPCOHAXKA, — 1110 € METOI0 POIIOHOBAHOT PO3BIAKH.

MeTtopoJiorisi i MeTOIM TOCTIIKEHHS

[Tix wac pobGoTH OyB BHKOPHCTaHHUH MeETOJ «OJM3BKOTO
yuTaHHsD» (creative reading, abo close reading), mo mnepemdaudae
MOBUTbHE W YBa)KHE YUTAHHS, NPUCKIIUIMBUM, KPUTUUHUHA aHAJi3y
TEKCTY, 30CEPE/KEHHS Ha TOMY, SIK BiH HAITHCAHWH.

Pe3yabTaTi Ta nuckycii

PomaH BuXOBaHHSI — Pi3HOBHI POMaHy, y LEHTPi SKOTO €
nporec (GopMyBaHHS OCOOMCTOCTi, «0Opa3 JIOAMHH Y Tpoleci
cranoBieHHs» (baxtun, 1979: 198). CioxeT poMaHy BHXOBaHHS
OyAyeThCsl HA OCHOBHUX 1 HEMHUHYYHX 3a3BUYail MOMEHTAX YCSKOTO
XKHUTTEBOTO NUISIXY: HAPOMKEHHS, ITUTUHCTBO, POKH HaBYaHHS,
NUTI00, BIIANITYBaHHS KUTTEBOT JIOJI, Tpals, CMEpTh. 3BiICH
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JIoMiHyBaHHs ~OiorpadidHoro uacy HaJx ICTOPHUYHHAM, HOTO
[HUKITIYHICTh, TPUCKOPEHICTh ab0 CITOBUIBHEHICTh 3aJICXKHO Bif
eTamiB KUTTS. POMaH BUXOBaHHS NEPEBAXHO 3aBEPILYETHCS
MOMEHTOM  CTAQHOBJIGHHS TIeposi B  CYCHUIbCTBI / 3M00yTTs
CIPaBXHBOTO MICII B JKUTTI W 3HAXOKEHHSIM BHYTPIITHBOL
rapMoHii, ICTHHHOTO «Sl», IO Maibke 30iraeTbcs 3 TIEPIOIOM
spinocti (ITonos, 2001).

BonmHouac Tepo€eBi TOBOAMTBCS MPOHTH depe3 HU3KY
BHIIPOOYBaHb (BTpaTa UMFO3id, comiadbHa HECTPABEIUBICTS,
IHTeJIeKTyaJlbHa YH (i3WdHa HEpIBHICTh, pacoBi, HaIliOHAIBHI,
KJIACOBO-CTAHORBI BIZIMIHHOCTI, JIMIIEMIPCTBO CYCIIiJIbCTBA, IpoOIeMa
«batpkiB 1 mitei» Tomo). OTKe, BENTbMH BAXKIMBUM Y POMaHi
BUXOBaHHS € MOTHB IHIiIiamii, IO MJO3BOJIWJIO CYJacCHHM
JOCHITHUKaM TOBOPUTH OKPEMO TIpO pOMaH iHImiamii sk
«iHBapiaHTHY ¢OpMy» [BOTO JKaHpy, IO 30epirac OCHOBHI
KAHPOYTBOPIOBAIbHI ~ XapaKTEPUCTHKH  POMaHy  BUXOBAaHHS,
Tpanchopmyroun ix (ILlanmmona, 2014: 268).

[Mmemucnar YarutiHChKUH BU3HAYAa€ poMaH IHII{amii sk
«Hapauilo Mpo N03piBaHHA, MPOLEC AOPOCTIIAHHSA, PO BTPATy
CTaHy HEBMHHOCTI Ta BCTYyN B eTam rpixa i nocBigy» (Czaplinski,
2005) — 11e OIMOBIIb PO KIIOCBSUCHHS B TOPOCIIE JKHUTTS, «PUTYAI
Mepexoly BiJ AUTWHCTBA N0 FOHOCTI 1 3pIJIOCTi, 30KpeMa duepes
MEPEeKUBAHHS, TMOB’SA3aHI 3 (i3i0NIOTIYHUM PO3BUTKOM 1 MEPIINM
JIOCBIZIOM CEKCYaJIBHOT'O XapaKTepy, YCBIIOMIIEHHSIM CBOTO MiCIsl y
CBITI 1 BJIaCHOI'O MPU3HAYCHHS, PO3YMIHHSIM MEX MiX JUTHHCTBOM
1 ZOpOCIUM iCHYBaHHSM, COOOI0 TeHepilliHiM 1 COO00 KOJHUIIHIM
(Fapacum, 2014: 102). Mnetbcst mpo eK3UCTEHIIHMIT epeBOpOT y
CBIJIOMOCTI I'epOosi, HACHIJIKOM SIKOTO MOXYTh OYTH SIKICHI BHYTPIIIIHI
3MiHHU, IPUAHATTS ceGe i OTOUYI0Yoro CBiTy. SIKIIO ToyioBHA ifes
pOMaHy BUXOBaHHS — 1€ HAPO/HKEHHS 1 CTAHOBJICHHS OCOOUCTOCTI,
TO JIJISl POMaHY iHiMiawii BaXJIMBUH HPOSB 11i€1 0COOMCTOCTI B il

Amnanizytoun «Mertenuky Ha mmnuibkax», Haramis Kapau
nmtre: «1. Binbae HanmoBHMIIA JKaHP COMLIaTbHO-TIOOYTOBOI TOBICTI
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O3HaKaMH KJIaCHYHOTO pOMaHy BHUXOBaHHS, Hacammepen 3a
JIoroMororo MoTuBy iHimiamii» (Kapag, 2019: 93). Takoro «TOYKOIO
Mepexoly TOJOBHOI TepoiHi BiJ AUTHHCTBA Yy JOPOCIHN Tepion
cBoro icayBanHm» (Kapau, 2019: 93) crano, Ha TyMKY JOCIITHHII,
CBATKYBaHHS JapunHOTO YOTUPHAIIATHIITTS («3a0aBay): «“Temep
s BKe, HalpaBy, Benuka”, — GOpMye CIOBaMHU BECh CBiil TOCBiA,
BCi TIPUKPI pO34apyBaHHsS, BCi CBOI IMOMIYEHHS, CBOE CHUPITCTBO i
coyonki Hanmii. Bee, Bee, 1m0 mepexuina i mobauuia B TOW Bedip,
3MICTHIIOCS B TOMY OJIHOMY CJioBi» (Binbae, 2007).

3aranom Oiorpadis B pomaHi iHImiamii TOAAETHCS
MepepUBYACTO, KITYHKTUPOM», OMOBiJb HE BiATBOPIOE IMOCTIJIOBHO
BECh TOIEC JOPOCIHIMIaHHS, a 30CepePKeHa Ha MOMEHTI
JOCATHEHHSI 3PiJIOCTi, IO CIIPUIMAETHCS K «Oiorpadivuna 1mezypar
(I. AnenbreiiMm) — BiIIOBIJTHO KOYKHA 3 MOBICTEH LUKITY (SIK OKPEMUIA
3aBEpILCHUN TBIp) Ma€ TaKWii MOMEHT — YEProBUH eTam Ha HUISXY
CaMOITi3HAHHA, TIONIYKYy CBITOTJISIMHO-IIHHICHUX  Opi€HTAIliH,
BU3HAYEHHS mpiopureTiB. «YepBOHOI HHUTKOIO» Kpi3b YCIHO
TPHJIOTIIO MPOXOJUTH TeMa koxaHHs Japku no Bornana Jlanniroka
(1anka).

Icropis mopocninranus Jlapky MOYMHAETHCS CUMBOJIIYHIM
KECTOM — JapyBaHHSIM CBOIX JSUIbOK MEHINIH Tnoapy3i. Y
«Merenukax Ha mmwibKkax» [puHa Binbae nepekoHIMBO 300paxye
BHYTPIIIHIN CBIT IiBYMHKH-TIHEHDKEPKH: 11 «Mpii, Mo Mpo HUX
HiXTO He 3HaB» (Bimpae, 2007), m00OBHI MEpeKUBAHHS
(«ITorrimyif... TMOLIAYH Temep MeHe... — OE3COPOMHO TPOCSATH
HapuuHi oui... — Hixto He Oyne GaunTh, HIXTO HE OyzAe 3HATH...»
(Binmpne, 2007); «Te camicbke 1 31 MHOK TBOPHUTHCS... Tak
camichKo 1 51 6e3 1t Oirykaro 1o ceiny, moo ioro 3ycrpitu. Takwuii
3aMIiCBKHH KaJlb 1 51 10 HBOT'O Maro, 1o BiH 3a0yB MeHe. HaBiTh Tak
camMo Xxouy, 00 Temep HIKOro He OyJi0 B IbOMY CaJ0uKy, KpiM
Hac» (Bumpme, 2007)), peBHOIi, HEBINEBHEHICTH y €001 /
HE3aJ0BOJICHHS BiacHO0 3oBHIimHICTIO («lllock mpopisye
HABCKOCH CBIJIOMiCTb, 1 HOBa IpaBia, TipKilla BiJ MOJHHY, CTa€
nepen oui: Opucbka He Mae BecHSHOK. Opucbka Mae 3you
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piBHEHbKi, SKOM XTO Ha HHUX Mipy OpaB. ... XoueTbcs BIACTH Ha
3eMJIO 1 HITTAMH O KPOBH 3IUpaTH 3 HOCa W dYoja Ti IOTaHi,
syxBajii BecHsHk» (Bimsae, 2007)), 6axanus, o0 IpHAHSIN 10
TYPTy «IOpOCINX». ABTOpKa IEMOHCTpPYE HEaOUSIKy TOYHICTb Y
3MATIOBaHHI TICHXOJOTIYHMX  PEaKIid TMITKIB, SIKi  IIe
COPOMIIATLCSI BUSIBJIATH CBOi MOYYTTS — KMYCSTh CKPUBATHUCH 13
CBOIMH TIOYyBaHHSIMHU Iepes crapiiuM Big cebe» (Binpae, 2007).

lomoBHa TepoiHS — «pO3yMHa JiBUMHKA», TOpja,
OyHTIBHMYA HATypa; M TKOBUI MakcHMali3M 1mrToBxae Jlapky Ha
KOH(QIIIKT i3 0aThKaMH — BOHa OyIb-IIIO0 XOYe BUYUTHCS T'paTH Ha
¢dopremniano, 60 1e nuIAX 10 cepis JlaHka — Horo skiHka Mae OyTH
«MY3UKATLHOIOY.

Are, He3BaKAlOUM Ha MeSKi HEMOpPO3yMiHHS 3 OaTbKaMH,
o0pasu, Jech po3uapyBaHHs, JMJiBYMHA 3pOCTaE B arMocdepi
pOOMHHOTO Terja U Jro0o0Bi: «...Jlapka ONMHSETBCS Yy MaMHUHHUX
pamenax... Jlexars mputyneHi mo cebe Tak Omm3bko, mo Jlapka
yye, sk 0’rOUKa Ha MaMUHIKM Ui BuOuBae TakT. Illacouei coboro i
CBO€I0 JTFO0OB’10, HE BIJIPHBAIOTHCS OJIHA BiJl OJIHOI, HEPO3PHUBHI,
3’€¢[lHaHI B OJIHO Tak, K TOMi, 3aku e Jlapka cBiT mobGaumina
(Binbge, 2007).

[Mogicti Ipuan Binmpae 30-x pokiB BU3HAuana, SK Ha
TOTOYACHUI  KOHTEKCT, AaBTOPChKA  BiJBEPTICTh, TOTOBHICTh
TOPKATHCS CYBOpO TaOyHOBaHHMX pedeld, a came (pi3iomoriyHOro
acmekTy B crocyHkax crateit. [loTpscinusm crtae s [lapku
BIJIKDUTTSI TOTO, 110 OATHKK MAIOTh BJIACHE CEKCYyabHE KUTTS: « Tak
npunaakoBo nosinamacs lapka mpo Tte, mo BigOupano il coH,
OXOTy 110 ®WTTs ¥ Txki. [le Oynm crpammHi aHi: ii Mama Mana MaTu
muThHy. Jlapka He po3ymina caMoro akTy Hopoay. ... Aue mif
MOPOTOM CBiZIOMOCTH TOBKJIOCS BXKE J€Ch HESACHE MepequyTTs,
3[10Ta/id, O iX HABiSUIM HEIOCKAa3H CIIY>KOM W CyCiZJOK, CTATOUHHX
MOJIOJIUIIb 3 COPOMJIMBHMH OYMMa i MAacHWUMH CIIOBaMHU IIPO Te,
SIKOIO JIOPOTOI0 JICTAETHCS TA IUTHHA JI0 JJOHA MaTepi.
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A ue Oyma  0O€3COPOMHICTh...  OE3COPOMHICTE...
0e3copoMHICTh... [, BrmacHe, ILOTO HE MOIJIAa MaMmi JapyBaTH.
Oco06mmBo Mami, cBOiH “MamMyci”, aKy He Oosutacs rpixa 70 MaTiHK’
Boxoi mopiButoBatn. Konm aymana, komu yssisiia coOi, mo Ta
Mama... <...> Ha Tara Texx He MOTJ1a TUBUTUCH. ['Opauia HUM SBHO
i yHHKala CTpiui BiY-Ha-Bid. BumaBca iif Temep HiIKYEeMHHUM,
0e3copOMHUM OOy IHUKOM, IO OepeThes JiTel BUXOBYBATH, a caM
TBOPHTH IIOCh TaKe, 110 a)K TOJIOCHO COPOMHO Ha3BaTtu. <...> CBIT
BiJI I[bOTO BUAABCsI TakuM OpymHuM» (Binbae, 2007).

ITypuraHcbka marpiapxanbHa MOpalb 3aMOBUyBaJla TEMH,
MOB’s13aHi 3 TUIECHICTIO, HAKUAIOUN XUOHE TIOYYTTS TPiXOBHOCTI 1
MPOBUHU. AJe I caMa MOpallb aXK HisSK He O3HaJasia 3aXUIICHICTh
KIHKH, JIBYMHKH Bil OPYTaTbHOTO HACHJIBCTBA: UM HE TIEPIIUI
YyTTEBUH A0CBia [lapku — HEraTUBHUWM, JOCBIiJ 3iTKHCHHS 13
XapacMEHTOM, BYHMHEHHM JOPOCIMM 38-piYHHUM YOJIOBIKOM
(pommuem 1 mpyrom pomuaun!). Llel akT HacHMIIBCTBA BiIOYBa€ThCA
JIBi4i, BIpyre — MijJ 4ac HiOM HEBUHHOI TPH B «IOMLITY», KOJU
JiBUMHA MaJyia 3JIMIIMTHCh Y TEMHIH KIMHATI 3 KUMOCH i3 TOCTEH:
«3pazy Hapka He OauuThb aHi CTiH, aHi Byiika. [loTiM ckopiie, Hix
Bylika, 4Yye KOO ce0e HeNpUEMHHIA, OMIIIBAIOYHI COMyX
nepeepMEeHTOBaHOTO 3 KBacaMH KOJIYIKOBUMH BHHA. “Byliko
ITSTHUI — TIPOSICHIOETHCS i y TOJIOBI 1 XO4Ye BTIKATU 3BiJCH.
Brikatu! Ane ckopiie, sIK BOHa 3a KISIMKY, XBaTalOTh ii CHJIbHI,
OesorsiiHi, 3a00pui pameHa. “BiH MeHe BIYCHUTh...” — 3BIIKUCH
Taka IyMmKa. “M-mM-M”, — BOHA X04e KpHU4aTH, ajie TyTuH, CIIM3bKHI
1 SKMHACH TaKUH HENPUPOJHO BEIMKHHA, SK y KOPOBH, S3UK
0e3nMMyHO TPHUBAIIOE il ycTa 1 MOOMpPAEThCS O CEPEeNWHHU YCT.
Jlapka KMIa€ThCs TOJIOBOIO BIIIBO, 11100 OOOPOHUTH YCTa... aX YYE,
o 4yka pyka moB3e mo ii Timi. IloBonm, 3 mpuTHCKOM TOB3€
opa3 BHILE, LIOpa3 BHUILE, aK Hamaiye rpyau. Lle Bxxe 6onuTs!
Bona BijprBa€eThCs SIKOCH BiJ TOTO SI3MKA 1 3 YCI€IO 3ICTIO, 3 yCIM
CTpaxoOM BIHMBA€THCS CBOIMH 3JOPOBUMH 3y0aMu B Ty PYKy Ha
rpynax» (Binbae, 2007).
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Hanskana J[lapka mykae miaTpuMka («oOOpoHN») B
MaTepi, ajie HAIITOBXYETbCA Ha HEPO3YMIHHS JOPOCIHX, IXHE
Oa’xaHHS TIepeBECTH BCE HA JKapT, JIUIEMIPHO yAalo4H, IO Hi0To
He cranocs; Oa Oinmbmie: [lapka camMa BHHHA TakK «IMO-AHKOMY
MTOBOJUTHICHY, aje «BYHKO He THiBaeThes» (!) — daktnuno Ipuna
Binpne Bxe TOAl mOpymIMiIa MUTAaHHS MMPO CTUTMATH3AIIIO YKEPTB
CEKCYaJIbHOT'O HACHILJISL.

JiBunHa BifCTeXY€, 110 B CYCHiJIbCTBI MaHYIOTh MOABIHHI
CTaH/IAPTH MOBEIHKY: ilf He MOYKHA 3aJIMIIATHCS B Cay HAOJHMHII 3
Jankom, 00 «Tak He pOOUTHCS», MPOTE CYMHIBHA «3a0aBa» €
CaHKI[IOHOBaHa, «IijJ “TX OKOM™»; BOHA JOXOJIUTh BUCHOBKY IIOJIO
OOJyZIHOCTI 30BHIIIHBOI OJIATONMPHUCTOMHOCTI U TapHOTO TOHY.
l'onoBHa repoins, sk mmme Bipa AreeBa, «BimkpuBae O0e3mid
HOBOT'0, HEOYIKYBaHOro... 1 B co0i camiif, 30kpemMa i ToMy, II0
KiHOuMH  00pa3, cQpOpMOBaHMH BUXOBaHHSM, IOBEAIHKOBI
CTaHJApTH W MOpaJIbHI MPUIHCH, HAB A3yBaHI JJOPOCIUMH, BXOISAThH
y CYIEpeUHICTh 3 1l BIaCHUM JIOCBiJIOM MPOOYPKEHOI YyTTEBOCTI»
(Areesa, 2008: 128).

[lepmmii eram IOpOCTIIIaHHS, NEPETBOPEHHS Ha JKIHKY
(«MarneHpKa JXiHOUYKay), TepeayciM (i3ioNori4HO, 3aBEpPIIYETHCS
MOSIBOIO TEPIIUX MIiCSYHUX, /10 4oro Jlapka BUSBIISIETHCS 30BCIM HE
miaroroBanoro (moapyra Opucbka 3Ha€ Tak caMO  Malio).
3akazaHicTh 3HAHHS MPO BJACHE TLIO HEPIJKO CTaBajia MPUYUHOO
TICUXOJIOTIYHOI TPaBMH: 3My4YeHa 0oJieM, CTPAIlHUMH MTiJi03paMu i
s3noragamMu — «OJHO NUIIE 3HAE€ MEBHO: I IIOCh, YOro Tpebda
copomutuch» (Binmbne, 2007), — niBuMHA HaBa)KYEThCS BTEKTH 3
nomy. [Ipocte, mpupojgHe THTaHHS JO MaTepi, YOMy BOHa He
MOSICHHUJIA BCHOT'O PaHIIIIE, 3aIUIIAETHCS O3 BIAIOBIII.

Crpo6a Ipunu Binbae BigBepTO TOBOPUTH NPO KIHOYMMA
TUISCHUIA JTOCBiJ, TpaBMAaTW4HI HACIIJKH, MOB’s3aHi 3 HE3HAHHSIM
BJIACHOTO TiJla, YacoM CIpUiManacs KPUTHKaAMH-9OJIOBIKAMH
yhnepepkeHo:  Tak, Mukona ['HaTUmak  3akMHYB — aBTOPLI
«MeTenukiB Ha WNWIbKax» Te, II0 BOHA «BMaaae B arMocdepy
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OpyranpHOro Hatypamizmy» (I'marmmax, 2014: 305). A omke,
MUCbMEHHHMLIS 3a4€IIiIIa CIIPAB/Ii aKTyaJIbHY AJIsI CBOTO 4acy 1 CBOET
cTari npobiaeMy, TOBEpHEHHS /10 KO BiIOYIOCS JTUIIEe B CyYacHIH
po3i.

Ilepmi#i  moBicTI  TpPWIOTii  BIACTHBI  BiIBEPTICTH,
0e3nocepenHICTh 1 IMUPICTh OMOBIiMi, CyO’€KTHBHHH XapakTep
Hapailii, CKOHIICHTPOBaHOI Ha OadveHHi TOJOBHOI TepoiHi 3 ii
MOOOBHUMHU TIEPSKUBAHHAME, (i310JOTIYHIM JIOPOCTIIIAHHSM,
KUTTEBUMHU BIIKPUTTSAMH TICHXOJOTIYHOTO 3MICTY, CXWIBHICTIO
HaJaBaTH IIOMIAM 1 TpeAMeTaM IEeBHOTO CHMBOII3MY TOHIO. Y
HACTyNHIA moBicTi «b’e BOCbMa» TEHIEHINS MO MEpPEeMillleHHS
LEHTPY TSDKIHHSA PO3MOBiAiI 31 cepr 30BHIMIHBOI IMOMIEBOCTI B
LAPHHY CBIIOMOCTI # MiICBIIOMOCTi 30€piracThcs.

TyT NCHXOJOTisl AOpPOCTIIIAaHHS PO3KPUBAETHCS HA T
HaBuaHHS Jlapku B yKpaiHCBKii kiHOUilM rimHaszii B UepHiBUAX i
TOTo, SIK BOHA BHOYIOBY€E CTOCYHKH caMe 3 HMOApYyraMu. Mnerbcs
nmpo ()eHOMEH CECTPUHCTBA, KOJI3ii JKIHOYOI MPHs3HI, sKa 1HOMII
nepexoauTh y 3akoxanicth ([Japka i Creda Cunip). Taka niBoua
Ipyx0a CIOBHEHAa B3a€MHOI HDKHOCTI, IparHeHHs IYLIEBHOIo H
TIIECHOTO  KOHTaKkTy, HAacoJOgM  JIOTUKY,  3aMWIyBaHHSA
30BHIIIHICTIO TOMIO: «...00mmuus Credu — KodbOpY dYaiHOI
TPOSTHAY — TaKe YUCTE, 1[0 MOXHA OyJi0 O Ha HBOMY BIJIENIITH TiHB
BiJ Kpwiblil KoMamHKu. Bee panrtom y niii Ctedi nmoumnae ii
ctpanierHo noxodarucs» (Biteae, 2007). [lns Japku «HeMae Bxke
Barasb, mo BoHa Credy MOOUTH 3 YCiX MOJPYKOK HaWOLTBIIE
(Binpge, 2007). Asie B IbOMY TOBapHIIyBaHHI TaKOX MOXIIUBI i
MiZI03pH, 1 PEBHOIII, 1 OlIb: «MDXK MPHUATENbLKAMH, “HaWKpaIiMU
noJipyramu”’, craB Npodiab XJIOMYMHA HA PUCYHKOBOMY Marepi»
(Binpae, 2007) — Jlanka /lanumroka.

[Hmmit  Tum cecTpuHCTBa CcKinagaerbed B Jlapku 3
PO3YMHOIO,  BOJIbOBOIO, a TMpoTe HerapHowo  Harankoro
OpiXOBCHKOIO. Ix ennae cminpHicTh inei, HeOe3neka 6opoTeou. Y
KpUTHYHIA cutyanii came OpixoBckka Oepe [apky mig cBoro
OIMKY, PATYIOUYU BiJ HECTEPIHOI CAMOTHOCTI W BIAUYTTSA TAKKOT
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kpuBau: «Jlapka BuuyBae B nboMy (Pi3sHUHOMY 30JMKEHHI 3 Li€l0,
MOJKEe, HaliMEHIEe NPHHAIHOIO AIBUMHOI0 Ha BCIO KJACy SIKECh
BHIIE, TyX0oBe cropigaenus» (Binpae, 2007).

Skmo «MeTenuKd Ha IMIMUIbBKax» — I103alIe0JIOrYHHI
TEKCT, A€ HalllOHAJIbHE NUTAHHA 3ayeIICHEe IIYHKTHPHO (repoiHs
MOKHU Oaiiay’ka 0 HBOTO), TO y MOBIcTI «b’e BocbMa» BHpPa3HOIO €
JiHis CTaHOBJIEHHS yKpaiHcTBa Ha bykoBuHi 3a vaciB Pymynii. Ha
nymky Omera barana, Ipuna Binpae «3poOuiia OCHOBHOIO TEMOIO
MOpajbHE MPOTUCTOSHHS, 17IeiiHE 1 HAIliOHATBHE TapTyBaHHSA CBOIX
romoBHuX TepoiB» (baran, 2007) i, BmacHe, «HO3piBaHHS TEpOiHi,
Hapku ITlomoBu4, MIiIBHO TIOB’s3aHE 3 11 HAIIOHAJIBHUM
camoycBigomienussm» (baran, 2007).

MoMeHT iHimiarmii B TBOpl — CHTyaIlil BHOOpPY, IO B Hiid
onuHseThCS Jlapka: MPUCTATH YM Hi JO TYpPTY Y4HIB, sIKi BUPILIMIA
OOMKOTYBAaTH BHUCTYI XOPY Ha YECTh PYMYHCBHKOTO MIiHICTpa MOTMpPH
MOXUTHBI cepiio3Hi Hacmiaku («HaiobiapIme — MOXYTh Hac 3 TiMHA3i11
MOBHUTAHATH... HAaWBUIIE — MOXYTh HaM TIMHA3il0 PO3IYCTUTI
(Binbae, 2007)). JliBunHa SIKMICH Yac BaraeThCs, ajpke HE XOue
3acMyTUTH OaTbKiB, 00iThbca iX posuapyBatu: «lllo ckaxe mama,
KOJI JIOBiZA€ThCS, IO i TOHS, i1 TOPIiCTh, HE 3aKIHYUTH HABYaHHS,
He J00’€ThCs HIKOJIM MaTypu, HE JICTaHEThCsS 10 YHIBEPCHUTETY
HiKOJHM-HiKOIH! A 110 CKaXke Ha Te Bce... Tatych?» (Bimbae, 2007).
Jlapka Taku HaBa)XyeTbCSl 3AIUIATHTU CBOIO MLIHY «3a LIO HAIly
VYkpainy» — BoHa BTpauae [lanka. HarionanbHa ifies1, o HEHO Tak
nepedHsiacst  JiBUMHA, OaliayXka TaJaHOBUTOMY aMOiTHOMY
My3UKaHTy J[laHWIIOKy: TOH TeBeH, [0 PIMIEHHS TOBAPHUIIIB
MTOMMJIKOBE, 1 IMTOTOJKYETHCSI HA HBOTO JIMIIE, 00 HOT0 HEe BBaXKaITH
3paJHUKOM 1 0OSTY30M.

Hapka ocTaToyHO BHM3HauUMjacsi, 1, MONPU TEPEKHTI
CYMHIBH, CaMO3pEUEHHs, KepTBU U Oinb, Mae TIMOOKE BHYTPILIHE
MEepeKOHaHHs, M0 BYMHSAE TMPaBWIBHO. Y TpeTid TOBICTI
«IloBHOMITHI AiTH» Tepoi BHCTYNAIOTh BXKE OUIBII 3piLIHMH,
YIIEBHEHHMH Y CBOiX KPOKaX y KHTTi.
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Munyno 8 pokiB. Jlapka, BXKe «IOBHOJITHS» CTYJCHTKA,
3anmummmia byxapect, o0 MpogOBKUTH HABYaHHS B YHIBEPCUTETI B
UepniBrgx. [iBunHI 1OH00AETHCSI PUTM MICBKOTO JKUTTS; HIydH
cepen 'opOu BEUipHLOKO BYJIMIICIO, BOHA 313HAETHCSI B JIIOOOBI IIBOMY
MICTy, IO Ma€ B co0i mock 31 Cxomy: «A 1ie )X pOMaHTHKA: BUUTH
co0i BBewip Ha IlaHCBKY, BIUIECTHCH y OapBHCTHH XOPOBOZ,
nmouyBaTH cebe SIKOIOCh YaCTHHKOK LBOr0 Hamap(yMOBaHOTO
KOJIGKTUBY, Oa4WTH IOBKOJIA cebe THMHU Pi3HUX pac, JIOBUTH 3BYKH
0omaii mWATH MOB i... MaTh Ty UIO3i0, IO MPOXOKYEMICT
By Kacabmankn» (Binbae, 2007).

JocnigHuKe 3BepTaloTh yBary Ha ypOaHICTHYHY TEHICHIIIIO
B TBOpUYOCTI mHCBbMeHHUIl: IpuHa Binmbae mpomoHye XymnoxHiit
KOHIICTIT €HEPTreTHKH MicTa; il repoi — MepeBaKHO JIOOU CTIOXH
METYILIUBO-TIPAKTHYHOTO ypOaHizmy. Tpuioris «Metenuku Ha
IIMWIBKAX» BHpaXkasia Ie i MEHTAJIbHUN HACTPIl YCTpEeMIIiHHS 110
MiCTa, I0 TBOpEHHS HOBOro cTuito kuTTs (Baran, 2007) — kuTrs y
CBITI, JIe Cy4acHa iHKa Ma€ MIMPOKE IOJIe MOKIMBOCTEH (aBTOPII
HOIIocst Mpo JKiHOYe pPiBHOMPaBCTBO), a Jlapka — me Takud THI
JIFOJTMHY TIONITYKOBOTO HECTIOKO0. BoHA 3i3HaeThes, 10 jKai0Ha 10
KUTTS, CXUJIbHA TTOSTU3YBaTH MOTO IO/ICHH] TposiBu: «Bu Moxere
CMISITHCH 3 MEHE, ajie S He pa3 He MOXy [ToraMyBaTHCS Bijl paJlocTH,
mo... MPOCTO, MO XKHUBY. 3HaeTe, Mipoll, XHUTTSA — Ie CTPAIIeHHO
ikaBuii mporiec» (Binbae, 2007).

LleHTpanbHOIO TEMOIO TPEThOI YACTHHU CTAalOTh CTOCYHKH
MiX YOJIOBIKOM i JXIHKOIO, TiepemyciM ix ¢iznunuii Oik. [lapka
BU3HAE, IO HE3BKAOYM Ha CBOi 22 POKM «HE 3HAE, SK
MOCTaBUTHUCH JI0 TAKOTO €JIEMEHTAPHOTO, JKUTTEBOTO MUTAHHS, SIK
B3a€EMHHH MiX KIHKOIO 1 MyxuuHoto!» (Binpne, 2007), abo um
BaXJIMBA JUIA KIHKM HPUCTPAcThb («kara») Tak camo, K JUis
YOJIOBiKiB, 4M ili BHCTaya€ caMOro MAaTEPUHCHKOTO IHCTHHKTY?
[Ipo Opak BIANOBIZHOrO 3HAHHS T'OBOPUTH 1 3aMixHs JlapunHa
noapyra 3os: «HaliBaxHrime, — MaiiTe e Ha yBas3i, JlapoHbKO, sSIK
mijgeTe 3aMik, — 1100 JKiHKa Oyrna JOCUTh PO3yMHa U JIOCHUTh
MYXKHS, 00 HE 3pajuTd Iepe]] YOJIOBIKOM TOi Bimpaszw, mo ii
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HEOJMIHHO TOYYyBa€ B MEPIIUX MICAISX NoApyx oK. IloTim, kaxy
K BaM, BCe Bij ceOe HamaaHIOeThesa. Ha wmiit mormsn, pid y Tomy,
110 KiHKa MPOCTO JicTae craTh. Yu BaM HE 3[A€THCS, IO 3 HAC 10
nuTro0y Maike Taki Oe3cTaTeBi iCTOTH, SIK MAropoTi B MEPIIOMY
mokominHi?» (Bimsae, 2007).

Mu 6auumo, mo IpuHa Binpme MOCTIIOBHO apTHKYIIOE
TEMy CKJIAZHOCTI CTAHOBJICHHS €MAaHCHIIOBAaHOI KIHKH Y
naTpiapxajgbHid CHIBHOTI, MOJABIHHMX MOpPaJbHUX CTaHIAPTIB
(«...sx 61 11€ TOOI CKa3aTH? TEOPETUUHO MPU3HAO, IO ILTyBATHCS
JUISL caMoi (pi3MYHOI HACONOOW TOIIIYHKY... TO, K OM cKa3aja
Omns, “cBUHCTBO”. X04 3 APYroi CTOPOHH... II€¢ B MEHE 3aCUJIBHE,
3arapHe, 3amupe, mo0 s Moria Horo ‘“CBMHCTBOM™ Ha3BaTH.
Ckaxy, Y1 HE Maro s parii, KOJH KaxXy, IO CBIT XOJEPHO
cmimmani? Tu Tinbku “BUCTaB” c00i: JH000B Mapu rojiyOiB — TO
moe3ist. JIroboB mapu moael — o ceuHCTBO» (Binpae, 2007)), xe
HACIIPaB/Ii PENPECOBAHOI0 BUSBIISETHCS HE TaK CEKCYAJBbHICTb, 5K
pPO3MOBa PO CeKC.

Hapxka Bcrurna 3apyuautucs i3 Credkom Iligripcekum («Bin
OyB TakWil JyKe HEIIAcIMBHUii..., a BOHA Majla TaKke CIOYYTIHBE,
xiHoue cepre...» (Bimpme, 2007)), omHak Xode 3aBEpIIUTH
HABYaHHA. IXHi CTOCYHKM MOKH IIJIKOM IUIATOHIYHi, «CECTPHHHO-
Opatepchbki»; wacom Jlapmi xorinocs 0, mo0 BOHU Oyiu OinbII
TeMIepaMeHTHi, npore koiau Crepko «BUOyXae» NPHUCTPACTIO,
JHapka HIYOrO HE BiUyBa€ — «KOJHM BiH TOpiB yBech, BOHa Oyina
XOJIO/IHA, TPOXHW JIMIIE IMepecTpamieHa 1 He BiamoBina HoMmy Hi
OZIHUM cBOiM HepBom» (Binbne, 2007).

[o-inmomy pearye Tino [lapku Ha mpucytHicTh Bornana
Janwioka, 1m0 ixHI JOPOrd 3HOBY MEPETHYJIUCH B YepHIBILIX:
«Hivoro Oinpie. Ane B wiil camii mpuCBilHIM GopMi, B LiM OJHIM,
KOpOTKIM “MeHi” — Oyjo Bce. bpyrampHicTe MyXuuHH, HOro
HIKHICTB, BJaJa HaJl JKIHKOIO, HOTO TOKOpa CyNpOTH Hel, Hais i
neBHICTh nepemMoxusd. Bono Brapuio y Jlapky, ik 3arpaBa MOKexXi»
(Binbae, 2007). JliBunHa 30€HTekKEHA IUMH HOBUMH BiuyTTAMH. 11
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CyMHiBM miofo MaiOyTtHeoro mumo0y 3i Credkom craroTh
CHJIBHIIITMHL.

Yepigomiene pimeHHs Jlapku — po3ipBaT 3apyduHA — III¢
oauH mabenp nmocBsTH (iHiLianii) repoini B 1opocie BiAMOBigalbHE
KUTTA. Jlapka myxe xode muUTHHY — OyTH MAaTip’i0 IS JiBUMHHU
BOXJIMBINIE 3a TMOKIHMK iAei («... repoidHa cMepTh HE Il Hel
npu3HadeHa. [if NpU3HaYeHo KHUTH i [IHOK CBOTO OpPraHi3My JaBaTH
JKUTTS HOBUM, JIOACBKUM ictoram» (Binbme, 2007)), — a Tomy
CiTyBaTH BENIHHIO Iyl € s Hel MNepmopsgHuM caMme B
KOHTEKCTI PO3BOK0 MaHOyTHIX WOKONIHB: «...alle s, Hampasiy,
LIJTMM CEePLIEM, CBOEID BOJICIO XO0UYy, 100 MOI JITH TBOPWIA HOBY,
CWIbHY, NIISXETHY pacy. <...> HoBe NOKOmiHHA... 3I0pOBi, 3
noOpuMH  HEpBaMH, 3pPIBHOBAKEHi, IMOO 3HATH, YOT0 XOYYTh.
Imakmii, Sk BH... iHaKIIi, K MH. MeHi 31a€ThCs, [0 CAME MM, MOE
MTOKOJIIHHS € YUMCh TIEPEXOJ0BUM, HIOM KJIaJIKOIO MK BaMH 1 TUMH
“HOBUMM’, CHIBHHMMH, IO Opuiinyts mo Hac» (Bimsme, 2007).
Omxe, 3BiicH MaeMO BHXiJ B IUIOHNIMHY TBOPEHHS MOJICPHOI
YKpaiHCHKOI Hallii.

barpkiBchbka MOJENb POAMHU CBIJJOMO YW HECBIIOMO
YCHaIKOBYEThCS NITBMU — Y CTOCYHKax 0aThKiB Jlapka crocrepirae
moch Oljbile, HDK JIIOOOB, — Npyk0y — BJacHe, Le TOH imean
MOJPY>KHBOT'O JKUTTS, SKUH BoHa Oaunth 1 g cebe. Oner baran
3ayBaxye: «He BunagkoBo, apxeTun 3eMii 3aMiHIOETbCS B 11 [I[punu
Binbme. — O.J1.] npo3i apxerunom Popy: iHmycTpisibHa enoxa 3 ii
TIraHTCHKUMHU TiepeOy/IoBaMU  MaTepisUIbHUX YMOB COIiyMy i
KaTakli3MaMu 3MYLIy€ JIIOJUHY [0-HOBOMY 3agyMaTHCsS HaJ
30epekeHHsIM POAMHHUX CBSTHHB 1 TNpHB’s3aHb. llepemycim mms
KIHKH B IbOMYy OypeBito 3MiH OCOOJIMBO BaXKIMBHM CTa€ 30€perTa
TEIUI0O POJMHHOCTH, TATJIOCTH NEPEeKHUBaHb, MPOHHATUCS ITyXOM
nokoJiuk...» (baran, 2007).

[cuxomoriam  omoBigi, 30cepemXeHOl Ha BHYTPIIIHIN
eK3UCTeHLil ocobucTocTi (peduiekcii Ta emolii, IMITyJIbCHUBHICTS,
AQHTUTETUYHICTh TOYYTTiB, HACTPOiB 1 AYMOK), II0 BH3HAYaE M
MOTHBYE ii TOBEIIHKY, TSDKI€ IO TEXHIKM IIOTOKY CBiJIOMOCTI,
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MOHTQ)XHOI'O i M03aiyHOrO KOMIOHYBaHHS Hapauii. BHyTpimHii
CBIT IepoiB TaKOX KOHCTPYIOETbCA PO3AyMaMH, KOMEHTapsMH,
BJIACHMMU CBITOIJIAJHUMHM MO3MIUSIMU ITHMCbMEHHMII, OCOOIMBO B
noBicti «[loBHOMITHI AiTW», A€, KpiM (PilocOPCHKUX MipKyBaHb,
BHPa3HUM € IPOHIYHHIA MOTyC 300paKeHHS.
BucHoBku

Otxe, Tpunorist Ipunau Binbae «MeTenuky Ha IIHIBKAX»,
3MaJIbOBYIOUH CKJIQJHUW MiJUTITKOBUH KIHOYME JOCBIA, 30KpeMa
Yyepe3 TMpPHBATHI, IHTHUMHI pedi, Kpi3b NPHU3MY B3aEMHUH i3
moxpyramu, 3i cBitom uomoBikiB ([lanko, Opecr, Credxo),
JEeMOHCTPYE THIBHHK iHTEpec A0 MCHXidyHOro, (izionorivyHoro,
COIIaJIbHOTO AaCMeKTiB OyTTs MoNomoi MIOAWMHH. Y KOXHIN 3
MOBICTeH 300pakeHNH BaXKIIMBHUH eTan eMomiiHo1 inimiamii Japku
[omoBuy y mpolieci OCATHEHHs HEIO BIacHOTrO «S1», popMmyBaHHs
CTaBJICHHSA JO JIOJIeH 1 CBITY 3arajom, IO JO3BOJIIE HaM
posrmsigaty ix gk mimicHui Bildungsroman, sikmii Mae BinmoBimHi
KAHPOBI O3HAKM: HASBHICTh KOHQIIKTY TIOKOJIiHb, CHUTYaIlii
iHiIiaii; mociableHHs 30BHINIHLEOI ITOMIEBOCTI W TOCHICHHS
camopeduIekcii; CIOXKETHY KOJQXKHICTh; KOMTIO3UIIIHHY
CTYIIHYACTICTH 1 MMOETAITHICTh TOIIO.
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KOH®JIIKTHUUN BUMIP PEAJII3ALIT )
OBPA3Y MUTIIS 1920-X B OITIOBIIAHHI « TBEPIMI
MATEPIAJI» O. KOITMWJIEHKA

Abstract

The article investigates the peculiarity of the conflict
dimension of the story «Hard Material» («Tverdyi material») by
O. Kopylenko in order to analyze the implementation of the 1920s’
creator image, identifies the key levels of artistic conflict. By
means of cultural-historical, descriptive-analytical, contextual and
comparative-typological methods of research the conflict and
stylistic accents were outlined taking into account the peculiarities
of social and artistic situation in Ukraine, the role of the early
0. Kopylenko’s prose in the 1920s’ literature was reflected. The
study of the story’ conflict dimension allowed to identify the
conflict levels to reveal the image of the artist — the main character
of Mrava, a Soviet sculptor, who in the conditions of the new time,
proclaimed by the authorities as «revolutionary and progressive»,
seeks to turn the creative thirst into service to the art, and in the
end faces external and internal contradictions, the need to adjust, to
defend his «self», to seek harmony in work and life. Four key
conflict levels were identified and studied: the conflict of mismatch
between creative stimulus and creative realization; the conflict of
artist and creative environment; the conflict of artist and critic,
authority: the conflict of artist and society, transforming into the
conflict of artist and power. The analyzed levels of conflict acquire
cyclic closure: the hero overcomes the internal contradiction due to
the opposition to the environment and falls into a deeper value-
moral conflict, which entails a rebirth, despite the social and
ideological circumstances of the imposition of the proletarian
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worldview by the authorities. Creative pacification occurs thanks
to Liya, the image of the artist’s companion, which embodies a
somewhat down-to-earth, but harmonious and life-giving
beginning. O. Kopylenko’s story «Solid Material» («Tverdyi
material») is a thorough artistic comprehension of the artist’s
image. The conclusion about the important role of the highlighted
conflicts gives the possibility of a new approach to the
interpretation of artistic works of that time.

Keywords: the image of the artist, conflict, neorealism,
neo-romanticism, socialist realism, Ukrainian literature of the
1920s, the motif of moral choice, artistic space.

AHoOTAIISA

VY craTTi AOCHiIKEHO CBOEPIAHICTh KOH(IIKTHOTO BUMIpY
omoBinanus «TBepanii marepiam» O. Kormmienka 3 MeTO0 aHalizy
peamizamii 0o0pa3y mutmg 1920-X Ta BHOKPEMIJICHHS KIFOYOBUX
PiBHIB XylIOXHBOTO KOHQUIKTY TBOpy. LlnmsxoMm 3actocyBaHHS
CJIEMEHTIB  KYJIbTYpHO-ICTOPUYHOTO,  OMHCOBO-aHAIITUYHOTO,
KOHTEKCTYyaJIbHOTO Ta  MOPIBHSUIBHO-TUIIOJNOTIYHOTO — METOJIB
JOCTI/DKEHHS  OKpPECIIeHO KOH(QUIKTHO-CTHIIBOBI ~ aKIIEHTH 3
ypaxyBaHHSM OCOOJMBOCTEH CYCIIJIbHO-MHUCTEIbKOI CHUTYyallii B
Vkpaini ¥ BuCBiTIIEHO ponb panHboi npo3u O. Kommienka B
mitepatypi 1920-x pokiB. JloknajgHe BWUBYEHHS KOH(MIIKTHOTO
BUMIpY OIOBiaHHS a0 3MOTY BHOKPEMHUTH KOHQIIKTHI piBHI,
KOTpi CHpPHUSUIM PO3KPHUTTIO 00pa3y MHUTIS — TOJIOBHOTO Tepost
MpaBu, paIsHCHKOTO CKYJBITOpa, SIKHH B yMOBax HOBOTO 4acy,
MPOTOJIOLIEHOTO BJAJOI0 «PEBOJIOLIMHUM 1 MPOrPECUBHUM,
MparHe MepeTBOPUTH TBOPUY Kary Ha CIY>KIHHS MHCTENTBY, Ta
3pEIITOI0 CTUKAETHCS 3 HHU3KOK 30BHINIHIX 1 BHYTPINIHIX
CylepevyHocTeil, MOoTpebOor MPHUCTOCOBYBATHCS, BiJCTOIOBATU
TBOpYE 1 JIIOJCHKE «s1», IIYKATH TapMOHIi B Ipali Ta XKUTTi. byno
BUSIBJICHO W BUBUEHO YOTHUPH KIFOUOBI KOH(IIKTHI piBHI: KOH(IIIKT
HEBIIMOBITHOCTI MK TBOPYHM CTHMYJIOM 1 TBOPYOIO peai3alli€ero;
KOH(QIIIKT MUTHS 1 TBOPUOrO CepenoBHINA; KOHMIIKT MHUTLS U
ABTOPUTETHOTO KPUTHKA: KOHQIIKT MHTIS 1 CYCHIIBCTBA, IO
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TpaHcopMmyeTbest B KOH(IIKT MuTHd 1 Bmagu. [IpoanamizoBaHi
piBHI KOH(DIIKTY TpaHchopMylOThCS i HaOyBalOTh HUKIIYHOI
3aMKHEHOCTi: Tepoil Jojiae BHYTDILIHIO CYNEpPEUYHICTh uepe3
MPOTUCTOSHHS IHIIUM MUTLSIM W OTOYEHHIO A0 Wi IJIMOIIOro
LIHHICHO-MOPAIBHOTO KOHQIIIKTY, [0 3PEUITOI0 CIIPUYNHSIE TTEBHE
HOro TepepomKeHHS, HaBiTh MONPH HEOJHO3HAYHI CYCIHiIBHO-
171e0JTOTiuyHI OOCTaBMHM HACAPKCHHS BIAJHOTO IPOJIETAPCHKOTO
CBITOTJISIMy. 3arajioM 1i€¢ TBOpPYE 3aCHOKOEHHS BiJOYBa€ThCS
3apasiku Jlii, oOpa3y cymyTHWII MUTLS, Yy SIKiii BTUIEHO Jemo
npuU3eMIIeHe, ajle TapMoOHiiHe i ®uTTenaiine Hayano. OnoBigaHHs
O. Kormunenka «TBepauii Matepiam» € TPYHTOBHHUM XYAOXKHIM
OCMUCIICHHSAM 00pa3y MHTLS. BHCHOBOK Ipo BaXJIMBY pOJIb
BHOKPEMJICHUX KOH(MJIIKTIB HaJIa€ MOYJIMBICTh HOBOTO MIAXOY J0
iHTepHpeTalii Xy/10’KHiX TBOPiB A00H.

KuarouoBi cioBa: oOpa3 MuTms, KOH(MIIKT, Heopeami3M,
HEOPOMAHTH3M, COIIATICTUYHHUNA pealli3M, YKpaiHChKa JliTeparypa
1920-x pokiB, MOTHB MOPaJILHOTO BHOOPY, XyJOXKHil TPOCTIp.

Beryn

IIpo3zoBa 30ipka Onekcanapa Kommnenka «Tsepanit
Matepian» (1928) MicTUTh JHEB’ATh TBOPIB, Y SKHX T'OJIOBHUM
00’€KTOM  XYJAOKHBOTO  300pak€HHSI CTald  CYNEepPe4HOCTI
MOpeBONMIOUIKHHNX peanii B Ykpaini 1920-x pokiB, a Takox
BHYTPIIIHI KOH(IIKTH i TepeXuBaHHA Pi3HUX MPECTABHUKIB
TOrOYacHOr0 CyCHibCTBa. LleHTpanbHe Miclle B KHHXKII IOCLIO
OTIOBIJ]aHHS, IO JAJI0 Ha3By BCiil 30ipii W OyJ0 NPUCBAYEHO
00pasy yKpaiHCBKOTO MHUTL.

Tema TBOpuUOi peamiszalfii i J0Ji MHTIA B CYCIiJIbCTBI
HiKaBWia HHU3KYy nuchbMeHHUKIB: JI. Ykpainky, €. ManaHioka,
JI. Kocrenko, T.Ocbmauky, P.IBanmuyka, B.Cryca Ta iHmIHX.
[losiBa mepcoHaxa-TBOPLS YacTO CYNPOBODKEHA BHUHUKHEHHSIM
CUTyallii TOCTPUX CYINEPEeYHOCTEH: TaKkWi CHOKET MICTHTH abo
MPUXOBaHMM, IO BUHUKAE TIOCTYIIOBO, a00 SBHHWA KOH(IIKT.
[Ipupoxa nux KOHQIIKTIB € MOJiCEMaHTHYHOIO, OHAK IIPH LOMY
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B pI3HHX JITEpaTypHHX TBOpPaX AaKLIEHTYEThCS HA OJHOMY,
KOHKPETHOMY PiBHI CYIIEpEUHOCTI.

JIronuHa, 1O 3HAXOOUTh CBOE MPHU3HAYEHHS Y TBOPUOCTI,
HEPIIKO TIEPEeXMBAE PO3KOJI BHYTPINTHBOTO «sD» Ha KiJdbKa
CKJIQJIOBHX, CYTOJIOCHHX PI3HHUM IIIOCTacsAM: «SI-MUTELb», <«i-
moanHa (0aTbKO, APYKHHA, CUH TOLIO)», «I-TPOMaASHUH» TOIIO.
Tak, Kopuii 3 npamu B. Bunanuenka «Yopna Ilantepa i binmit
BemMins» y mmmemi «MHCTENTBO YH CiM’sh» oOupae rmepie,
BTpayarouu mepBicTka. CXO0XXHH MOTHB KOHQIKTY TPHBOXHTH
repos M. KomtoOuncbkoro 3 HoBenu «lIBiT s0myHI», KOMM B
TIEPEKUTOMY TIOTPSACIHHI Bifl CMEPTi JOHBKH XYJOXHHK HAa MHUTh
BOawae wMmarepian mms poOoTH. A HAWMOMIMpEHilIa JuieMa
MOB’s13aHa 3 MOTUBOM «MHUCTELTBO 1 CYCIUIBCTBOY, SIKHH 4aCcTO Mae
TpariuHe po3B’s3aHHs, K y apami JI. Ykpainku «Y mymi», ae
repoii Piuapa BTpadae MOXJIMBICTH HAaTXHEHHO TBOPUTH dYepes
MTOCTIHHWN HATHUCK ITypPUTAHCHKOI PEIiTiiHOT TpOMaIH.

30ipka Omekcannpa Komunenka «TBepauii marepiam»
Oyna  pO3KPUTHKOBaHa  TOTOYACHHUMH  pEICH3CHTaMH  —
I'. OBuapoBuwm i JI. [ligraitanm (OBuapos 1928; Ilinraitauii, 1929).
[IlncrMeHHVKa 3BHHYBATHIIM B MECHMICTHUYHINA 1 3aHEMaIHUIBKIN
ToHaNbHOCTI. OQiliiiHi OpraHu W KPUTHUKU BUMAarajid BiJ] MUTIIIB
TBOPEHHS HOBOI PEBOJIIOLIHHOI KYIbTYpH, & PEBOJIONIMHICTh, Ha
IyMKy, Hampukian, M. byxapina, o3Hadana «ImeBHY Bipy y CBOIO
CIpaBy, PEBOJIOLINHICTL Mepeadadae 3amepeucHHs  HUTTS,
MecuMi3My, >KypOu i Beskoro rHWUIAL. Lle THWLIS MIIKOBHUTO
cymepeunts  Oynp-sKii  TMO-CHpaBXHbOMY  PEBOJIOLIHIN
HacranoBi»  (byxapum, 1928).  Orox  cdopmynboBaHi
KOMYHICTHYHAMY JliiepaMd TIOCTYJIaTH Bke Hampukiami 1920-
X POKIB 3amepeuyBajid 3MOTY MHTIIIB MOPYIIYBaTH IEBHE KOJO
TeM, SK-OT O€3BUXiJIb, 3HEBIP S UM 3aHEMAI.

Harowmicts y 36ipui «TBepauii MaTepian» nepeBakae came
MECUMICTUYHUHA TOH, 3aHENaJHHIbKa HACTPOEBICTh IMPOHHUKAE B
KOHQIIIKTHY KaHBY, TOMYy IO peamii Ti€i 1g00M 3HAYHO
KOHTpacTyBaJld 3  ypOUUCTO-NMaOCHUMHM  raciamu  Ipo
«OyIIBHHULITBO HOBOTO YKHUTTS.
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Ha »xanp, cy4acHi [dOCHITHHUKHA HE 3BEpTAIHCA JIO
BUBYEHHS TBODIB 31 30ipku «TBepaunii marepian». Mera wiei crarti
MOJISITa€ B TOMY, 100 BUCBITIMTH i NMpoaHANi3yBaTh XyIOXKHIil
BUMIip peamizamii o0pa3zy wmmtisg 1920-X pokiB 1 BHOKpPEeMHTH
KIIFOUOB1 piBHI KOHGIIKTY B omoBimaHHI «TBepamit matepiam»
O. Komnunenka.

MeTtonosoris i MeToau A0CiIZKEHHS

[nst pocsrHeHHsT METH W PO3B’SI3aHHS [OCTaBJICHUX
3aBJlaHb 3aCTOCOBAHO KYJIBTYPHO-ICTOPUYHHH Ta  OMHCOBO-
AQHANITHYHANA METOAW AOCHIKEHHS, IO JAl0Th 3MOTY BHSBHTH
0COOIMBOCTI KOH(ITIKTHO-CTHIILOBHX aKIEHTIB TBOPY 1 BpaXxyBaTH
cnenudiky CyCHiIbHO-MHUCTENbKOI cuTyamii B Ykpaini 1920-x
POKIB, a TaKOXX €JIEeMEHTH KOHTEKCTYyaJlbHOrO Ta TOPiBHAIBHO-
THUTIOJIOTIYHOTO METOMIB, SIKi CIIPHUSIOTH OKPECICHHIO PO TBOPUOi
caguman O. KonmieHka B 3arajibHOMY JTiTepaTypHOMY ITPOIIECI.

3arajgoM BapTO BiJ3HAYUTH, IIO TBOPYICTH MHCHMEHHUKA
MO3HAaYCHA OYEBHIIHOIO JHHAMIKOI: PYXOM Bijl PEBOJIOINIIHO-
POMaHTHYHOIO nadocy Yepe3 MOIIYKH B HEOPeaTiCTUYHOMY KITFOUl
W 3ady4eHHS MOJEPHICTCHKMX TEHJICHIIH /0 IPYHTOBHOTO
YKOpiHEHHSI B O(iliiHO-1IE0JOTIYHOMY PIYHII[ COIMiaNliCTUIHOTO
peanizmy. HMoro panns nposa 1920-1930-x pokis (opmyBanacs B
YacOBMX MeXKaxX 3apOJDKEHHS, CTAaHOBJEHHS U IITYYHOTO
HAaca/DKyBaHHS COIIAJICTHYHOTO peaji3My, MO sICKpaBO BiIOUTO B
onoBinaHHsx 30ipku «TBepauii marepian». 3HAKOBUM € Te, IO
camMe B I KHIDKII NHCbMEHHHMK YIIEpIIe TOCTPO TOpPYIIye
podJeMy MUTISI B HOBOMY PaJITHCBKOMY CYCITIIBCTBI.

Oco6nuBoi aktyanbHOCTi y 1920-1 poku HaOyBae nuiiema
«MHCTEITBO 1 JEpiKkaBa», KOJM HapTiHI KEPIBHUKH MOYHMHAIOTH
HATOJIETJIUBO TPOJYKYBAaTH y TBOPYOMY CEpENOBHII iJiei mpo
npaBauBe 300paKeHHS PEBOIIOLIMHOI AIMCHOCTI, a mi3Hime i
noOakaHHsI BTUTIOIOTBCS B MOCTyJaTax coupeaiizMy. OcHOBHa
¢dyHKIis coupeanizmy, 3a €. JIoOOpEHKOM, 3BOJUTBCS «HE 0
MpoTaranjy, a 10 BUPOOHUIITBA peabHOCTI Yepes ii ecTeTn3ario
(Hdo6penko, 2011: 8), ToOTO «coupeanisM 300paxkye CBiT, Mpo
iCHYBaHHS SKOTO TITBKH BiH BJIaCHE i
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cBiqunth» ([oOpenko, 2011: 10). ¥V TBopuocti O. KommieHka
CIIOCTEPIraEMO OYEBUIHY XYAOXKHIO peallizallito BiJ3HAYCHOT PUCH
compeaniamy. ['epoem omoBiganHs «TBepauii Mmarepian» €
CKympnrop MpaBa, SKWH Mpi€ CTBOPHUTH BIACHHWHA IIeIEBP
crieriagbHo 110 «cBsita Ilepemorm» — pidHMIN OITBIIOBHIIBKOTO
MEPEBOPOTY.

Bognowac O. KonmneHKo TpOMOBXKYBaB TOIIYKH B
HEOpeaNiCTHYHOMY KITIOYi, Ha 10 BKa3yIOTh XapaKTepHi Uil HOTO
TBOPIB LILOTO MEPiOAY CTUPAHHS OMO3HLIAHOT MEXI MK pealbHIM
1 imeanbHWUM; TEPETBOPEHHS THUITy HAa XapakTep, 3HUKHEHHS
CXeMaTHU3My; MOTHBH PO3JIBOEHOCTI JOyIIi, BiT4y)KCHHA B
CYCIIIIbCTBI; TIOKa3 OCOONWBOTO, BHHATKOBOTO SIK  CIIOCIO
HAOMIDKEHHS PEalbHOTO W 1AeanbHOr0; PO3IIIsA BHYTPIIIHIX i
30BHIIIHIX  CYNEPEYHOCTEH  JIOAWHM SK BHUSBY  BHUIIOTO,
MetadiznuHoro xoHpmikty modpa i 3ma (Ilaxapenko, 2009). Ha
HEOpEaNiCTUYHHNA KYT 300pa)KeHHS BKa3ye TaKoX Te, IO aBTOP
aKTHUBHO (DOKYCYeTbcS Ha OKpeMuX cdepax KHTTS U OKpeMHX
TUNax. 3pelToro, omoBigaHHs «TBepauit marepiam» Hemapma
CTallo IEHTPAIBHUM Y 30ipIIi, ajpke B HOro KOH(MIIIKTHIN CTPYKTYpi
SKHAMIOBHIIIE BIIOWTO XYJOXKHE IEPEOCMHUCIICHHS aBTOPOM
HalrocTpimux npoodieM Jo0H.

Takum 4YWHOM, 3a JONOMOTOI0 BH3HAYCHHUX METOJIIB
3MIACHUMO CrIpoOy IOCHiANTA KOH(IIKTHUN BUMIp peamizarii
o0pa3y MHUTIS B JOCIHIPKYBAaHOMY OIIOBiJIaHHI, II0 HEOJAMIHHO
notpedye BpaxyBaHHS XYJ0)KHbO-ECTETUYHOTO CBITOINISALY aBTOpPa
1920-x pokiB, a TaKOX 1AEONOTIYHO-CTHIBLOBOTO KOHTEKCTY B
YKpaiHCBKill JiTeparypi mouaTky XX CTOMITTS.

Pe3yabTaTu Ta 1McKycii

3aB’s3ka onoBiganHs « TBepauit MaTepiaa» nmo0yIoBaHa Ha
3MaJIOBaHHI T'OJOBHOTO reposi MpaBu B CTaHi Halpy>KEHOI Mpari
Haa cKynenTyporo. IlcuxonoriyHa 30€HTEXEHICTh NEepCOHaXa
CIpUYMHEHa He OpakoM HAaCHark YW  HEBJOBOJCHICTIO
pe3yibTaTaMH: TepHI 3a BCE, CKYJNBINTOP 0aduTh MpodieMy y
BIICYTHOCTI HOTpiOHOTO Marepiany — MapMmypy. Biakputuit
KOH(QIIIKT MUTLA 3 JCp)KaBHUM amapaTtoM y 3aB’si3Li BiJCYTHIM.
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Hapmnaku, MpaBa HaTXHEHHHUI HaOIMKEHHIM «cBsita [lepemoruy,
a/pke BiH MICHS  TOJITEMIrPaHTCHKOI TMOI3KM 32 KOPJIOH
MOBEpPHYBCS  A0AOMY, 1100 BoroBath Ha (GpoHTI, 1 1oci
3ATAMIAETHCS TPUXUIHFHIKOM OUTBIITOBUITBKHX 17CH.

Y MpaBi BTiIeHO 00pa3 IMPOTPECHBHOI, TBOPYOL
0COOMCTOCTi, caMe Takol, [0 3/aTHa JaBaTH CBIiTy HOBE,
peBomoniiHe MHCTENTBO: «Bce XUTTS cydacHOi iHmycCTpii
MPOCAKHYTE PYXOM, KaTacTpooro, BOYIOBaHOI BOJIHOYAC ¥
pPaMKH OpraHi3oBaHOCTI i cyBOpoi 3akoHOMipHOCTi. KaTactpoda i
JMHaMiKa, CKyTi TPaHIiO3HUM PUTMOM, — OCh OCHOBHI, 3HaMEHHI
MOMEHTH TpoJieTapchkoi mcuxosorii» (I'acres, 1919: 51).

Jis oO6pazy MpaBu akTyallbHa KOHIETIiSI pyXy B J000pi
MeToAiB i ¢opM TBOpHOI mparli: «...B HbOro Bcsa rpyma pBeThbes
Bropy, B IpOCTip. 3Ma€ThCs, 10 BOHA 3apa3 3ipBEThCS 3 MICIIS,
mpo0’e omi cipi CTIHM 1 TOMYHTH Ha BYIHIO, IO JIOACH»
(Kommnenxko, 1928: 59). Tak camo nuHaMi4YHMM, HECTPHUMHUM, 0a
HaBiTh HENPUOOPKYBAaHUM BiH YSBIISIE MHUCTEIBKHI Tporiec: «/lms
CIPaBKHBOTO MaHCTpa HIKOJIM He OyBa€ 3aKiHYEHOTO TBODY.
Koxnwmii Halikpamuii TBip aBTOp 3aBXKIU MOXKE MEpepoOroBaTH i
nopoomsti» (Kommnernko, 1928: 59). MotuB auHaMiku W pyxy
CTa€ 3acajHUUOId PHUCOK Y (opMyBaHHI 00pa3y IMepCOHaKa-
MUTIIA.

3  pO3ropTaHHAM CIOKETY HapoCTae€ IICUXOJOTIYHO-
eMOIliiiHe HamNpy>XeHHs: 3pelmTor MpaBa po30HMBa€e BKE TOTOBY
ckynpnTypy. CTpakJaHHS MHUTIS B I[Iell Yac, BHKIMKaHI BOHU
0Ipa3y KUIbKOMa YHHHUKaMH, CsraioTh amorero. Iloctymoso
OTIPUSABHIOIOTHCS  OYEBHIHI  CYNEPEYHOCTi, SKi CTOCYIOTHCS
«BIYHOD» TEMH MHTISI — 3aJy4€HOTO BOJHOYAC y TBOPYMHU akKT,
O0arato B 4YOMy JETEpPMiHOBaHHA BHYTPIIIHBO (OCOOUCTHMU
LiHHOCTSIMH, MOpaJbHUMH OpIEHTUPAaMH, CBITOBIAYYTTSIM), 1 B
30BHIIIHINA CBiT, B OTOYEHHS. ABTOp YBUPA3HIOE KOHQIIKT,
MOJIAI0YM KOHKPETHE BTUICHHSI 00pa3y MUTIS B YMOBaxX PO3BHUTKY
PaIsSTHCHKOT'O TOTANIITAPHOTO CYCILIBCTBA.
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VY 3B’s3Ky 13 MM KOHQTIKTHAN BUMIpP ¥ TBOP1 GOPMYETHCS
3 KUIBKOX PIBHIB, 3-TIOMDK SIKHX MOYXHa BHOKPEMHTH UYOTHPH
MIPOBiAHI PiBHI.

[lo-mlepmre, BimcyTHiCTE MapMmypy mns pobotm #
HECIIPOMOXHICTh Oyap-me Horo mpuadaTi — CYIEepedHIiCTh, fKa
ranbMye TBOpUi mopuBaHHsS Mpasu. Mnethcs mpo BiacHe Gpax
TBOPYOTO MaTepiaiy, 3 YAM MOXKeE 3IITOBXHYTHCS KOXKEH MUTEIb Y
MpoIleci TONIYKiB, KOJMW J00Wpae TMOTPiOHI eJIeMEeHTH 3MICTy,
¢dbopmu, xanpy. [locTae KOHQIIKT HEBIAIOBIIHOCTI MK TBOPYUM
CTHMYJIOM 1 TBOPHYOIO peanizamiero. MpaBa cTpaxaae Bia Opaky
Mapmypy: «S xouy mo cBsaTta Hamoi [lepemorn matu cripaBkHil
TBip... Alle B MeHe miJl pykamMu TiuHa... CBOIO mepeMory Mu
3M00yIM  KPHUIICID, MEYeM, a BioOpakyeMO 3 TJIUHH...»
(Komunenko, 1928: 64). ¥V takuii cnocid MUCbMEHHUK XYIIOXKHBO
(bikcye HamaraHHS CIPaBXHBOTO TBOPISI JOCSTTH BiJMOBITHOCTI
(dbopmMu Ta 3MicTy: TTIMHSAHA CKYJBITYPA, 32 MIepeKOHaHHAM MpasH,
HE 3/[aTHA TiepeaTH BeIndi i repoiku MaliOyTHBOT'O IIECBPY.

Bunukae npoGiiemMa Matepiaiay B Horo 0e3nocepeiHboMY,
nodyroBomy  3HaueHHi. CPCP  Oymo  moOynoBaHo  Ha
KOMYHICTUYHIH Teopii K i/1e0JoTii MaTepiamicTHYHIN, TOKIUKaHI i
MOJIOJIATH MaTepiajbHi Herapasau, TOOTO 3a0e3MeYuTH JItoJeH
MPOJYKTaMH, KHUTIOM, TPAHCIIOPTOM, OJATOM i T. iH. Hacmpasi x
MaTepiaiabHi MpoOiieMrn HE OyJIO BHPINIEHO, CBITYEHHSM 4YOTO €
TaKi ICTOPUYHI SBHIIA, K JSPIUTH, )KUTIOBI KPU3HU TOIIO.

[o-gpyre, KOHGMIIKT BHUHHKAE Yy BIACHE TBOPUYOMY
cepenoBulli. Jpy3i-CKyJIBOTOPU ILyPalOThCSI CMUIMBHUX TBOPYHX
EKCIEpUMEHTIB, HaJalouud I[epeBary CTapuM, IepeBipeHUM
dopmam 1 crokxeram. OOpa3 TBepAOro matepialy MOXKHA
PO3MIIAJATH SIK aBTOPCHKY MeTadopy: HAeThCs Mpo JrojeH, siKi €
MOCITIZIOBHAMH B CIIOBaX 1 BUMHKAX, TBEPJli, TOOTO MPHUHIIMIIOBI Ta
BrieBHeHi. Takux ocoOucrocreil MpaBa He crocTepirae HaBKOJIO,
HE Ma€ MiATPUMKH, TOMY BiJUyBae HE TIJIbKH TBOpYY, aje i
eK3UCTeHIliiHy camoty. [Iporect MpaBu, BUpaXeHUH Yy
pyHHYBaHHI CKyJIBOTYpM # BHUKPaIeHHI MOHYMEHTY, IO
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CUMBOJII3yE  3aKIUK 10 OOpoThOM 31  CIIAOKOIYXICTIO,
3aKOCTEHITICTIO, HeOaXKaHHIM 3MiH, IHEPTHICTIO Ta TACUBHICTIO.
O6pa3 cKyJIbIITOPa YaCTKOBO BIHUCYETHCS B MOJIEPHICTCHKY
KOHIICTIIIIF0 TBOPYOCTi: MpaBa € THIIOM MUTIISA, SKHH BiIKHAIAE
3acTapily KOHIENII0 MHCTEITBA SAK HACHTiTyBaHHA, pPETEIbHO
MPaLIOI0YH HaJl YHIKATBFHOIO (JOPMOIO CBOTO BUTBOPY W MparHy4u
CTBOPUTH HOBY Kpacy. BiH mronuHa-TBOpeLb, MiJBUILECHUNA Hax
OE3MMKIM HATOBIIOM 3aBIISIKA CBOEMY TAllaHTY, BMIHHIO OauuTH
HeOy/leHHe B 3BHUYHMX pedax. MpaBa BIIKPUTHH [0 CBITY,
BiquyBa€ B co0i cuiM OyTH JeMiyprom, BiAMOBiJaJILHHM 32 CBOE
TBOPIHHA. Y TakWx pHcax HOT0 XapakTepy MpPOCTEKYEThCS
BiUTYHHS ifeii Hirre mpo BoMbOBY # CHITBHY OCOOHCTICTH HOBOTO
Yyacy, MpO «HAUTIOAWHY». A MpoTe, BCAKWN TBOpELb MparHe
BU3HAHHA W HE Mae€ iCHYBaTH 1M03a MyOIiKOI0, aJpKe MPU3HAYCHHS
aBTOpa TaKOX y XyHOKHbOMY BHMXOBaHHI. [3 mporo mpusoxy
Himme 3ayBaxkyBaB: «SIKmio Toi caMuii MOTUB HE PO3POOIIIETHCS
Ha COTHIO JaJiB pI3HUMU MaicTpamu, MyOiika HE BUYUTHCS
LIKAaBUTHCA YUM-HEOYIb. <...> Murenb 1 HOro CcepeaoBHIIE
MOBHMHHI HTH B HOTY... [HaKIIe BUHUKAE 3HEHALIbKA BEJIMKA MpipBa
MDK MHTIEM, SKHA Ha BiJJIaJIeHUX BEpIIMHAX CTBOPIOE, 1
myOJIiKO10, SIKa BXKE HE 3/IaTHA 3IIMHATUCS Ha Il BEPIIMHMU 1 BPEILTI
HEBIOBOJICHO CITyCKa€eThes 1mie Hrkue» (Hirmre, 1911: 134-135).
[lo-Tpere, BUpa3sHMM KOHQUIIKTHUM piBHEM IIPOCOYEHA
CIO)KeTHa JIiHisS B3aeMWH MpaBu 3 TEOPETUKOM MHCTEITBA
Kantoukoro: aBTopuTeTHMil mpodecop TreTb He chpuiimMae
peBomroniiHi moTyru Mpasu. Inetbes mpo KOHQIIKT MUTHS 1
aBTOPUTETHOrO KpuTHKa. KaHIoUmi, MNepcOHaXy-aHTaroHiCTy
MpaBu, NPUCBIYEHO OKPEMHUH PO3Miji, meld oOpa3 — IIIKOBHUTHH
AHTHUTIOJ JI0 MOJIOJIOTO CKynbnTopa: «Tak camo sIK cBoio 0co0y,
npodecop Kanrouka HEHaBUIAWTH MHCTELTBO, XOY YK€ BCTHT
MEPEeKOHaTH BCiX, MO0 came BiH OOpeThCS 3a MHCTELTBO HOBOI
noowu» (Kommnenko, 1928: 77). Ionymnennit MpaBoro nam’sITHUK
CTapuii KPUTHK 3aBXKJM BHKOPHUCTOBYBAB Y CBOiX CTaTTAX SK
npeamer ans HacaigyBaHHS: «TpebGa, — mopiBHSABIIM PoOOOTH
TENepiliHiX MaiCcTpiB 3 LUM KJIQAOBUILIEHCHKMM MOHYMEHTOM,
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BHJIAATH iX BCiX, a MOTIM OCTaHHBOIO CTPOYKOIO IITHECTH SKECh
racjio, — TOTO XK BUMararoTh Hamn OoiloBi yacm» (KommneHko,
1928: 77). Iloptper KaHrouku sik MOpaJbHO HECTIMKOTO THIIA,
M030aBIIEHOTO «TBEPJOCTI» Y AYMKaxX 1 BUMHKAX, IPUHIIMIIOBOCTI,
IHAMBITyalbHOTO OadeHHS, JOMOBHEHO €Mi30I0M MPO HOTO HUII
JIIOOOBHI 3arpaBaHHS i3 CyCiJIOBOO JPY>KHHOIO.

[lo-ueTBepTe, cTae BUPA3HOIO CYIEPEUYHICTh Ha piBHI
KOMYHIKAIIil i3 OIMPOKUM 3arajioM, MOTeHLIHHUMH aapecaTamu i
CHOXMBaYyaMd MpaBHHOT'O MUCTEINTBA: T€ CEPEJOBHUIIIE JIIOACH, HEe
MPUYETHUX O TBOPUOCTI, y SIKE MOTPAIUIAE CKYJIBITOpP, BIAJISKYE
roro atMoc(eporo iHTENEeKTyaabHOi 0OMEKEHOCTI, 0aiIyKoCTi i
rynpTsiicTBa. [loctae KOHMIIKT MATIA 1 CYCIUTBCTBA.

VY npyromy po3aiiii miJ Yac MPOTYJSHKU 10 KJIaJ0BHUIILY
MpaBa ctae cBiIKOM OIfKH i PATYe CBOI'O AaBHBHOTO (hPOHTOBOTO
mpusitenst Cepaioka, SKUA KOMUCh OyB «OyIIBHHKOM HOBOTO
COIIAJICTHYHOTO CYCIIIECTBA», & CTaB IT THUYKOIO 1 XYIITaHOM.
Came 1ell JaBHIA Jpyr 3a0X04yye CKyJIbOTOpa A0 3JO0YHMHY 1
3pEIITOI0  YMOBISIE TONYMUTH 3 KIAJAOBUINA MapMypOBHI
nocraMeHT. MpaBa HaBaXye€Tbcs Ha L€ y BiJuai, aje HaTOMICTh
PO3B’s3y€ CBOIO TBOPUY MpoOIeMy 3 MaTepiaaoM.

Ha npomy etarti KoH]IIKTY aBTOp YBHUPA3HIOE aBaHTIOPHO-
MPUTOAHUIBKUI €IEMEHT CIOKETy. lneTbes Tpo KynbMiHAIiHHHAN
emi30] BHUNPOOYBaHHA MEPCOHAXa, KOJIM MpaBa ONMHUBCS B
emimneHTpi OifiKM Ha [BUHTApi, TUBOM YPATYBAaBCS caM i JIOTIOMIT
npusiteneBi. Taka iHTpura Bifirpae He TIUIBKH PO3BaXKalbHY
($yHKLII0, a i CMUCIIOBY — BHOCUTB Y KOH(IIIKT €peKT eMOLiHHOTO
HaNpY>KEHHS, CITiBIIEPEKUBAHHS T€POEBI.

Sk HacHiOK, 4eTBEPTUH piBEHb KOH(QIIKTHOIO BUMIpY,
OB’ I3aHUM 3 IPOTUCTOSHHIM MHUTIIS i HEMUCTEI[LKOTO OTOYEHHS,
OTIPUSABHIOE Oe3nocepeiHiil KOHQIIKT 3 Jep)KaBOr, KOJH Tepoi
MOpYLIye 3aKOH. 3a KiIbKa IOHIB YKpaJeHHH NOCTaMeHT OyB Yy
cTyaii, i MpaBa Haji HUM 3aB3STO Ipaitoe. Bin oTpumye 6axannit
MaTepiaj | HATXHEHHO JIIHTh HISEBP.

[Ipore MpaBy MyuuTh CyMJIiHHA 32 3[iHiCHEHE 3JI0iHCTBO:
«[lonuBucs, risHb, s 111 cebe one poOHUB, I Kap’epu, AT
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3aJIOBOJICHHSI €r0i3My BJIACHOTO 4H sl rporreit?.. Xa-xa-xa! Hi, s
poOMB Ha maM’sATh MPO THUX, MIO IXHBOIO KPOB’IO Temep
cnekymoote Maknepu» (Kommmenko, 1928: 91). Maiictep
CTHKAETBCA 3 MOPATbHOI MpobiemMoro BHGOpy i cosicti. Moro
HENOKOiTh, YM Ma€ MpaBO Ha ICHYBaHHS MHCTELTBO, MOOyAOBaHE
Ha 3704YMHCTBI? «MpaBa 3HaB, IO BiH MYCHUTh 3pOOHTH pid
Ha/J3BUYaliHy, TOAl JHILE BiH BHUIPABIA€ CBOE 3JI0YHUHCTBO,
npuHaiiMHI, a1 cebe» (Kommmenko, 1928: 88). Ilcuxomoriuna
rpajgamisi o0pa3y MHUTHS CHPUYMHSE MOTHUB PO3YapyBaHHS, Tsrap
3JIOYMHY HABIIOE JYMKH IO T€, IO TUILKH BiH BiJIMOBIIaIbHUM 3a
BIacHI Aii, a Ile CHpUYWHSE TIHOOKY 3HEBIpY B IKHTTI,
CYIIPOBODKYBaHY MOTHBOM CaMOTHOCTI.

Hemapma y Tekcti HaBiTh aTpuOyTH XYAOKHBOTO
mpocTopy, B  sKOMYy icHye MpaBa, XapaKTepHU3yIOTbCS
HarHiTaHHSAM, CKYITYEHHSM HETaTHBHUX IPOSBIB KUTTSA JOBKOJIA
repos. [Ioka30BUM y KOHTEKCTI MOTUBY CaMOTHOCTI € JIOKYyC HOTO
MPOXKUBAHHS — KOJHIMHIA «HHOAp» CKYJBITOP 3a BJIACHHW KOUIT
oOyamTyBaB mif ctyxiro: «“[lamam” cToiTh Ha OKOJHMII MiCTa, 3a
KIagoBHIeM, Ha Buroni» (Kommienko, 1928: 61).

HaiisickpaBime o0pa3 MuWTLS, CaMOTHBOTO BHUTHAHL Ha
MapriHecax TIOBCSKICHHS, BHHHUKAaE TOCEpe]  KJIaJ[OBHIIA.
BypxnuBuii cBiT Jtojieil, HATXHEHHOT Tpali ¥ XUTTS JIMIIAETHCS
Jech 1o3a CBITOM MpaBH, CHMBOJIOM HOr0 CTa€ AAJIEKUH TYPKIT
TpaMBaiB, «II0 MOB3JIM Bix 3aBomy». Lleit emizon no1ae B TEKCT
MOTY>KHUH POMaHTHYHHU CTPYMiHb: mocepe] Oyp’siHiB, TPOOKIB i
HenopyiHoi Thi MpaBa O1ykae, CyMye i IOpuHAe B CIIOTaIu.

Tema knajoBHIIA MOB’si3aHA 3 aMIO3i€I0 HA MOIMIMPEHI y
¢donbKopi, a 0coOIMBO B YKPaiHCHKOMY PpOMAaHTH3MiI MOTHUB
cMepti Ta 00pa3 wmormwmm (M. [lerpenko, A. MeTIHHCHKUA,
T. llleBuenko Ta iHmi). PomaHTH4HUI Tepol TpaauLidHO sKpa3
LIyKae Ha LBHUHTapi 3B’S3Ky 3 MUHYJIMM, BiANOBiAeHd Ha BiuHI
MMUTAHHS, 3aCIIOKOCHHS a00 BTedi BiJg OTOYEHHS. Yce IIe
CTOCYEThCS 1 MpaBu: KIIaJOBHUIIIE JONOMAarae MoMy 30CepeuTHCS
Ha pO3AyMax, a IOTIM 1 BUDILIMTH HE JHUIIE AyLIEBHY, a U
MaTepiapHy Ipo0sieMy — BiICYTHICTh TBEPAOTO MaTepiainy.
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Tyt 3HaXoAMMO CBO€EpIAHY aBTOPCHKY aBTOANO31I0 Ha
iHme  omnoBimanHa  30ipkum— «Ha  3emmo»,  Mo3HauYeHE
HEOPOMAaHTUYHUM  KOHQUIIKTOM. Y  HBOMY HIETbCS  TPO
MIpeICTaBHUKIB BOJIETIOOHOTO KOYiBHOTO €THOCY — pOMiB. Y Tabopi
ctaporo Mypo mononuk Kocra cie yBapu: migOouBae TOBapUIIB Ha
Te, o0 O0NAITYBAaTH 3BUYAaHHE CUIBCHKE KHUTTS W BiAMOBUTHCS
Bix Tmepei3miB. MOTHB MEHTAIBHOI HAJCKHOCTI OO0 KO3ambKOl
BOJIGHHUII, CTUXIHHOTO OyHTapcTBa BTIIEHO B  SICKPaBHX
HEOPOMAaHTUYHUX 00pasax nura€a Mypo i oro gouku Biosm, siki
MPOTUCTOSATh HOBUM COIIAJICTUYHUM TMOPSAIKaM 1 He OaxaroTh
BCTymatu B Oyap-iKi Cinmbcbki yTBOpeHHs. lle mepcoHaxi, 1o,
monidbHO 1o MpaBu, KHIAIOTh BUKIUK OOCTaBHHAM, OOCTONOIOYH
BJIacHI mepekoHaHHs: Bio3i B mili 60poThOi 3a TpaBay JOBOIUTHCS
nepecTynuTu d4epe3 mouyrrs no Koctu,a Mypo, xou i Oaxae
macTs JI04Illi, BUMYIIEHUH CIIOCTepiraTty ii HElNerkuid BUOIp MiX
MTOYYTTAMH ¥ 00OB’I3KOM.

MoTtuB MopanbHOTO BHOOpY, L0 € pYIIAHAM Yy
KOHQUIIKTHOMY  BUMipi onoBifganHs «TBepauéi  MaTepiam,
HEPO3PHBHO IIOB’s3aHMil He ImMime 3 MutieM Mpasoto. Horo
4eproBy CKYIBITYpPY BpsATyBaia Bia MmonoTka noapyra Jlis. Ilew
XKiHOuMiH o00pa3 3acnyroBye mnwmiabHOT yBaru: y JIii BTineHO
TypOOTIUBY CYNyTHHIIO MUTHSA. Takor Oyna Puta B apami
«Yopna nanrepa i binuit Beamine» (1911) B. BunHnuenka. YTim
oOpa3 JIii Mae cBow crenudiky: BOHA HEMOMITHA, THXa, il HE
JIOBOJIUThCA CTaBUTH MpaBy B paMKu MoOyTy, BOHa KepOBaHa
BipOIO B CHJIy MHUCTENTBAa i BUCOKE NMPU3HAUYEHHS CBOTO OOpaHIIs-
muti. Ha BiaMiny Bim Puth, 4ni poawHHI OOCTaBUHM CKIAIUCS
iHaKIe — JUIsi Hel YOJIOBIKOBE CIIY)KIHHS MHCTEUTBY CTa€ BXKe
nuTaHHsM BrokuBaHHsA: KopHiii KaneBuu «BHOMpae MO3UILIIO,
3aCHOBaHY Ha i€l epTBONPUHECEHHSI CIIPaBKHHOMY MUCTELTBYY,
sIKa 3r0/IOM «HEYXWJIBHO J10BoAMTHCS KopHieM 1o mapagokcanbHOT
cuTyalii, HaOupae puc Bigseproro abcypay» (Ymanelp,
[Ipocanosa, 2018: 115). ¥ Takux obcTaBUHAX CyIyTHHIS MHUTISA
Puta BXe He TroTOBa BHUSBISATH MIATPUMKY CBOeMy binomy
Benmenesi: «Po3ymiroun Benmuke nparHeHHs binmoro Beamens mo

57



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

TBOPEHHSI MHCTELBKOTO IIeneBpy, PuTta BOmHOYAC HEHABHUANTDH
Woro kapTtuHy... IlparHyun 3minuTH mno3uuito Kopwig #
MOMCTHTUChH, BOHA KWAA€ BUKIWK 3arallbHONPUUHSATHM HOpPMaM
MIPUCTOMHOCTI: iMITye 3pamy, MIAHTaXye, HaBITh — OEMIKeTye»
(Ymanens, IlpocamoBa, 2018: 115). A nmam Bmamae y Bimuaii:
«JIOBEJICHA /10 pO3Mavy, KUIAETHCS 3 HOXKEM JI0 KApTHHW, aJlKe «Y
3paHeHiil aymr JKIHKA HypTYIOTH 3[0pOBI CHIIH, JOMIHYIOTh
MOpajbHI IMIIEpaTHBH, aje W aKTUBHO BHSIBIIAE ceOE €roiCTUYHE
Ha4ajgo, a BYMHKA YacTO JEMOHCTPYIOTh HEIOCIiIOBHICTh
(Ymanenup, Ilpocamosa, 2018:115). Tepoins O. Konunenka,
HaBIIAKH, JOCHUTH MOCIIIOBHO, X04a il He 0e3 MOPAJILHOTO Tsraps,
BCUIIKO HAMAaraeThCs BIATOPOIUTH IMapTHEpa BiA TypOOT, HeE
MOB’SI3aHUX 3 MHUCTELTBOM, BUSBISETHCS JIaJHOI0 Ha 30POBY
CaMONIO)KEPTBY, NPHUHAWMHI Yy BUIJSIII POOOTH HajA BIACHUM
€rOICTUYHUM «5D».

VY npomy koHTekcTi BOagaemo B JIii pucu Mipiam 3 gpamu
«Opnepxkuma» (1901) Jleci VYkpainku, sika TeX € BIPHOIO
CYNMYTHHUIICI0O  MHTI, MOro MiATPUMKOIO B  OypeMHOMY
MaTtepiaabHOMYy CBiTi. Hacammepen 3HaXoamMo CXOXICTb ¥y
KOHTEKCTi CaMOBIJ/TaHOT )KEPTOBHOCTI: «3HaB: — 3 YCiX )KIHOK BOHA
OJTHA i3 CIIOKIHHOIO PaliCTIO MOYKe MPUHECTH cebe B KEPTBY HOTOo
poborti» (Konmnenko, 1928:63). Ame i Bim MipiaMm repoins
O. Konmnenka  Bimpi3HSAETBCS: BOHA  MMo30aBlieHA  IMAIKOTO
(danaTu3My, nenio OLIbII MPU3EMIICHA, 11 JIFOOOB JKUTTECTBEPJIHA,
He csirae pyiHiBHOT Mexi. JKiHka moBoAHMThCS 3 MpaBoro ayxe
JENKaTHO 1, KOJM BIiH caM BHSBISE JIO Hel yBary, MOKIPHO
npuiiMae H0ro HiXKHICTb.

MOTHB CaMOIIOKEPTBU Ha I[bOMY KOH(IIKTHOMY PiBHI HE
o3Hayvae, 1o repoi O. KonuieHnka meBHOI Mipoto cede YTHCKaITh
3apagyd 4Yorock abo KOrochb, 3amepedyloud THM BiIMOBY BiX
BunanyeHkoBol ifei «4ecHOCTI 3 COOOIO»: Takoi, IO IIEBHOIO
MIpOI0  posropranach K  comiamictuuHa:  «BHHHMUYEHKO
BUTNIPOOOBYE iJi€a KEPTOBHOCTI, TPOMaJICKKOT CaMOBIJJIaHOCTI,
1HAMBIAyalbHOI BOJII JIIOMMHM MPUHOUNAMH, CHOPMYIbOBAaHHUMU
nepeayciMm y cepenoBuili NpodeciiHUX — PeBOIIOLIOHEPIB,
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comiamictiB»  (I'yHmopoma, 2010: 12), a BoaHOYac  MiJIKOM
MOJIEpHOi, MMOKJIMKAHOI FapMOHI3yBaTH B JIIOAMHI pamioHajbHE Ta
4yTTeBE, 10 Oyla «y CBOEMY IEPETBOPIOBAILHOMY MOPaJIbHOMY
edexrti cyromocHa ¢izocodii Himmiey, 30kpema i y TakoMy HIJIKOM
MPUTAMAHHOMY JUI MUTILS acHEKTi TBOPEHHsS HOBHX ILIHHOCTEH,
«siki y BuHHWYEHKa, MOMIOHO IO TOrO, K II¢ BiJOYBAa€THCSA B
Himme, coyxate ans  HIATPUMKH  JIFOACBKOIO  POAY»
(I'yamoposa, 2010: 12). Hemapma came Jlis 3aBammma Mpasi
po30uTH HOro APYTY CKYJBNTYpY, BOHA €JMHA 3 OTOYCHHS MUTLS
MOJISIE MOTO CBOEPIJIHI PO3AYMHU, HOTAT IO MUCTEIbKOT mparti. Y
JIii BTineHo 00pa3 KUTTEAAHOT TBOPUOI CHITH, KiHKHA-OEepEernHi, 11e
CHUMBOII JIFOOOBi, CMUPEHHS ¥ BiIIaHOCTI.

30ipka «TBepamii MaTepias» OTpUMalla HECXBAIbHI
BIITYKH 4epe3 ii JieKadaHCHO-TIeCUMICTHUHU madoc, ocoOImuBO
MOMITHHHA HaBiTh y PO3KPUTTI TEMH MHUCTeNTBa. [ 0JOBHUM
omoBiganusM 30ipku O. Kommmnenko ¢ikcye Hactpoi Ta momil
TOTOYaCHOTO KYJIbTYPHOTO CEpPEOBHUIIA: MPOJIETKYIbTIBCHKI racia
PO TPaHJIIO3HICTh Ta MOHYMEHTAJbHICTh HOBOTO THITY MHCTEIITBA
CTalOTh NMPUMApPHUMH Ha TJIi PEAIbHUX TBOPYMX IMPAKTHK. 3aMiCTh
«3I0pOBOT0, MOTOMKEHOTO 3 CaMHUM COO0OI0 1 HaBKOJIHIIHIM
COLIAJIbHUM OTOYEHHSIM OpraHi3My, SKHH QOpMye KpHCTaIN
XyAoxkHix motpedy (Hexnapamus «Kysuaumpl», 1923), ckymsnTop
MpaBa CHOCTeplrae TBOpql MOTYTH HECMIIMBUX 10 eKCHepI/IMeHTlB
Ipy3iB-XyJOXKHUKIB 1  JHIeMIpHUX  mpodecopis- KpI/ITI/IKlB
KomynicTnyna Bnaja jama  CTHMYJ  3apojDKCHHS  ifei
[IponerkynpTy 1 3rogoM caMa iX BiAKHHYJA: IMPOJIETKYJBTiBII
OyKBaJbHO CIPUHHSIM HEOOXiTHICTh CTBOPEHHS HOBOTO THUILY
KYJIbTYPH, 3alepeUrid Pojib IHTEIINEHI], CEISHCTBA 1 HaAOaHHS
MHUHYJIUX POKIB, a II€ PO3XOIMIOCSA 3 iIesIMH KOMYHICTIB II0OJO
MoOyJOBH COLIaJiCTUYHOTO CYCHJILCTBA, J€ BCi PiBHi: pOOITHHK,
CeNISTHUH, IHTENIreHT 4YM MuTelb. HemepeciuHa TBopYa JIOJMHA,
3aMIiCTh BIIBHO BJaBaTHCS JI0 MHCTEIBKMX IPAaKTUK, BUMYIICHA
0opoTHCS 13 CYCHUIBHUMH CYIEPEYHOCTSIMH PaJSTHCBKOTO CBITY:
TYT aKTyali3yeTbcsi mpoOiieMa CBOOOAM TBOPUOCTI PaASHCHKOTO
MUTLS, fKa rodyana HaOyBatu roctpotu came B 1920-x pokax.
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Brnaga Bumarama Big MUWTIIIB HOBW3HHW, BEIMYHOCTI, ONTHMI3MY,
MOHYMEHTaIBLHOCTI. HaTomicTs cTaBuila TBOPYMX OCOOHMCTOCTEH B
LIJBHI ~ paMKH, CYTTEBO OOMEXYIOUM iXHI  MOKJIHMBOCTI
BUKOPHCTAHHS ’KaHpPOBOTO, TEMaTHYHOTO 1 CTUIIBOBOTO
PI3HOMAHITTS.

Hum cnpuumHeHO KOH(MIIKT B  OMNOBiAaHHI: Tepoi
O. Kormunenka MpaBa MHMOXITH TMOTpaluB Y 1A€ONOTiYHUI
KanKaH, HAJUXHYBIIACh HOBU3HOIO IPOJICTAPCHKUX racei: Horo
mupa TBOpYA BIIIAHICTH «CIpaBi PEBONIONII» BHABHIACS
HEMOTPIOHOI y HOro CepeioBHIN, J¢ BHCTAYal0 IUIAKATHOCTI,
JIO3YHTIB 1 Teopii, He MIAKPIMIEHNX NPaKTHIHUMH 3000yTKaMH 1
pEaNbHOIO TPaLero.

BuchHosku

Orxe, obpaz mutig B O. Komwienka, peanizoBaHuil B
omoBigaHHi «TBepauii MaTepiam», XapaKTepU3y€eThCs TIIMOMHOIO i
HEOJHO3HAYHICTIO. MpaBa HE BiJ4yBa€ KOJIEKTUBHOI CHIN U
MiATPUMKH, 32 SIKy BiH OOpOBCS ITiJ] Yac pEBOJIOLIT, HE 3HAXOIUTh
OJIHOJIYMIIIB, OINMHSAETHCS B CHUTYyallll CyCHUIbHOI 1 TBOpPYOL
CaMOTHOCTI, po3uapyBanHs. [lonpu Te, o aBTOp MOpyUIye TeMy
HOBOT'O Pa/ITHCBKOTO MHUCTELTBA, a TePOil € MIPUXMIBHUKOM HOBOTO
Jaay W y4aCHHUKOM TI'DOMAJSIHChKOI BiHU Ha OOIll OiIbIIOBHKIB,
omoBinaHHs «TBepauii Marepias» 1030aBJICHE 11€0JIOTIUYHOT
TEeHACHIIKHOCTI: MpaBa BiApI3HAETBCA  BiJl HAPOIHKEHOTO
COLIpeaTi3MOM THITY «IO3UTUBHOTO» TIePCOHaXa, SIKMH CIITo
BIpUTH Y TIEPEMOTY COIIiai3My.

3aKOHOMIpHOIO peakuielo MpaBu Ha HABKOJMILIHE KHUTTS
CTa€ MPOTECT: MPOTECTYIOUM NPOTHU OOMBATENIBLINHHU, CKYJBIITOP
HE 3TO/DKYEThCS Ha TIHHY # IIykae mNOTpiOHMNA MaTepial;
MPOTECTYIOUYH MPOTH HEAOCKOHAIOCTI B TBOPYOCTI — pO30HUBAE CBIil
BUTBIP; MPOTECTYIOUM MPOTH 3aKOHY 1 MHUCTELUBKUX 3000YTKiB
MHUHYJIOTO, BHMKpaJa€ 3 KJIaJoBUIIa MocTaMeHT. OnoBigaHHA
HacH4YeHEe  CYO’€KTHBI3MOM  300pa)KeHHs,  ICHUXOJIOT1YHOIO
HATPYKEHICTIO i MPUTHIYEHICTIO 00pa3y repos, 1o HA/Ia€ TBOPOBI,
OKpIM  HEOpEaliCTHYHUX 1  HEOPOMAHTHYHHX,  SICKpaBUX
EKCIPECIOHICTUYHUX O3HaK. BHYTpimHIA KOHQIIKT TOJIOBHOTO
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NEPCOHAXa CIPUYMHAE HOro CTPaKAAaHHS, BUHHMKAE MOTHUB
CaMO3HUILEHHS HOT0 SIK TBOPUOi OCOOMCTOCTI (CLIEHU 3 PO3OUTTIM
CKYJIBIITYpH), TPOTE BBEJCHMIA aBTOpoM o0pa3 JIii mo3Bosie
moctaBuTH MpaBy Ha IIISIX BHYTPINIHBOI PIBHOBArH, 1 KOH(IIKTHA
IpsMa TEKCTy BPEIUTI 3aKiHUy€ThCSI MOTHBOM CaMOCTBEPIKECHHS
MOro SIK MUTIIS 1 JIFOJUHU.

TakuM YHHOM, B OIOBiJaHHI BHOKPEMJICHO YOTHPHU
CKJIaIOBUX KOH(MIIKTHOTO BUMIipPY: KOH(IIIKT HEBIAMOBIAHOCTI MiXK
TBOPYUM CTHUMYJIOM 1 TBOPYOIO peallizaiiero; KOHMIIKT MHUTIS 1
TBOPYOTO CEPENOBUIIA; KOH(MIIKT MHTHSA 1 aBTOPUTETHOTO
KpUTHKA: KOHQUIIKT MHTIS 1 CYCIIbCTBA, TPaHCHOPMOBAHHHA Y
KoHGMIIKT MuTHA 1 Bnaau. [lepenideni piBHI KOHDIIKTY, TOCTYTIOBO
PO3BUBAIOYHUCH 1 TpaHCHOPMYIOUNCh, HAJAIOTh peaitizallii o0pa3y
MUTI  [MKJIIYHOI  3aMKHEHOCTi: Tepod  NPUXOAWTH  BiX
BHYTPIIIHBOI CYMEPEYHOCTi, MO0 CTOCYEThCS OpaKy TBOPUOTO
MaTepiany, dYepe3 KOH(DIIKT 3 IHIIMMH MUTISIMHA, HETBOPYUM
OTOUCHHSM 1 JIepKaBOl0 JI0 IMIe T[JIHOMIOr0 BHYTPIIIHBOTO
KOHQIIIKTY, y’Ke MO3HaYeHOT0 [[iIHHICHO-MOPaJIbHUM BIITIHKOM.

Onosinannss O. Konunenka «TBepauii  marepiam» €
cpo0oI0 XYJ0KHBOTO OCMHCIIEHHS U peamizaliii oOpa3sy MHTIS B
cycninbcTBi. [IMChMEHHUK 3yMiB Yy KOPOTKiM (opMi OMOBiaHHS
OXOIMUTH TOJIOBHI aCHEeKTH Ii€el MpoOJieMu, CTBOPHUBINKM 00pa3
PansHCBKOTO CKYJBIITOPA, SIKMM ONMUHSETHCS B aTMoc(epi Bigyaro,
CaMOTHOCTI ¥ po3uapyBaHHS dYepe3 HU3KYy BHYTpIIIHIX i
CYCHUIbHUX CYNEPEeUHOCTEH.

Ockinbkn  goeruii yac 3a O. KommneHkom 30epiraBcs
IMIZDK BHKJIIOYHO COILIpeasicTa, BapTO 3ayBaXKHTH, IO MOJaJbIle
BuBueHHS Majoi mpo3u O. Kommnenka 1920-X pokiB 1acTb 3MOTY
HE TUIBKU OLIBII YITKO OKPECIUTH TEHJCHII TBOPUYOCTI LIBOIO
MUCbMEHHHKA, ajle ¥ BUSABUTU 1i 3HAYCHHS 1032 MapagurMoio
couianictuuHoro peanizmy 1920-50-x pokiB. o Toro x muisixom
aHaJi3y MaJoBiJIOMHX OIOBiIaHh TMCHMEHHUKA MOYXHA BH3HAYHTHU
XapakTepHi il BCi€i MPO3HW TOTO Tepiofy MOTHBH, MPOOIEMHU H
XYAO)KHI HOBalii, 10 BaXJIMBO Y KOHTEKCTI PO3BUTKY BCi€l
YKpaiHCBKOI JiTepaTypu XX CTOMITTS.
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Abstract

The aim of the research is to identify and analyze the
narrative techniques of stimulating the reader’s reception in the
expressionist counterdiscourse as exemplified by the prose works
of the Austrian writer Gustav Meyrink (1868-1932), using the
methods of narratological analysis and receptive aesthetics, as well
as the methods of linguostylistic and intertextual analysis. The
narrative strategies of expressionism aim to dynamize the
communicative relationship between the author and the reader, to
bring the reader to an active position, to an open plane of
cooperation and interaction, therefore, Richard Murphy suggests
defining an expressionist text as a «counter-discourse» that
systematically questions the narrative logic and conventions. The
montage technique is an important means of encouraging the
reader to creative participation: short stories, novellas, elements of
other types of art, non-artistic discourses are incorporated into the
novels. The narrative space reveals the avant-garde transgressive
impulses: the narration seeks to break out into extratextual reality,
the artistic discourse «overwhelms» the reader's world, and the
paratextual elements tend to «blur» the plane of the artistic work.
The expressionist narrative is designed to reduce the distance
between the author and the reader, eliminating the opposition
between the subject and the object, and restore the common
primary element. The receptive resource of the works thus
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postulates a position of co-creation, and proactive play on the part
of the addressee. G. Meyrink's short stories reveal the features of
kurzgeschichte (the lapidary style; unexpected and open endings
that stimulate the recipient to cooperate; lack of exposition). The
titles of the stories contain provocation, outrage and
deaestheticization strategy. In addition, Meyrink tends to formulate
his own genre titles for his works. Narrative features of Meyrink's
prose testify to the experimental nature of the author's intentions, a
protest against any conventions and canons, and a desire to destroy
the boundaries between the world of narrative and extratextual
reality. The representation of the action as an unfinished process
brings the reader as close as possible to the diegesis, thus
generating a genuine sense of participation.

Keywords: Gustav Meyrink, literary expressionism,
narrator, counterdiscourse, reception.

AHoOTAIISA

MeTa JOCHDKEHHS — BHUSBUTH Ta NpoaHalli3yBaTH
BHUKIIQJIOBI ~ TEeXHIKM aKTyami3amii dWTalpKoi  peneniii B
€KCITPECIOHICTHYHOMY KOHTPJUCKYpPCI Ha Marepialii Mpo30BOTO
nopoOKy aBcTpiiickkoro nmuchMeHHuKa ['ycraBa Maiipinka (1868-
1932), BUKOPHUCTOBYIOYM METOIM HAPATOJOTIYHOTO aHaTi3y Ta
PELENTUBHOT €CTETHKH, a TAKOXXK METOJH JIHIBOCTHIIICTUYHOTO Ta
THTEPTEKCTYaIbHOTO aHamizy. HaparusHi cTparerii
EKCIPECiOHI3My MalOTh Ha METi JUHAMi3yBaTH KOMYHIKaTHBHI
CTOCYHKH MDK aBTOPOM 1 YMTayeM, BUBECTH YHMTauya Ha aKTHUBHI
Mo3u1ii, Ha BIAKPUTY IUIOLIMHY CIIBIIpaLli Ta iHTEpaKii, y 3B’ 3Ky
3 unM Piuapn Mepodi npornonye aediHiroBaTH €KCIPECIOHICTUYHUN
TEKCT SIK KKOHTPAUCKYPC», SIKUM CHCTEeMAaTHYHO MiJJIa€ CyMHIBY
HapaTHBHY JIOTIKY ¥ yMOBHOCTI. BaxknmuBuM 3aco00M CIIOHYKaHHS
YuTaya 0 TBOPUOI CHIBYYACTi € TEXHIKa MOHTaXY. Y pPOMaHHHH
JUCKYPC THKOPITOPOBaHI HOBEJIM, OMOBIIaHHsI, 3aCO0M 1HIIIUX BH/IIB
MUCTEITB, HEXYI0XKHI AUCKypcH. BukiamoBuii mpoctip 3acBigaye
ABaHIAPJUCTChKI TPAHCTPECHBHI IOPUBAHHS. HAapaTWB NparHe
BUPBATUCS y I[I03aTEKCTOBY pEaJbHICTh, XYAOXKHIH IHCKypC
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«3aXJLOCTY€E» CBIT YHMTaYa, MapaTeKCTyallbHI €JIeMEHTH TSKIIOTh
bi (o] «PO3MHUBAHHS» TUTOILMHH XYA0KHBOTO TBOPY.
ExcnpecioHicThyHHMi HapaTHB CKOHCTPYHOBaHHWH 3  METOIO
penykuii AucTaHuii MK aBTOPOM 1 YMTadyeM, YCYHEHHS OIIO3HIIii
MDK cy0’ektoM 1 00’€KTOM,  BINHOBJIEHHS  CIIJIBHOTO
nepuioesieMenTy. PelenTuBHUIA pecypc TBOpIB TaKUM YHHOM
MOCTYIIOE 3 OOKY ajpecara MO3UINI0 CIIBTBOPYOCTI, 1HII[IaTHBHOT
rpu. Kopotka mpoza I'. MaiipiHka BUSBIISIE O3HAKU KYPITEIIIXTe
(amigapHICTh OIOBIAI; HECIOAIBaHA 1 BiJIKpUTA KiHIIIBKA, IO
CTUMYJIFOE PELUITIIEHTa IO CHIBIpAlll; BIICYTHICTh €KCIO3UIlii). Y
3arojOBKaxX OINOBiaHb IHCHMEHHUKA MICTATHCS IPOBOKALs,
enaTax i crpareris geecrerusarii. Okpim Toro, mis . Maiipinka
XapakTepHe TSHKIHHS J0 BJIACHOTO (OPMYIIOBAHHS >KaHPY CBOIX
TBOpiB. HapaTuBHi ocoOmuBocTi mpo3u MalipiHka CBiI4aTh IIPO
CKCHEepUMEHTAIbHUN XapakTep IHTEHLIH aBTOpa, MPOTECT HPOTU
OyIb-IKMX YMOBHOCTEH 1 KaHOHIB, TIparHeHHS 3pyHHYBaTH
KOPJIOHM MDXK CBITOM HapaTHBY i T03aTEKCTOBOIO PpEallbHICTIO.
PenpesenTaniss mii sk He3aBEpIIEHOTO TPOIECY MAaKCHUMAIILHO
HaOIIMXKae YuTava J1o JIEre3ncy, TeHePYe BIAUYTTS CITiBYUacCTi.

KamouoBi cioBa: ['ycra Maiipink, JiTepaTypHUit
EKCIIPECiOHI3M, HApaTOP, KOHTPAUCKYPC, PELICTIIIIS.

Beryn

ExcrpecioHicTH mparHyid YCYHYTH OIO3HIIIO  MiX
TEKCTOM 1 pEaJbHICTIO, MK Cy0 €KTOM 1 00’€KTOM, MiXK
BHYTPIIIHIM 1 30BHIIIHIM — HOLIYKH, IO CTAIN Ui XX CTOMITTA
KIIOYOBUMH. 3a OpakoM YHi(iKoBaHOI €CTETHKO-TEOPETUUHOT
CHCTEMH,  OJHO3HAYHO  TpakTyBaTH 1  KiacuikyBatu
EKCIIPECIOHICTHYHHUI TBip 4YacoM € ckjiaaHo. Ha nepexoHaHHs
A. ApHonbaa, Majo XTO 3 MPO3aiKiB eKCIPECIOHICTUIHOTO NMEPIOTY
MaB 4iTkO cdopMoBaHi imei mpo Te, KO Mae OyTu
excnpecionictnyna mpo3a (Arnold, 1973: 82). Omnak Bcymneped
OUYEBUHI TIETEPOreHHOCTI CBITOTJISAHMUX, CTWIICTUYHMX Ta
(dopManbHUX ~ TO3MLIH  EeKCHPECIOHICTCBKOTO  pyxy, HOMy,
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OesnepeyHo,  MpUTaMaHHa  [€BHA  BHYTPINIHA  €IHICTb.
ExcnpecionicTnyHuii HapaTUB BUSIBIISIE «AMKE, HE3arHy3aane <...>
3arajibHe YCTPEMIIiHHs A0 YMHY <...> TEMHHH, OYHTIBHUH pyX Y
Oylax, SKUA LIIKOM HPUPOITHO Oilbule 6Cb020 WYKAE C8O20
npossnenna»  (Tkaayk, 2007:273). HaparuBHa  wmozens
eKCHIpecioHi3My crpsMoBaHa Ha Oe3nocepeHe BUPaKEHHS peakil
MIEpPCOHAXIB, Ha PEMPe3eHTAIII0 MAIMCHOCTI Kpi3h MPU3MY IXHBOTO
citoposyminnst (Tkauyk, 2007: 275). IlepirodeproBe 3aBmaaHHs
MUTIS — eKCIpecis nii, pyxy, IWHaMikd, mo 4YacoM HaOyBae
PE30HAHCY «JIA0KOOHOBOTO KPHUKY», 1 II€ IIIJIKOM 3aKOHOMIpHO
CIpUYHHSE 3MiHM Ha PiBHI Hapariii.
MeTtonoJoris i MeToaM A0CTiIZKEHHS

Ha cyuacHomy erari po3BUTKY HapaToJIOrii, 0 TPUBAE Bij
90-x pOKiB MHHYJIOrO CTONITTA /[0 HAIIUX [HIB, MNPEBAIIOE
TEHJACHINIA N0 IHTepIperanii TEeKCTiB, OpPIEHTOBaHOI HE Ha
JOCIHIDKEHHS «TJIMOMHHUX CTPYKTYpP», @ HacaMIepell Ha KOHTEKCT
(IMamyma, 2005:44). 3 wmiei TOYKM 30py BHBYCHHS MPO3U
EKCIIPECIOHI3MY 13 3aCTOCYBaHHSM HAPaTOJIOTIUYHOI METOIMKH €
aKTyalbHUM 1 HeBuueprnaHuM. Cepes IUIIHUX, OJHAK, Ha >KaJb,
HEYNCJIEHHUX HayKOBUX PO3BiOK, IPUCBIYCHUX HAPATOIOTIYHOMY
aHaJli3y  eKCIPECIOHICTUYHUX  TEKCTIB, BII3HAYMMO  CTYIil
T. Kinara (BuBuenHsi tekcriB E. Baiica ta ®. Bepdens) (Kindt,
2008), a Takox npaui B. 3okens (Sokel, 2005), P. Mepdi (Murphy,
1999), mnpucesiueHi XynoxkHbOMY A0poOKy A. JlpoOmina; B
YKPaiHCHKOMY JIITepaTypO3HaBCTBI — 1€ HacamIiepe;] JOCIiKeHHS
JI. ManeBko-bekepcbkoi Ta M. Tkauyxka (HOBemicTHKa
B. Credanuka). Y Hammx mOONEpeHIX [JOCHIDKEHHIX MH
30CepeKyBAIMCS ~ Ha  JIGKUIBKOX  aclleKTax  HapaTUBHOI
KoHpirypamii y Mamiii ta Benukid mposi ['ycraBa Maiipinka
(bepexanceka, 2010; bepexanceka, 2011; bepexancpka, 2012a;
Bepexancebka, 2012b; bepexanceka, 2013; Lysanets, Bieliaieva, &
Znamenska, 2022). OpHak  sickpaBe  pI3HOMAHITTA 1
0araTorpaHHiCTb TBOPYOrO JOPOOKY IHOTO THChMEHHHKA
CIOHYKa€ Hac JAeTaJbHIIE PO3MVITHYTH 3aco0M aKTyaizawii
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YUTANbKOi perentii B eKCIPECiOHICTHYHOMY KOHTPIUCKYpCi
MaiipiHka.

TeopeTHKo-MeTOI0NOTIUHY OCHOBY CTaTTi CKIIQAAIOTh
TEOPETHYHI TMpaIrli IPEACTaBHUKIB HAPATOJNOTIYHOI KOHIIEIIIIi
3apyoixoks (OK. XKenerr, B. lllmixg Ta in.) 1 Ykpainu (JI. Manesko-
Bekepcbka, . [lamyma, M. Txauyk Ta in.). J[ocmimkyroun
KOMYHIKaTHBHY B3a€MOMII0 MDK TEKCTOM 1 4YWTad4eM, MH
noxmukaemocs Ha npari Y. Exo, M. 3yopuniekoi, O. UepBiHCBKOI
Ta iH.

MeTta JOCHIPKCHHS OOYMOBIIIOE BUKOPHCTaHHS METOIIB
HapaTOJOTYHOTO aHali3y Ta PELENTHBHOI €CTETHKH, a TaKOX
METO/IiB JTIHTBOCTHJIICTHYHOTO Ta IHTEPTEKCTYAIbHOTO aHATi3y.

PesyabTaTu Ta 1uckycii

MeTa eKCIpecioHICTIB mosirae y TpaHcdopmarii «S» 3
1301bOBaHOi ICTOTH y HECKIHYEHHY CHIly — Ile «BiTajabHa 1
OypXJIMBO 3pocTaro¥a nmepBUHHA eHepria y Jpobmina, Eqmmina ta
Benna, TBOpua cB0OOOAa 1 OE3MEXKHICTH PO3yMy y AMHINTalHA,
Maiipinka i Amepa» (Sokel, 2005: 85). JloMiHaHTOIO TBOPYOTO
METOJTy EKCIIPECIOHICTIB € Bi3iOHEPCHKUU MPUHIIMIT TBOPEHHS —
MMPOHUKHEHHS 11032 MeEXi MaTepiadbHOCTi, y CBIT ICTHHHUX,
JYXOBHHMX CYTHOCTEH 3a JOmoMorow iuTyiuii. [lpukmerHo, 110
cepell TMPEICTAaBHUKIB TaK 3BAHOIO «BI3IOHEPCHKOTO»  THITY
muctrentBa K.I'. FOHr nasuBae nacammepen ['ycraBa Maiipinka
(Jung, 1944: 173).

Y  1eHTpi  eKCHPECIOHICTUYHOI  HpOOJeMaTHKH  —
«YCBIIOMJIEHHSI, [0 aOCTPAaKTHUH AyX, 32 MO3IPHOI0 TOBEPXHEIO
30BHIITHOCTI, € CIPaBXHbOI, HE3MIHHOK <...> JiHCHICTIO,
BUKJIMKA€ TOYYTTS €IHOCTI <...> 3 YCIM CBITOM 1 KOCMOCOMY
(Uepnenko, 1994: 207). ExcnpecioHicTH mparHyTh  «HE
aTOMI3yBaTH, HE PO3LICIUNIOBATH ICUXIKY JIOJUHH, a 3HAXOJUTU
CHiJIBHY OCHOBY (4acTKy TBOpIIS) y JFOAMHI, TBapHHi, POCIUHI — Y
Bcit mpuponi» (Ilaxapenko, 2002:4). Ils excnpecioHicTHYHA
YCTaHOBKAa HACKPI3HO BTUIIOETHCS y TBOpYOCTI MaiipiHka, e
nronuHa — 11e ymie «eine «Ichspaltung» — Abspaltung jenes grofien
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Ichs, das man Gott nennt!» («JacTHHKa «sI», IO BIAKOJIONACS Bif
BEIUKOro «Sl», sike HasuBawTh borom!») (Ilepexnad 3 mim. mym i
oani Haw. — F0.J1.) (Meyrink, 2002: 10).

ExcripecioHicTH YCITIITHO BTITIOBAIH B KUTTS, 34aBaJIOCA
0, aOcoMOTHO Ppi3HI HapaTHUBHI CTparerii, sKi, OMJHAK,
nepeciigyBand  ONHY CHUIBHY MeTy —  JUHaMi3yBaTH
KOMYHIKaTHBHI CTOCYHKH MIDK aBTOPOM 1 YWTadeM, BHBECTH
YhTaya Ha aKTHBHI MO3MIIii, HA BIAKPUTY IUIONIMHY CIIBIpaIli Ta
iHTepakuii. Y 3B’sa3ky 3 uuM P. Mepdi mpononye nediniroBatu
EKCIPECIOHICTUYHUN TEKCT SIK «KOHTPIUCKYPC», € «OmNoBifau
CUCTEeMaTUYHO TiIJac CYMHIBY HapaTWBHY JIOTIKYy W YMOBHOCTI»
(Txaayx, 2002: 14). 3a Bayuanm BucioBoM M. Jlerkoro, 3aBasiKu
HApaTOPOBI YHTa4 «OBOJIOJIBAE TEKCTOM, CTaE <...> cyOmeopyem
XYAOKHBOTO CBIiTY» (Kypcue naw — FO.JI) (Jlerkmii, 1999: 8).
ExcrpecioHicT ~ 3yMHCHO  JOUCKpEOUTYE  HapaTopa  CBOTO
XYJOKHBOTO CBIiTY 3 METOIO BUBUIFHEHHS YMTada BiJ IOTO BIUIHBY.
Sk HACHIZOK, pEUUIIEHT BXE HE € TMOAIOHUM YUHOM
I IOPSIIKOBAHUM OTIOBiaueBi.

Ille omHa cyOBepcWBHA TEHAEHINA EKCIPECIOHICTHYIHOTO
KOHTPJUCKYPCY — II€ eNiMiHaIlisg KOHBEHIIOHAILHUX JTEUKTHYHIX
€JIEMEHTIB (KOOpJMHAT Yacy 1 MICIs, PO3MEKYBaHHS pi3H1/1x
JMCKYPCIiB, HAIIPUKJIA]l, CKa3aHUX 1 HECKa3aHUX JIyMOK, JMCKYDCiB
Haparopa, IpOTaroHicra i nepCOHa>1<1B torro) (Murphy, 1999:
100). TexHika, siKy 00paju €KCIPECiOHICTH sl TPOPUBY Kpi3b
KOHBEHIIIOHANBHI Oap’epu MK Cy0’€KTOM 1 00’€KTOM — 1Ie
yCYHEHHSl «MiMeTHuHuX kiime» (M. Jlerkui) Ha Kmrant «er
dachte» («BiH momymaBy) um «er sagte sich» («ckazaB BiH co0i»), a
TAaKOXX JIANOK, SIKi 3a3BHYail  BIJIOKPEMIIIOBATM  BHYTPIMIHIN
MOHOJIOT TIEpCOHAXKa BiJ| ONMUCY 30BHIMHIX moxid. Tak 3BaHi
«riOpumHI  KOHCTPYKLilD»  HaOynmum  cepex  eKCIIPECiOHICTIB
Heabuskoro mnommpenas (Murphy, 1999: 146). Moga iige mpo
MOEJHAHHS JICKIIBKOX CBITOTJISINIIB, 3peaii3oBaHUX Yy Pi3HUX
MOBJICHHEBUX MaHEpax B MEXKaX OJHOT0 CHHTAKCHYHOTO IILIOTO,
mo 3a0e3nedye BHYTPIIIHIO AiajoriyHicts TBopy. OuiHKK
HapaTopa 1 IEpCOHaka  CHUMYJbTAaHHO  3akapOoBaHi Yy
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«JIUCKYPCHOMY XaocCi»: JI€re3uC BUSBISIETHCS KOHTaMIHOBaHUI
MiMe3ucoM. 3a 3oKesieM, 3MIIIeHHS TEePCICKTUB 1 BIJICYTHICTh
HapaTHUBHUX  OpPIEHTHUPIB  3MYLIYIOTh  YHTaya  MOYyBaTHCS
«omHOoYacHo moscroau i Hige» (Sokel, 2005: 86).

BaxnmBor 03HaKOIO EKCIIPECioHi3My € (pparMeHTapHICTB,
HENIHIMHICT, Hapallii: «IPOTaroHiCT OJIyKae y CBOiX poO3IyMax
CTEXKOIO, III0 Bee 10 abCcTpakTHOI MeTH mpocBiTieHs (Murphy,
1999: 80) i MmoHTaXHICTh. Tak, paguKambHUI, TPABMATHYHUI aKT
JIYXOBHOTO OHOBIICHHSI B CKCIIPECIOHI3MI mependadyae XaoTHUHE
HarpoMaJIXKCHHS, ecKaJalio HapaTHUBHOTO npocTopy,
HapoIlyBaHHS WOTO 3a paxyHOK pI3HODIAHUX EJIEMEHTIB.
l'ereporennnii maHmmadT €KCIPECIOHICTHYHUX TEKCTIB aKTHBHO
iHKOpHopye  (parMeHTH ra3eT, MEIWYHI pelentd, icTopii
AQHOHIMHHUX TEPCOHAXIB — BCE I BHKJIMKAE BPaXXCHHS IMiTarii
«IOTOKY ~ JKHTTS».  MOHTaX  BUCTyNae  KaTalizaTOpoM
KOMYHIKaTHBHOI B3a€MOJIii, CIIOHYKA€ YUTa4ya J0 «BCIyXOBYBAHHSI
B cUMQOHIIO TEKCTyalbHOTO pi3Horonoccs» (3yOpunbka, 2004:
282). HauuzyBaHHs, Tepexig MK (parMeHTaMd MOHTaXYy HE
KOMEHTYEThCS — BiJ] YMTaya BUMAra€ThCsi MakCUMaJbHE TBOpYE
3ycwiuis, 100 TMOemNHATH 00pa3W, acUMUTIOBATH iX y MITiCHY
kaptuny (Murphy, 1999: 78).

ExcrpecionicTiuHa MaHepa OIOBiI Mependaydae iMiTallito
«kiHemarorpadiqHoro nepediry» Haparii, amrutiQikarito emizomis:
«Verwischte, jagende Bilder, deren Zug kein Ende nehmen will...
Sie rasen vorbei <..> Ein neues seltsames Bild: <..> in dem
kleinen Stubchen in der Alchimistengasse» («besnagHo ckadyTb
po3muTi kadpu. HeckiHuenHa Hmu3Ka.. <...> A OCb HOBHH,
HEe3BUYalHMI Kadp: <..> KpHXiTHA KIMHAaTKa B MPOBYJKY
Anximiki») (Meyrink, 2003: 274). B omnosimanni «Petroleum,
Petroleum!» («Hadta, mwnadtal», 1902) HOBiTHIH MeTOx
TenerpagpHoro nucbMa BUSIBIISIETHCS 0e33MiCTOBHUM
Hanu3yBaHHsM ciiB:  «Ephraim  Kalbsniere Beerenschleim»
(«Edpaim Tensiua Hupka srigHuAd  Bigsap»); «Stachelschwein
pfundweise Bauchfellentziindung Amerika» («aukobpas 'y
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BEJIMYE3HMX  KIIBKOCTAX  3alajeHHs odepeB’ss AMepHKa»)
(Meyrink, 1987: 340-342), mo CBiI4MTH MNPO JAOMiHYBaHHS
KOMYHIKaTHBHOTO BEKTOpy Hapauii Hanx ¢alOynsHuM (Mamesko-
bekepcrka, 2016: 248).

Y mposi ['. MaiipiHka TpakTHUKYIOThCS pIi3Ki 3MiHH
HapaTUBHUX MIBHUAKOcTe. Hanpuknan, B onoBiganHi «Krank» gac
TUCKYpCYy € 3HAa4HO OipIIMM, HDK dYac icTopii, TOOTO Maemo
CIpaBy 3 HapaTUBHOIO ¢iryporo posrarHeHHs: «alles sal} still und
wartete auf die Gesundheit <...> Wieder verstrich eine Ewigkeit.
Neben mir knisterte ein Zeitungsblatt» («Bci cuminu THX0, Yekanu
3mopoB’st <...> 3HOBYy mpoinma BiuHicTe. Ilopyd 31 MHOIO
samapymaina rasera») (Meyrink, 1987:235). Sk Gauumo, B
OIOBIJJaHHI CIIOCTEPIraeMO «OJHOYACHE PO3IICIUICHHS Yacy Yy
BHKJIQIi» Ta HOTO «KayleiitocKommizaniio» y cupuiimanti (MareBko-
Bekepcpka, 2021: 146). XapakTepHi Ui MPO3H MHCbMEHHHKA i
HEBMOTHBOBaHI, CTPHOKOIIOIIOH] HAILIMBY KPyMHOTO Tuiany: «Der
kleine Bahnhof wimmelte von Menschen. Alles zog hinaus auf die
Heide. Auch die Krotenkonigin, die dicke mit der rotgetupften
Weste, <...> und doch sonst immer so wirdevoll tat, weil sie
100,003 Jahre alt war» («MayeHpKHli BOK3aJl BHpPYBaB Bil
HebaYeHoro CKym4eHHs Joael. HaToBm OesnepepBHUM MMOTOKOM
rmoB Ha Oosoro. Ock 1 KopojieBa kab — TOBCTa, B MaHTI,
[ATKOBaHI YEepBOHMMH IUIIMaMH, <...> 13 BIACTHBOIO IS i
MOBAXHOTr0 BiKy rigHictio — Bce Taku 100,003 poxu!»)
(omoBimanns  «Coagulum» («Koarymst», 1904)) (Meyrink,
1987: 204). HapatuB ['. MaiipiHka aKTUBHO IHTETpy€ pELENTH
(«Das Fieber» («JImxomankay, 1908), hopmynu («Das Automobil
(«ABTOMOO1ITBY, 1907), emiTadii («Schopsoglobiny
(«BiBrerno6in», 1906)), TMcTH, BUBICKH, OrOJIOIIEHHS. BakiinBoro
npukMeToro iguoctuiio I'. MaiipiHka € iHKOpHOpyBaHHS HOTHOTO
nuceMa. ['padiuni BkparuieHHS HOTONHUCY CIIOHYKAaKOTh YuTada
MITIATH 10 MYy3WYHOI'O 1HCTPYMEHTY 1 3aHYpPHUTHCSA B aTMocdepy
OIOBI/Ii, HAJAIITOBYIOTh HA BIAMOBIMHMA puTM. Tak, HaNpHUKIAI,
HarpoMaJ[KeHHS aTOHAJLHUX aKOP/IiB, 3aIPOIIOHOBAHE aBTOPOM Ha
nouatky omnosimaHHsI «Der Mann auf der Flasche» («JIronuna Ha
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oy, 1904), € mepeaBicTsAM XBOPOOIMBO-TPAridHOl KiHIIIBKH
TBODY.

BTijeHHSM eKCIPeciOHICTUYHOTO OYHTY CTalo MOHATTS
Xaocy, sike «Hosa Jlrogmaay BiTae sIK CBOTO Ipyra, Hacammepes 3a
foro paaukanbHy Ta antucucremuy npupoay (Murphy, 1999: 62).
Ochb SKMM YMHOM JiarHOCTY€ HACTYyN Xaocy ekcrpecioHicT ['yro
bamme: «bor wmeptBuil. CBIT pO3MamacThcs Ha IMMATKHA <...>
THCSYOIITHS KYJIbTYpa PO3MAAAETHCS HA IIMATKH. .. HE JIMIIHIOCS
CTOBIIB, onop, GYHAAMEHTIB, IO He Oynu O po3xuTaHi. XpaMu —
3aMK{ B TIOBiTpi. CMHCT CBITY THMSHIE... JIIOMHA BTPaTHiIa CBOE
00XXECTBEHHE OOMYYs, CTalla Piydro, Oe37alHUM KOHTIIOMEPaTOM,
TBAPUHOIO, MPOAYKTOM OOXKEBUIIS, PpI3KUX, HeaJIeKBaTHHX,
KOHBYJIBCUBHHX IyMoK...» (Murphy, 1999: 62). Came Ttomy
EKCIPECIOHICTH MparHysii iHKOPHOPYBAaTH, «BIMCATH» Xaoc i
BIJIKPUTICTh Y CBOi TEKCTH — TaK, 1100 BOHU BUXOAWIH JAJIEKO 3a
cBoi ™exi. IIpoza I'. MaiipiHka yCHIIIHO omepye TaKUMHU
npuiioMamu, sIK Bizyaslizallisi Ta CTEpPEOCKOMIYHICTh, i MeTa IUX
TEXHOJIOTI  OYeBHIHA:  «OMPUCYTHUTH  TyT-i-3apa3  pi3Hi
94aconpocTopu <...> TEPEeTBOPUTH pELUIIiEHTa B IIHOBY 0co0y
TEKCTyaJIbHOI AiiicHocTi» (3yOpunpbka, 2004: 274). Tak, emirpad
no omnoBinanus «Hilligenlei» npomonye ontumanbHuii crocio
npountanHs TBOpy: «In baumwollenen Handschuhen und mit
quéakender Stimme zu lesen» («UuTaTd MUCKISBHM TOJOCOM i Y
0aBoBHSIHUX pyKaBuIsix») (Meyrink, 1987:218). Ilepmi psaku
onoBinanus «Bocksdure» («Kosznmopa 3akBacka», 1902): «Malaga
ist wunderschon. Aber heill» («Manara uynoBa. OnHak eapsua»)
(Meyrink, 1987:354), — MicTiTh acoUiaTMBHHW IOTEHIIAN Y
MOEIHAHHI 3 TPAaHUYHMM JIAKOHI3MOM, TaK CaMoO, K 1 KiHI[IBKa
onoBinanus «Bologneser Tranen» («bonoHceki ciizku», 1904):
«Stehen wir auf, wir haben zu lange hier auf der Bank gesessen.
Und die Nacht ist so kalt» («Bcmanvmo — mu 3acuainucs Ha Iiit
naBui. A Hid maxa xonoona!») (Meyrink, 1987: 145), anemoroun
Oe3rocepe/THbO JI0 CMAKOBHUX 1 TAKTHJIBHUX PElEeNnTopiB uyuTava. B
omoBinanui «Der violette Tod» («®iomeroBa cmepTh», 1902)
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HapaTHB NPETEHAYE Ha MPOJOBXKEHHS CBOTO JKUTTA HaBITh 11032
Jiere3ucoM — HaiBHUI HapaTop Momepekae YuTada 3ajis Horo K
BlacHOi Oe3leKn He BUMOBJSTH «CMEPTOHOCHOTO»  CJIOBa
«EMernen», ke BXKE CTaj0 MPUYMHOI0 MAacoBOi 3armbenti JIrocH.
HapaTop 3BepTaeTbcs 10 ciayxaya, SIKOTO BiH YSIBJIS€ TaKUM, IO
aKTHBHO pearye. B iHIIOMYy TBOpi OMOBiAad MPOIMOHY€E YHTAuYeBi
3aTyJIATH ByXa 1 MPUCITyXaTUCs 10 IIyMy IyJibcarii KpoBi, 110, Ha
HOTO IYMKY, € CIB3BYYHHM 13 CKpPETOTiHHSAM XOpPEeH y ek
(«Ohrensausen» («llym y Byxax», 1903)). Jluckypcy npuramanHa
«IHTeHIliHHA ekctepiopu3allis»y (M. 3yOpuilbka), BiH IparHe
«pPO3TOPHYTHCS» HA30BHI, OyKBaTbHO TPOBOKYE UYWTA4a IIiSATH.
HapatuB MicTuTh 4iTKy yCTAaHOBKY Ha aKTHBHOTO Hapararopa,
mporpamye Aii Ta peakiii ynrada.

[ommpenum siBumiem y mnposi . Malipinka € 37IHTTS
BEKTOPIB Mi€re3ucy i MiMe3Wcy, IO € HEBiJ €MHOI YaCTHHOIO
eKCIIPECIOHICTHYHOI ~ cTparerii  JeKOHCTPYKIii  TpajHIiiHOTO
JUCKYpPCY 1 KJIacU4HOI cucTemu penpeseHraiii. Came Takum
YHHOM B EKCIPECIOHICTUYHOMY «aHTHHAPATUBI» PO3UUHSIOTHCS
MeX1 MK CBITOM OITOBija4ya i cBiTOM mepcoHaxka: «Zogernd grub
er seine Finger in das Fett, schmierte es sich auf den Leib <...> Ein
StolRgebet <...> Nur nichts vergessen <...> Halt, die Kupferplatte,
Kohlenbecken — und Zunder zum Anglimmen!» («banapian
Hepilly4e 3aHypyB Majblli B )KUP, PO3Ma3aB HOTO MO BChOMY TiTY i
3aXOJIMBCS PeTeNIbHO BTUpaTH <...> KopoTka Monutsa <...> Tinbku
0 Hivoro He 3a0yTu <...> Yekaii: MizHe OO0, KAPOBHS, TPYT!»)
(Meyrink, 1987: 199).

MoOBJNIEHHEB]I PUTMH TIEPCOHAXkA 1 OTMOBiJaya 37IMBAIOTHCS B
TekcTyanbHiH nomidonii B omosinanHi «Das Schrecken» («0Kaxy,
1903). BaxmBo, 10 NIEpCOHAXX HE B 3MO3i TIOBOPYXHYTHCS — BiH
NpUB’SI3aHUN PEeMEHS MM 10 JIaBU 1 O6a4uuTh mepen cOOOI0 TUIBKU
Oiny BamHAHY CTiHY, — OT)KE€, Y LUTOBAaHOMY YPHBKY T'OBOPHTH
omoBigad. Jlami Oaiimyxi KOMIIALIT HapaTopa-criocTepirada
CTalOTh HECIOJIBAHO KOHTAMIHOBaHI MEPEACMEPTHUM JIHUCKYPCOM
3aCyJDKEHOTO Ha CMEPTh, ayKTOpiaJbHUHN OMOBiJau «MIMIKpye» iz
nepcoHakue MoBieHH: «Mitten im Haupteingang, dort, steht eine
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alte leere Truhe ganz im Dunkeln <...> Der Wind fahrt in den 6den
Hofraum hinunter und reifit eine alte Dachluke ab, <...> die auf die
schmutzige Erde fallt. Morgen friih um sieben Uhr werden sie ihn
holen. Verflucht, verflucht, verflucht — Hinaus! — Alles zerbrechen
und in die Riemen beiflen! <...> Himmelherrgott! Warum geben sie
ihm nichts zu trinken!?» («Tam, Oins TONOBHOTO BXOHLYy, ¥y
HETIPOTJIAAHIN MITEMI CTOITH CTapa MOPOXKHS CKpuHA <...> [lopus
BITPY MPOHOCHUTHCS TI0 TIOPOKHBOMY JIBOPY, 13 TYPKOTOM BiApHUBaE
BIKOHHHUITIO 3 TOpUINa <...> BOHA MaJia€ Ha OpyIHY 3eMIIIO0. 3aBTpa
O ChOMIH paHKy 3a HUM TPUHAYTh. [IPOKISATTS, MPOKIATTS,
mpokinsatTs! Bupsatucsa! Bcee posmamaté i posipBatu 3yOamu
pemeni! <...> T'ocmomu! Ta MmO X BOHH NUTH HE AAIOTH!?»)
(Meyrink, 1987: 370).

TBip MICTHTh YHCIEHHI EKCIIEPUMEHTH 3 MNpUHOMaMH
aHaxpoHii Ta ani3oxpoHii: «Noch achtzehn Stunden bis dahin. —
Und sieben Stunden, dann kommt die Nacht. — Bald wird Winter
sein, und das Frihjahr kommt und der heife Sommer»
(«3anummnocs me BiciMHAIIATh ToauH. [lle ciM romuH, 1 HacTaHe
Hiu. CKOpo HacTaHe 3HMMa, IOTIM BECHa 1 CIEKOTHE JITO»)
(Meyrink, 1987: 369). Kpi3b CBiIOMICTb TIEPCOHAXKA 3 OJHAKOBOIO
SICHICTIO TIPOXOJUTH Psi TETEepOreHHWX mofii. JlyMku repos
nmepeHocATeCs B MunyJe: «Dann wird er aufstehen — friih, schon in
der Dammerung — und auf die Strale gehen, den alten Milchkarren
ansehen und den Hund davor» («Toai BiH POKUHETHCSI HA CAMOMY
CBITaHKY 1 BHWiile Ha JOpOTy, MOOAYUTHh BI30OK MOJIOYHHKA 1
3anpspkeHy B HbOro cobaky») (Meyrink, 1987: 369) i HecnioniBaHo
— y MomeHT MaiOytHeoi ctpatn: «Der Henker legt ihm die
Schlinge tber den Kopf <...> Sie reil3en an, alles dreht sich» («Kar
HajgArae P’IOMy Ha muro 1neriro  <..> Ochb CMHUKHYJIO, BCEC
sakpyTwiocs») (Meyrink, 1987:370). Ille oauH sckpaBuii
NpUKIa] TPUTHIYEHHS JOMIHYIOUOrOo JHUCKYpCy HapaTopa
3HaxoauMo B pomani «Das Haus des Alchimisten»: «Eines Tages

war Felicitas fort. Wohin? Warum? — — In der Stadt haben sie
gesagt, sie sei von zu Hause fortgelaufen. — — — Wohin? Warum? —
75
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Ich habe mir die Ohren zugehalten, um nichts zu héren» («Oxmoro
nas Geninitac 3aukna. Kynu? Homy? — — Y MicTi ka3anu, 1110 BOHA
BTekia 3 gomy. — — — Kynmu? Yomy? — S 3aTkHYB Byxa, m00 HE
gyt mporoy) (Meyrink, 1973: 38). Sk Gaunmo, y HaBEICHOMY
YPHUBKY TIPOBiIHA POJIb HEPBOBOT'O WICHYBAHHS MOBHOTO IOTOKY
BiJIBEJIcHA 3HAKY THUDE.

ExcripecioHiCTHYHMI TUCKYpC HE [OITyCKAa€ IPOIECY
YUTaHHA 03 JKONHWX 3yCHJIh 1 4YacTo MICTUTh «CBiJOMO
MiATOTOBIICH] «HECTIO[IBAHKIM»: Ha TIPEJIMETHOMY IUIaHi TBOPY YH B
IHIIMX HMOro TMJjaHaX BHUCTYMAa€e MIOCh, YOro HE MOXKHa OyJo
nependadnTH, a00 HaBIAKH, Te, IO ITepe10adanocs i 09iKyBaIocs,
B3arani He 3’sBuseThes» (lHrapmen, 1996: 186). PyitHyBaHHS
eMiCTEMONOTIYHUX  IIA0JOHIB,  3aKNaJCHUX Yy  TOPU3OHTI
OUiKyBaHHS 4YMTada, BijOyBaeTbcss y mpo3i [. Maiipinka 3a
paxyHOK peamizallii mpuiAoMy TOIOJIAHHS TPOTECKYy — y (iHam
aBTOp «3HIMAE» TPOTECKHY CHTyamil0 1 Haja€ TMOHisM
peamictuyHoro moscHenHs. [logiOHa 1nakyHa «mnoB’si3aHa 3
aKxmueHuM BPaXEHHSM 4YH OOypeHHsM, ¢pycrpamiero» (Izep,
1996: 266). AkTuBi3alis YATAIFKOTO CIPUIMAaHHS BiAOyBaeTbCs
3a PaxyHOK «pO34apyBaHHs, HECIPABIKCHHS aHTHIUIALII»
(Aycc, 1996: 375). baxatoun chopMmyBaTu caMe CBiif THI YHMTava,
aBTOP 4YacoM BHUIPOOOBYE HOTO JIEMOHCTPAIE€I0 TMOMHIKOBUX
«3a4aTKiB», 1 «IPU [OMY YWTad HAOyBa€ KOMIIETEHIIil APYroro
nopsaky» (Kenerr, 1998: 109). Mera excnpecioHicta —
nepedopMaTyBaHHsI KAaHOHIB, Herallis «adipMaTHBHOTO XapaKTepy
Ti€l CTIOKUBALBKOI JIITEPATYPH, SIKA IPOCTO JOTPUMYETHCS HOPMU»
(Genette, 1987: 392). [IucbMeHHHK cHepIly HABMHUCHO MPOBOKYE
«BHpPOKEHHH  dYepe3  KaHPOBO-CTWIIBOBY  a00o  (opMaibHy
KOHBEHIIHHICTh TOPU30HT CIIOIBAHOIO, a0M KPOK 3a KPOKOM HOT0
pytinyBati» (Syce, 1996: 392). Tak, onoBiganus «Das Geheimnis
des Schlosses Hathaway» («Taemuuus 3amky I['ereseit», 1906)
CHepily HaJieHe BCiMa O3HakaMd TOTHYHOI mpo3u. [epoi
HAMararoThCs PpO3raJlaTH 3JIOBICHY TAaEMHUIIO pony rpadis
I'eTeBeiB 3a 0OMOMOrow ceaHcy rimHosy: «<...> Bald war der
Somnambule soweit, daR wir uns alle mit ihm durch kurze Fragen
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und Antworten verstdndigen konnten» («<...> Ckopo comHamOyJa
YBIMIIOB Y TOW cTaH, KOJM BK€ OYyJ0 MOKIMBO OOMIHIOBATHUCS 3
HUM KODOTKMMH TIMTaHHAMH Ta Biamosimsamu») (Meyrink,
1987: 34). AmTtop MaiicTepHO yTpHMye 4YHWTa4ya B IIOCTiIHHIN
Hanpysi: «Ein totender Reif fallt auf das Leben des éltesten Sohnes
an dem Tage, an dem er das einundzwanzigste Jahr erreicht» («Y
TOW JI€Hb, KOJM CTapIIOMYy CHHOBI BHUIIOBHIOETHCS IBAIIISATH OJNH
pik, WOro JKHUTTA TIOYMHAE TOBIIBHO B’ sHyTH») (Meyrink,
1987: 31). V ¢inani TBOpy CHipUTHYHHI CEaHC BHSBISE BKpaii
HECTIO/IiBaHy 1 Ay’Ke «Ipo3aiuyHy» MPUUUHY TaKoi pi3Kol mepeMiHu
I'eteBeiB — y mel NleHbP MOJIOJI CITAIKOEMIII 3aCIyXOBYIOTH 3BIT
aJBOKaTa Mpo CTaH OaHKIBCHKOTO paxyHKy poawHH. [lomiGHMM
YHHOM CKOHCTpyHoBaHe omoBiganHs «Die Weisheit des
Brahmanen»  («Myapicte  OpaxmaniB»,  1907),  imiTamis
MOHOTOHHOTO pPUTMY JaBHBOIHIIHCHKOI MaHTpH 3a0e3redye
TaeMHHYY atMocdepy, Ky pyliHye abCypIHa KiHIIBKA.

OcibHoro  po3rmsy  MOTpeOYIOTh — HapaTeKCTyalbHi
oco0muBocTi rpo3u I'. MaiipiHka, ToOTO BiTHOIIICHHS TEKCTY JI0 CBOTO
3arojioBKa, micimsMoBH, emirpady Tomo. 3a K. JKenerrom, wi
TeKCTyalbHI arpuOyTH, 3aliMarOydl «IIOPOTOBY, NPHKOPIOHHY
MO3UI[II0», 3HAYHOI MIPOI BIUIMBAIOTh Ha CKJIAJIHY NPUPOAY
B3a€EMUH MDK KHHTOrO, aBTopoMm i umtadem (Genette, 1987: 2).
@dopmyroun YMTanbKi  OYIKyBaHHS, 3aroJIOBOK  «HAIiJICHUH
KOJIOCAJIBHOIO €HEpriero Tyro 3ropHytoi mpyxunu» (KyxapeHko,
1988: 95), sika micns MpOYHMTaHHS BUMarae MOBEpHEHHs 10 ceOe,
OTXe, BiJirpae KIIOYOBY pOJb B akTyali3alii KaTeropiil sk
MpocreKuii, Tak i perpocnekuii. «3arojloBoK, Ha Kajib, — e BXKe
KIII0Y 0 iHTeprpeTanii», — po3mipkosye Y. Exko (Do, 2007: 31).
Came ToMy maparekcTyalbHa ctpaterisi [. MaiipiHka cnpsMoBaHa
B OCHOBHOMY Ha JIE30DI€HTYBaHHS UWTaya: «CEMaHTHYHA
HepocTaTHicTs 3aroyioBka» (Kyxapenko, 1988: 100) Buctynae
MOTY>KHUM CTHUMYJIOM JIO CIiBTBOPYOCTi, JIO 11 BIATBOpPEHHsS 32
JIOTIOMOIOI0 BJIACHUX 1HJMBIAyalbHUX acolfiaiiii. Ha3eu TBOpiB
«3aIUTyTYIOTh JYMKH, a HE AMCLMIUIIHYIOTH ix» (DKo, 2007: 32),

77
© [0. Jlucaneys O. Bensicsa, C. E¢enodicea, 2022



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

a/pke MeTa eKCIPecioHi3My — He po3BaKaTH dYuTada, a
«IEIEeHTPYBaTW», BUOWUTH IPYHT 3-mij Horo Hir. IHTepmperamis
napagoKCabHOI CUMBOJIIKM 3ar0JIOBKIB MaKCHMAaJIbHO YTpyIHEHA
(«Der violette Tod»; «Grossmutter Wasserdampf» («babycs
Bopsuuit map», 1973); «Das — allerdings» («Ile — 3Bicro», 1904)),
PO3YMiHHS IHTCHIIIH aBTOpa CTa€ MOXJIMBHM TUIBKM TICIS
mpouyntaHHs TBOpy. OmoBimannsa I'. MaiipiHka dacoM HafineHi
BIZIBEPTO CKaHTAJILHUMH 3ar0JIOBKaMH, BOYEBU/Ib, CIIPSIMOBAHUMH
Ha peaji3allil0 yCTaHOBKM JeecTeTm3aiii mwucrenra: «Die
Keimdriise des Herrn Kommerzienrates» («CraTeBi 3amo3u naHa
KOMEPIIHHOTO pamHuKka», 1926); «Die Frau ohne Mund» («XKinka
6e3 pota», 1930); «Wozu dient eigentlich weiler Hundedreck?»
(«Hapimo mnotpiben Oinmii cobaumii mocmin?», 1908) i Tomy
noJiioHe.

Bimznaunmo, mo mis tBopuocti I'. Maiipiaka xapakTepHe
TSOKIHHS 70 BIIacHOTO (OPMYIIOBaHHS J>KaHPY CBOIX TBOPIB.
3o0kpema, Uil CBOET KOPOTKOI MPO3U aBTOP BBaKaB HAWOUIBII
npugatHoro gAedininito «sonderbare Geschichten» (3 HIM. —
«XHMepHi  omnoBimaHHA»). OgHAK TNHUCHMEHHMK LM  HE
OOMEXYy€eThCS:  TPAarHEHHS 10  3alpOBa/UKEHHS  HOBHX,
HECTaHJIApPTHUX (OPM 3aJCKIapOBaHe Yy IiJ3arojioBKax TBOPIB
(xkypcus naw — FO.JL). «Eine Monscheinsonate» («Micsauna
conama»), «Eine Urkunde» («ITucomose ceiduenns»); «Ein
phantastischer Monolog» («®anTacTuunuii mownonoe»); «Eine
schlaftrunkene Geschichte» («Conausa icmopis»). Tlonibua
TEH/ICHILISl TPOCTEKYEThCA 1 Yy BENMKIA Mpo3i MUCbMEHHHKA:
«Tagebuch eines Unsichtbaren» («/IJooennux neBuaumkny»); «Ein
okkulter Schlisselromany» («OxysabTHHI poman-kuou»). TBip
I'. Maiipinka «Blamol» («biamosnby, 1903) — e napojis Ha *aHp
0aliky, 1 eKCIIepMMEHTANIbHY 1HTEHIII0 aBTOpa 3acBiguye emirpad,
BUKOHYIOUM pOJib TpoMmiis, TOOTO TmMOBYANbHOI YACTHHU B
HIanpHIA Mmo3uMii. Y CyTO eKCHpecioHICTHYHIN, aOpynTHBHIH
MaHepl BUTpPHMaHI OJHOCKIQJIOBI Ha3BH pPO3MiNiB pomany «Der
Golem»: «Schlaf»; «Tag»; «Punsch»; «Weib», Tomro.
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YV npo3i I'. MaiipiHka B3a€EMOBITHOIICHHS MiXK 3aI'0JIOBKOM
i OCHOBHMM TEKCTOM YacoM HaOyBarOTh OCOOJIMBOTO rpadivqHOro
Ta cMmucioBoro odopmienns. Hampukman, ¢pasa «lcropis nesa
Anoica» BUKOHY€ (DYHKIIIO 3arojIOBKa OIOBIAAHHA 1 OJHOYACHO
BUCTyIA€ TOYaTKOM mepmioro pedenus tBopy: «Die Geschichte
vom Lowen Alois war so:...» («lcmopis nesa Anoica Oyna
Taka:...») (KypcuBoM mo3HadeHo Hamu. — FO.JL) (Meyrink,
1987: 318), — TOOTO mapaTeKCTyalbHHH €JIEMEHT OYKBAJIbLHO
«TIEpeTiKae» B MaCHB HApaTUBY, PO3MUBAIOYH MEXKI Mi’K TEKCTOM i
peabHICTIO, TTOB’ A3YI0YH 30BHILITHE 1 BHYTPIIIHE.

BucHoBkn

TakuMm uwHOM, HapaTHBHI ocoOmmBOCTI mpo3n Maiipiaka
CBiIYaTh MPO EKCIIEPUMEHTAIBHUI XapakTep IHTEHLIH aBTOpa,
MPOTECT MPOTU OYJb-SIKUX YMOBHOCTEH 1 KaHOHIB, MparHeHHs
3pyWHYBaTH KOPAOHH MDK CBITOM HapaTHBY i ITO3aTEKCTOBOIO
peanbHicTIO. PempeseHramiss aii SK He3aBEpHICHOTO MPOIECY
MaKCUMaJIbHO HaOJmKae yuTada JI0 AI€re3ucy, TeHepye BiuayTTs
criBydacTi. YBara J10 ippaliioHaJbHOI, MICTHYHOI CTOPOHU JKHUTTS,
BITYYTTS TUCTapMOHIii, aOCYpAHOCTI OyTTS 1 HEMOMKJIMBOCTI HOTO
300pakeHHS 3BUYHHNMH MOBHHMH 3aco0aMM — Taki 3araibHi
TEeHJCHINT  eKcrnpecioHi3My. basyrounch Ha  0COOJIMBOCTSX
HapaTUBHOI Memialii y KOHIEIMIAX EeKCIPECIOHI3MYy, MaeMO
MiJCTaBH CTBEPPKYyBaTH, [0 B Tpo3i MaiipiHKka OpraHiqyHO
3JIMBAIOTHCS JIBI (DyHAaMEHTaJIbHI TEHJICHIN eKCIPeCiOHICTUYHOT
MPO3u — KOHKPETHA pemnpe3eHTallisi Ta iHTeJeKTyallbHa aleropis.
TBopuicTp NUCbMEHHMKAa TapMOHIMHO TOEAHYye Yy  coOi
JECKpUNTUBHY YCTaHOBKY Ha O€3MOCepeHIO penpe3eHTalio i
YCYHEHHsI HapaTopa 3a paMKH OIOBiJi, a TakoX adOpUCTHUHO-
napabomivHi THTEHII1. CrpykrypHa KOHCIIEKTHBHICTB,
IHTEHCUBHICTE 1 JIaKOHI3M €KCIIPECIOHI3MY 3peaii3oBaHi Yy
TBOpUOoCcTi MalipiHKa $SK CHHTaKCH4YHO, TaK 1 3a JOINOMOTOIO
adopu3MiB, SIKi BUSBISIOTHCS TPOJYKTUBHUMH 1HCTPYMEHTaMU
SNINTHYHOT apTHKYJIALIT CBITOTIISITy THCEMEHHHKA.
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Kopotka  mpoza  I'. Maiipinka  BHABIIIE  O3HAKH
Kypureurixte (JamijapHicThb OMNOBifi; HECHOAiIBaHA 1 BiIKpHUTa
KIiHIIIBKA, 10 CTUMYJIOE PEUMIIiEHTA OO CIHIBIpali; BiICYTHICTH
eKCIIOo3uIil). Y 3arojloBKax OIOBiJaHb IMHCHMEHHHKA MiCTATHCS
MPOBOKAIlisL, emartax 1 ngeecrerusamis. OKpiM  TOro, IS
I'. Maiipinka xapakTepHe TSDKiHHS [0 BJIacHOTO (HOpMYJIIOBaHHS
’KaHpy CBOiX TBOpiB. BaknmuBuM 3ac000M CIIOHYKaHHS 4WTada J10
TBOPYOi CITIBYYacTi € TeXHIKa MOHTaXy: y POMaHHHU IHCKYpC
IHKOPIIOPOBaHI HOBEJNH, OIOBINAHHs, 3aco0M IHIIMX BHIIB
MUCTEITB, HEXYJ0XKHI JUCKypcH. BuKIIanoBuii mpocTip 3acBiguye
aBaHTapIUCTChKI TPAHCTPECHBHI MOPHMBAHHA: HApaTHB IIparHe
BUPBATHCS y TI03aTEKCTOBY pPEANBHICTh, XYNOXHIH JHCKYpC
«3axJIbOCTY€» CBIT YHMTaya, MapaTeKCTyalbHi €IEMEHTH TSDKIIOTh
IO «pO3MHBaHHs» IUIONIMHUA XYAOXKHBOIO TBOpPY. Mogjenb
EKCIIPECIOHICTHYHOTO  HapaTopa CKOHCTpyWOBaHa 3 METOH0
peL[yKuu JIHUCTAHII] MDK aBTOpPOM 1 YMTa4eM, YCYHEHHS OIO3MIIT
MiK  cy0’eKTOM 1  O0’€KTOM,  BIJIHOBICHHS  CIUIBHOTO
nepuioesieMenTy. PellenTuBHUE pecypc TBOPY TaKMM YHHOM
MOCTYJIOE 3 OOKY ajipecara IMO3UILI0 CITIBTBOPYOCTI, 1HIIIaTUBHOI
TpH.
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XYJIOXHE MOJAEJIOBAHHS OBPA3Y MUTILISA
B POMAHI JIIOBKA JEPEIIA «TAM, JIE BITEP»

Abstract

The article deals with the image of the artist in the novel
Where the Wind Is by the contemporary Ukrainian writer Ljubko
Deresch. The aim is to define the aesthetic and ethical position of
the contemporary artist through the analysis of the image of the
protagonist of the novel, writer Max Tarnavsky, who embodies the
author's alter ego. The range of the main problems raised by the
author of the novel is outlined. First of all, it is a search for an
answer to the question, what should be a modern artist, what is his
role in public life of Ukraine. The relations between a hero-writer
and readers of his works are considered. It is proved that Ljubko
Deresch's novel has the main genre features of kenstler romance,
the architecture of which has a complex structure: it is a “text
within a text”. Firstly, the novel contains several inset texts of
different genres, whose author is considered to be the protagonist;
secondly, the novels of Ljubko Deresch and his protagonist Max
Tarnavsky have the same title, which gives grounds for equating
the aesthetic views of the author and the protagonist. The author of
the article concludes that the novel Where the Wind Is reflects a
complex process of self-identification of the writer, who is trying
to overcome a difficult existential crisis, both internal (fear of
losing his artistic talent) and external (the failure of the last novel,
unwillingness to meet the requirements of “ethnosphere”, that is,
society, resulting in a sense of loneliness, being outside the literary
mainstream). The hero's journey is accompanied by a postmodern
ironic examination of himself and his literary style, and the main
forms of self-reflection are the constant internal dialogue that the
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hero has with himself and the dialogue between the extradiegetic
narrator and the hero. The model of the creative persona formed by
Ljubko Deresch in his novel Where the Wind Is is based on the
postmodern tradition of the text, which simultaneously creates and
interprets itself (metareflexion), which leads to the effect of
constant flickering of meanings, constantly shifting the narrative
between the real and imaginary worlds.

Keywords: Ljubko Deresch, novel about an artist,
metareflexion, reader and writer, image of the hero-writer.

AHoOTAIISA

VY craTTi po3risgacThes 00pa3 MUTI y POMaHi Cy4acHOTO
yKpaiHchkoro muchbMeHHWKa JltoOka [lepema «Tam, me Bitepy.
MeTta: BU3HAYEHHS C€CTETUYHOI Ta ETHUYHOI MO3MUIlI CY4YacHOTO
MUTIIS Yepe3 aHajiz oOpa3y rojIoBHOTO reposi pomany «Tam, ne
BiTep», MuchMeHHHKa Makca TapHaBCHKOTO, SIKAH BTUTIOE y COO1
alter ego aBropa. OKpecieHe KOJO OCHOBHUX MpoOieM, SIKHX
TOPKAETHCSL ABTOP POMaHy. Y Mepuly Yepry Iie MOIIYKH BiAMOoBiai
Ha MUTaHHS, SKUM [TIOBUHEH OYTH CYy4acHUI MHUTEILb, SIKOIO € HOro
POJb Y CYCHIBHOMY XKUTTI YKpaiHu. PO3ryisiHyTI BITHOCHMHU MiX
repoEM-ITMCbMEHHUKOM Ta YMTa4aMHU HOTo TBOpiB. JloBeleHo, 110
B pomani JltoOka J[lepemia HasBHI OCHOBHI »aHpPOBI O3HAKH
Kunstlerroman’y, apxiTeKTOHiKa SKOTO Ma€ CKJIaJHy OyJOBY: Iie
«TEKCT y TeKcTi». [lo-mepine, y poMaHi € JeKiibka pi3HOKaHPOBUX
BCTaBHHX TEKCTIB, aBTOPOM SKHX BBa)KAETHCS TOJIOBHUI T'epOH, I10-
Ipyre, poManu nucbMeHHuKa JltoOka Jlepema i ifioro mepconaxa
Makca TapHaBCHKOTO MarOTh 1JICHTUYHY Ha3BY, IO JIAE ITiJICTABU
JUISL OTOTOXKHEHHST €CTETUYHUX TIOTIISIIB aBTOpa 1 repos. ABTOpKa
CTaTTi NPUXOIUTH 10 BHCHOBKY, 110 B pomaHi «Tam, ae Bitep»
BitoOpaskeHu i CKJIaJTHUH Mpo1iec camoineHTudikarii
MUCHbMEHHUKA, SKHH HAMAaraeThCsl MOJIOJIATH BaXKKy €K3UCTECHIIIHHY
KpH3y, SIK BHYTPIIIHIO (CTpax BTPATUTH CBill MUCTELLKUH J1ap), TaK
1 30BHINIHIO (ITPOBaJI OCTAHHBLOTO POMaHy, HeOa)KaHHS BiIOBiIaTH
BUMOTaM «eTHochepm», TOOTO CyCITibCTBa, Y PE3YJIBTaTi YOro BiH
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MEepeXUBa€ MOYYTTS CaMOTHOCTI, ONWHMBLIMCH 33 MEXaMu
JiTepaTypHOro MeHHCTpuMY). [lomopoxk repost cympoBOIKYETHCS
MIOCTMOJIEPHUM  IpOHIYHMM BHUNpPOOOBYBaHHAM cebe, CBOTO
JTepaTypHOrO CTWIIO, a OCHOBHMMH QopMamu camopediekcii
CTAarOTh TOCTIMHMI BHYTPIIIHIA Jiayor, SKAWA BeAe repoil caM i3
c00010, Ta miaJIOr MK E€KCTPAIiETeTHYHUM HapaTopoM i TePOEM.
Mogens TBOpUOi ocobucTocti, chopmoBana JlroOkom [lepemem y
pomani «Tam, me BiTep», CHUPAEThCS HA IMOCTMOACPHICTCHKY
TPaIUII0 TEKCTy, SAKHA caM cebe CTBOPIE 1 OJHOYACHO
iHTepriperye (MeTapeduiekcis), MmO MPHU3BOIUTH 10 e(eKTy
MOCTIAHOTO MEPEXTiHHS CMHUCIIIB, pEallbHOTO Ta YSIBHOTO CBITIB.
KarouoBi caoBa: JlioOko /[lepem, poMaH Mpo MHTII,
MeTapedIeKcis, 9nTad i TUICBMEHHUK, 00pa3 reposi-IIICbMEHHUKA.

Beryn

Tema mwuts, #oro Micid i poimi B CYCIIIBHOMY JKHTTI
xBUWIOBaJia Jojged 1me y uacu CrapomaBHbol ['pemii. Tak,
npocnaBieHuit crniBak Opdeid 3aBIsSKU 4YapiBHIM CHIli MHECTEITBa
MITr' TAKOPIOBATH HE JIMINe Jtojed, a HaBiTh OoriB. Ilicms foro
CMEpTi 32 HUM CyMyBaJId KaMmiHHS, NTax®W 1 JAepeBa, 3a4apoBaHi
1oro My3ukoro. Bapto Takox 3ragatu cuHa 3eBca Ha iM’st AMQioH,
mo OyB BiOMHI SK HETepeBEPIISHUH MY3WKAHT, SKHA MIT TPOIO
Ha Jipi mepecyBaTH KamiHHs. [lirmMamioH CTBOpPHB HACTiIBKH
JIOBEPIICHY CKyJIbNTYpy [aymatei, o BoOHA Okuiia. XTO TUIBKH HE
3BEpPTABCS JI0 LIUX Ta 1HIIUX MioJOTriYHUX 00pa3iB MUTIIB. BoHu
Hagunxamu [opamis, B. Illekcmipa, 1.-B. I'ere, Jx. Jxolica,
M. Ilpycra, C. Moema, B. Ha6oxkoga, O. Ilamyka, ®@. bernebepa ta
0araTto IHIIMX IHUCBMEHHUKIB 1 MoeTiB. MaOyTh, HEMOXKIUBO
3HAWTH OUIBII-MEHIN BiJOMOTO TMIPEJICTAaBHUKA YKPaiHCHKOI
JiTeparypu, SKuii O OMUHYB LIIO TEMY.

Ha pi3HMX eranmax KyJbTYpHO-ICTOPHYHOTO PO3BUTKY
MaHiBHUM OYB MEBHUI THUI MUTIS, KU BIIOBiIaB €CTETUYHUM
CMakaM, BHMOIraM Ta OUiKyBaHHSAM CBOro uacy. Tak, y 100y
POMaHTH3MYy MHTEIh CIPUIMABCS TEpII 32 BCE SIK HerepeciuHa
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0COOUCTICTB, sIKa HaIliIeHa Ha BiZOOpaskeHHsI CBOTO BHYTPIIIHBOTO
CBITYy, MIKPOKOCMY, IO JOPIBHIOE MaKpOKOCMY, TOOTO BMIIIyE Y
co0i  Oe3MeXHICTh HEOCSHKHOTO  BcecBiTy. llpeacraBHuKH
KPUTUYHOTO pealli3My HarojollyBajli Ha TakhX HOTO pucax, SK
MY>KHICTB Yy OOpOTHOi 3a coIliasibHy CIIpaBeIJINBICTh, TYMaHI3M i
cBoOomy. BBakaeMo, M0 CydacHWH YKpaiHCHKHN MHUCHMEHHHUK
JIroOko Jlepein MMeBHOI MipOK MPOJOBXKYE 1 PO3BUBAE TPATUIIIIO
300paKeHHS MUTLS, 3aII0YaTKOBAHY T. lleBueHkoM
(«Xynoxuuk», «My3ukanT»), B. Bunanuenkom («Hopna I[laaTepa
i bimuit BemMiney), B. IlimmormasauMm («Mictoy), 0. SIHOBCEKHM
(«Maiictep xopabmisi»), O.[onuapom («Cobop», «JBoe BHOYI»,
«IlizHe mpo3pinHm», «beper ioro mutuHCTBa», «Ha 3emmi
Kamoenca», «beper mro0oBi») Tommo, ame y TOH Ke dYac HOro
TBOpYOCTI B IiioMy 1 pomany «Tam, xge BiTep» 30Kpema
MpUTaMaHHI PHCH, XapakTepHi Ui MOCTMOJEPHICTCHKOTO
cBiToOayeHHs. Mutens y TBopi Jlepema He BBaXkae 3a MOTpiOHE
BiJINIOBIZIATH OYIKYBaHHIM CEPEIOBUINA, BiH HOHKOHPOPMICT, SIKHIA
nparae OyTH He3aJe)KHUM BiJl JyMKH THX, XTO HOTO OTOYY€, 4OTro
0 me HoMy He KOIITyBajo. Y Haml 4ac mpoOjieMa BIJHOCHH MIiX
MHUTIEM Ta CYCIIUICTBOM, /ISl SIKOrO BiH TOBHHEH (YM He
MOBHHEH) OYTH B3iplieM, 3HOBY BUCYBAE€ThCSI HA MIEPIIU TUIaH, 10
MOB’sI3aHO 3 BAXKJIIMBUM MICIIEM 1 POJUTF0 MHTISI B CYCHLIBCTBI.
OOpa3 MHTOS SIK KaTeropis MHUCTEUTBA € BXIMBUM IS
BU3HAYEHHS IMUTaHb CYTHOCTI 1 3HAYCHHS MHCTENTBA B JKUTTI
JIIOJICH, eCTEeTUYHMX 1JealiB Ta I[IHHOCTEH, sSKI MEepPeBaXKalTh Y
KOKHUH 1CTOPUKO-KYJIBTYPHUH I€pioj, CHCTEMHM IIHHOCTEH Ta
CBITOTJISZTHUX OPIEHTHPIB, SKUMHU BU3HAYAETHCS HAIIPSIM PO3BUTKY
CYCIIJIbCTBA.
MertopoJioris i MeTonMKa

Y nmocnmipkeHHI BUKOPUCTaHI 3arajlbHOHAYKOBI METOU
JOEAYKIi Ta IHAYKII, METOJ] HAPAaTUBHOIO aHaJi3y, KOIHITUBHHUN
OiAXig y JiTepaTypo3HABCTBI, METOZ «ONM3BKOTO YHMTaHHA» 1
KyJbTYpHO-ICTOPHYHHMH MiAXiJ, SIKUil nependavyae aHaii3 TBOPY B
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KyJbTYpPHOMY KOHTEKCTi 3 ypaXyBaHHSM T'€HE3M JKaHpy «POMaHy
IIPO MUTIISH» B €BPOIEHCHKUX Ta YKPATHCHKIH JiTeparypax.

PesyabTaTH i quckycii

Ha cporommimmHi#i gens TBopuicTh JItoOka [lepema €
JIOBOJTI TMOITYJISIPHOIO cepen YKpaTHCHKUX YUTAYiB.
TpuALATHBOCEMHUPIYHUI MMCHMEHHHK € aBTOPOM KiTBKOX BiZJOMHUX
poMaHiB, mepiuii i3 akux — «Kynem» — OyB BUIAHHIA, KOJTH HOTO
aBTOpY BHIOBHHIIOCA nuime 18 pokis. Moro Teopu mepexiajeni
OaraTbMa MOBaMH, y TOMY YHCIi HIMENBKOW, ITallilCHKOIO,
(paHIly3bKOI0 Ta TOJIBCHKOIO, a eceicThka Jlepemia ymocToinacs
YgecTi OyTH OMyOIIiKOBAaHOK TIif] ONHIEID OOKIATUHKOIO 3 TPO30F0
HOTO CTapIINX KOJET, sIKi BXK€ JTAaBHO 3alHSIM TIOYECHI MICIS Ha
YKpaiHChKOMY JiTepaTypHoMy ofimmi — FOpis AHapyxoBu4Ya Ta
Cepris XKanana.

Teopu Jlepema HeogHOpa3oBo Oynmm  TPEIMETOM
JIITEPaTypO3HABYUX JOCIIIKEHb, a TXHIM aBTOP JIOCUTh PETYJIIPHO
Jla€ 1HTEPB’10, y SKUX BU3HAE, CMUPEHHO NMPHUXOBYIOYH MOCMILIKY:
«3 ycima 3BHHYBaYeHHSIMH y OiK MOiX TBOPIB MOT'OKYIOCh: BOHU
came taki» ([epem, 2007). 3’sacyBatu crneuudiky XpoHOTONy Yy
pomani «Tpoxu mitbMu» Hamaraerscs JI. Cupumiok (2016).
AHami3yroun 3aco0M MOJENIOBaHHS O0pa3iB 4acompocTopy B
cydacHOMY yKpaiHcbkomy pomaHi, J[. KoBanenko (2018) pobuth
BHUCHOBOK, 0 y pomaHax J[lepema «Kymbt», «Tpoxu miTbMN»,
«[loxynoniHHs sAmipmi» chopMoBaHa MOJENb XapakTepy, SKY
aBTOpKa JMcepTalii BH3HAYAE SK «arpeCHBHO-IECTPYKTUBHHI
iy Ta «“Homo excapans” (ayrcaiimep, HENPHUCTOCYBaHEIb,
CaMiTHUK, Bpa3IuBUH JMBaK)», TOOTO Tepoi NHChMEHHUKA
3HAXOAATHCS Y CTaHi eK3UCTEHIIHHOI CAaMOTHOCTI, 110 CIIOHYKA€ X
BiNPAaBUTHCS Y TIOAOPOXK (sAKa OiNbIIEe CX0Xa Ha BTEUY) 3 METOIO
camoieHTH]IKaIll, BiHAWIESHHS CBOI'O MiClid Y CYCIIJIBCTBI Ta
MOJ0JIaHHS BiAYYTTS BHYTPIIIHBOI PO3ryOJI€HOCTI Ta CTpaxy mepexn

XUTTAM.  Jlo  BUBUEHHS  HapaTHUBHMX  CTpaTeridi  Ta
IHTepTEeKCTyalnbHUX 3B’s3KiB pomaHiB «Kynbt», «IloknoHiHHS
91

© K. Mixma, 2022



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

smipui: Sk HAmWTH aHreniBy, «Hawmip!» i3 wmidonoriero Ta
3apyOixkHOI0 IiTeparyporo Baaerbes M. Ps6uenko (2011), ska
BBaXKA€, IO CaMeé IHTEPTEKCTYalIbHICTb € MPOBIAHAM 3acCO00M
noOynoBH HapaTuBy B TBOpax /[lepema. Jlochikyroun BIUIUB
JTEpaTypHOI TpaauIlii pOMaHy BUXOBAaHHS B CYYacHIN YKPaiHCHKIH
mpo3i, T.Pomanko (2011) xapakrtepusye «KympT» SK «pomaH-
IHIL AL,

[IpoTte, mo3a yBarow JOCHTITHHUKIB 3JIMIIMIACE TpoOIeMa
KOHIIENIIii MHUCTENTBa, TOCTaBieHa B pomaHi «Tam, me BiTep»
(2019), mo 3yMOBIIOE aKTyallbHICTh HAIIOTO MOCIimKeHH. Orisiyg
KPUTUYHOI JiTepaTypu Mpo TBOpUicTh [lepema mo3Boinsie Ham
KOHCTaTyBaTH BIJICYTHICTh IPYHTOBHHUX IIpallb, MPUCBIYCHUX TEMi
«MUTEUb 1 MHCTEHTBO» y Mpo3i MUCbMEHHHWKA. MeTow Hamoi
PO3BIJIKM € BU3HAYCHHS C€CTETUYHOI Ta €TUYHOI MO3MINI MHTILS
Yyepe3 aHamiz o0pa3y TOJIOBHOTO Tepos POMaHy, MHChbMEHHUKA
Makca TapHaBchKOTO, SIKHIA BTUTIOE Y c001i alter ego aBTopa.

Ha nymxy II. XKuteupkoro, poMaHHUI >KaHp MEPEKUB
TPHUBAJY iCTOPIlO, IO MPU3BEIO JI0 CYTTEBHX 3MiH Y HOTO 3MICTI.
Buennii BOauae mpuuMHY LBOTO B TOMY, IO «3MIHMJIOCS 1 came
KUTTS, 300pakyBaHe B pOMaHi, SIK 3MiHWJIHCS JiTepaTypHi CMaku i
€CTEeTHYHI MOTpedu 4ynTadiB pomMany. Aje 3aBxau BiH OyB i Oyne
Ha3py4YHIIIO TOETHYHOIO (HOPMOIO [T 3MaIFOBaHHS OCOOMCTHX
npucTpacteid, ocooncroi 60poTHON JTFOAMHU 3 CaMOI0 cOo00F0, sKa
MPOKJIaJa€ HOBI MUISIXH JIO BUPILIICHHS BEIUKUX CKIIAJHUX 3aBJaHb
KUTTS, 10 3’ ICYBaHHsI i/ieallbHUX OCHOB Horo» (JKurteupkuii, 1898:
102).

OnmauM i3 pI3HOBUIIB pOMaHy € Tak 3BaHUH
Kunstlerroman, to6To «pomaH Mpo MHTIS», SKHM €, Ha Hall
nornsag, poman Jlo6ka [epema «Tam, ame Bitep». baratbma
BYCHHMH CTBEp/UKYeThcs, o Kunstlerroman moxoaute Bix
Bildungsroman, TO0TO «poMaHy BHUXOBaHHS, CTAaHOBJICHHS
0CcOOMCTOCTI ¥ 11 MparHeHHi A0 camoBu3HaueHHs (Britannica, 1993:
37). Biaminnictio Kunstlerroman Bix Bildungsroman € Te, mo
TOJIOBHUM TE€POEM IEPIIOTr0 € MMCbMEHHUK, MY3UKaHT, XYI0KHUK
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TOIIO, TOOTO JIOJWHA MHCTENTBA, SIKA MparHe peaji3yBaTH CBii
TajaHT, Ta, Ha BiAMiHy Bixm Oaratpox Bildungsroman, ne repoit
4acTO Mpi€ CTaTH BEJIMKUM MUTLEM, aJie 3a10BOJIBHAETHCS THM, IO
BiH TNpOCTO KOpUCHHWII rpomaasHuH, Kunstlerroman 3a3Buuaii
3aKiHIyETbCA Ha HOTI 3apO3YMIJIOT0 HENPUHHATTS 3BUYAHHOTO
x*uTTs (Britannica, 1993: 37). 3a Tpagumiero, ska Oyna
3alloyaTKOBaHa Y TMepioJl poMaHTu3My y ,,Manapax Opanna
IlItepuGanbma” (1798) JI. Tika Ta B mmmorii M. B.Tere mpo
Bimeremema Meiictpa (1796, 1829), mi momyku 3a3Buyait
BiIOYBalOTECA TMMJ Yac TMOAOPOXKI Tepos, Ha IO BKa3ye
amepukancbka pocnigauns P. Ceper (1992). Hamararouucsr natu
TOUHY nediHIIiI0 «poMaHy MPO MUTISL», BOHA BiJMEXOBYE HOTO
BiJl CIIOPiAHEHUX JKaHPIB, 3 SKUMH BiH Ma€ 0araTo CHUTBHHUX pHLC.
Bona 3acrepirae Big OTOTOXHEHHS #oro 3 aBToOiorpadiuHNM
IIOZICHHUKOM YW 3 poMaHOM-croBiagro. Ha Hamry mymky, OinmbIn
kopekTHHM € Tiaxix H. boukappoBoi, sika BOauae BUTOKH JKaHPY Y
CTOBifIl Ta YKUTIi, a 3arajJbHOI0 MEPEIYMOBOIO HOT0 BUHHKHEHHS
BBA)XXA€ IIAHYKOYUH Yy €BPONEHCBKUX KpalHaX XPUCTUSHCHKUI
ceitormsim  (2001: 24). Mwu BBakaemMo, MmO HE Ma€ CEHCY
po3pisHsTH, sk 1e poouts Ceper, momstts ,,Kunstlerroman” i
»artist novel” nume Ha Tiit mizcrasi, mo Kunstlerroman poskpusae
MIPOIIEC CTAaHOBIICHHSI MUTIIA, TOMI SIK TEPOEM ,,artist novel” € 3pina
TBOpYa ocobucticth (1992: 5-7), ocobnmBo 3 orisgy Ha Te, IO
MPeIMETOM 300paKeHHS CTa€ came BHYTPIIIHIH KOH(IIKT, SKui
BOHa NepexuBae, TOOTO i1 CBOJIOLISA, CHPUYMHEHA HAIPYKCHOIO
IHTEHCHBHICTIO HOro IEepeXUBaHb, YYTJIMBICTIO 1 3IaTHICTIO
TOCTpillle 3a IHIIMX TEpPEeXHBATH SK Kpacy, Tak i MOTBOPHICTH
CBITY, 10 11 OTOYYy€E, YCBIIOMIIFOBATH CBOE MOKJIHMKAaHHS. X04a He
Mo>kHa noroxuTHcs 3 1. BnogaBcbkolo, mo «assi boro TUILY Tepost
XapakTepHa HEyXWibHa Bipa y cBo€ mpusHaueHHs» (1983: 152).
MurTelp He 3aBkIu Oe33amepedHo BIIEBHEHUH y 001, sK 1€ 0YJI0,
Hanpuknaj, nputamanHo CaneBanopy [ami, skuii 6e3 TiHi Baranb
BBaxkaB ceOe reHieM. HaBmaku, Haiiuactime repoil-MuTenb
nepe0yBae y CTaHi MOCTIHHOTO TBOPYOTO TONIYKY, MOB’S3aHOTO 3
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CyMHIBaMH Ta BHYTPIIIHIMH KOJMBAHHSMH, a HPOTUPIYYS MIiXK
peanbpHICTIO Ta MHCTEUTBOM CTalOTh OCHOBOIO XYAOXKHBOTO
KOH(IiKTY. bimpm Toro, mei mOmIyk He 3aBXKAM 3aKiHIYETHCS
Brano. ToMy MU TOTOIDKYEMOCS 3 ICQIHIIEID «POMaHy TIPO
MUTLIBY» y «JliTepaTypo3HaBUiil eHITUKIONEAID», 16 HABOIATHCS K
TOTOXHI Ha3BH IHOTO MHKAHPY PI3SHAMH MOBaMH, a HOro
BH3HAYAIBHOIO PHUCOI0 € Te, 10 BiH MPUCBIYCHUH «TBOpUIH Ta
KUTTEBIM 70JMI THCHMEHHUKIB, MaJspiB, MY3HK, aKTOpPiB»
(Kogauis, 2007: 347). 3ayBaxkuMo, 110, HE3BAXKAIOYH HA Te, IO B
YKpalHCHKOMY  JIITEPaTypO3HABCTBI  JOBONI  0arato  yBaru
MPUIIISETECS BUBUEHHIO >KAaHPOBOI NMPHUPOIU pOMaHy Ta HOro
PI3HOBHIIB, «POMaH MPO MUTIA» TMPOJOBKYE 3aIMINATHACT HA
nepudepii  TeopermuHoro amckypcy. Kpim Toro, ysara
BITYM3HSHUX JIITEPAaTypO3HABIIB 30CEpe/keHa TIEpEeBaXHO Ha
JocHipKeHH] 3apyOikHux pomaniB. Tak, y crarti I. Cropouryk
(2012) Bu3HaveHi Ti aClEKTH POMaHy MPO MHMTIIS, Ki MOTPEOYIOTh
MOJIAJILIIOTO ONPAIFOBAHHS; BOHU CTOCYIOThCS YTOUYHEHHS T'€HE3U
KaHPY Ta HOTo PI3HOBUJIB, a TaKOX (OPMYBaHHS KOPEKTHOI
METOJTIOJIOTIT Ta IHCTPYMEHTIB ioro aHaiizy. JXKanposi Mogudikarii
pomaHny mpo MUTIS (poMaHy-0iorpadii, poMaHy B poMaHi, poMaHy-
ece, camope(IeKCUBHOTO poMaHny) y paMkax
MOCTMOJIEPHICTCBKOIO  AUCKYpCy xapakrepusye M. Ilmennyna
(2017).

His pomany «Tam, Jne BiTep» pO3rOpTAETHCS JIOCHUTH
nuHaMiuHO. BiH mouYuHAa€ThCS 31 3HAHOMCTBA T'OJIOBHOTO I'epos 3
HOTr0 NIaHYBAJIBHUIIEIO, CTYJICHTKOI AICO0. YKe 3 TMepIIux
CTOPIHOK pOMaHy uYWTay [I3HAE€ThCA IMpo Te, 10 Makc
TapHaBcbKUil € CKaHJaJIbHO IIOITYJISIPHUM MOJIOAUM
MUCbMEHHHUKOM, Kap’epa sIKOTo CTPIMKO 371eTina Bropy. Aje y vac,
KOJIM PO3TOpPTAaEThCS [isi pOMaHy, BiH TNEpeXHBAae HE HaMKpalii
yacH. 3 BIJJOMOI'O ITMCbMEHHHUKA, «HAJli YKPaiHCHKOI MPO3mW», IS
SKOro OynM BIiOKpUTI yci KOpPIOHH, a BiA YHCIEHHUX
LIaHyBaJIbHULE HE OYJI0 Bi10OIO, BiH PariTOBO MEPETBOPUBCS «JIE/Ib
He Ha mnocMmixoBuceko» ([epern, 2021: 6). Ctuciao omnoimgay

94



MixTa K.B. XynoxHe mogentoBaHHs 0bpasy MuTus B poMaHi Jliobka depelua...

iHpOpMYy€E yHMTa4ya MpO TBOPYHMH HIISX MHUCHMEHHHKA: «CIIOYATKY
Mosiofnid OyHTap HamucaB TPWU MaiDKe TeHIallbHI pOMaHH PO
ITUTITKIB (TIePIIHK CIIPUHAHSIN HaiiKkparle, Ipo TPETiH BxkKe Ka3al,
IO aBTOp IIOYMHAE MOBTOPIOBATHCS), MOTIM MOBYAHHS: MOIIYK
HOBHUX TE€M, IOHH JIEB TOTYETHCS IO CTPHOKA 1 p-pa3 — CTA€ThCA
SIKach Jlaka 1 3’SBISIEThCS e Hemopo3yMiHHs. [licas woro Maxkc
Ha/J0BTO 3aMOBK. Ha m’s1Th, 3maeThes, Bxke pokiBy (epemr, 2021:
7-8).

[lepconaxi, sSIKi OTOYYIOTH TOJIOBHOTO T€POS, TEK MPSIMO
YM ONOCEPEAKOBAaHO (K, HANpHKIaA, JiTepaTypHa areHrka
TapuaBchkoro Kanna binuibka) HajgekaTh A0 MHUCTCIBKUX Kill.
Taxk, Amica — ctyneHTka KniBChKOTO HaIliOHATBFHOTO YHIBEPCUTETY
TeaTpy, kiHo 1 TemeOaueHns imeni [.K. Kapmenka-Kaporo, Bona
MaiOyTHSI peKUcepKa i MPOTATOM POMaHy 30Mpa€EThCs MPAIFOBATH
HaJl CBOEIO KyPCOBOIO pOOOTOI0 — 3HIMATU JOKYMEHTAIBHUH (PiIbM
po KOHUEPTHE TypHEe TypTy «llpuaypkm», SKuil CKiIagaeTbCs 3

MOJIOJMX MY3UKaHTiB — mnepokypcaukis [miepa (KuiBcbkoi
MYHIIMITAIBHOI akajemii My3uku imeHi P.M. I'miepa) ta Kaprienka-
Kaporo.

Came 3 HIMH BHPYIIAE Y MOJAOPOXK TOJOBHUH repoi Mmicis
TOTO, SIK HOTO OCTaHHIO KHIDKKY OYJIO MiIJaHO YKOPCTKIN KPUTHIII.
[TMCEMEHHHK TepeXHBa€ BaKKy TBOPYY KPH3Y, XOBAETHCS Bif
JOJIel, HaMaraeThCsl YHHKHYTH 3yCTpidi 31 3HailoMuMH, 0O He
X04Ye TMOSCHIOBATH NPUYMHU CBOEI TBOpuOi Hepmaui. Pobora Han
HOBHM pPOMaHOM TeX He KIEIThCsA: KOXHOTO Be4YOopa BiH
«HamaraBcsl IoYaTu HOBHU pomaH, i <...> IOpaHKY CTHpaB yce,
Hanucane 3a Hiuy ([epemr, 2021: 10). TapHaBCbKOMY JTOBEAETHCS
MOCTIHO YyTH BiJI YATAYIB 1 KPUTHKIB Pi3HI 3aKUIU 10JI0 TIPOBATY
HOro ocTaHHbOI KHWXKKH, SIKi caM Makc y3aranbHUTh y (pasi:
«UyBak, TM HanucaB TOBHY (irHio, ajge My TeOe moOuUMO i
YeKaeMO BiJ TeOe HOBOro KpyToro pomany!» (deper, 2021: 48).

ApXITeKTOHIKa pOMaHy yCKJIaJHEHa THM, ILIO, MO-TepLIe,
BiH MOOYIOBaHUH SIK «TEKCT Y TEKCT»: YaCTHHOIO TBOPY € BCTaBHI
MOETUYHI (XOKKY), IP030Bi (ONOBiJJaHHS) Ta ApaMaTH4Hi (CIeHapil
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KOPOTKOMETpPaKHOTO  (iNbMy)  TBOPH,  aBTOPCTBO  SIKHX
MIPUIACYEThCA ToJMoBHOMY repoeBi. llo-apyre, #oro ¢dopma
Harajaye Tak 3BaHy «IHBEPTOBaHY MAaTpPBOIIKY», TOOTO y pomaHi
Jlrooka Jlepema «Tam, ne BiTep» MoOBa ine TpO HEBIAUy
nucbMeHHrKa Makca TapHaBCHLKOro 3 OJHOMMEHHHM pOMaHOM. |
X04a iX HE MOJKHA BBaXKaTU I3E€PKAJbHUMH, TOMY ILIO CIOKETH 1
AKTaHTH B HHUX Pi3HI, ajie B 000X MPUCYTHIH o00pa3 Maska,
CHUMBOJIIKa SIKOTO JOCHTh MpO30pa: MasK JoroMarae€ KopaOisim
3HAWTH BIPHUHU NUIIX cepen OypXJIHMBOTO MOPS i CKeNb, CITy)KHUTh
OpIEHTHPOM, SKHU Aa€ HAMIIO HA Te, IO MICIIsI BAYKKOI TOPOTH BOHI
3MOXKYTb MOBEPHYTHCS B pifHy raBaHb. CBOIM SCKpaBUM CBITIOM
BiJl TIepeOopIOe TiHBb 1 yOCOONIOE TyXOBHE 3POCTAHHS, TOMY IO €
BEPTHUKAILIIO, IO MTOETHYE 3eMITIO 1 HE0O.

CumBojika Masika € amMOiBaJIeHTHOIO 1 MOXeE O3Ha4aTh
TAaKO)X CAMOTHICTb, PO3JIYyYEHHs, IHAMBIAyami3M Tepos, SIKHHA
MIPOTUCTABIIsIE cebe IioMy cBiToBi. CaMe B I[bOMY 3BHHYBAUye€
TapHaBcbkoro Ajrica, sika TaKUMH CJIOBaMH TEpENaE 3MiICT TOTO,
PO 1[0 HAMKCaB repoil y cBoiit KHWKII: «Ilaan ®uUBe Ha MasKy
Ha KOCi, BUBYae Mirpamiro cipux kadok. Lle eckamizm» ([eperm,
2021: 9). IOHi#t Anici Taka mo3uiist repos pomany TapHaBCBKOTO
3MIAETHCS 3pa/IOr0 KOJMHUIIHIX POMAHTUYHUX 1/1€alTiB, SKi BTUTIOBAIH
repoi-Mi/UTiTK  PaHHIX TBOPIB TNHChMEHHHWKA, 1 ONH3bKe
OyHTapcTBO OITHHKIB ermoxu 60-X pOKiB MHHYJIOTO CTOIITTS, TOMY
HaBITh Ha MOOAYCHHS BOHA MPUHOCUTH 1 IEMOHCTPATUBHO KJIaJIe Ha
cronuk kHmwkKy Kena Kisi. LIg crieHa ciiy>KuTh 3aB’3K0I0 CHOKETY
«MUCHbMEHHUK — YHUTau4», BAXKIJIUBOIO JJISI PO3YMiHHA KOHIEIIl
mucrenrsa Jepema. I'epoit TapHaBCHKOTO BpaxoBy€ AYMKY CBOIX
YUTAYiB 1 HAMAraeThCs nepeadaynTh IXHIO PEaKIliio Ha HOro HOBY
KHUTY. 711 HbOTO BaXKJIMBO, 1100 YyuTa4y He BOA4yaB y HOro HOBUX
TBOpax JMIIE HaMmaraHHs 30€perTd CBOI TOMYJSPHICTH 3a
pPaxyHOK €KCIUTyaTallii OJHUX 1 THX )K€ TEM, CXOXKHX CHOKETIB 1
TuniB nepconaxis. L[i moOoroBaHHA He BHUIMAIKOBI, TOMY IO, K
CTBEP/XKYE HapaTop, MO3MLIS SIKOTO CIIIBIAJIAE 3 OIS IaMH I'epos,
«IUCHMEHHUK yCe YKHUTTS THIIE OIHY-€JUHY KHIXKKY, TIeperoBijae
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Ty caMy AyMKY Ha pi3Hi Jlaan», 1 KHUTH Makca € came TakuMH, 00
B KOXKHIM CBOTM KHIDKIII BiH ITHIIE PO «ICTOPIIO BigUaro JIFOIUHU
<...>, IHOUBIAyaIbHOI CBIAOMOCTI, SIKa 3IIMITOBXYETHCS 3 BIACHOIO
KOHEuHicTio, 1 11 cnpoOM 10 KOHEYHICTh TPaHCLIEHAYBATW.
(Hdeperm, 2021: 15). TakuM 4YWHOM, UISI YUTada BaKIIUBHUMH €
TepCOHaXi 1 30BHIMIHI TOmii, SKi 3 HAMH BiAOYBalOTBHCS, a IS
MUCbMEHHHKA yci HOro TBOpW — 1€ HEBTOMHI MOIIYKH BUPIIICHHS
CK3UCTEHIIHHOT POOJIEMH KOHEYHOCTI JIFOJCHKOTO ICHYBaHHSA. Y
3B’S3Ky 3 IUM TPOTOJIONIYETHCS OAWH 13 MPUHIUMIB €CTETUIHOI
nporpamu: <«SIKIo TH HE MOXEII pO3B’A3aTH SKyCh 3ajady,
neperBopu 1i Ha MuctreutBo» (epemr, 2021: 15). Kpim Toro,
HaBiTh CBOE JKUTTS Tepoll BKIIOYa€ B CHCTEMY KOOPAHMHAT
JMTEpaTypHOTO TBOPY: BiH TO «ysBIsIE cebe TepoeM TMpo3u
Kopracapa, BumimineHuM 3i CHiB, 3allO3MYEHHUX Y IKypHai
«Bcecpity ([epem, 2021: 61), To ipoHI3ye 3 MPHBOAY CBOTO
MaiOyTHBOTO POMaHy PO CBOKO MOAOPOXK 3 TypToM «IIpumypxim»
(depem, 2021: 80), TO B AIKUICH MOMEHT BiH TIOYYBAETHCS «T€POEM
SIKOTOCh TPEKPACHOTO, 0 MOTOPOLTHOTO POMaHy: MYXHIM i
HAJIEHUM YCUISIKUMH MIEPOTaMH 1 TaJlaHTaMH, aje TPIlIKu
Hapasi 3aryOieHnM, 0O CIOKET y pOMaHi, BIAacHE, TUIBKH MaB
MOYMHATHCS — 3PEIITO0, o Take 33, 36, 39 pokis, uu HaBiTh 40,
SK HE TapHUH TMOYaTOK MJs AOOPOTHOI TpaauiiiiHoi mpo3u? 3
PO3JIOTOI0 €KCTO3MINEI0, 1€ TH TOYMHAENI SK CIi PO3yMITH
3aB’S3Ky ICTOpil IMIOMHO OJIMXKYE JO CepeIuHU JKUTTI. Ta #
cepe/iiHa JKUTTSI BUSIBIISIETBCS PANTOM 30BCIM HE CEpelUHOI0, a
MPOCTO 3aTATHYTHM IPOJIOrOM, SKHI OOIIs€ TEePOEB] e CTiIIBKU
37IETIB 1 HECMOMIBaHUX OCSSHb, IO CTPAIHO W TIOJyMAaTH
(depem, 2021: 41). Tak HaMaraeTbCs 3acCIOKOITH cebe
TapHaBCbKMiA, IPAMYIOUYH JI0 CBOTO JIITEPaTypHOTro areHTa, JKanau
Binenpkoi.

Came mig vac po3moBH i3 binenpkoro repoil modmHae
PO3YMITH NIPUYMHH MPOBAITY CBOTO POMaHy 1 YOMY HaBiTh y JICTaxX
HOro maHyBaJbHUKIB JIGHTMOTHBOM NPOXOJUTH JyMKa, IIO B
OCTaHHBOMY CBOEMY TBOpi BiH SIK IMHUCHMEHHHK TOTEPIIiB MOBHE
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¢iacko. «Tu mpocrto 3paauB cebe. B Ty Hiu Ha Maiinani, konu
ropimn monu B bynuwHky mpodcminiok, ne T OyB?» — CTaBHTH
repen TapraBcekuMm puropnuHe nutanas Kanna (epem, 2021:
50), HIOM HPOBOASYU MEXKY MK MOJIOAMM IUCHBMEHHUKOM 1
peamisiMH Cy4acHOTO YKpPaiHCBKOTO JITepaTypHOrO IIPOIEeCy, 3
SIKOTO BIH BHIIAB CcaMe€ dYepe3 CBOI0 AalOoNiTHYHICTh, HaMaraHHA
BiJICTOPOHUTHCS Bl HaraJbHUX MPoOJeM CyCHiIbCTBa — Maiinany
i Bifinu Ha Jlon0aci. 3raaytoun imeHa llleruenka i Ctyca, binerpka
T IKPECITIOE, IO MPOPOKAMH HaIlii BOHU CTaJH caMe 3aBIISKH iXHii
AaKTUBHIA COIliaNbHIA To3Wmii. 3axWIIaloyd CBOE TMPaBO Ha
1H/IMBIMyaJIbHICTD 1 HE3aJeKHICTh BiJ OUiKyBaHb 4HMTadiB, Makc
TIpUpPEYCHNN OMMMHUTHUCS Ha MapriHeci eTHocdepu, 00 BiJ HBOTO
YeKaloTh He MeTadi3ndHUX PO3AYMiB MPO MAasiKH, a pOMaHy Ipo
BiliHy. L{f0 AyMKy mpsMO BHCIOBIIOE 3aKOXaHa y HbOro Mapra
JMUTpUIIMH, 3 SKOK BiH BHUIIQJKOBO 3yCTPIYAEThCS B
YyepHiBelbKiii KHuTapHi. CrouaTKy BOHa TOSCHIOE HAaIMaiKd Ha
Maxkca y ¢eiicOyui TUM, 10 BiH 3MOBYaB, HE BHCJIOBHMB CBOET
mo3uIli 1momo Mailigany, a TMOTIM IIOSCHIOE IIPOBajl HMOTo
OCTaHHBOTO poMaHy: «JIroau He 3pOo3yMijH, YoMy, KOJIU BCi
Uiy Th Tpo Maiifas i BiiHy Ha [loHOaci, TW TUIIENI poMaH PO
Masik i mope» (Jepemr, 2021: 117).

Came «HapoAHMI TJac, CIpaBeNIMBUAN 1 Oe3IMOma HUN
3MyIIye Teposl 3aMUCITUTUCS HaJ TMPUYMHAMUA BHHUKHCHHS
pa3ovoro JUCOHAHCY MiX, 3 OXHOrO OOKy, XapakTepamH Ta
MOBE/IIHKOIO HOT0 IMEPCOHAXIB, HOTO MO3UIIEI0 K MTMCbMEHHUKA —
«GKHUBOT'O YOCOOJIEHHS Xy CIIPOTHBY 1 IEPEBOPOTIB», SIK BiH caM
cebe xapakrepusye ([epemr, 2021: 68) — i, 3 iHIIoro 60Ky, HOro
MOJIITHYHOI)  IHEPTHICTIO 10 BIJAHOIICHHIO 1O 3aXMCHHKIB
Matinany. BiH i cam He MoOxe IIe¢ 3pO3YMITH, 3aJ1al0YUCh
nuTaHHAM: «Yu BiH, MOB [ peOCHIIMKOB, HE «3a», 1 HE «IIPOTH» —
a mipo inme?» (depemr, 2021: 68) i 3apaxoByro4u cede 10 THX, XTO
HE TIOTO/KYETbCS 3 TIOJNOXKCHHSAMH «OQIIidHOI HaIioHaI-
NaTpiOTUYHOT JOKTPHHH, MPOTOJIOLIEHOT paluKaIbHOIO
outeimiction ([epem, 2021: 67). Jluiie mogojaBiiv Ha CBOEMY
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oUIsIXy depe3 ycio YKpaiHy, 3 3aXoAy Ha cXif, 3 UepHiBLiB 10
Mapiymonsi, i HalMCaBIINA OCTAHHIO B CBOEMY JKHTTI KHHUTY, T€pOU
HapeITi OTPUMYE BiATOBIIh HA CBOE MUTAHHS I BU3HAYAETHCA, SIK
came fioMy OTpiOHO BUMHUTH, 1100 BiH MIT HE BiJIBOJMTH OYi 1 HE
XOBaTHUCS BiJ JIFOJIeH, HEe 3HAIOYM, SK BIATOBICTH HAa «HE3PYUHI»
nuTaHHs. TakuM YWUHOM, BHOYIOBYETHCS B3a€MOIOB’SI3aHUH
TPUKYTHHK  B3a€MO3AJICKHHX  BIIHOCMH  MDK  aBTOPOM,
MEepCOHaAXaMU HOro TBOPIB Ta HOro yurayamu. | CKinbkH 0O
MOCTMOJICPHICTCHKI TEOPETUKKM HE BUTOJOUIYBAINA CMEPTh aBTOpa,
OUTBIIICTP  YMTa4iB MHMOBOJII  MOYHHAIOTH  OTOTOXKHIOBATH
JIITEpaTypHUX TEpoiB 1 IXHBOro TBOpPI. TOOTO CHOYATKY TBIp
MHUCTENTBA BXOIUTh B PE30HAHC 3 OUIKYBaHHSAMHU ITyOJIiKH,
3MIHCHIOIOYM Ha HEi MEBHUI BIUIHMB, a MOTIM 3a CHIIyeTaMH T'epOiB
JTepaTypHOr0 TBOPY YHTau HaMaraeTbcsi pO3MIIEIITH TOTO, XTO iX
BuragaB. | Tomi yxe TBOPIHHS, OTPHUMAaBIIM HE3aJECKHICTH Bix
aBTOpa, CTaBUTh TMeEpeJ TBOPIIEM TICBHI BUMOTH, SIKUM TOU
smymieHnid Biamosimatu. [lepen TapHaBCBKHM IOCTa€ KOPCTKa
JUieMa: YM 3aIMIIATUCS TaKUM, SIKUM TH caM oOupaem OyTh «i 3
YUCTOI0 COBICTIO Hajaml 3alMaTHCS BIUIBHUM, HIYMAM HE
CKaJIaMy4YeHUM JIITEPATYpHUM cHorjsmandsM a-ns [enpi [lesin
Topo» (Hepemnt, 2021: 69), yoro BiH, BIaCHE KaXy4H, 1 IParHyB, 4u
MiZIKOPUTUCST BUMOTaM MEWHCTPUMY, BraMyBaBIIM THM CaMHM
JIOKOPH BIIACHOI COBICTI 1 TPWUIIMHUBIIA I[bKyBaHHS 3 OOKYy
OUIBIIOCTI, sIKE POOMJIO HOro BUTHAHIIEM, MEPCOHOK0 NON grata y
paHim OLTBII HiXK MPUBITHHUX JITEPaTypHUX KOJax.

[lepexuBIIM PO3PHUB 3 KOXAHOIO JAIBUMHOIO 1 HECMIOAIBAHO
Ui cebe  YCBIIOMHMBIIM, WO Temep BiH CTOITh Tepen
«aHTPAIMTOBOIO YOPHOIO 0€30IHEIO», TOOTO 3HAXOAMTHCSA HAa MEXI
MDX JKUTTAM Ta CMEPTIO, OXOIUICHHH AYMKaMH «IIpO JiTepaTypHe
(Ta #, XTO 3Ha, MOXE, pealbHe) camoryocTBo» ([epem, 2021: 19),
a WOro 4yuTaul JUBJISATHCS HA HHOTO SIK Ha «0Osry3a 1 3paJHUKay
(Hepem, 2021: 9), TapHaBCcbKHiA, SIK 1 6araTo XTo 3 repoiB POMaHiB,
Hanmcanux y skanpi Kunstlerroman, npuiimae pimeHHs BUPYIIATH
y MOJOPOX, CKOPHUCTABIIMCH 3amnpomieHHsM Auicu. MeTa i€l
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MOJOPOXKI TONATaE B TOMY, 00 MOOAYUTH «peajibHE KUTTS),
3HAWTH BUXiA 3 EK3UCTEHLIMHOro0 TIIyXOoro KyTa, y SKOMY
OIMHUWBCSA TEPOil «Ha MIBIUIAXY CBOTO 3eMHOTO cBity» (Iante), i
BU3HAYUTHCA, SIKUM TOBMHEH OyTH MOTO MOJANbIIUi KUTTEBUN
LIISIX.

Pazom 3 Adicoro i ryprom «lIpumypkm» BiH momae mursax
BiJ He Ayke 3atuinHoro kade y Kuesi g0 masika, o 3HaX0IUThCS
Ha cxoai VYKpaiHu, y mnpudpOHTOBIA 30HI HEMOJANIK BiJ
Mapiymoms.

Xoua TapHaBCHKHH 1 AEKIIAPYE, [0 HAMTUCAB POMAH HE JJIs
TOro, mo0O OyTM Ha KOrOCh CXOXXHM, a JUIs TOrO, II00 «CTaTH
camum coboro» (epemr, 2021: 9), Bce oaHO Tak 4u iHAKIIE OYy/b-
sIKa HOBA KHHUTa CTa€ YaCTMHOIO €IWHOIO XYAOXKHBOTO IPOCTOPY,
TOMY HEMOXXJIMBO YHUKHYTH 1i MOpPIBHSIHHS 3 YK€ iCHYIOUHMH
TBOpamMu JiTepaTypu. Tak, Alica CXBaJbHO BiJ[3Ha4Ya€ MPUCYTHICTh
y pomanax TapHaBcekoro muurtar «3 MoppicoHa, 3 Kepyaxa»
(Hepemr, 2021: 9). A HasBHICTh CaMOr0 KOHTEKCTY KYJIbTYpH
MOKOJNIHHS OITHUKIB, Yy SKOMY BiZIOyBaeTbcs OOrOBOpPEHHS
TBOPYOCTI TIepos-MUCbMEHHMKA, TEX 3a/Ja€ NEBHUH pakypc
cnpuiiHaTTs pomany Jlepema. TBopu TapHaBCBKOTO, SIKi Mallu
THTEpPTEeKCTyalbHI 3B’SI3KM 3 aMEPHUKAHCHKOK KOHTP-KYJIBTYPOIO
1960-x, Oymu 3po3ymimi 1 ONM3BKI MUTITKAM, TOMY IO
BIJIMOBiTany iXHil moTpedi OyHTY MPOTH TPaIUIIHHUX IIHHOCTEH.
3anpornoHoBaHi OiTHUKamMu (OpMHU MPOTECTy MPOTH CYCHIJIbCTBA
JIETKO <«GUUTYBAIUCS» HUMH Y POMaHax repos-MMChbMEHHUKA 1 1e
yIi3HaHHS BXXE€ 3HAlloMOro OyJI0 3a0pyKOI0 iXHBOT MOMYISAPHOCTI.
Tak, Adica i3 3aXoIieHHSIM Kaxe: «5 Oyia mpocTo B MIOI, KOJIH
e Bce npountana! S mogymana: «HepeanbHO, HEBXKE XTOCH € IIE
TaKWii CaMHH, 5K 5, KOMY II€ BCE IIKaBO?» XTO 0AYUTh, SIKE WKUTTS
€ HacmpaBdi, a HE BCE Te, 10 HAMAraeThCsi HaM BTIOXYBAaTH
cycniabeTBo?» (deperr, 2021: 9). 3 iHmoro 00Ky, 3BepHEHHS came
J0 KyJIbTypH OITHUKIB € KIIOYEM [UI PO3YMIHHS MOTJSAIB 1
ynopobaHb  camMoro NHMCbMEHHUMKA. TyT i€  NpHHLIMIIL
3anexnapoBanuii me B «[amneri» B. Illekcmipa, ne npuHI
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Hatcekuii, MOpiBHIOIOYK CBOIO J0JI0 3 goneto Jlaepra, 3ayBaxye,
mo «...by the image of my cause, | see // The portraiture of his...»
(Shakespeare, The Tragedy of Hamlet, Prince of Denmark). Sk mist
'amiera crae 3po3yminoro HOro HoJsl JUIIE B MOMEHT YIi3HaHHS
cebe B IHIMOMYy, Tak i B pomaHi TapHaBCHKOTO aMepHKaHCHKa
KyapTypa 1960-x crae ximouem abo A3epKalioM, SIKe JOTIOMarae
Kpallle epeaTu CyTb TBOPY.

VY nmiano3i Amicu i Makca BHUpPHHA€E 1€ OJHE «BIYHE»
MMUTaHHS — [0 TaKe «peajbHEe KUTTS 1 IK BOHO BiIOOPAKAETHCA Y
TBOPI MUCTeNTBAa. Jle MPOXOIUTh MeXa MK CIPaBXKHIM JKHATTAM 1
BUTAIKOI0 MUTHA? Bo X BigOMO, 10, HANpHKIAJA, IUBISYHCH
«MUJIBHI OTIepH», IEPECIYHUN TIIs11a4d BIICBHEHHH, [II0 Ma€ CIIPaBy
3 peasibHUM JXHUTTSAM, X04a BiJl HBOTO TaM 3aJIMIIAIOTHCS Xi0a 1o
iMEHa IEpCOHAXIB.

Ha 3wmimryBaHHi 1 MpOTUCTaBIEHHI pealbHOCTI 1 BUTAaIKH
noOymoBanuii poman Jlepemnra. /[Ba poMaHu 3 0JHAKOBOIO HA3BOKO 1
JIBA aBTOPHM — pEJIbHIM 1 BHWrajaHuidi — MHMOBOJI I1HKOJIU
CIPUIMAIOTBECS SIK OJHE IIiJIe, PUCH OJHOTO IMPOCTYMAIOTh KPi3b
pUCH IHINOTO, IO HAaraxye TOCTIHHE MEPEXTiHHS PEeaNbHOTO i
BUTAaHOTO CBITIB.

[NapanenbHO 3 TEpUNETISIMK, TIOB’SI3aHUMH 13 MIPUTOAAMHU
MEPCOHAXIB POMaHy Ha TepeHaxX YKpaiHH, PO3rOPTAETHCS CIOXKET,
y SIKOMY BiI0OpakaeThCsi CKIaIHUI mporiec podoTn TapHaBCHKOTO
Ha/I HOBUM TBOPOM BiJI TIEPIIOTO 33yMy — «Ii¢ Maja OyTH HH3Ka
HE TOB’3aHUX MK cOOOI0 iCTOPiH Pi3HMX JFONEH, SIKi BC1 CTalOTh
cBigkamu uyna» (Hepem, 2021: 12) — go #oro peanizamii. [lepmm
MOIITOBXOM JIJISl HAITMCAHHSI KHUTW cTajia 3ycTpid 3 Asicoro. I xoua
CrepIy MUCbMEHHUK BIJIKHUJA€ IyMKY PO HAIMCAHHS iCTOpIi mpo
TaKoro K, SIK BOHA, MiAJIITKa, TOMY IIO HE XO4Ye MOBTOPIOBATHUCS,
Mi3HIIIEe caMe OMOBiNAaHHS PO AJICY CTaHe LEHTPAIBLHUM y HOTO
KHHM3I.

Crnemmdika  miTeparypHOro  CTHIIO  TapHAaBCHKOTO
BiJOOpaKa€ThCsl B pOMaHi HE TIJIbKM y BCTABHHX €Mi30/1aX — HOTo
Bipmax abo mpo3i, aje W 3a JOMOMOTOI0 HEBJIACHE-TIPSIMOTO
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MOBJICHHSI, KOJIM EKCTPaJi€reTHUHN Hapatop (¢iKCye po3nymu
reposi MiJ 4Yac TMPUTOTYBaHHS KaBH 1, OO BIAPI3HUTH IX Bif
BJIACHUX KOMEHTapiB Ta MOSICHEHb, HAPATOp BHUKOPHCTOBYE TaKi
BCTaBHI KOHCTPYKLIii, SIK, HANpUKIaJ, «Ie 3aBXKId ITUBYBaJO
Makca» abo «Maxkc BOdiB OM JyMaTw» B €Mi30[i MPO «HECTPUMHE
(bexanbpHe JHXO0», SKUH 3aBEpUIyeEThCS BHCHOBKOM repos: «IIpo
iH(y30pito MoKHa OyJ0 6 3amucatuy, — BimMiTHB Makc, 3HiMaroun
kaBy 3 BorHoo...» ([epem, 2021: 12). Tyt miteparypHa rpa
moOymoBaHa Ha Tapajeli MDK T[PUTOTYBaHHSAM HANoOK B
HE3aTUITHOMY MPOCTOpPi 3aXapaimieHoi Pi3HUMH TMpeaMeTaMH e
pansHChKOi 700U TICHOI KyXHI Ta «TBOpPHYOIO JabopaTopiero»
MUCbMEHHHKA, KyJH HEHAJI0BIO AOIYCKA€ThCS UUTad, 100 BiH Mir
Ti3HATHUCS, SK caMme TMpamfoe (aHTa3is MUTIHE. 3a JTOTOMOTOIO
HEBJIACHE-TIPSMOTO MOBJICHHSI YHTAueBi HANAEThCS MOXKIHUBICTH
CIIOCTEpiraTH 3a «IOTOKOM CBIiJIOMOCTI» repos. BoaHodac 11e
Mapofisi Ha Pi3HOMAHITHI JTepaTypHi CTWJi, SKi BIH MHMOBOJI
BUKOPHUCTOBYE, B 3aJISKHOCTI BiJl IpeaMeTy po3aymis. Hampukan,
ko TapHaBchkHi po3MnoBigae Atici Ipo cBOO poOOTY, TO BiH, HE
OaxarouM 3i3HATHCS, IO 3apoOise Ha JKUTTS KOIIPaTEepPCTBOM,
MounHae ysaBIsTH cebe «iriteparypHuM areHToM 007», iMiTyroun
MpU ILOMY CTWIb MPHUTOJHUIBKUX icTopiit mpo Ixeiimca Bonna:
«BiH BinCcIyXHB CBO€, HaIKCaB TPH KyJbTOBHX POMaHH, a Temep,
310paBIIM JiesKi KOIITH i TOCOJiIHIMIABIIA, OTPUMABIIN ITEBHUH
JKUTTEBUM  JIOCBIJ, CTaB TEKCTOBOK 30pOEH  OCOOJIMBOIO
MPU3HAYCHHS, NMHCbMEHHUKOM MAacOBOTO 3HHUIICHHS, TAa€MHHM
areHTOM, JI0 SIKOTO 3BEPTAIOTHCS CIIELCIYXOU 3 yChOrO CBITY AJIS
BUKOHAHHSI OKPEMHX TOYKOBHX 1 JyXe (UIirpaHHUX JIOPYUYCHb, B
SKHX MOXE JOMOMOTTH JIUIE OCOOJNMBUH, YHIKAIBHUHA XHCT
TapnaBcekoro» (Hepem, 2021: 17). A npuiimaroun aym i
3rajlyloud MpoO CBOIO HEJAaBHIO 3HailoMy, Makc 3BEpTaeThCs 10
3BOPOTIB, MpPHUTAMAHHUX JIIOOOBHUM pOMaHaM, MOEIHYIOYN
POMAHTHYHMHN MiJAHECEHWH TOH 3 HOTKAaMH ipoHii: Horo «umikipa,
MOB MOJIOYHMH IIUISIX, BKPUTA 3ipKaMH Kpameib; LiKaBo, SK
YKpPHBaIOTh Kparui 1 MIKipy, BCiSHY CHpPOTaMH 1 JApiOHUMH
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BOJIOCMHKAaMWU; 11e KocMiuHO? 11e 0 Moryio OyTtu 3opsHO?» ([eper,
2021: 18).

[IpotsiroMm pomMaHy HE NPUIMHAIOTHCS HAmoJIETJIUBI
MOLIYKH T'ePOEM-NIMCbMEHHUKOM BJIYYHOro cjoBa. JoBri psuku
CHHOHIMIB  (Hampuwkian, «Opatuky, Opardymky, OpaTeiio,
OpatyHb0, Opartiora, OpatsHa, Opasep, Opo, Opsika, Opycs, Oped3s»,
«roporuii, Mid UIAHOBHUM, Mill  ymOOJNCHUH, KOXaHWH,
HIpEKpacHuil, HaJ3BUYaNHUN MIACbMEHHUKY, Jiteparope,
BEJIBMUIIAHOBHUI aBTOpE, KpeaTope, AeMiypxe, TBopue» (eperr,
2021: 148) gac Big 4acy CIUIMBAIOTh Y CBiIOMOCTI TapHaBCHKOTO,
SIKUH Te, 0 BiOYBAETHCS 3 HUM OCOOMCTO 200 CBiJIKOM YOTrO BiH
€, HIOM BHUNPOOOBYE Ha «IITEPATYPHICTH», PO3AYMYIOUH, YU
MO’KHA LI€ BUKOPHCTATH SIK MaTepiall Al Mall0yTHBOTO TBOPY.

[lin wac mMOmOpPOXi T'OJOBHUH TEpOH PO3MIPKOBYE HaJ
OJIHUM 3 HaWBaXKJIMBIIINX MMHTaHb, SKE¢ Yac BiJ| 4acy MOCTA€E Mepes
KO>KHOIO JIFOJJMHOIO: XTO 4 €. JlymMaro4u npo cBOiX MOMYTHHKIB, SIKi
inyTh y TOMy X camoMy IMOi3]li, 10 ¥ BiH, PO KOXaHy JiBYMHY,
sIKa CHJMTH HABIIPOTH, T€POI HapelTi 3HAXOAUTh BiANOBiAb: «Tu
cioBo, Maxkce, 1o ife i3 3aXoAy Ha cXinx, abu mpouuTatu cebey
(Oeper, 2021: 169). Ile cmoBo y BHIUISAI «HOBOI, OE3MEKHO
YyecHoi» 30ipku omoBimanb ([epemr, 2021: 173), nanucaHux mix
4ac MoJopoki YKpaiHO, € HAWIIHHIIINM, 10 3aJIHIIAE Micis cede
nucbMeHHUK Makc TapHaBCbKUH.

BucHoBKH

VY pomasni Jltobka [epema «Tawm, ne Bitep» BimoOpakeHHUH
CKJIaJHU{ Tpolec caMoigeHTUdiKalii MOJIOJOr0 NHChMEHHHUKA,
KU HaMaraeTbCsl IMOJNOJIATH BAKKY EK3HCTEHIINHY KpHU3y, SIK
BHYTPIIIHIO  (CTpaX «CIHCATHCS», TMEPEKHTH «ITEepaTypHe
camMoryOCTBO»), TaK 1 30BHILIHIO (IIPOBaJl OCTAaHHHOTO POMaHY,
HeOakaHHS  BiAMOBigaTH  BUMOraM  «etHocepw», TOOTO
CYCIJIbCTBA, Y PE3YJbTaTi 4YOro BiH IOYYBAETHCS CAMOTHIM
BI[UIIOJHUKOM, 10  3HEHAllbka ONMHMBCA 32  MeXaMu
JiTeparypHoro MedHCTpuMy). Ilomopox repos CynpoBOAKYETHCS
MOCTMOJICPHUM  IpOHIYHMM  BUIPOOOBYBaHHAM cebe, CBOTO
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JTepaTypHOrO CTWIIO, a OCHOBHMMH QopMamu camopediekcii
CTAarOTh TOCTIMHWMIA BHYTPIIIHIA Jiayor, KA BeAe repoil caM i3
c00010, Ta miaJIOr MK €KCTPAIiETeTHYHUM HapaTopoM i TepOEM.
Mogens TBOpUOi ocobucTocTi, chopmoBana JlroOkom [lepemem y
pomani «Tam, me BiTep», CHHpAETbCI HA TOCTMOAEPHICTCHKY
TPaJAHUILIiO ipOHil Ta CaMOIpOHii, «TEKCTY B TEKCTi», JEKOHCTPYKIIii
Mi()ONIOTIUHUX YSIBJIEHb, TEKCTy, SKHH caM cebe CTBOpIOE i
OJTHOYACHO iHTeprpeTye (Merapeduiekcisi), IO MPU3BOAUTH OO
e(eKTy MOCTIHHOTO MEPEXTiHHSI CMHUCIIB, PEabHOIO Ta YSBHOTO
CBITIB.

Poman Jlepemna Hacnifye Tpaguiii «poMaHy MpoO MHTIS».
Y HpOMy 300pakeHUH TepON-NIMCEMEHHUK Y KPHU30BUH Iepiof
CBOTO JKUTTS. 3aBISKH IOJOJAHHIO BUIPOOYBaHb MiJ 9ac BasKKOi
K (DI3MYHO, TaK i MOPaJbHO IMOJOPOXKI BiH BIIHAXOJUTH CBOIO
«CaMICTh» 1 MMOYMHAE YCBIIOMJIIOBATH CBOIO CITPABXKHIO TIPUPOIHIO
CYTHICTB. Y TOM ke 4ac He qyKe MePeKOHINBOIO, Ha HAIIy TyMKY,
€ 3MIIEHHS MO3HUIlii Tepos BijJl HOTr0 NMEPEKOHAHHS B HEOOXITHOCTI
3BUTRHEHHSI MUTIISL BiJl POJIi MPOPOKa, Mecii, IKOro, 10 pedi, y CBii
yac JOTpUMyBaiucs Taki nuchbMeHHHKH, sk FO. Kocau abo
1. KocTeupkuii, 10 BIEBHEHOCTI Y TOMY, IIIO MMCHBMEHHUK HE MOKE
3aJMIIATACh OCTOPOHb BiJl HAralbHUX MpPOOJEM CYCHIBCTBA, a
1oro TBOpH 000B’SI3KOBO MAIOTh BiZJOOpaXKaTH MEBHY i/I€0JIOTIIO.

[epcriexTrBn HAaIIAX MOAATBIINX JOCITIKEHb
BU3HAYAIOTHCS TOJANBIIUM BUBYEHHSIM pOMaHy IMpPO MHTIS 3
TOYKM 30py crenudikku HOro XpOHOTOIy, HapaTHBY Ta
iHTepMeialIbHUX MOTHBIB.
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THE NOTION OF THE UNSPOKEN
IN VOLODYMYR MYTROFANOV’S LITERARY
TRANSLATIONS

Abstract

The article highlights the key vectors of the literary and
translation activities of the famous Ukrainian translator Volodymyr
Mytrofanov, outlines the aspects of his reviewing skills as well as
discloses the motives for choosing literary works for translation.
The facets of Mytrofanov’s translation practice is represented in a
spatio-temporal perspective with the artistic world of a literary
work in the centre and a multiple receptive horizon opened to
transformation around it.

The conceptual dominant of Mytrofanov’s translation
practice proves to be the problem of comprehending the means the
translation addressed — applying to the reader, that provides him
with the opportunity to adjust his own perception of the work of art
chosen for translation as well as to find all meanings available and
decode the symbols hidden in it. It is the reader who comes for
Mytrofanov to be a constant in determining the semantic
continuum of a literary work, thus the fact of his response to a
certain literary phenomenon actualizes the problem of choosing a
text for translation. As the author of numerous works on
Translation Studies, he highlights its constitutive categories and
offers his own translation concepts with the view to attest to an
elusive sense implied by the author and provide an equal response
to his intent.

The translator’s literary, editorial and publishing activities
determine the general lines of his reviewing skills — to identify
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“errors and oversights” in the translator’s work (the use of
language stamps, outlining words and expressions not typical of
the Ukrainian language, unjustified ‘weighting the flow’ of the
original, ‘excessive bookishness’, ‘stylistic complexity’, etc.) and
thereby “contribute to the improvement and perfection of the
original text.

It is the improvement of the original text, the articulation
of the unspoken that disclose the internal and external parameters
of the functioning of the text created by the translator. The
decoding of the meanings and senses hidden by the author is
carried out by Mytrofanov through his skills, translation tact,
careful selection of linguistic means regulated by a sense of
measure and artistic taste, reproduction of the °‘spirit’ of the
original, adherence to the principle of equivalence with the
exclusion of possible different readings and ambiguities, which can
be traced in his translations of English and American prose, in
particular, E. Hemingway “A Farewell to Arms!”, R. Bradbury
“Dandelion Wine”. Literary texts reproduced by the translator
testify to his perception of a new artistic space in terms of the
depth of unfolding the fictional world, which proves to be
equivalent to the author’s intention when creating the original text.

Keywords: translation, literary work, means of addressing
translation, translation concepts, translation evaluation.

AHoOTANISA

Y crarTi BU3HAYEHO KIIIOYOBI BEKTOPH JITEpaTypHO-
MepeKIaaabkoi MPakTUKK BIJOMOTO YKpPaiHCHKOI'O IepeKiiagada
Bomomumupa  MutpodaHoBa,  OKpecleHO  acmeKTh  Horo
peLeH3IHHOI ~ MalCTepHOCTi, BUCBITIIEHO MOTHBH  BHOOpY
JITEpaTypHUX TBOPIB i mepekiany. [lnommHa nepekiaaamnbKoi
nisuteHOCTI B. MuTpodaHnoBa npeacrasieHa B IPOCTOPOBO-4aCOBIN
MEPCHEeKTHBI: y HEHTPI — XYAOXKHIH CBIT JiTepaTypHOro TBOpY,
HAaBKOJIO — MHOYKHMHHA 1 BIIKPUTA JI0 3MiH PELICNITUBHA IIJIOLIHHA.
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KoHuenTyanbHol0 TOMIHAHTOIO MEpeKIaNalbKoi MPaKTHKU
B. MutpodanoBa moctae mpobieMa OCMHUCICHHS  3aco0iB
azpecartii mepekiaay — Opi€HTAIlis Ha YWTada, SKa Hagae HoMmy
MOJKJIMBOCTI CKOPUTYBAaTH BJIACHE CHPUHHATTS OOpaHOro ISt
MepeKiIany XyJoXKXHBOTO TBOPY, BIAIITYKATH yCi HAasBHI 3HAYEHHS Ta
JIEKOIyBaTH IPUXOBaHI B HbOMYy cumBoiM. Came uuTad st
B. MutpodanoBa € KOHCTAaHTOIO y BH3HAUY€HHI CMHCIOBOTO
KOHTHHYYMY TBOpY, OTXe (akT Horo BiATYKy Ha TICBHE
JiTepaTypHE SBUIIE aKTyalidye MmpoblieMy BHOOpY Mepekiamadva.
ABTOp HM3KHM Hpamb i3 Teopil Ta NPaKTHUKH HEpeKIany, y SKHX
BHUCBITJICHO KOHCTHTYTHBHI MOTrO Kareropii i 3amporoHOBaHO
BIIACHI Tmepeknamanbki Koumemii, B. MwutpodanoB 3acBimuye
TOHKE BIYYTTS MOBH aBTOpa OPHUTIHANY Ta PIBHO3HAYHY PEAKIIiFO
Ha HOT0 IOKJIHK.

JliTepaTypHa 1  peNaKTOPCHKO-BUJIABHMUYA  JisUTBHICTH
MepeKiagadya BH3HAYWIA TeHepalbHi JiHII Horo pereHsiitHoi
MaiicTepHOCTI — BUSBUTH B poOOTI Tepekiagadya «IMOXWUOKH W
HEeJIOTJSIIN»  (BUKOPHCTaHHS MOBHHMX INTAMITIB, KaJIbKyBaHHS
HEBJIACTHBHUX YKpAalHChKidH MOBi CIiB i BUpa3iB, HEBHIIPaBIaHE
«OOBaXHEHHSI  IUIMHY»  OpHUTIHAy, «3aiiBa  KHIDKHICTBY,
«CTUIIICTHYHA KOCTPYOATICTh» TOMIO) W THM CaMHM CIPHSITH
«TIOJIMIIEHHIO 1 BIOCKOHAIEGHHIO TeKCTy». Came BIIOCKOHAJICHHS
TEKCTY OpUIiHANy, apTHKYJSILis HEBHMOBJICHOTO PO3KPHUBAIOTH
BHYTpIIIHI ¥ 30BHIIIHI TapameTpu (YHKIIOHYBaHHS CTBOPEHOTO
nepekiagadeM TeKcTy. JleKogyBaHHS NPUXOBAaHHX aBTOPOM
3HaYeHb 1 CMUCHIB 3HidcHIOEThCS B. MutpodaHoBUM uepe3
MalCTepHICTh, NMEPEKJIaJallbKHi TaKT, PETEJIbHUN 100ip MOBHHX
3ac00iB, periIaMEHTOBAHUHN MMOYYTTAM MIipH U XyJIO)KHBOTO CMaKy,
BIATBOPEHHS  «AyXy» OpHriHaly, MJOTPUMAaHHS MPUHLUILY
CKBIBAJIGHTHOCTI 3 BHKIIOUYECHHSIM MOXIHUBHX pPI3HOYMTAHb 1
JIBO3HAYHOCTEH, 10 TPOCTEXYETbCS y  3IIMCHEHHX HHM
nepekjagax aHrjioOMOBHOI  mpo3u, 3okpema, E. Xewminryes
«IIpomasaii, 30poe!», P.bpendepi «KynpbaboBe BUHOM.
BinTBOpeHi mepeknazavyeM JITepaTypHi TEKCTH CBLIYaTh TIpO
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CHPUMHATTS HUM HOBOTO XYJIO)KHBOTO TPOCTOPY 3a TIHMOWHOIO
posroprtanHs (IKIIIHOTO CBIiTYy, IO € PIBHOLIHHUM aBTOPCHKOMY
3aJ)yMOBiI B MOMEHT TBOPEHHS TEKCTY TIepIIODKepena.

KarouoBi cioBa: mepeknaj, JiteparypHuUdl TBip, 3aco0u
ajpecarii Tepekiangy, TNepeKiafanbki — KOHIEMIii, OIliHKa
MepeKyay.

Introduction

Literary translations have always been recognized as an
ultimate fabric to interweave cultures together. However,
traditional criteria to analyze the above-mentioned phenomenon
within the framework of translatability to preserve the author’s
original style necessitates further re-assessment not only in the
context of interpreter’s critical reflection, but also regarding the
issues of meaning-making as well as translator’s voices in their
respective literary environment. This comes to be the case while
studying literary translations in a broader rather than a narrow
perspective, in particular, as an artistic and powerful tool to impact
the target reader. In this regard, the emphasis is placed on the
translator’s holistic awareness of historical and socio-cultural
context of the original text that often uncovers its hidden senses
veiled by the author and, thus making translation versions function
as certain means of power. Imperative mission for literary
translations in Ukrainian comes to be especially crucial today, thus
bringing them closer to the target audience as well as articulating
Ukrainian voices via translation to the recipients in the West.

The article aims to provide an insightful overview of
Volodymyr Mytrofanov’s translation techniques that prove to
create the content of the original and represent the dynamic nature
of his translations. Mytrofanov’s translation and literary activities
have not been sufficiently studied and there is a relatively small
body of literature on the problem in question apart from archive
materials and very few accessible and relevant reports presented by
a young Ukrainian researcher A. Trygub, mainly regarding the

112



Pavlenko O. The Notion of the Unspoken in Volodymyr Mytrofanov’s Literary Translations

author’s reviewing practice (Tryhub, 2014) with some glimpses of
linguistic and stylistic aspects of his translations (Tryhub, 2015).
Hence, the key contributor to the problem investigated was
Mytrofanov’s wife Valentina who kindly provided first-hand facts,
data and evidence from the author’s letters as well as the study of
his prose translations.

Methodology and methods

The article represents an application of descriptive and
interpretive methods, as well as conceptual fundamentals of the
cultural turn in translation theory. In this regard, the extent of
openness of the original text is traced through its the projection on
translator’s aesthetic experience constrained within the frameworks
of his artistic choice

Results and discussions

The impact of various factors on the creation of aesthetic
canon of the Ukrainian prose in the second half of the 20th century
presented by a variety of genres and genre modifications
underlined the necessity of defining the role of literary translations
in Ukrainian cultural landscape. The growth of readers’ requests
and challenges in key areas of Ukrainian literary translations of the
period mentioned required immediate reconsidering of translator’s
status aimed to cultivate refined aesthetic values and artistic
preferences and thus, giving him greater freedom and
responsibility.

Sharing common theoretical and methodological grounds
with Ukrainian and foreign researchers, Mytrofanov suggests his
own approach to translation and presents interpretive content
analysis of Ukrainian translations of English prose by defining
genre scenes projections reflected in them as well as filling gaps by
identifying lexical and semantic correlations between source and
target texts. Mytrofanov’s recognition of a new status of translator
of the period in question, makes him closely aligned with scholars
and researchers who consider translation as “multiple and
constantly dynamic and creative” (Brodzki, 2007: 4) and “cultural
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communication in increasingly fragmentary world (Bassnett, 2013:
17). That gives grounds to reflect upon megapersonal character of
relationship between the reader (translator) and the author of the
original. In particular, there is an assumption articulated by U. Eco
that “a work of art created by the author organizes a flow of
combined impressions, so that each potential recipient could
understand in his own way its primary form, conceived by the
author (Eco, 2001: 526). In this sense, the author produces a closed
form to be used and understood as he had intended. At the same
time, translator’s deep penetration into the text array is not always
aimed at identifying his artistic experience with the author’s.
Hence, the meaning of the text comes no longer to be “the
intention of the author and the life experience of the writer, but
rather what the text means for those who carry out its instructions”,
i.e., “to interpret means to follow the path of thinking the text
opens and follow the way to it” (Eco, 2001: 523).

For Mytrofanov, the search for possible meanings and
ways to decode hidden symbols comes to be an utmost intrigue of
prospective translation. Consequently, he draws attention to the
assumption proposed by P. Toper: “the more the translator is
related to the work in its historical and cultural aspect, the more
multifaceted his ‘creative lens’ through which the primary
perspective of the original text is refracted” (Toper, 2000:127).
Gradually, in translation, it unfolds a contextually valuable source
of knowledge of a certain epoch, as well as leaves the space for
meaning-making translation initiatives. Hence, the translator
becomes a constant participant in determining the semantic
continuum of the original work, thus, the fact of his response to a
certain literary phenomenon articulates a new meaning, new
feelings and experiences, which in the process of translation
acquire clear emotional contours.

It is in this regard that we consider Mytrofanov’s creative
activity known for his brilliant translations of English and
American novelists. Some of the most noteworthy examples
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include “The Adventures of Tom Sawyer” by M. Twain, “The Old
Man and the Sea”, “The Snows of Kilimanjaro”, “A Farewell to
Arms”, “Eden Garden”, “Islands in the Stream” by E. Hemingway,
“Headless Horseman” by M. Reid, “All the Kings Men” by Robert
P. Warren, “The Dead Zone” by S.King, “The Grass Harp”,
“Breakfast at Tiffany’s”, “Cold Blood” by T. Capote, “Dandelion
Wine”, “One Timeless Spring”, “Any Friend of Nickolas Nickleby
Is a friend of Mine”, “The Utterly Perfect Murder”, “Farewell
Summer”, “Death Is a Lonely Business” by R. Bradbury “The
Pencil” by R. Chandler, “Peter Pan and Wandy” by J. Barrie,
“Uncle Tom’s Cabin” by H. Beecher Stowe and others.

Such a choice comes to be justified not only by the
translator’s aesthetic tastes and artistic preferences, but also by the
need to combine the textual material of the original with his own
receptive competence. According to Mytrofanov, “the translation
can be considered a certain perfection on the original, especially in
the context of the epoch’s requirements” (Mytrofanov, 1995: 2).
As the author of numerous works on the theory and practice of
translation (articles “For Creative Search”, “Invitation to Dispute”,
reviews of translations from English by I. Korunets, L. Solonko,
M. Kharenka, etc.), he offers his own interpretive concepts and
basic categories that testify to a subtle sense of the author of the
original’s language and an adequate reaction to his intentions.
Mytrofanov’s translations and editorial-publishing practice
determined the key vectors of his reviewing skills, that are
generally characterized by “identifying ‘errors and oversights’ in
the translator’s work (using language stamps, outlining words and
expressions not typical of the Ukrainian language, unjustified
‘weighting of the flow’ of the original, ‘excessive bookishness’,
‘stylistic complexity’, etc.) and thereby contribute to the
“enhancement and perfection of the original text” (Mytrofanov,
1981: 6).

Mytrofanov constantly warned against the danger of
mechanical recoding of a source text, regarding ‘dictionary’
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translation to be a philological limitation and a methodological
error. As he put it in his article “Invitation to Dispute™: “It’s time to
prove to someone what power and what an enormous impact the
printed word has on the reader. Therefore, it is clear that speaking
on the pages of the press, and especially on such delicate issues as
the issue of literary creativity, to which artistic translation has long
been included, it is necessary to carefully weigh every word and
every statement” (Mytrofanov, 1995: 2). On realizing that the
aesthetic dialogue within the limits of the author’s historicity —
literary work with vividly expressed author’s originality and
translator competent in the system of values the epoch —form two
equal components, Mytrofanov outlines the contours of this
communication in a more visible, extensive, and thus, in a
substantial time perspective, with imaginative world of a literary
work in the center, and a manifold receptive space opened to
obstacles and complications around it.

Such a perception was traced in his translations of
E. Heminway’s novels (“The Old Man and the Sea”, “The Snows
of Kilimanjaro”, “The Garden of Eden”, “Islands in the Ocean”,
“Farewell to Arms!”). In particular, on recognizing the ‘iceberg
principle’ introduced by the writer and projected on original text,
which he further reflected in the translation: the artist should not
say everything, most of the content should be embedded in the
subtext. Therefore, creating his own philosophies embodied in
artistic consciousness, the translator projects his own emotional
experiences onto the artistic reality implied by the author of the
original. These give him the opportunity to reproduce texts not in a
‘codified” language, but in one that has a wide range of
interpretations. In this regard, Mytrofanov defines the cognitive-
aesthetic mission of translation in the synthetic discourse of
cultural communication, where each object is “overgrown with the
living flesh of artistic endowment” ( Lisniak, 1991: 1), which
actualizes the idea of a balanced relationship between the original
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work and the translation on the ideological, contextual and stylistic
level. This is realized via:

1) rhyming and rhythmic addition of certain words and phrases («y
Minani, ®nepenuii, Pumi, Meccini, Taopmini... » — “Milano,
Firenze, Roma, Napoli, Messina, Taormina”; «xe Bu OyBaiu, 110
nopoOusin »? — “where did you go and what did you do?”’; «oram i
oTaM, a Terep OTyT i oTyT» — “there, and there... now over here and
here”, etc.);

2) decoding the poetic subtext of the original by reproducing the
imagery of the author’s language («Temni TOopum 3 OOpiIHOIO
3eJICHHIO Ha cxmiax» — “brown mountains with a little green on
their slopes”; «BUHOrpazHi JI0O3U MyCTUIX 3€€H] nariHmi» — “small
green shoots on the vines”; «BcisHe 30psMu HeOO», — “star-
powdered sky”; «rerimii yx cMaxkeHOro Ticta» — “the warm scent
of fried batter”; «0OBOAMB MOTJIAIOM, MOB MPOMEHEM MasiKa» —
“flashed his gaze like a beacon”, etc.);

3) contextual replacement and decompression of linguistic

elements (“said” — «MOBHB», «BIJKa3aB», <IPOIICIOTIBY,
TYKHYBY», «CKa3aB», «3allUTaB», «IPOOYPMOTIB», «3aKpH4aB»,
«IIOBTOPIOBABY, «BOJIABY, «IIPOMOBHBY, «IIPOCTOTHABY,

«TIOBIIOMHBY»,  «IOIHQOPMYBaB», «3ayBaXWB», «BiJ3HAUYUBY,
«TIOTIPOCUBY», «BiIpyOaB», «BHUIAIHMB», «3alEPEUUB», «BHU3HABY,
«0azikaB», «3a00pPOHUBY», «BUCIOBUBY», IPOIJUB Kpi3b 3yOm»;
«macTb T001 yocy» — “would fix my wagon”; «ue mic Tpamss, a
Mmicic Tpymromo» —“to be called Mrs. Something Another”;
«pO3uMHEHi Bepi craHuiiHoro Oydery» — “the open door into the
bar” etc.);

4) smoothing the level of disparity of expressive names and titles
(«Mamok dad¢i» — “Tiny Dufty”; «Jlacynunk Jlapcon» — “Sugar
Boy”; «llokomag»”— “Hershey”; «wicueBmii kiayo» — “the 4-H
Club” etc.);

5) reproducing the rhythm of the original combined with the
intonation determined by the order of words, logical emphasis,
punctuation, etc. («Kynas6abose BuHO» — “Dandelion Wine”, «Bce
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KopouiBceke Biiicbko» — “All the Kings Men”, «Bepmnuk 0e3
ronoBu» — “Headless Horseman”, «JIyroBa apda» — The Grass
Harp”, «Cuimanok y Tidpdani» — “Breakfast at Tiffany’s”,
«3 xomogaum cepriem» — Cold Blood”, «IIpomasaii, 30poe!» —
“A Farewell to Arms” Ta in.).

Insinuations, allusions and idioms that determine poetics of
the original have been skillfully decoded by the translator.
Mytrofanov reproduces the author’s neutral remarks in the novel
“A Farewell to Arms” as well as represents emotional dramas and
complex psychological state of the main characters using
expressiveness and brevity of Ukrainian words: «Komu s
MMOBEpHYBCS Ha (PpOHT, MH BCe I CTOSUIM B TOMY MicTi. Timpku
Terep B OKOJHWIN Oyno Kymu OiulbIle TapMar, 1 HacTraja BecHa.
JlaHu 3a3eneHITM, BUHOTPAAHI JIO3W IMYCTWIM 3€lieHi MariHij,
JepeBa Kpail IOpOrv BKPWIIMCS IpiOHUM JIHCTSYKOM, i 3 MOpS
MIOBIBaB JIETKWH BiTepenpb. S mMoOadnB MiCTO, a HaJa HUM CTapHil
3aMOK MIX MaropOiB, 3a SKHMH 3/iiIMaincs TOpU — TEMHI TOpH 3
OOpiJTHOIO 3eJIEHHI0 Ha cXWjax. Y MicTi MOOUIbIIaNo rapmar,
3’SBUJIOCST KIIbKa HOBHMX TOCIIITaNliB, HAa BYJIHIX TPAIUISIKCH
aHTTNII, a JeKkonmu ¥ aHrhidkW, Ta IMe TpPOXH OyJWHKIB
nopyHHyBano aptuiepiiicbkuM o0ctpisioM. [lenp OyB Terumi, mo-
CTPaRXHbOMY BECHSHHM, 1 SI MPOMIIOB Ti€X0 JOBrOK BYJIHIECIO
MTOMIX JIepeBaMH, BiT4yBalOYM TEIUIO BiJl HArpiTHX COHIIEM CTiH, i
mo0avymB, 110 MU JIOCI B TOMY caMOMy OYJIHHKY # 1110 BCE IOBKOJIA
Ma€ TaKWii caMuil BUIJIAN, SK 1 TOHI, KOJIM S Bim TKIKaB»
(E. Xewminryeii, 1985: 2). — «When | came back to the front we still
lived in that town. There were many more guns in the country
around and the spring had come. The fields were green and there
were small green shoots on the vines, the trees along the road had
small leaves and a breeze came from the sea. | saw the town with
the hill and the old castle above it in a cup in the hills with the
mountains beyond, brown mountains with a little green on their
slopes. In the town there were more guns, there were some new
hospitals, you met British men and sometimes women, on the
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street, and a few more houses had been hit by shell fire. It was
warm and like the spring and | walked down the alleyway of trees,
warmed from the sun on the wall, and found we still lived in the
same house and that it all looked the same as when | had left it»
(Hemingway, 1995: 8).

The internal strain the writer conveys through intonation
patterns or the break of the phrase, the ambiguity of pauses as well
as automatic repetition of one and the same expression, finds its
harmonious reflection in the translation, where in the moments of
the highest emotional pressure the hidden senses burst out,
highlighting every detail of the original text: «/le Bu Oynu, 110
mopobnsimu? 3apa3z ke po3kazyiTe mpo Bce». «Ckpizb OyB. Y
Minani, ®nopenmii, Pumi, Heamom, Bimna-Can-/I>)xoBaHHi,
Meccini, Taopmini... Bu Haue po3kian moi3nmiB 4yurtaere. A SKiCh
nikapi npurogu wmanu? Tak. Y Minani, ®nopenmii, Puwmi,
Heamnomi... ['oxi, rogi. A ckaxiThk mo nipaBmi, e Oyno Haikpamie? Y
Minani. Tomy o naiinepiie» (E. Xeminryeit, 1985: 2). — «Where
did you go and what did you do? Tell me everything at once». «I
went everywhere. Milan, Florence, Rome, Naples, Villa San
Giovanni, Messina, Taormina». «You talk like a time-table. Did
you have any beautiful adventures? » «Yes». «Where? » «Milano,
Firenze, Roma, Napoli». «That’s enough. Tell me really what was
the best». «In Milano». «That was because it was first»
(Hemingway,1995: 9).

Mytrofanov considers it essential to create the text that
would enable him to reproduce the communicative value of the
original in all its completeness and integrity. Reflecting on the
main layers of his own translation activities, he notes: “While
working on translation it is compulsory to reproduce the content
and form of the original as much as possible with the means
available in the native language”, <...> “uncovering to the reader
his search for truth and meaning, when the mind is so deeply
absorbed in the search that it does not need anyone’s involvement
and understanding” (Mytrofanov,1995: 2). In this regard, the
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translator noted that most critics, while analyzing linguistic
material of translations <...>, “completely forget about the first key
requirement: correspondence to the original in the broadest sense
of the word, viewing it as the norm to “consider the translation
being entirety detached from the original and subjectively ‘pulling
out' individual elements from the language texture and operating
with them as an evidence” (Mytrofanov,1995: 3). Mytrofanov also
claims, “this is most evident when translators distort not only the
Ukrainian language, but also the original (emphasis added by
Mytrofanov), with their conscious and consistent plastering, thus
creating not translations, but “variations on the topic, because after
giving the content, they ‘impose’ on the author their own style, that
is alien to him, ultimately deforming the very essence of the
translation as such, when the latter acts as art for art’s sake, and
therefore the coefficient of its positive effect equals zero, if not
integral” (Mytrofanov, 1995: 3).

For Mytrofanov, the study of the specifics of linguistic,
stylistic and cultural actualization of a literary work in a textual
translation comes to be a kind of a tour into the study of deep
processes of the mechanism of recoding the content of an artistic
piece of work in general. That is what distinguishes certain
components of the author’s concept which is in agreement with the
experience of representatives of the recipient culture. The events of
the novel “Farewell to Arms!”, directly related to the war, are
revealed through the prism of real facts from the life of the writer
himself. Based on this, the translator allegedly appropriates the
author’s experiences, which he uses not only as the basis of the
plot of the work, but also as a source that ensures the artistic
authenticity of the of the main characters’ inner world: «/Ipyroro
JHS I TIOBEpTaBCA 3 HAIIOTO MiJriPHOTO MOCTY i 3yIIMHUB MAaIIUHY
6imst Smistimento, e mopaHeHUX 1 XBOPHUX PO3MOIIISANN 3a TXHIMK
nanepamMy i 3amucyBaid iM MPHU3HAYEHHS 10 Pi3HUX TOCHITAaliB.
VYcro gopory s BiB MalllMHy caM, OTOX 1 TeHep CHJIB 3a KEPMOM, a
BOJIM, 1m0 OyB 31 MHOIO, IMIIIIOB BIAMITUTH AOKyMEeHTU. JIeHb OyB
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rapsunii, Hebo Hampouy[ sicHe W OnakuTHe, a gopora Oimrscra i
KypHa. Sl cuIiB Ha BHCOKOMY CHAIHHI «(piara», HI Tpo MmO HE
nymaioud. Jlopororo MpOXOAWB TOJK, 1 S JUBUBCA, SK 1AyTh
coinatu. BoHu reTh ympinu ¥ crmBanu motom. Jleski Oynu B
CTaJIeBUX KackaX, Ta OUIBIIICTh TMONPHYIINILIA iX J0 paHIIB.
Maibke y BCiX Kacku Oynm 3aBeiWKI W HaTa3mwId aX Ha ByXa.
Odinepn Bci WM B Kackax — iXHi macyBaiu kpaiue. To OyB oauH
3 nBOX moyKkiB basinmikarcekoi Opuramu. Sl BuU3HA4YMB 1€ 3a
CMYTaCTHMH YepBOHO-OimMMH meTmmisaMu  conmaTiB.  Ilomk
MIPOMIIIOB, ajie 3a HHUM II¢ AOBrO TATJIHCSA BiACTam — Ti, IO
3HECWJIUIM W BIMOWIIMCS BiJ CBOIX B3BOJIB. BoHU Oy MOKpi Bij
MOTy, 3amopolieHi i BuMopeHi. [leski mMamu 30BCiM KEIICHKHN
puran. OcTaHHIM 13 TUX BIACTAIUX IUICHTAB OOWH cojigar. Bid
CHJILHO HaKynberyBaB. Tolli CUHMBCS 1 ciB mpH A0po3i. S Buimi3 i3
MAIIIMHY 1 mifgidmoB 10 Heoro» (Xeminryeit, 1985: 6). — «I came
back the next afternoon from our first mountain post and stopped
the car at the smistimento where the wounded and sick were sorted
by their papers and the papers marked for the different hospitals. |
had been driving and | sat in the car and the driver took the papers
in. It was a hot day and the sky was very bright and blue and the
road was white and dusty. | sat in the high seat of the Fiat and
thought about nothing. A regiment went by in the road and |
watched them pass. The men were hot and sweating. Some wore
their steel helmets but most of them carried them slung from their
packs. Most of the helmets were too big and came down almost
over the ears of the men who wore them. The officers all wore
helmets; better-fitting helmets. It was half of the brigata Basilicata.
I identified them by their red and white striped collar mark. There
were stragglers going by long after the regiment had passed — men
who could not keep up with their platoons. They were sweaty,
dusty and tired. Some looked pretty bad. A soldier came along
after the last of the stragglers. He was walking with a limp. He
stopped and sat down beside the road. | got down and went over»
(Hemingway,1995: 42).
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Mytrofanov’s idea of harmonious translation is based on
source-centricity with a clear ethical dominant. That which gives
all grounds to talk about translation ethics closely related to
translator’s goal, when he is persistently guided by the principle of
careful selection of linguistic means in his search, and never for a
moment losing his sense of measure and artistic taste. This means
that imposing a categorical veto on some words, forms, and
inflections, the translator must overcome the illusion of a
multiplicity of options correlated with his emotional state, the
degree of creativity, the situation of perception as well as unfolds
this creativity as a kind of way of recognizing his own Self and the
world. Creating his individual metaknowledge, embodied in artistic
consciousness, the translator, projects “refracted emotional
experiences” (Mytrofanov, 1995: 3) onto the artistic reality implied
by the author of the original. This is what gives him the
opportunity to reproduce Ukrainian texts not in a ‘codified’
language, but in one that has a wide range of interpretations. At the
same time, Mytrofanov attached particular importance to a real
creative search, precisely aimed at rendering all the features of the
original, when <...> “it is not possible to do without completely
reliable and tested precedents”, as, according to him, “this is what
makes the translator’s work attractive when each new translation
appears to be a new search — a search for style, rhythm and a
search for a word... Without this search an artistic translation is
impossible — it is dead” (Mytrofanov, 1995: 4). Such
considerations encourage the translator to expand the
communicative paradigm of the original text (the new translation
versions come to be related to the study of the needs of a target
reader).

The latter can be most vividly seen in Mytrofanov’s
translation of R.Bradbury’s novel “Dandelion Wine”. The
translator changes the megatextual and architectural structure of
the original work, which can be traced both at the level of its
graphic structure (paragraph parcellation of the text, compression
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of the text array, compositional division of the text, etc.) and
graphic pattern (division markers, interline intervals, shifts above
baselines, bold lines and other selections in the text that signal the
presence of separate text fragments, etc.). As seen from the
material studied, graphic compactness of the translated text vs. the
extensiveness of the original, proves to be the result of
Mytrofanov’s exquisite translation skills. Neglecting the author’s
division of the text into subsections, as well as the deliberate non-
use of additional information (preface, epigraph, dedication, note,
comment, etc.) which does not affect the content of the main
message (the text of the original as such), focus the reader’s
attention on the adequate placement of semantic accents in order to
provide its integral comprehension.

The original version of the novel “Dandelion Wine” (1957)
by R.Bradbury include the main (text of the novel) and two
additional messages (preface, dedication, contents of the novel
with a register containing 40 chapters). The Ukrainian-language
version of “Dandelion Wine” reproduced by Mytrofanov, on the
one hand, expands the megatext structure of the original,
supplementing it with comments (local history realities, general
cultural phenomena, etc.: Tayep (the Tower) — an ancient fortress
in London, «Mapimba» (“Marimba”) — a cheerful dance melody;
«Loteria nacional para hoy» “Loteria nacional” (Spanish) —
national lottery tickets for today’s draw; «Bteua 3
[NencinpBanckkoi B s3HuI» “Escape from a Pennsylvania prison”
— the name of an American film, etc.) and on other — attests its
sound due to the registration of some components, in particular, the
preface and content. Removing these from the architectural
structure of the original, the translator clarifies their zero
communicative value. However, his opinion regarding the
informativeness  and  semantic  completeness  of  the
acknowledgement does not come in correspondence with
traditionally formed assessments about its low-slung content.
Giving preference to acknowledgement as a source of effectiveness
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of the communicative process, Mytrofanov harmoniously
reproduces this component of the text in the translation:
«YonrepoBi A. bpenbepi — He AIIpKOBI, i1 HE ABOIOPOIHOMY
OpaToBi, ane, mMo3a BCSIKMM CYMHIBOM, BHJAaBIEBI W JPyroBi»
(Bpenbepi, 2004: 3). — «For Walter 1. Bradbury, neither uncle nor
cousin but most decidedly editor and friend» (Bradbury :1).

The harmony of the translation and its formal equivalence
to the original comes to be recognized by Mytrofanov’s
preservation of writer’s narrative style, which can be traced, in
particular, in the consistent description of the facts and events of
the literary work: «O BocbMiii ToiHI PUIXaB JIiKap i, BAXOAIYH 3
oMy, 3HOBY xuTaB ronoBoto. O meB’sitii Tom, matu i 6aTbko
MMOCTaBUJIM HAABOPI Tix sOMyHEI0 CKIagaHe JIXKKO, 3HECIH
Jlyrinaca BHM3 1 NOKJIQIM CIaTH MpocTo HeOa. Jlo omuHaausTol
BOHM pa3 MmO pas3 BUXOOWIM OO XBOpPOro, a TOILi IIOCTaBUJIN
OyIWIEHUK Ha TPETI TOAWHY HOYi, MO0 yCTaTh i HAaKOJIOTH
cBixkoOro Jbony, i minutu crati» (Bpendepi, 1998: 46) — «At eight
o’clock, the doctor came and went again shaking his head. At nine
o’clock Tom and Mother and Father carried a cot outside and
brought Douglas down to sleep in the yard. Then they went back
and forth until eleven o’clock to wake them at three and chip more
ice to refill the packs» (Bradbury: 120).

Among other correspondences, it is worth singling out the
paragraph division of of the text, which emphasizes their
subordination to the expanded semantic blocks and at the same
time emphasizes the interdependence of the information units
contained in the text: «Hapemri B q0oMi CTaj0 TEMHO ¥ THXO, BCi
nocHyn. O miB Ha mepmy moBiku B Jlyriaca 3puUTHYITHUCS.
3iltmoB wmicsamk. | gech mameko xrock 3acmiBaB. CiiB Oyino He
poziopatn» — (bpenbepi, 1998: 119) — “The house was dark and
still at last, and they slept. At twelve thirty-five, Douglas’s eyes
flinched. The moon had begun to rise. And far away a voice began
to sing. You couldn’t make out the words” (Bradbury:20).
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Mytrofanov’s sophisticated artistic skill and translation tact
is also proved by the capitalization of the language message, which
has a certain aesthetic weight in the original text with its adequate
reflection in the translation: «OTXE, KOJIM TPAMBAI, 1
BPOJISITY, 1 BHAMIOM], 1 APY3I MOXYTb ITITU HA YAC YU
IIITN HA3ABX/U, ABO PO3BAJIMTUCH, ABO BMEPTH, I
KOJIN JHOﬂEIZ MOXYTb YBUBATH, 1 KOJIM TAKI JIFOAU,
K TIPABABYCA, IO MAJIM b XHWUTU BIYHO, TEX
MOXYTbh YMEPTH... KOJIN BCE IIE TIPABJA... TO I 4,
JOYTJAC CIIOJIAIHT, KOJIUCH... MAIO...» (P. Bpenbepi, 1998:
101) — “SO IF TROLLEYS AND RUNABOUTSAND FRIENDS
AND NEAR FRIENDS CAN GO AWAY FO A WHILE AND GO
AWAY FOR EVER, OR RUST,OR FALL APART OR DIE, AND
IF PEOPLECAN BE MURDERED,AND SOMEONE LIKE
GREAT GRANDMA,WHO WAS GOING TO LIVE FOREVER,
CAN DIE, <...> IF ALL OF THIS IS TRUE... THEN... |
DOUGLAS SPAULDING, SOME DAY MUST» (Bradbury: 171).

Thus, Mytrofanov’s ability to decode the author’s intention
is carried out via: 1) mastery (a sense of intuition, rather than
‘bare’ technique); 2) translation tact (refusal of any manifestations
of voluntarism and, hence, the so-called ‘gags’); 3) overcoming the
artificiality of the translation (organic sound with maximum
correspondence to the original, careful selection of linguistic
means regulated by a sense of measure and artistic taste); 4)
reproduction of the ‘spirit’ of the original (adherence to the
principle of equivalence with the exception of possible different
readings and ambiguities).

The translator’s conscious understanding of the artistic and
aesthetic experience of the author of the original provide him with
opportunities to create texts with the help of which the mental
representation of images takes place within the cognitive system,
thus forming a figurative and stylistic specificity for making
certain generalizations about the depth of reproduction of reality of
the original text as well as an intuitive sense of its axiological

125
© 0. Pavlenko, 2022



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

significance. Such ‘revival’ appears thanks to the individual
emotional activity of the translator, which indicates that his
ontological eagerness to perceive a new literary environment to
unfold the fictional world comes to be equal to the author’s
intention at the time of the creation of the original text. In other
words, Mytrofanov always makes sure to “be able to see the
original through the author’s eyes and to feel the flow of his
thoughts in each specific case” (Mytrofanov, 1995: 4), and only
then, if certain doubts or objections arise, to agree with them
through their own epistemological profiles with the author, <...>
“leaving the method of crude ‘operational’ intervention in the text
of the original for unqualified translations” (Mytrofanov, 1995: 4).
In this regard, the translator focuses on the need to generalize and
solve imperative issues of translation and editorial practice, and at
the same time, rejecting the assumption of “too subjective and
insufficiently substantiated conclusions, sometimes straying from a
debating tone to a kind of directive-circular manner (Mytrofanov,
1995: 4), which, as he claims, proves to be in contradiction with
the living, creative activity called artistic translation.
Conclusions

Mytrofanov’s creative activity proves that translator’s
functions are transformed and expanded: in addition to
understanding the actual content of the original, which
concentrates on the search for the primary meaning, there is a need
to study its further ‘attributes’, which in their entirety formed the
creative process of translation (choice of linguistic means in
accordance with the style of the original, situational vision of its
individual phenomena and events, arrangement of semantic
accents, optimal preservation of the architectural structure of the
original, explicit interpretation of relevant textual phenomena,
etc.). Cognitive-aesthetic mission of translation is defined as a
synthetic discourse of cultural communication.

At the same time, Mytrofanov outlines new aspects of the
original work through the act of translation, fitting it into general
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cultural, aesthetic and value context. On the one hand, it can be
recognized that the translator appropriates the textual structure of
the original, on the other, he assimilates created text into general
cultural and historical context, and therefore his own perception
becomes part of a complexly synthesized view of the source text.
In this regard, Mytrofanov persuasively claims that the presence of
a translator in the traditional chain ‘author — text— reader’ proves to
be communicatively relevant, and without him the long-term
functioning of a newly created text in the communicative space is
impossible. Thus, the translator’s mission is extremely responsible,
as it allows not only to keep a certain literary work in the space of
intellectual and aesthetic interest, but also to enrich and modify its
direct and hidden semantic nuances. In the oppositional structure of
the literary process, the phenomenon of the translator equally
belongs both to the constant-attributive factors, without which
literature cannot fulfill its purpose, and to the historical-variable
ones that make the work of art exist for long, and therefore make
the readers discover the cultural traditions and unspoken notions
embedded in it.
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Abstract

The article deals with the specifics of the narrative of the
novel by J.M. Coetzee The Master of Petersburg, which, despite of
the large number of critical works on the writer’s work, has not yet
become the subject of a separate study. Consequently, the main goal
of this analysis is to study the specificity of the narrative structure of
the novel The Master of Petersburg. The narrative is considered as a
methodological construct for interpreting the text, and the
methodological basis of this paper includes the developments of
German theorist W. Schmid as well as the works by R. Alter,
O.Yu. Antsyferova, P. Waugh on literary self-reflexivity. The author
of this article defines the narrative type (implicit non-diegetic
impersonal narrator) and mode (self-reflective) in J.M. Coetzee’s
novel, the last of which is manifested in “excessive literariness”,
revealing the modeling nature of the text. Along with the study of
the representation of the language and thoughts of the narrator
and/or the main character, the forms of literary self-reflection, which
are manifested in the novel The Master of Petersburg, are also
analyzed. The author of this scientific paper pays special attention to
the correlation between reality and pure fiction of the work: the
events depicted in the novel, being refracted in the artistic
consciousness of the hero-writer, become the basis of the plot for his
future novel, perhaps even that one which we are reading. As a result
of the analysis, the author concluded that the novel is replete with
textual “mechanisms” that do not allow the reader to fall into the
“mimetic illusion” and constantly remind that the novel is an
author’s construct. Self-reflexivity in the novel The Master of
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Petersburg is presented in an implicit form, and the main forms of
literary self-reflection are the theorization of literature, the
discussion of works of art, and the exposure of the creative process.
The textual “returns” at the end of the novel to the previous parts of
the text, fold the novel into itself, also allow us to speak about the
presence of self-reflective writing.

Keywords: narrative, self-reflexivity, self-reflection,
literariness, J.M. Coetzee.

AHoTanis

Y crarti BUBHAETbCA crneuudika HapaTHBY pOMaHY
k.M. Kytzee «Mmurens IlerepOypra», sdka, 1Mo mpu dYUMaiy
KUTBKICTh KPUTHYHHAX POOIT 3 TBOPYOCTI NMUCHhbMEHHHKA, IIE HE
CTaBaja TMPEIMETOM OKPEMOTo pO3rsALy. A OTKE i OCHOBHOIO
METOI0 HAamoro JIOCHI/KEHHS CTaj0 BHUBYEHHS OCOOIUBOCTEH
HapaTUBHOI CTPYKTypH pomaHy «Mmurenp [lerepOypra». Hapatus
PO3TIAIAETECS  SIK  METOJAOJIOTIYHUI KOHCTPYKT iHTeprpeTarii
TEKCTY, a METOJOJIOTIYHUM 0a3ucoM /Jisi BHBYCHHS HapaTUBHOI
CTPYKTYPU POMaHy CTalli HalpalfOBaHHS HIMEIBKOTO TEOPETHKa
B. Imina, a takox npaui P. Antepa, O.}O. Anmudeposoi, I1. Bo
OJI0 JIiTepaTypHOi camopeduiekcii. ABTOp CTaTTi BU3HAYaE
HapaTWBHUH Tun (IMIUNIWTHUIA —HeiereTuaHui  0e30co00BuiA
oroBinmay) i moayc (camopednexcuBuuii) B pomani Jx.M. Kyt3ee,
OCTaHHIN 3 SIKMX TMPOSIBISIETHCS Y «HAUIHIIKOBIN JITEPaTypHOCTI»,
10 BUKPHUBAE MOJICITIOBAIBHY MPUPOLY TeKcTy. [lopsi i3 BUBYEHHIM
penpeseHTalii MOBH 1 po3ayMiB Haparopa 1/ab0 MepcoHaxa, TaKoX
pO3rIIAAalOThC  GopMHM  JliTepaTypHOi  camopeduieKcii, 1o
MPOSBISIIOTECS y poMaHi «Mmutets [lerepOypra». OxpeMy yBary aBTop
CTaTTi MPUIIISE PO3IVISIAY CHIBBIAHOIICHHS PEAbHOCTI 1 (PIKTMBHOCTI
TBOPY, Y SIKOMY 300pa’KyIOThCsl MO, SIKi, 3JIOMITIOIOUHCH Y XYIOXKHIH
CBIZIOMOCTI ITMCbMEHHHKA, CTAHOBJATHCS OCHOBOIO CIOKETYy HOro
HOBOTO POMaHy, — MOXe€, HaBiTh TOIO CaMOro, SIKWM MU YMTaEMO. Y
pe3ynbTaTi NPOBEACHOIO aHaJli3y aBTOP NPHUXOAUTH 10 BHCHOBKIB, IO
pOMaH psCHI€ TAKAMH TEKCTOBUMH «MEXaHi3MaMm», sKi HE JIAIOTh

131



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

YHUTAYEB] BIIACTH B «MIMETUYHY LIFO3it0» W MOCTIHHO HAraaytTh PO
Te, IO TIepe HUM — aBTOPCHKUI KOHCTPYKT. CamopedieKCHBHICTD Y
pomani «Mwurerp [lerepOypra» npeacraBiena B iMILTIIATHIN (opmi, a
OCHOBHMMH (hopMaMH JiTepaTypHOi camopedieKcii € TeopeTu3yBaHHs
PO JTiTepaTypy, OOTOBOPEHHSI XYHOXKHIX TBOPIB, OTOJICHHS TIPOIIECY
TBOpYOCTi. TeKCTOBI «OBEpHEHHS» B KiHII POMaHy 1O ITOMEPETHIX
YacTHH, IO 3aMHKae poMaH Ha caMoMy co0i, TaKOX JO3BOJISIOTH
TOBOPHUTH TPO HASIBHICTH CaMOPe(IIEKCHBHOTO MHCHMa.

KamouoBi  caoBa:  HapatmB, caMope]IeKCHBHITS,
camopeduiekcis, riteparypHicts, Jx.M. KyTt3ee.

Introduction

There exist a large number of literary-critical works devoted
to the study of the novel The Master of Petersburg (1994) which can
be conditionally divided into several groups according to the issues
covered. The first group incorporates the works describing the
problems related to the socio-political discourse of South Africa
(Bezzubtsev-Kondakov, 2009, Frank, 2010, Kelly, 2011, Poyner,
2009). The second group consists of works in which critics study the
genre specificity of the novel (Keba, 2017, Prygodych, 2004,
Strukova, 2016). Almost all the researchers turned to the analysis of
the intertextual field of the novel that embodies allusions and
reminiscences to the novels by F.M. Dostoevsky. They also studied
the critical reception of the Russian writer’s work in Western artistic
and aesthetic thought. The third group includes studies which
consider the system of characters in the novel, in particular the
image of the main character — F.M. Dostoevsky (Keba, 2017,
Strukova, 2016, Sobolevska, 2011, Khramtsev, 2009). However,
despite the considerable number of scientific works devoted to the
study of the novel by J.M. Coetzee, there still remain unsolved the
topical issues of the narrative structure of the novel, which
determines the novelty of the present research. The insufficiency of
the study of narrative specifics in The Master of Petersburg also
determines the necessity to analyze this aspect, which is a relevant
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task in the context of the main searches of contemporary literary
studies aimed at the study of narrative modes and forms. Therefore,
the main aim is to study the specifics of the narrative structure in the
novel The Master of Petersburg by J.M. Coetzee.

Methodology and methods

Recently, the interest in narratology has sharply increased
in literary criticism, in particular, in the study of plotology,
perspectiveology, motivology, and types of narrators from both a
theoretical (in Literary Theory) and a practical (in the works of
various writers) point of view. W. Schmid’s Narratology can be
considered as the most systematized work in this discipline
because the German researcher analyzes in detail the already
existing works by other theorists of narratology (J. Genette,
Tz. Todorov, A. Weinstain, V.E. Khalizev etc.) and singles out two
approaches to the category of narrative, namely: the plan of the
communicative structure of the text (narrativity) and the plan of
events (eventfulness) (Schmid, 2003: 11-13).

The conceptual basis of narrative categories necessary for
the study of the novel The Master of Petersburg is based on
W. Schmid’s work: the concrete author is a real historical figure,
the creator of the novel; the abstract author — “the image of the
creator as s/he shows himself in his or her creative acts”, the figure
is “created” by the reader when combining all the meanings of the
text; the presumed addressee — intended or desired recipient by the
writer; the narrator — who describes events in the novel from the
third person, and who is an instance more or less “objective” from
an ideological point of view, impersonal, which encompasses
author, represented world and addressee (Schmid, 2003: 25-28).
The narrator can sometimes be inconspicuous in the text, merging
with the abstract author. However, the W. Schmid also notes: “the
narrator is always presented as a subject endowed with a certain
point of view, which is manifested in the selection of certain
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elements from the “events” for the “story” being told” (Schmid,
2003: 37-38).

In modern literature that was affected by the critical socio-
cultural situation of the 21st century, the transformation of
traditional genres and the formation of new inter-generic or intra-
generic forms can be traced, which in its turn had a significant
impact on the very method of storytelling. According to
O.A. Kovalyov, who studied narrative strategies in
F.M. Dostoevsky’s novels: ‘“narrative texts define themselves
simultaneously as reality and fiction, which is the result of
narrativization, only in one case do we notice artificiality, and
otherwise we tend to ignore it” (Kovalyov, 2009: 5). In postmodern
texts, in contrast to the novels of the 19th century, the situation
with fiction and reality has been acquiring a playful character, and
the narrative is characterized by the “exposure of the mode”, when
the narrator deliberately emphasizes the artificiality of the creation
of a novel. And this mode of narrative is inherent in the works by
J.M. Coetzee and in particular in the novel The Master of
Petersburg. In addition, the texts by J.M. Coetzee draw attention to
a certain excess “literariness” and to the creative process of the
novel, which indicates a self-reflective mode of writing. Self-
reflection, according to O.Yu. Antsyferova, is considered as the
process of “literature self-consciousness”, which “can be a work of
art’s component, but it can also take the form of separate texts
thematically focused on it (on self-reflection — a note by M.P.)”
(Antsyferova, 2004: 4, 29).

Results and Discussions
There is a certain difficulty in defining the narrative type
and mode in The Master of Petersburg. From the very first lines of
the novel we read a story from the third person’s point of view
which tells the reader about an arrival of the main character —
Dostoevsky (then in the following text — the hero-Dostoevsky) in
St. Petersburg. It is important to note that this narrator is not distant
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from the events in the text either spatially or temporally, which is
confirmed by the use of the present tense: “The driver reins in his
horse; his passenger regards the building <...>” (Coetzee, 2004: 1) etc.
Time and space coordinates are constantly fixed in the text (“In the
afternoon he returns to Svechnoi Street <...>” (Coetzee, 2004: 18), “At
eleven o’clock by his watch, without announcing himself, he emerges
from his room” (Coetzee, 2004: 24), “At ten o’clock he is at the
rendezvous on the Fontanka” (Coetzee, 2004: 114)), which emphasizes
the narrator’s power over the “story” and his clear knowledge of the
“events”. It should be noted that following W. Schmid, the “events” are
considered as the original narrative material, and the “history” — as the
result of selecting individual elements. The spatiotemporal positions of
the narrator and the hero-Dostoevsky coincide, and the narrator’s point
of view and the protagonist’s one sometimes are overlapped. The
narrator acts as an impersonal entity who knows everything about the
protagonist and who penetrates into the most intimate corners of the
hero-artist’s soul and his consciousness. Thus, the type of narrator
(according to the table of narrators’ types in ‘Narratology” by
W. Schmid (Schmid, 2003: 45)): an implicit non-diegetic impersonal
narrator, limited in knowledge and place of stay, because the narrator is
“attached” to the hero-Dostoevsky. It is quite possible that the narrator
is the hero-Dostoevsky himself, who writes a novel about himself at the
end of the novel: “In his writing he is in the same room, sitting at the
table much as he is sitting now”” (Coetzee, 2004: 242). However, even if
the authorship of the novel is attributed (we do not mean a concrete
author — J.M. Coetzee, but an abstract author, according to W. Schmid)
to the main character (hero-Dostoevsky), this is not enough for the
formation of the novel within the novel, as E.A. Strukova claims: “on
the pages of one novel, the reader observes the appearance of another,
which is created before his/her eyes — the novel The Possessed”
(Strukova, 2016: 126). Furthermore, the inclusions of two inserted texts
attributed to the hero-Dostoevsky is not enough for such a definition,
because the novel within the novel must be about the novelist writing the
novel, and as a result two lines arise (the first one tells us about the
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writer writing the novel, the second one is the plot of the novel written
by the hero-writer), which should be connected compositionally by
means of coupling, repetitions, and parallels. In the novel by
J.M. Coetzee the hypothetical conditions for writing the novel The
Possessed are unfolded before the reader and the “mechanisms” of the
creative process that distort real events (Pavel’s death, a member of
Nechaev’s underground organization, the spread of revolutionary ideas,
etc.) are exposed in the novel — two inserted texts at the end of the novel
are just drafts of the future novel — The Possessed.

Quite often, the narrative from the third person’s point of view
is interrupted by the internal speech of the hero-Dostoevsky, which is
not always graphically reflected in writing: in Anna’s room “<...>
wrapped in scarlet velveteen, he finds a picture of a younger Anna
Sergeyevna side by side with a man <...> What kind of marriage could
it have been for this intense and darkly handsome young woman?”
(Coetzee, 2004: 70); falling under a downpour, “he takes shelter in a
doorway <...> he catches cold easily. Pavel too, ever since childhood.
Did Pavel catch cold while he was living with her” (Coetzee, 2004:
115), etc. Thus, the narrator in the novel is constructed inconsistently,
his image fluctuates, which results in changing the level of the “the
narrator’s markedness” (Schmid, 2003: 38), whose presence is either
clearly felt or weakened, as he completely merges with the hero-
Dostoevsky.

Additionally, there are some “inclusions” in The Master of
Petersburg which might seem as “alien elements” in the text: this
is the word “therefore” or its interrogative variant “therefore
what?”. The explanation after them is not given, and in the novel
itself it is difficult to determine who they belong to: the narrator or
the hero-Dostoevsky: “He cannot think, therefore what? <...>
Therefore. .. Therefore what?” (Coetzee, 2004: 236, 237, 237).
W. Schmid defines such a narrative violation as free indirect
discourse (FID), that is “a segment of the narrator’s discourse that
reproduces the words, thoughts, feelings, perceptions or the
evaluative position of a character, whereby the reproduction of the
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Characters’ Text is not marked, neither graphically nor by any kind
of explicit indicator” (Schmid, 2003: 220). FID is formed as a
result of the adoption of the main features of the direct speech by
the indirect speech, that makes distinction between the voice of the
narrator and the main character very difficult. According to
W. Schmid, FID “is connected with the narrator’s desire to bring
the language of the character directly, without giving up the signs
of his narrative presence” and is used “for the purpose of ironically
highlighting the words and the character’s position” (Schmid,
2003: 222). Thus, the narrator emphasizes the uncertain attitude of
the hero-Dostoevsky, both to the pictures that he constantly dreams
of, and to the reality that is more and more like the world of a
literary text.

The novel The Master of Petersburg is, first of all, a
metafiction, since it problematizes the relationship between reality
and fictitiousness and draws attention to its artificiality (Waugh,
1985: 2). The work depicts events which, refracted in the writer’s
artistic consciousness, will become the basis of the plot of his new
novel, perhaps even that one we are reading now. The artificiality
of The Master of Petersburg is also proved by the statements of the
characters about their similarity with book characters: the hero-
Dostoevsky, reflecting on his own behavior, says: “I am behaving
like a character in the book” (Coetzee, 2004: 27), and in the
conversation with Nechaev, he claims that “his place in this story is
different”; after the closure of Pavel’s case, Maximov informs the
protagonist: “<...> I have ceased to exist, in the same way that a
character in a book can be said to cease to exist as soon as the book is
closed” (Coetzee, 2004: 147). In this way, the characters seem to
emphasize their status of “fiction”, “bookishness”, “creation”.

In The Master of Petersburg this “bookishness” or, in the
words of M.A. Khatyamova, “excessive literariness”, which
exposes the modelling nature of the text, literature-centricity,
manifests itself in an implicit form, since the novel does not
directly address to the reader as well as there is no commenting on
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what is written. Self-reflexive novels are considered to be the texts
in which the style, the choice of the narrative entity, the names of
the characters, the structure of the story, the inner world of the
characters, and their fate are designed to constantly evoke the
feeling that the work of art is an author’s construct, built on the
basis of previous literary traditions and conventions (Alter, 1975:
10-11). The main character of The Master of Petersburg is
F.M. Dostoevsky, who writes a novel as well as his consciousness,
which instantly transforms reality into an artistic narrative which
penetrates into the mental process of a creative personality, are
those elements of the novel that regularly draw attention to its
artificiality and inspire the reader with the idea that in front of him
is only an author’s construct based on the texts of an outstanding
Russian writer. The entire novel by J.M. Coetzee is an
“understanding of the artistic practice by another author”, namely
F.M. Dostoevsky; the text presents a discussion of the novels by
Russian writer and the creative process, which can be considered
as the literary self-reflection’s forms (Antsyferova, 2004: 49).

The novel by J.M. Coetzee is open to the reader and filled
up with elements that provoke reader’s vigorous intellectual
activity. The hero-Dostoevsky explains to the investigator how to
read a literary text in a correct way, as if his statement is also
addressed to the reader: “<...> reading is being the arm and being the
axe and being the skull; reading is giving yourself up, not holding
yourself at distance and jeering” (Coetzee, 2004: 47). Similarly, in
the novel, the hero-artist briefly mentions that in order to “breathe
new life” into the novel, it is necessary to “add vivid strokes”,
details. Writing and reading are significant components of
literature, and the discussion of these components in the novel can
be considered as “theorizing about literature” that is another form
of literary self-reflection according to O. Antsyferova
(Antsyferova, 2004: 49).

At the very end of the novel The Master of Petersburg
seems to “close” on itself/turn inward: the last texts written by the
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hero-Dostoevsky turned out to be an “amalgamation” of the entire
novel. The text of “The Girl” retells the chapter of “Matryona”, in
which the hero-writer talks about Lebyadkins’ siblings (Coetzee,
2004: 72-74). In another text — “The Apartment” — a student
changes into a white suit, similar to how the hero-Dostoevsky puts
on Pavel’s white suit (Coetzee, 2004: 19); this young man walks
around the room, opening all the chests of drawers, where there is a
medallion with portraits of the hostess and her late husband, as the
hero-Dostoevsky did in previous chapters (Coetzee, 2004: 70); in
the end the scene of the physical intimacy between the student and
the girl is described, and it reminds the scene at the beginning of
the novel when the landlady’s daughter spies on the intimacy
between the hero-Dostoevsky and Anna Sergeyevna (Coetzee,
2004: 233). On the one hand, thus in the novel J.M. Coetzee
depicts how the reality transformed by creative consciousness
becomes the fruit of creativity, on the other hand — if the hero-
Dostoevsky is an abstract author (Schmid, 2003: 12) of the entire
novel, then there is an “pressure” of the text on the narrator, who is
forced to write according to the rules of the text, focusing on it (the
text) constantly. It turns out that as if the entire text of the novel is
its own source: the hero-Dostoevsky only decided to write down
the pictures of the visions which had haunted him, but
involuntarily he obeyed the text, describing what had already been
written. It resembles a movement in a circle, where it is difficult to
decide what is the beginning and what is the end, what precedes:
either everything written to these two inserted texts promotes to
write down these texts, or these texts are the drafts of the whole
novel we are reading. Thus, the whole novel is a self-reflexive
writing that constantly appeals to itself.
Conclusions

Hence, The Master of Petersburg problematizes the
relationship between reality and fiction, and the artistic world of
the novel draws attention to its artificiality. The modeling nature of
the text that is a manifestation of self-reflexivity is emphasized. In
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J.M. Coetzee’s novel the consciousness of the hero-Dostoevsky is
a kind of prism through which everything that happens around is
refracted and becomes a source for writing a novel. This
consciousness determines the specificity of the course of novel
time that is psychologized, finds subjective perceptibility and
duration.

The novel’s textual “mechanisms” prevent the reader from
falling into a “mimetic illusion” and constantly remind the reader
that there is the author’s construct in front of him/her. Self-
reflexivity in the novel The Master of Petersburg is presented in an
implicit form, and the main forms of literary self-reflection are
theorizing about literature, discussing works of art, and exposing
the creative process. The textual “returns” at the end of the novel to
its previous parts, which “close” the novel on itself, also allow us
to talk about the self-reflexive writing. Since self-reflexivity is a
distinctive feature of many postmodern novels, this article opens
new perspectives for studying the novels by J.M. Coetzee as well
as by other contemporary authors.
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OCOBJIMBOCTI BILJOBPAKEHHSA KIHOYOI'O
CBITOBIJUYTTS B YKPATHCBHKIM JITPHIIL:
HA MATEPIAJI TYBJIIKAIIA
Y JKYPHAJII « BITYN3HA» (2000-2005)

Abstract

The article examines the elements of the worldview of
Ukrainian poets on the pages of the journal «Vitchyzna» in the
period from 2000 to 2005. «Vitchyznax is a literary, artistic, social
and political jiurnal of Ukrainian writers published since 1933. The
purpose of the study is to analyze the peculiarities of the
expression of elements of the worldview a poetess The main
methods of achieving the set goal can be called comparative-
typological and historical-functional analysis of artistic texts. The
worldview of the poetess is multi-structural, the main components
of which are national, ethno-cultural, gender, philosophical,
artistic, nature-loving elements. In the plane of the national
element of worldview, Ukraine is modeled as a native country,
associated with images of an icon, bread/cow, woman. In parallel,
a bitterly satirical image of the Ukrainian nation is presented. The
image of Ukraine is detailed in local geographical elements. In the
poetry of 1. Zhylenko, a basic pair appears: village — city.
Ethnocultural elements of the worldview are based on the
transformation of folklore images in the individual imagination of
the authors. The artistic component of the worldview of the poetess
is consonant with the inner need of the female author, manifested
not only in the themes and images, but also in the appropriate
structuring of the poetic material. The philosophical component of
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the worldview of the poetess is revealed through an interest in
temporal and ontological problems. In the world structure,
according to O. Omelchenko, the microcosm (man) is combined
with the macrocosm (universe). I. Zhylenko is extremely sensitive
to the category of time. In her poetry, philosophical questions are
revealed against the everyday background. Poets are also interested
in the problems of choice and readiness for it, the rules of human
existence, soul, death, happiness, love. The gender component of
worldview is realized in revealing the essence of women. As a
result, we get a rather mosaic female image. The nature-loving
components of the worldview of the poetess are embodied in the
idea of harmonious coexistence of man and nature.

Keywords: magazine «Vitchyzna», worldview, Ukraing,
woman, nature, musicality.

AHoTanis

Y crarTti AOCHiIKYIOTBCS OCOOJIMBOCTI BiJOOpakeHHS
CBITOBIJIUYTTSl Cy4yacHHUX YKpaiHCHKHX TIO€TeC Ha MaTepiali ixHix
myOmikaniii y kypHam «Bituuznay (2000-2005). «Bitum3Hay —
JTepaTypHO-XyIOKHIH, TPOMAaICHKO-TIOJIITUYHUH  JKypHAI
YKpaiHChKMX THChMEHHHUKIB, IO BHXOOUTH 3 1933 p. Mera
JMOCT/DKEHHS — TIPOaHaNi3yBaTH OCOOJHMBOCTI  BHpaKeHHS
€JIEMEHTIB  CBITOBimuyTTst mnoerec. (OCHOBHMMH  METOAAMHU
JOCSTHEHHsI TIOCTAaBJICHOT METH MOXKHA Ha3BaTH IOPiBHSJIBHO-
TUTIOJIOTIYHUNA Ta iCTOPUKO-QYHKIIOHAILHUA aHami3 XyHZOoXKHiX
TekcTiB. CBITOBiAUYTTS moerec 0araToCTPyKTYpHE, OCHOBHUMH
KOMIIOHEHTaMH SIKOTO € HalliOHaJIbHi, €THOKYJIBTYPHi, TeHJIEpHI,
¢inocodchki, MHUCTEIBKI, MPUPOJOIIOOHI eneMeHTH. B mnommHi
HaIlOHAJILHOTO eJIEMEHTa CBITOBINYYTTS YKpaiHa MOJEIIOETHCS SIK
piaHa KpaiHa, acowiloeTbca 3 oOpaszamu iKOHHM, XJiOa/KopoBasd,
xiHku. [lapaneiapbHO TPE3EHTYEThCS TiIPKO-CATUPHYHUN 00pa3
ykpaiHcbkoi Hawmii. OOpa3 YkpaiHM AeTali3yeThCsl B JIOKAIBHUX
reorpadivaux enemenrax. B moesii 1. JKuieHko onpusBHIOETBCS
0a3oBa mapa: ceno — MicTo. ETHOKYJIbTypHI eneMeHTH
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CBITOBIAUYTTSl TPYHTYIOTbcA Ha TpaHchopMmaiii (oIbKIOpHUX
o0pa3iB B IHIWBIAyaJdbHOMY YSABIEHHI aBTOPOK. MHUCTEIbKUi
KOMITOHEHT CBITOBIAYYTTA TOETEC CYTOJOCHWUH 3 BHYTPIIIHBOIO
noTpe0oI0 aBTOPOK, MPOSIBISIETbCA HE JIMIIE y TeMaTHlli, o0pasax,
a W y BIONOBIIHOMY CTPYKTypyBaHHI TOETHYHOTO MaTepiaiy.
dinocohchbkuii KOMIOHEHT CBITOBITYYTTS MOETEC PO3KPHUBAETHCS
4yepe3 3alliKaBJICHHS TEMIIOPATbHUMHU Ta OHTOJOTTYHUMH
npobnemamu. Y  cBiroOynoBi, Ha aymky O. Omenb4eHKo,
MMOETHYETHCS. MIKPOKOCM (JTIOZIMHA) 3 MaKpOKOCMOM (BCECBITOM).
1. ’)Kunenko Hag3BH4aiiHO 4yTiiMBa 110 KaTeropii dacy. B ii moesii
¢inocodcrKi MUTaHHS PO3KPHUBAIOTHLCS Ha TOOyTOBOMY Tii. [Toetec
MIKABIIATH TAaKOX MpoOieMu BHOOpPY Ta TOTOBHOCTI JO HBOTO,
TpaBuia OyTTS JFOAMHM, AYIIIi, CMEPTI, IACTsI, TF00O0BI.

TeHgepHUil KOMIIOHEHT CBITOBIIUYTTS pEali3yeThesl B
PO3KpHUTTI CYTHOCTI JKiHOK. B pesynmpTatri OTpUMyeEMO IOBOII
MO3aiyHMi  XKiHOuMi  o60pa3. IlpupomomoOHI  KOMITOHEHTH
CBITOBIIUYTTS TIOETEC BTUIOIOTBCA B 1€l TapMOHIMHOTO
CHIBICHYBaHHS JIFOJJHU 1 TPUPOIH.

KarouoBi cioBa: xypHan «Birum3Ha», CBITOBIIUIyTTS,
VYkpaina, xiHKa, Ipuposa.

Beryn

Y  «DinocopcbkOMYy  CHIUKIONEIUYHOMY  CIOBHHKY)
3HAXOJUMO HACTYIIHE BH3HAYCHHS CBITOIISIY: CBITOTJISA —
«CaMOBU3HAYCHHS JIIOJUHM IMOAO0 il MicHsd y CBITI Ta
B3aeMoBigHOCHH 3 HUM» (HAHY: 569). CBITOBIIUyTTS X € OTHUM
3 PpIBHIB CBITOIUIsAY, IO ©a3yeThCsl «HA OCHOBI JIOCBiTy
(IHAMBITyaJbHOTO, CIMEHHOIO, IPYIIOBOI0, €THIYHOI'O, KJIACOBOTO,
CYCIILTLHOTO i 3al“aJ'ILHOJ'IIO,I[CLKOFO)» (HAHY: 569).
CBITOBITUYTTSI BiJOOpaXka€ B3a€MO3B’SI30K JIIOAMHH 31 CBITOM,
3HaHHs, €MOIii Ta BAYYTTS, OTPUMAaHI y Tpoleci KOMYHIKaIlii
cy0’ekTa 3 JIOABMH, JiHCHICTIO. YacTWHA JOCHIIHUKIB TIOB’S3y€
CBITOBIAUYTTS 3 YyTTEBO-eMOLiHOIO cdeporo. CTBepaKyeThes,
IO CBITOBIAYYTTS (opMye ¥ OJHOYACHO ONPHUSIBHIOE HAIIC
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CTaBleHHs A0 JAidcHOCTI. CBITOBIIYYTTA y KOXHOI TBOPYOI
JOIUHY 1HAMBiAyanbHe. B TOM ke yac BOHO BigoOpakae 3araiibHi
pucu 4acy, KyiabTypH, Hamii. Takum uymHOM yBara Ha
0COOJIMBOCTAX CBITOBIAYYTTS MOETEC aKTyalbHa HE JIUILE Yepe3
HasBHICTH 3HAYHOTO 3a O0O0CITOM MaTepiany, SKHHA 1TIOCTPYe
CaMOBH3HAUEHHS  TBOPYMX  OcoOHWCTOCTeH, ©Oa3oBaHe  Ha
1HAMBioyalbHOMY, HAaI[lOHAIFHOMY Ta 3arajJbHOKYJIBTYPHOMY
JOCBiNi, a W IiCHyBaHHAM TOTPeOM  y3araJilbHUTH Ta
CHCTEMAaTH3yBaTH MaTepiaji, SKHH IOMOMOXKE CKIIACTH «IIA3JIn»
KyJIbTYPHO-cOIiasbHOT KapTuHH 1modatky 2000-x pokis.

JocmipkeHHsIM ~ OCOONMMBOCTEH  KIHOYOI  TBOPYOCTI
3aiimarniocss Oararo mocmimaukiB: M. Kpymka (2008), O. O3gemip
(2015), T'. Yaropa (2015), I'.Il. Pmxkosa (2008), FO. Kymueprox
(2008), O. Pociuceka (2018), O. JIsmenko (2017), O. lad (2019)
Ta iH. HaykoBIIB IIiKaBWJIM TUTaHHS T'EHE3UCY, OCOOJIUBOCTI
CBITOTJISITHUX MOJIENIeH, TTOETHKH, KAaHPOBUX YITOJ00aHb >KIHOYOI
npo3u Ta noesii. Tak, 0. KymniHeprok, B3sBIIN 3a JKepeibHy 0a3y
XKiHOWy mpo3y KiHmsg XX CT., BiI3HAUMJIa KiJlbKa OCOOIMBOCTEH
JKIHOYOTO CBITOCIIPUHHATTS: KOHTEKCTYaJIbHICTh, MOHI3M, BiJIMOBa
Bil JKOPCTKOTO TMPOTUCTABIEHHS BiTHOCUH CY0 €KT—00’ €KT,
YYTTEBICTh, TiNEeCHICT, MuciaeHHsI. M. Kpynka mocrmimkyBaia
KIHOYY TPO3y KOMIUIEKCHO, B ACIEKTi MOIIYKY IHTENeKTyaIbHOI
KIHOYOI TpajauIlii, ONMUCYIOYN CTAHOBICHHS, XYI0KHBO-ECTETHYHI
3acaJii Ta TEKCTyallbHE BTUJICHHS KIHOYOTO JITEpaTypHOTO
mckypey. O. Jlamenko 3ocepeamna JOCTIAHWIBKY YyBary Ha
aHaJIi31 MposBiB JXKiHOYOI ipOHii MpHu 300pa’keHHI 00pa3iB MUTLIB
(moetiB) B mnoesii C.Hosenxo. I'.-IT. PiwxkoBa, Bin3Hauyaouu
PO3MAITICTh pHUC «KIHOYOI» TPO3H, PE3yTbTATUBHO aKIECHTYE
yBary Ha JKaHpOBid crenudimi, JTIHCBOCTHIICTUYHUX Ta
JHTBOKYJIBTYPHHUX 0CO0HBOCTSX, MOJEIISX JTHUCKYpCy
aHaJ1i30BaHOI MPO3H.

Kontentom xypnamny «Bitumsna» mikaBuiiocs Hebararto
HaykoBUiB. 3ramaemo crartio acmipantku O. [inenko (2013), B
SIKIH aHaJII3yBaJIMCs OCOOJMBOCTI CTBOPEHHSI MMO3UTHBHOIO 00pasy
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VkpaiHn y TNOJOPOXKHIX Hapucax Ha CTOpIHKax 3a3HaueHOro
BugaHHs. JloCHimHWIM 3ayBakye, IO 3acCO0M  CTBOpPEHHS
MO3UTHBHOTO IMIKYy YKpaiHU 3ajekaTh BiJ Yacy HalHCaHHS
TBOpiB. Tak, AN paAsHCHKOTO TMEpioly XapakTepHi MpomnaraHnia,
nepeOiIbIIeH S, TTOMYIIIPU3aTOPCTBO, ISl TIOCTPAISTHCHKUX POKIB
(3 2000-x) — 00’ €KTUBHICTH, KPUTUYHICTb.

Merta cTarTi — JOCHIAUTH OCOOJIMBOCTI CBITOCHPUNHATTS
Cy4acHUX YKpalHChKHX TMOETEC, OMpPUSBHEHI Yy IXHIX JIIpUYHUX
TBOpaxX, OMyONIKOBaHWX Y JTEpaTypHOMY XKXypHali «BiTum3Ha»
(20002005 pp.).

Juist mocArHEeHHs i€l MeTH BUKOHAHO HACTYIIHI 3aB/IaHHSL:
3’COBAaHO OCHOBHY TEMAaTHWKy >KIHOYHX TI0€3iii Ha CTOpiHKax
KypHary — «Bitumzma»  (2000-2005 pp.),  BuaiieHO — Ta
MPOaHaIi30BaHO JOMIHAHTHI E€JIEMEHTH CBITOBITYYTTS BHOpaHUX
noerec (HaI[iOHANBHI, €THOKYJIBTYpHi, (ilI0cOPCHKi, MUCTEUbKI,
TeH/IePHi, IPUPOIOIIO0H]).

MeTomoJorist i MeToaM JOCTiIKEeHHS

CdopmynboBaHa MeTa il MMOCTaBJICHI 3aBIaHHS 3yMOBUIIH
BUKOPHUCTaHHS METO/IiB TIOPiBHSUIBHO-THITOJIOTIYHOTO Ta iCTOPHUKO-
(hyHKITIOHATHHOTO aHAJI3y XY/IOKHIX TEKCTIB.

PesyabTaTtu

JKinodi rojocu Ha cTopiHKax xypHaiy «Bitanznay (2000—
2005 p.) po3maiti. B neit wac myGunikyBanucst Onbra I'epmanoBa,
Banentuna [laBumenko, Ipuna JKumenko, Paica IBaHueHko,
Haramis Kit, Hamis Komrapa, Tamapa MenbHuuenko, Omecs
Owmenbuenko, ['amna OwnkoBu4, ['ammna Ilactymenko, Hamis
ITerpenko, Haranka Ilokmam, Omera CrionpoBcbka, Jlecs
CrenoBuuka. [loeTecu 3BepTalOThCS JO TaKHX TEM, SIK KOXaHHS,
CTOCYHKH MIDXK YOJIOBIKOM Ta IHKOI, CBITOCHpUHAMAaHHS, OyTTH,
VYkpaina, mpupoaa, mocTaTi MUTLIB (XyA0KHHUKIB, JTITEPaTOpPiB).

«BiTuM3Hay — JiTEPaTypPHO-XYIIOXKHIH Ta IPOMAJIChKO-
NOJITUYHUN  JKypHaJl TNMCbMEHHHUKIB YKpaiHM, OCHOBHHMU
pyOpukamu sikoro OyiM myONiIMCTHKA, MOE3isl, Mpo3a, KPUTHKA,
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momTa, «3eHiTka» (TyMOp), BHCTaBKOBHUH CTEHJ (MHCTELbKI
HOBUHN). Bugaetbcs 3 1933 p.

YKpailHCBKI IOeTecH Ha CTOpiHKax KypHany «Bitum3Hay» B
noe3ii BUpaXKajli CBOE CBITOBIMUYTTA, TOOTO 3asBIISUIM PO MicLEe Y
CBITI Ta B3a€MOBITHOCHHU 3 TIEBHUMH CY0’€KTaMH Ta 00’ €KTaMH,
SIBUIIIAMH  Ta TMpOIlecaMH, CHUPAOYMCh Ha 1ocBid. JlocBin
PO3YMIEMO MK pEaKiifo OpraHiB 4yTTs JIOJUHHM Ha Pi3HOMaHITHI
BIUIMBM 30BHIIIHBOTO CEPEAOBHUINA, BCE, IO BiAOYBAEThCA 3
JMOMUHOI0 TIPOTATOM 1i JKWTTS, 3HAHHA, 3000yTi y mporeci
xurTenisnpHOcTi. IloeTecm 3aranbHi MOHSTTS  HAaNOBHIOBAIN
1HIMBITyaJIbHUM 3MICTOM, HPOMYIICHHM Yepe3 BIACHHH JIOCBil,
(hikCcyr0UH CBOI IYMKH Ta €MOIIii Y BipIIIOBaHUX PSAKAX.

TexcTyanpHMA MaTepian BipmiiB y xypHam «Bitumsna»
(20002005 pp.) mae diTKe YSABICGHHS TPO HALiOHAIBHI,
CTHOKYJIbTYpHI, = MHCTEUbKi,  (inocodchki, TeHAepHI  Ta
MIPUPOIOIIO0H] €IEMEHTH CBITOBITIYTTS.

Hayionanvhnuii enemenm ceimogiouymms
ONPHUSBHIOEThCA Tiepll 3a Bce B o0pa3i Ykpainu. Iloerecn
HEOJHOPA30BO 3YNHUHSJIMCS HAa HBbOMY, BHCIIOBIIOIOYH CBOE
CTaBJIeHHs 10 Kpainu/nepxasu. Tak, g O. OmenbyeHKo YKpaiHa
— pigHa 3emJis, mozAiOHa 10 ikoHu. T. MelbHUYEHKO HaroJolye Ha
BaroMocTi YKpailHM B CBOEPIAHUX PsIKAax-3alOBiTaX ISl CHHA,
HEOOX1THOCTI JIOOUTH 11, «III00 AOPOTY TOpYBaB il — HE CTEXKUHY»
(MenbHauuenko, 2005: 18). B moesii JI. CrenoBuuku BHpa3zHO
BIIYYBalOThCS TECHMICTUYHI HOTKHM IIIOJI0 PEAJIbHOCTI, alie
MNPUCYTHS 1€ U Hafisl Ha MalOyTHE.

O6pa3 VYkpaium B moesii JI. CTeNOBUYKH  BHpaA3HO
CHIBBITHOCUTBHCS 3 XJIIOOM/KOpPOBaEM. ACOIIIOBaHHSA YKpaiHu 3
XKHUTHUILICIO, JIaHAMHM, TMIICHUIICI0 — HE HOBE B YKpalHCHKiH
KyJIbTYpHi Ta jitepaTypHid Tpaauuii. [lapanensHo 3a3Haummo,
mo B ii JIpHI SICKpaBO TpEJCTaBICHUN MeTapopuyHUN 00pa3
VYkpaiHu-KiHKH — «MOsI KpacyHe, Mosi kpasie» (CrenoBuuka, 2004:
6). B «MenuTarii» momaeTbcs MUTHH P «XJIOHUX» 00pas3iB, mI0
BUTBOPIOIOTHh KpaiHy: YKpaiHa sIK YacTHHA PO3KpasHOI MAaSHUII,
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«UEPCTBUN OKpaHIO», «COHICTUKUN KopoBai» (CTenoBuuka,
2004: 7).

CytHicTh 3aronoBky «Menuramis» Haroyomye Ha
30CEepeMKEHOCTI MIPKyBaHb aBTOPKM Ha IEBHUX JAyMKax Ipo
VYkpainy. Meta — HOCATHEHHS NCHXIYHO SICHOTO Ta EMOIIiITHO
CHOKIMTHOTO  BHYTPINIHROTO cTaHy. JlOCSATTH  KOHIEHTparii
JOTIOMaraloTh PUTMiYHI MOBTOpM meBHOi ¢pasu: «Don’t cry,
Ukraine, don’t cry!», 1mo Takox 3ama€ Temrm Tekcty. J[o Toro s
MEIWTallis CIpsIMOBaHA Ha BUPOOIEHHS IIUIECIIPIMOBAHOCTI,
KpEaTHUBHOCTI, BPIBHOBAKEHOCTI.

BukopucToByroun TOBTOp SIK XyIOXHiM 3acib, moereca
pPOOUTH TEKCT EKCHPECUBHIIIMM, a BXXHBAIOYH 1HO3EMHY MOBY,
HaMaraeThCsl BUBECTH MPOOIIeMy Ha MI>XKHAPOIHHNA PiBEHb.

IToBTOp pi3HOO(OPMIIEHUX, alle TEMATUYHO CIOPIIHEHUX
CIIB: «Cry», «Kpai», «KpailHs», «pO3KpasHa», «OKPa€eUby,
«YKpailHO» KOHICHCYIOTb AaBTOPCBHKY JAYMKY, MiACHIIOIOTH
eMolliitHe cnpuiimManHs TBopy. [lo3a MM 11i TOBTOPH BHKOHYIOThH
pOJIb PUTMIUHUX Ta CMHUCIOBUX 3’€IHYBAJIbHUX EJICMCHTIB, SKI
MiJICHITIOIOTh ITICHICTh TBOPY. SIk 6auMMo, aBTOpKa CXWIJIbHA JI0
BUKODHCTAaHHS OMOHIMIB: «kpai» (1) oiHiS, 1O oOMexye
MOBEPXHIO YOro-HeOyab, KiHElb, 2) Te came, MO0 KpaiHa; 3)
HaKa30BUH CHOCIO JIIECIIOBA «KpasTH» — Pi3aTH MIOCh HA IIMATKH).

VY Bipwi «lleit mapk — KOJMIIHIM LBUHTAp, a HE MapkK...»
O. CnoHBOBCHKOT ~ TIPE3EHTYEThCS  TIPKO-CATUPUYHUE  00pa3s
YKpaiHChKOi Hallii: «Mu — Hallis, mo30aBlieHa YeCHOT, HamiBopoa i
ymum HamiBHapon. Kepye Hamm kokeH mpuinumii dopT. CBoi
yopTH OyaywoTh errador» (CnonboBcbka, 2003: 2). 3MalbOoBYIOUH
VKpaiHCBKy HaIlilo sK TaKy, [0 IIe He Ha0yla O3HakK
CaMOCTIHHOCTI Ta €BPOIEHCHKUX CTaHAAPTIB, MOETECa MAaWCTEPHO
BUKOPHUCTOBY€ XyJIOXKHIHM 3aci0O MOPiBHAHHS, MPOBOASYM Napalieib
MiX YyKpalHISIMH Ta BiBISIMH 1 cobakamu: «MW MOBYMMO 1 3
KOXKHUM JHEM dvacTimi Mu 6e3 00iB Bigxonum 3a pyoix OBeunm
cranoM 3 nicamu BriepeMinn (CrorpoBehka, 2003: 2). 3a ocHOBY
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MOPIBHSHHS B3ATO PHCH YKpAiHIIB — HEPILIyYiCTh, CTaAHICTb,
CXHJIBHICTD IO KPUTHKHU 0€3 KOHCTPYKTHBY.

O. I'epmanoBa y Bipm «Emc (1876)» posrismae BB
EmMmchroro yka3y Ha ykpaiHiiB. EMchkuli yka3 3a00poHsIB OyIb-Ki
BUIAHHS YKPaiHCBKOIO MOBOIO, @ TAaKOX BBE3E€HHS YKPaiHCBKHX
KHIDKOK 3-3a KOPJIOHY.

3a  gomiHyloUMM MOP(QOJIOTIYHUM  BHP@KEHHAM Ta
CEeMaHTHKOW TekcT moe3ii «Emc (1876)» yMOBHO MOXHa
po3minmuTi Ha 4 piBHI: 1) cWia Ta HUIIIBHICTH HACHIIKIB YKa3y
BHPaXa€ThCS Uepe3 JOMIHyBaHHSI Ta HaHW3YBaHHS JIi€CIiB
MUHYJOTO Yacy: «HacTynumu, po3daBuid, 3a00pOHOI0 HAKPHUITN
(I'epmanoBa, 2001: 9); 2) mpeBamtoBaHHs iH(DIHITUBIB aKTyallizye
3HAaYeHHs MOBHHHOCTi, HEMHHYYOCTi: «Moxem y Oe3mermi >XKUTh
Tak, mo6 cnoBoM He cmiTuTH; Moxem mupHO icHyBatu — [lpu
co0i mymxu tpumaru» (I'epmanosa, 2001: 9). IIpu oMy ymMoBH
iCHyBaHHSI € OO0’€KTMBHO IIOBUHHHMH, aj€ IPUYMHHO HE
pO3TIlyMaue€HUMH  YKpaiHISIM;  3) pe4eHHs 3  HEraTuBHO-
3HYIIAILHUM EMOI[IfHUM 3a0apBJICHHSIM, CTPHXHEBUM CIIOBOM
SIKOTO BHUCTYIIA€ JIIECIIOBO B Haka3oBoMy croco0i: «llopamiii
«cBO0OOI croBay, I3 “kaitnaniB” ga B “oxoBsl™» (I'epmanosa, 2001:
9) mokasye HaB’s3aHy 330BHI CHTyallil0 3a00pOHU YKpaTHCHKOT
MOBH; 4) OCTaHHIH PAJOK — IMEHHE CJIOBOCIIONYYEHHS
«iIMEHHHK+IMEHHUK-TIPUKMETHUK - miIcyMOBYy€ Ta
CKOMIIPECOBYE 3HA4eHHsI 0e3BHXOJi: «3aluIIniocs — HIYOro...
Baxins cmyTky MoBuazHoro» (I'epmanosa, 2001: 9).

[lopyu i3 3aranbHUMH OOpa3zaMH YKpaiHM Ha CTOpPiHKaX
xypHainy «Bitumzna» (2000-2005 pp.) BUPWHAIOTH JIOKaJbHI
obpasu — ropu — Kapmaru (Bipmi «['opu 3HOBY B CHIrax...»
O. Ci10HBOBCEKOI).

O. B. CionpoBchbKa — yKpaiHChKa MoeTeca, Ipo3aik, aBTop
HiApy4YHHKiB, MOHOTpadii; mpodecop, KaHIUAAT TeJaroridHUX
HayK, BHKJIagad B  [IpukapnarcekoMy — HalioHaJbHOMY
yHiBepcuteTi imeni Bacuns Credanuxa. Haponunacs Bona Ha
KonomuiitiyHi, ToMy ropu Oy i 3HalioMi 3 TUTHHCTBA.
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Bumip «rip» penpe3eHTyeTbCS MOIYCOM pIi3KHX Ta
HEOUiKyBaHUX 3MiH morogHux ymoB («l'opm 3HOBY B cHirax. IliB
Ha mocty. Jlecaroro kBiTHA. OAWHAAIATE MOpO3y. MOXKITHBI
nmaBuHM. Becna» (CmonpoBchbka, 2003: 3), akciodorigHo
YCKJIaJIHEHUH TIO3WIIOHYBAaHHSAM BiTIpBAaHOCTI BiA NWBUTI3aAMii
(«I'ets Bimpizani cema Bim muBumi3amii cruaTh» (CIOHBOBCHKA,
2003: 2), npeBamtoBaHHAM NpuponHux puc. Tomoc Kapmarcerux
rip chopMmyBaBcsS Ha OCHOBI IHAWBIAyaJIbHUX IEPEKHUBAHb Y
3B 3Ky 3 HEOJHOPAa30BUMM KOHTAaKTaMHu 3 ropamu. O6pa3 rip B
TEKCTI Toe3ii yBUPA3HIOETHCA elneMeHTamu (iopu Ta QayHu:
«YOpPHHH TTaxX y MOBITPi posruiactaBcst pomOoom» (CIOHBOBCHKA,
2003: 2), «yHOYi MOSBISIFOTHCS TEMHI, 3CEpEIMHN Hade OTUIaBIICHI
BoBYi criguy (CorboBebka, 2003: 3), «sITHHOBA XBOS 3-TMi]T CHITY,
MOB BHUIIUBKH I1ajp» (CnoHboBCbKa, 2003: 2).

VY KOXHOi JIOAWHHM € CBill YIIOOJEHUI KYTOYOK 3€MIIi.
Jlecs CrenoBuuka 3ynuHsie cBii morisia Ha pidni Opins. Opins —
niBa nmpuroka JlHinpa. 'igpoHiM «Opink» cTaB CTpHKHEM Moe3il
«SIkoro kombopy Opinb...». Kombopu TpagumiifHO CIPHSIOTH
BUPQXCHHIO JIOMIHAHTHUX HACTPOiB IMoe3ii, BiIA3EpKaIIOIOTh
aBTOpChKe cBiTOCHpUAHATTS. KombopoBa mamitpa Bipmia TiaudoKo
npoaymana, oOpasHo Hacuyena. Y Jleci Cremouuku Opiib
ACOIIIIOETRCS 3 CHHIM KoibopoM: «MeHi x Opiib 3 AUTHHCTBA
CHUHS, K HeOa pigHOTO TTIUOIHD y Yac, KOJIH XKypa OCiHHs 0J1aBaToM
0aBuTh ronyo6iB...» (Cremosuuka, 2004: 6). CuHili 1OB’s13aHUH 3
HeGOM, ACOI[IOETHCS 3 BIUHICTIO, MOCTiiHICTIO, BipHicTIO. Moro
BBaXXAIOTh KOJILOPOM CTaOIIBHOCTI, YMHUPOTBOPEHHSI, TIIMOOKMX
po3nyMiB. MokeMO TOBOPHUTH TIPO OPUTIHANBHY MOJSIPHICTH
obpasy, sikomy mnpuramanHa 3D-o0’emuicTh. Iloereca moemHye
JIEKCEMH 3 MPOTUJICKHUMHU 3HAUCHHAMH, SIK-OT: HeOO (BUCOYIHb) —
rInOiHb, JUTUHCTBO — OCIHBb (TPaAULIIHO OCiHb YOCOOIIOE 3piiauid
BiK). [lo Tpymu Ha3B «CHHBOTO» BIJHOCHTBHCS TaKOXK JIEKCeMa
«6maBat». Y «CHOBHHKY YKpaiHCbKOi MOBH» 3a JIEKCEMOIO
«bnaBar» 3adikcoBaHo 2 3HaueHHs: 1) Bomomka (centaurea
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Cyanus); 2) mOBKOBa TKaHMHA OJAaKMTHOTO KOJbOpY (3actapiie
3HAYCHHS).

[TapamenpHO (YHKIIOHYIOTH IHII KOJHOPOBI acoriarii
rizpoHiMy «Opiib»: «XTO 0auuTh Cpi0II0, XTO — CUBHHH, XTO — MEJL
JneBal, XTO — MEpXIT cii3, XTO IJIMHa IOTJIIIOM COBHHUM,
OaHambHY CIpiCTh MITHTB CKpi3b...» (CtenoBuuka, 2004: 6). Cipuit
KOJIip TIeperyKyeThes 3 OyACHHICTIO, HEBUPA3HICTIO. 3BayKarouu Ha
3aTI00JICHICT,  aBTOPKHM B Opiyib, JIIOIU, SKI HE IOMIYalOTh
3HAYUMICTh PIUKH, OI[IHIOIOTHCSI HETATHBHO.

B moesii . )KuneHko momexkonm ONpHUSBHIOETECS 0a3oBa
napa: ceno (Xanen’s) — micro (KuiB). [IpukmMeTHUMH O3HaKamu
CeNa/KUTTS Ha TPHUPOMAI € CIOKil, PO3MIpEHICTh, MAesKa
YIOBUTbHEHICTh, BIAKPUTICTH, @ MICTy IPUTaAaMaHHI TIOPUBYACTICTD,
MiACTYMHICTD, MOJSPHICTh COLIyMY («IpHUBaIM OOMXKIB 1 TYCOBKH
emit» (Kunenko, 2003: 7), neraruBHa arpuOytuka («doHH3Y
CTiKae, SIK BiUHA pika, 3aKEPHICTh, PO3MYCTa 1 AYPICTh JIFOJICHKA»
(Kunenxo, 2003: 7)).

EMoniliHiCTh, MY3WYHICTh, 3aIliKaBJICHHS IOJITUKOIO —
OJHI 3 XapakTepHuX puc ykpaiHmis. JI. CTernoBuuka BIA€ThCS 10
BUKOPUCTAHHS 3BYKONHUCY B IO€3il mpu 300pa’keHHi CTaBIICHHS
YKpaiHIiB 10 pe3ynbrariB BHOOpiB. [loesito «Bubopm» Oymye
HaBKOJO €(eKTy BiJ 3BYKOBOTO OYKBOCIONYYEHHS «Opp», SKHAN
nepenae BiguyTTs cTpaxy abo Opumortu. Iloereca BmaeTbcsa 1o
amiutiikaifii koMmOiHaIii 3BYKIB «0», «p» B IMCHHHKaX,
MPUKMETHUKAX Ta JIECIOBAaX, IO HAJIA€ TEKCTOBI BIAMOBIIHOTO
eMouiitHoro 3abapBneHHs: «OOupanu, obupanu, BUOpamn — O,
KOJIH 5K BOHO Gyze Ha 100pe? 1 mo6penn, HiGn o6pu, 6e360poHHi,
0010paHi, IpaHi 10 3eMeNbKU 10 pigHoi 6adparuck» (CTemoBHUKa,
2004:7), abo «Mano sxmaHux, OaraTo OOpaHMX HEHApPOIHHUX
HaponHuX oOpanuiB. CKUIBKM X X, CTUIBLIB 3a0pOHbOBAHUX, HE
OOOpOHIIIME ~ HAapOMHUMH — «00OpoTHsSIM»?»  (CremoBudKa,
2004: 7).

B moesii H. [leTpeHKO TPOCTEKYIOTHCS €mHOKYAbMYDPHI
eleMenmu  Ceimogiouymms, XapakTepHOIO PHCOI0 SIKUX MOJXKHA
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Ha3BaTH (HONBKIOPHI 00pa3u, MEPLIOIKEPEIOM IKHX € KOJEKTHBHA
TBOPYICTh YKpaiHChKOI cHimbHOTH. Y Bipmi «He B’spku MeHi
KpWJa...» Jaika — He IpocTo o0pas, a it Midomorema. TpamutiifHo
B 00pa3i 4ailku yOcOOJNIOEThCS KiHKA, sIKa MEpPEeXHBA€E TYLICBHI
ctpaxmanusi. OOpa3 YalKM IMOETHYETHCS y Tapy 3 BITPOM, IO
BTIJIIOE UOIIOBIYO-THpaHiuHe Hadano. [loeteca memoHCTpye nIBi
cTuxii — BiTep Ta Mope. Bitep B’spbke kpuia daiiii, 10 3arpoxye
KHUTTIO: «a SIK 3B’s13aHi Kpuia, yxe i >kutu Hecrna» (Ilerpenko,
2002: 2). Mope B 6araTboX KyJIbTypax — IMEPIIOMIKEPETO KHUTTH,
BIUHICTh, IPaMaTip, TOMY B MMOe3ii aBTOPKK BOHO IpuiiMace B cele,
Jikye, BimHOBIIOE: «TidbKM JIarimHi XBWII 1 Kpujia OOMHIIH. Ii
3mamaHi Kpwia i po3dute Woso /.../ Bce minmio 3a Bozor. Bce
CILUTHBIIO, BCE 3a0YI0Ch, 1m0 Oyio i He Oyno» (Ilerpenko, 2002: 2).
BumienaszBanmii eneMeHT y BHIUISAI TpaHC(OPMOBAHOI «ETHIYHOI
0a3m» BU3Ha4Yae caMOOYTHICTh MOE3ii aBTOPKH.

MucmeyvKkuii KOMHOHEHm  C8imMOGIOUymmsa  TOETEC
CYTOJIOCHHH 3 BHYTPIIIHBOIO MOTPEOOI0 aBTOPOK, & TAKOXK 3 KOJIOM
CHIIKyBaHHS Ta 3allikaBlieHb. baraTboM mMoeTecaM BIacTHBA
MY3WYHICTb ~ TEKCTiB,  BHKOPUCTAaHHS  JIEKCEM  O3HA4YeHOI
cupsimoBaHocTi B moesii. Tak, I. )Kunenko Ha3zuBae KoMILIEKc
noesii «CiM coHar i macts». Sk BiIOMO, coHaTta — >KaHp
KaMepHOi MY3WKH, TBip Uit 1—2 iHCTpYMEHTIB 3 KiJbKOX YaCTHH,
OJIHA 3 SIKUX OyJIY€THCS HA MPOTHCTABJICHHI Ta PO3BUTKY JIBOX TEM,
IO TMOAAIOTECS B Pi3HUX TOHAIBHOCTSIX, IO U MPOCTEXKYETHCS Y
Bipmi «TyT maxHe J0IaMH, HYABI'OI0, MHIIBOIO. . . ».

Bipmi «Cim conat ans macts» I J)Kunenko BnamroBasi
AHAJIOTIYHO KaMEpHOMY MY3MYHOMY TBOPY — COHATi, a caMe:
OyayIOThCS Ha OJJHOMY MOTHUBI-TIOIIYKY — MUTh — BIYHICTh (SKUTTS
— CMEpTh), SIKUI BOMpae HU3XiAHI MOTHBH HOYi, BTpAaTH Tijia, CHY,
CaMOTHOCTi, 3a0yTTs, CTapocTi, CMepTi 13 HACTYINHHMHU
BUCXIJIHUIMH MOTHBaMH Oe3cMepTs, BiYHOCTI, bora, m000BI,
XKUTTS, LIACTS, BIPILIOTBOPEHHSI.

I. Kunenko mobuna My3uky 1 HajaBana iii HeaOuske
3HavyeHHs. Ha maymKy moerecH, «... My3WKa JaBHIIlIa 3a CJOBO i
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HEI0 MOXXHA BUCJIOBUTH T€, 110 HE TOTOBE IIE CTaTH CIIOBOM, TOOTO
— mouyTTs. My3uka — JIOACHKA Aylla IO HApOUKEHHS Tina.
My3suka — Taitaa» (JKunenko, 2011: 50).

EBdonis y Bipmax [. JKunenko € ognum i3 3aco0iB
JMOCATHEHHSI ~ MY3WYHOCTI  moe3idi. CTHICTHYHWI  mpHiioMm
amrtepamii 4epe3 3ByKoBe OGOpPMIICHHS He JIUIIE IiABHUIIYE
iHTOHaUiHY BHWpa3HICTh TBOPY, & W BIATBOPIOE JIOJATKOBE
CMUCIIOBE HABaHTAXCHHS: «...NMPH TOPHIM Xpami, OJIECHYH —
JKUBY, HEMOBOHM HE iCHYI0, HEMOBOM CHIOCh B O€3COHHIM CHi cama
cobi Tpuamsare mito» (PKunenko, 2003: 6). baratopasose
MOBTOPEHHS COHOPHOTO 3BYKa H Ta TJIYXOTO HIYMHOTO 3BYKa C
UTFOCTpY€ 3aCTUTIINM CTaH JIipHIHOI TepPOTHi.

Jlecst CremoBuuKka 3BEpTAETHCS JO 00pa3zy XyJOXKHHUKA B
moe3ii 3apagM BHPaKEHHS eCTETUYHOro kpeno. Omnexcanmap
Hewm’satnit — sxuBonucens 3 JHinponerpoBmuHu. ['epoit aunTuxy
«XyIOXKHUK» BIANAHO CIYy>KUTb MHUCTEUTBY, YYyTIMBUH JO
npupoau, HaiimeHmoro ii mposBy. KoxkeH Bipm 3 JWOTHXY
BiJICHJIa€ YUTAYiB JI0 aBTOPCHKUX acomiaiiii. B mepmomy Bipmri
XYAOKHUK YIOAIOHIOETECS 10 MHUCHHUBLS, SIKUM «BIOJIOBaB —
MOIUX JIATiAHUHA BITPY 1 XUMEpy TEHAITHY — aOpUKOCOBHIA 3amax
HapeueHoi aiBu — BecHW» (Crenopuuka, 2004: 10). Y apyromy
BIpIIi TOeTeca IOCIYTrOBYETHCS KapAWHAIBHO MPOTHICKHUMU
oOpazamu: «OimHUN iHTEpHpeTaTop» — «OPINCHKUN OpaxMan»
(CrenoBuuka, 2004: 10). V ¢iHami Xy10KHUK 31 3rOJIU BUIIMX CHII
3aMiHsie camoro bora B mporieci TBOpeHHs KpacH: «Xai ChbOTOJIHI
MeHE NPOAYyOJIOE KOBMAKIBCBKUN XYHAOXKHUK, Xalk 3aMiHUTH Ha
BapTi MeKeJbHIA — cepe Opyay 1 KpOBi TBOPUTH HETIIHHY Kpacy»
(CrenoBunuka, 2004: 11).

I[Ipu 300paxkeHHi 0O0Opa3y XyOOXKXHHKAa $IK YyTJIMBOI
MHUCTELbKOI HAaTypH, IO BMi€ BiJUyBaTW Ta CTBOPIOBATH Kpacy,
Jlecs CternoBrYKa HE JEMOHCTPY€E HOro 30BHIIIHI PUCH, HAJIAIOUX
nepeBary  Ai€BO-NIPOLECYyabHUM  XapaKTepUCTUKaM.  Xoua
TEeKCTyanbHO (ikcye yBary Ha arpubyrtax mpodeciinoi
MPUHAJIKHOCTI: «COJIOM’SSHUH ~Opwiib, mepemaszani ¢dapOamu
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mwoptu» (CremoBuuka, 2004: 10), «3aTHCHYBIIM TIEH3ISI B
MaJIeHbKI MpaBuIli, YaKIyIO4H /.../ HaJg CKPOMHHUM MOJLOEPTOM
CBOIM, wMimaroun ¢apbu ¥ KOIpOpH B MANTPi 3EMHIMD»
(CrenoBuuka, 2004: 10-11). IlinkoM oOueBUAHO, IO JJISA
XYAO)KHUKA, L0 BTUIIOE y TBOpPYY NPAKTHKY OCHOBHI IOCTYyJaTH
BueHHs ['. C. CxoBoponu, [Ipupona € mpiopuTeTHOIO CyOCTaHIII€TO,
iii BiH BiIKpHBae Iylly, MpHUCBAYye cBiil TamanT. Came mpupoza
CTUMYJIFOE JIO TBOPYOCTI, Pe3yJbTaTOM SKOI € PIIKICHA MUTb:
«S1 mpupony Bmitimas!» (CtemoBuuka, 2004: 11).

OO0pa3 moeta BKitoyae B ce0e BENWKHNA CHEKTP 3HAYCHbD,
OXapaKTepU3yBaTH IMOBHOMACIITA0HY BaroMiCTh HOro B paMKax
crarTi Baxko. [Ipoananizyemo BupasHi pucu obpaza moera.

B moesii Jleci CrenoBuYKM KOHIEMNLIl MOETa HAaJCKUTh
yinpHe Micre. XapaKTepHUMH pHCAMH ToeTa € OOTeMHICTb,
IHTEJIIMCHTHICTh, CXWJIBHICTD JI0 BUHA Ta )KIHOK («CTymaem M’sKo,
LIaPCTBEHO, JIEBUHO. ..») (CtemoBuuka, 2004: 11).

O. MaMuu4, BKa3yl4Yd Ha CaMOTHICTb,  BHIIICTb,
IM30(PEHIYHICTh TI0ETa, BBAXKAE, 110 «II0ETa BAPTO BO3BEIUYUTH,
aie Haikpaie — o0iiiTm»y (Mamuna, 2002: 3). Iloet BizyaizyeThest
B KOMYHIKaTHBHI# cutyamii HagaHHs mopaau. [Ipoctip icHyBaHHS
MoeTa BiJiaJicHO-a0CTPaKTHUN: CBITH, TUIAHETH, «PO30UTI MPii»
(Mamumy, 2002: 3). IlopTpetHi pucH 3BOISATHCS IO 300paKeHHS
oueil («oui cymHONBIT» (Mamuny, 2002: 3)) Ta onucy 009U K
MapKepy BHYTPIIIHBOTrO cTaHy. OCOOUCTICTh MOeTa HOMIHYEThCS —
«3BEThCS BBIWIMBO «moeT»» (Mamunmy, 2002: 3), ane He
KOHKPETH3YETHCA.

O. OMenp4YeHKO MOJENIOE BIIACHUIN 00pa3 sIK MoeTecH y
BUIJIAI JoKepena. BakiuBoro 3HadeHHS HaOyBa€ eMOIIiHE
3a0apBieHHSl Toe3ii, y SKii aBTOpPKa CHHTaKCHYHO 1 JIOT14HO
BMOTHMBOBAHO BHYTPIIIHIM NMPAarHEHHSIM PO3TAIIOBYE 2 MUTAIBHUX
pEeUYeHHS, B SIKUX BMIIIy€ CTYpOOBaHICTh BHKOHAHHSM BJIACHOTO
MPU3HAYEHHS SIK TBOPUOi OCOOMCTOCTI: «AJie KOJIM NPUTyOUTH CBIT
MeHe, i B Kenuxax Boja Mmos 3arpae?!» (Omenpuenko, 2004: 13),
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«/I3BiHKI MOi cjoBa YW poO3yMi€ XTOCh imie, KpiM MeHe?»
(Omenpuenxo, 2004: 13).

Ilogexonmm  MHCTENBKAa  OCBIYCHICTH  TIPOSBIISETHCS
30BHIIIHBO. Hampuknax, Jlecs CrenmoBuuka 3BepHyJacs [0
piakicHUX Ta mikaBuX (popm, sSK-0T: OpaxikoioH («Myx»). Koxen
PAIOK Ha3BaHOI moe3ii MalCcTepHO OOy IOBAaHUN 3 OJJHOTO CKIIAAY.
BpaxikoioH miIKpeciroe pealicTHYHICTh €Mi304y CHIIKYBaHHS
YOJIOBiKa Ta APYKWHH TEpe]] CHOM, BUKOPUCTOBYETHCS aBTOPKOIO
IUIs1 BIATBOPEHHS TYMOPHCTHYHOTO HACTPOIO:

A

To

Tyt

Mu

JIIO.

[loch

A

Po..?

Tu

Yu

Jlum

Tu

roMm

Bixe

I

Xpo..?!

T'ynpk

v

Con? (CremoBuuka, 2004: 14).

Dinocogcokuit  Komnomnenm ceiMOGIOUYmMMmMa IMOETEC
PO3KpUBAETBCS  Yepe3  3alliKaBlIEHHA TEMIOPaJIbHUMH Ta
OHTOJIOTIYHMMHU TpoOiemMaMu. TemaTwuHe 3epHs Bipma «MuUTb»
I. Kunenko O6a3yeTbcs HaBKoiO 0o0pazy muti. HaBkonmo Hboro
KPYTUTBCS €MOIliliHa T'OJOBHA MapTisi CXBHJILOBAHO-IIIIHECEHOTO
xapakTepy (BecHa — Hi4) Ta MOOIYHA MAPTIis TIIECHO-TYIIEBHOCTI.
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Muth — BiApi3Ky, Ha SIKOMY BiJICYTHIH pyXx 4Yacy: «3aMKHUCH Y
MuTh. Xai gac tebe 3a0yne» (PKunenko, 2001: 15).

I. ’Kunenko Hag3BH4aitHO 4yTiHMBa A0 KaTeropii dacy. B ii
noe3ii inocochKi MUTAaHHS PO3KPUBAIOTHCS HA TOOYTOBOMY TJi.
Bipmri HamoBHEHI ITIKABUMH Ta OPWTIHATHPHUMH TOCTHIHUMH
po3ayMamHu, 0 BiJA3ePKATIOIOTH CBITOTIISIIHY TTO3HINIO aBTOPKH.

JoOipka moe3ili «['ONMHHUK CTyKae B JUTSYE CEpIE»
MPUCBSIUEHA TUIMHHOCTI JIFOJCBKOTO KHUTTS, OCOOJUBIN I[IHHOCTI
MUTI 1 po3ymiHHI bora sk Bomomaps ta kepManuda gacy. Jlroaceke
OyTTs, Ha TyMKy roetecH, mpoxoauts «llim borom. Mix iroxpmm»
(OKunenxo, 2001: 16).

[loereca 3Ha€ TPO KOHEUYHICTH JIOJICHKOTO IKUTTS:
«...HEBaroMo KOB3HE Jyllla TBOS [ oOpa3amMH J0 MaMmu»
(Kunenxko, 2001: 15). 3arajiom *UTTS JIFOJUHU CITiBBITHOCUTHCS 3
PUTMOM, SKHH BHPaKAETHCS 4epe3 CepueOUTTS, KyBaHHS 303y
a00 CTYKIT TonuHHUKA: «] MasTHUK pO3KapeHUH HaJl HEIO 30-THS-Y
neHs npoHocuts bor wacy» (OKunenko, 2001: 15).

Ipocrip y Bipmax [. JKunenko Qokycyerscss Ha JOKyci
Jlomy Ta mpuierimx TepuTOopid, aje mpu mpomy [lim HalyBae
Macmrady. Mexi mpocTopy [emo po3MHUTI 1 pPO3IMKHEHI.
TpamnsoTecss Miclisl, B SKHX IOCHIIOBHICTh MOMIA MOXKE
nopymyBatucs:  «Bce Moxke OyTtm TyT, i€ BOCKpECIHHS
BHUIIEpE/Kae CMePTh, Ooram Ha cMmix...» (JKumenko, 2001: 19).

lactsa, Ha MAyMKYy TIOETECH, Ma€ KUIbKa CKJIaJO0BUX:
CaMOTHICTh, MpPUPOAA, IOOOB, MYy3UKa, MOJIWBICTH TBOPHTH.
ByTTi0 BiacTHBa KPUXKICTH MEX MK MUTTIO Ta BIYHICTIO.

CeitobynoBy O. Omenbuenko, tak sik i [. CkoBopona,
0aunTh Yy TIOENHAHHI MIKPOKOCMY (JIIOJAMHH) 3 MaKpOKOCMOM
(BcecBiTy): «ManeHpKui CBIT Mili B HECKIHYEHHIM ILIUHI
nonoBHIoe beamexoks y kpamuai» (OmensueHko, 2004: 14).

CwMmepTh — 0o/1Ha 3 yHiBepcaliii Jojchkoro 0yTTs. [lopyd 3
OCMHUCIIEHHAM cMepTi B moe3ii «HacHuch MeHi — Ha jgomi, 4u
mpocto  Tak...» H.Iletperko  0aummo  mOparHeHHS 10
HAJIATO/DKCHHST JIIAJNIOTy 3 TIOMEpJIMM KOXaHUM, BiJIYYBa€eThCs
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MIIHUH  3B’S30K MDK  4YOJOBIKOM Ta  kiHKOKO. CMepTh
CIIpUMaeThcs HeBU3HAUYeHO: «CMepTh — o BoHa?.. CBOOOIA UM
TIopMa, Oe3cwma? Um BeeBmamms Hapn sxuBuMu?» (Iletpenko,
2002: 4). Con — wMaljaHyMK JUId CIUTKYBaHHS TOMEPIUX 3
KUBUMH. XyHOXKHS CBIJOMICTH TOETECH 1 B JaHOMY BHIIJIKY
cnupaeTscsi Ha (ONBKIOP, HAPOAHI BIPYBaHHA, akKe 3a
HapOJHUMH TOBIp’SIMHA MEpPI CHATBbCA Ha JIOL, PO IO TOBOPHUTH
cama aBTOpKa y BipIi.

O0pa3 «aymi» 3aliMae BaXXJIMBE Micie B Imoe3ii O6ararbox
aBTOpiB, cepen skux npuBeprae yBary H. Kit. [lyma B ii moesii
BepOatizyeThes B 2 oOpasax:

1) 6iykaroda, B TOIIyKaX OJATY, rojia Ayma (IUNTHX
«l"oma mymay). Po3kprBaroThCs mapaJoKCanbHICTh CIPOOH TOeiH
MOETHATH JYXOBHE 1 MarepiajibHe, BHKpPUBJICHA IEPEOIliHKa
miHHOCTed. B KimacMYHOMY XPHUCTHSHCBKOMY BYEHHI Tpix
TPaKTYyeThCs K Hermokopa Boii boxiit. H. Kit craButs nromeii Ha
piBeHb CYAJIiB HEeMaTepialbHOI CyTHOCTI — Ayuri. JItoan BBaXKaroTh
«3a CMEPTEIbHUI TPiX — HE TOJie TUI0, KHHYTE Ha MPOJaXK, a roJry
nymry, KuayTy Ha cMmix» (Kit 2002: 22);

2) GararorpaHHo-Mo3aicTnuHa («Mos aymia HacTosHa Ha
BiTpi...»). Jlatoum XxapakTepuUCTHUKy JIyIli, IOeTeca KOMIIOHYE
JIEKCUYHI eJIeMEHTH Ha TIO3HAa4YeHHs CTHuxii (BiTep), eMOoIii
(koxaHHS), CMaKOBHX Bi4yTTiB — TipkoTa (IIOJNIMH), PyXy
(OypxmmBa), 3ByKY, IpU3HAYEHHS iICHYBaHHSI («JIsl Bacy», «B c001»).

VY Bipmi «XJIOMYUKY MaNEHbKUH, CKIbKH Oyno Mpii!..»
O. OMenpYeHKO PO3KPUBAIOTHCS MPOOJIEMH BUOOPY Ta TOTOBHOCTI
ocooucrocti 10 BHOOpY. Cy0’eKTOM IMO€3il € JIIoauHA, SKa i
BIUTMBOM JKHUTTEBUX HErapasJiiB, B IMOIIYKax BUPINICHHS MpoOieM
3qaacsl Ha BOJIO ANKOTON0. [IpHuMHM BXXMBaHHS aAJKOTOJIIO
PO3TIANAIOTHCS 3 TICUXOJIOTIYHOr0 OOKY: «IepIlli BTpaTH, BiXOJH,
30osieHi  cioBa... bomsue ymapuiaa B CepACHBKO  Oima»
(Omenpuenko, 2004: 18). Anxorombp i OopoTeba B YysBIEHHI
MOeTeCH aHTHHOMIYHA mapa. Y JipUYHOIO Tepos MOLIKOHKEHO
MOTEHITi AT caMoperyJIsIii. Bubip MIPE3EHTYETHCS SIK
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HeycBijomyieHe  (CTHXiliHE) CaMOBH3HAYeHHS B  IPOCTOPI
moOyTOBUX MPOOIeM, K MPUIHSTTS «JIETKOT0Y» PIIIEHHS, K TIPOSB
OCOOWCTICHUX PHC Ta PiBHS MOPAIBHOTO PO3BUTKY.

KoHuenTyansHO BaroMuM# BUCTYIAa€ TE€TEBCHKUH MOTHB
CTOCYHKIB JIOJWHU 3 HEYHUCTOI0 CHIIOI0, SKa TPaJAWIIAHO
ACOIIIOETRCSA 3 TeMpsBoro: «He ckopuBcs 6 — BucTosIB, OUBCSI O —
HE ymnaB. AJie TH 3JMBOBaHO B TEMiHb BiJICTYNHB... Tam, moOiias
BOTHHUIIA, Oic pyauii cuzis. [ToxaniB cepaenIHOro, 1 HATUB BHHA»
(Omenpuenko, 2004: 18). MoTuB yroau 3 HEUUCTHM MPE3CHTOBAHO
HACTYITHUM  YWUHOM: JIIPUYHWUH  Tepoil, pIATYIOUYHCh  Bif
TOPMiB/HEOEC3MEK KHUTTS, Xamae pATIBHY PYyKy HEUYHCTOrO, B
0OMiH Ha MOPATYHOK, BTpayae Aymly.

[oesis B. JlaBuaenko Ha cTopiHKax XypHany «BiTunzHay
Tsokie g0 (dinocoderko-eTnuHoi Tematwku. Y Bipmax «ldika
«[IpaBuno xutrsi» Ta «ldika «Bmacturens OmaroyromHuin»
PO3pOOISAIOTECS TIpaBmiia OyTTS JIIOJIWHHU, a caMe: ifiest TPYIOBOTO
KUTTS («CBATO TPYAIB CTaHE 3PEIITOI0 CBATOM €IHHUM Y MOEMY
xutTi» (Jasunenko, 2004: 9)), mparHeHHs OLIBIIOTO 1 Kpamioro,
HEZOCSHKHOTO Yy XKUTTI («Bitep KocMiuHHMU mpoaMyxae B Mypax
mmnapuHy HeBimbHUKY» (JaBumenko, 2004: 9)). IlowyarkoBo
«Upika lepomomiTuka» mnpencrapisia cobor  Pimocodcrko-
MOpAaJi3aTOPChKUN  TBIp, SKUM  CKIIaJaBcs 3  OIOBifEH,
MIPUCBSIYEHUX BiJIMIOBIHIA TeMaTUIli (BUXOBAaHHSA, OCBITa, JIFOJCHKI
YEeCHOTH, peJNIriiiHi MpaBWia), TMOEJHAHUX 3 aJerOpPUYHUMH
rpaBIOpaMHu.

JIr060B sk eK3MCTEeHIial] JIFOJCHKOrO OYTTS Ta 3aKOXaHICTh
SK KOMIUIEKC CHJIBHHX TIOYYTTiB TEKCTYallbHO PO3TISIAEThCS B
noe3ii O. CIOHbOBCHKOI. 3aKOXaHICTh Ja€ BIAYYTTS MIJTICHOCTI Y
€IHAHHI 3 iHIIOI 0co00I0, TapajielbHO peami3yeTbes B
MaTepiaibHOMY (TiIECHOMY) Ta JTyXOBHOMY DPIiBHAX («IyIli B Hac
nepexonucano-m sHi» (CnonsoBcbka, 2003: 9)). V moerecu 1e
MOYYTTSI PO3KPUBAETHCS AK oOMekeHe B uaci. BigmosigHo 1o
3aKOHY A1aJIeKTHKHU 1€ MOYYTTS MPOrHO30BAHO 3MIHUTBCA: «TU BXKE
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OpUpeYeHUH Ha pPo3CTaBaHHSA 31 MHOW0O IMeHeM ruy3gy i
moHascHimoi gauHmY (CnorsoBchbka, 2003: 9).

Tenoepnuii Komnonenm ceimogiouymms NPOSIBISIETHCS B
po3kpuTTi cyTHOCTI kiHOK. O. CIOHBOBChKA TIOJA€ JOBOJI
Mo3aiuHNi KiHOUMH o00pa3. lle — HapedeHa, >XiHKa-BOBUHIISA,
Jxokonaa. [IpocTexyeTbess CXUIBHICTD aBTOPKU 10 HAHW3YBaHHS
O3HAYCHb JKIHKU, BUPAKECHUX Y POpMaTi KOPOTKHX peueHb: «Tu —
nramka. Tu — kBiTka. Tu Ta, mo minnima 3aniza. Tu Ta, KOTpY
HaBiTh NEKENbHUN BOTOHB He ocTyauTh» (CronboBcbKa, 2003: 7),
«Tu — nmpominbe. Tu — 3Byk. Tu Omuickyua HivHa canmamanapa. Tu —
kiHka. (Ska B3arasni He OyBae ciadkoro)» (CiaoHboBChKa, 2003: 7).
AcCOIaTHBHUH PsIJI IOETECH TIPH 300paKEHHI )KIHKH BUPI3HIETHCS,
aJle OJJHOYACHO 3 TUM MAa€ CHUIbHY OCHOBY 3 IONEPEAHUKAMH: «B
KOXKHIH JKiHIII € CBil MOTaeMHUH OJIyKarounii HEpB HE3EMHUX
MoYyBaHb, HEBIIOMHUX OTOUYeHHIO 3004eHb» (CrnoHpoBchKa, 2003:
8). g CTBOpEHHS CIIOBECHO-XYIOKHBOTO 00pa3y JKiHKH ToeTeca
TaKOX 3aJTydae MPUKITAIKU 31 CBIKUM IMOETHAHHSAM CTPYKTYPHHX
KOMIIOHEHTIB,  SIK-OT:  (OKIHKa-CcTeOJIO»,  «OKIHKa-CTPYMiHb»
(CnonwoBcbka, 2003: 6).

Jns wominamii kiHkH O. CIIOHBOBCbKA BIAETHCA 0
(eHTe3i-00paza BOBKYJIAKH: «IIOTMOJIYIHIO, K JISDKYTh TiHI 4acTi,
3BipuHe XyTpo BiATiHKOM cpibmsictum CsiiHe» (ClIOHBOBCBHKa,
2003: 3). Ha mpotuBary ycrajieHOMY YSBIIEHHIO, JippudHa TepOiHs
MEPETBOPIOETLCS Y BOBUMIIO HE OMiBHOWI, a omiBaHi. [loeteca
JEMOHCTPYE MOJISIPHICTH OYTTSI, MUIIYYH TPO J[BA CBITH: JIIOJCHKHIA
— BOBYMH, /IBa CBITOCIIPUHMAHHS: JIIOJCbKY CBIJOMICTb, OOTSIKEHY
HQIyMaHUMH TpaBwiIamMH («MOpallb JAypHA, OTHJHA, OJHOTHITHAY
(CronpoBcbka, 2003: 3)) — BOBUY UyTIIMBICTH JIO 3allaXiB Ta 3BYKIB,
JIETKiCTh Ta cHary. BoBuiil cyTi mpuramanHa cBOOOAA, BipHICTb.
ABTOPKOIO MOJIEIIOETHCSI IPOLIEC 3MIHU CYTHOCTEH: 3 JIIOJCHKOI Ha
BOBUYy. BOBUYy CyTh XapakTepusye depe3 MOCEepPeHHUIITBO BIYYHUX
MeTadop: «apMareloHH 3amaxiB i 3BYKiB», «aTaBiCTUYHUN HEPBY,

«TpY’)KMHHA cujia M’SI31B», «rpainuBuii HacTpiit» (CIOHBOBCHKA,
2003: 3).
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O. CoHBOBCBKA, CIUPAIOYUCh HA TPaIUIiHE YSBICHHS
PO IACIMBY HapedeHy, CTBOPIOE 1HAMBIITyaTbHO-aBTOPCHKUN
MIPOTHOCTHYHO-TIOTEHIIHHUHN 00pa3 0pyKEeHO1 JKiHKH.

Craryc xinku B moe3ii O. CJIOHBOBCBKOI — MEpeBaKHO
HEe3aJeKHUH Ta caMocTidHUHA. JloMmycKaeTbes JHIe THUMYAacOBE
MiJKOPEHHS YOJIOBIKOBI, HalgacTilie 1e BiI0yBaeThCS Y MOMEHT
3akoxaHocTi. Y QiHam >XiHKa 3aBxIu oOupae cBoboay: «B murth
SKyCh JWKY, AYpHY, sk abOcypn, Bce-taku Bukpaay HiK abo
Hoxuili, llo6u 3BimpHUTHCE 3 HeBUAMMHUX TyT» (CIOHBOBCHKA,
2003: 7).

H. Kit nomryk BIacHOTO «s1» SIK JKiHKHA XYJ0KHBO MapKye
BHKOPHCTAaHHSAM aHaQoOpu — MUTaHHA «XTO A?7». O0pa3 KiHKU B
moe3ii  «Xto  4? —  HameBHo, TPOCTO  IKIHKA...»
TPHOXKOMIIOHEHTHHH. BMmilye imocraci Tppox Oi0MiHHHX KIHOK —
Marganenn, Mapii, €Bu. 3arajgom moereca MPe3eHTYE 4YUTaYaM
KIHKY, KA, HAa TEePIINHA HOTJIS/, 3/aTHA TOKEPTBYBATH OaraTbom
3apajid TOro, Koro Joouth: «OTa NMpUYMHHA, [0 HA Bally MHTh
Csoro HeOecHy BiuHicTh npoMinsie» (Kit 2002: 19).

Yonosik B moe3ii O. CIOHBOBCHKOI YMOMIOHIOETHCS 10
paboBIacCHUKa B MOMEHT, KOJIM JKiHKa BiJ4yBa€ JI0 HbOTO IOTSIT,
mo0oB. JlipuyHa repoiHs BH3HAE CBOK MIAMOPSIKOBAHICTH Ta
JPYTOPSAHICT: «5 MOXY 3pOOMTHCH PaOHHEI0, SIKIIO TH 3aXOYell
nporo i mosenum (CioHboBCbKa, 2003: 6), «s 30BCiM Oe3BONIbHA
1 3aciimuieHa. Bei 3abaranku MeHi 3amo0km» (CiionboBchka, 2003:
6), «a — nuiie TiHb» (CnonboBebka, 2003: 7). LlikaBuit Tol ¢axr,
IO aBTOpKa CHpoOyBaja MOIJISIHYTH Ha MpoOJjeMy dO0JIOBIHOTO
JOMiHYBaHHsI OYMMa KIHKH — TMPEJCTAaBHUIN He Cia0Koi cTati, a
JKIHKH, 110 CKJIagae coOl IiHy, YCBIIOMIIIOE BIACHY CYTHICTb.

CriBBiJHOIICHHS peaJibHOI XKIHKM Ta 00pa3y XiHKH Ha
KapTHHI ~ XYJOXXHHMKAa  ONHUHAETHCS ~ Teped  HOSTHYHUM
3amikaBieHHsM T. MenbHHYeHko y Bipun «Mamoit MeHey.
30BHIIIHICTh TOAAETHCA SIK MIHIMBA, APYropsiiHa O3HaKa, Ha
nepuioMy miani — emouii. [TodyTTss KOXaHHA XyJOXKHHMKA CIIPHSE
CTBOPEHHIO a0CTPaKTHOTO 00pa3y KIHKH, B SKOMY 3TypTOBaHi
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MY3H4HI Ta 00pa30TBOPUI Hayana: «Ha MOJOTHI MEJIOAisl 03ByUeHa,
10 BIOKPUTTSAM PANTOBHM IIPOPOCTA i3 TOYHUX JIHIA 1 Ma3KiB
netrounx» (Menpaudenko, 2005: 19). JIro60B XyJ0XKHHKA 0 CBOET
HATYpHUII BiAKpHBae ii He3BiaHy HaBiTH Ui camoi cebe: «MeHe
TH BIJKPUBAEIl y MEHI TaKom, SK HIXTO ime He OaduB»
(Menpanuenko, 2005: 19). KoncratyemMo HasBHICTh HU3KH JIEKCEM,
IO PENpe3eHTYITh €JIEeMEHTH MOTPYJHOrO MOPTPETY IKIHKH,
HaTPUKIA] MOKH, 04i, Tuiede. [IparHeHHs KiHKH 70 BIEBHEHOCTI Y
3aKOXaHOCTI YOJIOBiKa BimoOpakeHe B MeTadopax <«wkara JyIIi»,
«3axorieHocTi muBo» (MenbHIYeHKo, 2005: 19).

«IIpupoooniooni» Komnonenmu ceimogiouymms
peanmizytotbess B moesii  H. Komrapm, T. Ilactymenko. Ixme
CBITOBIIUYTTS OpI€EHTOBaHE HAa CKOBOPOAMHIBCHKI TpaawWiii, 1e
OJIHI€I0 3 0a30BUX € i/ies TAPMOHIMHOTO CHIBICHYBaHHS JIIOJUHU 1
npupoau. ABTOpDKH Ha CTOpiHKax IKypHainy «BiTunzHay
MOeTH3yIOTh  peanii mpupomu. JlipuuHi TepoiHi  MOCTIHHO
B3aeMOIIOTh 3 ¢uioporo. [loeTecn CXWIIbHI 10 BUKOPHCTaHHS
napajenizMy sSK XyIOoKHbOTO 3aco0y. B mapanernizmax 3ragaHux
MUCTKWHB  Tepmuid  o0pa3 —  POCIWHHUH, Apyrud  —
aHTporioMopHUIL: A0IyHS — KIHKA-TOCTIOAWHS, MaTH, Oepe3n —
JKIHKH, SIKI HAJar0Th IepeBary OIaTHOMY 30BHIIIHBOMY BHUIJISAY,
sSNIMHA — CcaMOTHS okiHKa. S6myns y Bipmi «/lo s0myHI»
I'. [lacTymeHKO TOTOXKHA KIHII 3aBASKH YHIKIBHIA CITUTBHIN
BJIACTUBOCTI — JIaBaTH BpoXkaii/HapopKyBatu aiteil. CIikyBaHHS 3
MIPUPOJIOI0, BMIHHS ii BiT4yBaTH — OJ{HA 3 JIOMIHAHTHUX PHUC KIHKU.

OopUCTHYHI KapTHHU B Hapalielli3Max XapaKTepu3yloTb
00’€KTHBHY CaMOCTIHHICTb JXUTTS TPUPOJIN W OJTHOYACHO CIUIBHY
3aKOHOMIPHICTh OYTTS JUII BCHOTO >KHMBOro. JlipuuHa repoiHs
noesii I'. [lacTymenko B mapaeni3mi 3iCTaBIs€THCS 3 A0IyHEI0 He
32 €MOLIHHOI0 YM TCHXOJIOTIYHOIO0 O3HaKO10, a 3a (i3ioJIoriyHo-
OyTTEBOIO: «... 3aB’s13b OyneM Kojuxatu, [1oiTh COKOM 1 KymaTu B
3nuBax, LL{o6 BoceHun yciMm po3gapyBatu CBOiX AiTeHd, pyM’sHUX i
mraciauBuxy» (I[actymenko, 2002: 10).
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B moesii «[loBepuytucs B mic. IloBepHyTHCS B JIic
HaBecHi...» I. IlacTymenko TopkaeTbcs HEOE3MEUHO aKTyaJlbHUX
€KOJIOT1YHUX Ta MOpajbHUX KaTacTpod. [IpountyeThes qymka mpo
CHOpiTHEHICTh JKiHKM Ta Jicy. Jlic HaOyBae CHMBOIIYHOTO
3HAYEHHS, YTBOPIOIOYM €AMHE I[yIe 3 JAyIIC aBTOPKH.
I'. [lacTymenko  AEMOHCTPYe  Bi3yallbHO-OOpa3HUil €CKi3
eKOJIOTIYHOI KaTacTpodu — 3a0pyOHEHHS TPHPOAH CMITTAM:
«...Tak mokipHO BMHpae 3a0yta ayma mos — Jjic. Ll ropu
OISIIaHOK, TMakeTH, Xpectu mo3orHumi...» (Ilactymenko, 2002:
11). Mapanemi 3 TpUPOIOO POOIATH MOYYTTS JIPUYHOI TepOiHi
Bi3yaJIbHO BiJUyTHUMH.

[xepema  mpupomomroOcTtBa  OepyTh  IMMOYAaTOK 3
JIaBHBOCJIOB’ THCHKHUX, S3WYHMILKUX YaciB. IIWIIYHAN KOMIIOHEHT
«[Torancekoi iguii» O. OMeTbUEHKO MPE3EHTYE MPUPOIHIO 3MiHY
mip  poOKy, sKa OO €KTUBYETbCS  3MANIOBAHHSAM  JKUTTA
naBHbOYKpaiHchkux OoriB Oscens, Ilepyna, Komsmm, [laxOora,
Cisepa, Ilepyna, Ilopesita, Tposina, Stpo-6ora. TpagumiiHO B
iaumii BimoOpakanocss 0e3TypOOTHE KHTTS CeJISIH Ha TPUPOII.
Moaudikyroun >xanp imwri, O.OwmensueHko y ¢opMyBaHHI
IZTIIIYHOTO CIOKETY pOOUTH BH3HAYAIBHOIO PHUCOI0 KOHIIEHTPAIIIIO
Ha YBOXHOMY Ta TypOOT/IMBOMY cTaBieHHi 1o [Ipuponu, sika mpu
HeOe3elli crae piBHOIO OoxkecTBaM. JIipHUHUI CIOKET BTITIOETHCS
Kpi3h MPU3MY SCKPaBOTO Ta JETAi30BAHOI'O BiOOpa’keHHS 3MiH
mip poky: ociHb («OBceHb B KOMOpHW IIOXOBaB cKapOu Oarari
HOBOI'0 BpOXkawoy, «OBceHb 1Moj0aB, 100 CHU BBIMIIUIM B Cajy,
o0 y KOpiHHS CHJIa KUTTEAaiHa CXOBaJlach OO MIACIUBOI MOPH»
(Omenbuenko, 2004: 17)) — 3uma («ITopeBiT BKpUBAE CHIrOM JaH,
HEMOB Ha dYac oj xojomy xoBae» (Omempuenko, 2004: 17)) —
BecHa. OOpa3u  JaBHBOCJIOB’SHCHKMX  OOTiB,  MO-TIEpIIIe,
MPE3EHTYIOTHCS B TPAAULIHHO-Mi1(OIOriYHOMY pO3pi3i, uepe3 AKui
PO3KPUBAETHCSl €THIYHA CKJIaJ0BA TOSTHYHOTO CBITY, IO-IpYyTe,
XKIHOYa pyKa BHOCHUTH B HUX 1HAMBIAYaJIbHO-XYAOXKHIO crienugiky,
IO TPOSBIAETHCS B OJIOJHEHHI OOriB, HamaHHA IM pHC
rocroaapis.
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BucHoBku

TakuM dYHMHOM, CBITOBIAYYTTS TIOE€TEC, TBOPH SIKHX
nyOnmikyBanucss B okypHami  «Bitumsnay  (2000-2005),
BIIPI3HAETBCS ~ IUTICHOIO  KapTHHOIO, sfKa  CKJIaJeHa 3
B3a€EMOTIOB SI3aHUX  «IMa3JIiB»: HAIlIOHANBHUN, (DITOCOPCHKHA,
MHUCTCUBKUH, TEHIEPHUH, NPUPOAOMIOOHHN KOMIIOHEHTH. B
LEHTpi yBaru Ta €MOlid aBTOPOK MepeOyBaId TMHUTaHHS
OarpkiBmmHN (YKpaiHU), CTOCYHKIB 3 YOIJIOBIKaMH, TBOPYOL
CYTHOCTI Ta AisUTRHOCTI, T€HJAEPHOI 03HAYEHOCTI, B3a€EMOICHYBaHHS
3 TPUPOJOI0, OYTTS JFOJAWHHU, TIIYMAueHHS aOCTPAaKTHUX TMOHATh
gacy, cMmepti, aymri. CBITOBIAYYTTS TMOETeC HE i/eami3oBaHe, a
CIOpsSMOBaHE Ha OKpECIIEHHS TMPOOJIEMHUX CHUTyalid  sK
3araJbHOYKpPAiHCHKOTO Ta 3arajlbHOCBITOBOTO MaciuTady, Tak i
CYTO iHAMBIAYaJIILHOTO TUIAHY.
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3ITKHEHHA OCOBUCTOCTI 3 HABKOJINIITHIM
CBITOM Y POMAHI JI. 'YHEJISA «BOI" 3ABK/ U
HOA0POXY € IHKOT'HITO»

Abstract

The article presents the analysis in the novel by the most
popular representative of the French literature Laurent Gounelle
God always travels incognito. He is one of the fifth influential
French fiction writers, his novel God always travels incognito has
been translated into more than thirty languages. For several years,
the novel topped the sales charts in France, it became immediately
a worldwide bestseller, the novel is the work that deepens the
human soul and builds human’s character. In the novel God always
travels incognito the author shows a system of interconnected
images that are biographically reflected in the statements of the
great people Gandhi, Mitterrand, Chirac. The essence of the idea in
the novel is that no one can change the world without finding
himself. Laurent Gounelle is a thinker, intellectual, he has a very
unique artistic world vision, he has an original and unique creative
gift, and this gift puts his name on a par with the names of famous
French contemporaries such as Marc Levy, Bernard Verbert and
others. Laurent Gounelle's novel God always travels incognito is
designed for the rational, mental ability of a reader to think
seriously and focused. The life idea here prevails over its direct
image. At the heart of the novel there are “eternal” universal
problems: truths and lies, freedom and non-freedom, creativity and
dogmatism, loyalty and betrayal, love and hate. The central novel
problem is the problem of an individual in the confrontation with
the world around him, when sometimes it is impossible to force
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yourself to overcome your own indecision and learn to express
your desires and achieve what you want. The article analyzes the
evolution of the main characters in the context of the individual
collision to the outside world. The author's position in the text is
based on the narrative criteria: you are happy when you change
yourself, not when something changes around you. The images
created by the author are striking in what could be called as the
“presence effect”, because the writer seems to combine his own
depicted view with the view “inside”. The novel God always
travels incognito is one of the best French bestsellers.

Keywords: Laurent Gounelle, God always travels
incognito, fiction writer, love, loyalty, betrayal, suicide, boredom,
hope.

AHoTanis

VY cTarTi MpeacTaBICHO aHANi3 POMaHy HAWITOMYJISIPHOTO
npencraBHUKa (paniry3pkoi JiTeparypu Jlopana ['yaens (Laurent
Gounelle), oxHoro i3 n'ati BrutmBoBUX OenerpuctiB dpaniiii, uuii
poMaH «bor 3aBxkM MOAOPOKYE THKOTHITO» MEPEKIIAJCHO Y CBITI
OUIBII, HDK TPUALSATEMA MOBaMH. POMaH KiJibka POKIB OUOJIIOBAB
TOM-MUCTH TpojaxiB y @paHIii, oapa3y CTaB BCECBITHIM
Oecrtcenepom, 0O 1€ TBip, IO MOTIUOIIOE AYITY JIFOIUHY 1 Oyaye 1l
xapakrep. Y pomani «bor 3aBxau MmogopoXKye IHKOTHITO» aBTOP
MOKa3ye CHUCTEMY B3a€EMO3B'S3aHMX O00pasiB, sKi 3HAWILUIN
OiorpagiuHe BinOOpa)KeHHsS y BUCIIOBIIOBAHHSIX BeNUKux [aHmi,
Mirtepana, lllupaka. CyTth igei pomMaHy B TOMy, IIO HIiXTO HE
MO>Ke 3MIHMTH MHp, He 3HalIIoBIIHN camoro cede. Jlopan ['ynens —
MUCIUTEb, EpyIUT, Ma€ HaA3BUYAHHO CBOEPIAHE XYJOXKHE
OayeHHs CBITY, BOJIOJI€ OPUTiHAJIBHAM 1 HEMOBTOPHHM TBOPYUM
IapoMm, 1 Led Jgap CTaBUTh WOTo iM's B OJMH Psija 3 IMEHaMHu
BiJOMUX (paHIy3bKHX CYYacCHHKIiB, Takux sik Mapk Jlei, bepnap
Bepbep Ta in. Poman Jlopana I'ynens «bor 3aBxmu momopoxye
1HKOTHITO» PO3paxOBaHUH Ha palliOHANbHY, PO3YMOBY 3JaTHICTh
YyuTaya, 0 JyMae Cepio3HO Ta 30cepemkeHo. [lymka mpo KUTTS
TYyT HepeBakae Haja Oes3mocepenHiMm ii 300pakeHHAM. Y LEHTpi
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pOMaHy — «BiUHI» 3araibHOJIOACHKI MPOOJIEMH: iCTHHH Ta OpexHi,
cBOOOJM Ta HECBOOOIW, TBOPYOCTI Ta AOrMaTH3My, BIpHOCTI Ta
3panu, M000Bi Ta HeHaBHCTI. LleHTpansHa mpobiema — mpobiema
ocobucTocTl B 11 3ITKHEHHI 3 HABKOJMIIHIM CBITOM, KOJIM 4YacOM
HEMOJIBO 3MYCHTH cebe TEepecHINTH BJIACHY HEpINIydicTh i
HABYUTHCS BHCJIOBIIOBATH CBOI Oa’kaHHS 1 JOOMBATHCS TOTO, YOTO
mparHent. Y CTaTTi 3[iHCHEHO aHai3 €BOJIIOLIT TOJIOBHUX IepoiB B
KOHTEKCTi 3ITKHEHHS OCOOMCTOCTI 3 HABKOJHIIHIM CBITOM.
ABTOpCHKA TTO3UIIiSl CHUPAETHCA Y TEKCTi Ha KpUTepii HapaTUBY: TH
IIACIMBHMI, KOJM MIHSA€ELICS caM, a HE KOJH IOCh 3MIHIOETHCS
HaBKoo. KapTuHH, CTBOpIOBaHI aBTOPOM, BPaXKarOTh THM, IO
MOKHa Oyio 0 Ha3BaTH «e(eKTOM MPUCYTHOCTI», 60 MUCHMEHHUK
HiIOM TO€JHYE BIACHUH MOTJSAN Ha 300pakyBaHE 3 MOTIISIOM
«3cepenuHm». Poman «bor 3aBxau OAOPOKY€E IHKOTHITO» MOCTAE
B OJIMH DAL i3 KpamuMu QpaHIly3bKUMH OecTcenepaMu.

KarouoBi caoBa: Jlopan I'ymenp, «bor 3aBxmm
MTOJIOPOXKY€E 1HKOTHITO», OENeTpUCT, KOXaHHs, BIpHICTB, 3paja,
caMoryOCTBO, Hy/IbI'a, HAJIisl.

Beryn

Jlitepatypa Binmirpaec BaXJIHBY pOJIb y CYCIIJIBHOMY Ta
KyJIbTYpHOMY OKHTTI KpaiHHM, Ma€ >KaHpPOBY Ta TEMaTHUHY
pizHOMaHiTHICTE. Y XX cr. y ®paHuii cTBOprOBaIMCH €MivHi
nosiotHa YKopxka Ilepeka, Bepkopa ta iioro cnisasTopa Koponers,
XKan-Jlyi Kroptrica npo HalirocTpimi Ta JpaMaTUYHINI CTOPIHKH
KHUTTS KpaiHu, ncuxonoriuni tBopu @pancyasu Caran, Enb3n
Tpione, [T’epa Kyptan ta in.

IxHi XyM0’%KHI TBOpHM CTaBallM «I3€PKAIOM» CTaBJICHHS
aBTOPIB /10 Cy4acHUX MpoOJeM Ta BiJJI3epKaJICHHAM CEpeIOBHINA
Ha jiehopMallito MCUXiKh 0COOUCTOCTI B €MOXY PO3BUTKY HAyKOBO-
TEXHIYHOT PEBOJIIOLII, SKY CYNPOBOJDKYBAIU, 3 OJHIET CTOPOHU —
«CTIOKWBYA I[MBLTI3AMISL», @ 3 1HIIOI — OYHT MPOTH «PEUU3MY»,
Pi3HI MOJIOADKHI CHPSIMyBaHHS, SKi 4YacTO MaJlM aHapXiYHHH
xapakTep. llomykun HOBHMX XyHIOXKHIX NpPUHOMIB Yy TBOPYOCTI
¢paHIy3bKMX  NUCbMEHHHMKIB  NPUBOJWIM 10  CTBOPEHHS
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HOBaTOPCHKUX TBOPIB, ajie MPOBIIHUM iX >kaHpOM OYB i1 3anuIiaBcs
pomaH. [HIWBiMyanbHO-aBTOPCHKUH TMiAXiA 10 TpajauLliHHUX
KaHPIB y TBOPUOCTi (ppaHIly3bKUX aBTOPIB CIPUSB (OPMYBAHHIO
KapTHHU CBITY W CTaHOBJIGHHS HOBUX NPHHLUIIB XYAO0XXHBOTO
MUCJICHHS.

Haiinonynsipaum IIPEACTaBHUKOM ¢dpaHIy3bKO1
nitepatrypu cborogenns cras Jlopan ['ynens (Laurent Gounelle) —
OJIVH 13 M'ATH BILTMBOBUX OenerpuctiB ®panuii, unii poman «bor
3aBXIU TOJOPOXKYE IHKOTHITO» TEpPEeKIaleHO y CBITI OiIbII, HiX
tpunisaThMa MoBamu (I'ymenms, 2021). Poman xinmpka pokiB
OUOIIIOBaB TON-MUCTH TmpojaxiB y @panmii, ozapazy craB
BCECBITHIM OecTcenepoMm, 00 1€ TBip, IO MOIHONIOE IyUIy
JIOAMHY 1 Oyaye ii xapakrep.

Cyuacuuii ¢panny3pkuil nmuceMeHHHK Jlopan ['yHens y
pomaHi «bor 3aBXIU TOJOPOXKY€E IHKOTHITO» IIOKa3ye€ CHCTEMY
B3a€MO3B's3aHMX  o0pa3iB,  sKki  3Hamum  Giorpadidxe
BiToOpaskeHHSI y BHUCIIOBIIOBaHHIX BeNnukux ['anmi, MirrepaHa,
Hlupaka. CyTs inei poMaHy B TOMy, IO HIXTO HE MOXE 3MIHHTH
MHUp, HEe 3HaWIIOBIIM camoro cede. Jlopan ['yHenb — MuciIuTENb,
epyIUT, Ma€ HaJa3BUYalHO CBOEpIJIHE XYJOXKHE OayeHHs CBITY,
BOJIOZII€ OPUTIHAIBHAM 1 HETIOBTOPHUM TBOPYHM JapoM, i IIei aap
CTaBUTh HOTO IM'S B OJTUH sl 3 iIMEHAMH BiIOMUX (PpaHITy3bKUX
Cy4JacHUKIiB, Takux sik Mapk Jlesi, beprap BepOep Ta iH.

Poman Jlopana TI'ynens «bor 3aBkau MOJOPOXKYE
IHKOTHITO» PO3paxOBaHU Ha palliOHaJIbHY, PO3YMOBY 3/IaTHICTh
YyruTaya, 0 JyMae cepio3Ho Ta 30cepemkeHo. JlyMka mpo KUTTS
TYyT HepeBakae Haja OesmocepenHiMm ii 300pakeHHAM. Y ILEHTpI
pPOMaHy — «BiUHI» 3araJbHOJIOACHKI MPOOJIEeMH: iICTHHH Ta OpexHi,
cBOOOJM Ta HECBOOOIM, TBOPYOCTI Ta AOrMaTH3My, BipHOCTI Ta
3panu, J00oBi Ta HeHaBHCTI. LleHTpansHa mpobiema — mpobiema
ocobucTocTi B Ti 3ITKHEHHI 3 HABKOJIHIIHIM CBITOM, KOJH YacOM
HEMOXITUBO 3MYCUTH ce0Oe IepecHJIMTH BJIAaCHY HepIilIydicTh 1
HABYUTHCS BHCJIOBJIIOBATH CBOI Oa’kaHHS 1 JOOMBATHCS TOTO, YOTO
nparuem (I'ynens, 2021: 51).
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[lparHeHHs 10 BHABJICHHS IHIWBIAyaqbHOI MaHepH i
CMakiB MUCbMEHHHMKAa HE 3aJuIIa€ Hac OalmgyXKUMH 10
MOpaJILHOCTI ~ CBITY, BHKOPHCTOBYIOUM  CBO€pimHI  3aco0w,
MIPUIIYCKAa€E BU3HAUEHHS LUIAXIB AOCITHEHHS YCIIXYy y PO3BHUTKY
CBOI'O «SI», CTUMYIIOE IMparHEHHS T'OJIOBHOTO Ieposi POMaHy IO
0COOUCTICHOTO  CaMOBJIOCKOHAJICHHSI, BUKPHBA€E MEPEeAyMOBU
PO3BHUTKY OCOOMCTOCTI MpPHU PETyIOBaHHI HOTO MCUXIYHOTO CTaHy,
Ha SIKM Ay>Ke BIUTMBAIOTH 30BHIIIHI YMOBH CYCIiJIbCTBA.

AHaJi3 ocTaHHIiX qocaiTKeHb Ta myoaikanii. [Tutanasm
JIOCTI/DKEHb TBOPYOCTI (DPaHIy3pKUX CYYaCHHKIB 3aiimManuvcs
okpemi mocmigauku (Kouyp, 2008; I'opmuucekuit, 2004; Kpar,
2012; Tatypa, 2008). BpaxoByrouu 3aranbHHil iHTEpec [0
(paHIly3pKOi Cy4YacHOi POMAHICTHKH, HE JOCTaTHbO BHBYCHI
MUTAaHHS TBOPYOCTI JAHOTO aBTOpa. AHAI3 E€BOJNIOLII TOJOBHUX
repoiB y pomani Jlopana ['ymens «bor 3aBxam MOZOPOXKYE
IHKOTHITO» TIIe He OyB MpeIMeTOM OKPEeMOTo HayKOBOTO
JOCIIDKEHHSL.

Merta craTTi — aHami3 €BOINIOLIl TOJOBHUX TI€pOiB B
KOHTEKCTI 3iTKHEHHS OCOOMCTOCTI 3 HaBKOJUIIHIM CBITOM Y
pomani Jlopana I'ynens «bor 3aBkau moIopoxKye iHKOTHITOY.

MeTopoJiorist i MeTOAH AOCTiTKEHHSA

Jis peamizamii MeTH BHKOPHCTAHO CHCTEMHO-IIITICHHMA,
¢dopmanbHMii  METOIM Ta METOJ  HAaNpaIlOBaHHA  ILKOJIU
npuIIbHOTO pounTanHs (close reading).

PesynbTaTtn Ta 1uckycii

Jlopan I'yHens — aBTOp TBOpY, JIOJMHA NPOHUKIIUBA,
YyZOBO PO3YyMi€ IICHXOJIOTiI0 DPI3HOTO THUIy YUTayiB, TaK MHIIE
CBill poMaH, IO, HA Hall MOMJIAJ, JIOJWHA KOHCEPBATUBHOIO i
HaBiTh Ji0epajdbHOrO CIOCO0y JyMOK HE B 3MO3i Bifpasy
MpoOOUTHCS JIO CEpUEBHHHU XYAOXKHBOTO 33ayMy, TOMY IIO i1
OMOBIaHHs, 1 JETCKTHUBHA ICTOPIS PETEIbHO BIUIITAETHCS B
TKaHUHY 3MICTY, 300paXyroud aHoMmallii moOyTOBOTO, CIMEHHOTO
KUTTS. TyT 0OCTaBUHM BiATBOpPEHi y 3rOPHYTOMY BUTJISIIL.

VY pomani aBa reposi. OauH — Anan ['pinMop, nepen sIKUM
PO3KPUBAETHCS CKIIAAHE AUBOBIKHE JKUTTSI HABKOJHMIIHBOTO CBITY.
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Hpyruit — I io0pe, ncuxiatp, HEBU3HAHUN Ta 3acyMKEHHH 3a
MPaKTUKYIOUy JIKapChKy MisUTBHICTH 1, SK 3TOJIOM BHSBUTHCA,
Oatbko Auana I'piamopa.

Onak Aman ['piamop, Big iMeHI SKOTO BEACTHCS
OTIOBIJJaHHS, — TOJIOBHUHA Tepod TBOpPY. Y BIIKpHUTIH ¢opMi BiH
PO3MOBiIa€ MPO CBOE JKUTTS, XBHJIIOBAHHSA, TPUBOTH, Hajii Ha
Kpamie icHyBaHHs. lle cBoepimHa CHOBimb, IHTOHAIlSA SIKOI
KOPEHUTHCSI y CBITOBIAYYTTi TOJIOBHOTO T'epos, y 3aB3SATOMY HOTO
OakaHHI MIpATH JKHTTS 1 JIIOJEH MIpKOIO HE3aNeXHOi, BIIbHOI
OYMKH. ABTOp pO3KpHBA€ TMEpe] YHTA4eM TIOAPOOUIN KHUTTS
MiJUTiTKA, SIKAA paHO BiI4yB HE3aI0BOJICHICTh CHOTOJACHHSM 1
TPHUBOTY 3a MaiiOyTHE.

Po3nymu mpo BiacHy 0710, MPO OCHOBHI NPUHIIMIIH,
HEOOXI/IHI I TOTo, 100 3pOOUTH CBOE XKHUTTA KpallluM, 3HAUTH
mo00B 1 cB0OOMYy, BiacHe «S1», BU3HAHHS OTOUYYIOUMX — FOHAKA, HE
OOTSHDKEHOTO OaraTMMU KyJIBTYPHHMH TPAAWIISAMHA, BHUXIANS i3

cepemHiX BepcTB (ppaHIy3bKOTO CYCHIIBCTBA, — MPOMOHYIOTh
YrTa4YeBl HEMPOCTUH ILISIX MOJ0NAaHHS y c00l BCISIKMX CTpaxiB Ta
3a00pOH.

3mict 1 madgoc poMaHy — y TPOTHUCTOSIHHI, Y MepeMo3i
Anana ['piHMopa, ocoOucTtocti, Ha4yeOTO Oe3mpaBHOI Ta
0e33axMCHOI, Tepe]] TPariYHUMH >KUTTEBUMHU OOCTaBHHAMHM, HAJ
caMUM CO0OK, HaJ CBOIMH CTpaxamMH BHACHIZOK 3MiHH
BHYTpPIIIHBOTO CBIiTy, HaOyTTs cebe camoro. «AlaH, cBoOoxaa
BcepenuHi Hac. BoHa Mae BuxoauTu BiJ Hac camux. He yekai, 1o
BOHa Tipuiine 300Ky», — TakoK € HacTaHOBa OaTbka AnanHa
(T'ynens, 2021:108).

Icropiss pomunm Ta XKUTTS MaTtepi i Oarbka Anana
BUSIBUTBCS OYPXJIMBOIO, IOBHOIO Ta€MHHMIb, BUIIPOOYBaHb, JKEPTB
Ta J1r000Bi. Y TBopuocti JI. 'yHens BUpakeHO BHYTPINIHIN CBIT
0COOMCTOCTI ~ TOJIOBHOTO  Tepos  pOMaHy,  MpPOSBISETHCS
TICUXOJIOTIYHUIA aHami3 JyIIeBHOTO MEpeKUBaHHS HECYMICHOCTI
ieanbHOro, ITyXOBHOro Ta OyIEHHOTO, MarepialbHOro. MoTuBM
MOBEJiHKK TIeposi pOMaHy IIOCTIHHO PO3ABOIOIOTECA, 1 Tepoi
11030aBIISIETHCSI LiTICHOCTI.
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B Anini XuByTh 1 AilOTH JABiI JIIOAWHU OAHOYACHO: OJHE
«S1» KOHTpOIIOETBCS CBIOMICTIO repos, a iHIme «S» 3ailicHioe
HECBiIOMi AyIIEBHI pyxW Ta BYMHKM. HaliBaknmpimmidi 3aci0
XYJIOKHBOI BUPA3HOCTI y pOMaHI — BHYTPIIIHIH JKeCT, BIaCTUBUH
reporo TBOPY.

Oxpemoi yBaru 3acilyrOBYIOTH 1 Taki XyJOXHI JAeTalli, SK
3BYKH i 3amaxu. Lle — 3Byku ymo0neHoi conat PaxmaniHOBa, SIKY
yacto rpaB [ro0pe; i B ocTaHHIO TOPOTY cOHATH PaxmaHiHOBa TExX
mpoBokamu J{robOpe. Ile — 3amaxu: 3amaxum XiMikaTiB TpaibHi
BIOMa, 3alax BHIIyKaHOro copty cupy Camambert, 3amax copty
KpacHoro BuHa 3 miBHoui @panmii. lle gerami, skux He 3HAB
TOJIOBHUI Tepol, — roHak AsaH ['piHMop; me me i Bupas oueii,
CBITJIO, 4aCOMIPOCTOPOBI MapKepH Ta iH.

Jlopan I'yHenmb 3acTOCOBYE B pOMaHi JOTEMHHUH XiJ: BiH
BBOAWTh B OMNOBimaHHA (Qirypy mpakTuKyoouoro y @panmii
nicuxiarpa IBa [{ro6pe (pociiicekoro 6araris Iropst lyOpoBCchKOro),
Yy MaiOyTHbOMY BiZOMOTO (paxiBIsl y CBOEMY KOJi, SIKHHA OJpa3y
MOKMHYB BariTHy JKiHKY, KOJM Ji3HaBCs, IO BOHA BariTHa,
MOKWHYB JMTHHY, siKa IIe HE Hapoawiacs. B Hamii Ha Kpaiie
KHUTTS, y TpParHeHHi SKOCh BWXXWUTH, MaTh TOJIOBHOTO TIepos
Bi[pady moyana 3ycTpidyatvics 3 Oi3HeCMeHOM i3 AMepuKH,
CEepHO3HOI0 JIIOAUHOI ['piHMOpoM, BoHH 3ycTpinuca y PDpanuii,
I'pinmMop npuifHSB 10 AUTHHY 3a BIIACHY, 1 BCA pOJIMHA mepeixaia
no Awmepuku. ['piEHMOpy OyJi0 TpUALATH AEB’SITh, OPYKUHI —
JIBAILSTH LIICTh.

Hoguii 6ateko ['piHMOD cTaB AJlaHy IpYyruM «CIpPaBXKHIMY
0aTbKOM 13 HApOJUKCHHS, ajl€ B CKOHOMIYHI KpPU30BI POKH
npe3ugeHcTBa Peiirana BiH BTpaTHB poOOTy 1 MOYaB MUSMYUTH.
Ji3HaBmIMCh TpaBAy MPO «HE3aKOHHOTO» CHHA, BiH TIOKWHYB
poIMHY, 1 OLIBII HIKOJM 1 HIXTO Horo He OaywB. TakuM YHUHOM,
AJlaH BTpaTWB JUTHHCTBO, 0€3TYpOOTHICTh, paHO IMOJIOPOCIIIIAB,
mo cyti, 3pocraB 0e3 OaTbka, He OyB 3000B'S3aHWUU TpPHUMATHCS
MUHYJIOTO, SIK€ IyXe MLiHyBaB; 3HHUKIM Ti KOJNHMIIHI OJW3bKi
CTOCYHKH B POJMHI, B SKMX HHUHI BXe He Oylo Hi4oro, Kpim
B3a€MHOT'0 HEPO3yMiHHSI.
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[lignmiTok, saxuii B AMepHLi OTpUMaB aMEpUKAHCHKE
TPOMAJSIHCTBO Ta iM'S, MEpeXUBa€ IykKe CKIagHI HOUyTTI —
peBHoOII, CymHiBH, cTpaxu. lle cTpax 3a wmarip; micist BTedi
YOJIOBiKa, BiAYaHAYIIHO OOPIOYHCH 3a BIDKUBAHHS B UyXKil KpaiHi,
BOHa 3MyIIeHa [0 MIICTh TOAWH TMPAIIOBaTH Yy IIpalbHi,
MEPEeXoAUTH 3 OjHiel poOOTHM Ha IHIIY y MOLIyKax TIiJTHOTO
icHyBaHHA. JKUTTS MpUHEBOIIOBAIO i MOCTIHOIO 1 HANPY>KEHOIO
mparero 100yBaTH KOIITH [T iICHYBaHHS, Y HaJlii CTBOPEHHS HOBOT
ciM'l MiHSTH KOXaHIIIB, aJie BCi ClIpoOW HAJIATOAWTH KHUTTS HE MaJIH
YKOJTHOTO YCITiXYy.

Matn Anana Tturekama Mpito moOaymTtH  cuHa  abo
nepekiagadeM y binmomy nomi, abo MiHICTPOM 3aKOPJOHHHX CITPaB.
[licns oTpumaHHs AJNaHOM OUIKyBaHOTO YHiBEPCHUTETCHKOTO
JIUIIoMa, SIKMA OyB BTUIGHHSAM 1ii Mpil BIOPOAOBX JKUTTS,
3aloOBITHOIO HAJi€l0, BOHA IOMeEpJa HACTYITHOTO X JHA. Bona
3aBXKIU THIIANacs HOro ycmixamu, aie, HaclpaBii, CIpaBH 3
HaBYaHHAM y AnlaHa OyJi He 30BCiM OJaromoiryvHi.

CriouaTky BiH CTapaHHO HABYaBCS B KOJICKI, JIiIEi MpH
YHIBEPCHTETi, 1 OCKiIBKH B Jillei OyNmM BaXIJIMBi JIOCATHEHHS Y
CTOpPTi, BHCOKWI CHOPTUBHUIA pe3yibTaT NMPUHOCHB BWU3HAHHA 1
HEPIJKO CIY)KMB IUIATHEIO 3a HaBYaHHI (K Yy MHHYJIOMY B
0araTbOX €BPOINEHCHKUX YW aMEPHKAHCBKUX 3aKjagax OCBITH),
HATOJIETJIMBOIO 1 CTapaHHOIO Mpalelo0 I0HAK JOMAaraBcsl CYTTEBHX
ycmixiB. «Maru MOCTIHHO HAa MEHEe THCHYJa, 00 BBaxasa, IO S
HEJIOoCTaTHhO rapHuil. 1 HeHaBuAiB OeiicOoin, anme Iyke JOOHB
MaMmy i 3poOuB OM Bce, 110 3aBTOJIHO, abu ii He po3dapyBaTH», —
3i3Haerwest Anan (I'ynens, 2021:13).

[icns 3aKiHYECHHS YHIBEpCHTETY, OTpUMaBILH
CHELIANBHICTh 3 OyXranrepchKoro o0miKy, AjaH cTaB (haxiBLeM 10
po0OTI 3 TOCTaYaIbHUKAMH Ha OJHOMY BEIHKOMY ITiIIIPUEMCTBI.
Moro mepcrekTHBHI pe3y/ibTaTH 3MIllHIOBAIN Bipy Martepi y Horo
npodeciiiHy «reHialbHICTh» Y TMpaili Ta B 00paHOMY BHJII CIIOPTY.
3a HamonsTaHHSIM MarTepi, BiH «BU3HAYUBCS» MiJg 3HAKOM
«0OeiicOomy», ymobaeHoro BUAy CIOPTY aMEpPHKaHIiB, 5K i peroi,
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MOTIM CTaB HEHABUAITH OelicOon, He 003aBiBCS JIpy3sMHU.
HecnoniBano 1 Beix BiH panToM moixae 10 Opasiiii.

Y ®paHuii BUTbHE BOJIOMAIHHS JIBOMa MOBaMH Ta 3HAHHS
aMEPUKAHCHKOTO 3aKOHOJABCTBA BITKPHUBAJIO TIepel HUM HOBI
MOXXJTUBOCTI Ta TEpPCIEKTHUBH, allé CyMHHH JOCBin OeiicOomy
Ha3aBXIU BiAOMB y HBHOTO OakaHHS 3aliMaTHCsl CHOPTOM. AJaH
4acTo KaJIKyBaB, II0 HE HAPOIMBCS B 3a0e3medeHid cim'i, 1 OyB
YICBHCHHMH, W0 «HAOaraTo Jermie OyTH IIACIUBUM, KOJIHU
HapOJWIICS B 3aMOXHIN ciM'i, Ie Bce €, Taki AITH MaloTh Oinbie
IaHciB 3700yTH BHWINY OCBITYy, HDK BHXIAMI 13 cepemoBHINA 3i
ckpoMuuM jgoctatkom» (I'yHens, 2021: 55-56).

PosmyueHHs 3 ciM'ero, OMOBiZaHHS TPO HEIIACHY MAOJIO
MaTepi, sKa 3apaad MaHOyTHBROrO CHHa OOQypHiia YOJIOBiKa,
BUABIIH YYyKy HEHAPOIKECHY JAUTHHY 3a HOTO BIIACHY, 313HAHHS Y
CBapmi MDK APYKHHOIO 1 YOJOBIKOM, IO HOTO CHH-TIMJIITOK —
30BCIM HE WOro CHWH, BCE II€ — TparidydHi CTOPIHKA pPOMaHy,
IpaMaTH4HI po3ayMu Ajana ['piEMopa mpo cebe SK KepTBY, KOIH
0aThKHU — 1 CIIpaBXHil, 1 Ha3BaHUN — HOTO TTOKUHYJIH.

Bin nyxe motpeOyBaB OaTbKIBCHKOI yBaru, sik OyJb-siKa
IUTHHA, Ta CXBAJCHHS TaK caMo, SKUX, Ha Hally JyMKy, He
BUCTayaJlo0 H caMOMy IHCbMEHHHMKOBI, OaTbKO SIKOrO TIIIOB 3
XKUTTS y Mosogomy Bini. Jlopan ['yHenb y mocBsATi poMaHy nuiue:
«Kany-Kmony I'ymemro. Tary, meHi Tak TeGe He BHCTAdYae...»
(T'ynens, 2021).

Ha wam mormsim, rmepen Hamu  (pimocodehko-
TICUXOJIOTIYHUIA pOMaH, CTBOPEHWH 3a 3aKOHAMH, TUIIOBUMH JUIS
uporo xaHpy. lIpupogHo, IO B OCHOBI KOXHOTO YaHPOBO-
TEMaTUYHOTO PI3HOBUAY JIEKUTH OIUH a00 KiIbKa JiTEpaTypHUX
(dbopMyI1, IWTaMITIB, CTEPEOTHUIIIB, IKUX HE YHUK 1 aBTOp pOMaHy.
XuMepHe MO€HaHHs Ta KOHTPACT PEeaNbHOrO Ta HE3AIMCHEHHOTO,
TPariyHoro Ta JPaMaTHYHOTO CTBOPIOE OCOOJIMBHMA CBIT — CBIT
AHOMAaJIBHUM, HETPUPOAHUM, TUBHUM.

Hawm 3pmaetbes, mo ciaoBo y TBopuocti JI. I'yHens 3xatHe
nepeaaTy BCIO CKIAAHICTh CYTO CY0'€KTUBHOTO CIIPHUUHSITTS CBITY,
HE BTpayalo4ud CBOTO IIPEJMETHOIO 3HAYCHHSA; BOHO HalOyBae
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0araTo3HaYyHOCTI, BUIIPOMIHIOE O€3J1iY acOI[laTHBHUX 3B'S3KiB,
HaNpUKIaJ], KOMu AJlaH TparHe BHPBATHCS 3 PEajbHOTO CBITY B
TAEMHUYHH CBIT, SIKUH iICHY€ JIeCh «TaM», 103a 3eMHOI AICHOCTI y
roro crpobi mepeacmeptHoro paxyHKy «Kpok...Kpoxk...I[e kpoxk,
OCTaHHIH KPOK».

Pomany BimactMBa pPUTMIKO-IHTOHAIIHA  CTPYKTYpa,
MpocTa, CTPUMaHa i, BOJHOYAC, BUPA3HA: «PANMOM N0 0o, i
AJaHy BITYaWIyIIHO 3aXOTILIOCS JYKUTH 1 HE TOJIETITH 3 ILBOTO
MOKPOTO 1 CITM3BKOTO J1aXy BHU3. Taki «ImepeMuKaHHs» PO3IOBiai 3
ONHUX TOAiM 1 4Yacy B IHII AaKIEHTYIOTh IOBTOPIOBAHICTh Y
CaMOMY JIFOJICBKOMY JKHTTIi, aHaJOTI9HICTh 3a 3MICTOM CHUTYAIlill Ta
KOJNi3id. «/Jow» — BUpa3Ha MOAPOOHUI Yy pOMaHi, MmO Hece
CMHCJIOBE Ta €MOIliilHe HaBaHTaXeHHA, 3aci®d 300pa)keHHs
KOHKPETHOCTI MPEAMETHOrO CBiTy, CBOTO POJY TapaHTisl KUTTEBOT
nocroBipHOCTi. [Ipupoane siBuIe dow y poMaHi CIpUAMAETHCS SIK
BHJIIJICHUN KOHTEKCT, IO CTBOPIOE TiATeKcT: «CTpax MpOMIIOB, ...
po3ipBaB Ie OJHY MAJCHbKY JIaHKY B HANIUAHUKY ... AJaH
HaBaXXMBCS CBIJIOMO TOBOPUTH HE3HAWOMIH JIHOJMHI IIPO BCE, IO
JIyMaB, 1 BimuyBaB ceOe BinbHMM, BUIbHUM! | Opibnuii Odowux
XJIBOCTAB. .. B 001M44s1, HIOM MPpoOyKyroun 110 KUTTs» (I'yHenb,
2021: 100).

[Tomryku CBOTO MICIIS B )KUTTI 3MYCHIIH AJIaHa B3STH CBOIO
JIOJII0 Y BJIACHI PYKH, BiH IPUIMHUB OYTH XKepTBOr0. Tak cranocs 3
BOJII JIFOJIMHU, SIKa HE BUIIAJKOBO ONMUHHUJIACS B MOTPIOHMI Yac y
MOTPIOHOMY MicCIi Ha JIopo3i AnaHa. Y 1ieil 10JICHOCHUH MOMEHT
HE3HAMOMHI 4YOJOBIK BpATYBaB AJlaHy >KHTTS, aje HaTOMICTb
IOHAK JaB HOMY 3000B's3aHHS JOTPUMYBATHCS BCIX HACTYNHHUX
HECIOJ[IBaHUX HAKa3iB Ta BKa3iBOK.

Hanpukian, BOUTH He3HallOMy JIIOIMHY, a B pa3i BiAMOBH
— XTOCh BO’€ TeOe; He cOpOMHUTHCS YuTaTd NMpwiroaHo «Closery.
Sk Bimomo, Tabnoin «Closer» Mae neBHy nonyJssipHicTs y Opanii,
00 NIPYKye CBITCbKY XPOHIKY 3 €pOTHUHUM 3abapBieHHsAM: «TH
CTaHell BiNbHUM y TOW JIeHb, KOMU Tebe IepecTaHe XBUIIIOBATH,

o 1po Tebe qyMaroTh Jroau, nodaunsmu Tede 3 Closer» (I'yHens,
2021: 111).
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CnoBo MUCHMEHHHMKAa TOB'A3aHO 3 (OPMYBaHHAM Ta
nepeaayero JyMOK, 3 BHUpPa3oM MOYYTTIB, e 3abe3neuye chepy
eMouiifHoro crany repos. [IpuMiTHO, IO YacoM BaXXKO
BIJIOKPEMHTH aBTOPCHKY MOBY BiJ TOJOCIB IEpCOHAXIB. Y poMaHi
«bor 3aBxmum momopoxxye iHKoTHITO» JI. I'yHen» Bmaerbcs 1o
NpUAOMY KOHTPACTy, 3ICTABIAIOYM Ta MPOTUCTABISAIOUM AJjaHa
Kojeram 1o OipKi, Hajae BUPA3HICTh 00pa3y TOJIOBHOTO Tepos,
pi3Ko BIiATiIHIOE HOTO TiAHICTH, MpOoTe AJlaHy IIe HE BUCTaYae
eHeprii, BOJI Ta HAIMOJETJINUBOCTI Yy JOCATHEHHI METH CTaTH
BUTEHUM.

Hawm 3maetscs, mo He 3HaMmoBIIN cede, He po3i0paBIINCH
y €001, JIIOANHI Ba)KKO 3pO3YMITH MPUYUHY CBOiX OiJl Ta HEBIAY.
Cxoxi mpobieMu criB3BY4YHI, Ha Halll OTJIA, y poMani Emizaber
lin6epr «lctu, momutucs, xoxarm» ([in6epr, 2015). Ertuuni
MOIIyKH CcBOro «S» po3kputi B 00pa3i MHCEMEHHUIN i
xypHamictky Jli3, SKi MOYMHAOTHCS B AMeEpHIli, aje MOMabIIi
monii posropratoteess B Iramii, Immii i Immonesii, wHa baui.
3aiiMarounch AYXOBHUMH NMPaKTUKaMH, Y MOUIyKax «CBOTO boray,
«I» — macts Ta aI000BI — TOJIOBHA TEPOiHS TAaKOX IparHe
JII3HATHUCS, XTO BOHA € HACIIPABJli, 3pO3yMITH, IO I Hel 03HAYAE
cBoOOJa Ta sK iii BHUpBATUCS 13 HPAarMaTHYHOTO 3HAHHA, IO
MTOHEBOJIMIIO CYCIIBCTBO.

IMomopok moromarae i 3pO3yMiTH, SIK MOXKHa OOIHHATH
CBIT OJIKHBOTO, 1100 BiH TOO1 BIIKPUBCS, SK BIq4yBae IiHIIA
JIIOMHA CBOOOIY, JIIOOOB, CHIBUYTTS, MHJIOCEPHs, OOOB'S30K.
JIro00B, BuTiKar0un Big Tede, — equHMi msx 10 bora i macts — 1e
i € HaOyTi MpaBAMBICTb, MPOIIEHHS 1 TF000B 10 cede. PozcTaBaHHS
rojoBHOI TepoiHi JIi3 3 ymoOneHMMH JIOABMH — 3 YOJIOBIKOM,
OTIM 3 KOXaHIIEM — BHKIMKAIOThL TAKHH K€ Biadail, 9K 1 B
roioBHOTO Tepost JI. ['ynens AnaHa, y ¢paHIly35K0Tr0 MijuTiTKa, BiJl
po3dydeHHs 3  OaThKIBIIMHOIO, SKAH  MHMOBOJI  CTaB
aMEepUKaHCHKUM TPOMAaJITHHHOM, BiJI BTPaTH MaTepi.

Jlopan [I'yHenp 7nakoHIYHO, aje BHpPAa3HO IIOKA3ye
cuTyarito, 1o ckmamacs B ciMi AnaHa. «HaBite craBmm
JOpPOCIINM, 5 TIPOJIOBKYBaB PO3ILUIAYYBATHCh 338 AUTHHCTBO, SIKOTO
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cobi He oOupae. bartbkiB yxxe He OyJ0 mopyd, a s Bce IIe
nepeOyBaB y BiIaJi IOTAaHUX HACIAKIB iXHHOTO BHXOBAaHHS»
(T'ynens, 2021: 217); 1i «noraHi HaCIiKW HAJOBrO BKOPSCHWIU B
MiJUTITKa HEBMIEBHEHICTH y COOI.

Ha mname mnepexoHaHHs, pOMaHy BJacTHBa IJMOMHA
COLIAJIbHO-XYIOKHBOTO ~ aHamizy. [IMCBMEHHUK CHpaBeAIHMBO
BBa)Xkae, MI0 HeOmaromoiydds B ciM'T — oJHa 3 NPUYMH TOCTPOI
KHUTTEBOI MPOOJIEMHU «MaTepi-OAMHAYKH» Y CYCIIIBHOMY JKHTTI
cydacHoi DpaHIiii, aHapXi9HOTO «OYHTapCTBa» MIUTITKA, SIKUH
HEeCHoJiBaHO I cebe Mi3HaBCsA, MO0 1 «CHpPaBXKHii» 0aThbKO HOTO
MOKWHYB. HemocBigueHiCTh Ta J>KUTTEBA HEMPHCTOCOBAHICTH Y
nepur poku KuTTA y Dpaniii cynpoBOMXKYIOTh IOHICTh AlaHa.
«I1{06 3anumaTucs >KMBUMH, Tpeda 3aTHIIaTHUCS BCEPEIUHI KUTTH,
T0OTO OYTH Bech 4ac y pyci, Bech Hac 3MmiHroBatucs», (['yHens,
2021: 147-148) — take nepekonanus Irops JlyopoBcekoro (IBa
Jiobpe), e BUCTpakIaHe HHUM IPABO 3allOBITY CBOEMY CHHOBI
Anany. AnaH 3morangascs, mo IB J{oOpe i OyB #oro crpaBkHIM
0aTHKOM JIMIIIE TICIst HOTO CMEPTI.

l'onoBHUE CeHC MepcoHaXkaM Ta BChOMY 3MICTy POMaHy
HaJalTh HE CIEKTPU MOTHMBIB Ta acomiaiid, sKi BOHHU
MTOPO/IKYIOTh, a CIOXKET pOMaHy, 3aBepIIeHHs 000X JiHil — 6aTbka
ta cunHa. [1[00 HamaT HOCTOBIPHICTh (PAHTACTHYHUM HEpEATEHUM
MmomisiM, IO BiOYBAarOThCSA, aBTOp BKa3ye anpecy OyamHKY IBa
Hrobpe: 23 Apento, Ampi-Mapren, 75116, Ilapmxk, 1 omuc
PO3KIITHOTO OCOOHSIKA 3 Pi3bOJICHOrO KaMeHI0, 3 MapMypOBUMH
CXOJaMH, SIKUH BIIZIAHO OXOPOHSB BEJIIMYC3HUM YOPHHI JT00epMaH
Ha Mpi3BUCHKO «CTain.

bateko Amnana, Irop /lyOpoBchbkuii, M'ATHaIUSATH POKiB
PO3ILIYKYBaB CHMHA, HATArOAMB CTEXKEHHS 32 HUM 1 3HaB MIPO HBOTO
BCce: HOro MOYYTTS, HEPINIydiCTh, CTPAaxd Ta pPO3YapPYBaHHS.
[TocniqoBHO BHKOHYIOYHM BCi BKa3iBKM OaThKa, HapelITi, 3a HOTOo
JIOTIOMOT'O}0 3BUTHHSIFOUMCH BiJ| «HAmUitHUKa Oos3kocti» (I'yHenb,
2021: 465) sx «HamuiiHuKa pabcTBay, ANlaHy BIAETHCS OOCATTH
yCHixXy: y ABaAUATh YOTHPH TOAWHH CTaTH OOpaHUM NPE3UAECHTOM
onHiel 3 HaWOIMBIIMX KOMMAHINA 3 mpaueBnamTyBaHHS «JroHKep
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Koncantunry; «TBO€ XKUTTS MPOXOAUTH Y MiANOPAIKYBaHHI, TOMY
TH HE BiguyBaem ceO¢ BiIbHMM. l... TH XOYeNI MiJKOPATUCS
(I'ynens, 2021: 107). 3 BenuKoi MpakTUKK BigoMoro ncuxiarpa Iea
IroOpe BUIDIMBAaE BHCHOBOK: «3HA€EN, JIOACH TmepepoOnuTH
HEeMOXIMBO. MoOXKHA TUTBKM BKa3aTH iM OUISX 1 BCEIHTH
Benuue3He OakaHHs oro nogonatm» ( ['yHens, 2021: 451).

ByTn no-crpaBXHbOMY BUIBHUM, BCTOSITU B €AMHOOOPCTBI
3 CHUCTEMOIO, BIaaor0 (ix y poMaHi yocoOmowTh Mapk JlroHKep,
SKUH  cTBOpWB  OOpo 3  mpamneBmamTyBaHHS  «JlroHKEp
Koncantuar», JIxexi Kepbenp,  QiHaHCOBHIT  AHpEKTOp,
6e3nocepenHiit odicamii HavanbHUK AnaHa — Jltok @ocrep) — 11e
OJTHA 3 HEBUPIIICHUX MPOOJIEM Cy4aCHOTO CYCITiIbCTRA.

ABTOp HEeyIepeKeHO Tojae iH(hOopMaIlilo PO 00CTAHOBKY
B OIOpO, 110 HE Joromarajia 3HSATH Halpyry B poOoTi, 3pamy Ta
3a3apicte koner (Toma, Mikaens, Banecca ta iH.). BmxkuBaTtu B
Takiii oOcTaHOBHI AJaHy aomomarana Jo0oB mo moapyru Oppi,
s;ka HaBuajacs B [lIkom o0pa3oTBOPYMX MECTEINTB, MOXIIHABICTH
Oz1pi PO3KPUTH BCi CHIIM CBOET HATYPH Y CBOiiA J11000Bi 10 HbOTO. Ii
o0pa3 y poMaHi 3MaJlbOBaHUM 3 TUBOBM)KHUM NMPOHUKHEHHSIM Yy 1l
JyLIEBHUH CTaH.

Tak MOXHa YW HE MOXKHA BCTOSTH B €JHHOOOPCTBI 3
HaBKOJIMIIHIM cepeoBuiieM? BusBISETECS — MOXHA. 3i1amMaTH
JIONUHY, SKIIO BOHA caMa IbOr0 HE XOdYe, CKIagHimie, HiK Il
Boutu. «Ilomeprn nHa EiideneBii Bexi .. Y mboMy € IIOCh
rpanniosHe. Lle Oyme peBanm 3a Bce Heuane xutTs» (I'yHensb,
2021: 23),— yromiune GaueHHS CBITY OTOJIIOE€ TYIIEBHY €BOJIOIIIO
AnaHa — BiJ FOHAIBKOI BIpHM B JKUTTS 1 JIIOJCH IO HEBIpH, 0
OXOJIOZKEHOTO MOy Ha XKHUTTSI.

ComianpHa Ta MopajibHa HpoOneMaTHka 30iraloTbes Y
poMani. [IMCEMEHHUK MpPHITyCKae IYMKY TpO Te€, MO HiIITKH
cyuyacHoi ®paHiii, yuiXx cMakiB 1 MparHeHb AJIaH HE IOJILJIAB,
00'€IHYIOTBCSL B TPYIH HE Yepe3 CBOIO MPHUPOJHY 3IMCOBAHICTh, a
TOMY, LIO L€ Ja€ iM AKyCb, XO4a HaiuacTiie — eeMepHy Hamiro
MPOTHCTaBUTU cebe OaiimykoMy 1 xomomHoMmy cBiTY: «Mu Bci
HapOKYEMOCS 3 OJHAKOBUMHU MOTEHLISIMU BIEBHEHOCTI Yy €001, ...
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a MOTIM MOYMHAEMO CIIPUAMATH KOMEHTapi HalWX OaThKiB, HSHB,
BUKJIA[IaviB, ... KOJIM BOHM 0adaTh BCE B MOTAaHOMY CBiTii, 0Oe3
KIHI[SI JIAF04M 1 JIOPIKaro4Yd HaM, 3aroCTPIOIOYM HAIly YyBary Ha
HEMOoJIiKaX, MpOpaxyHKax 1 HEHOINNAaX, y Hac pPO3BHUBAETHCA
3BUYKA HEIOOLIHIOBAaTH ce0e 1 KOMIUIEKC HEMOBHOLIHHOCTI»
(T'ynens, 2021: 216). Ckopime 3a Bce, 3BiACH NPUYUHU
BUHHUKHEHHS aJKOTOMi3My, HApKOMaHii, MPOCTUTYLI1, KapTAPCHKOI,
irpOBOT 3aJIeXKHOCTI Ta iHIII, TOPOYHI 32 CBOEIO CYTHICTIO, 3BHUKH,
10 TIOCHJIFOIOTH BIAUYTTS 0€3BUXO/1 Ta haHTaCMaropii KUTTsL.

Ocranns 3ycTpid rosoBHOro repos 3 Hrobpe B pectopasi
Ha Eiidenesiii Bexi, metaneBi Oanku sikoi AnmaHy Oymu HaATO
no0pe 3HaiioMi i «HaXaOHO MOCMIIOBAIKMCS HaJl HUM, Haraayruu
npo Biguaii i munyini crpaxm» (I'ynens, 2021: 454) cnpuiiMaeTbes
YhTayeM SIK KapTHHA HEBIOBHMHUX BIAYYTTIB HOTo AymIi: cJoBa
TIOTUTUBIM B TOBITPi, SK KUThIA AuMy. lIMCBMEHHHK TOpYyIIye
TPamWIiiHy  YMOBHICTb  MeTadOpWYHOI  MOBH:  «Oamku
MIOCMIOBAIUCS» — II€ CIlajaX CBiIOMOCTI, BPa)KE€HOI HOBHU3HOIO
nobadeHoro, ski  (QIKCye  HecMoNiBaHKy  3B'SI3KiB, IO
BiJTKPUBAIOTHCSL.

Metadopy B TEKCTI IEpEeBaXHO 30pOBi, a B pOMaHi —
MEPEeBaKHO yMOTIISIHI. 30BHI TIOMideHa MOMIOHICTh — MIPHBiA 10
MOIAJIBIIOTO PO3rOpTaHHsA 00pa3y: AlaH y pigHOMy OaThKOBI
3HAXOJUTh OIMOPY 1 3HAXOIUTH BIAIMOBIAI HA TPUBOXKHI IMHTAHHS;
BiH 3MIT' 3MIHUTH CBIiHl IyIIEBHUI CBIT 1 3HAWIIOB cede, a AOMOMIr
oMy B 1IbOMy HaOyTHii jocBin npu yuacti Jrobpe: «Kuttst — 1e
1001 He Teopis. S Bipro Jmmie y nepexxuTrid jgocBia. Tinbku
NEepeXUTUI JOCBiA 31aTHUN 3MmiHMTH JogunHy» (I'ynems, 2021:
74).

BucHoBkn

Poman «bor 3aBxau MOJOPOXKY€E IHKOTHITO» IIOCTa€ B
OJIMH PsiJ 13 KpamuMu (paHIy3bkuMHu OecTcenepamu. Kaprtunu,
CTBOPIOBaHI aBTOPOM, BPaKarOTh THUM, 110 MOXHA Oys10 O Ha3BaTH
«e(heKTOM MPUCYTHOCTI», 00 MUCHMEHHUK HiOM MOETHYE BIACHUN
MOTJISA Ha 300pakyBaHe 3 MOTIIAOM «3CEpeANHI». ABTOP MOKa3ye
LTy CcUCTeMy B3a€MONOB'sI3aHUX 00pas3iB. CBOIO aBTOPCHKY
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MO3MIIII0 BiH YITKO MPOSBISAE B €MiNo3i poMany. Mu cnupaeMoch
Ha aHalli3 TEKCTy 3a KPHUTEPisIMA aBTOPCHKOTO HAapaTUBY: TH
IACIAMBUN, KOJHM MiHS€UICS caM, a HE KOJMW ILIOCh MiHSETHCS
HaBKkoo. [lepcrieKTHBH MOJANBIIMX JOCHIIKEHbP OaduMo B
PO3KPHUTTI TOCTHUKH, TPOOJIEeMaTHKH, o0pa3iB IHIIHX TBOPIB
cydacHoro ¢paHIy3bKoro nucbMeHnHuKa Jlopana ['ynens.
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Joavuiaa 'apmam
y cmiBpoOitHUITBI 3 Jlaypa T. Liiea

MOBHA TPABMA B CYYACHOMY YKPATHCBKOMY
JTUCKYPCI: JOCBILJ BIHHHU!

Abstract

The term ‘trauma’ is often used to refer to painful and
frustrating experience. Trauma discourse is directly related to the
speaker's presentation of a certain traumatic event and its
evaluation. In order to understand the genesis, discursive
mechanisms and means of overcoming the interlanguage conflict,
interviews, posts in social networks, journalistic articles, and other
types of oral and written statements, which talk about the lived
experience of language trauma, are studied. Particular attention in
the article is given to bilingual texts and ways of expressing the
language conflict. An attempt is made to establish and analyse
several ways of representing the traumatic experience of war by
linguistic means, presented in two types of narrative (traumatized
narration and trauma narration). A narrative of language trauma
contains a more or less objective description of one's own language
experience, circumstances that may have contributed to or caused
the trauma, etc. Although it may be emotionally coloured, in
general it does not have any specific signs that could be considered
markers of language trauma. The authors of the article include the

! Crarrs Hanucama npu nigrpumiui  VHisepcutery bBabem-Bonsii,

M. Kiryx-Hamoka, PymyHis y cmiBpoOIiTHHITBI 3 IOKTOpOM (istosorii,
JoreHToM Kadeapu TopiBHsUIbHOI Jitepatypu Jlayporo T. Imea. This
article was written in the collaboration with Laura T. llea, as a result of
the exchanges of idea and public presentations held during UBB-Star
Advanced Fellowship.
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tabooing of vocabulary directly related to the current situation of
the military conflict, its replacement with euphemisms designed to
soften, veil, level and, ultimately, distort reality, to the injuries
inflicted on language for the purpose of political manipulation of
mass consciousness. The work outlines the main directions of
further study of this complex, multi-level problem, which is closely
related to the self-identification of an individual with the means of
mass consciousness manipulation, with linguistic tools of political
influence and psychological aggression. In further work, it is
planned to consider various types of language deviation, the
mechanisms of their formation and functioning on the basis of the
Russian-Ukrainian language conflict.

Keywords: language trauma, traumatized narration,
trauma narration Russian-Ukrainian language conflict.

AHoTauist

TepMiH «TpaBMay 4acTO BUKOPUCTOBYETHCS IS BHBYCHHS
Oyab-sikoi  QopMH  XBOPOOJIMBOTO Ta (PPYCTPYHOUOro JOCBifY.
Juckypc TpaBMu Mae Oe3rocepesHe BiAHOIICHHS JI0 Mpe3eHTaIil
MOBIIEM II€BHOI TpaBMaTHYHOI moii Ta i1 omiHku. s po3ymiHHS
IeHEe3d, JHUCKYPCUBHHUX MEXaHI3MIB 1 3aco0iB  IOJIOJIaHHS
MDKMOBHOTO  KOH(IIIKTY BHBYAlOTBCA 1HTEpPB'I0, TIOCTH B
COIIIaJIbHUX Mepekax, MyOIMCTHYHI CTAaTTi, 1HIII BUAW YCHUX Ta
MUCHMOBHUX BHCJIOBIIOBaHb, y SIKHUX HAETbCS TPO TEPEKUTHN
JocBi MOBHOT TpaBMH. OcoONuBY yBary y CTarTi NPHIIEHO
JBOMOBHHM TEKCTaM Ta croco0aM Mpe3eHTalii y HUX MOBHOTO
KOH(IiKTY. 3po0iieH0 chpoOy BCTAaHOBUTH 1 MpOaHali3yBaTh
JIEKiJIbKa CIOCO0IB penpe3eHTallii TpaBMaTUUYHOTO JOCBiy BIMHH
JIHTBICTHYHUMH  3ac00aMH, TIPEJICTABICHUX Y [IBOX THIAX
HapaTHUBY: HApaTUB PO TPaBMYy i HapaTWB TpaBMHU. HapaTuB mpo
MOBHY TPaBMY MICTUTh OiJIbIII-MEHIII 00’ €KTUBHUHN OIKC BIACHOTO
MOBHOI'O JIOCBiy, OOCTaBHMH, SKi MOIJIA CHpPUATH abo CTaln
OPUYMHOIO TpaBMH Tomo. BiH Xoua i Moke OyTH €MOLiiHO
3a0apBJICHUM, ajie 3arajioM He Ma€ SKUXOCh CIel(iyHuX O3HaK,
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sKi 6 MO)kHa OyJI0 BBa)KaTh MapKepaMu MOBHOI TpaBMu. 1o TpaBm,
3aBIaHUX MOBI 3 METOI0 TOJITHYHUX MAaHIMYJSAIiil MacoBOIO
CBIZJOMICTIO, aBTOPH CTaTTi BiTHOCATH TaOyIOBaHHS JIEKCHKH, IO
Mae Oe3nocepeiHe BiAHOMIEHHS JI0 Cy4acHOi CUTYyalii BilicbKOBOTO
KOH(ITIKTY, 3aMiHa ii eBemizMamu, MOKIMKAHUMHE ITOM'SIKIITHTH,
3aByaJfOBaTH, HIBEIIOBATH 1, 3pEIITOIO0, NeOPMYBATH PEaTbHICTb.
VY nmochmimkeHHI OKpecieHi OCHOBHI HalpsAMKH IMOAAJIBIIOTO
BUBUYCHHS I[i€] CKJIaJHOI, OaraTOpiBHEBOI MPOOJIEMHU, sKa TICHO
MoB’si3aHa 3 camoigeHTH(]IKaIier0 ocoducrocTi i3 3acobamu
MaHIMyAii ~ MacoBOK  CBIJJOMICTIO, 3  JIHTBICTUYHAMH
THCTpYMEHTaMH TOJITUYHOTO BIUIMBY Ta NCHXOJIOTiYHOI arpecii. ¥
MOAaJbIIid POOOTI TMIAHYETHCS PO3TISHYTH Pi3HI BHUIAM MOBHOI
neBiarii, MexaHi3MH IXHBOTO YTBOPEHHS Ta (YHKIIOHYBaHHS Y
IUIONIMHI POCIHCHKO-YKPATHCHKOTO MOBHOT'O TIPOTUCTOSHHSI.
KarouoBi cioBa: MOBHa TpaBMa, HapaTUB IpO TpPaBMY,
HapaTHUB TPaBMH, POCIHCHKO-YKPAaTHCHKHIA MOBHHHA KOH(ITIKT.

Beryn

JocnipkeHHs, NPUCBSYEHI BHUBYEHHIO TPAaBMAaTHYHOTO
nocBigy, OepyTb cBii mowartok y mpausx 3urmyHiga Ppelipa.
3ro/loM BOHM TOYMHAIOTh HOCUTH MIKIUCHIUILTIHAPHUN XapakTep,
CTalOTh ~YaCTHHOIO  KyJIbTypousiorii, (imocodii, corioorii,
JIHTBICTHKHM Ta JiTepaTypo3HaBcTBa. OcoOIMBOrO 3HA4YEHHS i
JnocHipKeHHsT HaOymu michs [lpyroi cBiToBoi BidHM ¥ IHIIMX
TpariyHuX MOJIN, 110 MaJM MICIIe IMi3Hille, CIPUYMHUBIIN HOBUN
TpaBMaTHYHHUI JOCBiJ, SK IHIWBITyadbHHHA, TaK 1 KOJEKTHBHIA.
Coinu 11i€i TpaBMU BHPaXKAIOTHCS B MOBI, 1 44COM caMa MOBa MOXe
SIK BUCTYIIATH y SIKOCTI PEIIPECUBHOTO IHCTPYMEHTY, TaK 1 cTaBaTu
00'ekTOM arpecii, SKUH Oe3MocepeHbO 3a3HAE TPABMYIOUYOTO
BIUIMBY 1 YMHUTH HOMY OMIp.

VY pociiicbko-ykpaiHcekiii BiiiHI 2022 poky came MoBa
Oyna TporojomieHa OJHIEI0 3 OCHOBHHMX MPHYMH Hamagy
Pociiicekoi denepanii Ha Ykpainy. Ypsan PO 3asBuB, 1o BiH BBiB
BiliCbKa Ha TEPUTOPII0 CYCIHBOI HE3aIEXKHOI JIEPKAaBH 3 METOIO
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«3aXUCTUTH» POCIHCPKOMOBHE HACEJICHHS, SIKe HIOMTO 3a3Hae
YTUCKIB 3 OOKy YKpaiHChKMX HarioHamicTtiB. KoHGumikT Mix
pPOCIHCBKOI0O Ta YKpailHCHKOIO MOBAaMH Ma€ JIOBTOTPHBAJIHIA
XapakTep 1 MPOJOBXKYEThCSA BXKE MOHAZ JBa CTOMITTI. OAHUM i3
JDKepeN Mboro KOHQUIKTY cTano AHAPYCIBCbKe mepeMup's 1667
POKYy, TICJs YKJIQAaHHA SKOTO JIiBOOepekHa YacTHHA YKpaiHu (sKa
Ha TOW Yac HasuBaiacs Maopociero) yBiMnia 10 CKIamy
Pociiicekoi iMmepii. 3 bOro MOMEHTY ypsia 1apchkoi Pocii mouas
aKTUBHO  pycu(]iKyBaTH  YKpailHCBKUH  Hapol, 3HUILYBAaTH
YKpaiHCBKy MOBY Ta YKpaiHCBKY KynbTypy. Hina Bipuenko
HABOJUTDH Y XPOHOJIOTIYHIN MOCTiOBHOCTI HU3KY TOKYMEHTIB, IO
3a00pOHSIOTH YKpaiHChKy MOBY (2011). 3okpemMa, BOHA 3ragye mpo
Haka3 MOCKOBCBHKOTo maps Muxaiima, Bigmanuii me 1627 poky,
3i0paTé Ta CHOANUTH YCi KHHTH CTapOYyKpaiHCBKOIO JpPYKy Ta
3aMIHHTH X MOCKOBCHKMMH BUAaHHSIMH. Ilicist AHIPYCIBCBKOTO
mepemMup'ss MOCKOBChkmiA map Onekcii HakazaB He JIHIIE
3HUIIYBATH YKPaiHChKiI KHHUTH, @ i CTPATUTH THX, XTO HACMIJIMBCS
06 ix wHampykyBatu. Pycudikamis  YkpaiHu  mocnigoBHO
MIPOBOJMIIACS HE JIUILE B Hapchkiid Pocii, BoHa nmpogomxyBaacs i B
Pansacerkomy Coro3i, dacTto mix BUDISIIOM OOpoThOHM 3
YKpailHCHKMM HaIliOHAJII3MOM. Y Hall 4Yac Ii iJei MiATPUMYE,
PO3BHBaE Ta AOBOIUTH 10 MOBHOTrO abcypay ypsan B. Ilyrina. Ilix
abcypaoM s Maro Ha yBa3i TBEpAKEHHS, BUCIIOBJICHE L€ Y JIMITHI
1990 poky Onekcanapom COIDKEHIIUHUM Y MOJITUIHOMY ece «SIk
Ham oOmamtyBatu Pocito?». 3xaBanocs 0, y HbOMY HIeTbcs PO
Maii0ytHe Pocii. [lo yoro Tyt Ykpaina? OpHak 3B'SI30K €, OCKIIbKH
came B nei uac, 16 mumasa 1990 poky, BepxoBna paga YPCP
yxBanuia Jleknapaiito mpo JepkaBHUI cyBepeHiTeT YKpainu. 3
oxHoro 0oky, ComKeHILUHY, SIK BiH caM CTBEPIIKY€, «Oojsue i
raneOHoO 3ragyBaTH ykasu yaciB Onexcanzapa I (1863, 1876) mpo
3a00pOHY YKpaiHChbKOI MOBHM B MyOJILMCTHIN, a IOTIM 1 B
JiTeparypi», aje, Ha HOro IyMKY, «1I€ HE MPOTPUMAJIOCS JTOBIOY
(1995: 544). I ue Tum Oinblie AMBHO, IO KUTbKOMA PSIKAMHU BHUIIE
Onekcangp IcaeBuu B3araimi J03BOJAMB CcOOI  Oe3amelisiiiHO
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3asBuTH: «Lle Bce — HemogaBHO NpuaAyMaHa ¢alblil, 0 Majo He 3
IX cTomiTTs icHyBaB 0coOMHMBHIA YKPaTHCHKUI HAPO 3 OCOOIUBOIO
Hepociichkoro MoBOIO» (1995: 544), ToOTO MaeThCs Ha yBasi, IO
HE ICHy€ aHi YKpaiHCBKOTO Hapoay, aHi YKpaiHChKOi MOBH.
[Mpukmerno, mo s CopKeHIWHA ICHYBaHHA «OCOOIWUBOI»
YKpalHChKOi MOBHM TE€X € CBOEPITHOIO TPaBMOIO, TOMY IO IIe
cBimumno O mpo mpaBo YKpaiHLIB Ha caMOCTiiHE BH3HAYCHHSI.
A SKIIO HApOJ HE MAaE CBOEI BIACHOI MOBH, TO H CaMOT0 HapomIy
HIOM HE iCHye, HaBiTh HE3BAKAOUM HA TEPHUTOPIATbHAN IO Ha
Pocito ta Vkpainy. IIpo te, mo ans ComkeninuHa 1e Ooiroue
MUTAaHHS,  CUTHANI3yE  BU3HAUEHHS  «HE-POCIMChKa»  TO
BIZIHOLIICHHIO JI0 YKpaiHCBKOI MOBH, SIKa B JaHOMY KOHTEKCTi
M030aBIIIETHCS. CBOTO BIACHOTO iMEHi W iCHYBaHHS SKOi aBTOp ece
HAMaraeTbCsl 3alepeydTd, HaBOISYM apryMeHTH, IO HE
BIANOBIAAalOTh HI  icTOpUYHMM  (aKTaM, Hi pe3yibTaTaMm
JMHTBICTHYHUX JOCHTI/DKeHb, HAaBEACHWX Yy MIPyYHHKAX 3
ICTOPUYHOT IPaMaTHKH.

VY smnni 2021 poky, 3a 7 micsmiB J0 Hamaay Ha YKpainy, y
cBOiil mpomoBi «IIpo icTOpUYHY €IHICTH POCISIH Ta YKpaiHIiB»
B. Ilytin, crnmpatounck Ha BucIOBIeHY CODKSHIMHUM 171€10,
3asBJIg€, IO YKpaiHil, OUIOpYCH Ta POCISIHM SK CHAJIKOEMII
CrapogaBHpoi Pyci — me «omma Hapom» (2021), a moTtiMm
NPOTrOJIONIYE, IO MOBHA TIIOJIITHKA YKpaiHU € BOPOXKOIO 10
BIJIHOIIEHHIO JIO POCiHiChbKOi MOBM Ta ii HOCIIB. TakuM YUHOM,
yKpaiHChKa MOBa ONMHWJIACH B €MIIIEHTPI BilICBKOBOIO KOHMIIKTY
MiX JBOMA jepxaBamu, aje Pociiiceka denepanis noMmunuiacs y
CBOiX oOuiKkyBaHHsX. Po3B'sizaBiim BiifHy 3 YKpaiHOiO, BOHa He
JIUIIE HE 3MIMHUIIA MO3MIIIT TaK 3BaHOTO «POCIHCHKOTO CBITY», a i
M0 CyTi, AMCKPEAWTYBAJa BCi KOJUINHI JOCATHEHHS POCIHCHKOT
KyJIbTypH B O4Yax HE JMIIEe YKpaiHCBKHUX TI'pOMaisH, a W yciel
CBITOBOi ~ CHUIBHOTH, Ta  HaJamTyBaja  OpoTH  cebe
POCICBKOMOBHHUX YKpaiHIIIB, fKI BCE 4YacTillle CTald CBiJJOMO
MEPEXOANUTH Ha CIUIKYBAaHHSA YKPaiHCHKOIO MOBOIO.
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VY curyanii, konu oOUABI CTOPOHH BOEHHOTO KOH(IIKTY
PO3MOBIIAIOTh OJHIEI0 MOBOIO, BMIHHS MPaBHIBHO BHMOBIATH
TesKi yKpaiHCBKI CII0Ba («HATSHULD), «KPABATKa», CIIOTYHHILD Ta
iH.) cTaJl0 MepeBipKOI0 HA MPUHAIEKHICTh A0 YKPaiHCHKOI HaLlii.
OpHak CyTHICTP MOBHOI TPaBMH, 3pO3YMiO, HE B IIbOMY, BOHA €
HabaraTo rIHOIMIOI0 1 CTOCYETHCS K YKPATHCHKOI, TaK 1 pOCIACHKOT
MOB. Y Iiif cTaTTi MU cpoOyeMO BCTaHOBHTH 1 MpOaHATi3yBaTh
JIeKiJIbKa croco0iB penpe3eHTallii TpaBMaTHYHOTO JTOCBiAY BifHK
JHTBICTUYHUMH 3aC00aMHU.

MeTtopno.oris

TepMiH «TpaBMay 4acTO BUKOPHUCTOBYETHCS IS BHBYCHHS
OyIb-sk0i (OpMH XBOPOOIMBOTO Ta (PYCTPYIOUOTO JIOCBimY.
Juckypc TpaBMu Mae Oe3rocepeaHe BiIHONIICHHS IO Mpe3eHTaIl
MOBIIEM MEeBHOI TpaBMaTHYHOI Moii Ta ii ouiHKu. s po3yMiHHS
IeHEe3W, JUCKYPCUBHHUX MEXaHI3MIB 1 3aco0iB  IOJOJIaHHS
MDKMOBHOTO  KOH(IIIKTY BHBYAIOTBCA 1HTEpPB'I0, TIOCTH B
COLIIAVIbHUX Mepexax, MyOJIiIUCTUYHI CTATTi, 1HII BUAM YCHHUX Ta
MUCHMOBHUX BHCJIOBIIOBaHb, y SIKHUX HAETbCS TPO TEPEKUTHN
nocBig MoBHOI TpaBMH. OcoOnmBY yBary MH NPHIUIIEMO
JBOMOBHHMM TEKCTaM Ta CIoco0aM Tpe3eHTalil y HUX MOBHOTO
KOHQITIKTY.

Pe3yabTaTu i guckycii

Y  cydacHMX  (QUIONOTIYHHMX  AOCHIIKEHHAX  y4eHi
BHOKPEMITIOIOTH JIBa TPOBIJHI HANPSAMH AOCIIIPKEHHS TPaBMH —
MCUXOJNOTIUHMA  Ta  KyabTypHuil. Ocrannii  B. Bacuienko
BU3HAYAE SIK IICHUXOCOLIANbHUI (peHOMEH 1 KyJbTypHE SIBHIIE,
KOJIM 1ICHTHYHICTh CIUJILHOTH (30KpeMa, HalllOHAJIbHOT), ypakeHa
3HAYHOI 1 JI0 TOrO  3HAYYIIOK IMOJI€I0 (TeHOLMIOM, BIHHOIO,
PEBOITIONIIEI0, OKYIIAIEI), €KOHOMIYHOK KPHU300, MOJITUYHUM
yOMBCTBOM, TEPOPHU3MOM TOIIO), 3a3HA€ HEMONPaBHOI KPH3H, a
cama CriibHOTa (Hallisl) Bi4yBa€ MOTpeOy B OHOBJICHHI HApaTHBY
npo cebe (“re-narration”), (caM0)BiTHOBIICHHI Ta
(camo)pempesenTanii» (2018: 110). OcHOBHI acnekTH napajurmMu
KyJIbTYPHOI TpaBMH pO3pOOJIeHI MpPEACTaBHUKAMH Cy4acHOT
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3axifgHoi comiosoriyHoi Teopii. JIxk. Anekcangep (Alexander,
2012), K. Kapyr (Caruth, 1996), I.JlaKanpa (LaCapra, 1996),
M. IlItypken (Sturken, 2001), II. IItommnka (Sztompka, 2000)
MpoaHa i3yBald MPUYMHA BUHUKHEHHS KYyJIBTYPHOI TpaBMH,
CIoco0u ii pempe3eHTallii Ta TPaHCIAMii, 0COOTUBOCTI iCHYBaHHS,
BIUIMB Ha HACTYMHI IOKOJIIHHS, HUISIXW IOJOJAHHS HETaTHBHUX
HACJIIJIKIB MTOJIii, 1110 TPAaBMYIOTh.

Mu po3pi3HsIEMO JBa TUTIM HAPATHBY: HAPATUB PO TPABMY
i HapaTuB TpaBMH. HapaTuB mpo MOBHY TpaBMy MiCTUTh OLTBII-
MEHIII 00’ €KTHBHHUU OIUC BJIACHOTO MOBHOTO JOCBiTy, 0OCTaBUH,
SIKI MOTJIM CIIPUSAITH 200 CTalld MPUYMHOI TpaBMH ToIo. Bin xoua
1 MOKe OyTH eMOIIiITHO 3a0apBICHNM, alle 3arajloM HE Ma€ SIKUXOCh
cnenudiuHUX O3HAK, SAKi O MOkHa OyJO BBaXaTh MapKepamu
MOBHOI TpaBmu. Hampuknan, Takum € noct Bonogumupa fcbkoBa
(Volodymyr Yaskov) Ha ¢eiicOymi, ne BiH, 30KpeMa, OIHCYE
MOBHHH KOH(IIIKT MK POCIHICHKOIO Ta YKPaiHCHKOIO MOBOIO: «...C
MOJTHOM OTBETCTBEHHOCTHIO 3aSBIISAIO: HA MOEH MaMATH (T. €. roJia ¢
1961-ro) yKpanHCKHIA S3bIK U YKpaWHCKasi KyJIbTypa B YKpaunHe, T.
e. B cBoéM cooctBeHHOM Jome — HUKOI'IA He Ol X035€BaMu;
xo3seBamu 31ech BCEI'JIA Obum pycckuid SI3BIK U pyccKas
KyJbTypa: pacrlopshKalich, KOMaHIOBAIW, NPEANUCHIBAIN, KOe-
YTO paspeliajyd, HO IyIle BCero — 3ampemand... A emé —
HacuioBanu U pactieBan» (https://v.gd/PmoOvW). Hespaxatoun
Ha cepiio3Hi 3BHHYBa4YCHHS, BUCYHYTI aBTOPOM TIOCTY Ha ajpecy
pPOCIHCBKOI MOBH Ta POCIHCBKOT KYyJIbTYpH («TBAJITYBajdH 1
po3TiiBanM»), 1 HamMcaHi BEJUKUMH JIiTEpaMH aHTOHIMH
«HIKOJIN» Ta «3ABX/I1», 110 miIKpecIroTh KpaiHiil CTyIiHb
AHTAroHi3My MDK JBOMa MOBaMH, TEKCT HE MICTUTh EMOILIIKHO
3a0apBJIeHOi JIEKCHUKH, XO4Ya 3arajoM BiH NPOHHATHUH mnadocom
THIBHOTO 3BMHYBaueHHs. [lapajgokcaibHUM YMHOM iHBEKTHBa Ha
aJpecy pOCIMChKOI MOBU HaIlMCaHa HE YKPalHCHKOIO MOBOIO, 5K
MOkHa Oyno © OuiKyBaTH, a POCIICBKOIO, 10 MM 1HTEPIIPETYEMO
SK JIATEHTHY MOBHY TPaBMYy, sIK& CTOCYETHCS HE 0e3M0CepeaHbO
MOBHM, a ii «EK3UCTCHIl» B HECIPHUSITIMBOMY KYyJIbTYPHOMY
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cepeioBHILI. Y TOH ’ke Hac Ls TpaBMa MOB's3aHa 3 MPOOIEMOIO
camoigeHTH(}iKarii TOro, XTO TOBOPUTH, 00 BiIH 3MYIICHHUH
PEKOHCTPYIOBATH BIIACHY HAIlOHAIBHY iMEHTHYHICTH MOBOIO, SKY
caM BBa)kKae BOPOXKOIO, ajie sIKa B CHIJIy HE 3aJIeKHUX BiJ MOBIS
00CTaBWH € HOT0 OCHOBHUM 32CO00M KOMYHIKaIIii.

Jlo TpaBM, 3aBHaHMX pOCIHCBKIH MOBI 3 METOIO
MONITHYHUX MAaHIMyJid MacoBoro cBimomicTio B Pocii, mu
BiTHOCMMO TaOyIOBaHHA JIGKCHKH, IO Mae OesmocepeaHe
BiJTHOIIIEHHS 10 CY9acHOI CUTYyaIlii BiHCHbKOBOTO KOH(IIIKTY, 3aMiHa
i  eBpemizMaMH, TOKIUKAHUMH IIOM'SKIIUTH, 3aBYaTIOBaTH,
HIiBEJIOBATH 1, 3pelITor0, AeopMyBaTH peaibHicTh. Y Pociiichkiii
Qenepamii  HaBITH  3ampOBADKEHO  aIMIHICTPaTUBHY  Ta
KpUMiHAIBHY BiAIIOBIAANBHICTh 32 BUKOPHCTAHHS NaHOI JIEKCHUKH
a0o HaTsKy Ha Te, IO BOHA MAEThCS Ha yBasi (HampHKIa, BiciM
3ipOYOK Ha TUIAaKaTi, MIO 3aMiHIOIOTH BiciM IiTep (pasu «Her
BoitHe»). HaBezmemo Kinbka MPUKIIANIB: 3aMICTh CIIB «HAmMamy,
«BTOPTHEHHSI», «BiliHA» BUKOPUCTOBYETHCS BHPA3 «CIelialbHA
BIICbKOBa OIlEpallis», 3aMiCTh «BOMBCTBa» a00 «3HHUIICHHS» —
«3aYUCTKa», 3aMICTh «yKpaiHCbKa Blaga» — «yKpaiHCbKHUH
PEXUMY, 3aMICTh «BUOYX» — «XJIOIOK».

Sk  TpaBMaTHYHUH MOBHHUH JIOCBII MM DO3IJIAIAEMO
BUKOPUCTAaHHS I1BOX OykB JatuHuli — V Ta Z — y Hammcax
POCIICEKOI0O MOBOIO, SIKi HAOyIHM MIMPOKOTO TOMIMPEHHS IiCHs
24 motoro 2022 poky. Sxmo y Hamuci «Za  Mup»
BUKOPUCTOBYEThCS JIATUHChKA JIiTEpa Z, 3HAYCHHSA SKOI Hapasi
HeBioMme, aie OararbMa CIPHUAMAETHCS SIK aHAJIOT (DAIIMCTCHKOT
cBacTUKU 4aciB J[pyroi CBITOBOi BiliHH, TO 3a Hammc «3a MHpPY,
HalpuKIIaZ, Ha CKJII MalmuHA a00 Ha CyMI[, BJIACHHUK MOXKE
MTOHECTH aJIMiHICTpaTUBHY BiJNOBIAAJIbHICTh
(https://www.bbc.com/russian/news-60926083). Otxe, HaBMHCHO
CIIOTBOPIOETHCS TMHCHMOBAa pociiickka MoBa. [losiBa y HmesKuxX
BHCJIOBJIIOBaHHSX JBOX 3raJaHUX BHIIE JITEp JaTUHULI CUTHAIIZY€E
npo Te, MmO I 3aKIMKH MaroTh Oe3MOCepeaHE BiAHOIICHHA 10
POCIHChKO-YKPATHChKOT BIFHM 1 IOCHIIFOE 1X arpeCUBHHUIN TOCHIL.
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[Ipo TpaBMaTu3alio yKpaiHCHKOI MOBH CBiAYUTH, Ha HAIl
TIOTJISI/, IMUPOKE BHUKOPHCTAHHS Je(OPMOBAHUX PYCHU3MIB, SKi
BUKOHYIOTh pi3HOMaHiTHI (yHKIii. Y mepmry depry, BOHH
YBHPa3HIOIOTH OOPOTHOY YKpaTHCHKOI KYJIBTYpH 3 HaB sI3aHOIO 1H Yy
gacu CPCP 3 6oky MockBE KOMYHICTHYHOIO 17I€0JI0Ti€r0. 3BiJICH
gyacTa 3aMiHa B YKpalHCBKUX TEKCTax CJIOBA «PasIHCBKUN» Ha
«coBercekuit».  Hampukman, y — myOmiguctuuHiii  crarTi
C. I'paboBchroro «YKpaiHChbKa MOBa 1 3aXHUCHHUKH ‘“pyCCKOTO
MHpa”» YATAEMO TIPO «IAHIBHY B cO8EmCHbKI (TYT 1 Jali KypcUB
Ham. — JLI) wacm  xymeTypy  JleHina-bpexueBay»
(https://www.radiosvoboda.org/a/28276421 .html). AGo y crarTi
JI. Macenko 10710 MOBHOI cuTyarii B YKpaiHi, OmyOIiKoBaHO1, 10
pedi, y BHUIYCKY ImiJ Ha3BOW «MoBa HiIMOI KpaiHu» He3abapom
micis  MOMapaH4eBOi PEBOJIONIl, MPUKMETHHK «COBETCHKUI»
BUKOPUCTOBYEThCA IS XapaKTEPUCTUKA MOBHOI TONIITHKH €KC-
npesuneHTa Ykpaiam Jleoniga Kyumu: «KonwmHili coBeTchkuit
JMPEKTOP BEIIMKOTO BIMCHKOBOTO 3aBOAY B JIHIPONETPOBCHKY,
pociiickkoMoBHHME y 100yTi, Jleoninx Kyuma e ocobOucricTio 3
PO3/BOEHOI0 HAIIOHANBHOIO iMeHTHUHICTIO» (2004: 9), 3 MeTor0
HiAKPECIUTH cynepewinBy mno3unito Kyumum 1momo cratycy
POCIHCBKOI Ta yKpaTHCHKOT MOB Y JIEpKaBi.

HaBmucHo  nmedopmoBaHa  ykpaiHCcbka  MOBa,  fIKa
3yCTpidaeTbcs y cHoragax JAOpOCiMX JIIOJACH Npo IXHI AWTsYi
CIpoOH PO3MOBIISTH PiTHOID MOBOIO y THX MicTax YKpaiHu, Jlie
MEPEBAXHO PO3MOBIISUIA POCIHCHKOIO 1 Jie TTAaHyBaJIO 3HEBAXKIIMBE
CTaBJICHHS 110 YKPAiHCBKOI K O MOBH «HEOCBIUEHHX CEJSHY,
nepeiae MK CIIEKTp HETaTUBHHUX €MOIid — CyM, TipKOTy, Oiib
TOIO, BUKOHYIOYM eMOTHBHY @QyHKIito. Tak, M. bapuyk
pUragye, o «yKpaiHOMOBHICTb y KueBi — 11e Ko TH AUTHHOIO
BUXO/MB 32 MOPIT CBO€I KUiBCHKOI KBApTHPH 10 LIKOJH 1 Bixpasy
X, Bipady BiJUyBaB KpIKaHMH  3aMi300€TOHHHH  OMip
cepenoBula. Haiim’skimmuidi BUSIB IbOTO ONOPY — TH 1HTYITUBHO
3HA€EI, 110 MOYMHAIOUM 3 JiTa, CKpi3b — y MarasuHi, y JIBOpI,
IIKOJI, TOHEepTadopi TBOs YKpaiHChKa — «Hexcmami» <...> lle
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KOJIM TH Ha3WBa€ll CBOE iM’sl, a Tebe MUTAIOTh “A d4TO 3a HUMs?
Hupi VKpainyu mina, na?”’y»
(https://www.radiosvoboda.org/a/28448867.html). 3a momomororo
TaKMX MIMETUYHUX MOBHHUX JKECTIB BIITBOPIOETHCS IHTOHAIIHHUN
MaJIFOHOK BHUCJIOBIIIOBAHHS.

Ilim dac pociiicbko-ykpaincekoi BiitHE 2022 poky y
COLIAJIbHUX Mepekax MJOBOJI YacTO TPAIUISIIOTBCS MapoidHO
BIITBOPEHi POCIHCHKOMOBHI BHCJIOBIIOBAHHS, SIKi CTOCYHOTHCS
BOEHHOTO KOHQUIIKTY Ta TNepelaroTh BiJHOIIEHHS IO HBOTO
OLITBIIOCTI POCIsIH.

B omHomy 3 moctiB nmuckMeHHMII Okcanu 3a0yKKO Ha
(eficOymi, ompwiIromHEHHWX Ha mMmodaTky mucromana 2022 poky,
HWIeThCs MPo CydacHy €KpaHi3alliio BiIOMOTO0 pOMaHy HIMEIBKOTO
nuceMeHHrKa E. M. Pemapka, ne 300pakeHe MOKOJIHHS HIMIIIB,
ski Opanu ywacte y llepmrii cBitosii BidfHI. [Ipm mpomy moct
MICTUTh JEeKiJbKa TOMYJSIPHUX BHUpPAa3iB, HAMMCAaHUX JIOMAHOIO
POCiiichKOI0: «A HOBOIO ekpaHizalieo “Ha 3axigHomy ¢ponTi 6e3
3MiH” — Ji¢ JIFOJIMHY Ha BiiHI I[UIKOBUTO 3BeJEHO J10 (hiziojorii +
“sascvomeinasamunonimixi’ — JIUILITh 3aXOINIFOBATHCH HIMIISIM,
Hy 1 TPOXW IIle pOcCisHaM — B Mipy Jelanxi HEBiIIBOPOTHIMIOTO iX
nepexoay Bix “Ilapwx 3a aBa THkHI” (3akpeciieHo) “KuiB 3a Tpu
IHI” — 10 “3a wmo 2ibHym Hawii Manbyixi”: TapaJoKCaIbHO, K Y
bOMY (GibMi CIIPUTHO BHJIYYEHO TOJIOBHHUI pEeMapKiBCHKUIU HEPB
— ocobucToro 600 3a KOJEKTHBHY BiNIOBIaIbHICTh, CAMOTHOCTH
ONIPUTOMHUIMX JKEPTB YCEHAPOJHOTO OUYMAaHIHHS: HaBiTh BKpal
BaXJIMBY B pOMaHi TIepO€BY BIAMYCTKY MAOAOMY JJsl LBOTO
JIOBEJIOCS CKacyBaTH, y (PiIbMi BOIOIOTh TUIbKU “Manbuixi” i I1yTin
(zaxpecneno) I'iHaeHOypr, Tak, Have Ii¢ 3HIMAIM SKICh YMOBHI
“Xapowipyckic”, — HE BHUKIIOYEHO, 3 TOIISAY arpecopa BiifHa
3aBXK/IM Ma€ THAKIIUHM BUTIIS, HIX 13 MOTJISLY JKEPTBH, 1 1€ i TOMY
KyJIbTypaM ‘“‘arpecuBHOi MmaM’sTi” Jermie IOpPO3yMITHCh MIXK
co00l0, HDK  TpaBMaTH30BaHMM 3 iHIIOrO  OOKy”...»
(https://www.facebook.com/oksana.zabuzhko). = BucnoBmroBanHs
KBABCLOMBIHABAMUNOIMIKI», TOOTO «y BCbOMY BUHHI MMOJITUKHY,
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HanucaHe Oe3 MpPOOLTIB y CTHII MOMYNAPHUX Y COLIIBHUX
Mepekax — XeINTeriB?, HiOMTO CIIPAMOBaHE MPOTH  ITO3HMIIi
MTOCTaHOBHUKIB (iTbMy, ajie sIK 3a 3MiCTOM, TakK 1 3a XapakTepoM
BiJICHJIa€ IO CYYacHHMX MOZIM Ta CTaBUTh MUTAHHS KOJEKTUBHOI
BIJIITOBIIATLHOCTI POCISTH, SIKI HAMAralOThCS THUCTAHITIFOBATHCS Bif
TOTO, IO BiAOYBa€ThCA 3 KPaiHOIO 1 TAKUM YHHOM 3aXHCTUTH CBIl
3BUYHUN CIIOCIO JKUTTS Ta BIACTOPOHUTHCS BiJl HarajabHUX
mpobJeM pociiicbKoro cycminbeTBa. | mami y TekcTi aisl aHamizy
momiid (imeMy 3amy4aroThCsl BIABEPTI Mapaiedi MiX BIAJIO0
okymarieto HiMmisiMu [lapmka, ame mporpaHoro MOTIM BiifHORO, i
MPOBAILHUM MYTIHCHBKHM HaMipoM MHUTTEBO 3aXOMNHTH CTOJIHIIIO
VYkpainu. Y pe3yibTari i B OMHOMY BUMAIKY, 1 B 1HIIOMY BilichbKa
HAIlaHUKIB 3a3HAIN BEIMKHX BTPAT, IO ITOPOKYE MUTAHHS PO
MPUYMHU HEOUiKYBaHOI MMOPa3Ku: “3a wmo 2iOHym Hawii Manbyixi”
(«3da mO THHYTH Hami XJIOMYUKH»). Y ¢pas3i 30epexeHo
JTEpaTypHy POCIHCHKY BHUMOBY («IITO» 3aMiCTh «4TO», 3aMiHa
POCIMCHKOI JIITEPH «M» YKPATHCHKOIO «i»), 1[0 CTBOPIOE MOABIMHUN
edexr. 3 omHOro OOKy, IIe TpsMa MOBA HalaJHUKA, [0 BUPAXKAE
foro HIOWTO HaiBHE 3MBYBAaHHS], IIMPE HEPO3YMIHHS TOTO, IO
BiOyBa€eThCs, 3 IHMIOTO, (pa3a MICTUTh TIY3IUBY ipOHIIO,
CIpSMOBaHy TMPOTH TOTO, XTO CTaBUTh II¢ IUTaHHS, SKe
MIePETBOPIOETHCS HA PUTOPHYHE, TOOTO BIANOBIAbL Ha HBOTO JUIA
aBTOPKM TEKCTy, Ha BiJIMIHY BiJ MOBI, € OueBHIHOI. Himkde
POCIMCBKMM CIIOBOM «Maib4iki» Ha3BaHI HIMEIbKI COJJIATH,
nepconaxi Pemapka, a mpi3Bume «IlyTiH» HIOM BUIAIKOBO
BUKOPUCTOBYETbCA  3aMiCThb  HIMeUbpKOro  (enpamapiuana
lNuanenOypra (3a OMOMOTH SKOTO, J0 pedi, ['iTinep npuiimos g0
BJIQJIM), 10 MiJKPECIIIOE TOTOXKHICTh B 0YaX 3a0yKKO HIMEIbKHUX i
pociiicbkux 3arapOHHUKiB. OCTaHHIH BHUCIIB — «XapowipycKic»,
TOOTO «XopouIl pocisHU» — 3aBIAKd (oHOJOTI3ALIl POCIHCHKOT

2 Xewrrer — KI04OBMI BMpa3, 3a SAKMM 3JHCHIOETBCS MOLIYK TEKCTIB
BIAMOBITHOT TEMATHUKH. SIKIIO CKIAZAacThCS 3 ABOX a00 OLIBIIOI KIIBKOCTI
CIIiB, 3a3BUYall BOHM MUITYTHCs O€3 IpoOiiB.
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BUMOBH, J€ TiAKPECIIOETbCA XapakTepHe Ui MOCKOBCBKOI
BHMOBH «aKaHHS» («XapoIli») i BHKOPUCTAHHIO YKPATHCHKUX JITEp
«1» Ta «e», BIACYTHIX B pociiickkoMy asndaBiTi, ipOHIYHO BHCMIIOE
THX, XTO po3ainse rpomansH Pociiicbkoi deaeparii Ha «XOPOLIHX»
1 «TIOTaHMWX» B 3aJI€KHOCTI Bl TOTO, MATPUMYIOTH BOHH BiifHY B
VYkpaini uu Hi. {1 aBTOPKU IOCTY, SIK II€ BUJHO 3 KOHTEKCTY,
TAKOr0 TMOAIMY HE iCHy€e, HaTOMICThb 3a0yXKO MpPOTHUCTABISE
arpecopiB i JKepTB arpecii, MiAKPECHIOYM, IO Ti, XTO
CHPUYHUHSIOTh TPaBMy, 1 TPaBMOBaHi IO-Pi3HOMY CIIPHIMAOTH i
3armaM’ITOBYIOTh OJTHI ¥ Ti 5k cami moJii.
BuchHosku
Lls crarts He TMpeTeHAye Ha MAacIITa0HE IOCIiKCHHS
MOBHOI TpaBMU. MM JHIIE HaMarajucsi OKPECIUTH HAesKi
HaIpSIMKHU TOAAJIBIIOI0 BUBYCHHS Ili€l CKJIAIHOI, OaraTopiBHEBOI
nmpoOJieMd, sKka TICHO TIOB’si3aHa 3  CaMOiJEHTH(IKAIIE
0coOmCTOCTI, i3 3aco0aMM MaHIIyIAIii MacoBOIO CBIIOMICTIO, 3
JMIHTBICTUYHUMHU  IHCTPYMEHTAMH  IOJNITHYHOTO BIUIMUBY  Ta
MICUXOJIOTIUHOT arpecii. Y Harii noganpiiiii podoTi MU TUIAHYEMO
PO3TNSHYTH Ppi3HI BUAM MOBHOI JeBiamii, MeXaHI3MH iXHBOTO
yTBOpeHHS Ta (YHKI[IOHYBaHHA Yy IDIONIMHI  POCIHCBHKO-
YKPaiHCHKOT'O MOBHOTO TIPOTHUCTOSIHHSI.
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PELENLIS ®LIOCOPCHLKUX LJIEN I'. CKOBOPOIN
Y TBOPYOCTI I1. 3AT PEBEJILHOT'O

Abstract

The article is devoted to the study of the realization of the
philosophy of freedom, the idea of «kindred work» by
H. Skovoroda in the historical novelism of P. Zagrebelny.

Skovoroda’s concept of freedom, the concept of «kindred
work», related to the ideas of rehabilitation of the self-worth of a
person, needs new research and scientific understanding taking into
account the context of the present age, which determines the
relevance of the issues raised in the article.

The purpose of the study is to trace the reception of
philosophical ideas (philosophy of freedom, the doctrine of
«kinship work») by H. Skovoroda in P. Zagrebelny's historical
novels «Miracle», «I. Bohdan (Confession in glory)», «Thousand-
year-old Mykolay».

The task of the article is to analyze the projection of the
Skovoroda’s idea of freedom in the historical novels of
P. Zagrebelny on the images of Bohdan Khmelnytskyi («I, Bohdan
(Confession in Glory)»), Mykolay Smian («Thousand-year-old
Mykolay»); to reveal the basic concept of «kindred works»
manifested in the images of Syvook («Miracle»), Mykolay Smyan,
professor Cherkas, the Ukrainian people («Thousand-year-old
Mykolay»).

The work implements a combination of historical-literary
and comparative-historical methods, an analytical-descriptive
approach is applied, which consists in the selection,
systematization and analysis of material.
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The vision of freedom characteristic of the cossack era, as
well as Ukrainian history as a relentless struggle for freedom, finds
its interpretation in P. Zagrebelny’s novel. The novel «I Bohdan
(Confession in Glory)» by P. Zagrebelny is an interpretation of the
figure of Bohdan Khmelnytskyi as an exponent and founder of the
Ukrainian nation on the path of the liberation war for freedom,
which is included in the model of the «father of freedom» of the
Skovoroda’s.

The desire for freedom: personal, religious, national for the
main character of P. Zagrebelny’s novel «Thousand-year-old
Mykolay» is a defining character trait. Mykolay is an expression of
the thousand-year-old aspirations of the people for independence at
various historical stages. The character of the work represents the
author’s concept of the types of national character of Ukrainians:
smerdis, cossacks, haydamaks.

The idea of «kindred work» can be clearly traced in the
image of the construction worker Syvook in the historical novel
«Miracle» by P. Zagrebelny, who developed his talent by going a
long way in search of harmony of colors and work for the good.

The interpretation of the idea of «kindred labor» in the
novel «Thousand-year-old Mykolay» by the Skovoroda’s idea is
that it is not just an innate task for an individual (Mykola Smiyan,
professor Cherkas) to work on the land, but also the road to the
happy destiny of the Ukrainian people.

So, H. Skovoroda’s philosophy of freedom had a
noticeable influence on the historical novelism of P. Zagrebelny.
The heroes: Bohdan Khmelnytskyi («I, Bohdan») and Mykolay
(«Thousand-year-old Mykolay») are the clear embodiments of the
Skovorodinov’s model of «freedom as the highest value». The idea
of «kinship work» is manifested in the images of Sivook, the
construction worker from «Miracle», Mykolay, professor Cherkas
from «Thousand-year-old Mykolay».

Keywords: philosophy of freedom, «kinship work»,
historical novel, messianism, national character.
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AHoTanis

CrarTa TpHCBSIYECHA MOCHTIKEHHIO peamizamii ¢imocodii
cBoOomu, imei «cpomuoi mpari» I'. CkoBopoawm B iCTOpHYHIiM
pomanicruti [1. 3arpebenbHoOTO.

CKOBOpOAWHIBCEKA  KOHIIEMIlST ~ CBOOOAW,  TTOHSTTS
«CpoaHOI Ipalli», OB sI3aHi 3 iAeAMU peaduIiTaIlil caMOLIIHHOCTI
JIOAMHY, TIOTpeOye HOBUX JOCHTIPKEHb 1 HAYKOBOT'O OCMHCIICHHS 3
ypaxyBaHHSM KOHTEKCTY HHUHIIIHBOI J00M, MO | 3yMOBIIOE
AKTyaJbHICTh MMOPYIICHOI B CTATTi MPOOIIEMATHKH.

Merta cTymii — IPOCTEKUTH perentlito GiTocopchbkux imeit
(pimocodii cBobomu, yueHHs «cpoanoi mpami») ['. CkoBopoau B
icropuaanx pomanax Il. 3arpebemsHoro «/luBo», «S1, borman
(CrioBimp y cnaBi)», « TucsqomiTHiit Mukomai.

3apmaHHA ~ CcTaTTi —  [poaHai3yBaTH  MPOEKIIIO
CKOBOPOJMHIBCHKOI iei cBOOOAM B ICTOPUYHMX pOMaHax
I1. 3arpebensHoro Ha oOpasu bormanma XwmembHHIIBKOTO («SI,
Borpan (Cnoiaps y ciaBi)»), Mukojas CwisiHa («TucsaomiTHIR
Mukonaii»); po3KpUTH 3aCaJHUYE MOHATTS MPO «CPOJHY MPAIFO»
ompusieHne B oOpazax CuBooka («JuBo»), Muxkomas CwisHa,
mpoecopa Yepkaca, ykpaiHchkoro Hapony («TucsgomitHin
Muxkomaii»).

Y  poGori  peanmizoBaHO  TO€AHAHHS  ICTOPHUKO-
JTEPaTypHOTO ¥ TOPIBHAILHO-ICTOPUYHOTO METOJIiB, 3aCTOCOBAHO
AQHAJIITUYHO-ONUCOBUN  MIJXiJl, SKAW TmojsArae B  miaoopi,
cUcTeMaTu3allii i aHaji3i Marepiaiy.

XapakTepHa AJsl K0o3amubKoi J00M Bi3ist cBOOOAM, a TaKOX
yKpaiHCchKoi icTopii sk Oe3yraBHOI OOpHI 32 CBOOOJy 3HAXOIUThH
CBOE TiymMaueHHs B pomani [1. 3arpedensHoro. Poman «51, borman
(CnoBigp y cnaBi)» Il 3arpebenbHOro — iHTemperauiss HocCTati
Bormana XMeJIbHUIBKOIO SIK BHpasHHMKa W  3aCHOBHHKA
YKpaTHChKOI Hallil Ha IUIAXax BU3BOJBHOI BIHHM 3a CBOOOY, IO
BKJIQ/IA€ETHCSL B CKOBOPOJMHIBCHKY MOJIEINb «0aTbKa BOJILHOCTI».

[Iparnennss mo  cBoboam:  ocobuCTOi,  peniriiiHoi,
HAI[IOHAJILHOI JIJI1 TOJOBHOTO reposi pomany Il. 3arpedenbHoro
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«TucsyoniTHiii Mukonait» € BHU3HAYAILHOK) PHCOI0 XapakTepy.
Mukonaii € BUPA3HUKOM THCSYONITHIX TparHeHb HApOIy JO
HE3JICKHOCTI Ha PI3HUX ICTOPHYHHX eTamax. [lepcoHak TBOpY
penpe3eHTye aBTOPCHKY KOHIEMII0 HpO THUMHU HAaliOHATBHOTO
XapaKTepy yKpaiHIliB: CMepiB, K03aKiB, TaifJaMaKiB.

Imes «cpomnOi mparii» BHpa3HO MPOCTEKYETHCS B 00pasi
OymiBanyoro CuBoOKa B icTOpuYHOMY pomaHi  «JluBO»
I1. 3arpebensHOrO, IKHI PO3BUHYB CBil XHUCT, MPOUIIOBIIH JOBIHN
IUIAX Y TIOITyKax rapMoHii OapB i mparri Ha 61aro.

[aTeprIpeTaltiss CKOBOPOAMHIBCHKOI i1e1 «CpOIXHOI TIpalli» B
pomani «TucsuomniTHiii Mukonait» mnojsrae B TOMy, IO II€ HE
MPOCTO TPHPOHKEHE MO0 uia OKpeMoi ocobuctocti (Mukona
CwmistH, ipodecop YUepkac) TpyamTHCS Ha 3eMJIi, aje i Jopora 1o
IIACIHMBOI JIOJIi YKPaiHCHKOTO HAPOAY.

Omxe, dinocodis ceodoau I'. CxoBopoau Mana MOMITHHI
BIUTUB Ha iCTOpHYHY poMaHicTuky 1. 3arpebemsHoro. Bupazaumu
BTIJICHHSIMH CKOBOPOJIMHIBCHKOT MOJEIl «CBOOOJIU SIK HAHBHUIIOL
MIHHOCTI»  BUCTYNAKOTh  Iepoi: borman  XMeILHUIBKUHA
(«4, borman»), Mukonait («TucsuomitHiH Mukonai»). Ines
«CpoaHoi mpawi» onpussieHa B o0pa3ax CuBooka, OyIiBHUUOTO 3
«/luBa», Mukonas, npodecopa Yepkaca i3 «THUCAUONITHHOTO
Mukonasy.

Karouosi cioBa: dimocodis cBoOOIM, «CpogHA TpaIsD»,
ICTOPUYHHH pOMaH, MECIHHICTh, HalliOHATBHUH XapaKTep.

Beryn
«IcTopis HapOAy CTAaBUTH MEPE]I JHOAMHOIO MIPOOJIEMY Yacy
3 fioro BiuHOIO TpuBaiicTio. OJHI MPUCTOCOBYIOTHCS JI0 YacCiB, Y
SIKUX KHUBYTb, 1 I[€3al0Th TaK caMo OE3CIIHO, 5K 1 3’ IBUIIKCS, 1HIII
HaMararmTbCcsd 3MIHUTH 4Yac, NepeOdOpOTH, BHUPBATHCS 3 WOTO

HEBOJIAraHHOCTI, — TaKUM  CyIWIocs  Oe3CMepTs, BOHHU
BUIIEPEIKAIOTh CBOI €MOXHM, BOHM HAaJEkKaTh MPUNAJCIIHIM
MOKOJIIHHAM, 1M Cynauiacs BIYHICTE», — [IMMHA CJIOBAaMH

MOYMHAEThCA ~ ece  «YM  BCEOCSDKHUM 1 OyHTIBIHMBHN»
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I1. 3arpebensHoro mpo ['. CkoBopomy, yMilmieHe B  KHU3I
«Henoxunumu ycramm» (3arpedesbuuii, 1981a: 52).

Bararorpannuii cBiT imocodii yKkpaiHCEKOTO MHUCIUTEIS B
LiJIOMY CIIOHYKa€ HAyKOBIIB JI0 BUPILICHHS HOBUX MpoOieM, sIKi €
Ha/J3BUYAHO BaXXJIMBUMHU B Hall 4ac. Binrak xoHunenuis csoboan
¢dinocoda, MOHATTI «CPOAHOI Ipall», IOB S3aHI 3 1ACIMH
pealimiTanii caMOLIHHOCTI JIIOJUHH, TOTPeOy€e HOBUX JOCIiIKEHb
1 HAYKOBOTO OCMUCIICHHS 3 YpaxyBaHHSM KOHTEKCTY HHUHIIIHBOI
no0u, IO W 3YMOBIIOE aKTyalbHICTh MOPYIIEHOI B CTaTTi
IpoOIEMaTHKH.

MeTtopoJioris i MeTOIM AOCTiTKEHHSA

MeTomoNoTiYHy OCHOBY CTaTTi CTaHOBJIATH HAyKOBi
NPUHIIMIIN  CyYacHOi  JIiTepaTypo3HaBYOoi HAyKH, a caMme
JaeKTUYHOI €JHOCTI JITEepaTypd W CYyCHiJbCTBA, KYJIBTYPH,
icTopii, 00’ekTMBHOCTI # icropusmy B oOmiHII (aKTiB,
B3aEMO3AJICKHOCTI H  B3a€EMO3B’S3KY  JITEPATYPHHUX  SBHIII,
OOMEXeHHS MHOXWMHHM TIOTEHIIHHMX iHTepmperamniii. ¥ poOoTi
pealizoBaHO MOEJHAHHS ICTOPUKO-JIITEPATYPHOTO U TOPiBHSIBHO-
ICTOPUYHOTO METO/IiB, 3aCTOCOBAHO aHAJITHYHO-OIMMCOBUH MiXi]I,
SIKUH TTOJIATaE B MiA00Pi , cCHCTeMaTH3allil i aHami3i Marepiaiy.

Muckycil

VY pisHi uwacu kputukamu a0poOky Il. 3arpebensHOro
uctymanu: C. Auapycis (1987), B. Joxrunk (1998), B. banaunarok
(2002), M. Cnabommuupkuii (2004), H. 36oposceka (2006, 2011),
H. bimuk  (2009) Ta iH. ABTOpM TmparHyJd 4epe3 iJieiHo-
TEeMaTuy4He, npo01eMHO-KOH(DITIKTHE, KaHPOBO-CTHIILOBE
0araTcTBO MpPO3W THCHMEHHHWKAa PO3KPUTH XYAOXKHIA METOI,
MIPOCTSKUTH EBOJIIOLII0 T'epOiB, MOKAa3aTH KOHIICTIIIIO0 JIFOAUHHU;
MpoaHai3yBaTH OOpa3HO-CUMBOJIYHHNA CIIOBHHUK AOPOOKY KiHIIS
1980-x — mepwoi mnomoBuHM 90-X pOKIB, BUAUIMTH BJaie
MMOEHAHHS ~ POMAHTHYHOI  IMIJHECEHOCTI Ta  CHUMBOJIIYHO-
¢dinocopcrkoi MICTKOCTI, BHU3HAUYUTH >KaHPOBI pI3HOBUAM U
Monudikamii icropuyaux pomanis. Ilonpu e OyJ0 HEZOCTATHBO
NPUIIIEHO YyBary BHWBYEHHIO BIUIMBY (imocodchkux iaei

201
© H. Hecmepenxo 2022



Haykosi 3anucku XHIY im. I'.C. CkoBopogu. JlitepatyposHasctso, 2022, sun. 2(100)

I'. CxoBopoau Ha TBOpUicTh [1. 3arpe0ebHOr0, OCKIIBKH MOCTATh
VYkpaincekoro Cokpara HEOJHOPA30BO 3pHHAE B  TEKCTax
MMMCEMEHHUKA.

Mera i€l  poO3BIOKM —  TPOCTSKUTH  PEICIIIIIO
¢dinocoderkux imeit  (dimocodii cBOOOMM, YUEHHS «CPOIHOI
mpaiti») I'. CkoBopoau B ictopuaHux pomanax Il. 3arpedemsHOTO
«duBo», «J1, bornan (CrnoBime y cnaBi)», «TucsuomiTHIN
Muxkonai».

3aBmaHHS ~ CTAaTTi —  TPOAHANI3yBaTH  IMPOEKIIIO
CKOBOPOIWHIBCBKOI iei cBOOOAM B ICTOPHYHUX pOMaHax
I1. 3arpebensHoro Ha  oOpasu bormana  XMeENBHHUIBKOTO
(«d, borman  (CmoBimp y  cmaBi)»), Mukomas  CwmisHa
(«TucsgomiTHIH Mukomai»); po3KpUTH 3acagHUYe MOHATTS IIPO
«CpoAHy Tpampo» ompusiicHe B o0pazax Cuooka («/IuBo»),
Muxkonas CwmisiHa, npodecopa Uepkaca, yKpaiHCHKOTO Hapomy
(«TucsraomiTHIH MuKOIai»).

Pe3yabTaTu g0CaiTKeHHA

Ha nymky Bigomoro mpocmigHuka TBOpUOCTI [puropis
CxkoBopoau JI. Ymikanosa, «mifcraBu posrisigata CKOBOPOAY K
“¢inocoda cBoboar”, HE BUKIMKAIOTH <...> CyMHIBIB. l1eTbcs He
JMIIE PO WOTO HAyKy — iJIeThCsl PO Horo crocid icHyBaHHS, 00
HaBiTh ciaBeTHa aBToemitadis Hamoro ¢inocoda “Cpir I0BUB
MeHe, Ta He CITiiiMaB” — TO He IO iHIIIe, K paJAuKaILHUN MaHidecT
cBoOom» (Yikanos, 2015: 24).

HalinoBHimoro XymoxxHbOro CHHTE3y (ijiocodis cBOOOIM
JaBHbOYKpPAlHCBKOTO ~ MHUCIWTENs  JOcCArJIa y  TBOPYOCTI
MUCHMEHHUKIB THX CYCIUJIbHO-ICTOPHYHUX TEPioJIiB, KOJIH TOCTPO
rmocTaBaja TpoOiiemMa 30€peKEeHHS CaMOIIHHOCTI  JIFOJCHKO1
0co0ucTocCTi, 11 BHyTPIIIHBOTO TyXOBHOTO POCTOPY.

CranoBnenns II. 3arpeGenbHOro sIK aBTOpa 1CTOPHYHOI
npo3u OyJio MPOIecOM TMOCTYMOBUM. BaiuBy poib Ha IbOMY
NUIAXY BIiAIrpaiau SK HaJ3BUYaiiHE aBTOPOBE KPUTHKO-aHAIITUYHE
o0JapyBaHHS, TaKk 1 «IyX» JOOHM, TO3HAYEHOI BiJPOKEHHIM
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HaIllo- W Aep)KaBOTBOPYMX YCTPEMJIIHb YKpAiHIB, NOYMHAIOYU 3
60-x pp. XX cTomiTTs.

[IicTmecATHUITBO TIOPOAMIO HOBY XBHIIIO 1CTOPHIHOTO
pomany — tBopu I1. 3arpebenbnoro, P. IBannuyka, P. ®denopisa,
1O. Mymkeruka, 1. binuka, P. IBanuenxo. I1. 3arpebensauii pazom
3 I. Uenneem, A. [iamaposum, B. 3emisakom, 0. MymkeTnkom ta
IHIIMMHM aBTOpPaMHU CTapIIOTO MOKONIHHS, X04 1 He HaleXalu A0
SIpa HIICTAECATHUKIB, Oynn HUMU 3a cyTTio (IcTopist yKpaiHChKOi
miteparypu XX cromiTrs, 1998).

HoBuii ykpaiHCBKHHA poMaH TMO€AHAB Y CO0I  «pHCH
KJIACHYHOTO  ICTOPUYHOTO  pOMaHy 3  HOro  cepio3HHM
JOCII/UKEHHSIM MHHYJIOTO Ta 1CTOPUKO-XYIOXXHBOTO POMaHy 3
«TOTAJBHAM TIOTJISZIOM Ha pedYi», AKTHBHOIO TIPOCKIEI0 Ha
CYYacHICTh, (iIocOiuHICTIO, iHTENEeKTyalbHICTIO» (AHIpPYyCUB,
1987: 10).

Ha aymxy B. bangunrok, «I1. 3arpebensHuil HAICKUTH 10
TOT'O TUITy aBTOPIB, SIKi HEBIIMHHO €BOJIIOIIIOHYIOTh 1 TEMaTUYHO, 1
CTHJTIICTUYHO, TIEPEOCMUCIIOIYH KYJIbTYPHI apXETUIH i CUMBOJII
(banmunatok, 2004: 1). JlitepaTypo3HaBuWHS BHIUISE BIACHE
POMaHTHYHUH OIOBIJHUH MOAYC Yy TBOPUYOCTI NHCHMEHHHKA,
HATOJIOIIYIOYH, IO «y CBOiM iCTOpWYHINA mpo3i 3arpebenbHUiA
BUKOPHCTOBY€E 3A€OLIBIIOT0 TpPaguIliifHi poMaHTH4HI (opMmwu,
HAaIpHKJIaJ, MPUTOTHHUIBKOI MPO3U i pOMAaHCY, MOEAHYIOUH iX 3
($i10COPCHKO-KYIBTYPHUM KOMEHTapeM Ta I1HTEJICKTYaIbHUMHU
napabonamu» (banauntok, 2004: 2).

O6pa3 I'puropis CaBuua 3aiiMae MOMITHE Micue Yy
tBopuocTi II. 3arpedenbHoro. Ymepmie Benukuil ¢inocod OyB
300pakeHnii mruchkMeHHUKOM y pomani «lllemit» (1963-65), ne B
HApOJHOIIOETUYHOMY JIYCi TEperoBiAaETbCs JIeTeHAa 3 >KUTTA
MPOCBITUTENSL, KOJNM OCTaHHIM «mocepes  BIIKPUTOrO CTEIy
yOepircst BiJ 37MBH, MOB CBSTHIA stHTO» (3arpedenbuuii, 1981b:
395). Ilizmime, «Squaw-wordly (came Take iM’s OTpUMaB
CkoBopoZa B pOMaHi 3 YOTUPbOX IIOBIIOMJEHb 1 He 0e3
¢danractukn «bescmimnuit Jlykacy (1976-1986)) penpesenrtye
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Vkpainy sk oauH i3 HalBuAaTHIHKX ¢inocodiB, SKOTo aBTOP
mopiBaOE 3 JlioreHoM, 00 XHUTTA CBO€ MPOBIB y MaHApax i
oigHoTI» (3arpebenbunii, 1989: 231), Ta Cokparom, 00 HaramgyBaB
Horo «cunoro po3ymy» (3arpebenbuuii, 1989: 231).

3-moMi>k ocHOBHUX puc mpo3u II. 3arpebenpHOrO, Ha

ITYMKY H. 360poBchKoi, BHPI3HAETHCS «dinocodcrka
aHamiTH4YHiCTh  BiuHMX icTH»  (300poBchka, 2006:  26),
peanmizoBaHa B HAI3BHYalHO MPOAYKTUBHOMY — I1CTOPUYHOMY
Martepiari.

I'omoBHI Tepoi ICTOPUYHMX pOMaHIB KIacHKa YKpaiHChKOI
JIITEpaTypu HEPO3PUBHO TOB’s3aHI 3 OOPOTHOOIO 3a HE3aJIEKHICTh
VYkpainu B pi3Hi yacu i eroxu. Tax, TOTOBHUHM TepOil iICTOPUIHOTO
pomany «5, borman (CrioBias y ciaBi)» CTBEpIKYE: «51 3HAB BOJIIO
HapOoJy CBOIO Ta 3HAil 3BEepPTaBCS O HHOTO 3a MiATBEPKEHHSM,
XOTiB me W 1Ime pa3 TModyTd Tojlioc Horo, OakaHHs
HaticokpoBeHHime» (3arpedensuuii, 2001: 630).

Tsarmicts Tpaauiii HazuBaTH b. XMeabHUIIBKOTO 0aThKOM
cB0OOM, Ha IyMKy JI. YiikanoBa, IpOCTeXY€EThCS B YKPaiHCBKiH
mitepatypi 3 cepemman  XVII:  «Tum d9acom  camoro
XMenpHHUIBKOTO Jech Bing cepenunn XVl cromitrs B crapiid
VYkpaini 3a3Buvail  cnpuiimManu  SIK  «0aThbKa  BOJIBHOCTI.
VYcnapieHHs: ¢cBOOOIU TMOB’s3aHE 3 iM’SM BEIHKOrO TeThMaHa B
«Oni mo BossHOCTI» («De libertate») CkoBopomw» (Yiukaios,
2014: 27). dinocod y moesii yTBEPIKY€E AYMKY PO CBOOOIY SIK
HaiBury iHHICTh: «I1{o € cBoGoaa? Jo06po B Hili sikee? / KaxyTs,
HeHade BOHO 3osi0Tee? / Hi sk 00, He 31I0THE: 3piBHSBIIHN BCE 3JI0TO,
/ IIpotu cB0oOO 1M BOHO Jiuii 6010T0» (CKOBOpO/IA).

Y po3yMmiHHI TepoidHOro 4YHMHY TreTbMaHa borjgana
XMenbpHUIBKOro, Ha OyMKy JI. YmikamoBa, € KijbKa BHMIpiB:
«YTiM, y THUCBMEHHHKIB cTapoi YKpaiHu cBoOoja, SIK i 4YMMaio
iHIMX  ¢QuIocopChbKUX  yHIBepcalidi, Mae  He  JIWIIe
«TOPU3OHTANBHUIY (JIFOIMHA Ha «TeaTpl IKUTTS»), ajue #
«BEpTUKAIBHMI» (JII0auHA — AOCONIOT) BuMip» (Ymikanos, 2014:
28). XKutta icropuuHOi ocobu — mMyONliYHE, a TOMY HAJIEKHTh
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CBITOBI. Y CBOEMY MOHOJIO3i-CIIOBi/Ii TepOil HaMaraeThbcs MOKa3aTu
CBOI BUMHKH HE TIJIBKH K T€ThMaHa, a H MPOCTOI JIIOJMHH, AKIH He
qy’Ki OOJTIHHS ¥ pajori, HeBaavi i MOMHITIKH, PO3KPUTH MPUXOBaH1
MOTHBH THX 4YM iHIIUX Aii. PoMaH Hanucanuii y ¢opmi MOHOJIOTY-
cnoBini bormana, 03Ha4e€HOTO SK CIOBIJH Y ClIaBi, TOOTO B CHTYaIlil
aKTHBI30BaHOI MYyXHOCTI A0 O kuTTsd. CHOBimb, HAa IyYMKY
H. 360poBcbkoi, Mae «He JuIIe iCTOpUYHHH, a W MeTadizuuHul
XapakTep: TeThbMaH yCBIIOMIIIOE YKPaiHChKY iCTOpito Ta cebe B Hil
MCs CBO€I CMepTi, TOUHIIIe cka3zaTh: MeTadizwununii borman
oriHioe icropuaroroy» (36opoBckka, 2011: 22).

JI. YikanoB CTBEpIKye, IO MOHSTTS CBOOOAU B HOTrO
«BEpTUKaNBHIN»  cTpaTerii  ykpaiHChKi  0OapokoBi  aBTOpH
TpakTyBaau sk liberum arbitrium, To6T0 sK «camoBmacrie», 60
moauHa, Maroud boxwuit o06pas 1 momoOy mocrae came
«CaMOBJIACHOIO», a OTXeE, 37aTHOK CAaMOCTIMHO OOMpaTH MOMiX
mobpowm i 3mom (Ymkanos, 2014). ¥V pomani «, borman (CrioBigs
y ClaBi)» Iei «caMOBIACHUIN» BHUOIp MPOUTIOCTPOBAHO PSAKAMU
PO CKIIA/IHI TIEPEKUBAHHS TePOs: «A THM YacoM JIOBKOJIA TPUBaa
O0opoTrba mobpa i 3ma, bora i qusBoNa, Mi’>kK MUPCHKOIO CYETOIO i
BIYHICTIO 1 S MHMOBOJI BIUTyTYBaBCsS B Ty OOpoThOy, Brpy3aB y
CyeTy Ounblie i OUIbIIE 1 BXKE IMOYMHAB JISKATHCS, 1110 HE CIOBHIO
MpU3HAYEHHs, SKE BiUyBaB y CBOId Iymm, TOJI pBaBCs BCiMa
CMUCIIaMHU 1 JIOMYCKaBCsS BYMHKIB TAKUX, PO SKi TPiX 1 3rajyBaTu.
3aHeceHHH HaJl MOEIO TOJIOBOIO manam KoHeImoibchKoro micis
3yXBaJIMX MOiX ciiB mpo Kopjambky KpimocTh cram’siTaB MeHe,
KMHYB Y OTXJIaHb, y caMi MeKJa, ¢ BaJyBajd YOPHI IUMH 3
MO3acCBiTTS, 1 TYT S MaB a00 3aruHyTH, a00 X 3POJUTUCS TaKHM,
SIKMM CyAUJI0CS MeHi icTopietoy» (3arpedenbuuit, 2001: 102).

I1. 3arpeGenpHuii MOKa3ye reTbMaHa, 3 OZHOTO OOKY, SIK
MpeICTaBHUKA BiJIBHOMOOHOTO KO3aIbKOr0 Hapo1y, a 3 Apyroro —
SIK ICTOPUYHOIO PeajicTa, 3MaTHOrO JUBUTHCS BIIEPE]] HA LI BIKH:
«Hixrto me Toai mpo ce He JyMaB 1 He rajaB, HaBiTh caMa icTopis
MoBuasia, 00 ii MOIJIAA CIPAMOBAHWI TIABKH Ha3al, MPO3PITH X
OynmymmHy HectipoMoken» (3arpedensauii, 2001: 373).
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XapakTepHa I KO3aIlbKoi JIoOU Bi3isi CBOOOIM, a TaKOXK
yYKpalHChKOi icTopii sik Oe3yraBHOI OOpHI 32 CBOOOAY 3HAXOIWTH
cBoe TiaymadeHHs B pomani II. 3arpeGenmbHoro: «Miil Hapox
TBOpHB ceOe i Ha MOJIsIX OUTOBHUX, 1 B 3aMHJIyBaHHI CBOOOI00, Ta
W y CBiIOMOMY TIparHeHHI YHUKHYTH YIOKOPEHb, IOPa3oK,
MTHOCHUITH 1 TapeMHOTO cTpaxkaanHsy (3arpedensuuii, 2001: 630).

Y «De libertate» I'. CkoBopoau, 3a MipKyBaHHSIMH
JI. YkanoBa, ycnaBlieHHS iMeHI TreTbMaHa — IIe HE IIPOCTO
icropudHa peMiHicUeHIis Ha Motlices, SKUM XMETbHUIIbKUI
IoCcTa€e B JniTonuci Benwdka, a cTBepkeHHs 00roo0paHoCTi Mecii,
SIKM Ma€ BU3BOJIUTH YKPAiHCHKUH HAPOJ 13-11iJ] MOJIBCHKOTO THITY
(Yuikamos, 2017).

MoTuB BilllyBaHHS B pOMaHi B pI3HUX BapiaHTax JOBOJI
YacTO aKTyalli3yeThCs, 110, OYEBUIHO, CIIPUYMHEHO aBTOPCHKOIO
HACTaHOBOIO Ha YTBEpPIKEHHS OCHOBHOTO KOHLENTY TBOPY —
MeciiHOcTi bormanma XwmempHuiskoro. He — BumagkoBo o0pa3
Borpana Gararo pasiB acomitoeTbest 3 MoliceeM: «...00 K 3BaHO
MeHe 3a JKUTTS MoliceeM, IO TOPATYBaB CBi Hapoa BiX
HeBodi...» (3arpebenbuuii, 2001: 9). LlinHicTe po3yMy # 3HaHHS
JUIS TIEPCOHAXKAa 3ICTAaBISEThCS aBTOPOM 13 3Ha4YeHHAM Topw,
3akony Moices (Crapuii 3aBiT) juia iyzaeiB: «31 MHOIO 3aBXIU
OyJe MOe 3HaHHA, a IIe BUIIE 3a Bci KieiHomu city. Ckiany 3
TOrO 3HAaHHA IUSITHKHIKXS CBOrLO KUTTA, sK Moecei»
(3arpebenbhuii, 2001: 9).

I'epoii I1. 3arpebenbHoro, MOJIEMI3YIOUH 31
I'. CkoBopogoro # T.llleBueHkOM MO0 OINIHKK WOTO [IiH,
MPOBIIIAE HAPOKEHHS HEMEPEeCiuHMX ocoOucTocTel YKpainu —
MPOJIOBXKYBaYiB Tpaauiii cBoboau: «llle He HapoIMBCs BEIMKHM
¢inocod Moro HapoJy i BEIUKUN TOET HOro HE NPUHIILIOB, 51 HE Ml
TOJAI BrajaTH IXHiX iMeH, SKi, MOXeE, 3aTbMapsTh MO€ iM’s, aie
MUCITi TXHI BENUKI BOTHEHHO 30JMCHYIHW Tiepe]l MOIMH oYnMMa TOi
HOYI1, MPOBILa0uu OyIyIINHY 3eMJIi MOET i HApOLy BKPaiHCHKOTO»
(3arpe6enpHmii, 2001: 331). Pozgymyroun npo maiiOyTtHe, bornan
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XMeNbHHUIBKHUH MOCTAE Tiepe]] AuIeMot0: «CTaTH OTIIEM BOJBHOCTI
HE Ha MUTh, HE HA JIeHb, a Ha BIKW ...» (3arpedenprmii, 2001: 332).

Y pomanHi KkoXkHa HOBa mepeMora Oymmia B bormani
XMENbHHUIIEKOMY BIiUyTTS BHIIPOCTAHHS HApOAY 3 BIKOBIYHOTO
pabcTBa, HapoHKEHHS HOBOi Harlil, ska Ooporiacs 3a YecThb, 3a
BOJIIO: «BHIIHCS HE TIBKHU 3a CBOIO 3€MIIIO, aJI€ M 3a CBOIO TIHICTD,
3a claBy W iCTOpil0, TOX 1 BUHMILIA Ta OWTBAa HEIIACTUBA IS
IUISXETCHKOI CTOPOHU, IXHE BIHICHKO 0/Ipa3y CTPATUIIO CepIIe, 1 BiKe
Temep He S MaB IOYYyBaTHCS JKEPTBOIO, a Ti, XTO IIe BYOpa B
Oe3MipHilf THMXaTOCTi CBOIM BBaXKalM HAc Ha HIMO 1 BXKE
CBATKYBaJIM BIKTOpilo, e W He 3700yBmmM ii» (3arpebenbHHM,
2001: 380).

O6pa3 bormana — 1¢ HOBHH BHMIp HAaIiOHAJLHOTO
XapakxTepy, 10 KepyBaBcsl MPUHIUIIOM OOPOTHOH 32 BOJIO B YCiX ii
nposiBax: «HixTo Hikonu He OyBae BIIBHUMHM JIO KiHIIL. AJie OHI
OOpIOTHCA 3a CBOOOMY, IHIII TITBLKH JKHBOTIIOTH Y ITOTHOOJICHOCTI,
Blaro4M BaoBosieHHs. lllacTs He BTiM, I0O MaTH CBOOOY, a B TiM,
o6 OopoTucs 3a Hel, 1 He TaK CIOBOM, SK JiToM» (3arpeOenbHuid,
2001: 484).

Poman «41, borman (CrioBigs y cmasi)» I1. 3arpe6GensHoro
— iHTeprperaiis moctati bormana XMelbHUIIBKOTO K BHpPa3HUKA
i 3aCHOBHHKA YKpaiHCHKOI HaIlii Ha MUISIXaX BU3BOJLHOI BIHU 3a
cB00OY, IO BKIIAJAETHCS B CKOBOPOJIUHIBCHKY MOJENbh «0aThKa
BOJIHOCTI».

3HaYHOIO MOJIi€I0 B JiTeparypHoMy mporeci 1990-x pokis
cTalla TosiBA YMOBHO-icTopmuHOro pomany Il. 3arpebenbpHOrO
«TucsyonitHiii Mukomnait»y. M. CnaOOIINUIIBKAN, aHATI3YI0YH
XYJOKHIHA METOJ] MMCbMEHHUKA [bOTO MEpioay, 3a3Havae: «... 4d
HE MEHII 3YyXBaJIUH EKCHEPUMEHT 3BeCTH B «THUCSIYONITHROMY
Mukomnai» CTONITTS ¥ PO3KWAaHI B HUX JIOACHKI JIONI B €IUHUH
CIO)KETHHH KITyOOK, CTBOPHUBIIM I[JIbHY KOHTaMIiHAIIIO «IPO3U
igei» Ta «po3u xapakrepiB» (Cnabommuupkuii, 2004: 147).

Poman «TucsvomitHii Muxkonaii» I1. 3arpeGenpHOTO
BUSIBJISIE CBOEPIJHICTh 13 OTJISAY HA Te, IO TEKCT PEIPE3CHTYE
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«yMOBHY» Oiorpagito JIIOAMHHW — YKpaiHLA, SKUH XHUBE THCAUY
POKIiB, TPOXOASUM 32 IEeH Yac AOBIHH NUISIX BUIIPOOYBaHb, 3METIB 1
maniab. Y pomaHi «TucsdomiTHili Mukomai» JFOAChKa TyIia,
nparHy4yd OyTH BiJIBHOIO Ha THUCSYOJITHIX TepeHax icropii
VYkpainu, yBech dYac TMOTparuiie B TIOJNIOH [0 peirii, a0
CyCHUIBCTBA, JO ICTOPUYHHUX TOAiH: « MU HE MPUCATAEMO CBOIM
O6oram, 1 Mu BCi — BiibHI. Bu 3k mommxaui B cBoro 6ora. A XT0
CTaHe TonuxadeM Yy Oora, OyJae momuxayeM 1 B JIFOACH»
(3arpebensauii, 1994: 76). IlucbMEHHHUK MPOIIOHYE DPO3TIIAIATH
MHHYJIE KPi3b MPU3MY JKHTTS 3BUYANHOI JIIOIWHU, 1i IPUBATHOCTI,
TaKUM YMHOM IIEPETBOPIOIOYH «BEJIHKY ICTOPilO» B iCTOPiIO «Maoi
moguHmy: «Coymei 3 crapmmx KiaciB - pinocopchkux i
OOTOCITOBCHKMX, 1HOKH, i€pei, MPOTOIIONH, i€EPOMOHAXU BXKE 3
MMOYaTKOM CJIaBHOI BiHM XMEILHUIIBKOIO, a HAATO K IIiCIIs
300piBchKoOi yroau i moOyTy BelIMKOro rerbmaHa B Kuesi, omaun
MOTNIepel OMHOTO CTAIM JOMaraTHCs HOOUTITAamii, 3aHeCeHHS 0
KO3aIlbKOT'0 KOMITyTY, 0€3 BaraHb 3MIHIOBAJIA YOPHY psCy Ha Oiiny
CBUTKY KO3aIlbKy, a XpecT Ha MYIIKeT 1 Huum BuOOprOBaTH
BOJIBHOCTI CBOTO HapoOjy, BXK€ HE CaMOK IYIIEI0, a i PYKOKO»
(3arpebenpauii, 1994: 96). OueBnAHO, cCaMe MM MOYKHA TIOSICHUTH
cnpobu [II. 3arpebenpHOr0 10 KOHIENTyami3alii BITYU3HIHOT
ictopii B pakypci i ICHXOJOTIYHOTO TepeKHBAHHS HE CTLUIBKH
BEITMKAMH ICTOPHYHUMHE [[iT9aMH, CKIJIbKU JIFOIBMH, SIKi KU B
MEBHY ICTOPUYHY €MOXYy, CIpoOM CTBOPUTH HE MPOCTO 00pa3u
MEBHUX ICTOPUYHUX €MOX, CKIJIbKU «OKUBUTHY JIFOJUHY THX 4aciB
y BCi#f MOBHOTI i IPUBATHOTO, COLIATHHOTO i TyXOBHOT'O JKUTTSI.
Ilparuennss g0  cBOOOAM:  OCOOHMCTOI,  PEIIriiHOI,
HAI[IOHAJILHOI JUIsI TOJIOBHOTO I'eposi — MUKoas € BU3HAYaIbHOIO
pucoro xapaktepy. llepconax oOupae Bomto, 00 «kpaie OyTH
TOJIOJHUM TOPOOIIEeM TiJ XOJIOMHOI CTPiXOK, HIK pPalChKOIO
NTAIIKOW B 30JI0TiH kmitii» (3arpebenbuuit, 1994: 81). ¥V uii
nuTaTi 0aYMMO alto3if0 Ha CKOBOPOJMHIBCHKE «MEHI MOS COITiIKa
i BIBISI JOpOXKYi mapcbkoro BiHI». [lomatoum BupasHi icTopuyHi
enoxu: yacu Bonmoaumupa Benukoro, bornana XmenbHUIIBKOTO,
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lomomomop 1933 poky, Hpyry cBiTOBy BiiiHYy, mepeOyaoBy,
I1. 3arpebenpHuil pO3MIPKOBY€E HAJl CTAHOBJICHHSIM HAIiOHATBHOTO
XapakTepy. Y TEKCTi poMaHy aBTOP BH3HAYHMB TPU IICHUXOJIOTIUHI
TUIM YKpaiHIiB: CMEpAHM, KO3aK, raiijamakd, siki Ha HOro AYMKY
MpUTaMaHHI HAIIOMY HapoOJOBI Ha Pi3HHUX €Tamax HOro PO3BHUTKY:
«Slk Ha MeHe, TO YKpaiHCHKHI HapOoI B3arajli He MiAMaeThCs MOAUTY
Ha KJacu B yci YacH CHOBIAYIOUYH €IWHY Bipy, BiH 3aBXau OyB
HE3aJICKHUN y BiAnpari oOpsimiB Ii€i BipW, €IWHA X CUia, SKid
MiIKOPSBCA, — IIe iCTOpisl, i caMe BOHAa BHOKPEMHUJIA B HBOMY TPH
TOJIOBHI XapaKTepH, SKUMH BiH YTBEPAUBCS Ha ITil 3eMJIi 1 TOKa3aB
Mepe]T yCiM CBITOM, XapaKTEpH X IIi: KO3aKH, TaiilaMaKd 1 CMEpIm»
(3arpebensauii, 1994: 420). KoHmeniis nHChMEHHHWKA OO
0COOIMBOCTEH TBOPEHHS IUX HAIIOHATBLHUX THIIB IMPOCTEKYETHCS
y TBOpax ictopuuHoi Temaruku 1960-90-x pokiB: Bim pomaHy
«JduBo» 10 pomany «TucstaomniTHIK Mukomnaii».

TArMicTh THITB HAIIOHATHLHOTO XapaKTepy YKpaiHIIiB
BUCTYMAa€ BAKJIUBUM  E€JIEMEHTOM CaMOILIIHHOCTI  JIFOJICHKOT
ocobucroctocti. Y crmorajgax TOJOBHOTO Teposi iCTOPHUYHOTO
pomany «TucsdomitHii Mukomnail» Ba)JIHBOK MEPECTOPOTOIO,
JOKOPDOM Ha BCE JKHTTS CTaj0 TIOHUIICHHS KO3albKoro W
raiinamaipkoro B ayin Mukomu CwisiHa, 10 Majo HECHOiBaHI
Hacminku. ['epoii, «3a0yBmm manmoro Oparta CBOTO, CTaB CMEpPAOM
me Oe3HafiiHImMM, i, BIAcCHE OCTAaTOYHHM, 00, He M0ar4Yd PO
Opata ... He TUIbKM HOro MauOyTTs, ajge ¥ BIacHy CyIanOy»
(3arpebenbuuii, 1994: 42).

OpraHiyHO0  CKJIag0BOIO  (iIOCOPCHKOrO  BYEHHS
I'. CkoBopoau € HOro 3acajHuye TOHATTS MPO «CPOJHY MPAITION.
Ha nymky ManapiBHoro ¢inocoda, Myaporw i MIACIMBOK MOXKHA
Ha3BaTH JIMIIE Ty JIIOJUHY, SIKA YCBIJOMMWIJIA CIOPIIHEHICTH CBOET
Iyuri i Tiei cnpaBw, SIKy BOHa OOMPA€E TOJIOBHUM 3aHSATTSM Y JKUTTI,
JI0 SIKOTO TparHe 3 IUTHHCTBA. Ll mpupoaHa BiIMOBIAHICTS,
CHOPITHEHICTh AyIIi W CHOpaBM BCBOIO XHUTITA 1 € «CPOJHOIO
MPaLEIoy.
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Inest «cpomHoi mpami» BHpa3HO MPOCTEXKYETHCS B 00pasi
OyniBamdoro CuBooka B icTopuuHOMy pomaHi  «JluBO»
I1. 3arpeGensroro. Moro mumsix g0 Mi3HAHHS SKATTS i CEKPETiB
MHUCTEUTBA,  yNOCKOHAJCHHS  MalCTepHOCTI  Mpoisrae 3
IPEeBISTHCHKOI Myt yepe3 ycro HanmainpsHesky Pych, bonrapiro,
Bizanriro # 3aBepmryeTbcsi B KueBi micis CTBOpEHHS IHUBa —
Codiicbkoro cobopy. ['epoit po3BUHYB CBilf XUCT, MPOUIIOBIIN
JIOBr'Y JIOPOT'Y B TIOIIYKax I'apMoHii OapB i mpaili Ha Onaro: «Bix
mpoOyBaB caM HakWJaTH OapBH Ha TIIMHY W Ha AEPEBO, i B HHOTO
BHMIIIIO BiApasy, ak BiH caM HE TOBIPHUB, ... IO B HHOT'O0 MiXK OKOM
1 PyKOIO € Te, 4Ooro HemMa Hi B KOro 3 JIOJIcH, a came IUM i
BU3HAYAETHCS TOH, 1[0 MOYKE BHYApPOBYBATH 3 HEOYTTS HOBUH CBIT
OoriB i1 BizepyHkiB» (3arpedenpunmii, 2000: 131).

H. binuk yBaxkae, mo po3yMiHHS TBOPYOTO Hadaia SK
onBiuHOrO i1 HeBMmpymoro Biactuse I1. 3arpebensHomy (bBinuk,
2009). ¥ pomani «IlepBoMicT» MICBMEHHUK 3a3HAYAE, IO «JTFOJIH,
MOCTaBUBIIY BEIUKY CIOPYAY, Bijjaroud il BiacHI aymy Ta
BMIHHS, Y TBOpYid Tpami moaiOHI 10 3€pHUHHU, 110, KHHYTa B
3eMITI0, 13 3aru0Oeli MpopoCcTae MUIITHAM 3€JI0M: CBOIM YMIiHHSIM,
CBO€I0 HemepeBepuieHicTio» (3arpedenbhuii, 1980: 435-437). ¥V
poMani «/IuBo» B emizonmi 3aBepuieHHS MaiictpoM CHBOOKOM
¢pecok y Codiiicbkkomy coOopi, aBTOp 3ayBaxye, IIO «i depe3
OaraTo BiKiB, KOJH 3a3By4arh IJIsI KOTOCh OIli CTapi OapBH, 0XKHBE
TOAI B HUX ... 1 morisn, i cepue CHBOOKOBE, MOB y IPOMEHSX
coHIIeBOPOTY» (3arpedensauii, 2000: 547).

CponHicTh 70 mpari Ha 3eMili € HAacKpi3HHM MOTHBOM
pomany «TucsdomitHiii Mukomai». Ilicis BeiX  KHTTEBUX
neperneridi Mukosaii MOBEpTAEThCS 10 TOAYBaIbHHMII: «BTikaroun
BiJl JIIOJICPKOI METYIIHSBU, HHUIIOCTI W HIKYEMHOCTi, CTaB s
CMEPJIOM, TIOBEPHYBCSI JI0 3eMITi, 00 B 3eMJIi — HaWOIbIIA HI>XKHICTh
CBITYy, B ii TpaBax, JepeBax, 3j7aKaX, a He B IyCTUX PO3KOIIAX,
3a;i3i, HacunbcTBI W mnmxatocTi» (3arpebenbhuii, 1994: 132).
[IucbMeHHHK yBaskae, 10 AyX HamIol icTopii HE B po30MIIANTBI, a
B CIIOKIiifHIH mparii Ha 3emJi, 00 HaBiTh 3aMOPO3bKi KO3aKH OiibIie
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TOCHOAapIOBaNIM, HIK BOIOBAIN: «... 1 OpaT Mmiii Mapko, sK i Bce
KO3alTBO BiJl T€TbMaHa JI0 HPOCTOTO MIEPEHrOBOro, oxo4ye i 3
pazmicTIO BiMaJI0 MAOJIF0 Ha MBAIMIOK 1 Opanocs 3a COmKy, o0
00poOUTH KJamoTh IPYHTY, 3apoOJeHHIl paHaMH 1 KpPOB’IO»
(3arpebenpuuii, 1994: 133).

IIpodecop Yepkac, Buknamad i Topapumt Mukomau CMisiHa,
3HaB TiNbKH cBOlO mpaio: «[lputynenuit 1o 3emui, 310raBmIKCh
KaJauyuKoM, SIK JUTS B MAaTEpUHCHKOMY JIOHI, HaBiKM CTaBIIH
TOOPOBITFHIM OpaHIleM 3eMIli, BiH 3HAWMIOB y cobi cuiry, mo0
BO3HECTH MUCIHb IS TPUBOXKHUX, HEOC3MEUHHX 1 BIIITUX PO3TyMIB,
1 X04 y HBOTO BHEpPTO U >KOPCTOKO BigOWpaiW y4YHIB 1 HaBiTh
3BHYAHUX CIIyXadiB, BiH HE 3HAB BiI4ar0, MIEAPO JAPYHOUH CBOIO
MHCJb TIPOCTOpPAaM, HACHAXKYIOYM iX BHCOKHMH 3apsiIamMy Ti€l
BIYHOI 3araJIkoBOi €Heprii, sika He BMHpPA€ HAaBITh MO CMEPTi il
Hocis»» (3arpebenbhuii, 1994: 493).

IaTepripeTartiss CKOBOPOAMHIBCHKOI i€l «CpoaHOl Tpari» B
pomani «TucsuomniTHiii Mukonait» mnojsrac B TOMy, IO II€ HE
MPOCTO MPUPOJHKEHE JIJIO0 JJIsi OKPEMOi OCOOUCTOCTI TPYJAUTHUCS HA
3eMJli, alle W OUIAX O IIACIUBOI JIOJI YKPaiHCBKOTO HApoy:
«...MH BIEPTO OpaJy CBOIO 3eMJIIO, MOXKE, CIIOJIBAlOYHCH, IO HE
TIIBKM TMIICHUI BUPOCTE B IMX CTeMax, a ¥ IMIaciuBa OIS
(3arpebenbHuii, 1994: 536).

BucnoBkn

Omxe, dinocodis crodoau I'. CkoBOpoar Majia HOMITHHI
BIUTMB Ha icTropuuHy pomanictuky [1. 3arpebenspHoro. Bupaszaumu
BTIJICHHSIMH CKOBOPOJIMHIBCHKOT MOJIETl «CBOOOJU SIK HAWBUIIOL
MIHHOCTI»  BUCTYIMAKOTh  Iepoi: borman  XMeNbHULIBKUHA
(«51, Bornan»), Mukonait («TucsiaomniThiit MuKonai»).

Inest «cpomgHoi mpaui» onpusiBieHa B oOpaszax CHBOOKa,
OyamiBanuoro 3 «JuBa», Muxonas, mnpodecopa UYepkaca i3
«Tucsyonitaporo Mukomnas». Sk cteepmkye I1. 3arpebenbuuit, «y
KOXHiH cripaBi Tpeba ctaBatu CKoBOpoaor0, He iHakuie. Bubopotu
MpaBo Ha iM’si, a TOII BCE JKUTTA OOPOTHCA 3a CBOE iM’sl, 3a CBill
po3yM 1 3a cBiii TamanT» (3arpebenbuuii, 1994: 465). Bunaerbes
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MEPCHeKTHBHUM  TPOCTEKUTH  BIUIMB  (QUIOCOPCHKUX  imei
CKOBOpOIM HA IHIII ICTOPUIHI pOMaHH MTUCHMEHHHUKA.
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