Konomieus J1.5.
CYYHACHA AMEPHMKAHCEKA IIOE3IA:
OPICHTHPH NOJI1 BUBYEHHSA TA ITEPEKJIAIY

Inxonu Ha MéHe snrueas Moga pimyany, IHKom — HAYKd.
A euevaw ceow meopHicme [ OYMAw NPo me, AK MONCHA
nepexnacm IOMIHHUL 810 Ybo20 CEIMY CROCIH JHCUMMA 1
ceimozaad. H HaAMA2qamca cmexcumu  3d  CYHAcHoKw
ROz, 1 He Nuite aMEpUKaNCerow, 4 1 Nepernadnow
MOE3TEH THIMUX KPain,

Jliana ['oran, inmiaHo-aMepHKAHCEEA IOETECA

CyuacHA aMepHKAHCHKA IT0e31d HAM3BHUANHO OaraTa i pi3HOMAHITHA. Y HiH
CINBICHYIOTD fAK PETiOHATBHI CTHIIL, TAK 1 T, OPIEHTOBAH] HA B1AOMI TTOSTHYHI
IIIKOMH, MUK AKHME TOUHTBCA KOHKYPEHTHA 00poThOa 3a mmTaua. Xou cyuacHa
AMEPHKAHCEKA II0€31A 1 [JeNeHTPATizoBaHA, OJHAK VYMOBHO 11 MOMHA
K1acH(pIKYBATH 34 TPbOMA KATETOPIAMH, AKl B3a€MHO IEpeIlliTaloThea. OTxe,
Ile TPAJHINHHA TT0es1d (IIPeNCTABHHKH AKOI MMATPHMYIOTE ab0 YTBEPIKVIOTH
yeTaleHl Tpamuili BIPIIVBAHHA) — HA OJHOMY IIOMIOCI, eKCIIepPHMEHTAIbHA
110e314 (IIpeICTABHHKH AKOI CTBOPIOIOTh HOBITHI ITOSTHYHI CTHIII) — Ha IPYTOMY,
1, HApemTi, ITIOCHHKPATHYHA II0e31A (IIPelCTABHHKH AKOI IOETHYIOTH
TPASHINHHY TEXHIKY 3 HOBATOPCHKOIO) — V IMPOMUKHIH ITO3HINT M1 ITHMH JBOMA
romocaMe. Bommouac, ¢ydacHA aMepPHKAHCBKA II031A € YACTHHOK CBITOBOI
moesii, MOAUTAIOUH IIeBHI CIIIBHI O1A HOBITHBOI modH HacTpol. Lle, soxpema,
BiAUYTTA OHCKpeTHOCTL ictopil: “Komme sBmie, mepexsBaHHA abo OKpeMILi
MOMEHT PO3IIAZAIOTECA AK OKpeMi Ta VvHIKanpHi., CTHap 1 dopMa Bxe
BHAAKOTBCA UHMOCE OPYTOPAMHHM, THMYACOBHM 1 BTOPHHHHM IIOA0 ABTOPCHKOT
CBLAOMOCTL T4 CAaMOTO IIPOIECY TBOPEHHA. 3BHYHI KaTeropii caMoBHpazy
CIPHHEMAIOTECA 3 I[MAO3POK0,  HATOMICTE  HOBOKO — TPANMINEK — CTae
opuriHansHicTh” (Ketpin Baun Coawmxepen. Jlitepatvpa Coomyuenmx IllTaTie:

Hapue. — Omnyomikoeano IHdopmamtinum AremctsoM Crnonyuenrx IIltatie

Awmepuxu. — C. 90).



3pepHiMocA A0 TmepcoHamid., Tak, TPAOMINOHANIZM IIPOCTEXVETBCA Y
TBOPYOCTI AK CTAPIIHX MoeTiB — Piuapaa Ebeprapra, Piuapaa Bindypa, JxoHa
Kpoy Pencoma, Annena Tefita, Pobepra Ilenma Boppena Ta iH., — Tak 1 ix
MOIIOMIHK Koaer — Jamona onmanmepa, Piuapaa Tosapaa, a Tako®K PAHHBOTO
Pobepra Jloveemma. TpamHIiOHATICTH OPIEHTYIOTBCA HA KIACHYHI KAHOHH
BIPIIVBAHHA 1 TAXKIOTE IO pealisMy, a IXHIM TBOpaM BlIacTHBa (LIirpaHHA
TEeXHIKA, BHINYKAHICTE (GOPMH Ta BIACTOIOBAHHA TPANHINHHHK MOPATBHHX
IHHOCTEeH.

Otrxe, Pobepr Jloveemn (1917-1977), #AKOTO MOOCTINHHKH HASHBAIOTH
HAHABTOPHTETHIIIHM II0ETOM CBOTO YACY, IIOYUHHAE AK TPANHIOHANICT, ale 3
royaTky 19350-x poKiB BiH HepeHHABCA OyXOM eKCIIepHMEeHTaAIbHo1 rmoesii. Taxk,
y 301pin «Jlicomnena Kaganaxiey (1951) Tpammiiiisi pHMH BXXe He JOMIHYIOTE,
a BIPTYO3HO BIUNTAIOTHCA V PO3MOBHY MaHepy BipIIVBAaHHA. ¥ cepemuHi 30-x
POKIB BemHuesHHil BILIHE Ha JIOyBelIa COpPABHIH HOBI eKCIIEPHMEHTAIBHI
TBOPH, Taki 7K moema «Ctorizn (“Howl™, 1956) Anxaena [iHcOepra, sMycHBIIM
TIeperiIAHY TH CBiH BIACHHH CTHIb (AKHH BiZHHMHI CTAE BHAABATHCA HOMY HAATO
PHTOpHUHMM): «Moi BIpmH 34aBalTHCA OOICTOPHYUHHMH IIOTBOPAMH, K1
HA3aBKIH 3HHKIIH ¥ OArOBHHHI [T BATOK CBOIX MPOMIZIKHK MAHIHPIBE? — IIHCAB
BiH. — S OexmaMyBaE Te, Woro Oinbine He Bimuyeaey (IluT. 3a: Ketpin Ban
Cnanxeper. Jliteparypa Cnonvuenmx IlltaTie: Hapme. — OnyOmikoBaHO
Iundpopmamtinm AreHeteoM Crnomyuenmx IlltaTie Amepmuxu. — C. 93). V
[0 ATRINIOMY JIOYEENT 3arl0uaTKOEY € HOBY HOSTHUHY (QOpMy — II0€31H0-CIIOB1E,
— POBKPHBAIOYH BIACHY IHAMBIAYAIBHICTE vV il ITOTAEMHHX IpoaBax (30ipka
«CTymi ®HTTAn, 1959). V 301pKax «3aruOmiM 3a egHicTh» (1964 ), « 3armHcHHK)
(1967-1969) Ta msHIOMX TBOPax JIOVBEIT MPOAOBKYE  PO3BHBATH
apToDiorpadivuHy  CIIOBIOANBHICTB, CIIPABIAIOUH BEIHYSSHHH BIUIHB HA
TIOETHYHY TBOPUICTh CBOIX CYYACHHKIB, 0cOOIHBO — HAa J3xoHA beppiMena, EHH

CexctoH Ta Cutbsiro IlmarT.



Jo 1MOCHHKPATHUHHX IIO€TiB, ab0 II0eTiB, AK1I BHPOOMIHM BIACHIE
CBOEPLOHHE CTHIb, IOETHVIOUH TPAJHINHHI GOPMH 3 eKCIIePHMEHTATOPCTBOM,
HATeXaTh moiHo sragami JxoH Beppiven (1914-1972), Exn CexcroH (1928-
1974), Cinbpia [Inat (1932-1963), a Takox Teomop Petke (1908-1963), Piuapa
IMoro (1923-1982), ®imin JlepaiH (Hap. 1928), Dmeiimc ki (Hap. 1923),
Enizaber Bimonm (1911-1979), Eapiens Piu (map. 1929). HaszeeMmo OCHOBHI
IIPHKMETH TBOPUOCTL OKpeMix 13 HHX. Cinbpia ITnaT: xou i1 paHHl TEOPH JOCHTH
TPASHITIHHI, IMSHITN [oes3li IepeHHATI PO3NAYIHEOI TYTOK, AKY TOCIITHHKH
HA3HBAIOTh «IIPOTOGEMIHICTHUHOKOY (1AeThed, 30KpeMa, PO OCTAHHI BipI
TIOeTeCH, IO VBIHIIIIH 10 11 mocMepTHOI 301pKH «Apienby, 1965). Enn Cexeton:
Ak 1 Cinppiz [InaT, HoKIHWIIA $HTTA CAMOTYOCTBOM, DLTBIN BIABEPTO IIHCANA HA
TeMH OOMEBIINA 1 CMEPTl, TOPKAIOUHCh TAKOXK TeM 1 IpodiieM IHOYOIO TiNa,
mpoBHEH, cekcy. JxoH DBeppiMen: Horo moezid CAMOKPHTHYHO BiABEpTa
(soxpema, vy 301pm  «Ilicen wmpiiiy, 1969, BiH CcTBOpPKE TpPOTECKHMH
aprodiorpadiurmtdi odpasz [enpi). Emizaber Biumom: i1 moesito, AK 1 MOE3iH0
Mepienn Myp, BIZHOCATE A0 XOIOTHOIY KIHOUOI I[IOETHUHOI TpamHini,
sarmouaTkoBaHoi Ewmimi  JUKIHCOH  (1HTeNeKTVAIBHICTh, BPIBHOBAKEHICTD
[IOYYTTIE, €CTeTH3M, BHINyKaHa MeTadopeka) Eapiesn Piu: Ha mpoTHBary
Bimomn, ii TBOpuicTs, mopam 13 TeopuicTd Cimbeii IImaT ta EmH CercToH,
VOCOOIIOE «TapAuyy I0e31l0 (HACHUEHY eMOINAMH, 00pasHOI MeTahOopHKOI,
beMIHICTHUHHMH 1TeAMH ).

ExcriepHMeHTATBHY II0€3110 MOXHA, 3a JoHamsmom AmneHoM («HoOBITHA
AMEpPHKAHCBKA Moesidy, 1960), posmimHTH HA IIATh WmKUT: Ixoma «buek
MayuTiny, mxona CasH-PpaHimcko, MoeTH cTHIR «biTy, Hbloo-Hopkebka
IIIKONA, CEOPPeanisM Ta eK3HCTEHINATI3M.

IMIxoma «bmex Mayvuriey (Yapnes Qncow, Pobept Hdyvuran, Pobept Kpimi,
ITons bmexbepn, [Hewmis JleBepToB Ta 1H.) pPo3poOiAiIa HOBITHI Teopii

IIOETHHHOTO MHCTEITEA, 30KpeMAa, TEOpiID UITPOEKTHEHOTO Bip]l[.‘-l)), 1o
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HaTexHTh Yapnbzoel Oncony. B ii 0cHOBY ITOKIAJeHO BUSHHA IIPO BIAKPHTICTE
bopM, AKe TPYHTVETBCA HA CIIOHTAHHOCT] THMXANBHHX I14Y73 I 4ac MOBIEHHA 1
TIepeBOIIB KAPeTKH MPH IpYKYBaHHI. [I[PHKIAI0M BIAKPHTOK ITOETHUHOI hopMH
MOKe CIYTYBATH 1 HACTYIIHII BIpIIL, IO HATEKHTb ewis JleBepTor, « MichKHI

mcamomy (“City Psalm™):

The killings continue, each second
pain and misfortune extend themselves
in the genatic chain, injustice is done knowingly, and the air

bears the dust of decaved hopes,

vet breathing those fumes, walking the thronged
pavements among crippled lives, jackhammers
raging, a parking lot painfully agleam

in the May sun, I have seen

not behind but within, within the

chull grief, blown grit, hideous

concrete facades, another grief, a gleam

as of dew, an abode af mercy,

have heard not behind but within noise

a humming that drifted into a guiet smile.

Nothing was changed, all was revealed otherwise;
not that horror was not, not that the killings did not continue,
not that I thought there was to be no more despair,

but that as if transparent all disclosed
an otherness that was blessed, that was bliss.

I saw Paradise in the dust of the street.
(ITuT 3a: “AMepHRAHCKAA [IOS3HA B PYCCKHX MIePEBOIax:

XIX-XX pera”. — Mockea, 1983, — C. 490)

I'exesa nmoeTHuHO! mmonH “Brex MayHTIH” IIpocTeXKVEThCA BiKe AK IEBHA
TIOETHYHA TPATHINIA Uepes TBopuicTs Bitkama Kapmoca Binbamca (1883-1963) —
1o moeTHYHOL criamameH Espu [Tasaaa (1885-1972).

IToetam mmonu Can-Ppammickoe (Ixexk Cnoaticep, Pobept Hvmukan, Jly
Bemu, Tepi CHatinep, Kenner Pekcport, Jatiana ai [IpiMa Ta iH.) BIacTHBE TOHKE
BiIUYTTA [PHPOIH, V AKiH HUepnaloTh CBOE HATXKHEHHA, 3MATBOBYIOMUH,
[IepeBaKHO, TIPCBK] IeH3ami Ta MIOPYIIVIOWH IIpoOIeMy 3B A3KY IIOJHHH 3

HABKOJIHIIHIM cepeJOBHITEM 1 KOCMOCOM.



IToesia cTumio «OiT» Oepe IMOUYATOK BiA BIPIMNE, IO YHTATHCA BLOIOC V
KIy0ax KYIBTYPHOTO aHAETPAYHIY, CAMA CTABIIH MIPAPOIHUKOK IIOIYIAPHOL ¥
1990-Ti POKH MY3HKH CTHIIO «peIm. [loeTH-0iTHHkH (Amaen [iHcOepr, Iperopi
Kopco, dxex Kepyax, Bimpam DBeppoys Ta 1HIIN) pPeBOJIOLNOHI3YBAIH
AMEPHKAHCBKY ITO€3110, a4 IXH1 BIPIN 3aBAAKH CBOIH peuyHTaTHBHOCTL H
CIIBYYOCTL SHAHNUIH NIHPOKe BH3HAHHA., Iloesid OITHHMKIE BBAXKACTBCA
HAHOLTBIN aHTHTpAmHILiiHOK v miTepaTypl Crionyvuenux IIItaTie, mpoTe «3a if
[IPHTONOMIIIHBHM CIIOBecHHM (GacagoM KPHETBCA INHPA THO0B IO CBO€]
kpaimm. II7 moesia — solik posmady 1 THIBY 3 IPHBOAY TOTO, IO ii apTOpaM
BHOAETECA  BTPATOKD  AMEPHKAHCBKOI OYXOBHOI uHCTOTH 1 3ryOHHM
MAPHYBAHHAM TIOICHKHX 1 MaTeplansHuX pecypeiby (Kerpin Bam Cnamkepen.
Jlitepatvpa Cronyuerrix IIltatie: Hapue. — Onyomixosano Iudopmariiirmm
ArencteoMm Cronyuenmx [IItatie Ameprxn. — C. 99). Ha migTepameHHA el
IyMKH 3BepHiMocA Ao Bipma Ammena [imcOepra « Cymepmaprer v Kamidopriiy
(“A Supermarket in California™), v AaxoMy BHpazHO IPOCTEKYETHCA MOTHE CVMY
3 IPHBOAY AYXOBHOI CITYCTOIIEHOCT! TIOJHHH V CBITI peuel 1 caMOTHOCTI
MELTLIA:

What thoughts I have of you tonight, Walt Whitman, for I walked down the sidestrests
under the treas with a headache self-conscious looking at the full moon.

In my hungry fatigue, and shopping for images, I went into the neon fruit supermarket,
dreaming for your enimerations!

What peaches and what perumbras! Whole families shopping at night! Aisles full of
hushands! Wives in the avocados, babies in the tomatoes'—and you, Garcia Lorca, what
ware you doing down by the watermelons?

I saw you, Walt Whitman, childlass, lonely old grubber, poking among the meats in the
refrigarator and eyeing the grocery boys.

I heard you asking questions of each: Who killed the povk chops? What price bananas?
Are you my Angel?

I wandered in and out of the brilliant stacks of cans following vou, and followed in my
imagination by the store detective.

We strode down the open corridors together in our solitary fancy tasting artichokes,
possessing every frozen delicacy, and never passing the cashier.

Where are we going, Walt Whitman? The doors close in an hour. Which way does your
beard point tonight?

(I touch your book and dream of our odyssey in the supermarket and feel absurd.)'
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Will we walk all night through solitary streets? The trees add shade to shade, lights out
in the houses, we'll both be lonely.

Will we stroll dreaming of the lost America of love past blue automobiles in driveways,
home to our silent cottage?

Ah, dear father, graybeard, lonely old courage-teacher, what America did you have
when Charon quit poling his ferry and you got out on a smoking bank and stood watching the
boat disappear on the black waters of Lethe?

(ITuT 3a: “AMepHKAHCKAA IIOY3HA B PYCCKHX MIePeBOIaX:

XIX-XX pexa”. — Mockea, 1983, — C. 462, 464)

IToetn Helo-tiopkerkoi mxkonu (:xon Embepi, ©perx O T apa, Kenner Ko,
M) OymH HAHOLTBIN OCBIYEHHMH 3-IIOMi¥ VCIX ITATH IIOETHYHHX IPVII
(epeBaxHO, BHIYCKHHKH [ apBapIchKOTO VHIBEPCHTETY) 1 TPHMATIHCA
OCTOPOHD ITPOBITEM TIOMITHKH Ta MOPATi. 1X BEAXKAIOTE ITOETAMH CYTO MIiCBKOTO
CEepPelOBHINA, BipTyO3aMH TOHKOI TIPH IOETHUHHKX acoigarid. Teopumm
HATXHEHHHKOM IIOTiB LIBIO-HOPKCBKOI INKOMH 1 IIeBHOK CTHIICTHUHOK
TIAPATIeILI A0 1X TBOPYOCTL V MKHBOIHC] BHCTYIIAB A0CTPAKTHHE eKCIIPecioH1I3M.
Jo m’ATol TPYIH B eKCIIepHMEHTAIBHIH [oe31l BIJHOCATh CIOPPEeANiCTIE Ta
ex3HcTeHINATICTIE, CIig 3a3HAYHTH, W0 1 MOJepH! PUIocOodChKO-TITEPATy PH1
Teuil, AK1 MIHECHH HA KOTYPHH MHCTELTBa 1ppallioHAIbHe H INACBiZOME, Ha
BiZMIHY Bix €Bporm, npoapHnmchk v Cromyuenmx Illtatax memme v 1960-x
pokax (ma uyac B’etHamMebkoi kpmam). Tak, go (QpaHIy3bKOr0 Ta iCHAHCHKOTO
croppeamisMy spepranuca Podept Bmaii, B.C. Mepein, Yapnps Civik, Yapins
Paiit, Mapk CTpenzg Ta 6araTo iHIMX AMepHKAHCHKHX aABTOPIB. JIiTepaTypHimi
eK3HMCTEHINAT13M — e OLUTBIN IHPOKe ABHINE, AKe OXOILIIOE JecATKH IocTaTel 1
HIOAHCIE, TA BCe X CIIIBHHM [OIA I[0eTIB-eK3HCTEHINATICTIE € MOTHB
eK3HCTEHIIHHOTO MOIIYKY: 1PPAllOHATBEHOTO BIAUYTTA IIOBHOTH 1 CITPABKHOCTL
OyITA. Y IBOMY BIAHOIIEHHI INKABHM IIPHKIAZOM MOMKe CIVIYBATH BipIll
Heisima IrHatoBa “Parviite meptBHx” (“Rescue the Dead™). mapamoxcambHe
TIPOTHCTABIEHHA U031 KHTTA (“Not to love is to live”) H TOTO, IO € ¥ PO3YMIHHI

eK3HCTEHINATICTA, AKHH He IMAZAcTcA OMAaHI (PI310I0TIMHOI JOCTOBIPHOCTI



UTEO31], COPABXHIM KHTTAM — OVTTAM HA TpaHi IMIKOBHTOI eMoIuiiHoi
CaMOB1AIAYI 1... CMEpTL

Finally, to forgo love is to kss a leaf,

is to let rain fall nakedly upon your head,
is to respect fire,

is to study man’'s eves and his gestures
as he talks,

is to set bread upon the table
and a knife discreetly by,

is to pass through crouds
like a croud of oneself.

Not to love is to live,

To love is to be led away

into a forest where the secret grave
is dug, singing, praising darkness
under the trees.

To live is to sign your name,
is to ignere the dead,

is to carry a wallet

and shake hands.

To love is to be a fish.

My boat wallows in the sea.
You who are free,

rescue the dead.

(From: “The Voice That Is Great Within Us: American Poetry of the

Twentieth Century™, edited by Hayden Carruth. — New York, 1989, —

P. 396-7).

Vel mepeliueHi BHINE EKCIIEPHMEHTANBHI IIKONH TIEHD UH 1HIOI MIpOIO
BHIHAYHIH  HANPAMKH  PO3BHTKY  HOBITHBOI  AMEPHKAHCBKOI  IT0e3ii,
HAHOVPXIHBINIMM cepel AKHX € “TIo0esld MOBH™ peamisalid IIPOeKTv
CAMOJOCTATHOCT. MOBH Y CBITI ITOCTMOIEPHICTHUHOI IHTEPTEKCTYATBHOCTI.
Cepen dmCIeHHHX IpencTaBHHKIB: Bpioc Ewxaproc, Hvrmac Meccepm, Bo6
ITepenven, Maiikn Ilaamep Ta OaraTo I1HIIMX. Y1 BOHH CIOBIAYIOTH
“roTanbHHE cHHTakcHc” (BHCTiB DBappera Batrema), 0araToKyIbTypHICTB,

BiOKPHTICTh ITOETHYHOI (OPMH, JEKAHOHIZAINIO T4 Oe1JeOlOTi3allio TeKCTY,



PeATi3VIOUH ITMHOMHHHE ITOTEHINAT MOBH. B 17ealbHOMY 1ppallloHATBHOMY
IIPArHeHH] — uepes Po3lal ak J0 BHUSPIIaHHA... H MOoBUaHHA: “THIIA — 11 JIHIIe
Te, YOTO BH CAMi He IIPOMOBIAETE, 1HAKIIE ii O He OVIO, AKIIO BH He TIVXi, —
Mipkve moeteca @anmHi I'ay, IPOBOIAYH HAPATETh MK HOBITHBOK TEHACHINEH
OO0 JecTPYKINI MOBH vy mmoesii Ta ii mapamHHaMH, 3aKIaJeHHMH a0CyPIHC TAMH. —
BekxeT X0TiB BiABECTH 4AC IJIA HIMOTHOCTL. BIH 3axX0INTIOBABCA Oe3CcI0BeCcHIC TIO
MAAPCTEA, BHKOPHCTAHHAM THIHL Y MY3HII T4 JAPOBAHOIO HAM Oe33BYUHICTEO
reoMeTpil. BiH mIKooyBaB, IO MTEpPATYPl OOBOJHTBCA 3 TAKHME 3V CHIIAMH
IIPOCBEPIIOBATH JIPKH Y CIOBAX, 00 BHBIIBHHTH Oe3MoBHIcTE” (Fanny Howe.
Weil Over Void // Primary Trouble: An Anthology of Contemporary American
Poetry, edited by Leonard Schwartz, Joseph Donahue, and Edward Foster. —
Jersev City, 1996. — P. 446).

Ha nmpoTHmeXHOMY IIOMIOCI JeKOHCTPYKTOPIB MOBH IepeOVBArOTh Ti, OIA
KOTO JITépaTypa BCe e Mae eTHUHY TA eTHIUHY INHHICTD 1, AK TAKa, IOBEPTAE
IO INHHICTE HAPOTOBl, YACTHHOIO AKOIO BOHA €. [OeThCA, MepemyciM, IIpo
IPeOCTABHHKIE eTHIYHHX MEHIIHMH 1 IPVIL, 30CepeIKeHHX Ha Ipodiemax
He3aMeXKHOCTL TA 1JeHTHUHOCTI, I[I IIATOHH OATaTOKVIBTYPHOI miTepaTypH
Cromyuenmx IIITaTiE TIHOOKO 3aKOpIHEHI B CcaMOOYTHIO KYIBTYPY CBOIX
mpeakiB. 3a (paseoToriuHO MICTKHM EBHCIOBOM lipi ['obcoma, cydacHOTro
IHIIaHO-AMEPHKAHCBKOTO II0eTa H eceicTa, MHOAYM’AHOTO IIPHXHIBHHKA
HALIOHATIBHOTO BimpomweHHa: “CroamumHa — e Hapod. Hapox — me zemud.
3emna — e coaanmea. llaM’aTaroun IeH B33a€MO3B AZ0K — 3 HAPOIOM,
MHHYIHM, 3€MIEK — MH BIJHOBIIOEMO HA CHII HAIy €OHICTh AK HAPOIY.
Jlitepatypa, B yeix 11 ¢opmax, € HAOMM HAHHATHHIOHM CIIOCO00M
IIPOAOBKHTH II0 €IHICTh, TBOPAUH IITEPATYPY, AK CIUBIN H OMOBIIHHKH JABHIX
YACIE, MH CIIVKHMO HAPOAOBL H c0o01, amxe IIaM’ ATk Mae HAMIHHY BAPTICTh. MH

HIKOIH He TIOBHEHHI EE.GYBEITH IEOT O BEaeMDBB’HSKy. Hama seMna e HAmow



CHJIOIO, 4 HAII HAPOI — 3eMIISK, OJHICK HA BCl BIKH. Tak 3apIH OVIO 1 Tak
sapxaH Oyme. [lam’ate — ne Bee” (Geary Hobson, Native American Literature:
Remembrance, Renewal” // U.S. Society and Values: Electronic Journal of the
State Department. — Volume 35, Number 1, February 2000. -
http:/fusinfo.state. gov/journals/itsv/0200/1jse/geary.htm).

ITomin cyuUACHHX TIOSTIE HA, YMOBHO KaKyUH, THOCEONONiB MOBH Ta
THOCEONOTIE CMHCIY CTAHOBHTE ¢O0O0I0 He [IHINe HAHOIMBIN y3aralbHEeHY
KTacHpIKAIND aMepHraHCBKOI 1moesti XX ¢TomiTTd, a H ImHpule — OCHOBHI
CIIOCOOH OCATHEHHA TA BHIHAUESHHA PEATHHOCTI, IIPO AK1 TOBOPHTH, 30KpeMa,
Bigommil BueHmii CeeH Bepkepil: “3a pi3sHOMAHITHHMH H YaCTO IIPOTHIIEKHHMH
TabopaMit Ta i3MaMM, AKI CKIAJAIOTH CYYACHY IIAHOPAMY, KPHETBCA
byHIAMEHTATBHIH, BHAHAYAIBHHH PO3KON MUK KOPHCTYBAYaMH MOBOIO. |[...]
IcHYe OBa THIH MOETIB: Ti, AJA KOTO CBIT € MePBHHHHM II0 BITHOIIEHHIO IO
CJI0BA, H XTO KOPHCTYETBCA MOBOIO, OO 3MATbOEVEAMY PEAlbHICTD, 1 Ti, DA
KOTO CBIT JOCTVIIHIIL IHINE Yepes MOBY, XTO KOPHCTYETBCA CIIOBAMH, IIOD
meopumy peanbHICTh. [10eTH, AK1 IIPALIIOIOTE 3 MOEOK, 1 IIOETH, AKL IIPALOIOTE 3
moeu” (Sven Birkerts. The Electric Life: Essays on Modern Poetry. — New
York, 1989. — P. 158). I'eneomorito nepunix CeeH Bepkeprr BuBoauTs Big Eapu
ITapHma, opyvrux — Big Tomaca Emiora, AKHX BiH BBaxKae MadcTpaMm, IO
PN 00 IIPOTHISKHHX, HABITH BOPOMHXK, [OZMIN: Il IIpATHEHHA

“omamoByBaTH MOBY (IIaBHI) 1 IparHeHHA “cIvryBaTH MOB1 (EmioT).

A Temep, OKpeCTHMBIM TONOBHI TEHAEHINI PO3BHIKY  CY4acHOI
AMEpPHKAHCBKOI IMoesii, 3BepHIMOCA OesllocepefHbo A0 MHpodieM IepeKiIany.
Hipxue posriaHeMO HaHBATOMIIN TAKCOHOMIYMHI MO eIl BIPIIOBOTO MIePeKIaLy,
[IPEeACTABIIEH] B AHIIOMOBHHX IKepenax OCTAHHBOI uBepTi XX ¢T.

Ilig TAKCOHOMIEK PO3YMIETBCA TCPYIYBAHHA 34 IIEBHHMH O3HAKAMH

IIpeAMeTiB 1 ABHIN, a4 TAKO)K BH3HAYUEHHA H TeOopeTHUHe OOIPYHIYVBAHHA
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KTacHMIKAINHHEX OOUHHIE: X CHCTEMH, CyOIMAPAOHOCTL, CINBBLIHOIIEHHA Ta
obeAry.

TakcOHOMIA BIPIIOBOTO IHepeKiaaay — OZHA 3 HAHMEHII VCTATeHHX
TAKCOHOMIH Vv ¢BITOBIH Haymi. KpHTepil, 3a AKHMH BIPIIOBHH Iepekian
MOOUTAETBCA HA BHOH 1 INABHAH, 3a7eXaTh IepeAveiM BT MeTOIOJIOTii,
38CTOCOBAHOI THM UM IHITHM BYEHHM I 4Hac CIPoOH IX cHCTeMAaTH3yBATH.
Ceper HaHABTOPHTETHINIMX TAKCOHOMIH BIPIIOBOTO IIepeKnIagy — Ti, IO
3AIIPOIIOHOBAH] IIPeAC TABHHKAME TepPMEHEBTHUHOI IIKOIH T4 AeCKPHIITHBHOTO
nepexnanosHapeTea. Croermdika HAYKH [OPO [epeKIaj IOATAE B TOMY, IO
IIepeBakHa OUMBINCTH BYEHHX, #AK1 il [IpeAcTABIAIOTE, € BH3HAHHMH
[IeperIagauaMe 1 MAKOTh 33 IUIeYHMA COMLITHY I[IPAKTHKY MIePeKIany, TOMY
BHECOK KOXKHOTO 3 HHX IO CIIPABH TAKCOHOMII BIPIIIOBOTO MEPeKIamy Mae
BEIHKY IUHHICTH I BHBYEHHA METOTONOTIUHHX TEHIEHINH B CYy4acHOMY
BipIIOBOMY TIEPEKIAI.

TakcoHOMII THINB/METONIB  BIPIIOBOrO MEPeKIaly, B OCHOBHOMY,
o0y AoBaHI Ha OiHApHHX omosmumiax. OpHa 3 HaHZaBHIMEX: OYKBATBLHHE—
BiTBHHH nepeknai. “ByKpamicTH” mparHyTh 3poOHTH (GOPMY HEB1AALUILHOIO Bil
3MICTY, 3aXHCHHKH BUIBHOTO II€PEKIaNy BBAKAIOTH, IO TE CaMe IIOB1I0MISHHA
MOKHA TIepeJATH HABITh V PATHKATEHO BiAMIHHIH dopmi. [Toain Ha OyKBATBHH
1 BUIBHI ITepeKIal, a TaKOX MOXITHI Bif HBOTO KI1acH(bIKaIni, Mo OXOILTIIOTh
TepexigHl C¢Tamgli Big OfHiel IIOMAPHOCTI OO IHINOI, BKA3VIOTH HA METO
nepernany (TobTo, HA Te, AK CIII HepekTagaTH). THIIH mepeKkialy, B OCHOBI
TIOIUTY HA AKl MICTHTBCA IIOHATTA IIPO METOX MepeKnany, Ha BiAMIHY Bil THX,
AKl BH3HAYAIOTBCA 38 (QYHKIMAMH IepeKIany, Horo 3MicToM Ta iH., Meputin I
Poys mpomoHve Ha3HBATH JeTepMiHATHBHHME THaMmH (Marilvn Gaddis Rose.
Translation Types and Conventions // Translation Spectrum: Essays in Theory
and Practice. — Albany, 1981. — P. 31-40).

10



Hepix’eMHOIO CKIAZOBOIO YACTHHOIO CYUACHOTO IIIXOIY IO AHANIZY METOIy
IIeperIafy BHCTYIAITE MUKKYIBTYPHI JOCTIKEHHA, B AKHX II€pPeKIam
POSTIAZAETECA HE AK UYKIH TeKCT B 1HOHAIOHATBHOMY OTOUEHHI, a AK
ABTOHOMHHIT TBip cBoel miteparypu (See: Literature in Translation: From
Cultural Transference to Metonymic Displacement. Edited by P. Talgery, S.B.
Verma. — New Delhi, 1988, Translation East and West: A Cross-cultural
Approach. Selected Conference Papers. Edited by C. Moore, L. Lower. —
Honolulu, 1992; Between Languages and Cultures: Translation and Cross-
cultural Texts. Edited by A. Dingwaney, C. Maier. — London, 1993 etc.).
[Ipobmema mepeknaly AK ABTOHOMHOTO TeKCTY, M0 (VHKINOHVE B WUyIH
KyIBTYPL HEBIANITBHO B OPHIIHATBHOI JiTepaTypH, BHCYBAe IIPOOIeMy
[IePeOCMHCIEHHA METOAY IMepeKIany, IPH LBOMY CAaM IIEepeKIag MOXKe
TPAKTYBATHCA AK OJHH 13 CIIOCODIE MePEImcyBAHHA XY JOMKHBOTO TEKCTY .

XaparTepH3yIOuH MeTON epeKIany, BAXKIHEC 3 ACYBATH HOTO JOMIHAHTY —
BHOIp IlepeKiIagadeM TOTO eleMeHTA, AKHH BiH BBAXKAe HAHBAKIHBIINIHM B
opuriHami. OpHak, ZOMIHAHTA MOME He TUIBKH BHIUTHBATH 3 OPHIIHANY (AK
pesyIbTaT HOrO aHam3y), a H HakIagaTHCA IepeKnajadeM (1 uMTadeM) Ha
OCHOB1 JOMIHAHTH, II[0 BHILUTHEAE 3 OYiKYBAHHA TEKCTY.

MomIHBA TAKOM TAKCOHOMIA XVIOKHIK IepeKIamiB, B AKIH 00’€IHAHO
TIOHATTA PO MEeTOZ i Ipollec MepeKIany. B 3aximHOMY IepeKlIal03HAECTEL
ocTaHHBOI uBepTi XX CTOMTTA BHPA3ZHO MPOCTEKVIOTHCA IOIIVKH IIO0TOHHX
CHHTEZVIOUHX IHABaniH. CHHTe3VIOUHH IIXid A0 kiIacH(iKaiii BipIIoBOTO
TIepeKIany Brepie 3amporoHyveas AHape Jledebp v k31 “Translating Poetry:
Seven Strategies and a Blueprint™ (1975), axa Bie cTama OJHIEIO 3 KIACHUHHX
IIpalb Cy4acHOTO IIepeKIafosHapcTBa. TaxcoHomia Jledeppa — emimipHuHA 1
IIOB’ A3ye METOI MepeKIany 3 BIacHe IIPOIecoM Iepernany. BueHm! posraagae

Takli MeTomu (mro s0ITAlOTBCA 3 THIIAMH) II€PeKIamy ITOeTHUHOTO TeKCTy:

11



boHeMATHUHII, OVKBAIBHHH, MeTPHUHHH, ITPO30OBHEH, PHMVIOUHE, OLTHH BIpII
TA IHTEPIIPETAIA (Bepcid + IMITALNA).

CydyacHl IepeKIaT0o3HABIN, BRIIOUAKOUH 1 camoro Jledeppa, 3aIHIIAIOTBECA
BipHHMH IIPHHIHIIOB1 OlHapHHX omosHiiii. VYV Jledeppa — 1e mepekianH,
“OpleHTOBAaHI Ha 4YHTA4Ya”, 1 MepeKIagH, “OpleHTOBaHi Ha TekcT' . Y Ilitepa
Heiomapra (“Approaches to Translation™, 1981) — me “cemanTHrnoi”
IIepexnan, CIOPAMOBAHHE Ha IepIIoTBp, 1 “KOMYHIKATHBHIGI® IIepeKia,
crpaMoBaHui Ha unTava. ¥ Jlopenc BenyTi (“The Translator’s Invisibility: A
Historv of Translation™, 1995) — ne mepexnan-“goMecTHKAINA” 1 IepeKIaf-
“thopenizamia”. OctaHHa kr1acHbIKAINA, B OCHOB1 AKO! MICTHTBCA IIOHATTA IIPC
METOJ MepPeKIany, 3HAHIIA OIPOKe BHAHAHHA i ABTOPHTET B AMEPHKAHCBKHX
AKANeMIYHHK KOIAX T4 V HABYAIBHHX Ay IHTOPIAX.

VHHKHYTH OIHAPHOCTI BIANOCA THM TAKCOHOMIUHMM IHOXOJAM, AKI B
TIOHATTI IIPO METOM IepekiIany BOAuarTh He IPOrpaMy, a iHTEPIIPeTALlio, AK
Hyrmac Podircon (“The Translator’s Turn™, 1991), abo crmparoTbea v cBOIH
kaacH(pIKai He HA IOHATTA PO METOJ MePeKIany, a Ha IIOHATTA PO (PYHKIUIIO
niepernany, ik bapron Padden (“The Art of Translating Poetry™, 1988).

3rigHo 3 HAHABTOPHTETHIIIO HHH1 JECKPHIITHBHOIO, a00 eMINpPHYHOIO,
KOO0 TIEPEKIAT03HABCTEA, AKA 30CepPeIKye CBOK YBATY HA ABMITN TA
podrneMax XyZOKHBOTO IIEPEKIany, MOMIHMBO OIMHCATH YOTHPH CIOCOOH
mepemayl MoeTHUHO! GOpME OPHTIHATY V IIepPeKIaml HACTIOYBATBHA (mimetic
form), aHamoriuna (analogical form), dopma AK mepHBAT 3MIcTY, a00 OPraHIuHA
dopma  (content-derivative  form), mpmexigHa — (extraneous  form).
HacmoigyeaneHoto € ¢GopMa MOSTHYHOTO Mepeknany, B AKiH GopMa OpHTiHAILY
30epiraeTbed vV LUIBOBOMY TeKCTl. AHAIOTIYHOI BBaX¥kaeTbeAd (GopMa
TIOETHYHOTO TBOPY LUIBOBOKD MOBOK, AKA BHKOHYE€ (VHKINIO, MOAIOHY O
dvHKI noeTHuHOi dopMH opuriHany. HacmigyeanbHa i aHamorivHa GOPME —

Ile OBa THITH (GOPMH TeKCTy NepeKIamy AK JepHBaTY (POpMH TeKCTy OpHIIHATY
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(form-derivative form). Opraniumoro — ¢opMa MOSTHUHOTO MepekiIany, AKAa
CTBOPIOETBCA, KONH IEepeKIagad CIHpAeThCAd HA  CEeMAHTHKY TeKCTy,
OO3BONAIOYH CeMAHTHYHOMY MATEpIaToBl HAOYBATH V XOMl IepeKIaly CBOIO
BIACHY VHIKATBHY NOeTHYHY (opMy, TOOTO pO3BHBATHCA “OPraHIdHO” 3
BHYTPIIIHIX TOPYXIB €aMOTO TeKCTY. [IPHBXIOHOK € (opMa IOeTHYHOTO
IIepexIany, AKa IMIUIIIHTHO He IIOB A3aHA Hi 3 GOPMOIO, Hl 31 3MICTOM
OpHTiHANY, a4 MeTON CTBOPeHHA Takoi GOopMH HAZHBAIOTE METOLOM
“BIIXHIEHHA, OCKUTBKH BIH HIAKHM YHHOM HE BHBOTHTBCA 3 BHXKITHOTO TBOPY.

Jo miei mmomH, AgpoM AKOI CTATH Ipari BueHHX 3 benbrii Ta Himepmamnis
(Tmetime Tomme, Teo T'epmanc, Aumpe Jledesp, Mepi Cuen-I'opubi, I'oce
Jlambeprt), Ispainto (I'egeon Tvpi, ITamap IBm-3orap), a TAKOX KOITHIIHBOI
Uexocmopauuusi (Ipsi Jlisuii, AutoH IlommoBHY), HANEXKATH MePeKIAl03HABI,
AKl TIOJUTAKTh HACTYVITHI I[IPOTPAMHI IIOTIANH, BHKIaZeHi leo [epMaHcoM:
“PosyMIHHA MiTepaTypPH AK CKIAAHOL 1 JHHAMIYHOI CHCTEMH, I€PEKOHAHICTS,
0 MUK TEOPeTHYHHMH MOZENAMH 1 MPAKTHYHHM BHBUEHHAM JIITEPATYpPH
TIOBHHHA OV TH IOCTIHHA B3a€MOIIT; AeCKPHIITHEHHE, OPI€HTOBAHHH HA UTBOBY
TITEPATYPY, OQVHKINOHATBHHE 1 CHCTEMATHYHHE IMAX1T A0 XYIOKHBOTO
IepekIany, a TaKoX IUKABICTh A0 HOPM Ta OOMemeHb, fAK1 VIIPABIAIOTH
TPOIVKYBAHHAM 1 CIOPMHHATTAM NepeKIamie, OO B3a€MO3B A3KY MK
TIepeKIagoM TA 1HIIHMH THIIAMH TEKCTOTBOPEHHA, OO MICIIA 1 POl IepeKIamB
AK V Mexax ODaHoi JiTepaTyvpH, TaK 1 v BaeMomil M miTepatypamu” (Theo
Hermans. Translation Studies and a New Paradigm: Introduction // The
Manipulation of Literature: Studies in Literarv Translation. — London, 1985, —
P. 10-11).

Y TepMIHONOTIUHIH CHCTEM1 JeCKPHIITHBHOI IMIKOIH BAMIHBE MICIIE [IOCiOAE
TePMIH “MeTapipur’, samporoHoBaHmil [kefiMcoM [OIMCOM 38 AHANOTIEIO OO
TepMIHA “MeTaMOBa’, IO HAEKHTh Ponany BapTy 1 ¢IVEHTD ATA PO3PIsHEHHA

TBOPIE IJHTepaTypHo! KPHTHKH BIL BIAacHe IHNTepaTypHHX TeBOpiE. Ha
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OOMIOBHEHHA OO0 miTepartyposHapuoi Teopi Bapra, Tomme Hasueae ciM
PISHOBHZIE TEKCTY, AKI MOEYTh (PYHKINOHYBATH AK KOMEHTAP A0 IIOSTHUHOO
TBOPY: KPHTHUHE €Ce MOBOIO JAHOTO MOSTHYHOTO TEOPY, KPHTHUHE ece IHITIOIO
MOBOIO, IPO3OBHE MepeKIal, TOeTHUHHH TIepekiIal, IMITAINA, BIPII “IIpo’” BipIIL,
a TAKOMX BIPII, HACHAYKEHHH JAHHM ITOSTHUYHHM TBOPOM. TepmiH “MeTaBipmr’
BHKOPHCTOBYVETBCA [IA OSHAUEHHA HYeTBEPTOTO THILY TEeKCTY: IIOETHUHOTO
mepexnany. OCHOBHOIO Tez0k0 MOZeni [onMca € HACTYIIHE TBePIKeHH::
METABIPII 1CTOTHC PI3HHTBCA Bif BIPIIA-OPHTIHANA THM, IO OB A3VETBCA 13
300PaKYBAHOIO PEANBHICTIO He Oe3IIocepe HbO, a IHIlEe Yepes BHKIIHIN TEeKCT,
3aTHITAIOUHCE AKOMOTA OUIBII BipHHM IIapaMeTpaM BHXITHOTO TeKCTY 1
BONHOYAC IHTEIPVIOUHCH V IIOETHUHY CHCTEMY IIWTBOBOI MOBH. A “MeTarcet”,
TAKHM UHHOM, [OBHHEH IIO€JHYBATH B cOOi CIPHHHATIHBICTE KPHTHKA,
Uy TIHBICTE IIOETA 1 BMIHHA PO3B’ A3y BATH IIpodIeMy KOHQPOHTAINT BHX1AHHX Ta
LIITBOBHX HOPM.

Taxum umHOM, Jxetive [onMe IpomoHye TAKCOHOMIMHY MOJEIE BIPIIIOBOTO
TIepexriIany, AKA TPYHTVETBCA HA METOZAX CTPYKTYPHOrO 1 (IIOII1)CHCTEMHOTO
aHami3y. 3a mnpHEIagoM Pomada Bapta, Axiii HazBap miTepaTypHY KPHTHKY
“BTOPHHHOIO MOBOIO, 400 MeTa-MOBOK' II0 BIFHOIIEHHIO IO MOBH XY IOMKHIX
TBOPIB, [ OIMC BBOIMTH TepMiH “MeTa-Bipmur® (meta-poem) OId BipIIOBOTO
TIepeKIany, BEAXKAIOUH, IO KOJH BipOI-OPHTIHAT € BiIoOpaKkeHHAM PealbHOCT],
TO TIEPeKIan — BLIOOpaKeHHAM CaMOTO BipIia, TOOTO MeTa-BipiieM. 30KpeMa, v
cTaTTi “@OpMH TOETHUHOTO IEpPeKIamy Ta IepeKIan MoeTHUHOI Gopmi”™ BiH
poaMiprOBye: “B cHIy ¢cBoel mOAB1HHOI METH MEeTABIPII ABIAE COO0I0 CKIIATHHI
BV301 IIEPEIIETEHHX Y JKMYT B3a€MO3B A3KiB, IO BHPOCTAIOTH 13 [OBOX
HAMPAMKIB: 3 IEPIIOTBOPY, HOTO MOBH, OYAVUH B AviKe OCOOMHBHE crocid
TIOB’ A3AHHMH 3 [MOTHYHOK TPANHINEH Iiei MOBH, Ta 3 IIO@THYHOI TpagHIui
IIIBOBOI MOBH, 3 1i OLTBII YH MEHIII ¢CYBOPHMH BHMOTAMH A0 METABIpPINA, AKHM

BiH IIOBHHEH IO IEBHOI MIPH CIiAYVBATH, MO0 MATH YCINX AK IOSTHUHHH TBIp”
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(James S. Holmes. Forms of Verse Translation ans the Translation of Verse

Form // James S. Holmes. Translated! Papers on Literary Translation and

Translation Studies. — Amsterdam, 1988. — P. 25):

Buxiona mosa linvosa mosa
IToeTHYHA TpaTHIUA [ToeTHYHA TpamHINA
“cBiT” — Bipm > MeTasipia

OTxe, TAKCOHOMIUHA MOJenb (GOPMH BIPIIOBOTO MepekiIagy [ omMca
CKIAJAETBCA 3 YOTHPBOX OCHOBHHX KIACHQIKAINHHHK OTHHHIKb: MIMETHYHA
dbopmMa, aHamoriuaa ¢opma, opramHiuHa GopmMa 1 cTopoHHA GopMa.

3a ['omMec oM, OCKITBKH IOeTHYHA $opMa He 1CHYE I103a MeKAMH MOBH, TO 1
xoIHa dopMa He MOKe OVTH “30epermkeHa” MepeKmagaueM v HOTO IIepexoml Bl
MOBH-I¥epena IO IIboBol MOBH. ToMy He BapTO TOBOPHTH IIPO 30epeikeHHA
dbopMH TAa BXEHBATH TepMiH “imeHTHYHAa $opMa™ He icHye TAKOI IIOSTHUHOI
bopym B oHIE MOBL, KOTpa Oyia O IIIKOM 1JeHTHIHOK 3 IIOeTHUHOIO GhopMOI0
B OyIOp-AKiH 1HINH MOB1, HABITE AKINO L1 GOPMH CXOMl, & MOBH — CIIOP1THEH].
Haiibineme, mo Moxe 3pOOHTH MeperiIagay, BHCYVBAIOUH Iepel coboo moaioHe
3aBJAHHA, — 1€ 3IMITYBATH MOETHYHY (hOPMY OpPHIIHAIY SIKOMOTA TOUHIIIE,
IIKOM 30CepefHBINHCh HAa (OpPMI OPHTIHAILY Vv IIPOLECi IIPHHHATTA
MepekIafalbKHX PIIeHb 1 BHKIIOUAIOUH OV Ob-AK1 1HIM Po3E I3KH. HacmiakoM
MIOCT1AOBHOTO BTUIEHE TAKOTO PIIIEHHA 1 OV e MiMemuuna Gopma MeTaBipIa.

THImM MOMIHEHM PO3B’A3KOM [IIIA IIEPEKIAfaua, 30CepemKeHoro Ha dhopMi
OPHTIHANY, € BHXiZ 32 MeXi BIacHe OPHTIHATY 1 BHBUeHHA (QYHKINUI Horo dopmu
V KOHTEKCT1 BIATIOBIAHOL MOSTHUHOI TPamHIui, a 3aTHM — IOIIVK GopMH, IKa O
BHKOHYBANA IApanelbHy (VHKIUD B KOHTEKCTI IIOSTHUHOI TPamHIii ITBOBOT
MOBH. [IpHMHIMII, IO MICTHTBCA B OCHOBI TAKOTO IIAXOAY, IPHEOAHTE IO

CTBOPEHHA dHATOSIYHOL (hopMU METABIPIIIA.
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OObmaei BHIeHA3BaHI GOPMH € MOXITHHMH Bin dopme opuriHamy (form-
derivative forms). Sxmo x Iepexmazay He Mae HA MeTi IIEPIIOUYEPTOBO
HACTIAVBATH TOETHYHy  $OpMY  OpHIiHATY, 4, TONOBHHM  UIHOM,
30CepemKyEThCA HA HOTO CeMAHTHYHOMY MaTtepiami, TOAl OCTAHHIH IpH
mepernanl HaOyeae Tiel YHIKATbHOI moeTHUHOI (QopMH, AKY [0IMC IIPOIIOHYE€
HA3HBATH OpeaniuHor gopmore, ado GopMOI0, IIOXITHOK BIL 3MICTY OPHIIHATLY
(content-derivative form).

ITopan i3 TppOMA OCHOBHHMH IIOXimHHMMH bopMamMi [onmMe BHmiIAe me H
ueTBepTHH THI GOPMH METABIPINA, AKA HIAK HE BHBOIHTBCA Hi 3 GOPMEH, Hi 31
3MICTY IIOETHUHOTO OPHTIHATLY, 4 TOMy MOMKe OYTH HAZBAHA CIHMOPOHHBLOI
gopmoro. La dopMa € pesvIBTATOM MIHIMATBHOTO INAIIOPANKYBAHHA
MeTanoeTa (Iepeknanaua) GOpMATBHHM BHMOTAM, KOTPL BHCYBAKOTBCA
IIOETHUHOKO KYIBTYPOIO HOTO OTOUEHH, 3ATMINAIOUH 34 HHM CBOOOIY Iepenaui
“3HAYEHHA ITOETHYHOTO TBOPY 13 3HAYHO OUTBINOK CHYUKICTIO, HIYK MIMETHUHA
UM aHAIOTIYHA (HOPMA.

3a coocTepemeHHAMH [omMca, aHamoriuda ¢opma Oyia IOMIHAHTHOO
MeTarnoeTHYHoK ¢opMoio v X VI ¢T. B enoxy HeOKIACHIIH3MY, MIMETHUHA
dopMa cTama DOMIHAHTHOKO ¢opmoro Meramoesli v XIX cr. B emnoxy
POMAHTHAMY, OpraHiuHa GOopMa BIAKPHTO 3agBHIA Ipo cebe mumie v XX cT.
Croponuio dopMy, AKA IIPH OMIKUOMY pPOSTIANL BHABIAETBCA, 334 [ OIMCOM,
CTAPUIMM poIHueM opraHiuHoi (opMi, IOCTIAHMK EBBAXKAE TAKOK, IO He
MPHIIHHATA CBOTO ICHYBAHHA, HMOUHHAIOUWH 3 XVII ¢T., mopan 3 1HIMMH
bopMaMI, X0U 1 3aTHINATACA B CHTVAII] MEHIIIOCT] H aHIeTpayHAY .

Cepen HeuHCIEHHHX, Ale IPOMOBHCTHX, IIPHKIANIE OPTAHIYHOIO CIIOCOOY
Tepernany, HapedeHHX | omMcoM, — emuHa moeMa Espu ITasama “Kantoc™,
TOYHIIIIe, OKPEeMi MICIIA 3 IU€l ITOeMH, AKL MOXKYTh BBAKATHCA MepeKIagaMH 3
“Qmeccei” Tomepa, sokpema, “Kawto I” (mouatox OmpmHamuatol KHHrH

Tomeporoi “Oniccel™ ):
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And then went down to the ship,

Set keel to breakers, forth on the godly sea, and

We set up mast and sail on that swart ship,

Bore sheep aboard her, and our bodies also

Heavy with weeping, so winds from sternward

Bore us out onward with bellying canvas,

Circe’s this crafl, the trim-coifed goddess.

Then we sat amidships, wind jamming the tiller,

Thus with stretched sail, we went over sea till day’s end.
Sun to his slhumber, shadows o 'er all the ocean,

Came we then to the bounds of deapest water,

To the Kimmerian lands, and peopled cities

Covered with close-webbed mist, unpierced ever

With glitter of sun-rays

Nor with stars stretched, nor looking back from heaven
Swartest night stretched over wretched men there.

(Ezra Pound. The Cantos (1-95). — New York, 1956. - P. 3)

A modi niwnu Hanus do xopating,

Beadunu kine Ha npublii, Ha Gosxcucme Mope, 1 —
M oenacmiinu wopre cyéHo,

Ipugenu ogeyo Ha Gopm, 1 Hawi mina,

ObeaxcHin nra<em, 1 §Impu 3 Kopmu

Honecnu Hac eneped Han aBMor RAPVOUROK,
Llipyeiny piv, Gozuni 6 106KIM OHINKY,

Oco cuding My Ha WKAHYAX, EIMEp MUCHVE Ha P)Tb,
3 npyvoHuM eImMpUnoM U 00 KINYA OHA.

Conye 0o cHY, MIHI Ha 8ciM oreani,

Mu caznynu xpaw Hatiznubuux eod,

XumepHux xpaiv i Hacenrenux Micm,

Vrpumux wineHOMKaHUM MYMAHOM, HENPOOUEHUM,
lexpamu conaHux RPOMEHE,

Hi npociana sopamu, Hi He anadieu 3 Heba,
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Hiv posupocmopiunace HOPHIOWA HAd HYXCOEHHUMU THObML.

(LTzT =a: “Bubpami Espa Ilapua”. — Miomxen, 1960, — C. 131)
Ocpk yie OXM3BKO TPHALMETH POKIB IKOJEH AHTIOMOBHHI IIepeKriIagad,
DOpobOK AKOTO MOME V KUIBKAHANIATE DA3E [EePEBepIIyBATH CKPOMHHH
IeperIagausKeil 1opodok ITapHaa, He BHKIHKAEe 0 cede TAKOTO 3alliKABIEHHA
3 OOKY TEOPETHKIE XVIOKHBOTO IEpeKIany, Ak llaeHa. I 1e samikapmeHHA 3
uacoMm spoctae. [Ipo IlapHpa sragyeThed B TOMY UH IHIOIOMY KOHTEKCTI —
33BMOH 3aXOIUIEHO — IPAKTHYHO V BCIX BATOMEHX HOBITHIX AHITIOMOBHHX
DOCTIMKEHHAX I[IOETHUHOTO IIepeKIany. be3 CyMHIBY, KpeaTHBHHH, abo
opramiusiii (3a [ommcom), mepeknagarpkui MeTon [aBHIa HAZABMKIH 3MIHHE
OOMHYYA BIPIIOBOTO IMEpPeKIagy VvV MOBHOMY, INTEPATYPHOMY 1 COINO-
KyJIBTYPHOMY ILIAHAX.
VkpalHCBKHE ITepeKIal HABeASeHOTO VPHBKA HAle¥HTh Iropio KocTermromMy
— IpaMAaTyproei, BUEHOMY, IIOETY-TIEPeKIamady, MIOJHHI KOIOCATBHOI
TiTepaTypHOI epyIHIii H VHIKATBHOI B VKPATHCBKIH IIepekIajalbKiil KyIBTYPL
TexHiKH. HalivmioOmeHinmi# Teopumil MeToa KoCTenpKoro — CTHTIZAINA.
Monoannmi cyuyacHuK [[agHAA, OJHH 13 I3HIX MOJEPHICTIE 13 TEOPUHM Kpexo
IIpotesa, KocTelpKimii B ykpaiHCBKIH KyIbeTVpi, AK 1 [IaBHO B AHITIOMOEBHIMH,
HATeXaB OO0 pedOopMATOPIE MTepaTypHOI Tpaiwini, BRIIOUAIOWH 1 TPATHIIIIO
BIpIIOBOTO Hepeknany. [IpruoMy, pedopMaTOpehbKl 3VCHIIA 000X MHTINE MAIH
CIIUTBHHE HAIIPAMOK: YTBEPIKEHHA HOB0L ROEMUYHO] MOGH — ATbTEPHATHBH [0
TPASHINHHIKX MOSTHYHHX KAHOHIB, HamiraHHa MACOK, IMITAIUA Uy KOTO TOIOCY,
BCIYXOBYBAHHA V PHTMOMENONHKY BHMOBIEHO! KHMMOCH KOIHCEH i KPisb BIKH
rtouy Toi pas... 1[4 xapaKkTepHC THKA 0JHAKOBOK MIpOIO CIIPABELIHEA AK 100
TBOpuoi MaHepu IlapHma, Tak 1 mozo Teopuoi Mmanepu Kocrtempkoro. Tom,
BEIBMH 3aKOHOMIpHO, mo caMe KocTelpkoMy, B TITepaTypHOMY CBITOTTIAL

AKOTO TaKk 0AraTto BiABEPTO CIMIBHOTO 3 JHTEPATYpPHHM cBiTormazoM IlaBmia,
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HAJIEKHTD PO 1 JOTOKH €IHHHH YKpAIHCBKHH IIepeKIan EHOPaHHX TEOPIB

HAHOUTBINOTO reHid H MOZepHizaTopa aMepHKAHCbKo1 moesli XX ¢TOomTTA.

AHTOJOI'TI HOBITHBOI AMEPUKAHCBKOI TTOE3II

(Vrnazeno 3a BugaHHAM: The Norton Anthology of Poetrv/ Edited by Margaret

Ferguson, Mary Jo Salter, Jon Stallworthy. — 4" ed. - New York: W.W. Norton
& Company, Inc., 1996. — 1998 pp.
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MICHAEL PALMER
Fifth Prose
Because I'm wnting aboutthe snow notthe sentence
Because there is a card —a visitor's card —and on that card there are
words of ours arranged m a row

and on those words we have wntten house, we have written leave this
house, we

have written be this house, the spiral of a house, channels through this
house

and we have written The Provinces and The Reversal and something
called the Human Poems

though we live m a valley on the Hill of Ghosts

5tll for many days the rain will continue to fall
A voice will say Father I am buming

Father Tve removed a stone from a wall, erased a picture from that wall,
a picture of ships - cloud ships - pressing toward the sea

words only
taken limb by limb apart

Because we are not alive not alone
but ordinary extracts from the tablets

Hassan the Arab and his wife
who did vaulting and halancing

Coleman and Burgess, and Adele Newsome
pitched among the spectators one night

Lizzie Eeys
19



20 and Fred who fell from the trapeze

mito the sawdust
and wasn't hurt at all

and Jacob Hall the rope-dancer
Little Sandy and Sam Sault

25 Because there 15 a literal shore, a letter that's blood-red
Because in this dialect the eyes are crossed or quartz

seeing swimmer and seeing rock
statue then shadow
and here in the lake
30 first arazorthen afact
1988
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GJERTRUD SCHNACEENBERG
Darwin in 1881

Sleepless as Prospero back in his bedroom
In Milan, with all his miracles
Reduced to sailors' tales,
He sits up in the dark. The islands loom.
His seasickness upwells,
Silence creeps by in memory as it crept
By him on water, while the sailors slept,
From broken eggs and vacant tortoise shells.
His voyage around the cape of middle age
Comes, with a feat of insight, to a close,
The same way Prospero's
Ended before he left the stage
To be led home across the blue-white sea
When he had spoken of the clouds and globe,
Breaking his wand, and taking oft his robe:
Enowledge increases unreality.

He quickly dresses.

Fonmm wavers like his shadow on the stair

As he descends, in need of air

To cure his dizziness,

Down past the ship-sunk emptiness

Of grownup children's rooms and hallways where
The family portraits stare,

All haunted by each other's likenesses.

Outside, the orchard and a piece of moon
Are 1slands, he an 1sland as he walks,
Brushing agamnst weed stalks.

By hook and plume

The seeds gathering on his trouser legs
Are archipelagoes, like nests he sees
Shadowed mn branching, ramifying trees,
Each with unique expressions in its eggs.
Different islands conjure

Different bemgs; different beings call
From different 1sles. And after all

His scrutiny of Nature

Allhe can see

Iz how 1t will grow small, fade, disappear,
A coastline fading from a traveler
Aboard a survey ship. Slowly,

As coasts depart,

Nature had left behind a naturalist
Eound for a place where species don't exist,
Where no emergence has a counterpart.
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He's heard from frends
Ahbout the other night, the banquet hall
Ringing with bravos—Ilike a curtain call,
He thinks, when the performance ends,
Failing to summon from the wings
An actor who had lost his taste for verse,
Having beheld, in larger theaters,
Much greater banquet vanishings
Without the quaint device and thunderclap
Required in Act 3.
He wrote, Let yvour indulgence set me free,
To the Academy, and took a nap
Beneath a London Daily tent,
Then puttered on his hothouse walk
Watching his orchids beautifully stalk
Their unreturning paths, where each descendant
Is the last -
Their inner staircases
Haunted by vanished insect faces
Sotiny, so intolerably vast.
And, while they gave his proxy the award,
He dined in Downe' and stayed up rather late
For backgammon with his beloved mate,

Who reads his books and is, quite frankly, bored.

Now, done with beetle jaws and beaks of gulls
And bivalve hinges, now, utterly done,

One miracle remains, and only one.

An ocean swell of sickness rushes, pulls,

He leans against the fence

And lights a cigarette and deeplv draws,

Done with fieed laws,

Done with expeniments

Within his greenhouse heaven where

His offspring, Frank for halfthe afteroon
Played, like an awloward angel, his bassoon
Into the hurmd air

50 he could tell

If sound would make a Venug's-flvtrap close.
And, done for good with scientific prose,

That raging hell

Of tortured grammars wnthing on their stakes,
He'd turned to his memoirs, chuckling to wrte
About his boyhood in an upright

Home: a boy preferring gartersnakes

To schoolwork, a lazy, stutting liar

Who quite provoked her aggravated look,
Shushed in the drawing room behind her book,
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His bossy sister itching with desire

To tattletale—yes, that was good.

EBut even then, much like the conjurer
Grown cranky with impatience to abjure

All his gigantic works and livelihood

In order to immerse

Himself in tales where he could be the man
In Once upon a time there was a man,

He'd quite by chance beheld the universe:

A disregarded game of chess

Between two love-dazed heirs

Who fiddle with the tiny pairs

Of statues in their hands, while numberless
Abstract unseen

Combinings on the silent board remain
Unplayed forever when they leave the game
To turn, themselves, into a king and queen.
Now, like the coming day,

Inhaled smoke illuminates his nerves.

He tums, taking the sandwalk as it curves
Back to the vard, the house, the entrance way
Where, not to walken her,

He softly shuts the door.
And leans against it for a spell before
He climbs the stairs, holding the banister,
Up to their room: there
Emma sleeps, moored
In 1llusion, blown past the storm he conjured
With his bool, into a harbor
Where 1t all comes clear,
Where 1sland beings leap from shape to shape
As to escape
Their ternifying tums to disappear.
He lies down on the quilt,
He lies down like a fabulous-headed
Fossil 1in a vanished niverbed,
In ocean drifts, in canyon floors, in silt,
In lime, in deepening blue ice,
In cliffs obscured as clouds gather and float;
He lies down in his boots and overcoat,
And shuts his eyes.

1982
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BRAD LEITHAUSER
In Minako Wada's House

In old Minako Wada's house
Everything has 1ts place,
And mostly out of sight:

Bedding folded away
All day, brought down
From the ghelf at night,

Tea things undemeath
Low tea table and tablecloth -
And sliding screen doors,
Landscape-pamnted that hide
Her clothes inside a wash
Of mountains. Here, the floors

Are a clean-fiting mosaic,
Mats of a texture like
A broom's; and in aniche
In the tearoom wall
Is a shrine to all ofher
Ancestors, before which

She sets each day
A doll-zsized cup of tea,
A doll-sized bowl of rice.
She keeps a glass jar
Of crickets that are fed fish
Shavings, an eggplant slice,

And whose hushed choms,
Like the drowsy toss
Of a baby's rattle, moves in
On so tranquil a song
It's soon no longer heard.
The walls are thin

In Minako Wada's little house,
Open to every lifting voice
On the street—by day, the cries
Of the children, at night
Those excited, sweet,
Reiterated goodbyes

Of men full of beer who now
Must hurry home. Just to
Wake in the night inside this nest,
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Late, the street azleep (day done,
Day not vet begun), is what
Perhaps she loves best. 1985

Old Bachelor Brother

10

15

20

Here from his prominent but thanldfiilly
uncentral position at the head of'the church -

a flanking member of the groom's large party-
he stands and waits to watch the women march

up the wide aisle, yust the way they did

at last night's long and leaden-joked rehearsal.

Only this time, 1t's all changed. There's now a crowd,
of course, and walls of lit stained glass, and Purcell

ringing from the rented organist,

and vetthe major difference, the one
that hits his throat as a sort of stmoky thirst,
1s how, so far away, the church's main

doors are flung back, uncovering a square
of sun that streams into the narthex, zo that
the women who matenialize there

do =0 in blinding silhouette,

and these are not the women he has helloed

and kissed, and who have bored, ignored, or teased him,
but girls —whose high, garlanded hair goes haloed

by the noon-light. . . The vears have dropped from them.

One by one they're bodied forth, edged with flame,
as new as flame, destined to part the sea

of faces on each side, and approaching him

n all their passionate anonymity.

1990
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MARE STRAND
Always

Jor Charlas Simic
Always so late i the day
In their rumpled clothes, sitting
Around a table lit by a single bulb,
The great forgetters were hard at worlk.
They tilted their heads to one side, closing their eyes.
Then a house disappeared, and aman in his yard
With all his flowers in a row.
The great forgetters wrinkled their brows.
Then Florida went and San Francisco
Where tugs and barges leave
Small gleaming scars across the Bay.
One of the great forgetters struck a match.
Gone were the harps of beaded lights
That vault the rivers of New Yoik.
Another filled his glass
And that was 1t for crowds at evening
Under sulphur yellow streetlamps coming on.
And afterwards Bulgaria was gone, and then Japan.
"Where will it stop?" one of them said.
"Such difficult wotk, pursuing the fate
Of even-thing known," said another.
"Down to the last stone.” said a third,
"And only the cold zero of perfection
Left for the imagination." And gone
Were North and South America,
And gone as well the moon.
Another yvawned, another gazed at the window:
No grass, no trees . ..
The blaze of promise everywhere.

1990

FRCM DARK HARBOR
XVI
It iz true, a= someone has said, that in

A world without heaven all 1s farewell.
Whether you wave your hand or not,

It is farewell, and if'no tears cotne to your eyes
It is still farewell, and if' vou pretend not to notice,
Hating what passes, it is still farewell

Farewell no matter what. And the palms as they lean
Ower the green, bnight lagoon, and the pelicans
Diving, and the ghstening bodies of bathers resting,
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Are stages in an ultimate stillness, and the movement
Of sand, and of wind, and the secret moves of'the body
Are part of the same_ a simphcity that tums being

Into an occasion for mouming, or ito an occasion
Worth celebrating, for what else does one do,
Feelmg the weight of the pelicans' wings,

The density of the palms' shadows, the cells that datken
The backs of' bathers? These are beyond the distortions
Of chance, heyvond the evasions of music. The end

Is enacted again and again. And we feel it
In the temptations of sleep, i the moon's ripening,
In the wine as it waits in the glass.

XX

Iz it you standing among the olive trees
Beyond the courtyard? You m the sunlight

Wavmg me closer with one hand while the other

Shields your eyes from the brightness that tums
All that 1= notyvou dead white? Is 1t you
Around whon the leaves scatter like foam?

You in the murmuring night that is scented
With mint and lit by the distant wildemess
Of stars? Is it vou? Iz it really you

Rising from the script of waves, the length

Of your body casting a sudden shadow over my hand

%o that I feel how cold it 15 as it moves

Over the page? You leaning down and putting
Y our mouth against mine so I should know

That a kiss is only the beginning

Of what until now we could only imagine?
Is 1t you or the long compassionate wind

That whispers i my ear: alas, alas?
1993
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W. 5. MERWIN
Strawberries
When my father died I saw a narrow valley

it looked as though 1t began across the nver
from the landing where he was bom but there was no nver

I was hoeing the sand of a emall vegetable plot
for my mother in deepening twilight

and looked up in time to see a farm wagon
dry and gray horse already hidden

and no driver going into the valley

carrying a casket

and another wagon

coming out of the valley behind a gray horse
with a boy driving and a high load
of two kinds of berries one of them strawberries

that night when I slept [ dreamed of things

15 wrong i the house all of them s1gns

20

the water of the shower runmng brackish
and an nsect of a kind I had seen him kill

climbing around the walls of his bathroom
up in the moming I stopped on the stairs

my mother was awake already and asked me
if [ wanted a shower  bhefore breakfast

and for breakfast che said we have strawberries
1983
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Losing a Language
A breath leaves the sentences and does not come back
vet the old still remember something that they could say

but they know now that such things are no longer believed
and the young have fewer words

many of the things the words were about
no longer exist

the noun for standing in mist by a haunted tree
the verb for I

the children will not repeat
the phrases their parents speak

somebody has persuaded them
that it is better to say everything differently

go that they can be admired somewhere
farther and farther away

where nothing that 1s here 1s known
we have little to say to each other

we are wrong and dark
in the eyes of the new owners

the radio 18 incomprehensible
the day is glass

when there 15 a voice at the door 1t 15 foreign
everywhere mstead of a name there 15 a lie

nobody has seen it happening
nobody remembers

this 15 what the words were made
to prophesy

here are the extinct feathers
here 1s the rain we saw

1958
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ROBERTELY
Waking from Sleep
Inside the veins there are navies setting forth,
Tiny explosions at the water lines,

And seagulls weaving in the wind of the salty blood.

Itis the morning. The country has slept the whole winter.
Window seats were covered with fur skins, the yard was full
Of stuff dogs, and hands that clumsily held heavy books.

MNow we walke, and rise from bed, and eat brealcfast! —
Shouts rise from the harbor of the blood,
Mist, and masts nsing, the knock of wooden tackle in the sunlight.

Now we sing, and do tiny dances on the kitchen floor.
QOur whole body 15 like a harbor at dawn;

We know that our master hags left us for the day.
1962
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CHARLES SIMIC

A Book Full of Pictures
Father smdied theology through the mail
And this was exam tirme.
Mather knitted. I sat quietly with a book
Full of pictures. Night fell.
My hands grew cold touching the faces
Of dead kings and queens.

There was a black ramcoat
i1 the upstairs bedroom
Swaying from the ceiling,
But what was it domng there?
Mother's long needles made quick crosses.
They were black
Like the mside of my head just then.

The pages I tumed sounded like wings.

"The soul iz a bird," he once zaid.

In my book full of pictures

A battle raged: lances and swords

Made akind of wintry forest

With my heart spiked and bleeding in its branches.

1992
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1960

FRANE O'HARA
Ave Maria
Mothers of America
let your kids go to the movies!
get them out of the house so they won't know what you're up to
1t's true that fresh air 1s good for the body
but what about the soul
that grows in darkness, embossed by silvery images
and when you grow old as grow old you must
they won't hate you
they won't criticize yvou they won't know
they'll be ih some glamorous country
they first saw on a Saturday afternoon or playing hookey

they may even be grateful to you
fortheir firet sexnal experience
which only cost you a quarter
and didn't upset the peaceful home
they will know where candy bars come from
and gratuitous bags of popcorn
as gratuitous as leaving the movie before it's over

with a pleasant stranger whose apartment 15 i the Heaven on Earth
Bldg

near the Williamsburg Bridge
oh mothers you will have made the little tykes

so happy because if nobody does pick them up in the movies
they won't know the difference

and if somebody does it'll be sheer gravy
and they'll have been truly entertained either way
mstead of hanging around the vard
or up n their room
hating vou
prematurely since you won't have done anything horribly mean vet
except keeping them from the darker jovs

it's unforgivahle the latter
so don't blame me if you won't take this advice

and the family breaks up
and vour children grow old and blind in front of a TV set

seeing
movies you wouldn't let them see when they were young

1964
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JOHN ASHEERY
Melodic Trains
A little girl with scarlet enameled fingemails
Asks me what titne it 15 — evidently that's a toy wristwatch

She's wearing, for fun. And it 18 fun to wear other
Odd things, like this briar pipe and tweed coat

Like date-colored sierras with the lines of seams

Sketched in and plunging now and then into unfathomable
Valleys that can't he deduced by the shape of the perzon
Sitting inside it —me, and just a= our way 1s flat across
Dales and gulches, as though our train were a pencil

Guided by a ruler held against a photorural of the Alps

We both come to see distance as something unofficial
And impersonal yet not without its curious justification
Like the time of a stopped watch — right twice a day.

Only the wait i stations 1s vague and

Dimensionless, like onezelf. How do they decide how much
Time to spend in each? One begins to suspect there's no
Rule or that it's applied haphazardly .

Sadness of the faces of children on the platform,

Concem of the grownups for connections, for the chances
Of geting a taxi, since these have no timetable.

You get one if you can find one though in principle

You can always find one, but the segment of chance
In the circle of certainty 15 what gives these leaning

Tower of Pisa figures their aspect of dogged
Impatience, banking forward into the wind.

In short any stop before the final one creates

Clouds of anxiety, of sad, regretful impatience

With ourselves, our lives, the way we have been dealing
With other people up until now. Why couldn't

We have been more considerate? These figures leaving

The platform or waiting to board the train are my brothers
In a way that really wants to tell me why there is so little
Panic and disorder in the world, and so much unhappiness.
If I were to get down now to stretch, lake a few steps

In the wearying and world-weary clouds of steam like great
White apples, might I just through proximity and aping

Of postures and attitudes communicate this concern of mine
To them? That their jagged attitudes correspond to mine,

That their beefing stnkes answenng silver bells within
My own chest, and that I know, as they do_ how the last
Stop 1s the most anxious one of all, though it means
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Getting home at last, to the pleasures and dissatistactions of home?

It's as though a visible chorus called up the different

Stages of the joumey, singing about them and being them:
Not the people in the station, not the child opposite me
With currant fingernails, but the windows, seen through,

Reflecting imperfectly, ruthlessly splitting open the bluish
Vague landscape like a zipper. Each voice has its own
Descending scale to put one in one's place at every stage;
One need never not know where one is

Unless one give up listening, sleeping, approaching a small
Western town that is nothing but a windmill. Then

The great fury of the end can drop as the solo

Voices tell about 1t, wreathing it somehow with an aura

Of good fortune and colossal welcomes from the mayor and
Citizens' committees tossing their hats into the air.
To hear them singing you'd think it had already happened
And we had focused back on the fumiture of the air.

1977
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EENNETH EOCH
You Were Wearing

You were wearing vour Edgar Allan Poe printed cotton blouse.

In each divided up square of the blouse was a picture of Edgar Allan
Poe.

Your hair was blonde and you were cute. You asked me, "Do most boys
think that most girls are bad?"
I smelled the mould of Your seaside resort hotel bedroom on your hair
held in place by a John Greenleaf Whittier clip.
"No," I said, "it's girle who think that boys are bad." Then we read Snow-
bound together.
And ran around 1n an attic, so that a little of the blue enamel was
scraped oft my George Washington, Father of His Country, shoes.

Mother was walkmg in the living room, her Strauss Waltzes comb m her
hair.
We waitted for a time and then joined her, only to be served tea mn cups
painted with pictures of Herman Melville
Ag well as with 1llustrations from his book Aeby Dick and from his
novella, Benito Cereno.
Father came in wearing his Dick Tmacy necktie: "How abouta drinlk,
everyone?"
I said, "Let's go outside a while " Then we went onto the porch and sat
on the Abraham Lincoln swing.
You sat on the eves, mouth, and beard part, and I sat on the knees.
In the yard across the street we saw a snowman holding a garbage can
lid smashed into a likeness of the mad English king, George the
Third.

1962

Variations on a Theme by William Carlos Wilhams
1
I chopped down the house that you had been saving to live i next
sumnimner.
I am sorry, but it was morning, and I had nothing to do
and its wooden beams were so inviting.
2
We laughed at the hollvhocks together
and then [ sprayed them with lye.
Forgive me. I simply do notknow what I am doing.
3
I gave away the money that you had been saving to live on for the next
ten years.
The man who acked for it was shabby
and the firm March wind on the porch was o juicy and cold.
4
Last evening we went dancing and [ broke your leg.
Forgive me. [ was clumsy, and
I wanted you here in the wards, where I am the doctor!

1962
35
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ALLEN GINSBERG
From Howl
FOR CARL SOLOMON

I saw the best minds of my generation destroyed by madness, starving

hysterical naked,

dragging themselves through the negro streets at dawn locking for an

angry fix,

angelheaded hipsters huming for the ancient heavenly connection to the

starry dynato in the machinery of night,

who poverty and tatters and hollow-eyed and high sat up smoking in the

supematural darkness of cold-water flats floating across the tops of
cities contemplating jazz,

who bared their brains to Heaven under the El and saw Mohamimedan

angels staggering on tenement roofs illuminated

who passed through universities with radiant cool eyes hallucinating

Arkansas and Blake-light tragedy among the scholars of war,

who were expelled from the academies for crazy & publishing obscene

odez on the windows of the zkull,

who cowered 1 unshaven rooms in underwear, buming their money in
wastebaskets and listening to the Terror through the wall,

who got busted in their pubic beards returning through Laredo with a

belt of marijuana for New York,

who ate fire in paint hotels or drank turpentine in Paradise Alley, death,

or purgatoried their torsos night after night

with dreams, with drugs, with waking nightmares, alcohol and cock and
endless balls,

incomparable blind streets of shuddenng cloud and lightning i the mind
leaping toward poles of Canada & Paterson, 1lluminating all the
motionless world of Time between,

Pevote solidities of halls, backyard green tree cemetery dawns, wine
drunkenness over the rooftops, storefront boroughs of teahead joy-
ride neon blinking traffic light, sun and moon and tree vibrations in
the roaring winter dusks of Brooklyn, ashcan rantings and kind king
light of mind,

who chained themselves to subways for the endless ride from Battery to
holy Bronx on benzedrine until the noise of wheels and children

brought them down shuddering mouth-wracked and battered bleak
of brain all drammed of brilliance in the drear light of Zoo,

who sank, all night in submanine light of Bickford's floated out and sat
through the stale beer afternoon in desolate Fugazzi's, listening to
the crack of doom on the hydrogen jukebox,

who talked continuously seventy hours from patk to pad to bar lo Belle-
vue to museum to the Brooklyn Bridge,

a lost battalion of platonic conversationalists jumping down the stoops off
fire escapes off windowsills off Empire State out of the moon,
yvacketavakking screaming vomiting whispering facts and memories and
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anecdotes and eyeball kicks and shocks of hospitals and jails and
wars,
whole intellects disgorged in total recall for seven days and nights with
brilliant eyes, meat for the Synagogue cast on the pavement,
who vanished into nowhere Zen New Jersey leaving a trail of ambiguous
picture postcards of Atlantic City Hall,
suffering Eastern sweats and Tangerian bone-grindings and migramnes of
China under junk-withdrawal in Newark's bleak fumished room,
who wandered around and around at midnight in the railroad yard won-
dering where to go, and went, leaving no broken hearts,
who lit cigarettes in boxcars boxcars hoxcars racketing through snow
toward lonesome farms in grandfather night,
who studied Plotinus Poe 5t. John of the Cross telepathy and bop
kaballa because the cosmos instinctively vibrated at their feet in
Kansas,
who loned it through the streets of Idaho zeeking visionary indian angels
who were visionary indian angels,
who thought they were only mad when Baltimore gleamed in supernatu-
ral ecstasy,
who jumped in limousines with the Chinaman of Oklahoma on the
impulse of winter midmight streetlight smalltown ram,
who lounged hungry and lonesome through Houston seeking jazz or sex
or soup, and followed the brilliant Spaniard to converse about
America and Eternity, a hopeless task, and so took ship to Africa,
who dizappeared into the volcanoes of Mexico leaving behind nothing
but the shadow of dungarees and the lava and ash of poetry scattered
in fireplace Chicago,
who reappeared on the West Coast investigating the F B.I, in beards and
shorts with big pacifist eyves sexy i their dark skin passing out incom-
prehensible leaflets,
who bumed cigarette holes in their arms protesting the narcotic tobacco
haze of Capitalism,
who distributed Supercommunist pamphlets in Union Square weeping
and undressing while the sirens of Los Alamos wailed them down,
and wailed down Wall, and the Staten Island ferry also wailed,
who broke down crying in white gymnasiums naked and trembling before
the machinery of other skeletons,
who bit detectives in the neck and shrieked with delight in policecars
for committing no crime but their own wild cooking pederasty and
intoxication,
who howled on their knees in the subway and were dragged off the roof
waving genitals and manuscripts,
who let themselves be fucked in the ass by saintly motorcyelists, and
screatned with joy,
who blew and were blown by those human seraphim, the sailors, caresses
of Atlantic and Canbbean love,
who balled in the morning in the evenings in rosegardens and the grass
of public parks and cemetenes scattering their semen freely to
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whomever come who may,
who hiccupped endlessly trying to giggle but wound up with a sob behind
a partition in a Turkish Bath when the blonde & naked angel came
o prerce them with a sword,
who lost their loveboys to the three old shrews of fate the one eyed shrew
of the heterosexual dollar the one eyved shrew that winks out of the
womb and the one eyed shrew that does nothing but sit on her ass
and snip the intellectual golden threads of the craftsman's loom,
who copulated ecstatic and insatiate with a bottle of beer a sweethearta
package of cigarettes a candle and fell off the bed, and continued
along the floor and down the hall and ended fainting on the wall
with a vision of ultimate cunt and come eluding the last gyzym of
CONSCIOUSNESS,
who sweetened the snatches of a million girls trembling in the sunset, and
were red eyed in the morning but prepared to sweeten the snatch of
the sunrise, flashing buttocks under barns and nalked in the lake,
who went out whoring through Colorado in myriad stolen night-cars,
N.C_ secret hero of these poems, cocksman and Adonis of Den-
ver—ijoy to the memory of his innumerable lays of girls in empty
lots & diner backyards, moviehouses' rickety rows, on mountaintops
in caves or with gaunt waitresses 1n familiar roadside lonely petticoat
upliftings & especially secret gas-station solipsisms of Johns, &
hometown alleys too,
who faded out in vast sordid movies, were shifted in dreams, woke on
a sudden Manhattan, and picked themselves up out of basements
hungover with heartless Tokay and horrors of Third Avenue iron
dreams & stumbled to unemployment offices,
who walked all night with their shoes full of'blood on the snowbank docks
waiting for a door in the East River to open to a room full of steam-
heat and opium,
who created great suicidal dramas on the apartment cliff-banks of the
Hudson under the wartime blue floodlight of the moon & their
heads shall be crowned with laurel in oblivion,
who ate the lamb stew of the imagination or digested the crab at the
muddy bottom of the nvers of Bowery,
who wept at the romance of the streets with their pushcarts full of onions
and bad music,
who sat in boxes breathing in the darkness under the bridge, and rose up
to build harpsichords in their lofts,
who coughed on the sixth floor of Harlem crowned with flame under the
tubercular sky surrounded by orange crates of theology,
who scribbled all night rocking and rolling over lofty incantations which
in the yellow morning were stanzas of gibberish,
who cooked rotten animals lung heart feet tail borsht & tortillas dreaming
of the pure vegetable kingdom,
who plunged themselves under meat trucks looking for an egg,
who threw their watches off the roof to cast their ballot for Eternity out-
side of Time, & alarm clocks fell on their heads every day for the
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next decade,
who cut their wrists three times successively unsuccessfully, gave up and
were forced to open antique stores where they thought they were
growing old and cnied,
who were bumed alive in their innocent flannel suits on Madison Ave-
nue amid blasts of leaden verse & the tanked-up clatter of the 1ron
regiments of fashion & the nitroglycerine shrieks of the fairies of
advertising & the mustard gas of sinister intelligent editors, or were
run down by the drunken taxicabs of Absolute Reality,
who jumped off the Brooklyn Bridge this actually happened and walked
away unknown and forgotten into the ghostly daze of Chinatown
soup alleyways & firetrucks, not even one free beer,
who sang out of their windows in despair, fell out of the subway window,
jumped in the filthy Passaic, leaped on negroes, cried ail over the
street, danced on broken wineglasses barefoot smashed phonograph
records of nostalgic European 1930's German jazz finished the whis-
key and threw up groaning into the bloody toilet, moans in their ears
and the blast of colossal steamwhistles,
who barreled down the highways of the past journeying to each other's
hotrod-Golgotha jail-solitude watch or Birmingham jazz incarna-
tion,
who drove crosscountry seventytwo hours to find out1f [ had a vision or
vou had a vision or he had a vision to find out Eternity,
who joumeyed to Denver, who died in Denver, who came back to Den-
ver & watted m vain, who watched over Denver & brooded & loned
in Denver and finally went away to find out the Time, & now Den-
ver 15 lonesome for her heroes,
who fell on their knees in hopeless cathedrals praying for each other's
salvation and light and breasts, until the soul illuminated its hair for

a second,
who crashed through their minds in jail wairting for impossible criminals

with golden heads and the charm of reality in their hearts who sang
sweet blues to Alcatraz,
who retired to Mexico to cultivate a habit, or Roclky Mount to tender
Buddha or Tangiers to boys or Southern Pacific to the black locomo-
tive or Harvard to Narcissus to Woodlawn to the daisychain
or grave,
who demanded sanity tnals accusing the radio of hypnotism & were left
with their insanity & their hands & a hung jury,
who threw potato salad at CCNY lecturers on Dadaism and subse-
gquently presented themselves on the granite steps of the madhouse
with shaven heads and hatlequin speech of suicide, demanding
mstantaneous lobotomv,
and who were given instead the concrete void of insulin metrasol electric-
ity hydrotherapy psychotherapy occupational therapy pingpong &
ammnesia,
who 1n humorless protest overturned only one symbolic pingpong table,
resting briefly in catatonia,
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returning years later truly bald except for a wig of blood, and tears and
fingers, to the visible madman doom of the wards of the madtowns
of the East,

70  Pilgnm 5tate's Rockland's and Grevstone's foetid halls, bickenng with the
echoes of the soul, rocking and rolling 1n the midmght solitude-
bench dolmen-realms of love, dream of life a nightmare, bodies
turmed to stone as heavy as the moon,

with mother finally ¥**#*#* and the last fantastic book flung out of the
tenement window, and the last door closed at 4 AM and the last
telephone slammed at the wall in reply and the last furnished room
emptied down to the last piece of mental furniture, a yellow paper
rose twisted on a wire hanger in the closet, and even that imaginary,
nothing but a hopeful little bit of hallucination —

ah, Carl, while vou are not safe I am not safe, and now you're really in
the total animal soup of time —

and who therefore ran through the icy streets obsessed with a sudden
flash of the alchemy of the use of the ellipse the catalog the meter &
the vibrating plane,

who dreamt and made incamate gaps in Time & Space through images
Juxtaposad, and trapped the archangel of the soul between 2 visual
mmages and joined the elemental verbs and set the noun and dash of
consciousness together jumping with sensation of Pater Ommpotens
Aeterna Deus

75 to recreate the syntax and measure of poor human prose and stand before
you speechless and intelligent and shaking with shame, rejected yet
confessing out the soul to conform to the rhythm of thought in his
naked and endless head,

the madman bum and angel beat in Time, unknown, yet putting down
here what might be left to say in time come after death,

and rose reincarnate in the ghostly clothes of jazz 1n the goldhom shadow
of the band and blew the suffering of America's naked mind for love
into an eli eli lamma lamma sabacthani saxophone cry that shivered
the cities down to the last radio

with the absolute heart of the poem of life butchered out of their own

hodies good to eat a thousand vears.
San Francisco 1955 1956
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Marriage
Should I get married? Should I be good?
Astound the girl next door with my velvet suit and faustus hood?
Don't take her to movies but to cemeteries
tell all about werewolf bathtubs and forked clarinets
5 then desire her and kiss her and all the preliminaries
and she going just so far and [ understanding why
not getting angry saying You must feel! It's beautiful to feel!
Instead take her in my arms lean against an old crooked tombstone
and woo her the entire night the constellations in the sky-

10 When che mtroduces me to her parents
back straightened, hair finally combed, strangled by a tie,
should I sit knees together on their 3rd degree sofa
and not ask Where's the bathroom?
How else to feel other than I am,
15 often thinking Flash Gordon soap —
O how terrible it must be for a young man
seated before a family and the family thinking
We never saw him before! He wants our Mary Lou!
Aftertea and homemade cookies they ask What do vou do fora
living?
20 Should I tell them? Would they like me then?
Say All night get married, we're losing a daughter
but we're gaming a son -
And should I then ask Where's the bathroom?

O God, and the wedding! All her family and her friends
25 and only a handful of mine all scroungy and bearded
just wartt to get at the drinks and food—
And the priest! he looking at me as if I masturbated
asking me Do you take this woman for vour lawtul wedded wite?
And I trembling what to say say Pie Glue!
30 Ilkise the bride all thoze comy men slapping me on the back
She's all vours, boy! Ha-ha-ha!
And in their eyes you could see some obscene honeymoon going on

Then all that absurd rice and clanky cans and shoes
Niagara Falls! Hordes of us! Husbands! Wives! Flowers!
Chocolates!
35 All streaming into cozy hotels
All gomng to do the same thing tonight
The mdifferent clerk he knowing what was going to happen
The lobby zombies they knowing what
The whistling elevator man he knowing
40 The winking bellboy knowing
Everybody knowmg! I'd be almost inclined not to do anything!
Stay up all night! Stare that hotel clerk i the eve!
Screaming: I deny honeymoon! I deny honevmoon!
running rampatt mnto those almost climactic suites
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45 vyelling Radio belly! Cat shovell
O I'd live in Niagara forever! in a dark cave beneath the Falls
I'd sit there the Mad Honeymooner
devising ways to break marriages, a scourge of bigamy
a saint of divorce —

50 ButIshould get married I should be good
How nice 1t'd be to come home to her
and =it by the fireplace and she n the kitchen
aproned voung and lovely wanting my haby
and so happy about me she bums the roast beef
55 and comes orymg to me and I get up from my big papa chair
saying Christmas teeth! Radiant brams! Apple deaf!
God what a husband I'd make! Yes, [ should getmarried!
5o much to do! like sneaking mto Mr Jones' house late at night
and cover his golf clubs with 1920 Norwegian books
60 Like hanging a picture of Rimbaud on the lawnmower
like pasting Tannu Tuva postage stamps all over the picket fence
like when Mrs Kindhead comes to collect for the Community
Chest
grab her and tell her There are unfavorable omens in the sky!
And when the mayor comes to get my vote tell him
65 When are you gomg to stop people killing whales!
And when the milkman cotnes leave him a note in the bottle
Penguin dust, bring me penguin dust, I want penguin dust-
Yet if [ chould get married and it's Connecticut and snow
and she gives birth to a child and I am sleepless, worn,
70 up for nights, head bowed against a quiet window, the past behind
tne,
finding myself in the most common of situations a trembling man
knowledged with responsibility not twig-smear nor Roman coin
soup -
O what would that be like!
Surely I'd give it for a nipple a rubber Tacitus
75 Forarattle abag of broken Bach records
Tack Delia Francesca all over its crib
Sew the Greek alphabet on its bib
And build for its playpen a roofless Parthenon

No, [ doubt I'd be that kind of father
80 Notrural not snow no quiet window
but hot smelly tight New York City
seven flights up, roaches and rats in the walls
a fat Reichian wife screeching over potatoes Get a job!
And five nose minning brats in love with Batrman
85 And the neighborz all toothless and dry haired
like those hag masses of the 18th century
all wanting to come in and watch TV
The landlord wants his rent
Grocery store Blue Cross Gas & Electric Enights of Columbus
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90 Impossible to lie back and dream Telephone snow, ghost parking
No! I should not get marnied I should never get married!
But—imagine If I were married to a heautiful sophisticated woman
tall and pale weanng an elegant black dress and long black gloves
holding a cigarette holder i one hand and a highball in the other

95 and we lived high up in a penthouse with a huge window
from which we could see all of New York and ever farther on clearer

days
No, can't #nagine myself married to that pleazant prison dream—

O but what about love? [ forget love not that I am incapable of love
100 it's justthat I see love as odd as wearing cshoes —

I never wanted to marry a girl who was hike my mother

And Ingnd Bergman was always impossible

And there's maybe a girl now but she's already marnied

And I don't like men and —
105 but there's got to be somebody!

Becanse what if I'm 60 years old and not married,

all alone i a furnished room with pee stains on my underwear

and everybody else is married! All the universe married butme!

Ah. yet well | know that were a woman possible as [ am possible
110 then marriage would be possible—
Like SHE in her lonely alien gaud watting her Egyptian lover

g0 I watt—bereft of 2 000 years and the bath of life.
1960

45



10

15

20

25

30

35

40

GARY SNYDER

Four Poems for Robin
Stwashing if out once in Siuslaw Forest
I slept under rhododendron
All night blossoms fell
Shivering on  a sheetof cardboard
Feet stuck 1in my pack
Hands deep  in my pockets
Barely able to sleep.
I remembered when we were in school
Sleeping together  1n a big warm bed
We were the youngest lovers
When we broke up  we were still nineteen.
Nowour fnendsare marned
You teach school back east
Idontmind living this way
Green hills  the long blue beach
But sometimes  sleeping in the open
Ithink back when I had you.

A spring night in Shokoku-ji
Eightvears ago this May
We walked under cherry blossoms
Atnight in an orchard in Oregon.
All that I wanted then
Is forgotten now, but yvou.
Here in the night
In a garden of the old capital
I feel the trembling ghost of Yugao
I remember your cool body
Naked under a sumimer cotton dress.

An autumn morning in Shokoku-ji
Last night watching the Pleiades,
Breath smoking in the moonlight,
Eitter memory like vormt

Choked my throat.

I unrolled a sleeping bag

On mats on the porch

Under thick autumn stars.

In dream vou appeared

(Three limes in nine vears)

Wild, cold, and accusing.

I wolke shamed and angry:

The pointless wars of the heart.
Almost dawn. Venus and Jupiter.
The first tirne I have

Ever seen them close.

46



45

50

55

60

65

70

December at Yase

You said, that October,

In the tall dry grass by the orchard

When you chose to be free,

"Again someday, maybe ten vears "
After college I saw vou

One time. You were strange.

And I was obsessed with a plan.

Now ten years and more have

Gone by: T've always known
where you were—

I might have gone to you

Hoping to win your love back.

You still are single.

Ididn't.
I thoughtI must make it alone. I
Have done that.

Only in dreatn, like this dawn,_
Does the grave, awed intensity
Of our young love

Retum to my mind, to my flesh.

We had what the others
All crave and seek for;
We left it behind at nineteen.

I feel ancient, as though I had
Lived many lives.

And may never now know
IfI am a fool
Or have done what my

karma demands.
19638
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LAWRENCE FERLINGHETTI
Sometime During Eternity . . .
Sometime during eternity
some guys show up
and one of them
who shows up real late
5 1& akind of carpenter
from some square-type place
like Galilee
and he starts wailing
and claiming he 15 hip
10 to who made heaven
and earth
and that the cat
who really laid it on us

15 hus Dad

13 And moreover
he adds
It's all writ down
on some scroll-type parchments
which some henchimen
20 leave lying around the Dead Sea somewheres
a long time ago
and which vou won't even find
for a coupla thousand vears or 50
or at least for
25 nineteen hundred and forty-seven
of them
to be exact
and even then
nobody really believes them

30 or e
for that matter
You're hot
they tell him

And they cool him

33 They stretch him on the Tree to cool
And everybody after that
15 always making models
of this Tree
with Him hung up

40 and always crooning His name

and calling Humn to cotne down
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and sit in
on their combo
as ifhe 1s the king cat
who's got to blow
or they can't quite make 1t
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Only he don't come down
from His Tree

Him just hang there
30 on His Tree

looking real Petered out

and real cool
and alzo

according to a roundup
35 of late world
news

from the usval unreliable sources
real dead

1958
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CHARLES OLSON
Variations Done for Gerald Van De Wiele

L. Le Borheur
dogwood flakes
what is green

the petals
from the apple
5  blow on the road

mourning doves

matk the sway
of the afternoon, bees
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dig the plum blossoms

10  the moming
stands up straight, the night
18 blue from the full of the April moon

wris and lilac, birds
birds, vellow flowers
15 white flowers, the Diesel
does not let up dragging
the plow
as the whippoorwill,
the night's tractor, grinds
20 his song

and no other birds but us
are as busy (O saisons, o chateaux!

Delires!

‘What zoul
25 15 without fault?

Nobody studies
Happiness

Every time the cock crows
[ salute him

30 Ihave no longer any excuse
for envy. My life

has been given its orders: the seasons
seize

the soul and the body, and make mock 35 of any
dispersed effort. The hour of death

15 the only trespass

I The Charge
dogwood flakes

the green

the petals from the apple-trees
40 fall for the feet to walk on

the birds are so many they are
loud, m the aftemoon

they distract, as so many bees do
suddenly all over the place

45 With spring one knows today to see
that in the moming each thing
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15 separate but by noon
they have melted into each other

and by night only crazy things
like the full moon and the whippoorwill

and us, are busy. We are busy
if we can get by that whickered bird,

that nightjar, and get across, the moon
1 our conversation, she will say

what soul
1=n't m defanlt?

can you afford not to make
the magical study

which happiness 157 do you hear

the cock when he crows? do vou know the charge,

that you shall have no envy, that your life
has 1t orders, that the seazons

seize you too, that no body and soul are one

if they are not wrought

i this retort? that otherwise efforts
are efforts? And that the hour of vour fhight

will be the hour of your death?

I Spring
The dogwood
lights up the day.

The April moon
flakes the night.

Birds, suddenly,
are a multitude

The flowers are ravined
by beeg, the fruit blossoms

are thrown to the ground, the wind
the rain forces everything. Noise-

even the night 15 drummed
by whippoorwills, and we get

as busy, we plow, we move,
we brealk out, we love. The secret

which got lost nerther hides
norreveals ttself, it shows forth
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tokens. And we rush .
85 to catch up. The body

whips the soul. In its great desire
it demands the elixir

In the roar of spring,
transmutations. Envy

90 drags herself off. The fault of the body and the
soul
— that they are not one —

the matutinal cock clangs
and singleness: we salute vou

season of no bungling 1960
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ROBERTCREELEY

The World
I wanted so ably
to reassure you, I wanted
the man you took to be me,

to comfort you, and got
3 up, and went to the window,
pushed back, as you asked me to,

the curtain, to see
the outline ofthe trees
in the night outside.

10 The light, love,
the light we felt then,

grayly, was it, that

catne in, on us, not
merely my hands or yours,
15 orawetness so comfortable,

but m the dark then
as you slept, the gray
figure came =o close

and leaned over,
20 between us, as you
slept, restless, and

my own face had to
gee 1t, and be seen by it,
the man it was, your

25 gray lost tired hewildered
brother, unuszed, untaken —
hated by love, and dead,

but not dead. for an
instant, saw me, myself
30 the ntruder, as he was not.

I tried to say, 1tis
all night, she s
happy, you are no longer

needed. I said.

35 heis dead, and he
went as you shifted
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and woke, at first afraid,
then knew by my own knowing
what had happened —

and the light then

of the sun coming
for another moming
in the world.

1969
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DENISE LEVERTOV
Caedmon

10

15

20

25

30

All others talked as if

talk were a dance.

Clodhopper L, with clumsy feet

would break the gliding ring.

Eatly I learned to

hunch myself

close by the door:

then when the talk began

I'd wipe my

mouth and wend

unnoticed back to the barn

to be with the warm beasts,

dumb among body sounds

of the simple ones..

I'd see by a twist

of'lit rush the motes

of gold moving

from shadow to shadow

slow in the wake

of deep untroubled sighs. .

The cows

munched or stirred or were still. I

was at home and lonely,

both in good measure. Until

the sudden angel affrighted me—Ilight effacing

my feeble beam,

a forest of torches, feathers of flame, sparks upflying:

but the cows as before

were calm, and nothing was burning,
nothing but I, as that hand of fire

touched my lips and scorched my tongue

and pulled my voice

into the ring of the dance.

1987
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JOHN BERRYMAN

10

The Drawn Songs

Filling her compact & delicious body

with chicken paprika, she glanced at me

twice.

Famting with mterest, [ hungered back

and only the fact of her husband & four other people
kept me from springing on her

or falling at her little feet and crving

“You are the hottest one for years of night
Henry's dazed eyes

have enjoyed, brilliance ™ I advanced upon
(despairing) my spumoni. — Sir Bones: is stuffed,
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de world, wif feeding girls.

— Black hair, complexion Latin, jeweled eyes
downcast. . . The slob beside her feasts . .. What

wonders 1s
15 she sitting on_ over there?

The restaurant buzzes. She might as well be on Mars.
Where did 1t all go wrong? There ought to be a law against

Henry.

—Myr. Bones: there 1s.

1964

14

10

15

10

15

Life, friends, 15 boring. We must not say so.
After all, the sky flashes, the great sea yeams,
we ourselves flash and yearn,
and moreover my mother told me as a boy
(repeatingly} 'Ever to confess you're bored
means you have no

Inner Resources.' I conclude now [ have no
inner resources, because I am heavy bored.
Peoples bore me,

literature bores me, especially great literature,
Henry bores me, with his plights & gripes

as bad as achilles,

who loves people and valiant art, which bores me.
And the tranquil hills, & gin, look like a drag
and somehow a dog
has taken itzelf & its tail considerably away
into mountains or sea or sky, leaving
hehind: me, wag.
1964

20
There sat down, once, a thing on Henry's heart
so heavy, ifhe had a hundred years
& more, & weeping, sleepless, in all them time
Henry could not make good.
Starts again always in Henry's ears
the little cough somewhere, an odor, a chimne.

And there 1= another thing he has in mind

like a grave Sienese face a thousand years

would fail to blur the still profiled reproach of. Ghastly,
with open eves, he attends, blind.

All the bells say: too late. This 15 not for tears;
thinking.

But never did Henry, as he thought he did,

end anyone and hacks her body up

and hide the pieces, where they may be found.

He knows: he went over everyone, & nobody's missing.
Often he reckons, in the dawn, them up.
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15

Nobody 15 ever missing.

1964

I'm =cared a lonely. Never see my son,
easy be notto see anyone,

combers out to sea

know they're goin somewhere hut not me.
Got a little poison, got a little gun,

I'm scared a lonely.

I'm scared a only one thing, which is me,
from othering I don't take nothin, see,

for any hound dog's sake.

But this 15 where I livin, where I rake

my leaves and cop my promise, this' where we
cry oursel’s awake.

Wishin was dyin but I gotta make
it all this way to that bed on these feet
where peoples said to meet.
Maybe but even if I see my son
forever never, get back on the take,
free, black & forty-one.
1964

Also I'love him: me he's done no wrong

for gomng on forty years —forgiveness time —

I touch now his despair,

he felt as bad as Whittnan on his tower

but he did not swim out with me or my brother
as he threatened —

a powerful swimmer, to take one of us along

as company in the defeat sublime,

freezing my helpless mother:

he only, very early in the morming,

rose with his gun and went outdoors by my window
and did what was needed.

I cannot read that wretched mind, so strong
& so undone. I've always tned. [ —I'm
trying to forgive
whose frantic passage, when he could not live
an instant longer, in the summer dawn
left Henrvy to live on.

1968

155

I can't get him out of my mind, out of my mind,
He was out of his own mind for years,

in police stations & Bellevue.

He drove up to my house in Providence

5 hohoat8am. inaCambridge taxi

and told 1t to wait.
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He walked my living-room, & did not want breakfast
or even coffee, or even a drink.
He paced. I'd say St down,

10 1t makes me nervous, for amoment he'd sit down,

15

then pace. After an hour or so Thad a drink.
He took it back to Cambridge,

we never learnt why he came, or what he wanted.
His mission was obscure. His mission was real,

but obscure.

I remember his electrical mgight as the young man,
his wit & passion, gift, the whole young man

alive with surplus love.

1968

324, An Elegy for W.CW., The Lovely Man

Henry in Ireland to Bill underground:

Rest well, who worked so hard, who made a good
sound

constantly, for so many years:

vour high-jinks delighted the continents & our ears:
you had =o many girls your life was a triumph

and you loved your one wife.

At dawn you rose & wrote —the books poured forth —
vou delivered infinite babies, in one great birth —
and your generosity

10 to juniors made you deeply loved, deeply:

if envy was a Henry trademark he would envy you,
especially the being through.

Too many journeys lie for him ahead,
too many galleys & page-proofs to be read,

15 he would like to lie down

10

i your sweet silence, to whom was not denied
the mysterious late excellence which is the crown
of our trials & our last bride.

1968

382

At Henry's bier let some thing fall out well:
enter there none who somewhat has to sell,
the music ancient & gradual,

the voices solemn but the grief subdued,

no hairy jokes but evervbody's mood
subdued, subdued,

until the Dancer comes, m a short short dress
hair black & long & loose, dark dark glasses,
uptilted face,

pallor & strangeness_ the music changes

to 'Give!' & 'Ow!' and how! the music changes,
she kicks a backward limb
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on tiptoe, pirouettes, & she is free

to the knocking music, sails, dips, & suddenly
15 retums to the terrible gay

occasion hopeless & mad, she weaves, it's hell,

ghe flings to her head a leg, bobs, all 1s well,

che dances Henry away.

1968

ROBERT LOWELL

Epilogue

Those blessed structures, plot and rhyme —
why are they no help to me now

I want to make

something imagined, not recalled?

5 I hear the noise of my own voice:
The painter's vision is not a lens,
it trembles to caress the light.

But sometimes everything [ write
with the threadbare art of my eye

10 seems a snapshot,
lurid, rapid, garish, grouped,
heightened from life,
yet paralyzed by fact.

All's misalliance.

15 Yet why not say what happened?
Pray for the grace of accuracy
Vermeer gave to the sun's illumination
stealing like the tide across a map
to his girl solid with yearning.

20 We are poor passing facts,
warned by that to give
each figure in the photograph

his living name.
1977

STANLEY KEUNITZ

Robin Redbreast

It was the dingiest bird

vou ever saw, all the color

washed from him, as if

he had been standing in the rain,
5 friendless and suff and cold,

since Eden went wrong.

In the house marked For Sale,

where nobody made a sound,

in the room where I lived
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with an empty page, [ had heard
the squawking of the jays
under the wild persimmons
tormenting him.
%0 [ scooped him up
after they knocked him down,
in league with that ounce of heart
pounding in my palm,
that dumb beak gaping.
Poor thing! Poor foolish life!
without sense enough to stop
running in desperate circles,
needing my lucky help
to toss him back into his element.
But when I held him high,
fear clutched my hand,
for through the hole 1n his head,
cut whistle-clean ...
through the old dried wound
between his eyes
where the hunter's brand
had tunneled out his wits. . .
I caught the cold flash of the blue
unappeasable sky.

1971

Touch Me

Summer is late, my heart.
Words plucked out of the air
some forty years ago

when [ was wild with love
and tom almost in two

scatter like leaves this night
of whistling wind and rain.
It 1s my heart that's late,

it 1s my song that's flown.
Outdoors all aftemoon

under a gun-metal sky
staking my garden down,

I kneeled to the crickets trilling
underfoot as if about

to burst from their crusty shells;
and like a child again
marveled to hear so clear

and brave a music pour

from such a small machine.

What makes the engine go?
Desire, desire, desire.
The longing for the dance
stirs 1 the buried life.
One season only,

and it's done.
%o let the battered old willow
thrash against the windowpanes
and the house timbers creak.
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Darling, do you remember
30 the man you married? Touch me,
remind me who I am.

1995

JAMES DICEEY

The Lifeguard

In a stable of boats I lie still,

From ail sleeping children hidden.

The leap of a fish from its shadow

Makes the whole lake instantly tremble.
5 With my foot on the water, I feel

The moon outside

Talke on the utmost of its power.
I rise and go out through the boats.
I set my broad sole upon silver,

10 On the skin of the sky, on the moonlight,
Stepping outward from earth onto water
In quest of the miracle

This village of children believed
ThatI could perform as I dived

15 For one who had sunk from my sight.
I saw his cropped haircut go under.
Ileapt, and my steep body flashed
Once, in the sun.
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Dark drew all the light from my eyes.

20 Like a man who explores his death
By the pull of his slow-moving shoulders,
I hung head down in the cold,
Wide-eyed, contained, and alone
Among the weeds,

25 And my fingertips turned into stone
From clutching immovable blackness.
Time after time I leapt upward
Exploding in breath, and fell back
From the change in the children's faces

30 Atmy defeat.

Beneath them I swam to the boathouse
With only my life in my arms
To wait for the lake to shine back
At the nsen moon with such power

35 That my steps on the light of the ripples
Might he sustained.

Beneath me is nothing but brightness

Like the ghost of a snowfield in summer.

As T move toward the center of the lake,
40 Which 1s also the center of the moon,

I am thinking of how I may be

The savior of one

‘Who has already died 1n my care.
The dark trees fade from around me.
45 The moon's dust hovers together.
I call softly out, and the child's
Voice answers through blinding water.
Patiently, slowly,
He nses, dilating to break
50 The surface of stone with his forehead.
He is one [ do not remember
Having ever seen in his life.
The ground I stand on 1s trembling
Upon his smile.

45 I wash the black mud from my hands.
On a light given off by the grave
I kneel in the quick of the moon
Atthe heart of a distant forest

And hold in my arms a child
Of water, water, water.

RICHARD HUGO
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The Lady m Kicking Horse Reservoir

Not my hands but green across you now.

Green tons hold yvou down, and ten bass curve
teasing m your hair. Surrimer slime

will pile deep on your breast. Four months of ice
will keep you firm. I hope each spring

to find yvou tangled in those pads

pulled not quite loose by the spillway pour,
stars 1n dead reflection off vour teeth.

Lie there lily still The spillway’s closed.

Two feet down most lakes are common gray.

This lake 1= dark from the black blue Mission range
climbing sky like music dying Indians once wailed.
(On ocean beaches, mystery fish

are offered to the moon. Yourjaws go blue.

Your hands start waving every wind.

Wave to the ocean where we crushed a mile of foam.

We still love there in thundering foam
and love. Whales fall in love with gulls
and tide reclaims the Dolly skeletons

gone with a blast of aching homs to China.
Landlocked in Montana here

the end is limited by light, the final note
will trail off at the farthest point we see,
already faded, lover, where you bloat.

All girls should be nicer. Arrows rain
above ug in the Indian wind. My future
ghould be full of windy gems, my past
will stop this roaring in my dreams.
Sorry. Somry. Sonry. But the arrows sing:
no way to float her up. The dead sink
from dead weight, the Mission range
turns this water black late aftemoons.

One boy slapped the other. Hard.
The slapped boy talked until his dignity
dissolved, screamed a single "stop™

and went down sobbing in the company pond.
I swam for him all night. My only suit

got wet and factory hands went home.

No one cared the coward disappeared.
Morning then: cold music Thad never heard.

Loners like work best on second shift.

No one liked our product and the factory closed.
Off south, the hizon multiply so fast

a slanghter's mandatory every spring
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and every spring the creeks get fat

and Eicking Horse fills up. My hope 15 vague.

The far blur of your bones in May
may be nounched by the snow.

The spillway's open and you spill out
into weather, lover down the bright canal
and mother, irngating crops

dead Indians forgot to plant.

I'm sailing west with arrows to dissolving foam

where waves strand naked Dollys.
Their eyes are white as oriental mountains

and their tongues are teasing oil from whales.

1973

ELIZABETH BISHOP
The Armadillo

For Robert Lowell
This 15 the time of year

when almost every night
the frail, illegal fire balloons appear.

Climbmg the mountain height,

rising toward a samnt

still honored in these parts,
the paper chambers flush and fill with light

that comes and goes, like hearts.

Once up against the sky it's hard
to tell them from the stars —
planets, that 1z —the tinted ones:
Venus gomng down, or Mars,

or the pale green one. With a wind,
they flare and falter, wobble and toss;

but if if's still they steer between
the kite sticks of the Southem Cross,

receding, dwindling, solemnly
and steadily forsaking us,

or, in the downdraft from a peak,

suddenly tuming dangerous.

Last night another big one fell.

It eplattered like an egg of fire

agamst the cliff behind the house.
The flame ran down. We saw the pair
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of owls who nest there flying up

and up, their whitling black-and-white stained bright pink
underneath, until

they shrieked up out of sight.

The ancient owls' nest must have burned.
Hactily, all alone,

a glistening anmadillo left the scene,
rose-flecked, head down. tail down,

and then a baby rabbit jumped out,
short-eared, 1o our surprise.

S0 goft! —ahandfil of mtangible ach
with fixed, ignited eyes.

Too pretty, dreamiilee mimicry!

O falling fire and piercing cry
and pawnic, and a weak mailed fist
clenched ignorant against the sky!
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PHILIP LEVINE
The Simple Truth
I bought a dollar and a half"s worth of small red
potatoes,
took them home, boiled them in their jackets
and ate them for dinner with a little butter and salt.
Then I walked through the dried fields
on the edge of town. In middle June the light
hung on in the dark furrows at my feet,
and in the mountain ocaks overhead the birds
were gathering for the might, the jays and mockers
squawking back and forth, the finches still darting
into the dusty light. The woman who sold me
the potatoes was from Poland; she was someone
out of my childhood in a pink spangled sweater and
sunglasses
praising the perfecton of all her fruits and vegetables
at the road-side stand and urging me to taste
even the pale, raw sweet com trucked all the way,
she swore, from New Jersey. "Eat, eat." she said,
"Even if you don't I'll say you did."

Some things
vou know all vour life. They are so simple and true
they must be said without elegance, meter and rhyme,
they must be laid on the table beside the salt shaker,
the glass of water, the absence of light gathermg
i the shadows of picture frames, they must be
naked and alone, they must stand for themselves.
My friend Henri and I arnived at this together in 1965
hefore I went away, before he began to kill himself,
and the two ofus to betray our love. Can vou taste
what I'm saying? It i onions or potatoes, a pinch
of simple galt, the wealth of melting butter, 1t 12 obvious,
it stays in the back of your throat like a truth
vou never uttered because the time was always wrong,
it stays there for the rest of your life, unspoken,
made of that dirt we call earth, the metal we call salt,
i a form we have no words for, and you live on 1t.

1994

THEODORE ROETHEE

I Knew a Woman

I knew a woman, lovely in her bones,

When small birds sighed, she would sigh back at them;
Ah_ when she moved, she moved more ways than one:
The shapes a bright container can contain!

Ofher choice virtes only gods should speals,

Or English poets who grew up on Greek

(I'd have them sing in chorus, cheek to cheek).

How well her wishes went! She stroked my chin,
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She taught me Tum, and Counter-mm_ and Stand;
She taught me Touch, that undulant white skin;

I nibbled meekly from her proffered hand,

She was the sickle; I, poor L the rake,

Coming behind her for her pretty sake

(But what prodigious mowing we did make).

Love likes a gander, and adores a goose:

Her full lips pursed, the errant note to seize;

She played it quick, she played it light and loose,
My eves, they dazzled at her flowing knees;

Her several parts could keep a pure repose,

Or one hip quiver with a mobile noze

(She moved in circles, and those circles moved).

Let seed be grass, and grass turn into hay:

I'm martyr to a motion not my own;

What's freedom for? To know eternity.

I swear che cast a shadow white as stone.

But who would count eternity in days?

These old bones live to leam her wanton ways:
(I measure time by how abody sways).

1958
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And One for My Dame

A bom salesman,

my father made all hi= dough

by selling wool to Fieldcrest, Woolrich and Faribo.

A bom talker, ]
he could sell one hundred wet-down bales
of that white stuff. He could clock the miles and sales

and make 1t pay.
At home each sentence he would utter
had first pleased the buyer who'd paid him off in butter.

Each word
had been tried over and over, at any rate,
on the man who was sold by the man who filled my plate.

My father hovered
over the Yorkehire pudding and the beef:

apeddler, ahawker, a merchant and an Indian chief

Roosevelt! Willkie! and war!
How suddenly gauche I was
with my old-maid heart and my finny teenage applause.

Each night at home
my father was m love with maps
while the radio fought its battles with Nazis and Japs.

Except when he hid
in his bedroom on a three-day drunk,
he typed out complex ttineraries, packed his trunk,

his matched luggage
and pocketed a confinmed reservation,
his heart already pushing over the red routes of the nation.

I st at my desk
each night with no place to go,
opening the wnnkled maps of Milwaukee and Buffalo,

the whole U5,
its cemeteries, its arbitrary time zones,
through routes like small veins, capitals like small stones.

He died on the road,
his heart pushed from neck to back,

his white hanky signaling from the window of'the Cadillac.
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My husband,
as blue-eyed az a picture book, zells wool:
boxes of card waste, laps and rovings he can pull

to the thread
and say Leicester, Rambouillet, Merino,
a half-blood, 1t's greasy and thick, vellow as old snow.

And when you drive off, my darling,
Yes, sir! Yes, sir! It's one for my dame,
yvour sample cases branded with my father's name,

your itinerary open,

its tolls ticking and greedy,

its highways built up like new loves, raw and speedy.
1966
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Lady Lazarus

I have done it again.
One vear in every ten
I manage 1t—

A sort of walking miracle, my skin
Bright as a Nazi lampshade,
My nght foot

A paperweight,
My face a featureless, fine
Jew linen.

Peel off the napkin
O my enemy.
Do I terrify?/-

The nose, the eye pits, the full set of teeth? The sour breath
Will vanish in a day.

Soon, soon the flesh
The grave cave ate will be
At home on me

And I a smiling woman.
I am only thirty.
And like the cat I have nine times to die.

This 1= Number Three.
‘What a trash

To annithilate each decade.

‘What a million filaments.
The peanut-crunching crowd
Shoves i to see

Them unwrap me "hand and foot-

The big strip tease.
Gentleman, ladies,

These are my hands,
My knees.
I may be skin and bone,

Nevertheless, I am the zame, identical woman.
The first time 1t happened [ was ten.
It was an accident.
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The second time I meant
To last 1t out and not come back at all.
I rocked shut

As aszeashell

They had to call and call

And pick the worms off me like sticky peatls.

Dymg
Is an art, like everything else.
I do 1t exceptionally well.

I do 1t so 1t feels like hell.
Ido it so it feels real
I guess you could say I've a call.

It's easy enough to do 1t in a cell.
Its easy enough to do it and stay put
It's the theatrical

Comeback m broad day
To the same place, the same face, the same brute
Amused shout:

"A miracle!"
That knocks me out.
There is a charge

Forthe eyeing of my scars, there i a charge
Forthe hearing of my heart—
It really goes.

And there 15 a charge, very large charge,
Fora word or a touch
Orabit of blood

Or a piece of my hair or my clothes.
50, 20, Herr Dolctor,
5o, Herr Enemy.

I am your opus,
I am your valuable,
The pure gold baby

That melts to a shriek. .
Iturn and bum.
Do not think T underestimate your great concem.
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Ash ash—
You poke and stir.
Flesh, bone_ there is nothing there —

A cake of soap,
A wedding nng,
A gold filling.

Herr God, Herr Lucifer,
Beware
Beware.

Out of the ash
I rise with my red hair

And 1 eat men like air.

1965
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ADRIENNE RICH

Diving into the Wreck

First having read the book of myths,
and loaded the camera,

and checked the edge of the knife-blade,

I put on

the body-armor of black rubber
the absurd flippers

the grave and awkward mask.

I am having to do this

not like Consteau with his
assiduous ream

aboard the sun-flooded schooner
but here alone.

There 15 a ladder.

The ladder 15 always there
hanging innocently

close to the side of the schooner.
We know what it 15 for,

we who have used it.

Otherwise

it 15 a piece of maritime floss
some sundry equipment.

I go down.

Rung after rung and still
the oxvgen immerses me
the blue light

the clear atoms

of our human air.

Igo down.

My flippers cripple me,

I crawl like an insect down the ladder
and there 15 no one

to tell me when the ocean
will begin.

Firstthe air ic blue and then

it 15 bluer and then green and then
black I am blacking out and yet
my task is powerfill

it pumps my blood with power

the sea 15 another story

the sea is not a question of power
Thaveto learn alone

to tum my body without force
in the deep element.

And now: it s easy to forget
what I came for

among so many who have always
lived here
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swaying their crenellated fans
between the reefs

and besides

you breathe differently down here.

I catme to explore the wreck.

The words are purposes.

The words are maps.

I came to see the damage that was done
and the treasures that prevail.

I stroke the beam of my lamp

slowly along the flank

of something more permanent

than fish or weed

the thing I came for:

the wreck and not the story of the wreck

the thing itself and not the myth

the drowned face always staring

toward the sun

the evidence of damage

worn hy salt and sway into this threadbare beauty
the ribs of the dizaster

curving their assertion

among the tentative haunters.

This 18 the place.

And I am here, the mermaid whose dark hair
streams black, the merman in his armored body
We circle silently

about the wreck

we dive mnto the hold.

I am she: [ am he

whose drowned face sleeps with open eves
whose breasts still bear the stress

whose silver, copper, vermeil cargo lies
obscurely inside barrels

half-wedged and left to rot

we are the half-destroyed mstruments

that once held to a course

the water-eaten log

the fouled compass

We are, [ am, you are

by cowardice or courage
the one who find our way
back to this scene
carrying a knife, a camera
a book of myths

in which

our names do not appear.

1973
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CyqacHa gpaMmartypria CIITIA
Bucongpka H.O.
(KHiBCBKHH HalllOHATLHMIM TIHTBICTHIHHH VHIBEPCHTET)

[Ti IKOPAIOTUCE CIIUIEHHEM I OGUIBITOCTI 3aXiIHHX KpalH 3aKOHOMipHOCTAM
TeaTpanbHO-IpaMaTy PridHOTO i — IIHpIIe — 2aralbHOKY IBTY PHOIO IOCTYILY,
aMepHKaHChKa JpaMa IIPOKIAJac B IXHIX MeKax BIacHy TpaeKTopito, o6YMOBIEHY AK
CIIa JITHHOK HAIlIOHANLHHX TpalHllii, Tak i pealidMH chOTOAeHHA. [IpoTe mepen THM, 4K
30cepe IMTHCA Ha Hilf, BapTO KHHYTH OKOM Ha OITBII IMHPOKY HaHOpaMy CYyHacHOTO
TeaTpy.

3axigHa OpaMa OCTAHHIX JecATHIITE XX ¢T. 3000B’43aHa CBOIM T1IHHM IO THBY
PO3MAaITTAM He CTLIBKH OpPHIiHATBHHIM TBOPUHM iJeAM, CKUTBKH XHMepHO-BHHAX1ITHBOK
KOMOIHATOPHKOIO €J1eMEHTIB HaHPI3HOMAHITHIIIHX XV J0KHIX CHCTEM MHHYJIOT0. B IbOMY
BOHA, BIIACHE, BIIMCYETHCA B 3aralbHi a0pHCH IIOCTMOAePHOI KYILTY PHOL MOIelIi OCTaHHIX
DeCATHNITE. “IIeTTTHHKN” I IpaMaTyPridHHK KOHCTPYKIIH HaIXOIATE AK 3 HAIIPODTy I
BiIJaleHHX, TaK 1 3 MOPIBHAILHO OJIH3BKHX 3a 9aCOM KYJIBTYPHHX eII0X. Bl apXaidHHx
PHUTVAaIIB 10 TeaTpy abcypay, Bil cepeJHROBIYHIX MicTepil I0 CIoppealiCcTUIHHK
thanTacMaropii, Big ByIHYIHHX BHCTAB J0 TpaIUIIHHNUK TaleKocKiTHUX TeaTpalbHHX
IITKLT, BiJ MaHBEPUCTHIHO-0apPOKOBOL IOCT-€IH3aBETHHCEKOL CIIEHH [0 eKCIIepPHMEHTIR
JaJaicTiB, BiX TEATPY KOPCTOKOCTI APTO J0 eMITHOTO TeaTpy Bpexrta. Xo1, Ha MOIO
OyMKY, TpaJHIid “ONOBiJaHHA iCTOPIH™ IpOoJOBKY€E YIPHMYBATH B ApaMi CBOI ITO3UIN] He
MEHII MIITHO, Hi’K V IIPO31 BiANOBIIHHX POKiB, HAPATHBY JOBOJIUTHCA 1 HA KOHY
TIOCTYTIATHCA MiCIIeM KONaKy, SMOHTOBAHOMY 3 (pparMeHTiB “BTOPHHHOL pealbHOCTI™.
TeaTp BHOCHTH 10 IPOLECIB, CIIINBHEX A Beiel ITOCTMOIePHOI MECTEIIBLKOL ITapa JUITMH,
CBO1 KOPEKTHEBH, IIOB’A3aHi 3 HOro BHIOBOIO IIPHPOIOKD, - BIACYTHICTIO OIIOCepe IKY BAHHA
TEKCTY APYKOBAHOIO CTOPIHKOI0, MHTTEBHM 3BOPOTHHM 3B’ A3KOM, edeKToM KOIeKTHBHOL
peterii. BorHodac, v KOXHOMY BHIIAJKY 1HBAPIaHT KOHKPETH3Y €TheA Ta MOIHMIKY €ThCA
He JIHIIe TBOPYOK 1HIHBIIYAIBHICTIO ITMCEMEHHHKA, a H Bi ATOBI JHHMHE HAIllOHATEHHMH
TPaJHITiAMH, K1 KHBIATh IpaMaTyprilo Pi3HUX KpaiH, HONPH MOTOYHI IIPOIECcH il
rnoQamizarii. 3a HAaABHOCTI IIOTYKHOIO PealicTHIHOTO CTPYMEeHd IUIA aBTOPIB IILOTO
Iepio Iy XapakTepHe I IMHpPOKe 3BEPHEHHA 0 [IPHHITHINE YMOBHOTO, HEPEATICTHIHOTO
TeaTpy, 4Kl JO3BOIAIOTE, Ha 1XHIO OYMKY, ITHOIIe PO3KPUTH IyXOBHHH JOCEiI CYHacHO1
IO THHH. BogHoH9ac, CEOTOJHI ApaMaTypr BCe OHeBHIHIMNE 3MY e N H 0 IiTATH
CBOK KOIHCEH €IMHOIHYHY ABTOPCHKY BIALY 3 IHIIMMHU CIIBTBOPIIAMHE BHCTABH,
HacaMIlepe I, pe:KHcepoM Ta aKTOpaMH.

BigHocHY “THIIY™ B eBpoleHChKiH Ta aMepHKAHCBKIH ApaMaTyprii IBOTO Iepiony
(AKa, 0e3yMOBHO, &k HIAK He BHKIIOYAE 3 ABH IIIOTO CY 3P’ IIKaBHX iMeH) MOKHA
TIOACHUTH HU3KOIO IIpHUHH. He ocTaHHA 3 HUX - eKOHOMITHA: TeaTpy Bce CKJIaJHIIe
BUTPHMYBaTH KOHKYPEHINI0 He JIHIIe 13 MACOBO-TeXHI30BAHOIO 1HIYCTPIiEIO BIATIOUHHKY, &
H 3 TeMIIOM JKHTTA, IO JeIalli IPHUCKOPIOETECA. CKopodeHHd O IKETHHX aCHIHY BaHb
cyGecuIoBaHUM TPYIIaM, HepeHTaGeIbHICTh Tpa JHIl HHIX TOCTaHOBOTHITK MO Jee,
GopoTe0a TeaTpiB 3a BHKHBAHHA THHIUIH IPAMHH Ta HeIIPAMHH BIUIHB Ha IpaMaTypridHy
IPaKTHKY. [ JeThcd He JTHIIe IIPO 3MeHIIeHHA KiTbKOCTi ITOCTAHOBOK, a i IIpo HepeBary,
AKa BiIJacThcd HeBEIIMKHUM 3a 00cATOM II'ecaM 3 oOMeskeHIM HaGopoM mifioBHX ocif Ta
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HecK/Ia THIM 0QOpMIEHHAM, IO AKOKCE MIpOI0 CTAJI0 BHZHAYATH [IOETHKY HOBOL IpaMH.
Koda § gk e OylI0 mapaJoKCaTbHO, JedKi ITHChMeHHHKH BH3HAKOTh, IO CaMi Il BUMY IIeH1
00MeKeHHA0 MOXKYTh CTaTH KepelloM HOBO1 CBOOOIH V IIOBODKEHHI 3 MaTepialoM.

J immoro OokKy, Ha OYMKY OUIBIIOCTI OOCMIOHHUKIE, Mo0a, IO POSMIANAETLCH, MO3HATHIACA Y

CBITOBOMY TeaTpl IepeHEeCEeHHAM LIEHTPY BarW 3 aBTOpa II €CH Ha [MOCTAHOBHMKA Ta BukoHabl:a Ille na
MOYaTKY XX CTOMTTA BEMAATHHE pedopmatop cienn, armens E. I Kper nmepempikae: «Konn pexucep
HABIHTLCA CHOMYYATH JiHIT, KOJLOPH, PYXH TAa PUTM, BiH IepeTROPHUTLCA HA MUTIE. Toml B Hac OLTEBIIE
He OyIe moTpeOH B ApaMaTyprax. Hame MHCTEIITEO cTaHe caMOCTIHHIMy. S KOCE MIPOIO 1€ MPOPOIITED
CIPABIKY€ThCA. «HAHBUIUMIIIAY HMOCTaTh B CY4acHOMY TeaTpi — L€ caMe peKUCep, [AKUil NepeTBOPUEBC
Ha copaekHsoro aetopa eBuctaen. o mo ii TekecTyaneHoro QOKy, B XiO 9acTO HAYTh KIacu4Hi (ado
MPOCTO CTapi) TEOPH, TEKCTH, KOJEKTHEHO HApOIKEH] Miavac peneTHIE MeToJoM IMIpoBH2aIii, ado (B
HaflKpamoMy BHOAIKY ) IPOAYKTH CIUTBHUX 3YCHIIb APaMaTypPra Ta peKucepa.

PesxHcepchKi MOMTYKH ITUX JeCATHIITE IIOBA3aH] 13 cipo0aMi IIOBepHY TH TeaTpy
Horo mepBHHHY (PyHKIKO PHTYALY, o of’eaHy € Mo ael. Taki cupo0u BHHHKAKTh He
BIIEpIIE 1 3aBK AN IIPHIIAJAIOTE Ha KPH30Bl MOMEHTH icTopii (4K e OyI10, CKaXIMO, Ha
nopy ik XIX ta XX cT.), koiau $parMeHTOBAHICTE, PO3IOPOIIEHICTE CYIILIBCTRA Ta
BTpaTa IUTICHOCTI IHIHBIAY YMOM CATAKOTh 3arPO3IHBHX MacmTadie., Xoda § AKHX
poaMalTix ¢opM HaSyBaIH I cIpodH, 3aTalbHIM IIA HUX 3aJHUIIAacThed Teperial pol
CLIEHITHOIO CJIOBA AK AJpa TeaTpalbHOl BUCTABH, a BiATak, H nigepcTBa IpaMaTypra.
QOOTPYHTOBYIOYH KOHIENINO “0ifHOro™ Teatpy (To0TO TeaTpy, AKHH BIIMOBHBCA Bil
ychoro, Oe3 9oT0 BiH Moxke 00IHTHC, He IPHIIMHAKYH OV TH TeaTpoM), BCECBITHBO
BiIOMHH CBOIMH eKCIIepHMeHTaMHU IIOIBCHKUH pexucep €K1 I'pOTOBCEKUN CTBREPIKYE,
IO «TEKCT caM 1o cofi He JeXHUTh V MATPYHTI TeaTpy». 3aCHOBHHK TeaTpabHO1
aHTpOIOJOril iTamiels Ey mxenio Bap6a eropye fiomy: «Te, 0 TeaTp BUCIOBIIOE
CIIOBAMH, He € HACTLTBKH BaKIHBHM». Y CBOIO HepIy, IpeIcTABHHK aMepPHKAHCEKOTO
apaHrapay PobepT BincoH poOHTE HATOIOC Ha TOMY, IO «CIIOBA 34 CBOE CYTTIO He
Ba KTHBII, Hi*K OCBITJIIEHHA, IIPOCTIP Ta pyxX». K GagUMO, CIIOBO 3MIIMIY €ThCA 3
IIeHTPaIbHOIO Ha BelIEMH CKPOMHE MicIle AK OJHH 3 MHOXHWHH (31eSiTsIIoro,
HeBepOalbHIX ) KOMIIOHEHTIB, KOTPI CKIaJal0TECA B €I1He TiHCTBO, IIOKIHKAHE
3pyHHYBaTH «9eTBepTy CTiHY» Mi¥ BHKOHABRIIAMH Ta INAJadaMi. Take posyMiHHA
IIPHPOAH TeaTpy MOPOIKYE Oidda HOBOTO THITY - « TOTAJIBHOTO ABTOpay, AKOMY IIiJB7Ia THI
BCi erleMeHTH BHCTaBH. B CIITA TakuM pesKHCepOM-IpaMaTyproM €, HalIpHKTIad, BiKe
aramaHui P.Bincon.

Buroku TRopuocTi Podeprta Bincona (Robert Wilson, H.1941) CIig IIyKaTH v
300paxyBaJbHOMY MUCTEITRI Ta IPaKTH4HIH 2allikaBIeHOCTI apTopa v IpodieMax
IIcHxomoril. [ToanHaogn 3 1970-X pp., BUICOH CTBOPHEB NIOHAJ cTa TeaTpalbHITX BHCTAE,
KiHO- Ta Bigeo®ineMiB. I akmo faraTo 3 HEX OyJIH eKcIlepHMeHTaIbHHMH BEPCiAMHA
BiJOMHX TBOPIB, TO iHIII ABIAIH cOG0K OPHIiHAIBHI aBTOPCHKL po8oTH (10, OTHAK,
30BCIM He BHKJIIOHAIO MIMPOKOTO 3BepHEHHA 10 Ty KHX TeKCTiB). ITapaielbHO IIPOX0 IHIH
YHCIIeHH] XV I0KHI BUCTABKH aBTopa. TBOPUi IIPHHIHUIN BilcoHa XapaKTepH3yIoTh HOro
AK MUTIA 100K ITocTMoJepHa. 1e BiIMOBa BiJ 2BHYHOIO CIOXETY; BHKOPUCTAHHA
BHKOHABIIB (TaK CaMoO, K 1 TEKCTY) AK eJIeMeHTIB 3araJbHOl KOMITO3HIN], HaMaraHHA
[IOJONMATH BiICTAHb MiK MHCTEIITBOM Ta KHTTAM IUTAXOM 3a/Iy4YeHHd 10 BHCTaBU
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«IIOBCAKIEHHHUX» OiH B pealbHOMY HAacCi 3 METOIO PYHHYBaHHA TeaTpallbHOL 103l «Haria
TeaTpalbHa MoBa Gyiia oOMelkeHa IiTepaTypolo, - BBAXKAE XY JOKHHK. — $ He XOUy
CKa3aTH, IO CJIOBA He MAIOTh 3HAYEHHA. AJle «3pHMa KHHTA» He IIOBHHHA BiTiTpaBaTH

JOTIOMi®KHY POJIb II0 BiIHOIIEHHIO IO « 4V THOI».
Buzmauua npuitimmno mo Bincoma zapmsem eppomelickKoMy YCIOIXOEB1 iloro euctasu «llormam

rayxoroy ( Deafiman Glance™ 1970), yvooctoenoi v @paunii Haropoau A «HaWkpaima 1HO2EMHA I eca
poky». Lleil choexkTaknn, WO IPYHTYETECA HA MATOHKAX [NIYXOHIMOIO YOPHOWIKIPOLO XJIONMTHKA,
BECHHOEIEHOTO BimcoHoM, 00Xogueca Oes CIIE, MPOIOHYKYH HATOMICTE JHEHI TA JIAYHI 00pasl HIEHOCTI
Td SKOPCTOKOCTI, dopHoro H Oumoro. B ogmiii 2 KyIeMIHAIMAHUX CHEH, IDO poTpyBamacd B
YIOOBLUTBHEHOMY TEMIN PHTYATRHOTO MificTBa, O17a KIHKA Y HYOPHHX PYKABMIKAX HAMOMBATIA OLTHM
MOJIOKOM HOPHY JUTHHY, IMiCIH HOTO BCTPOMIATA ¥V Hel Hi¥ Ta JArigHO KOMUCATA B CBOIX odifimax.
[lobaunemu w0 euctaey, JIyi AparoH Hanmcae CXEBHJILOBAHOTO JIMCTA CEOEMY JABHO EKE MOKIHHOMY
OPYTY, TEOPETHKY croppeanizMy AHape bpeToHy, Oe BKasyEaE, IO Le HE3EWYHE BUAOBHING 3MYLIYE IIO-
HOEOMY ITOJUEHTHCA Ha MOIMEOCTL TEATPY.

Haiiznaunimi 2 HacTyIHHUX NocTaHOEOK — « JKutra Ta wac Hocuna Cramina» (“The Life and Times
of Joseph 5Stalin™ 1973), «Jluct koponeri Bixkropiin(“A Letter for Queen Victoria™, 1974), « Afinmrain
Ha iy (CEinstein on the Beach™, 1976), «CmepTs, pyiimama ta Hetpoiit» (“Death Destruction &
Detroit™,1979), «Hopuuii pepmuny ( Black Rider”, 1990), «bimuit xpyry ("White Raven™, 1998), «Ilo-
esian (“POE-try™, 2000).

OnuuM 2 TPAHTIOSHINHNX MUKHAPOTHUX OpoekTie Bilcoma, B KOTpoMYy OVIM 2amifHi JeCATKH
OB KYJNLTYPH OaraThOX KpaiH, CcTATa BHCTABa «l poMamAHCLKL BiflHEI DepeBo Kpalle BHMIPHOBATH,
konun eouo emamo» ( The Civil Wars: a tree iz best measured when 1t is down™, 1983-84), mo
CKIAMAEThCA 3 MIECTH YACTHH. DUTRHO NepeMIyIOUHCchE XpPOHOMOTIYHOK BicCcK, Bilconm aMimye
MPOCTOPORO-YACOR] MapaMeTpH, CTROPKOKOYN HAHeAMOBIPHION ICTOPHYHI CIOTYYEHHI, 9K, 2a #oro
CIOBAMH, «€ KOMEHTapeM J0 OOEToi MOJOpO:Kl JIOOMHH OO0 OpaTepcTEa». TaKT NEpeIITAETBCA 3
BUTAOKO, [OPYY 3 pPealsHMMH 0cOoOaMH 10Tk MiOMOTIMHI Ta MTepaTypHi OepcoHaxki: Adparam
Jlinkoned ta kamiTad Hemo, @punpux Benukuii Ta ou Kixor, Kapa Mapke it I'eprynec. ..

IToetuka BincoHa, mo IpyHTYETLCA HA KOHIIEIINT TEATPY fAK BI3VANIEHOI TA IIHOOKO ACOITIATHEHOL
dopMu, FacTo DOoTPedye COPHAHATTA HOTO II'eC HA PiBHI HincEigoMocTi. KnrwouoMm mo foro ceiTY MOMHA
BBAEATH MOHATTA KOHTPANYHKTY — DLICOH 3BOAUTE E OJHOMY CIEHIMHOMY 00pasi-KoJIaXi HECIIOTIBaAHI,
BiogameHi OJHe BiJ OJHOTO B peancHocTi mpeaMetd Ta aeumma.  Ille ogum vaodmeduit mpuiiom
IpaMaTypra — <«YHIOBUIBHEHHS» Hacy —  IIOB A3aHMi 3 o0CTAaBMHAMH HOro oOCOOHCTOTO SKHTTH:
mogonaHHaM geeKTY MOBJIEHHA Y IOHOCTI 3a JONOMOIOK MOBUIBHOI ApTHKYJIALN, Ta Opauner 3
POIYMOEO BIICTAIHMME JITBMH, 9KA MiOKA2a7Ta MallOyTHROMY TeaTpalbHOMY MIA9EBl, [0 MOBLUTRHHHE PyX

3arOCTPIOE UYTIMEICTE OO BIOIYTTH, IO OE3M0CEPEIHEO MEPEKNEACTECH.
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Qopauua Bimcoma 2000 poxy umeHoM AMepHKAHCBKOI akameMii MHCTEITBA T4 JITepaTypu
CBIIYHTE NPO TE, IO B CYYACHOMY KYJNLTYPHOMY KIIMATL HOTO eKCIIEPHMEHTH BKE He CIOpHIIMAIOTECA 9K
«eIaTaKHI» Ta «a.Bﬂ.Hl‘a.p,E[HCTCLKi», 4 caMi CTAlOTh YacTKO KaHOHY .

ITopyd i3 cmpofaM# BiATICHUTH CJIOBO Ha IepH(epild BHCTABH B TeaTPaJbHOMY
KHUTTI CHOTOJEeHHA BiAOyRaeThCd, 3MaBajocsd O, IMPOTHIEKHO CIPAMOBAHHH IIporec — B
faraTeOX II'ecax caMe MOBa IOCiae MicIle CIIPABKHBOIO «Teposdy, LeHTPalbHO! JIaHKN
BCiel ApaMaTyprifiHol KOHCTPYKINL. Hacnpapmi K Il ABHINA B3aeMOIIOB’A3aHi, OCKUIBKH €
PI3HUMH BapiaHTaMH BiONOBiOI HA «HEIPO30PICTE» MOBH, il HEOTHO3ZHATHY COINANBHY
GYHKIIO, M0 TOCTANH 4K GakT Iepel CYIACHOK KYILTYPOIO.

Sx pxe 2azHavanocd, OKpPIM SHHHUKIE, IO JiATH HA BECh 3aXiTHMI TeaTp, OLIIXH AMEpUKAHCLKOL
IpaMaTyprii 0CTAaHHBOI TPETHHH MHHYJIOTO CTOIITTA BHAHAYAINCH, 3 OJHOTO DOKY, MHBOK IPUCYTHICTH

HAUIOHANTLHOL _Tpaxuidi, a 2 APYroro — BHYTPIIHIMH _ COLOANEHO-KYILTYPHHMH NPOUECaMH B

KpaiHl, 70 AKHX COi, HacaMIeperd, BiZHecTH 1) memeHTpamisamiino rearpansHoro sxurta CITA. 2)

EKOHOMIYH1 TA COINATLHI YHHHHKN Ta 3) BCe BIOUYTHINIHI BILTME 10elf Ta DIIpaKTHEH

MVJILTHEYAETYPATIZMY.

OTge, ana TOro, modO MPABIILHO OIIHHTH MOTOYHY CHTYAINK B aMepHKAHCBKIH ApaMi, BapTo
sragaTH geAKl 3acagHMYi MOMEHTH CTAHOENeHHA ii Tpamumi. Ilo-mepme, gpama — we ogum 3
“HAHMOJOOIINX  KAHPIE YV JOCTATHRO MONOMIH aMEpHEAHCBKIH KyNbTypl. Y MOPIEHAHHI 2 1HIIHMH
TITEPATYPHUMH KaHpaMH Ta BHIAMH MHCTENTBA ii aBTOXTOHHHII BapiauT eunuxae v Horomy Ceiti 12
SHATHNM sami3HeHHAM (Hanpurinmi X VIII c1.), npHYuEE KOTPOTO HEPOIPHEHO OB A3aH1 3 ICTOPHYHOO
momero Harii. Ceped UMX OpUYMH CTO HARATH, HACAMIEpPEd, OCOOMUEOCTI CBRITOTIANY JMOIel, aKi
saKmTaganu igmeomoridni migeanuau Coomydaenux IITaTie, - Hypuman 3 HpUmMaManHen M sliopazown do
“reskoeaxcnux” pozeqs, KyOH BOHH Oe33acTeperkHO BITHOCHIH i Teatp. Tawkum umHoM, Ha odimiiimy
MATPHMEY JISUILHOCTI B I ramy:1 romi Oymo i cnomieatuce. Jlami, He CIOpHAIH PO3BUTKY CEIATHOI
TEATPAILHOI CIPABRH H cVeop! HPUPOOHT Md CYCHINbHI YMOgU, B AKX ONMHHIINCA MepuIi nepecenenm. Ax
3a3HAYAE ICTOPHK TeaTpy, BOHH OYyIM “HangTo 2afHATI MHCTELTEOM BIDKHMBAHHA & OJIA TOro, mod
safiMaTHCHA OpPraHizaliclo TEaTPIE — Ha BIAMIHY BiD CYTO ITEPATYPHHX COpoO, Apama, NpH3HaYeHa OI4
MOCTAHOBKH, NOTpedye 3HATHHX MaTepilabHUX [ 9aCOBMX BUTPAT Ta KOJeKTHEHOI npari. Komau & sHauny
HACTHHY TPYOHOIIE QY0 MOJOIAHO 1, HAPEMITi, BHHHKIH MOMEIHBOCTI TPOXH POIBAKUTHCH IICIT
BUCHAAINEOI Ipali, y Ai:0 BCTYNHE L€ OAMH YHHHHUK — MMPUEANE HeEMINHA/HebaNanNa amepukan cokot
KVAbHMVPU, WO HAPOONYEaracs, posipeami HYVNOSUHY, AKA 3 '€OHyeara Ii 3 Hpapodumenskolw —
KYAbMVPO CEpoNeticokor. JOKpeMa, B IapWHI TeaTpy LE BHABIANOCH B TOMY, IO HOEBOYTEOPEHI B
Hoeomy CeiTi TeaTpu J0OBro 3aJ0BONBHAIHNCA CTAPUM EBPOMEiCRKMM, S30KpeMa, aHLIiiicBEKMM

peneptyapoM. He EBUDagKoBO aMepHEAHCEKA IpaMa HAapOIKYeThCA Ha Ipedent 3ATATIBEHOTO
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OaTPiOTHYHOTO I[MOHECEHHT — BiHHM 3a He3aleKHICTR, IPOTOMOIIYEOYIH 2aco0aMM  peBOTIOiiiHOTO
KIACHITHAMY HamoHATeHY 10et0. [IpoTarom XIX cr. TeaTp nmocigae 2HAYHe MICHE B CHCTEMI KYJBTYPH, 1IN0
cTae BCe OUILIN ypOaHI20BaHOMK. [IpoTe, He3BAKAKYHM HA VCIINIHI KAphepH OaraTeOoX ApaMaTyprie i
MOABEY HH3KH He M030aBNeHMX LIKABOCTI II €C, IIé Heé NPH3EEI0 0 CTEOPEHHA cepHosHOi ApaMu y
SaraTbHOHAINIOHATBHHX MAacIITabax — aJ:Ke 3aralbHONPHHHATI MOIIAOH Ha TEATP KOHIENTYAI13YEBAIH
HOTO, 3O€0OUIBIIOrO, B ABOX ILIOMIHMHAX — a00 #K 3acid MOPATBHOIO BHXOBaHH:A, abo AK poseary. Ilepimmy
(DVHKINIO TeaTpy MAE EMKOHYBATH MAHP MerodpaMiu — HAHMOIMMPEHINWil Ha aMEepHEAHCBEKIH CIleH1 y
XIX c1. YopHo-Oimuil posMomil MepCcOHAXKIE, 3HAYHHH CEeHTHMEHTANBHMII CTPYMiHBE, 00O0B A3KOEBA
nmepeMora Joopa Haf 2JI0M micnd cepii HefIMOBIPHUX IIPHUTo[ TA 20ITiE — CaAMe TAKa [IOeTHKA IToHAllKpae
BiANOBigATA MOPAIBHOMY MOSTYTTIO TA ECTETHIHNM CMaKaM ayIHTOpii, AKa oXodue igeHTHdIKyEaTa cede 3
TepoaAMH CIBONIHENX icTopifi. pyry notpedy, mo ii MaE 3aJOBOJMBHATH TeaTP, — POSBAKAILHY —
3a0e3MeUYBATH HCAHPU KOMeOll, Miosukad, odesing, 9K MIITHO yTRepaunucd Ha bpoaeei, Ta cnenudidno
AMEPHUKAHCEKE YTBOPEHHA — “meamp Menecmpenis’', AKHHA I1HKOMM HATHBRAIOTL MNEPIIHM CYTO
HAINOHAILHMM [JOCATHEHHAM Yy TeartpanbHiii chepi lleli croepigHmii xaup excmiIyaTyBae oOarati
(DONLKIOPHO-ECTETHYHI PecypcH Buxodme 2 Adpuxn (MysHYHI, OIOBIOHI, TYMOPHCTHYHI). bimi
BHKOHABIl, HAMACTHEION ©OOMMYHYA IATEHHM KOPKOM, NPONOHYEAIM 2aXOINIeHIH myOmimi ~COpabBKHi
abpUKAHCLKL pPO3BATH , HAKI ODOTAradn Yy (eHepBepKy pPISHOMAHITHHX HoMepie. PaumTacTudna
MOMYNAPHICTE MEHECTPEIBCEKHX MOY 0OYMOEBIIOBANACA HE JIMIIE MEIOJIHHICTIO HETPUTAHCEKOI MY 3HKH
200 BHHAXIOATMEICTIO MApodiid, a i TepaneBTHYHMM eheKTOM — AMKe MPUTOJOMIIEHHM TeXHOJOTidHNM
BHOVXOM CepemHiM aMepHKAHIAM OVHEe HNOTPIOHO OYIOo BiOYYEATH, IO € B KpaiHi XTOCL, IMe OimLim
MOHME CMIXY, HUK BOHH caMi. 1aKpM <HHOM, 3pOOMEINH IEBHHII BHECOK V PO3BHTOK TEaTPATbHOI
kyaeTypu CIIMA, XIX cTomTTa BCce-TAKH He JAT0 HAMOHATLHOT IMKOIN ApaMaTyprii.

YecTry ii cTROpenHA (pasoM 13 THTAHIYHOK MOPaIerd, HeoOXIOHOK IOId IILOTO) BHIIATA Mafke
OOBHICTIO HA Aonro onguiei moguun — H)meina O’Hima (Eugene O'Neill, 1888-1933), axuii mamo He
CAMOTYKKH 30yOYyBAaE MOMYPIEOK aMEpHKAHCBKOI ApaMl Ta BH3HAYHE HAOpAMM ii pPO3BMTKY Ha
JecATWITTA enepen. ~JIHeM HapoIKeHHd NEOTO xaHpy Ha Tepenax CIIIA prakaeThcd NaTa IpeMbepH
pannpoi oguoakTiekn O Hina — “Kypc ua cxia, ma Kapaidd ™ (“Bound East for Cardiff™), mwo eindvmacay
1916 pomi. HpamaTypridiHa SIAIBHICTh NHCHMEHHHKA HMIUILHO IIOE A3aHa 3 PYXOM MAaleHLKHX TEaTPiE,
AKHH caMe B TOH Hac HAOpaE CHJIM Mif] BIIHEOM €EPOINEHCRKMX TeaTPATLHMX HOBAIH Ta EJIACHOIO
HE2AMOBOIEHHA aMEePUKAHChKMX MUTINE cTamoM Teatpy B CIITA. Hamaramounch 3BUTBHHTH HOTO BiX
KOMEpPIIHHOIO THCKY, AKHH HE JABAaP 3MOIH EKCIePHMEHTYBATH ad0 TOBOPHTH 3 IIAMOCTKIE PO
cepilosHi pedi, BOHH CTANH 3aCHOBYBATH HEBEIHKL TPYIH OCTOPOHBL OpPOAEBEHCHKMX EOTHIE, A€ MOYAIH
CTABMTH HOBATOPCBEL 2a 3MICTOM Ta dopmMoro m'ecH (9K MM OODAYHMO, I MOIJENh PEryIIPHO
MOBTOPIHOBATHMETLCH - 3 BIAMOBIAHUMH MOAHMMMEKAINAME - ¥V HOJATBIIOMY IOCTYII aMepHKAHCBKOI

KyaeTypH). CaMe B OOHOMY 3 TAKMX TeaTpuiie — Ilpopimctayu [Lnefiepc”™ - 1 gedroryeas O Huin, sk 1
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faraTo iHIIHX ApaMAaTYPriE MepLIoi TPETHHH CTOMITTA. FOro moJamblla TEOPTICTh — M€ OesmepepEHHIl
momyk. He pospara, i He By3bpKOIOOa JUJAKTHKA — TEATP, HA AYMKY NHCEMEHHHMKA, MA€ CTATH XPaMoM,
I MO¥KHA OyAe JOAVYHTHCA HezDarHeHHHX CHIL, AKi I0€IHYIOTh TIuHy 3 KocMocoM. VY CBIZOMIIOKYH
i pepOamIzyVIOUM eK3MCTe ANy mpupedeHicTs mroguun, O Hin mykae moparyHky caMme vV HOBEpHEHHI
ETPA4CHOTO JIOOMHOK EBIJIYVTTA €IHOCTI 3 NPHPOSOIO, 3 IHIIHMH JIIOOEMH, 13 CEOEH CIIPAEKHEBOKO
cyTHicTIo, iz Bceceitom. Iloro m'ecH HapomxylOTbcAd He J[HIIE E pPe2yabTaTi OGesnocepedHix
CIIOCTEPEXKEHE 234 JKUTTAM ~ Heodimiinoi AMepHEN Ta IMepeHECceHH  iX Ha crery (o camo mo codl Oyio
Ha TOH Jac piAKICTHO), a il “mabopaTopHUX JOCTIAIE™ OO0 2aCTOCYBAHHA PI2HUX IpaMaTyprifuux dopm
Ta NPUHOMIE, HABRIAHUX ecTeTHYHUMH Ta inocodCrKUMH IMYKAHHAMH TOJIMIHLEOI €ERpomu: crpodn
BiOpOI:KEeHHA JABHIX MidHE Ha pioHoMy rpyHTL ( Koxanua ma B msamu’ ( Desire under the Elms™, 1924),
“Kamooa macyve Emextpi” ("Mourning Becomes Electra”, 1931)), BUKOpPHUCTAHHA MIPHHAOMIE
ekcmopecioniamy (“Bonoxata maema(“The Hairy Ape™, 1921)), merputancekoro doaektopy (CImMmepatop
xouc”(“"Emperor Jones™, 1920)), abpurancerkux Macok (CBenuwuii dor Bpayu ("Great God Brown™,
1925Y), emizami Ta NCHX0aHATITHYHUX 1HCTpYMeHTIE ( JueHa imrepmogia (Strange Interlude™, 1926)),
tomo. Konu O Hin posnodae Tpyn CEOIO KHTTH, AMEPHKAHCLKOI OpaMH IK BHITA MUCTEIITEA, BIACHE, He
ICHYBAIO, ICI4 TOTO, AK BiH foro sakinuue, apamarypria CIIA nmocina moeHompaeHe MicLe cepen

TEOPIE CEITOBOI MiTepaTypH Ouad TeaTpy. CaMe B xomi mykambk O Hina cxmagaeThcd mapagurMa, ska,

HONPH EC1 3p03yMLUI EIAMIHHOCTL, Ji€ Il JoTedep E I ecax Horo HACTYOHHKIE 1 SKa EM3HAYAE THHOJIOTITHL

PHCH HAINOHATRHOT MKOIH JpaMaTyprii. Jlo HUX MO%HA BITHECTH, 20KpeEMa;

¢ UyraneicTs Ta iHTEpec OO €BpPONEHCBKMX TeaTPAILHHX HOBAIill, iXHe AKTUEBHE IEpPEeHeCeHHA HA
AMEPHMKAHCLKMII TPYHT, NEPEOCMUCIEHHA E IHIIOMY COLIO-KYyJIBTYPHOMY KOHTEKCTI — IpH
OJHOYACHOMY 30epeKeHH] MIITHOTO PEATICTHYHONO CTPIGKHSA TA COIMATRHOTO BUMIPY.

¢ Crifika yeara o pizHHX EeapiaHTiE AMepukascekkoi Mpii, ommiei 2 sacagumaux widonorem B
aAMEpPHMKAHCHKI MEHTAIBLHOCTI. BUHHKHYEION oApasy B JEOX BHMIpPAax, JYXOEHOMY Ta MaTepialbHOMY
— K HiOHeCeHe IparHeHHA OypUTaH 3acHYBATH HA HezafiMaHii, Ha iXHIO OyMKy, semii  Hosmit
EpycamuM”, “MICTO Ha TOp1 , IO XUTHME o 3a0yTnx v Crapomy CeRiTi O0NMX 3aKOHAX, TA AK 3EMHE
CIIONIBAHHA HA Kpally OO Y HOBOMY Kpai, - AMepHKAHCBKA MpifA f CHOTOIHI IPOJOEKYE CEOO IIYTh
y Waci, HAOMPAIOYH paz y pa3 HOEHX oOepTOHIE Ta CMHCTIE. Ii JereHepYBaHHA V CYyTO NparMaTHTHY
PIUIYYICTE 3000V TH MATEPIATBHUN VCIIX OVIB-IKOK IIHOK, IOPOIKYEAHA HEK COIIAILHA HATBHICTE,
HEBIAMOBIAHICTE MUK i1 BHCOKMMH OOIISHEAMN Ta KATIOTITHOK MPAKTHKOK MOCTIHHO CIYIVIOTEH
IGKEPETI0M TEM Ta CHOKETIE JJIA AMEPHKAHCHKOI JITEPATYPH, 1 APAMATYPTLd HE € TYT BHHATKOM.

¢ Hafimomwupenmimum xaupom apamatyprii CHIA sanumaetrnca cimeiina (domestic) mpama, mo,
saspMHall, He BHUKIIOYAE NOAEM TEOPIB, HANNCAHMX 24 1HmMEMH Mogemnavu. llpote, came ciMeiine
OTOUEHHSA BHABMIOCH OIS AMEPHKH THM KHBIUILHHM CEPENOBHINEM, IO HYPTYE 3aralbHOCYCIUTBHI

Ta saranbHOMoAceki KoHbmiktn, MMOBIpHO, Lie OB 'A3aHO 3 HAZIEMYAHHOIO POLIK CiMi ¥y
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OPOTHCTOAHHI BOPOKHM 30BHIIIHIM CHIaM Ha IEPEMHHUX CTagiAX CKIATAHHA aMEpHKAHCBKOTO
COLIYMY, MOMHOMKEHOK HAa NYPHUTAHCBKY NPUXHIBHICTE OO0 JOMALIHEOTO EOTHHINA. Y OYAb-AKOMY
pazi, MOOpPH EBC1 MAPHEHI MOPOIECH, #AK1, OounHawmun 3 1960-x pp.., HEBOHHHO pPOIXUTYIOTE
AMEPHMKAHCLKY POOHHY 3CepeaNHH (A, MOMIMEO, 1 ¥ 3B A3KY 3 HUMH), CYYaCHI JpaMaTyprH Tak caMo,
K 1 IXHI NOIepeIHNKY, 2ATKOKH EMIIIVIOTE A0P0 Oii caMe ¥ CiM 10,

¢ Xou oguuM 2 ecteTnunux racen O'Hima Oyna GopoTrda 2 HeHABMCHUME HOMY MEIOIpaMAaTHUYHIMU
VMOBHOCTAMHM, IIOBHOT MepeMOTH HA HUMH He 3000VE aHl BiH, aHl Horo HacTymHHUEA. [IpHcyTHICTE
MEJIOAPaMH TIEH YH {HIIOK MIpOK BIAYYBAETRCA ¥ OATATLOX TEOpax cepiiosnoi gpamatyprii CIITA.
Bona MoXe BHABIATHCA Y HAZTO TITKOMY pPO3NOALII NO3MTHEHHMX T4 HETATHEHHMX pojeil, y
OUOAKTHYHOMY MOPATIZaTOPCTEL, YV HECHOJIBAHHX IIOBOPOTAX CHKeTy (Oodi) ado v saralbHii
CEHTHMEHTANILHII TOHATBHOCTL I ecH. Hi90ro EpHMIHAIEHOTO B HBOMY, 3BICHO, HEMAE. MeloapaMa

BIOTIOBIZAE HA [v:Ke LIHOOKI JTIOACEKI HOTPedM, Ip0 MmO CRIOYHTE, 20KpPeMa, HEBEMHPYIIA

OONYIAPHICTE  MUNBHUX onep . MoeTeca munmie npo OUIBIN BiO9YTHHI i HATIT caMe B AMepHKAHCBKIIT

Opami.

Ha Mmoo aymMey, 111 0coONMHEBOCTI, MPHTAMAHH] HAIMOHATERHIA ApaMaTypriduiil MoJemi, NpoaoRKYIOTh,
OpUHANMHI IEEHOK MIPOI0, BH2HAYATH o0muwua ii cygacuoi apamu CHTA e i manpodys pisHOMAHITHHX
OpOABaX.

IToroeHH! POKN MO2HAYEH] B AMEPHKAHCLEOMY TeaTpil JIATLHICTIO TPROX BHIATHUX MHUTIIE. ApTypa
Minnepa (Arthur Miller, 5.1915), Tennecci Vineamca (Tennessee Williams, 1911-1983) ta Egrapga Ondi
(Edward Albee, u.1928). omi ix cKknaganica No-pisHOMY, 1 P13HHM — 3a CBOIM 1DefHNM HAIOBHEHHAM Ta
E€CTETHYHOK BATOMICTIO - OVE BHECOK, 3pOOIEHNH KOXKHHM 3 HUX 0 CIOUTRHOI ApaMaTyprigHoi ckapOHMI
CIITA. IIpoTte, caMe IXHE TEBOPUICTE CTANa ~ BISHTHOK KapTHOK HaIllOHATBRHOI Apamu KiHma 1940-x —
1970-x pp. Hxmwo ix, TAKMX HeCcXOXHUX 2a BHOOPOM MpodIeM Ta repoib, XYIOXKHBOK MAaHEpPOH Ta
IHAUEBIAYATEHAMH TEOPYUMHE IMOYEPKAMH, MOCH 1 00 ¢OHVE, TO e CXBEMILOBAHICTE 324 JOJK0 JIOJUHH Y
CYYACHOMY CEITi, KM cTae BCe MeHIT MPUIATHUM I14 il rapMoHiiinoi camopeamizamii. He synunatoumnce
JOKIATHO Ha aHAmi3 IXHBROTO JOopoOKY (00 BiH OLTBINOK MIPOK HATEMHTE, BCE K TAKH, MOIEpEIHLOMY
Mepioay ), KOPOTKO OKPECIMMO MICIE KOMKHOTO 3 IIHX IPAMATYPTiE HA MHCTELBKIH KapTi KpaiHH.

Aptvp Muimnep oapazy zadeue mpo cede AK IpaMaTypr COIMAIBHHI, PO3VMIIOYMH COIMANLHICTE  AK
THCHAYI HHTOK, MmO OB 423VIOTh MUK cO00K HAC BCIX — YIEHIE MIOACBKOI CIHIMBHOTH. [3 BIOAYYTTA
HEPOSPHEHOCTL Ta HEYHHKHEHHOCTL IHX 2B A3KIE HApOLEVIOTECA KOHCTAHTH ApaMaTtyprii Mitnepa —
E3a€MHA BIAMNOBIOANBHICTD, IOTPeOa 30epiraTi BIPpHICTh COO1, QOpOTHOA TIOOUHE 3 TaCOM. Horo Kparmmi
TEIp — “CMepTh KoMieomkepa ( Death of a Salesman™, 1949) — ma mpuxaagl gom “MATEHBKOI THOTUHH
Binni Jlomena, gxoro aeTop 2BOOUTE YV CTATYC TPATIMHOTO Tepod, 13 OIEMKOI SACHICTHO MPOCTEHKHE

XHOHICTE “aMepHKaHcbKoi Mpil B ii 3HHMEHOMY BapiaHTi, 4K BIPH E HeOOMEXEHI MOMKIHEOCTL
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0COOHCTOCT], OPICHTORAHOI HAa JOCATHEHHA MaTepialbHOTO YCmiXy. B 00cTaHOBII MaKKapTHCTCBEOTO
OCHX02Y cepenuuu cToliTTa Minnep mnmme 20BH1 icTopudHy necy —Laxke punpodyeauns (The
Crucible™, 1953), me moxmagHo BIOTEOPEHHH €301 CYMHO3ZBICHOIO ~TIOMIOBAHHA HA BiAROM v Hogpiii
Awarmi xigng XVII cr. BHCTYIIAE HE TIPOCTO 9K MPO20pa Iapalels 0 DO CydacHOCT, a4 4K pOIKpPUTTI
VHIEEPCATIBHOTO MEXaHI3My THCKY HA JJIOOHHY 2 O0OKY TOTAMTAPHOIO pexuMy. PeamicTHdne Ta
pPaOHATICTHIHE, HITKE &K 00 KOPCTKOCTI HmHCBMO Millepa He UypaeThCad OPHHAOMIE YMOEBHOTO,
30KpEMa, eKCIPEeCIOHICTCBKOIO TeaTpy. baraTopiuna xappepa HHCbMEHHHMKA OpPOJOEXKYETRCA H 3apasz,
mpudoMy B apaMmatyprii 1980-1990-x pp. (auntuxu “Tlogeifine gzeprano” ( Double Mirror™, 1982) ta
“Obepexno, nmamats! (("Danger: Memory™, 1987), “Buuz 2 ropu Mopran™ (“The Ride down Mt
Morgan™, 1991), “Ocrammiit aukn (The Last Yankee™, 1993), “Posoure gzepramo” (“Broken
Glase™, 1993), “3Jepaaku mama Ilitepca™ ("Mr Peters” Connections™, 1998)) iforo Teopua mamiTpa,
s0epirarodM  OCHOBHY raMy ©Oape, 20aradyeTbCd HOBHMH TOHAMH — TOHKMM  JIPH3MOM,

IMIIPECIOHICTHYHNMH IMITPUXAMH, HOCTATEMYHIME 2aHYPEHHAMH ¥ MUHYJIE.

SIxmmo ApTtyp Miniep yBIHITIOB IO icTOpIl aMepHKaHCHKOL IpaMH, B IepIIy depry,
3aBIAKH « TOUHOMY BIIyYeHHIO» HOIO COLAIbHOL Ta MOPAIbHOI KPUTHKH, TO CYIacHHK
Mimnnepa TenHecci Vineamc (Tennessee Williams, cipasixHe iMd Tomac JaHip YinsaMmce,
1911-1983) 3akKHB CBITOBOI CIIABH fAK ITOeT TeaTpy. [IopiBHAHHA Mi¥ IBOMAa
HaH3HAYHIITHMH IOBOEHHUMH TpaMaTypramu CITIA HeMuHyYe, H BOHO BHABIAE
JOKOPiHHI, Ha IIePIIHUH NOrMIA, BiIMIHHOCTI B 1XHIX TeMIlepaMeHTax, eCTeTHIHHX cMaKax
Ta TBOPYIHX MaHepax. SIxkmo Minnep GIH3BKHH 00 CYBOPO-iHTeIeKTy alIbHOL
CKaHAMHABCKOI («i0CceHIBChKO1») Tpagullil, TO YIIBAMC TAKIE 10 9y TTEBO-POMAaHTHIHO1
cepe I2eMHOMOPCHKO1 («JIOPKIBCEKO1Y ). Hacnpapmi &, IIOIIPH OYeBHIHI HeCIiBIIA iHHA, Ha
TIUOHHHOMY PiBHI MUCEMEHHUKIB 00’ ¢IHY € yBara Ta CIIBIyTTd IO 3paHeHO1 JIHOICHKOL
ayim. BogHodac, ciMeliHa paMa ClIyIye YilbAMCY He IPH3AMOK I 3J1aMy CYCIIUIBHEX Ta
MIOTITHIHUX KOH(IIIKTIBE, 4K MilIepy, a 3HapAI0dM JTOCTLIKeHHA THX eMOIiHHIK

IlepeBaHTakeHb, 10 1X BHMATra€ BiJ MOTo TepoiB NOBCAKIeHHE JKHTTH.
IIpouuanuenii JipHK Ta MafcTepHHH ICHXOIOr, ¥ IMEAMC MiAJac XYIOMKHLEOMY AHANIZY TYXOBHUII

CEIT JIOJUHH, IPHYIOMY vV OLIBIIOCTI BHNAOKIE HASTLCA PO JAKIEH TOHKOI IYIIEEHOT OpraHisaiii, Jerko
EPA3IMEMX TA BHYTPIIIHEO HAMIAMAHUX. YIIKOIeH1 repoi YimbaMca «IHIII»), BOHM He IPUCTOCOBAHI JO
ICHYBAHHA B PEATbHOMY CBITI 2 flOro TEepesHM MPAKTHIIMAMOM Ta TPYOOK MaTepialbHICTH. BHKIHEKH,
WO iX KUOAEe NOBCAKIEHHICTh, HAT KOTPHUMH OUIBIOICTL «HOPMAIBHHXY JIIOJeH HABITEH HE 3aMHCIIOETECH,
BUABIAIOTECA II4 HUX HEMOCHWIRHUMHE. HackpizHi TeMu Y ilbaMca — XPYIKICTE Ta IPHPEYEHICTh Kpacl Ta
THCTOTH, CAMOTHICTE Ta HENPHKATHHICTE JTIOOUHH, KA HIKOJIH HE IOYYBAcThCA Oe3[IedHO Y XOJOTHOMY
Ta BOPOKOMY CBITi, Bigdafigymui cropoOHM sHafiTH Oopalf THMYAcOBE 3BUTBHEHHSA BiJ CTpaxy mepen
HUTTAM. Foro Moxe aTh, Ha JYMKY aETopa, 9yTTEEe KOXAHHSI, SKe CTAE 14 APAMATYPra CHHOHIMOM
EUTTEEOI cunM. A Ime — TEOPYICTH, HE BHUIAKOEBO OAaraTo MEPCOHAKIE TAaK 9H TAK IIOB d3aH1 3
MHCTEIITEOM, 1 CAM AETOP, 34 BIACHHMM BH3HAHHAM, PATYBABCH BT TEMPAEH, IO 3arpo:KyEBala MOTIHHY TH

foro, TITEKH npaner. B n'ecax YViTkaMca 3HOE | 3HOE SIMTOBXYIOTECA MOCTIHHI OMO2MINT - PEATBHICTE
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Ta BTeda BiO Hel, OpYyTalbHICTL Ta Oe33aXMCHICTE, YACTO BTUIEHI YV «HMOJOBIMOMYH Ta {GKIHOTOMYY
mepeeHE. AKBapenbHa Opo20picTk Garato B uoMy aetTodiorpadiunoi “mecu-cmommua’ “CruaHuii
apipurent’ (The Glass Menagerie™, 1943) mocTymaersca MiciieM OLTBIN HACHYEHHM MAa3kaM IIeIeEpa
Vineamca — “Tpameas “bawmauua” (TA  Streecar Named Desire™, 1947), axuit  samumunecs
HENEPEEEPIIEHNM E TEOPHOCTI €aMOIo JpaMaTypra Ta B ICTOpli aMepHKaHCBKOTIO TeaTpa Apyroi
MOJOBMHH X4 CTOMITTA. JHATHHM BHECKOM 00 POSIIHPEHHSA BHPAKATRHO-300pAKYBATBHOTO JlalasoHy
CIIéHHM CTala 3alpolIOHOBAHA Y UTRAMCOM TEOpid Ta MNpakTHEA —IUIACTHYHOTO TeaTpy ., HaILUIeHa Ha
BIIMOBY BiJ IPH2EMIEHO-TIOOYTOROT “PealicTHYHOCTI HA KOPHCTE BHINOI — MOETHYHOI — Mpaedu, Ta Ha
SANYUEeHHA BCIX, E TOMY THHCII HEEepDANLHUX, KOMIIOHEHTIE BHCTAEM 10 AKOMOra edeKTHBRHIMOTO

XYOOMHEOIO IPOHHUKHEHHA ¥ BHYTPIITHIO CYTHICTE pedeil.

Enpapn Qabi, axoro He 0e3 IIiICTAB HAZHBAIOTh “HAaM3HATHIIMM IPaMaTy pProM
1960-x pp.”, BLA caMOT0 NOYaTKy HAKPECIHB Ha CBOEMY TBOPUOMY IIpallopi clIoBa
«Hespu4aline, HeHMOBIpHe, HecIIo JiBaHe». CBOIM 3aBJaHHAM BiH IIOCTABHB OHOBJIEHHA AK
Xy JO’KHBO1I MOBH aMepHKaHCBKOTO TeaTpy, Tak 1 HOro 3acTapiiIol CHCTeMH Ta
KOHCepPBAaTHBHOI ay IUTOPil. YVBIHIIOBINH B ApaMaTyprito Halepe 1o Hi OypxXaueux 1960-x,
Qnbi OYKBAIBHO 3 “IOBITPA” IepeHHAB HACTPOL CYCIIBHOTO He3aJOBOJIEHHA Ta
HeMHHYH0CT1 3MiH. CBol 0CO0OHCTI BIAMYTTA, AK1I HaOyJ/IH 3arajJbHOl 3HATYIIOCT, BiH
Ilepeac 3a JOIIOMOTIO0 IIpuiHoMie TeaTpy abScypay. CaMe HalIeKHICTE IO IEOTO HAIIPAMY
vV TOTIIIHINA €BponeHCEKiH qpaMaTypril, peactapieHoro iMmeHaMu E.JoHecko, C.Bekkera,
JK.2KeHe, cTana piBHO3HATHOIO eKCIIePHMEHTY H HOBAaTOPCTBY Ha TeaTpi. ASCYpIHCTCHKI
TeMH H MOTHBH - CAMOTHICTE JIEOJUHH v Gafiny:xoMy H He1oOpo3HIIHBOMY CBiTi,

BiI4y KeHICTh, HEMOKIHBICTE CIIIJIKY BAHHA, BTpaTa MOBOK CBO€1 KOMYHIKATHEHOI
(bVHKIII — IYHAIOTh BiKe V MIeplliil mocTarIeHiH Ha ciieHi meci Onbi — “BHnagox v
soomapky”(“The Zoo Story™, 1959) Ta B HacTyIHIH “AMepuraHchkil Mpii” (“The
American Dream®™, 1961) IIpoTe, enaTakHa TexXHIKa aOCYPIHUCTIB IIPUTAMOBY €ThCH Y
Onbi, 4K 1 v 1HIIHX 3a0KeaHCHKHUX IPHXIILHHKIB ITiel Tedil, IMAPIIOK COINaILHOIO
[IePCIIeKTHROK, MIITHINIHM pealicTHIHNM MITPYHTAM. HiceHiTHUN mianor Ta HeliMOBipHa
CHTVaIlia NoTPiOHI aBTOPY IIA BHHECEHHA IIPUCY Iy aMepHKAaHCBKIH chcTeMi [iHHOCTeH, ¥
mrepeMoBl Oadi mpaMo 3a3Hadgae, o HOTo meca — «Iie aTaka Ha IiIMIHY V HaIIoMY
CYCIIIBCTE] peallbHIX IIHHOCTeH IITYIHIMH, 3acy IKeHHA CaMOBIOBOJIEHOCTI,
HKOPCTOKOCTL, BEIXOJIOIIY BAHHA Ta IIVCTKI, Ile BHCTYII IIPOTH (PiKINii, IO BCe Uy IOBO B INH
KpaiHi, AKa KOTHTLCA I TPH YOPTH». [IpOToIomMe NN V Ha3Bi JeHTMOTHB PO3KPHBAEThCA
gepes 00pa3-CHMBOIL 3alJIABHOIO [IEPCOHAXY, IO € TIIeCHHM BTUIEHHAM “aMepHKAHCBKO]
Mpii”, — 30BHI OIHCKYHOTO MOJIOIHKA, V SKOTO BeepeIHHI NopoxHeda. HalkpalinM
TBOpoM Qi BH3HaHa Heca “XT1o GoiThed Bipmrkinii Bvad?” (“Who’s Afraid of Virginia
Woolf?”, 1962), Axa miagacTbed IPOTHTAHHIO Ha MHOKHHHHX PiBHAX — BiJ TpaIAIHHOL
ciMeHMHOI ApaMH IO CIIOKOHBIYHOTO PHUTYAIY COpOTHOH Mi¥ HOMIOBIMHM Ta KiHOYHM
Ha9gadaM®, ¥ Jali — IO COIaTbHO-IIONITHYIHOL KPHTHKH Ha aJpecy BCiel aMepHKAHCHKOL
IHBiTi3ali1, 0 [ocTae AK “BTOMIeHA”, BHIepaHa. Qi IpoI0oBKy € MHCATH M4 CIIEHH,
aje, Ha OyMKY OUIBIIOCTI KPUTHKIBR, HOTO 30pAHHIH qac 3aIHIIHBCT v 1960-X.
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JEepTao4unCh OO0 CHOTOJEHHS aMEePHKAHCHKOI ApaMu, TPUMAiMO B KOJIi YBATH 3400y TKH ii METPIE,
1 BOAHOYAC IPHAMBUMOCA OIIGKYE OO0 BHIIErafaHUX COLIOKYIBTYPHHX YHHHHKIE, #AKI TaKOX
00YMOBITIOIOTE AedKl ii prcH.

ITepmuyM 2 HuX OVI0 HARAHO JENEHTpATi2aIie TeaTpansHoro xuTta B CITA Hx My mxe

sHAEMO, Oespo3OLUIEHOMY IAHYEAHHIO Bpoaeeto 3 fioro cucteMmoro “man ado mponae (hit or flop™), wo me
OO3EBOJIANA Hi Ha HOTY BIACTYNHTH EBiT DIPHPedeHHUX Ha YCIIX KIiNe, KHIATHCA BHKIHKN e Ha MOYaTKY
XX cTomiTTa, B CepeqMHI CTOMITTA CHTYAIld MPAKTHYHO MOBTOpKeThed. Bixe B 1950-1 it ocobmueo B
1960-1970-1 pp. BHHHUKAIOTE ANLTEPHATHEH Y BHIIAAI TAK 2BAHUX no2a-Opoaeeiicernx ( off-
Broadway™) TeaTpie, IO CTAIOTE OCEpEeKAMH TEATPANLHOIO ABAHTAPIY: IXHE KOMEpPITIANIZAIL, V¥ CEOIO
qepry, IPH3EOANTE 0 MOAEH mo3a-mo3a-Opoaeeficekux TeaTpid ( off-off-Broadway™). Oguade, aume B
Hamm 9ac AifCHO € MiACTABM CTEEPIKYEATH, IO AOMIHYBAHHIO KOMEPIIAHOIO OpoJBEHCLKOTO TeaTpy
MOKIAdcHO Kpail (Xod BIH 1 He 3gae cBoix mosmmiil). Ilpo me, 3oxpemMa, CBIZYHTL (QYHKIIOHYBAHHA
PI*HOMAHITHUX TeaTPATBHHX KOIEKTHERIE, aKino B reorpadidgniii nnomuni HOeThLcd Opo AKTHEI2AIIEG
perioHaTBHUX TeaTpie i BIpary Hero-HopkoM, NpHHAMHI 9acTKOEO, CEOEl peIyTalii AK TeaTpalbHOI
CTOMUITI AMEPHKN, TO HA PIBHI COIMATEHOMY MOMKHA TOBOPHTH PO AEMIERINi TeaTpH OIA 3aramy Ta
CMAUTHEINI TEATPH I8 HOBATOPIE, 4 HA PIEHI HAIIOHAILHO-€THITHOMY — HOPO poOOTY HHCISHHUX TPVIIL,
10 CKIAMAIOTRCA 3 MIPEOCTABHUKIE PisHUX MeHmMHH (adpo-aMepHKaHCBKL, TiKaHoc, ToImo ). Hacmaokn mux
3MIH IJIA IpAMATYPTI OMeBHIHI

% Hacamnepen, 3pocTaHHA KUTBKOCTI TPYI 03Hadae OLNBINT MOKIHEOCTI 7154 IOCTAHOROK HOBUX II'€C Ta

SANYUIEeHHA OPAMATYPTiE-IOYATKIEIIE

e

!

BoHn xopHCcTYIOTBCH OLIBINOK CEOOOOOK ¥ BHOOPL TeM, KaHpie, (GopM Ta CTILUHE OpaMaTyprii,

MOXEYTE BLILHO CKCMIEPHMEHTYEATH

e

*

HpaMaTrypri MaroTh 3MOTY MEBHHIl 4Yac IpauioBaTH Haj I €COKX, mepepoldadarn ii oo Toro, 4K
3 ABUTBLCA i OCTATOYHHI BapiaHT, JOCHTL YACTO NPAKTUKYHOTHCHA MONEepesHi YHTAHHA I ec, poboTa
HaJ HUMH V paMEAX TEOPYHUX CTYIOil Ta JacopaTopiii, momepenHe “0OKATYBAHHSA B HPOBIHINI meper

THM, K II€PEHECTH TBIP HAa BEIHUKY CLEHY.

Hpyruii MoMeHT, ID0 COpPABNAe CLOTOOHI OesmocepedHiii BINME HAa JPaMATYpridguil mpoimec, — ue

€KOHOMIYHI il COMATEH1 OOCTAENHN, B KOTPUX BiH BLTOVEaeThed. Pazoum 2 oypxmeuMu 1960-Mu mimm e

MHHYJIE HafpagWKaTBHINIL TEATPANTbHI TEOPIi Ta IPAKTHKH, TEOPII SKHX, AK II€ HacTO TPAaIUIAETBCA B
1cTOP1l, HAMATATHCA CIOTYIHTH CYCHUIBHHH AKTHEIZM 3 eCTEeTHUHHMM ekcnepuMentoM. Bommowuac, ixmi
HapoOKH He NPOIATH MapHO, BEOHHM OepyThCHA A0 YEATH OUILIN EHBAMKEHOIO TA MOMIPKOBAHON IOETHKON
OpaMH HAMOTo Hacy. 3 Apyroro Ooky, fgeTecd npo CKIATHHUEA MATepladbHWil cTad, COUIBHHA I14
“MHCTENBKOTO  (HAa MPOTHEATY KOMEepIIHHOMY) aMEepUKAHCRKOTO Ta EBPOIMEHCHEKOTO TeaTpy, 0OMeKeHH

OepxaeHOTO (PIHAHCYBAHHA Td HENPHOYTKOEBICTE BIACHOI JIANBHOCTL. 1aK caMO BIAYYBAETLCH KOPCTKA
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KOHKYpPEHIIA 3 OOKY KiHO, TenedatdeHHd, 4 TENep e H KOMIBIOTEPY, 3 AKHMH TeaTp Mae 3MaraTucs 3a
HEPIBEHHX YMOE. 3 TOUKH 30pY TEaTPAIBHOI IIOSTHKH 11 0OMEKEHHA IPHUIEOIATE 10 TAKHX PIC, AK OT:
% “Bigni” MoCTAHOBOHHI CTIUTL, IepeBara, Mo HAJAETLCA I €CaM 3 HERETMKOK KLIBKICTIO JiffoBHX ocid
Ta 2 MIHIMATEHIMH JeKOPAaIiaMu
% 3acTocyBaHHA gpaMaTypraMi KiHeMarorpadidHux npuiiomie (mo, 3pudaiiHo, He MOKHA TPAKTYBATH
IHIIe AK OasKaHHA MOoOHTH BOPOra Ha iforo BIacHiil TepuTopii, ad:Ke MOKOMIHHA HANOLUIBIN AKTHEHO
MP AT IpaMaTypPriE BEHPOCIo Ha KIHOMUIEMAX 1, OT:KE, KIHOECTETHKA OPraHivHO VEIHIIIA 10

IXHIX TROPYHMX CHCTEM).

HapemTi, TpeTpoK0 ICTOTHOK CKIANOBOK CIiO BEAKATH MYILTHKYILTYPHE POSMIHPEHHI 0OpiiB

AMEPHUKAHCEKOTO TEATPY V BCIX MOMIMEMX 3HAYEHHIX — Bid ILTIOPATIZMY ABTOPCREMX DOSHINR Jo

3ANyHIeHHSA J0 YYacTi ¥ OpaMaTypridHiil MiIAThHOCTI IPEJCTABHHKIE PISHHX KyJIBTYPHHX TPYI, Oarato 2
AKX paHime OyNIM MapriHANI20BAHi TA MO2OARIEH] IPAEA HA NYOIidHe MHCTEILKE CAMOBHpaxeHHA. K
e BIIOVEAETRCA 1 B IHIOHX TATY34X KYJIRTYPH, Ha T/ MOEHITEHOT YBATH 0 Te€TEPOTEHHHX KYIBTYPHHX
3100y TKIE BeiX cekTopie Hacenenua CITA spocTae momidoHIIHICTE aMepHEKAHCHKOT ApaMK: Hapasl B Hiil
9YTHO TOJOCH NPEeACTABHHMKIE pPI3HHX pac Ta ©THOCIE, PEriOHIE Ta CYCHLIBHHXE PVXiE, PeMIHICTOK Ta
cekcyansHux MeHmuH. Ocobnueo sHawgHa poab v GoOpMYyEaHHI CydacHOi KaApTHHH HAIIOHAIBHOI ApaMu
HATEKHATL ApaMaTypraM-KiHKaM Ta BHXOSUAM 3 €THIMHMX MeHmHH (npo mo AtuMersca Hmxtde). Ha
oyMEy kputuka H) Hecmita, aMepukaHceKHil TeaTp CROTOIHI mepedVEae HA BHPIMAIBHOMY OII4 CEOTO
MallOYTHEOTO POZTOPLIGKL - IEPEXpecTi KPOCC-KYJBTYPHHUX Tediil, 3 AKOro EXe MOKHA PO3SHEHTHCA
a0pHCH HOEBOTO AMEPHKAHCBHKOIO TeaTpy, pPO3MAiToro Ta IHKIIOZHEHOIO 3 PAacoeoi TOUKH 30py. I
BOJHOTAC, HION MIAXOILTIOE foro AyMEY icTopuk Teatpy Jxepannx beprorin, “Hespaxarun Ha 3pOCTe
QaraToMaHITT4 TOJ0CIE, CTHIIE Ta IPOOIeMaTHEKH, MpeacTABICHUX ¥V HOBH aMepHKAHCBKIH OpamMaTyprii
1970—1980-x pp., B Hill Bce O0JHO BHUPIHAIOTECA TEOPH ~OCHOBHOIO [OTOKY , a KEpiM TOIO,
HEOOHOPA3OEO MMIATEEPIKYETRCA BIAKPHTTA, 3pOOJIEHE MONEPEIHLOK TIEHEpaIield gpaMaTyprie:
HAATPUPOJHIIMHE IpaMATHTHHA MOIYC AMEPHKAHCEKOTO TEATPY - L€ PEATICTHYHA ciMeiiHa apama’.
Barato x10 2 KpUTHKIE BEEA¥Ae OpobinuuM apaMaTyproM CIIA 1970-1990-x pp. Cema llemapaa
(Sam Shepard, u. 1943), axkuii EMcTyIae TakoX fAK akTep Ta pexucep. Teopuicte Hlemapga ramGoko
MeTadopHdIHA, BOHA IPOCAKHYTA CHMEOJIKON, INO COMPAETRCHA, 3 OJHOTO OOKY, HAa aMEPHKAHCBKY
HAIOHATEHY Mihonoriro (Hepidko 3 METOR i PO3BIHYAHHA), a4 3 APYTLOTO — Ha BI3VAILHO-CIYXOBHE pam,
mo Horo CTEOPIOE CYHACHA MONM-KYALTYpa (KOMIKCH, poK-My3uka, [ ommieya) Pawuui ogHoakTHi I ecH
IMMenapna («Koedoin (“Cowboys™), 1964, «Hepmauma pyxa» (The Unseen Hand™), 1969, «Tia»
("Action™), 1974) it baraTo 1HIMINX) — IT¢ Mall:Ke CIOHTAHHI BUKNAN XYIOKHBOI SHEPTii, KA HMepeloBHIOE
aBTOpA. IXx BiApisHAc HepIBHICTP Ta HENOCTIJOEHICTE y 0OMalIOBAaHHI IE€pPCOHAKIB, TOHI 0

OpaMaTypridHOMY METOO1 - PEeATICTHYHMA €mi30d HEpPiOKo 3SMIHKEThCA EKCOPECIOHICTCBKUM HH
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ameropudHuM. Jedxi 3 IMX OJHOAKTIBEOK TPYHTYHOTBCA HA HACTUIBKHM 0COOHCTO-aBToOiorpadiunmx
CHMEOJIAX Ta acolialiax, mo Mafxe He miamawThca po:mudpyeanmo. Bonmowac, BoHM MaroTh
Oe3CyMHIEHY CIEHIYHICTh 3ABJAKH YITKO BIJYYTHOMY PHUTMOEBL Ta MNOTYEKHHM BIZVAILHHM 0Opazam.
Onuiero 2 mocTifinnx Tem Illenapaa crae moTpedba MHOMBIAYYMA B HAOYTTI 1MEeHTHYHOCTI BCYIIEped
3HeOCOOMIOIIOMY CEITOEL, HACTO Hepes «NPHMIPAHHA» HHU3KH ATRTEPHATHEHHX «A». [IMMHHICTE Ta
NpOTEiCTHYHICTE OCOOMCTOCTI OCOOMMEO ACKPABO MOKA3AHO B HalKpammiil o ecl MBOTO Imepiogy, «3yd
anoun”y» {The Tooth of Crime™, 1972). 31TkHeHHa MUK ii TOIOBHHME MepcoHAXKAaMH — XoccoM Ta Kpoy
— MOKE IPOYHTYEATHCA TO AK CYTHYKA MUK BATAKKOM WIOYHHHOI OAHOHM TA MOJOIHM NIPETEHIEHTOM HA
HOro Micle, TO fAK CYNEpHHUTEO MONYIAPHOTO POK-MY3HKAHTA 1 HIKOMY HE BiZOMOTO KOMIIOSHTOpAa-
HOBATOPA, TO AK 3MAaraHHd MiICTApKyBaTOrO TOHINHKA Ta CIOPTCMEHA-TIOYATKIENA... B Oyab-akoMy pasi
PO3CTAHOBKA CHI 1AEHTHYHA — IMEPCOHAEK, IO YOCOOMIOE 3B 430K 3 TPAOUINIEd TAa NPABHIAMH, TPOTH
MEPCOHAKA, HE OOTAKEHOIO KOJHHMH NPHHINIAME il DUTKOEMTO aMOPANBHOTO V CEOIH HeoOMekeHii
ceoboni. Ilepemora gpyroro, Ha AYMKYy OpaMmaTypra, HEMHHyHa, ale HNepmuil 3500yYBae MOpPAIbHY
BUINICTE, BIOJAKYH [IEPEBATY CMEPTI HAN EITMOEBOK B ce0e, Bi CEOei BHYTPIMIHBOT «CAMOCTLY .

3 wmiang 1970-x pp. lenapa-apamatypr HaOyeae TROpPUOI 23pilOCTi, WO 3HAXOJUTL BHPA3,
SOKpeMa, V SHIDKeHHI nutoMoi Bard danTacTHuHoro, MididHOro eIeMeHTY B HOro mo'ecax — He
MOJUINAKTH iX MOBHICTK, BIH HMOCIAAE MOMOPAOKOBAHE MICIE ¥V 3aTalbHIM XyIOKHIH CTPYKTYP1 TEOPIE,
AK1 TENep HAragyiThk TPAAUINAHINY COMATEHO-TICHXOJOTIYHY IpaMy B ii «ciMeilHOMY» BapiaHTi (Ty
camy domestic drama) JmauHuM 4BHMINEM cTana  «poguHHa Tpuwaoridy [Mlemapga — «IIpoxnarra
ronoaywouoro knacyy (Curse of the Starving Class™, 1977), «Iloxorana gutuma» (Buried Child™, 1978)
Ta « Copaexaiil Jaxigy (True West”, 1980), ocodnueo gpyra gacTuHa uuxry. B Hilf sanpomoHoBaHo
opaMaTHUHY MeTadopy He IHIIE OeTpagyBaHHA aMepHKAHCBKOTO OyXy, a H mMAAXiE g0 Horo
BiOHOBIEHHA, IpHIoMy nA MeTadopHUIHA POJNL BIABOOMTLCA o0Opaszy AWTHHM. JBHUafiHa depma Ha
CepenuroMy 3axonl BHABIAETECH HACENEHOK (IIMYIHMME Ta MOPANLHHMH KAMIKaMU, ii 2aHeman
MOB AYETLCA 12 CIMEHHHMH IpiXaMH, BTUIEHHMH B 00paz HeOAXAHOTO HEMOEBIATH, BONTOro i
MOXOBAHOTO HA il 3€MJI1, 4Ka 3 THX IIp HE poauTh. JINOIe BIOKpHTE BH3HAHHA KOJHIIHLEOI IPOBHHI,
KaATTA vV 3pOo0IeHOMY 3JATHE OKHEHTH 3aCOoXIHil rpyHT. Komn mpeacTaBHHUK TPEeTBHOTO IOKOIIHHA CIM |,
Binc, oepe Ha cebe BIAMOBIOANLHICTE 3a MHHYIE H MafiOyTHe depMH, 3 3¢MJ1 BHKONYVIOTE 3aXOBAHY
OUTHHY, W IOpHpoga BIOTYKYETRCA HA II€ OVIHHAM CBOIX JapyHKIE. «$ HIKoam He Oaumma Takoi
KYKypyZ2s... Bske sapemmkn y apict droguem. A me x Tak paso! H mopxea. H xapromna H ropox.
IIpamo ak e paro... e nueo, Homx. 5 mixonu me Oaumna takoro epoxaro. Moxxe, ue coune? Hanepne.
Hameene, ue couner. B ocTanHiX paikax opHriHaly o4eBHOHA TPa CIIE — «COHIE» (sun) Ta «CHH»(son),
OO0 CTOCYETLCA AK «PATIBHUKA» BiHca, Tak 1 HapemTi EM2HAHOTO foro podoM Oe3HEeBMHHO BOHTOTO
XIOMYIHEA. IpoHigHO OOIrpYHOTRCA ciMelini crocyHkH 1 B “CropaexunoMmMy 3axomi”, Oe apXeTHm

CHOKOHEITHOTO HpHTHIYBaHHH—Bi,E[EITDBXYBﬂHHH MUK 6pﬂ.Ta.MPI PO3roOpPTAETECA B KOOPDIHHATAX, JaJaHHIX
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a3 JBOMA aMepHEAHChKMMH Midbamu — Jlukoro 3axooy Ta rommiByAceKoi kimompoaykmii. Ilo xony m'ecn
cuenapuct OcTiH Ta Horo QIH3LKHE J0 KpHMIHATRHUX Kim Opar JIi, #xi pazoM CTEOPIOIOTE cLeHapiil
“kopOoiicEKOr0” (PUIBMY, HEOTHOPAZOBO OOMIHIOKITBECA MICIAMH, POIMPYIOIH YV BIACHOMY KHTTI
CTEPEOTHITHI TEPHIETi BMragamoi HUMH KiHoicTopii. HecmpomMoxmi aHi BTEKTH OJUH BiJ OJHOrO, aHi
SHHIDHUTH OJUH OJHOTO, EOHH IIPHPEYEH] Ha JOBITHE KPYIAHHA II0 PUTYATBHOMY KOJIY.

IIpakTuamo Te caMe MOKHA MOBTOPHTH PO Tepoik HANMCAHOI HEEOOB3 I ecH * ypeHE 3 11000B1"
(1983) — TuIBKM TYT CHTYAIIA YCKIATHIOETRCA THM, IO BOHH — 3aK0XaH1 OJUH B OJHOTO 2BiOH1 OpaT Ta
cectpa. OOHOAKTHHMH TEip ~POSOPAMIKETRCH 3 BEIMYEIHOK €HEPricld, AK CTHCHYTA MNPYEHMHA, —
ABTOPCBEKA peMapKa EBUMarae [Horo ~OesynuHHOro Ta ~OesmepepeHoro’ BuroHanuda [locmmenuro
rpaHH9HOT HAIPYTH A1 COpPHAKTE 1 BIANOBIAHA Mpa AKTOPIE, nepegdadeHa TEKCTOM (BOHH MAaloTh Mailxe
MOCTIHHO mepedyEaTH vV PYCl), 1 CBITORI Ta 2BVKOER1 edextn. OCHOBHY MAPTIIO BEAYTH OBA MEPCOHAKL —
Eomi ta Meii, a ixuiif OaToko, 9ua OaraTta Ha KOXaHHY HATypa 1 MPH2AEETA JO0 BHHHKHEHHI miei OOMoHoi
CHTYAlii, HEpYXOMO NPHCYTHIH Ha cieHi (4K 1 B IaMATi CepoiR) OPOTArOM BCiel Oil, JHIIE 1HKOMM
ETpy4arouuca B Hei KOMeHTapeM uM cnoragoM. OOmapnaHa KIMHATA Y JEMIEEOMY MOTENI Ha Kparo
OYCTETl, B CTIHH KOTpoi OIOTLCH, He SHAXOOIYHM EBHXOIY, NEpCcOHAKl, copuilMaeTeca Ik Metadopa
HEMOMJUINBOCTL PO2E A3aHHA IXHEOI JIIEMHM, AK CHMEOJ MIBUTIZAINAHNX KOPIOHIE, AKMMH E HANI Hac
000E A3KOBO HEHTPATIZYIOTLCA IEPENHH] BHPYIOT1 OPHCTPACTL. 11 3HAEMI, M0 MH OB A3aH1 MUK coD010,
Mefi. Mu zapxam Oymemo moe szadi , Kake Exmi, 1 me mpaega. Xoua O 89K BOHHM HAMATATHCHA BUHTH 2
2a9apORAHOrO KOJIA ~ BiYHOTO MOBEPHEHHA , BTIKAKOYH OJUH Bid OJHOTO T4 SHAXOAMIH codi JHO0BHI
CYPOTaTH, He OVKE COPUTHOMY KOBDOIO Ta HOro HelmacHiil HamiB-cecTpl HIKOJH IIé He BOACTECA BTiM,
TEIp Oa€ MIACTABH BBAKATH ~OYPHAMH 3 JIEOOOB1 BCIX OIMOBMX 0Ci0 — a BiATAK, VHIBEPCANISOBAHE B
Takuii cnocid BMAHAYEHHA MOKE TONIMPUTCE 1 HA AV IUTOPID . .

PopMaTbHO «POJHHHOKY» IE€COK MOKHA Ha3BaTH 1 HACTYIHY yaady gpaMatypra, «bpexHro
poaymy» (CA Lie of the Mind™, 1983), miro kKoTpoi 2a0aHO CYTO «BHYTPIMHLOCIMERHOIO) MPUTOO0I0 —
PEBHUEMI HOMOBIK HACTUIBKH CHJIBHO HOOHE OPY:KHMHY, INO B Hei OYI0 MOIIKOSKEHO MOz0K. lIpoTe
CIpaRXKHA TeMa TYT — BCEIEpPeMOKHA Baama imwoaii, damTazii, «OpexHi posyMy», HKl I8 BCIX Tepoib
HA0AraTo NPHEAONHEIINI 24 PEANLHICTE. Ja CIOBAMH IOCTpakganoi beT, BOHH «2aNOBHIOIOTE MEHE.
Hemae moposxkmedi. [makme — Bee seuuafine. Herapmo. Iloposkmeda. Jeuualine — Le HDoposkHedar.
XapakTepHo, Mo VHIBEpPCATBHE 3ByYaHHA zputoi apaMatyprii [lemapma, fioro «mariuaiy oOepToHHN
CTEOPIOIOTBCA HE EBCYIEPEed KOHEEHINAM pEATICTHMHOIO TEAaTPy, a 3aBOAKH pPO3MHPEHHI IXHBOTO
JiaTazoHy.

HAxmo ronoena cuna Ilemapma — B foro epakarounx odpazax-metadopax, o Jderin Memet
(David Mamet, u. 1947), pazoM 13 VIIUIINEOK CATHPON OPHHIC HA AMEPUKAHCEKY CIIEHY HOBE
PO3YMIHHA MOMINEOCTEH MOBH JOTro NepcoHaKi, AKI BiMVBAIOTH TPKOTY Hamill, mo He 30yIHCL

posdapyBaHHA Ta OE3CHIIA, HAISKATh 3aMKHEHMM CEBITAM SI0YHHHOCTL, (IIoy)0isHeca, MOIOIUKHOI
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cyOKyneTYpH. MoBa Bigirpae pons KIamaHy, KOTPHHE He gae iM BHOYXHYTH Yy THIB1 Ta JIOTI, 2a
JOTIOMOIOK MOEBHM EOHH BiJHOEBNIOIOTE TOH MIHIMYM T[iJHOCTL Ta CAMOIIOBATH, 02 KOTPOIO ICHYERAHHA
cTae HemepeHocHHM. Came Taky (VHKIID BHKOHYE MOBA, 20KpPeMa, B «AMEPHEAHCBKOMY O130HI1»
("American Buffalo™ 1977), n'eci, mo cTteopmna MeMeTy iM'T B aMepUKAHCEKOMY TeaTpi. Jlume roua vy
3MO31 NOBEPHYTH TPLOM I0JI0MKAM-HEEOAXaM, AKI BHPINININ BKPACTH LMHHY KOJEKIiI0 MOHET, BIpY B
cebe, mMOipBaHy iXHBOK OYEBHAHOK HESJATHICTIO PEATizyBATH CBIH sagyMm. Y (HHAIBHHX ClIOBaxX
ONPUMHUPEHHS BOHH 3HAXOIATH OIPUMAapHy BTIXY. KopoTeHbKl, YPHEYACTI PEIIIKH HepCOHAKIE 3TAK0ThCA
MarHITOQOHHHMM 3alBCcOM PEATBHOTO MOEJIEHHA, &K [OOKH HE [OMIYaem iXHBOI O0ainueoi
“BHOYIORAHOCTL . 3 HeaOHAKOIO IPOHICIO ABTOP CTHILIYE MOBY I CEOEPITHUI KPHMIHATEHHH SKaproH,
aexkToRaHa rpaMaTHYHA OPABMILHICTE KOTPOTO V HMOEOHAHHI 3 HHZ0BOK JIEKCHKOK Ta  MYIPHMI
KHTTEENMH IPABIMIAMH NOKTHKAHA 3aMacKYyBaTH OaHANBHICTE, a TO M BIACYTHICTE CMUCIY, 3allOBHHTH
OyCcTKY v cBigoMocTi repoie. Ochk ypoK, mo Horo Jae HOHOMY MOMIMHHKOBI BIACHHEK  MATeHBKOI

kpaMuuaiu Jon, “MI2KOBHH HeHTp  INOIO IIAHY NOTPAOYEAHHA

Bob. You win?

Don. I did all right.

Bob. Yeah?

Don. Yeah. I did okay. Not like Flateh. ..
Bob. No, huh?

Don. I mean, Fletcher, he plays cards.

Bob. He’s real sharp.
Don. You're goddamn right he 1s.
Bob. I know it.

Don. Was he born that way?
Bob. Huh?

Don. I'm saying was he born that way or do vou think he had to learn it?
Bob. Learn 1t.
Don. Goddamn right he did, and don’t forget it.
Everything, Bobby: it’s going fo happen fo you, it’s not going to happen to you, the
important thing is you can deal with if, and can you learn from it.

Paise.

And this 18 why I'm telling you to stand up. It’s no different with vou than with anvone else.

Everything that I or Fletcher know we picked up on the street. That’s all business is... common

sense, experience and talent. .

PazomM =2 muM, 3a BH3HAHHAM JpaMaTypra, IeCy 3agyMaHO HK POSMOEIAL MNP0  «ETHKY
AMEPHUKAHCEKOTO O12HeCY», MHIEMIPHO-JOOPOUNHHI HOCTYIATH KOTPoi BHUABISIOTE CEOK OOQIYIHICTE,
OyOveH 3aCTOCOBAHI OO0 TEMHOTO M KATIOTIMHOTO «DIsHeCYy» MapriHanbHuXx repoie. Hasey Teopy, mo
OOXOOMTE EBi4 HA3EM CTAPOEMHHOI MOHETH 3 KOJIEKIIi, MOMKHA BHTIYMAdHTH 1 #AK HATAK Ha
HEEBIAMOBIAHICTE IMEPCOHANKIE I €CH YACOBl, B AKOMY BOHM, 3 iXHIMHM aHEKJOTHIHNMN MOHATTAMH PO
“copaepednuenii’ Oi2HeC, BHIVIANAIOTE TAK CAMO AHAXPOHICTHYHO, AK BHMEPII AMEPMKAHCBEEL O130HH.

[liamime gpaMaTypr He pas Oporpae Ty caMy TEMY B {HINHX KOHTEKCTAaX — B CEPEJOBHONL TOPTIiBINIE
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HEPYXOMICTHO, 4Ki BIAKOTRCA 3apadl YEIATAHHA BHT{AHHUX yroJ go maxpaiicTea («I meureppi, I men Pocey
("Glengarry Glen Rose™), 1983), v CBITI TOMBYACBKUX NOPOJIOCEPIE, MaTHUX LKEPTH OJUH OJHOTO
(«IIpuckopennay (“Speed-the Plow™), 1988). Ane Mix uux Oyae me mipudne i Touke «/KuTra 8 Teatpin
("A Life in the Theatre™, 1977), oceigueHHa v KoXaHHi 0OpaHOMY BHOY MHUCTEITEA, J€ B PENSTHINIX Ta
Oecigax OBOX akTopie, JiTHroro PoGepra Ta mMonomoro iKoHa, NHCEMEHHHK INE pa? BHABHTL CEOE
MaliCTepHe BOJOMIHHA CJIOBOM, CTEOPHENH ONMCKYH1 CTIIi3AIi-Iapoaii Ha po3Xoskl KIINe OpaMaTyprii
HHU3pKOTO mTHOY. 3H0E 1 3HoE MeMeT moctae mepes rnfmateM B CEOIX OBOX IMOCTACAX — CATHPHKA Ta
MOETA.

Sk Bxe sasHadATOCH, INIIOPATICTHYHICTL CYYACHOI AMEPHKAHCBHKOI ApaMH BHABIAETHLCHA, CEpPes
IHIIOTO, ¥ 3HAYHOMY BHECKY OO0 ii pO3BHTKY MHCBMEHHHKIE, SK1 HAIEKATh OO0 PI3HHX pac Ta €THOCIE.
Ooue 2 HAENIMBORIMHNX ~3aTOHIE  Ceped HHUX CKIafaioTh  adpo-aMepHKaHCBKL  IpPAMATYpPIH.
HpaMarypria 4opHMX aMepHEKAHINE Mae OaraTOpiMHY ICTOPIK Ta BIAacHI TPATMINT, AKI IO-PISHOMY
BE3a€MOJIIOTh B iXHIX TEOPAX 13 3aralbHOAMEPHKAHCHKIMHE, €BPONMECEKIME TA HABIThL a(ppHKAHCLKIMI.
Ha =migmimy Big eoiloEHmdoro wopHoro Tteatpy 1960-x pp., axmili O0ye “myOmuHMM TolocoM
HETPHUTAHCLKOT PEBOMIOMI , cyuacHi adpo-aMepHKAHCHEI OPaMATYPTH 3AeOUTRIIOTO BIAMOBMIHNCHA Bil
HagMipHOI HOMITH2alil, BiJ IIPOMNOBLAl HACINIECTEA MO0 OiMHX, BiO JUIAKTHYHOIO COPOIISHHA Ta
cxemaTuszami. B meHTpil iXHLOi YEBArH ONMHNIIOCA HE PacOBe NHTAHHA, a KUTTA HopHOi AMepHEH 3
OPUTAMAHHHUME 1il CKIAZHOIDAMH Ta pagomaMH. [HIDHH CYCHUIBHHME KIMAaT YMOMIMEIIOE iXHe
SBEPHEHHA 0 TEM T4 IPOOIeM, AKi HeJaPHO OyaH Ta0yHORAHI B HETPUTAHCRKOMY MHUCEMEHCTEL, a TAKOXK
OO CMUINEOTO eKcOepuMeHTYBaHuHd 2 (opmor. [na HuX xapaxTepHuil normubIeHHH iHTepec IO
apUKAHCLKOTO KOMIIOHEHTY HEIPHTAHCBKOI KYJIBTYPH, IO CHOTOAH1 HE TATHE 3a co000, AK KOJIHCH,
sanepedeHHs il eBponelcLKNX CKIanoenX. | oropaau npo adpo-aMepHKAHCLKHMI TeaTp CHLOTOAEHHM, CIiT
sramaTH IpPo BiAOMY V HAaIIOHATRHHUX MacmTabax TeopdicTe O Vincoma, Y ®ymnepa, x Bynda; opo
GeanmpenenenTauii 2 gacie Herputancekoro Bigpomsenns (nepumi necarmmirra XX c1.) “EiHoYHE OyM™~
(H ITaure, C.-J Ilapkc, Il Kmmx, E Jlxerkcon, A Paxman Ta 1H111), a TAKOMX Opo OIPOQYIKEHHT IHTEPECY
OO NONEPENHIX €TANE PO3BHTKY HETPUTAHCLKOTO TEATPy, AKE BHABIACTLCA HE JIHINE Y IE€PEBHTAHHI
HAIiB-2a0VTHX TEOPIE TA IVO/HKAIN HOBHMX PO2BINOK, 4 i vV BHKOPHCTAHHI TENEpPiIIHIMI IpaMATYpPraMi
ECIX MpHIIOMIE Ta 23acoOiE, SK1 Y P13H1 HacH YEIHILIN 00 apceHATy afpo-aMepHKaHCBKOTO TEaTpy.

Hafipigomimuii = adpo-aMepUKaHCBEKNX ApaMaTyprie, Oesmepeuno, Orect Vimconm (August
Wilson, u.1945), TRop=iCcTh KOTPOTO HASHEAKTE «HAM3HATHIMEM BiAKpuTTAM TeaTpy CITA 1980-x pp.».
Vincon, Axuil npuillioE g0 TeaTpy 3 Noesli, Opawoe Hag gpaMaTypridHuM LHKIOM, NPHCEIIEHHM
JOCEITY HOPHHX aMEPHKAHINE YV XX CT., - KOMKHA II €Ca POIMOBINAE Mpo OJHE JeCATHIITTA. IIpeM epu
BCIX 9acTHH cepii (IXHA KITBKICTh BXKEe JOPIBHIOE BOCEMH, TOOTO OXOIMEH1 BC1 JECATIIITTI, OKpPIM
MEPIIOTO TAa OCTAHHLOTO) CTABATIM MHOMIAMH, KPHTHKA Ta OyOTiKa 13 3aXOMNIEHHAM BiATYKYBAINCh Ha

«QIIO20BYY MOPUPORY YITCOHIECKOI ApaMu, HOTo BMIHHA MAMIOEATH OOpasd, INO 2amaM ATOBYIOTHCH
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HAOOBrO, TOHKE 3aCTOCYBAHHA adpo-aMepHKAHCBEHX KYILTYPHHX CHMEONIE Ta HOPHOI aHTMAChKOL —
HETPHUTAHCLKOTO EBapiaHTy aHriificekoi moeu. Jpi 2 mux (“llapxamu™ (“Fences™), 1987, ta “VYpox
tdopreneao (“The Piano Lesson™), 1990) otpumanu Ilymitiepiecexi npemii. IIpoRigay poae MY3HKH B
HETPUTAHCLKIA KyNbTypl 00CTOHOBANO OaraTo TeopeTHkie. Ock 1 Vincowy came Om02 BHOAETLCA
CXOBHIODEM T4 I€pPeJaBadeM VHIKATBHHX HagOaHb aMEPHKAHCEKHX HEIPIE, TEOPHHM NPOAEOM
“HeMUCEMEHHOTO Hapogy, ICTOP1d 1 KYJIBTYPa KOTPOTO BKOpPIHEHA B YCHIA Tpagumii . Y HIKAThHA OMH030Ea
mpupoJa HOro AgpaM HapoMKYETBCA Ha OaraThoX mAOIAX — Bif HACHYEHOCT JKHEOK MY3HMKOI [0
XapakTepHOTo HaOOPy MepCoHAXIE, BiO TPagumiiiHOl TeMATHKH (CAMOTHICTE, 2MHOHI, HENIACTHEE
KOXaHHA, HOi3, PONIVKA) OO0 CTPYKTYPOoPOpPMYIOUHX NOETHIHO-MY:3HIHHE npuHuume. OkpiM UBOTO,
caMHuil TEKCT CINIETeHO 3 MysmuHoi “mpaxi’’. CBoepioHa TeXHIKA JIATOTY — OaraTopasoBe MOBTOPEHHZ
TEKCTOBMX OJUHHIEL 3 He3HATHHMHN BapialifAMM, PHTMI30BAHICTE NPO3H — Ta caMa, WMo J&KUTL ¥
MATPYHTI QII03y 9K MysmuHo-moeTH4dHoi dopmu. OTxe, Omozoea atMocdepa sakIagacThCd BiEE Ha
NEPEMHHOMY, ATOMAPHO-TEKCTOEROMY pPiBH1. SK IpHEIAN, MOXKHA HABECTH MOYATKOEL PAIKH 3 ~YPOKY
thopTenpaso ™

Doaker. What you doing up here?

Boy Willie. I told you, Lymon. Lymon talking about vou might be sleep.

This is Lymon. You remembear Lymon Jackson from down home? This is my uncle Doaker.

D. What vou doing up here? I couldn 't figure out who that was. I thought you was still down in
Aississippi.

B.W. Me and Lymon selling watermelons. We got a trunck out there. Got a whole trunk of
watremelons. We brought them up heve to sell.

MinkoMm zaxoHOMIpHO, m0 ApaMaTypr kutalickkoro moxomuxeHud Heeilx Xeaumr (David Henry
Hwang, p. 1957) piggzepxanioe v CEOiil TEOPYOCTI IPOONIEMM pPI2HHX MOKOMIHE A31aTO-aMEpPHKAHITIE
("IHofino mpudyaui™ ("FOB™), 1980, “Tanok Ta samizuung ( Dance and the Railroad™), 1981). [Ipote vy
CBITOBOMY MacInTadi BiH HacaMmmeped BimzHaumecd o ecor «M Barrepdmaii» (M. Butterfly™, 1988),
COPAMOEBAHOK Ha PYHHYEBAHHA CTEPEOTHUNIE MACOEBOI CEIOOMOCTI Yy CTOCYHKax #Kk Muk CxogoMm Ta
JaxogomM, TaKk 1 Mi¥ YOMOBIKOM Ta KiHKoW. ~Opientamizm™ (tepmin E . Caiga), ToOTO IJ0BiTBHE
KOHCTPYIOBAHHA ~CXOZy 2aXiTHOI TYMEKOIO B CBOIX 1HTepecax, IepeHOCHTE TPAJUINHHO aACHMETPHYHI
cTaTeBl pPoal Ha BigHocuHM Jaxig — Cxig’. Xpadr napagokCAIbHO BHKOPHCTOEYE YV IECI ITH
CEKCYAMI2AINKD TeONONITUYHNE CTOCYHKIE, JOBOJAYH KAPUKATYPHHI 00pas “CAYXHAHOTO, IOKIPHOTO
Cxony™ mo Mexi iimopipuoro. Bipa B HEOTO HACTUIRKM Mo20aBnfAc repod, QpaHLy3BKOr0 JUILIOMATA
lanmimapa, 30opoEOro mIysay, W0 OIPOTATOM POKIE E HEOTO HE EHHHKAE JKOJHOTO CYMHIEY INOOO KIHOTOI
imegTHuHOCT! foro “koxamkn', cmpadkd ComlliJlmmr. Hacnopaem x ma Mackom COMICTEM ONEpH
XOBAETLCH ATEHT KMTAHCEKMX crencay:x0 - wonorik! ITicaa eukpuTTa BiH (EOHAY) TIPKO KENKYe: —Jaxin

0auuTE cebe B YOMOBIHIH POML — BENHKA 30pofA, BeIHKA IPOMUCIOBICTE, BETHK Ipomrl, - BinTak Cxix -

SEIHOYHMI cH1aOKull, ENTOHYeHWil, OIJHMIA. . ale Mae 9yI0EE MHCTEITEO T4 CIIOBHEHHI He30arHeHHOT -
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sEimoIHoi MicTHkM. ..~ JIpaMaTypridHi cTpaTerii XBaHra OpH3BOOATE J0 MepeBepHeHHA CTePe0THIY: Ha
SAKIHYEHHA TEOPY €EPOMEEE YCEIIOMIIIOE, 0 3acHimIeHa koXxauuasM battepdosmi — me eim cam. .

Hemepeciamow mogicro teatpansHoro xutta CIIMA 1990-x pp. ctama mpeMmeepa MacmiTaOHOL
neoxuacTHoi mecn Tomi Kymnepa (Tony Kushner, u.1956) “Aurenn 2 Amepumni (“Angels in America™) (
I wactuma - “Kimenr mucagomitrta mHabmgaetwcd ( Millenium  Approaches™), II =actuma -
“Ilepedynoea™("Perestroika™)), =a axky =BiH Oye Haropomxenuii Ilymitiepiecroio npemiero. V
QaraToIIAHOBOMY EMKO-TIPHYHOMY 1 HABITE (AHTACMATOPHUYHOMY MIICTEI HAa KIH OVJI0 BHHECEHE
saralbHe BIAYYTTA IIHO0KOT HERJOROIEHOCT! ~pelraHiBCRKOK epor B HTT kpainu. CHIJ, axuii cTae
TOEKHUM BHUOIPOOYBAHHAM HA MINHICTE JI4 TepoiR " BHYTPIUNHLOI , IPHBATHO-1HTHMHOI CROMEETHOI J1HIL,
pPOSMOB3aeTECA ¥ TBOPL H Ha mydmiuny chepy, mnepepoctatoun y MeTadopy daTtancHoi XeopodOn
CYCHALCTEA. [IpHunuyN BTpaTH AMEepHKOK CEOIX HAZOpOEUYMX IIHHOCTEH aBTOop BDadae B ii icTopii,
BEOOSYH 1O TEOPY MNEPeryK MUK CYHJaCHICTIO Ta [JOOOK MaKKapTH3My. AMepHKaHCBKA Mo3aika
OpencTABI€HA Y II'€Cl 13 BPAKAKOY0 NOBHOTONO. HAINAOKH CTApO3aBITHHX €BpPEiE T4 MepIIux
MOCENEHINE-IYPUTAH, YOPHI Ta MOPMOHH, rei Ta zaryOmeHi v ciMeiimomy padCTBE1 KIHKM, ITHHIMHI
MOMITHKH Ta NOTOHOIYHI BHIIHHA NPOHOCATECHA Iepel IIdmadeM CTPOKATONI BEpEeHHISID, CTEOPIOKTH
NPHTOJIOMIIINER 3pis MeHTanbHoro crany Amepuiu 1980-x. Ix Bcix xEmmioe mpodaema BigHailgeHHA
ce0e, CBOTO CIPABKHBOTO €CTEA Y IUTOKYIHOCTI HOro pisHOOITHHMX ACIHEKTIE, PO3E A3aHHA AKOI ayK HIAK
HE MOJErIIYEThCH, 4 JUIIE BUA0OZMIHIOETECA ¥ HOBLI, MYyJIRTHKYILTYPHIA aTMochepl. 3 He3BUYHOK I
TOMIIIHEOT AMEPHEM EBIABEPTICTIO IPOKPECTIOIOTRCA CKIAZHI KOMI2i OJHOCTATEEOTO KOXAaHHA, IO
MEPETHHAIOTLCA 2 IHIMIHMH JiHigMH 0 ecH. Bogumouac cepiiosHi 1 HABITL TparidHi MOTHEM 2aHYpPEH1 Y
CTHX1K0 (WOmpagda, IOPHYEATOTO, A€ BiO MBOTO HE MEHIN CMIMIHOTO) IyMOpY, AKHH [MOCTAae Y Oeamiddi
BIOTIHKIE — BiO BepOannHoi P J0 M AK0i MOCMINIKH, B KAPHABANLHOTO CMIXY [0 COINATRHOI CATHPH.
CroiEnoKIageHHA IOAI IPHEATHOTO Ta IPOMAJCEKOTO KHTTA HaJae TEOPY BHPA3HOIO €IIMHOTO PO3Maxy,
10 POdHUTE HOTO CKOPINI EMHATKOM, AHLE IIPABNIOM B CYHACHIH aMepHKAHCEELN apaMaTyprii.

Octanua 2a vacoMm manucanua neca Kymuepa “Jlomociaxka/Kaovn™ (“Homebody/Kabul”, 2001),
HATINCAHA B TOMY CAMOMY KIKOT1 - MOETHAHHA YV 9CKpaRiil crieHiuHiil dhopmi 2aransHoi Ta IHTUEIAYANLHOT
“lCTOpIR”, 2 JAYHON TOYHICTIO Hepelpikia B 2aralbHHX pHcax xig nodiif v eepecmi 2001 poky,
3aCEIOYHMEINN THM CAMHM [IPO30PJHEICTE AETOPA INOA0 3JIOEBICHOTO PO3EHUTKY CEITOBMX ITOJ1i.

Ha tm demimncTUYHNY pyXIE MOMITHIO CTAIH B AMEPHKAHCBRKOMY TEATpl H MIHKH-OpaMaTypTH,
cepen koTpux BupisHATLCA Mapma Hopman (Marsha Norman, p.1947), Ber Xewm (Beth Henley,
p.1952) Ta Benuni Bacceperaiin (Wendy Wasserstein, u.1950). Bei pony — KoXHA NO-CEOEMY — CTABIATE
NUTAHHA PO Te, 9K OVTH KIHKOK B AMEPHIN, KOTpa, X04 1 Iporoiocuia odimiiiHo CEOK plllyYiCTh
MOHOBMTH COPABEANHEICTE (Xoda O 4K il pO3yMITH) IMOJO KIHOWOI YACTUHN HACEIEHHA, HA OYMKY

QaraTeOX, He IY:KE 0X0He PO3CTACTRCH HA MPaKTHIN 13 CMIAAKOM MATPiapXaTbHOCTI.
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Mapma HopMau mpueepuyna oo cebe yeary I ecow JeiibHemua (CGetting Qut™ 1977), ge
TOJIOCHO IPOJYHAIO 3EMHYBA4EHHA HA agpecy CYCIUILCTEA, SKE HAB A3y€ CBOIM wieHaM (B JaHOMY
BUMANKY, KIHKAM) TI MOJEIl MOBETIHKH, AKI I HBOTO HaRmpHAHATHION. KopHCTYIOUHCE OOBOII
MONYyIapHUM HEHI opuitoMosm, Hopman “pozgroroe” cBowo repoi”io — mopocna Apmid, axiii Joeemoca
qUMAT0 IHNePeKHTH (B TOMY HHCHL, VE A2HeHHZ) JUEBMTECA HA IIAMTKA Apii 2 BHCOTH CEOIO
TENEPIMIHBOTO JOCELAY. CyCHOUIbHE TIEPEEMXOBAHHA B HOro CydacHHX (popMax, Kaske TEIp, I030aBIde
MIIMHY 10eHTHYHOCTL, HEpeTEOPKE Ha Mo3DaBleHY eMOIil MamuHizoeay 1ctoTy. Mka & Tom
AMBTEPHATHEA ACOINMATLHOCTI 1 UM icHYe BoHA B2arami? Hafiryumimuil yvemix eumae Ha Joaw apamiu «Ha
moopamia, mamox» ( night, Mother”™, 1982), wmaropomxenoi muakorw mpemiii, 2 IlymiTiepiecbkoro
prI0dHO. Ha maTepiaml CTOCYHKIE MUK MaTip 10 Ta OJOYKOK EBOHA YV HABMICHO 3arocTpeHiil dopmi
CTABUTL IHTAHHA PO IPAEO JIOJUHM caMiil BHPITYEATH CEOI0 JOJIO, &K OO0 NPaBa HA CMepTh. byaeHHo
BUCTOBIEHNI HaMip copokapiumoi I:#ecci BKopoTHTH <001 BiKY (Do iff mpocTo Hema and doro abo oma
KOTO KHTH) CIIOYATKY CIOPHHMAETHCA ii MATIHKOIO, KAIPHIHOK Ta erOiCTHIHOK TelbMOI0, IK HEeEBIamil
#apT. [IpoTe mocTynoro KaMepHUil AVeT JBOX KIHOYNX NEPCOHAKIE HAONpae 0DepTIE — 2PO3YMIBIIH, IO
PIIEHHA TOYKM ITUTKOM cepilosde, MaTH IPOMKHUEAE 33 KOPOTKUE 9ac BCl CTAMIT B2POCTINIAHHA, 9K1 HE
3J0JIATA IPOTATOM IOIEPETHBOTO KHTTA, 1 HA HANIHX 0YaX NepexXoqHTh ELT HAAI OO BIOYAI0, 4 IOTIM O
MOKIPHOTO NPUAHATTA J09T4IHHOI cEoDO I BEHOOPY.

«JueHiy repoim1 Xenwm («3mouguun ceprga» ( Crimes of the Heart™), 1979, «Micc Pefieprepry
("The Miss Firecracker Contest™), 1981, “Hocrtatox” (“Abundance™), 1989), axi HaragvioTe 1
VITBEAMCOBCBKHMX, 1 YEXOBCEKHX SHKIHOK, BMIITEHI OO0 AeImo ippeantHoi aTMocthepn «IIBGeHHOI FOTHKHY.
lakonu xyMmenui, dacTime aOCypaH1, 4 MOJEKOAN il TPAridHI Petdl, M0 TPAIUIATLEC 13 TPBOMA CeCcTpaMu
Marpat ("3nouunHn cepnd ), me O0 HDOYATKY Oii 3a0porpaMoBaHi” 9K CIMEHHNM CIagKOM IOBICHUX
TAEMHHIL, TaK 1 MaTplapXalbHHM BHXOBAHHAM. HaMararowuchk 3EUTBHUTHCA B1J NPHPEUIEHOCTI HA JOBIMHE
CAMOCIPUITHATTA KPi3k NPH3MY HYOJIOBITHX VABNEHE IPO KIHKY, Tepoini oOHparoTe pizui muaxu: Jlenni
3aMHUKAETLCA B coDl, Mer OvHTYe v mopoxHedi, a befid punHge 3aMax Ha XUTTA CEOTO YOJIOBIKA ... XOd
me eONHHI KPUMIHATRHMA 2T0YMH V I eCi, KOXHHI OepcoHa¥ BHHHHA VYV NOPHHARMHI 0THOMY
HEIIOCYOHOMY 2J0HUHHI Ceplud , IO TPAEMYye iloro (um ii) Ta THX, XT0 Haekono. Kpise moeepxuernii map
30BH1 PEATICTHYHOI ciMeliHOI ApaMH mopasy MPOCTYNAKTh XHMEPH1 HeTAT — 3a4yI0BAHICThE ABTOPKH
XBOpodaMH Ta MATONOTIAMM, YOPHHE TryMop, kopcTokl migpoommi. 11 HeoroTwyHi MOTHEH paszoMm 2
BKOPIHEHICTIO Oif ¥ MHHYIOMY T4 HEIOBTOPHOK MOBHOK 1TI0MATHEOK OE3MOMHIKOBO CHTHATIZYIOTH
Opo HANSKHICTE TEOPY OO0 HiBgeHHoi Tpamumii [mmy cucreMmy xoopauHaT mponoHve demiHicTH4uHE
npounTaHHa Teopy. [lepes HaMu ABHO “KiHOYA™ I1'eca, 1 He TOMY, IO ii ABTOP - KIHKA, 4 TOMY, IO B Hiil
3a JOMOMOTOI0 CHCTEMH NEPCOHAKIE, NMpoOIeMaTHKN, MPEIMEeTHOTO PIEHA CTAPAHHO BiATEOPIOETECA
caMe KIHOYHI CBIT AM4 TOTO, IMOO MOCTABMTH I CYMHIE MPaBOMIPHICTE caMoi “TeTToisamii” KIHOK

cydacHO KynbTypoio. e ogun BUMIp Hagae OMeBHIHA ANK31A HAa TeX0OBCLKHX [ pLOX cecTep’, AKa, OO
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pedi, KHJae HOBE CBITIO 1 Ha KIacwdHuil Teip. B apyrifi momoeumi 1980 ta B 1990-x pp. opamaTypr,
MadyTh, BIOYYNa [EBHY BHYUEPHNAHICTL EJACHOIO MMIBJEHHOTO OOCELTY HK JKEPEena TEBOPUOCTL 1, He
3ANUIIAKYH CBOEl MAaricTpanbHoi OpoOIeMATHKN, a caMe, CAMOpeanmizami (xiHouoi) ocoOHCTOCTI, 2
VCIXOM 2BepHYIACA OO ICTOPHYHOTO MaTepiany B I ecax 'yt eam momacTuth ( Lucky Spot”, 1956) Ta
“HocTaToK .

Beumi Baccepcraiin (m'ecn “Hesemuafimi xinku ta iHmi™ (Uncominon Women and Others™,
1977y, “Xioa wme me pomantmumo?” (“lsn’t It Romantic?”, 1981), “Xpomikm Xaiim ("The Heidi
Chronicles™, 1987), “Cectpu Pozemueaiir” (The Sisters Rosensweig”, 1995)) craeuths TV camy
npobnemy vy me eiaxputimii dopmi Ha piaminy eig repoimr Xewmmi, fAKi He NOPOroJOIIYIOTE
theMIHICTHSEHI Taciaa — BIANOBIOHI IYMKH Mae HABIATH 4HTakaM/INIAgadaM BCA OPAMATYPTridHA TKAHMHA B
minoMy, - mepcoHaxi BaccepceTaiiy nepefiMaroThCA MHTAHHAMHE MOMIYEY KIHOYOT 1TEHTHYHOCT] IPOCTO HA
namux o4dax. JleiimotueoM “Xpouixk Xafimi”, mo opumecnn aBTopmi IIyTiTIEpiBCLKY IpeMik, CTae
tbpaza =2armaemoi repoini, MucTenTEo2HaEnA Xaiimi Xomnaung: “Bei niogn 2acayroByIOThL HA POIKPUTTA
ceporo noteHmany . Il'eca axpas mpo Te, HACKUILKY BAKKHM BHABIUIOCH L€ 3ABJAHHS A4 AMepHKaHKH 3
MOKOTIHHA CAMOi ABTOPKM, fAKOMY JOBENOCd MNPUMUPATH 2amdoMOpounuel deMIHICTHYHI 1gei 2
“HOPMATBHHMH  KIHOYHMH IMHHOCTAMH — KOXAHHA, 3aMLUICKA, OUTHHA... Enmizonwuna noGymoea Teopy
OificHO Haragye XpoHIKY, allé XPOHIKY CyO eKTHBHY Ta ocoOMCTy, O BCl modii mOmMTHYHOTO Ta
KYJBTYPHOTO KHTTA (Oesmepevno, OIPHCYTHI B I €C1) BAKIHNE] HACTUIBKH, HACKUILKH EOHM CIIPAaBISIOTE
hopMYIOUHI BILIME HA 0COOMCTICTE NpoTaroHicTKH. Jid oxonnwoe nepion 2 1965 poxy, Kol repoidd me
BUNTECA ¥ IMKoml, 1o 1989 p.. To0T0 cyuacuocTti. QOpaMiaeHnaM cnyrye Iekmid, mo ii uurtae Xaiiol opo
CIOKOHEIYHE HEOOOMIHIOBAHHA PO KIHOK B 00pa30TEOPHIOMY MUCTEITEL, AKA CTEOPIOE KOHTPAIYHKT 0
il BTacHoi JOM — HEmPOCTUX CTOCYHEKIE 2 TEOMA HelepeciuHUMMM Y0J0BIKAMI, KM He mMoTpidbHAa BaoMa
EIHKA “Ha 5 3 mmrocoM, 1 ydacTi v deMiHICTHYHOMY pPyCi, posdapyBaHHA B HBOMY, YCIIIIHOI
npodeciiinoi xapepu.. Il'eca szanmmae Xafini HAOOMHII 2 YIOUEPEHOK HEW MTIBYHHKOID,  AKIH,
CIIOJIBAETLCA TEPOing, Nerme Oyae sHalTH PIBHOBATY MUK CKIAZOBUMH UIACTAL

Haepag un moxmueo (abo moTpiOHO) 2BOANTH PiHOOAPE I CYYACHOI aMepHEKAHCRKOI IpaMH IO
AKOICE OJHIel UM HABITE KINBKOX BCEOXONHHX GOPMYI 2 TOYKH 20pY i IpodreMaTHEN ado moeTHk. Ti
y3araJbHeHHH, [0 BCe-TAKH MOKHA, 3 MOe€i TOUKH 20pYy, 3pOOHTH, B OCHOEHOMY, BKE [IPOJYHAIH BHINE:
HOeThcd po (IpHUHANMHI, 3aZeKIapoBaHy) ILTIOPATICTHYHICTE Ta 1HKMO3neHIcTs TeaTpy CIITA, axumi
mparHe CLOTOOHI NPeacTARIATH HNoMihOHIKD PISHUX 33 MOXOMKEHHIM TOM0CIE — PeriOHATRHIXY, PACOBHX,
eTHITHUY, [eHIEpHUX TOLIO. Hnetsca OpO BIPHICTL HAMOHAIBHHM TPAJULIAM IIO0A0 320epeikeHHA
PEATICTHYHOTO AOpa NONPH IOCTIHHI eKCHePHMEHTH B Talysi (GOpMH, Ta IMOAOC KAHPOEBOI CTPYKTYpH
cydacHoi ApaMaTyprii, 9xa He IOCMIINAae BIIMOBIATHCA BiT ~CTAPOMOIHOTO  KAHPY ciMeHHOI apamMm.
HaeTscs mpo 30cepeKeHICTh HA IHAMEIIYATBHAX OpoOlIeMax ocoOHCTOCTL, Ha NPOTHEAIY HOMEpeIHiil

TeaTpanbHI TeHepallli, fKa B KOMKHIM II'ecl BOJLNA CTABMTH [I00ANBHI CYCHUIbHO-MOJITHYH] MHTAHHS
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Jaramom ke, wnacuuHa dopMyla mpo TeaTp AK MICHE BIATBOPEHHA KHTTA JHOACEKOTO OYXY He

sacTapina f HuHi

MeToautHi peKoMeHTaIii
Ha mo4aTKy JeKIHHOTO (ceMIHAPCEKOTO) KYpEy 2 cydacHO! apaMaTypril CIITA GakaHo

HaraJaTH cIyxadaM IIpo 0cOOMHBOCTI eCTETHKH IpaMH AK cIleUpITHOTO PO Iy / KaHpY
TiTepaTypH, IO MOKHA KOPOTKO 3poGHTH 3a HACTYITHOK CXEeMOIO:

CONVENTIONS OF DRAMATIC WRITING

Drama differs in several basic ways from other literary genres. It 15 not intended primarily to be read in
private, but to be seen and heard on a stage. Drama belongs concurrently to a number of arts, mainly, to
theatre and literature. We'll be dealing with its literary dimension as a written text; but in doing so we
should be aware of missing a lot: sharing a communal experience as members of the audience and the

powerfill effect produced by a tangibly "real” performance.

Dratna also emnerges at the intersection of different narrative modes, namely, the epic, the lyric and the dramatic, with the
natural predominance of the latter. At the same time, it retains features of the epic (as a story unfolding on the stage) and of the
lyric (since the story is being recounted not by a third-person narrator, but through first-person characters' testimonies).

The three most common types of Western drama are tragedy, comedy and (straight) drama. Comedy 1s
traditionally associated with langhter and happy ending. The laughter can be of three kinds at least: with a
character we like who triumphs at the end; at a character with some incongruity in behavior (satire); and
coming out of the sheer need to express ourselves through laughter (farce). Tragedy normally implies
unhappy ending, often the protagonist's death. Still, 1t 15 not the opposite of comedy. They can be seen as
sequels to each other. Both remind us of our human weaknesses, but comedy has us laugh at them rather
than cry over them. The important difference between them is that one character is the primary focal point
i tragedy; he i1s heroic, larger than life. In comedy most characters are remntegrated into society, in
classical tragedy the main character is i1solated from society by his accomplishment or status at the
beginning, and by his suffering at the end. Usually the society ig sick and can return to health only with
the exile or death of the hero/ine. Comedy distances us from the characters so that we can laugh at them;
tragedy brings us close to the protagonist in sympathy so that we, too, experience the pain. Drama proper
places an ordinary human being into the limelight.

ELEMENTS OF DRAMA

* Conflict (external, internal)
« Action (story; plot; subplot - reinforcing /parallel or contrast! ve/ ironical):
- [prologue]
- exposition
- beginning
- development (gradation; huilding up)
- climax
- denouement
- [epilogue]
Characters (hero/ine; protagonist-antagonist; leading-minor)
Dialogue - polylogue (1deas; language; verse-prose; stage directions; cues)

Non-verbal elements (music; mime; gestures; setting; spectacle)
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PLAY 5TRUCTURE
The greatest part of any dramatic script will consist of the dialogue to be spoken by the actors. It is
usually divided into compositional units called scenes. A scene consists of the action that i1s staged as if in
a single physical space and during an unbroken period of time. During that time the setting 1s fixed and
the amount of time that passes in the theater more or less corresponds to the amount of time depicted from
the lives of the characters. Scenes are sometimes referred to as episodes or sequences. It 1z helpful for the
understanding of a play to ask yourself when a scene i over what has just happened. You might ask the
following questions: What new information did you obtain by the end of the scene? How do characters
change in the scene? On the basis of what? Events? Words? Errors of judgment? How does the plot
develop in this scene? How two or more scenes are interrelated? Juxtaposition of episodes might help vou
understand what occurred in the previous or in the following scene. Scenes are sometimes combmed into
larger units called acts.

[Ticad IbOTO JOTIYHO IIepedTH J0 OIMIALy HaH3HATHIIMHK BiX B iCTOpil ApaMaTyprii Ta
TeaTpy CIIIA, a Jami A0 3aTadbHOI XapaKTepHCTUKH CYIACHOTO eTally B IXHBOMY ITOCTVIIL,
1A 9OTO MOKHA CKOPHCTATHCA 3 HACTYITHOTO IUIAHY !

AMERICAN DRAMA

Historical Outline

1. Why 1s drama a late development in American culture?

* Puritan dislike for any "entertainment”
* "Too occupied with the business of surviving”

« European influence

2. Emergence of national drama in the course of the Independence War.

3. Concept of drama as a) moral education (melodrama)

b) entertainment (comedy, musical, vaudeville, minstrel show)

4. Fugene O'Neill (1588-1953) as the founder of modern American drama. Little theaters movement. The

1916 production of his Bound East for Cardiff by Provincetown Players as the pomnt of departure m
modern American drama development.

5. American drama in the 1920-s. Conflict: (Human) Nature vs. Civilization.

6. American drama in the 1930s. "The Red Decade". Conflict: Social.
7. Post-war drama. Broadway. Off-Broadway. Off-off Broadway.

- Arthur Miller (b. 1913)

- Tennessee Williams (1911-1983)
- Edward Albee (b. 1928)

5. Contemporary drama.

* Decentralization

* Plurality of perspectives
« Multiculturalism (race; gender; regional; ethnic and sexual minorities)

General Characteristics

« Extensive borrowings from new developments in European theater

96



« At the same titne — strong realistic core and social dimension
* Focus on different versions of the American Dream
* A persistent touch of melodrama

« Favorite genre - family drama

JuafioMcTEY 2 TeKcTOM I ecH (200 dparMenToM 2 Hel) MOKe MepelyEATH KOPOTKA 1HDOpMAIia Ipo Micle
AETOpPA B CYH9acHOMY JApaMaTypridHOMY npoueci. PodoTy Ham TEKCTOM IPONOHYETECA OPTAHISYEATH 3a
pyopuramu “Conflict and Plot”™, “Characters™, “Structure, Language and Texture”, “Meaning and
Significance™, “Genre”. Mk npuinan, HapoJATRCA 2aBdaHH4 Ond podoTn Ham apamor ber Xewm
“3mounHN cepug .

CRIMES OF THE HEART
Eeth Henley

Izsues for Discussion

L Conflict and Plot

1. List the principal events of the plot as a "crime story". Show that the surface plot disguises an
additional hidden agenda.
2. In what way does the conflict of the play reflect the writer's feminist concerns? Give examples of

patriarchal restrictions and maltreatment of women present in the text

II. Characters

1. Comment upon the overwhelming prevalence of female characters in the play. Explain the significance
of their names. Characterize each of them in terms of their age, social status and temper. Reconstruct

each character's life story from the text.

II1. Structure, Langunage and Texture

1. There iz no exposition in the play. The reader/viewer gets immediately into the midst of things (the
Latin term used for this technique m literary studies 15 "in medias res"). Pay attention to the way the
past eventually unfolds before our eves. Make use of the following lines: .. mother's death. And the

poor cat’;

.mama down in the cellar. "; "why mama hung herself; hung the cat".

2. The writer uses a number of purely "womanly" details and objects projecting a certain idea of feminine.
They include, m particular, household and everyday articles, such as a hair brush; scissors; night
cream... Continue the list and give your idea of a female image these objects strive to create.

3. Trace throughout the play how eating and drinking are used as a substitute metaphor for ... what? Make
note of all the mentions of food and drinks in the play and interpret their abundance in the text.

4. Make a list of cases of violence, pathology and black humor in the play. Elucidate their links with the
gothic tradition in Southemn literature. Compare this feature 1 Henley's play with relevant phenomena
in T Williams' drama and/or W Faulkner's fiction.

5. Observe the instances of characters' physical responses to emotional troubles. How do they fit in with
the play's overall design?

6. Explain the visible presence of animals in the play.
7. Note typically Southern patterns of speech and behavior in the story.
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8.

Comment upon the use of language as a) method of characterization and b) as a sample of the 1980s
colloquial speech. Give standard variants for the following: sweet potato; to have a sweet tooth; to be

on a crying jag; =.0.b/; to sell emb down the river; it looks like my goose 15 cooked.

IV. Meaning and Significance.

1.

Give your interpretation of the play's principal message. Explain how the above-discussed features of

its form and style contribute to revealing the anthor's intention.

V. Genre

b =

—_

8.

9.

. How would vou define the genre of the play? Elements from which traditions come together in it7

. To what Chekhov's play is Henlev's work related? In what ways7 Point out similarities and differences

between the two dramas.
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CyuacHa aMepHEAHCRER JITepaTypa AT JiTel TA IHAIITEA
JI.I Cepmroxora,

JOLEHT [ oplIiECEKOTO Oep:KABHOIO NeJATrOridHOr0 IHCTHTYTY 1HO2E€MHIX MOB

Beymeped npopoKyBaHHKO KPHTHKIE, BICOK] TEXHOIOT 3ac001B MacoBoi indopMaIii, AK1
MOPOONIH Ay J10B13YATBHY KYJIBTYPY, He SHUIIIIH APYKOEBAHe CIOBO. binbmie Toro, miTepaTypHa
kyaeTypa CHTA Ha mMexi XX -XXI piKiE pO2BHBACTRCA JHHAMITHO il mnodoTRipHO. CopapxHIA PO3KEIT
MmepexuBac ITepaTypa ona giteil, miamTrie Ta Mononi. lllopigno e kpaini apykyersca o1na 2000 moemx
TEOPIE IS IOHUX 9uTaviE. BoHH BiOpI2HAOTECA pO3MAITTAM EaHpie, hopM OmMOBITI, iAeiiHO-
TEMATHYHOTO 3MICTY, PACOERO-ETHIYHOK PI2HOMAHITHICTIO TITEPATYPHUX MEPCOHAKIE, HOBATON CHEHM
o OpMIEHHAM KHHUT, & TAKOK IIPEICTABIECHICTIO JUTAYOL JITEPATYPH IHIIHX KpaiH.

[MMTupoxoMy BHIHAHHIO Te3M IPO iHTEPHANIOHANBHUI XapaKTep TEOPHUOCTL 414 giTeil OGaraTo B
goMy nocapuge Kypuan nepmux kHmxoK  (The Hom Book Magazine), mo enxoauts v CIITA 2 1921
poky. YiTKa MO3MIIA KYPHATY CTOCOEHO TOTO, IO JUTAYA JITEPATYpa HE IOEMHHA OOMEXKYBATHCH
AMEPHKAHCEKIME ABTOPAMH, Ma¢ AK PEe3yILTAT PEryIapHi IyOQIiKamii cTaTel 1 KpUTHIHIX MAaTep1aliE,
AK1 3HAHOMIIATE AMEPHKAHCHKHIX THTAYIE T4 BUOABLIE 3 ABCTPATIHCEKIMH, OPHTAHCHKIMH, KAHAZCBKIMI,
KOHTHHEHTAILHO-€BPONEHCEKIMHI Ta 1HITMMH TATAHOBEMTHMH ABTOPAaMH, 10O MHIIYTEL I8 ITEH Ta
IOHAIITEA, TEOPH AKHX 3rogoM IpyKyioTeCA B CIIA 1a dopMyHOTE KOO IHTAHHA MOJIOOOTO MOKOIIHHA
KpaiHM.

IuTepec oo uuTAHHA MIATPUMYETECA H CTUMYIKOETECH TUCIEHHNME KATATOTAMH BHIAEHHIITE
OUTAIOL TEPATYPH, PeKIAMHHMHE NPOCIEKTAME, IUTAKATAMH il TUCTIBKAMHE, JTITEPATYPHO-KPHTHIHH MU
EYpHaIaMH il razeTaM i, KHIDEKOBHMH OaszapaMH, 010110 TeIHIMHE BUCTABKAMHE, YHTAIBKIMII
KoHbepeHIIAMH, CIEIHATEHIME PAIIo- il TEAeNepeaatdamMi, a TAKOXK OecimaMu i ceMiHapaM, 1Mo
IPOEOJATECH HOMYIAPHIME MHCbMEHHUKAMH 1 IOETAMH B HABTAILHUX 3aKIafax KpaiHu.

[Mopoxy “AMepukaucrka 0i0mioTeuna acomiamia (The American Library Association)
IPOEOJUTE KOHKYPC Ha Kpally KHUTY OUTAHN0I TiTepaTypH 3 4HCIa HAOPYKOBAHUX ¥ IONepedHEOMY POLIL.
Ja pesyarTaTaMH KOHKYPCY aBTOPOE] “HAHOLIBII 3HAMHOTO BHECKY B aMEPHKAHCBKY JTepaTypy A4
OiTell” BpydaeThcd OpoH30Ba Megans iMeHi JI:xxona Hetooepi (The John Newbery Medal), zacuorana B
1927 pomi. 3 1938 poky XyIOEHHE-LTIOCTpATOP Hafkpanmiol AMTAY0{ KHIGEKH 3 Kap THHKAMH
HaropoIKyersca Megamnio Pennonsda K.Ongurora (The Caldicott Medal). opiumo xpamum
KHIDKKOBHM HOBHHKAM aMEPHUKAHCBKOT AUTAIO! PO 3K IpUCYEyeThcd o1nem Ak 60 p1suux Haropon,.

Y 1977 pomi “Hamioganesa paga BYNTETIE AHIMMACEKOT MOBH 2aCHYBAIA HATOPOIY, 9Ka
BPYUAETLCA PAas Ha TPH POKH BHIATHOMY IIOSTOR1 2a moeziro ana giteii (The NCTE Award for Poetry for
Children). 3-momix mepmux daypeatie npemiit oyvan Heiieig MakKopa (David McCord), Eitain @imep
(Aileen Fisher), Kapna Kacxiu (Karla Kuskin), Maiipa K JIieiurcron (Myra Cohn Livingston), €ga
Mepiam (Eve Merriam), xou Yiapai (John Ciardi), Jliman Myp (Lilian Moore), Apuonsa Enod (Amold

Adott), Banepia BopT (Valerie Worth), bapoapa Ecoencen (Barbara Egbensen).
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Bix 19534 poxy epy4uaeTeca npemis iMeni Jlopu Inronesc Bafineaep NHCbMEHHHKOR] 91
XYO0KHHKY -UTIOCTPATOPY, AKHIl CYTTEEO BINIMHYE Ha MOJATLIIHI POSBHTOK aMep MKAHCBLKOI IITepaTypH
nns giteit. CnouaTKy mpeMis BpydaTach pas Ha I 4TE POKIE, 2apaz — pa? Ha TPH POKH. li mepimumM
naypeatoMm oyna cama JI I Bafineaep, arTop cepii KHIGEOK IO SKUTTA HEPIINX €EPONeiicEKUX MOCETeHINE
Ha 3axoqai CIITA (Wilder Laura Ingalls, 1867-1957. "The Little House in the Big Woods™, 1932, “The
Little House on the Prairie’, 1935, "Those Happy Golden Years™, 19243).

Hactynaumn naypeatamn, K1 SaIHUITHIH He2a0YTHII CIIT B aMepHKAHCREIR TUTATIH JITepaTypl,
oynu Berepmi Kmapi (Beverly Cleary), Teomop Ceioz Iafizens (Theodor 5. Geisel / Dr.Seuss), axuii
BUJARAE CEOI KHIDKKH 3 KAPTHUHKAMHE ONIA YHTATIE-IOYATKIEINE min nceegouiMoM HokTop Crroz, Mopic
Cenmex (Maurice Sendak), xun ®pitu (Jean Fritz), Bipasxunia Xeminton (Virginia Hamilton) Ta
Mapcia bpayn (Marcia Brown).

Jacuoranowo B 1956 pomi MEEHApOOHOK HATOPOOOD KPAITHM JUTITHM MHCEMEHHHUKAM Ta
XYOOMHIKAM-1TIOCTPATOPAM JUTAIHNE KAZ0K — IpeMicto Ta gumnoMoM iMen1 [ X Aunepcena —
HATOPO/DKEH] TaKl aMepHEaHIl, Ak nuckMeHHnna Maitunept e Txonr (Memdert De Joyng), xynoxanx-
LTIOCTpATOP 1 ABTOP KHIDKOK 2 KapTuakaMmu Mopic Cengex (Maurice Sendak), nuceMennurxu CKoTT
O Henn (5cott O'Dell), Ilavna ®oxe (Paula Fox) 1 Bipmxuma Xeminton (Virginia Hamilton) ua 2nax
BU3HAHHSA BUCOKHUX XVIOMXKHIX QOCTOIHCTE iX TEOPIE mma miteii [4: 28-32, 722-731].

JliTepaTypH1 KOHKYPCH, KPUTHYHI Ty OMIKAINT, OMMTYBAHHS YMTAYIE 1 CIHCKH QeCTCEIepis
MATPHMYIOTE BUCOKHH PIE€HE KPUTEPIE XYI0KHOCTL H YHCTOTH MOEH HOEHX TEOPIE, aJpECOBAHNX
FOHHM 9HTadaM. XyI0KHL MOSHTHEH] AKOCTL CYHacHOI ZUTAYOI TITepaTypH OTPUMYIOTh IOCEPETHE
MATEEPIKEHHA MOCTIAHO 3pOCTAIOIHM SHTANBKNM 3alHTOM Ha HHUX. ¥ CTATTI  HacTaHOEBHM i HACOMOIN:
3M1iHA AKIIEHTIE YV CTEOPEHH1 1 KpuTHI auTtauoi aitepatypu’ [lefina Erod (Sheila Egoff, Precepts and
Pleasures Changing Emphasis in the Writing and Criticism of Children’s Literature) sazHa4ae, mo 13
TEOPIE CIEINATEHO HAMKCAHUX A4 JiTell 1 onyonikoeannx 1o 1990 poxy, 20eperay CEO IPHEAOHICTE
715 CYHYacHHX 9HTAYIE JHIIE JeCATKH KHIDKOK. HafOuIen nonyaapHuMn cepes HUX SalHIIAI0TECH:
“Kuura micemituuns” Exesapaa Jlipa (Edward Lear, The Book of Nonsense, 1846), “Amica B kpaiui
gygec” JIrroica Keponna (Lewis Caroll, Alice’s Adventures in Wonderland, 1865), “Manenexi xigxn™
JIyisu Meii EnxoT (Louise May Alcott, Little Women, 1868), “Tlpunueca 1 roomin” Hxopmxa Maxk
Honanpga (George MacDonald, The Princess and the Goblin, 1872) ta “Octpie ckapoie™ P JI.CTieencouna
(R.L.5tevenson, Treasure Island, 1883).

Krumxsu s, mo a'apunnca 2 1990 mo 1960 poxn, cKI1amnarTs OCHOEY CYYACHOTO THUTAYOTO
SNTAHHA 1 HAPAXOEYKOTECA COTHAMH. [0 HHX BIZHOCATHECH TaKi, IO CTAIM KIACHIHUMHE, TEOPH, 30KpEMa,
“Mepi [Toomiuc™ I1JI. Tperepc (Pamela L. Travers, Mary Pippins, 1934), “Tlenm Jlorra [langoxa™ Actpin
Jlimarpen (Astrid Lindgren, Peppi Long Stocking, 1950), “Th, mo nosugatote” Mepi Hopton (Mery

Norton, The Borrowers, 1952), “Octpie dnaxutnux gensdinie Crorra O'Henna (Scott O'Dell, Island of
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the Blue Dolphins, 1960), “Hazuraii e My:xuictio” Apmctponra Coeppi (Armstrong Sperry, Call It
Courage, 1940), “Hxouuni Tpemefin™ Ectep Popdce (Esther Forbs, Johnny Tremain, 1943), “Mopcreri
maugpu goktopa Jdyvmitaa™ X w Jodriara (Hugh Lofting, The Voyages of Doctor Doolittle, 1922), “JTitn
Jemenoro [laropoa™ JIroct M Bocton (L. M Boston, The Children of Green Enowe, 1955), “Moddatun™
Eneconopu Ectec (Eleonor Estes, The Moffats, 1941), “Boexu Biinoybdiiicekoro micy”™ Hxoan Eiixin
(Joan Aiken, The Wolves of Willoughby Chase, 1963). bBaraTto TanaHOBMTHX OIMCEMEHHHKIE XX CTOpIT9A
mo0aTHaN B JITAX AYSUTOPIO 3 BEIHKHMHE il cepilo3HUMI 3alMTaMH, I00 BEUMArae Eiff HHX IOBHOI TEOPUIOi
Biomadi, i JiTH BAATIORLTH BHAHAHHAM X KHuT [7: 432].

My e THEYILTYpAmsM 1 JHTAYA JiTepaTypa

B ocrauumno tpetuny XX cTomTTa miteparypHa KyabsTypa CIIA mepexnna sMiHy mapagurMi,
mepexig Bid MOHOKYJILRTYPATIZMY 0 MYJIRTUKYILTYpamiaMy. 1960-T1 pokH sHaAMEeHYBATHCA OVPXITHEHIMK
MOJiAMH B COITATBHO-TOMTHYHOMY SKITTI KPaiHi, AK1 HAKTATH CEiil BIIONTOK HA CYYACHY aMepHKAHChKY
IiTepatypHy KynrTypy. e Oyau poku akTHEHOT OOpPOTEON Herpik 2a iX rpoMaggaHCEKL IPARA,
(heMIHICTCRKOTO PYXY 34 3PIBHKOBAHHA B IPARAX IHOK 3 YOJ0BIKAMN, AHTHEOEHHNX BUCTYINE IPOTH
AMEPHKAHCHEKUX BOEHHUX A1 v B etrami (1957-1975), momiTuza1ii 1 2aroCcTpeHHS IPOTUPIY CYCILTEHOTO
KHTTA. Y CEITIL IMX MOA1i aMepHKaHChKA MITepaTypHa KyJIbETypa IOCTATA AK TEPEH 3 THMH K BaJaMH, 3
SAKHMI OUTBINE HE XOTLIH MUPHTICA B COLHAILHO-CTPYKTYPHHEX 1 MOTITHRO-eKOHOMITHHX chepax
CYCIUIBCTEA OAraTO PagUKAILHO 1 IPOTPECHEHO HACTPOEHNX aMepuKadie. Bouy moyann roctpo
YCELOOMIIIOEATH, IO PACOEA THCKPHMIHAINA, OOMEKEHHS IPAE JKIHOK, 3HEBAKINEE CTABJIECHHS J0
HAI{OHANLHO-€THIMHHX MEHIINH DIKCYBATHCA, YEPIIIIOBANNCH, & TACOM 1 IOCITIOBATHCA TP ATHIIHOI0
mitepaTypHor KyaeTyporo CIIA. na SaraTeoX CcTAIO OYEBMIHUM, IO JITEPATYPA TAK 3BAHOTO
TOJIOEHOTO MOTOKY 34 CYTTIO CEOEI0 JUCKpUMiHaniiina Bona cTEoproBanaca 1 po3EHEATACS IEPEBAKHO
OLTHMHE Y0J0BIKAMHE aHINIOCAKCOHCHKOTO MMOXOTKEHHA, IPOTECTAHTCBKOTO BIPOCTIOBTAHHA,
chopMOBAHMME M1 BINTMEOM 2aX1iTHOEEpONeiicbKoi HHUBLUTIZAITIT.

Ilepen pagHKaIbHO HACTPOEHOK JEMOKPATHYHOK IPOMAaICHKICTIO IOCTANO 3AEJaHHA
Jecerperamii Bciei aMepHKaHCRKOT KYJIRTYPH, Ieperaany Tpaquiiinoi KyIeTypHoi iepapXii miaHocTeil. V
1980-90-11 poxu HaOyIa PONOECIOKEHHA JeMorpaduyuna cxeMa Hapogonacenenua CIIA v dopmi
I ATHKYTHHKA. byIyHH y3aralpHEeHOK CXeMOI0, eTHOPACOBHH I ATHKY THHK STIIAIKYE PISHULIO MUK
OKpPEMHUMH HAapoJaMH, 3E0IA4H BCE HACENEHHSA KPAiHl 10 I ATH OIOKIE. 11, IO CKIAJAKTE OUTBIITY
JACTHHY HACEIEHHT, — AHITIO-IPOTECTAHTH, OLT1 IPOTECTAHTH, KATOJMHUKH, IPABOCIABHI Ta €Bpei —

00 enuyIOTECA 1 KIacudiKyIOTEC K €Bponeiiceki aMepukanmi (Euro-Americans / Euramericans). Inmi 4
QIOKHN CXEMHU IIpeIcTARIEH] AMEPHKAHCEKIME HerpaMu / adpoamepurariamu (Afro-Americans),
KOPIHHUMH aMepHKAHITAMHE / MEBHIYHOAMEPHKAHCEKIME iHTianmaMu (Native Americans),
maTuHoaMepukaHmaMu (Latin Americans) Ta asaTchKUME aMepHKaHmamy (Asian Americans).

Ha ocuoEB1 1miei I aTHKYTHOI CTPYKTYPH €THOPAacoBoro ckiany HaceneHua CIIA i oyna
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po3poOiIeHa KOHITENITIA MYIBTHKYIBTYPATISMY, AKA 0araTo B HOMY MOCIPHATA CErMeHTaIii
AMEPHKAHCEKOI MiTepaTypHoi KyaeTypu [3: 1455-1457]. B yHipepcHTETaX, 4 3r0O0M 1 B 3aTANLHOOCEITHIX
OIKOMAX OYJIN BEEIEH] HABYAIEHI KYPCH 2 ICTOPIi KYIETYPH 1 JITEPATyPH PACOBO-€THIYHUX TPV, iX
BHECKY V CTAHOBJIEHHA H POZBHTOK aMepHKAHCLKOT IMELUTI3AIN, HAINOHATEHOT KYIBTYPH, v HOpMyEBaHHA
AMEPMKAHCBEKOTO HAITIOHATBHOTO XapaKkTepy.

Taxk, Ha sMiHy Tpamumiiiniil Mmetadopl “mnaemnsHOro KoTia ( the vast melting pot of American
society”), 00pasHOMY BHPAZHHKY 1A€0JI0TII 3KOPCTOKOTO, HACHIBHUIBKOTO HIEETIOBAHHA CHEINDITHIX
HAI[IOHATEHO-€THIYHHUX PHUC IMMITDAHTIE 1 MEHITHH CTAHAAD THUM AMEPHKAHIZMOM, TP HITILIH HOB1 —
opramiufi, 0araToKoIipHi it nopuoeari Metadopu. OOpasHi MOBIEHHER] 2EOPOTH ~ AMEPHKAHCEKA
KIANTEEA KOBOpPA ,  aMEpPHKAHCLKHI CATATHHK , BECEJIKa aMepHKAHCBKOT Hallli MAKPECIII0Th €OHICTE
B PO3MAITTi, PIEHOIIHHICTE 1 HE3AMIHHICTE VCIX YACTHH €IUHOTO IILIOTO.

OOHHM 13 AKTHEHUX IPOBITHHKIE Y KHTTA i0eH MyJIbTHEYILTYPATIZMY CTala CydacHa
OPOTPECHEHA AMEPUKAHCEKA JiTepaTypa. EcTeTHYHI JOKTPHHN MOCTMOJEPHIZMY — eI HTP AT13aIrii,
JETANLHOI POIPOOKH OAUHNIHOTO, PO30LKHOTO, CHEN(IMHOTO i VHIKATEHOTO — 20INIHCT 2
IPOTPECHEHOI0 NEMOKPATHYHOK TEHASHIIE BHIITH 3a BY3bKl paMKH TPATUIMIHOTO TOJOBHOTO IIOTOKY
JITEPATYPHOI KYJIBTYPH 1 30CEPEIUTH YEATY Ta 3YCHIIIA HA BMABICHH] i BMIAHHL ABTEHTHIHHUX TEOPIE
ACKpPaBoi caMOOYTHOCTL, 31 CEOEPIIHNM ETHIMHIM KOJTOPHTOM, IO OVIIN 30ep e (PONMBKIOPOM ado
CTEOpPEH] MHCEMEHHNKAMH 1 ITOETAMI, 9K1 3ATHMIATHCA HEEIIOMHMHE a00 Mepe0yBaIl B 2a0VTTL.

OcoOIHEO IITOAOTEIPHUMHE 1€ MYJIBTHKYIBTYPATIEMY EHABMINCA A HOTJATBIIOTO POZEBHTKY
IPOTPECHEHO-AEeMOKPATHIHOI AMEPHUKAHCBKOI TITepaTypH 414 qiTeil. AMepHKaHCBKe CYCILUIBCTEOD
NOTPEOYVEAIO CTEOPEHHA MPOTPECHEHNX TEOPIE JUTAIOL MTEPATYPH, 4K O CIPHATH gecerperamii caMoi
CBiJOMOCTI TEOAEH, AKI paHO MOTPATLIATH i BILTUE pacoBuX 2abo00HIE 1 noMmnok. JIuTaaif mTepaTypl
BiOBOOMIACA BASKINEA POIL Y CIPAR] JeCerperamnii MKUTEHOL OCBITH 1 BHXOBAHHA HOBOTO HMOKOTIHHES,
BiILHOTO BiN KIACOBMX, HAINIOHAILHHX, PACOBHX 1 peririfinux 2a0000HIE.

Barato B oMy 11e comanbHe 3aMOBIEHHT OYII0 00YMOENEHe TeMorpadiaauMu dhakTopaMu. Piake
3pOCTAHHSA HAPOTEYBAHOCTI B Iepine gecarupidud nicng Jpyroi ceitoroi eiiign, 2 axoi CIITA euitmin
EpaiHOIO-MepeMOKLEM 2 IPOUEITAIONOID EKOHOMIKO, 3p0odHI0 Moaode nokoainua 1960-x poxie
HaiOUIBIIOK IPYyIo HaceneHna. Bouu kpame xapIyBaniucd, O QAraaucs il OTPHUMYBAIM KPamry OCEITY,
HIEK iX 0JHOMITKH BCIX MOMNEPeIHIX NOKOIIHE aMEPUKAHINE. ToMY Ha JiTeil IIEOT0 MOKOIHHA
aMepHKAaHCBKE CYCIUTLCTRO MOKIanano senuki Hagii Mo Toro %, B aTMocdepi JeleHTPaATI3YIOTHX
OPOLECIE CYCIUIEHOTO SKITTA, JITH 2N ATHCH MafiKe TUHUM CTAOITEHUM HEHTPOM YV SKHTTL OATEKIE 1
Harii. CaMe HA HUX MOKIaZATHCA CIOMIBAHEA [IPO VCIIIIHE MOJOMAHHEA BIUYKEHHA, aHTATOHIZMY,
HEBITTACTEA 1 MT03PLIOCTI, MO MOPOIKYBATH KeeHoh o010

Tomy B 1960-11 Ha mouaTky 1970-ux poKiE IporpecHEHA AeMOKPATHYHA JUTITA JiTepaTypa

OTPHMAaNA 3Ha4YHY (PIHAHCOBO-€KOHOMIYHY 1 MOPATRHY MIATPHMKY. PemepanbHuil YpAI BHIUIAE
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HEOOXIMHI KONITH BUAABHHUIITEAM, AKI FOTYBATH OO APYKY MYIBTHEYJIRTYPATICTHUHY ITEPaTYRy J1d
OiTeli Ta roHauTEA. Y (dapeaTepi pyxy 2a rpoMaichKi IPaRa BIIMEOEA ~ Pama MUKPACOBHX KHHEOK I8
miteii” (The Council of Interracial Books for Children) copuana myOmQiKamiaM KHNT THCEMEHHUKIR, TK1
MpeCcTARIATH HAMOHATRHI MEHITNHE. Pajga miaTpuMyEanIa CTEOPEHHA TEOPIE, AKI PO2KPHEATH THIIOB]
PHCH XapaKTepy, CBITOBLOIYTTA 1 MOSHTHEHI MOPANELH] 1IEAIH THOICH PI2HIX eTHOPACOBHX IPYIL
JaBgqaKM CYMICHHM 3YCIJUIAM pagHKAILHO HATAIITOEAHOI TEOPHOi IHTEMIE I BIIepine OVIIN BHOAH]
HEYIEPEIKEH], JOOPO3NWIHE], MPAEINE] KHIEKH 1A JITell Ta FOHAITEA, AK1 CIIPHATH (hopMYBAHHIO
CAMOIIOBATH, IOYYTTA BIACHOI TAHOCTI il TOPAOCTI 2a CEI HAPOZ ¥ IHTAYIE Tiei 3 HAIOHATRHOCTI, MO i
repoi KHIDKOK, a TAKOMK PO3YMIHHA i CHMIIATI ¥ 4HTATIR IHMUX HamoHansHocTed. [e Oyan kHILKKH npo
IHI1AHINE, HETPIE, €BpeiB, JaTHHOAMEP HKAHINE, A31aTCLKHX AMEPHKAHINE Ta 1HII1 MEHIIMHN. Y HHX
MICTATLCA TOYHI OMUCAHHA IPEeIMeTiE MATEPIATEHOT KYILTYPH, 0COOIUBOCTEH ciMeiiHOTO VCTPOIO,
XapakTepHUX 3aHATh, peMecen, npodeciii, BipyBaHk 1 CBAT 300paKYBAHNX HApoaie. TowHO migidpami
KYJETYPHO-€THITHI Peanii CTEOPIOIOTE JOCTORIPHUI GoH, o aKTYaTi?ye 1 MOTHEYE CEOEPITHI Oii Ta
BUMHKH MEPCOHAKIE, BHARIAE 0COOMMEOCTI iX HAITIOHATFHOTO XapaKkTepy.

Iepurni KHIGKEKH A718 JiTeH Ta IHAIITEA PO WHITEBHIE J0CELT MEHIYHOAMePHKA HCEKHX

IHTIAHINE

Oauiero 3 NepmHX KHIGKOK, HANMCAHNX 3 MO3MINT KOPIHHHX aMepHUKAHINE, OVE 10eHHO-
TemaTHuHnil KT Bipmie Eaa Homen Knapx ©Y oyaumky Moei maTepi”. Hanncani Ha 0CHOB1 YCHHX
PORMOBINeH IHTIAHCEKHX AITell MOCENeHHd, BIPIN BiATEOPIOIOTE 2aX0ILTIIOY] 1ICTOPIT 2 MKUTT
sTypTORaHOI X1ibopoOceKoi rpoMany iHmianmie myeono (Clark, Ann Nolan. In My Mother’s House. I1L
by Velno Herreva. Viking, 1991/1941).

IToTiM 2’ aBMAKNCA MTORICTL i POMAHN, B AKUX NOTIAAN iHTIAHIIE Ha 200pakyEaHi ICTOPUYHI I0 J1i
MmepeJarnThCA OMOBIAAYAME 3 BEAHKOK XYI0KHLOK JOCTORIPHICTIO i mepekommueicTio. [ToMiTHe Micie
cepen HEX 2afiMaroTe npurogHUNekKi noeicTi Cxota O Henna. lcTropuko-npuroguunrka noeicTs OCTpie
onaxutHnx geasdimie” (Scott O 'Dell. Island of the Blue Delphins, 1960) oyna yvaoctoena g 1961 pom
megani :xouna Heiobepi 1 cTana ogHiero 2 HafiMomyIapHININK KHIGKOK Ipo iHgiaHme. [lodyaoepana Ha
peancHuX $aKTax NOEICTE POSNOELIAE PO Te, 4K 1HIIAHCEKA JIEYIHHKA-IIITITOK ONHHEIIACA OQHA Ha
oCTpOEB1 O11a yabepexssxa Kamdopuii, ne pona mposxuna 18 pokie, mokH ii He sHalIIIH aMepHKAHCBEL
ceamenuky. Kapeiina, BTpaTHEIIN OaTHKA 1 MOJIOAIIOTO OpaTa, MOKHHYTA WIEHAMH CBOTO IIEMEH],
TpHMANACA JOCTOHHO, He Miaaduck cTpaxaM. Boua nepebopomna sig4ail, BHOAdNIA KPHUBIHHIKIE,
OpUpPYIHIa BOKAKA JUKIX co0ak, yOHELE OpaTa, HoOYIyEaAIa KUTIO, EHTOTOENIA YTEAP 1 PYIIHHUITIO.
CToiuHo NpUITHABIIN AK HEMUHYSE ECE, N0 TPAIIOCA, HE PO3PAXOEYIOUH HA JOMOMOTY 31 CTOPOHI,
Kapeitna noxnagamaca nume Ha cede. JaBAAKH MPAaeToOCTRY 1 2aB3ATOCT], BOHA 3YMiTa OQNAI TY EATH
CBOE KHTTA HAa OCTPORL. Y MPOJOBEEHH] KHIGEKH, v MoBicTi “3afia” (Zia, 1976) nneminnung Kapefiun Ha

iM A Jaild cTae CBIAKOM OCTAHHIX OHIB KHUTTA KapefHu B iICIIaHCBKIHR MIcii.
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IcTopuani moeicT “Coieafi ma micamneM” (Sing down the Moon, 1970) Crota O enna ta “ a1
nerenn Hmewmefiva Xatirorepa (Highwater, Jamake. Legend Days, 1984) nHaouno nokasywoTs, 2 AKOIO
Qe2MATICHO K KOPCTOKICTIO OLT1 MPUOYIILI HUITHIN TPaTUIiiTHMi iHT1aHCEKHE crmocid uTTa. Tak,
Cror O Henn vy moeicTi “Cmieail mig MicameM’ Jae ACKPABE 1 V:KE CYMHE OIUCAHHA ~ OOBTOL CTEXKH
(the long walk) — peanenoi icropuunoi moaii 1863-1865 poKiE, HACHNIEHHILKOTO IIIOXITHOTO
nepeceneHHd JOEKNHOK 1483 KimoMeTpH MBHIYHOAMEP HKAHCBKIX 1HIIAHINE IIIeMeH1 HaBaxo 3 iX
pioaoi semmi, kaakitony e Henmi, B dopt Cammep mraty Hero-Mexkcuxko. Ictopis ary0HoTO Nepexomy
MOJAEThCA Yepes cupuiiManug Ackparoro Panky — My:KHEBOT, HE3MOMIEHOI MOJIOJOT KIHKH ITEMEH]
Haeaxo, 15 THCAY 9OMOBIK AKOTO 3arMHYIH 17 Yac MepeXoqy, a 0araTo XTo 3 THX, XTO 3aJIHIIHECA B
SKMEBHX, BTPATHIN BOJEO 40 KUTTA. [[0BICTE HANIMCAHA JTAKOHIYHO, CKYIIOI MOEOIO, IIO BIATEOPIOE
Ty TTA TIAHOCTI, BIACTUEE iHT1aHITaM Haraxo. [Tosictio “Jlmi nerewn’” ok XafigoTep posmodas ceif
ICTOPHHHMI ITHET Ipo iHaiaumie meHiganx opepiil “Kin-mpumapa™ (Ghost Horse Cycle of the Northern
Plaing Indiansg). KOHICTE 1 MOTOOICTE EHTPANEHOTO NepcoHaka noeicTi Myl nerenn” Ameiiny npunanu
HAa 9ac, KO B [Ipepiax MOYAIH 3MEHIIYEBATHCE CTaAa O120HIE 1 ii HApOay CTABATIO ECE BAKUE
OPOTHCTOATH OUIHM TOPTIBIIAM, KOJOHICTAM, COIAATAM 1 YPAT0BHM 2adopouaM. Emimemii BICIIN CTAIH
INXOM iHIIAHCEKHMX HoceleHs. Konn eicna npuiimna e ceno AMefHn, poOUHA BiIIPABMIA JIEMHHKY B
iame noceneuua. [lo goposi AMeiina mepesiuia CHIBHE TOTPACIHHA ¥ Hei OYI0 BHOIHHS, MO HaZUTIIO ii
CIUIOIO 1 TOI0COM TUCHI. Y Hei 3 ABHECH 9YI0TIHHAN gap 3MUTIOBAHHSA, SKHA IPHUHIC il BICOKE
MOJOEEHHS i mano0y B rpoMani, Ha OIaro AKoi BoHA CITY:KKIIA 0araTo poKiE. Alle MICTHYIHUE map He
JomoMir caMmifi AMeiini Ta ii cTapirouoMy 90m0RiKoEL. Konu i1 90M0R1K OVE HA CMepThL 3aTONTAHKH
0120HOM , CTApIIIIIMHK INIEMEH] 3BMHYEBATHAN B Horo sarunbemi AMeliny. JHexTyBaHa il oguHOKa, AMelina
HATIOJIETJTHEO DOPOI0Cd 3 BigUaeM, IOJ0IATH IKHI (il JomoMIr TicHMIT 3B 130K 3 npupogowo. B oopasi
Awmeiian Jx XailBoTep NepeKOHINEO NOKA3YeE, IO 3B 430K JYXOBHOTO il MATEPIATBHOTO € OCHOEOIO
CRITOCIPUHAHATTA MIEHIYHOAMEPHKAHCEKH X 1HT1AHITIE.

s 0cOOMHEBICTE CRITOTIANY 3HARNLIA BIZOUTOK Y OaraTtoMy GoJLKIop KOPIHENX AMEpHKAHINE,
OJHHMM 12 3HABINE 1 20Hpadie axoro e caMm Jx XaiiroTep, HAIDAOK iHTIAHINE IeMeH1 YipoKi. Horo
poman “Eumaoy: AMepukano-iggianceka Oxiccea” (Highwater, Jamake. Anpao: An American Indian
Odyssey. By Fritz Schober, 1977) nooyaoeanunii Haekono GoIbKIOpHOTO IepcoHaka daraTbox
IHTAHCHKUX JIETeH T 1 Mi1E — 3IPKOBOTO XIOMYHEA 31 mipaMoM (Star Boy / Scarface / Anpao) — aemnae
coD00 HapoIHY ICTOPUUHY XPOHIKY PO iHTIAHINE AMepuKy, 114 axux Midi9H1 nepcoraki ok Kofiot
(Covote), badvea-naeyuuxa (Grandmother Spyder), Bopou (Raven), nrogu-mumi (The Maise People) e
PEANLHNMH, J00pe BITOMHMH ICTOTAME, HATUTEHHMHE JApOM BCTYIIATH B CIUTKYBAHHS 3 THOIbLMIL.
Barato merenn, midie, Ka20K, PUTYATEHEX 3aMOEBIIHE 1 MICEHEL MBHIYHOAMEPUKAHCRENX 1HTIAHITIE
00poOHE 1 IepeKazap AN JiTeil BHOaTHHE QOIBKTIOPHCT, KOPIHHU aMepHuKanels [:xoH BiepxocT. Bin

ABTOpP TAKUX DoOpe BIOOMHX KHILKOK, II0 3HAROMIATE 3 VABIEHHAM 1HIIAHINE PO CBIT, IPHUPOIy, OOTiE,
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OYXIB 1 B2acMOCTOCYHKH JIOIMHH 3 HUMH, 9K ~ Kinpue B mpepii: nerenga mnemMeni [oui™ (Bierhost, John.
The Ring in the Prarie: a Shawnee Legend. Ill. by Leo and Piane Dillan. N.Y ., 1970), “Cainom 2a eiTpom™
(In the Trail of the Wind: American Indian Poems and Ritual Orations, 1971), “Jligunua, mo suiinma
2aMUK 24 IPHMAPY Ta 1M1 KA3KH MBHIYHoAMepuKaHChKNX 1Haianmie” (The Girl Who Married a Ghost
and Other Tales from the North American Indians, N.Y., 1977), “T onuii pegMigr 1 HAPOOHI KA2KH
iporesie’ (The Naked Bear: Folktales of the Iroquois. Il by Dirk Zimmer. N.Y ., Morrow, 1987),
“Midonoria mediuaoi Amepukn’ (The Mythology of North America. NY . Morrow,_ 1985).

Bigem 2pimum wuTadaM Oyna agpecoeaHa GeneTpuzopana Oiorpadia “Tmail, ocTauHii 12 mmeMeH1
nanucana Teonopor Kpodep (Kroeber, Theodora. Ishi, Last of the Tribe. Ill. by Ruth Robbins Pamassus,
1964). ¥V KHH31 PO3NOEBITACTECA, 4K OLIBIICTE IHOIAHINE INIEMEH1 Axali Oy/In BOUTI A00 BHTHAHI 31 CBOIX
XATHH OITUMH 2010 TOMMYKAYAMH i MOCeTeHIIAMY, 10 HAXTUHYIHN HA movaTtky 1900-x poxie v Ilipmiuny
Kamihopuiro. Manedpkuil 2arid iHiadIiE HaMaragCcyd MPpOTHCTOATH HAIIECTIO, XOBAKYHCE Y TeTepi.
QOnHak HeTEEpO MOCETEHUIE SHARIIIN THX, XTO XOBAECH, 1 IO-3BipAIOMY POSIPABHINCA 3 HUMH. [mraif,
OCTAHHIN 13 JXHEUX 1HIIAHINE [JIEMEH], XBOPHH 1 TOI0IHMI, aMYyIIeHNi OVE JO3BONIUTH 2HaliTH cebe Ha
pyinax cena. Horo mepegann mix oniky aHTpoIoIory, GKHii moeis Imas no Myzero KamibopHificekoro
VHIEepCHTETY. TaM IHJiaHenE: WACTHEO NPOKUE D POKIE, JOMOMATAIOHNH BISHHM 2AINCATI MOEY Ta
3BEMYAi INIEMEH] AXall 1 BUKIACTH 1CTOPI1K HOTO TparidHoi sarmeni.

BiciM poxie noToMy micig onyomikyEaHHd KHIDKEKN Teogopu Kpobdep tpanaua momns miemen1
axafi, BiIOHTA B Hiil, cIipaRuIa mIHO0Ke BpaKeHHA HA MOJIOAY TATAaHOBUTY IHCEMeHHUIT Ketpin Jlecki.
Omnoeriae T KpobGep dyna mepmoro IpaEgHECIO ICTOPICIO IPO aMep MKAHCEKHI 3aX17 cepel yCuOro, 110
Kerpin Jlecki Oyap-Koau unTana mpo Horo ocBoeHHA eBponeiinamu. Jasepmennit K Jlecki g 1982 pom
OPUTOTHUITEKNI ICTOPMYHI R pOMAH J14 HOHAIITEA 34 MEKAMH CKENACTHX TP’ KBABRO [ 3aXOILTIOIOME
POSMOBINAE PO MepecyBaHHd cEPOIEHITE HA AMepHKAHCEENH Jaxia. OmoBiAL BeAETRCH 3 MOIIATY
repoini pomany y GopMi 2anuciE y JOPOKHLEOMY KYPHATL, 3podneHux Hero 2 nepmoro Keitaa 1849 poxy
mo 1 gwepepua 1950 poxy. Mepiocax CaliMon, Momoga JIEMHHA 3 MEHCUILEAHCEKOTO CEIHINA CEKTH
AMAaHITIE, ¥V PO2IAT 20J0TOT TMXOMAHKH, IICIA BHCHAKINEOT il ApaMaTHIHOT MAaHAPIBKN, o 00iprama
SENTTA i1 OaTEKA, SHAXOINTE OIPHTYIOK 1 PATYHOK Y POSHHL iHAiaHIE AXail. COUTKYEAHHA 2 1HI1AHIAMI
SMIMHHIO ii CHIIV BOJI 1 3p00MI0 CHPOMOKHOK BIDKHTH He NHINe (i3H€HO, ale il IVXOBHO, JOIOMOLIIO iff
CAMOCTIAHO OOPATH CEOK 0COOMUEY JOPOTY B KHTTL. [cTOp1 aMYEHIHEA 1 GOpMYBaHHA 0COOMCTOCTI
repoinl mepellTiTacThCd 3 ICTOPIED OCBOEHHA JATEKOTO 3aX0ay, B kil gpy:xda 1 spaga, Jr000E 1
HEHABHCTE CYIPOROIKYEBAIN KOPCTOKY H Hemraguy 0opoTEOY 2a 2aXigH1 TEPUTOPIT MUK KOPIHHIMU
SKHTENAMHE T4 €EPONEHCEKIME MOCEIeHIAMHE, 300 TOMYKadaMH if apantiopuctamu (Lasky, Kathryn.
Beyond the Divide, 1983).

Iumiamcrka TeMa B CyJacHii aMepHKAHCEKI JiTepaTypl 04 AiTel Ta I0HAIITEA 3HAXO0IUTL BHCBITIEHHA B

moesii 1 mposl, IPOHN3AHNX MIHO0KOK MIKABICTIO J0 TPAT1dHOT0 MHHYJIOTO 1 HEIPOCTOTO CLOTOACHHSA
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HAITAZKIE KOPIHHNX aMepuKauiie y CITA.
IHepini xnExH 4718 JiTell Ta HALTEA Npo adpoaMepHKAHCEKHI JHTTEBHIL JOCELT

AdpoamepurancbKa XyIOKHA JITEpATypa BHIINLIA HA ABAHCIEHY JITEPATYPHOI KYALTYPH KpaiHu
B 60-70-T1 pOKHN 2aBIIKH BEIMKOMY TATAHTORL i BHCOKOMY IPOMAaTIHCEKOMY Hadocy TAKHX XYI0KHUKIE
crnoea, K BiteaM Hrodva (William Du Bois, 1868-1963), Pigapg Paiit (Richard Wright, 1908-1960),
JlenrcTou X 103 (Langston Hues, 1902-1967), 3opa Hin Xwopcton (ZLora Neale Hurston, 1891-1960),
Maprapert Bonkep (Margaret Walker, 1915), Pansd Emcon (Ralph Ellison, 1914), lTxeiive boagyiu
(James Baldwin, 1924-1987), I'eengonen bpyre (Gwendolyn Brooks, 1917), Maiia Exmxnnoy (Maya
Angelou, 1928), Jlopeu B Xencbdepi (Larraine V Hansberry, 1930-1965), Amipi Bapaxa (Amiri Baraka,
1934) ta Hixa Taxnoeani (Nikki Giovanni, 1942).

Maitxe vy KOJKHOTO 3 HASEAHUX MUCLMEHHHUKIE Ta IOSTIE € TEOPH, IO TOPKAIOTLCA TEMH BAKKOTO
f MMpKOro JHTHHCTEA JOPHOT JUTHHH, AKA BUPOCTA B Kpaidi, Ae MPaRIATh 011, KOTP1 MATPHMYHOTE
cerperamito Ha [lipmmi, 3niiicH00TE pacory auckpuminanio Ha [lienoui. TeMa sHenONeHOro JUTHHCTEA
MpoXoTHTE depes adpoaMepnKkaHcekuil doaskaop, HerpuTaHceky mtepatypy VII-IX cromites, otpumye
MO JANBIIN POIBUTOK ¥V XyO0xHI miTepaTypi “Herpuraucekoro Pemecancy™ 1920-1930-x poxie,
POSTANY:KYETECH i IOIIHONIOETECA B IPOIPECHBHIHA HOBIH peamicTHYHIA HerpHTAHCEKIH TiTepaTypl
npoTtecty 1960-1970-x pokis.

Y 1962 pom 0ynn onyomkoeani sndpani gipuri giag diteli Jlenrcrona X '102a, mepimoro
athpoaMepUKAHCREOTO [IOETA, BHPARHUEA IPOTECTY W TOPI0CTI YOPHUX aMEPHUKAHITIE vV BHCOKI moezii [a
301pKA BIPUIIE HASHMEBAETECH X PAHHTENE Mpiil. OgHoMMeHHUH BIPII 2 EENIHKO JTIPUTHOIO CHIIOD
OCIMEYE VABY fK Jap, [0 3aXHINae JIOOUHY BiO KOPCTOKOocTel ceiTy. Bipun “Mpii~, “Ilicua keiTHeEOTO
momry”, “MaTh — cHHOEBL” PO3KPHEAIOTE BAKINEICTE JYXOBHOTO HAYANA B 3KHTTI AH0Jel, AKe MOCHII0E
OIp KUTTEBHM 3HETOZAM, JOIIOMATAE CIPHIIMATH Kpacy ceiTy. ¥ 1992 pori BUNII0 MOBHIINE BHIAHHA
KHUTH, m10 BMimye 66 Bipmrie 2 imrocTpaniamu bpafiana [linkmi min saronoexoM “XpauuTent Mpiii Ta
irmn eipmn” (Hughes, Langston. The Dream Keeper and Other Poems. Il1l. by Brian Pinckney. Knoff,
1992/1932).

V noeTtHuHili TEOPHUOCTI HallpmnaTHIOro abpoaMepuKancekoro noeta XX ctonitta [ Bengomnin
Bpykc € unMano TEOPIE, IPUCEAYEHNX JUTHHCTEY Ta IOHOCTI AMEPHKAHCBKHX Herpie. ['epoi nepmoi
301pku Bipmie I Bpyke “Bymuma g Bpouzeiim”™ (Brooks, Gwendolyn. A Street in Bronseville, 1945) —
HOH1 MEMIKaHI HerpHTAaEchKoro reTto Yukaro. [Toema “Eumi Annen™ (Annie Allen) posmosigae mpo
1ICTOPII0 JOPOCTINIAHHA TOPHOT JIBTHHKHN-MIATITEA i1 yac JIpyroi ceiToroi Bifinu. Pacora 1205114
HETPHUTAHCHKOI MOJIOAL TPAKTYETECA AETOPOM [IOEMH AK JYXOBHE H COIAIBLHE BITUYKEHHS 3 IHO0 KM
KopigaaM. ¥V 1949 porni 2a moemy “Euni Anmen” ['eengomiu bpyke otpumana [IymiTiepieceky npeMino
(Pulitzer Prize).

Kumxka sipunie, cunemansio Hanucana | eemgomnin bpyke gna miteil, Mae mazey “ipdaTia Ta
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xnomuaukn 3 bponzeinng” (Bronzeville Boys and Girls, 1965). Boua cknagaeteed 2 34 pipmie. Koxen
BipIN IPpHCEAYEHO JUTHHI, 9HE IM 4 I0JAHO YV 2ar0I0BKY, 1 nepenae foro / i mornan. Hanpuwnan, “CiuTtia
e cuironan  (Cynthia in the Snow), “Pynonsd eromueca eig micta™ (Rudolph is Tired of the City),
“Maiixn coiteca 6yp1” (Michael is Afraid of the Storm), “Barata Ennopa™ (Eldora, Who Is Rich), “BE'wona
B nepkei” (Beulah at Church), “PoOepT, axuii uacto cede He 2Hae” (Robert Who [z Often a Stranger to
Himself), “HOnic yeegep1” (Eunice in the Evening).

PeamicTuuH1 MATIOHKH OYIEHHOTO MOBCAKIEHHOTO MUTTA B HETPUTAHCEKHUX KEAPTATIAX BIUIHEBAIOTECA B
TiPUTH OMOEIAL Fepois 1 2AEepITYIOTECH ABTONCEKMME KOMEHTAP AMH Ta y2aranbHeHHaMu. Hammcani 2
OMOPO HA TPASUI MICEKOTO (DONLKIOPY AMEPHKAHCLKIX HETPIE, BIPINi 2 Oe3I0CepeIHEO
NpaBIUEICTIO 1 BEANKOK eMOIIIHONK CIUIOK IepedaloTh MpKl 00pasH, cCMYTOK, OOMICHI IYMKH, CTPaxH 1
CTPANKITAHHA, OVHTAPCHE]L HACTPOI, pIAKICHI PATONT], CIA0KI HAMIi 1 HeagificHeH1 Mpii JiTel Ta MiITITKIE,
KOTpi 3ITKAIOTLCH 3 COIATRHOK HEeCNPaREAIHEICTIO 1 MpoABaMu pacuamMy (Brooks, Gwendolyn.
Bronzeville Boys and Girle. Ill. by Ronni Solbert. Harper and Row, 1965).

Mupoxo eimomuM ctae Bipm ['eemmomin bpyke mpo mpupevenicTs adpoaMepMEAHCEKOT MOJIOT],
dKA BHIATAE 31 ITACTHUEOTO XEUTTA OUT01 AMEPHUKH 1 XOBAE CEOK PAHNMICTE 34 2aXHCHOK OpOHERD
xpactomie. Bipm Mae masey “Mu copaexui xpyTi”. Bin cknagaeteca 2 24 caie, 2-noMix aKux 8 pasie
MOEBTOPIOEThCA saiiMeHuuK “Mu . e cnoeo crupuiiMacThe AK 3aKIATTA FepoiB BIPIIA — CEMH TPABIIE V
Oy — TPUMATHCH PA30OM Y CHTYAI] EOPOIKOCTL, KOJIH PAIITOEO I MepeadacHo MOKE OOIPBATHCH IX KHTTA
(We Real Cool, 1960).

Ja cnocTepexxennamu kpuTnka 'epi Cuita, miTu B noesii I'eennonin bpyke namToexyioTeca Ha
HEMHUHYYY OHIeMy: HK sHallTH CMHCT 1 UL KUTTA ¥V CEITL, KOTPUI 3amepedye caMe ix icHyepansa. (...)
ToMy EOHN NMPArHyTE BIJIHTH Bi HOECAKIEHHOTO KUTTH TOPOCINX. [X VHIKATEHA 30aTHICTE
BiOBOMKATHCA BIA CRITY JOPOCTHX, X019a O Ha Kpuaax danTasii, BiapizHae JiTeil Bi0 TOPOCIHX 1
nopomxye BigayTTa Hamiio [10: 750].

Barato eipmie ana miteil, manucaunx I eegnomu bpyke, 4uMTar0TECA 9K MOSTHYH] BIXH HA LAY
OYXOBHOTO PO3BMTKY IOHNX adpoaMepuranmie XX cTomiTrd. [lef mngax 1yXoBHOTO OPO3pIHEA 1
SMYIHHA NOYHHACTECA 2 BEIIMOEH BiJ Oe3IYMHOIO CTPEMIIHHA OO0 aCHMATA] 3 MAHIEHOO DUIOK PACOIO,
MePeXoaHTh ¥V BIOKPUTE, 9aCOM BiOBEPTE OPHHHATTA CBOIX adpoaMepHKAHCHKHX KOPEHIE, 1 3aKIHTYE€ThCA
POIYMIHHAM VHIKATEHOCTI i caM0OYTHOCTI HETPHTAHCHKOI KYILTYPH, K€ IPOoOYIKYE HOYYTTA TOPIACTI,
0COOHCTO! MAHOCTI, BIEBHEHICTE ¥ COO1 1 TOBATY A0 JHOAeH IHINX HAMOHATBHOCTEH.

Ilepmumn yCOIMENME peATICTHIHIME TEOPAMU Ipo abpoaMepHKAHCLKNY TiTel Ta MITTITKIE
HATINCAHNMH MPO201K0 OVIN NORICTE ~31mi Bipmeunii Xeminetod (Hamilton, Virginia. Zeely. Il by
5 Shimin. Macmillan, 1967) ta kamxka 3 mamoakamu “Criei” Jxxona Cremtoy (Steptoe, John. Stevie.
Harper and Row, 1969). Mxony Ctentoy 0yno 17 poKiB, KOJIH BiH HATHCAER 1 TPOLTIOCTPYBAR KHILKKY

O OiTel, v AKiil omoEBiga4 Big oepmoi ocodu, mioaap PodepT, cEoek MOEOIO, M0 BimoOpakae OeBH1
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0COOIHMBOCT HETPUTAHCHKOTO MATEKTY, POSMOBITAE PO Te, 4K fl0r0o MaTH HATIAOATA 33 JUTHHORK Ha 1M'd
CTiBl, IpUIITAIOTH YT TUTHHI OLUTEIIE VEATH 1 POOIaTH iff OUTEIN] MOTYPAHHA, HARITE JO3EOIHAKTH
Opatu peui Podepra 1 2amaznTH Ha HOTO MLKKO, ID0O BU3MPHYTH ¥V BiKHO. PolepT 00yproRaecd i
oOpaxaecd. Ane KoIH OATEEN BiABeann CTIB1 HA2AREKIN, HACOJOIKYEBATHCA CAMOTHICTEO, IIPO AKY
pamime Mpiae, PoGept yixe me mir. Big nouae cymyeatn 2a CTiB1, KOTPHIl, AK BIH 3apas po3yMIE, OVE
HOMY MOJIOALINM OPaTOM i rapHHM OpuarenemM. [lepira KHIGKKA 3 MATIOHKAME PO JUTAY1 PEBHOLII Ha
TEMY, OV3Ke MOMHUPEHY B JITEPATYpP1 BCIX HAPOIIE, OyJIa rapHUM [IOTATKOM I8 MOJOLOT0 IHCEMEHHNKA
H LTI0CTpaTopa, KU 2roJoM CTEOPHE DAraTo TATAHOBHTHX KHIGKOK, a B 1988 pomi oTpuMae mouecHy
maropony iMeni P KonmikoTa 2a KHEMIEKY 2 KAPTHHKAMU, B OCHOEY 4KO{ MOKIANeHA 3UMOa0RIiCEKA
HapogHa Kaska ~[Ipekpacui mousu Mydapo™ (Steptoe, John. Mufaro’s Beautiful Daughters. An African
Tale, 1988).

Bipmsunia Xemineron (12.03.1933-19.02 .2002) cTana oaHiew 3 HAHBMIATHIINNX aMepHKAHCEKHX
NUCBMEHHUKIE J14 OiTeil Ta roHanTea Ha Mexi XX -ro-XXI-ro cronite. V 1975 poui roHa nepmoro cepen
apoaMepUKaHCLENX THCHEMEHHHUKIE OTpHMata Meaans xoua Herobepi 2a cyuacHui IpHUro JHUITEKMIT
poman M. K Xirriuc, Bemuxuii”™. 'V 1992 pori 2a TRopuicTs ang gitei Bipmxugia ['eMiteTol Oyiaa
HATOPOLKEHA MUEHAPOIHOK Memauio iMeH1 [ anca Xpuctuana Augepcena, a vy 1995 poui — Megann:o
iMen1 Jlopu Iuron YVaitaegep. 18 poxie miapan, nounHarodn 3 1984 poky, KeHTcbKuil yHIBEpCHTET IITATY
Oraiio IPOBOANTE ¥ KBITHI MICAIN KOH(GepeHIiK iMeH1 Bipmxunnii X eMUTETOH 0 MYIBTHKYIBTYPHIH
miTepaTypi A4 roHanTea. 3 1988 poxy xoudepeHicod 23acHORAHA MOPITHA MITepaTYPHA HATOPOOA IMeH1
Biposxunii XeMinLTOH, NepIIUME TaypeTaMul AKoi € nucsMeHHuK Banrtep in Matiepe (1999),
XYO0KHIK-UTIOCTpATOp OUTTInX KHIKOK xeppi [Tinkui (2000) 1 nucemennuk [atpuma Mak. Kiccex
(2001).

Binbpme HiK 30 KHIGKOK XyI0XHBOT MPOSH, CTROPEHNE HEBTOMHHM TATAHTOM BipaEumHii
XeMITETOH, HATIMCAHI B OCHOBHOMY HA MaTepiani UTTEEoro Joceiny abpoamepuxaurie. 111 noeicTy,
poMann, demeTpuzorani 0iorpadii eenukux abpoamepuradiie Binama Hoova, [lona Podcona, Extom
Bepuca, mitepatypHi 00poOxu adpHKAHCEKHNX HAPOIHUX KAa20K, DOIBKIOPHEX 1ICTOPIA Ipo MKIHOK TA
OiEgaT, MiiE Ta NereH] pi2HUX HApOOIE PO cTEOpPeHHA cBiTY. Joal i miTepaTypHUX repoik, YEEIEHI B
3araJIbHOMIOICHKHI KOHTEKCT, MAIOTh ECE3aTAIBHHI 3MICT 1 EIUIMBAIOTE HA JYMKH TA MOTYTTA I0HHX
YUTAYIE HEZAIEXKHO B iX pacoBoi i HaoHATLHOT npuHATe:xHOoCTL. Bipmxuaia XeMiasToH posraggana
pizmi kyneTypu CHTA Ak “napanenbHi KyIRTYPH , 3KOOHY BOHA HE BEAKATA  MEHIIOK KYILTYPOKW . Y
CEOiX TEOpaX BOHA 30CepeKYBATa YEArY Ha 3aralbHUX NpoOieMax, 30KpeMa TaKHX, K HOTPeda B 1HINX
JMIOOMAX, NparHeHHA HaOyTH CBOE obnua4s, 3pabnuea cuina Hacomod. i TeMu mosHaIHInCa B3Ke ¥ NepUINX
KHIDKKAX MHICBMEHHHITL.

I'epoiua noeicti B Xemineton “3imi” — 11-piuna Emuzasera [leppy, Ha npiseeuceko [DENOa, xiLIa

BMTKY Ha epMi1 JA0BKA B CUTIBCHKIA MICIIEBOCTI Ha MEBAH1 mTaty Oraito. I[lodaunemu noppeT
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mpekpacHoi kopolerr ahpHKAHCEKOTO ILTeMeHi BoTycl, Jluaa yapuIa, mo dbepMep-apeHgaTop 3imi
Tayoep, saxa Bupomye CEMHEN, MOIOAA KPACYHA MallKe JEOMETPOEOTO 3POCTY, TAKOK OyJIa OTHIEH 3
KOpPOJIEE BOTYCL. J[KNaa cIocTepirana 3a HiSHHMHE IpoTyISHKAME JUT1, KOTpa MOJOHIIA ii VARY, 1 JIAKana
OpaTa CTPAITHUMHE POSIOBIIAMI IPO HIMHHX MAHIPIBHUKIE. JIPViKHE CIOUTKYBAHHA 12 3111 JOITOMO IO
Jl:Ema1 0CAaruay TH PI2HHALIIO MK CBITOM Mpiil 1 JiCHOCTI, pO210pATHCA B cAMIIT c001 1 OOATHTH Kpacy v
BIpHOCTL IKOAHHHN CEOIH OpHpogi. 3 i€l KHIGKKOW ¥ TEOPTICTh BipkuHli X eMUIETOH VEIHILIA TeMa
CAMOIIZHAHHSA, IPUAHATTA CAMOTO ce0e 1 CEOTO PACOBOT0 KOPIHHA YOPHOIIKIPHM IMITITKOM.

[T TeMa 2HOBY MIOHIMAETLCA ABTOPOM YV CYYACHOMY IPHToIHHIBKOMY poMani M K Xirriuc,
Benuxuii” mopan = TeMaMH pOIMHHOL €JHOCTL, APYEON, BINMHEY MUHYIOTO Ha cydacHe (M .C Higgins,
the Great. New Y ork: MacMillan, 1987). I'epoii poMany, tpunaguatupizunii M(afio) K(opuemive)
Xirrigc, cTapIinmil CHHE POJUHHT, TPH MOKOIIHHA AKOT KUEYTE ¥ OVIMHKY Ha caMoTHiil “Capuwniii ropi”
AnmamanbKex rip, TOBHHEH IPOHHEHYTHCA 3HAYYIOICTIO 1CTOPIT KYABTYPHOTO CHAJKY CBOIX MPEIKIE,
oo 3posyMITH, o HoMy OyIo 1Mo 30epiraTi, 1 BIJIYTH cede TACTKOK [POManl, o0 NepeKoHaTHC, IO
HOTo BAKKE CTAHOEMIIE HE OQUHHYHE 1 BIIOPATHCA 3 HIM MOKHA, JIIOUH pasoM 3 iHmuMU. Bee me
JomoMarae oMy IPpHUAHATH pIIeHHA 2EOJUTH 2 KAMEHK) TA 3eMJI CTIHY, 0O 3aXMCTUTH CRIH OYINHOK
EiJ HAIIOE3A090T0 HAa HEOTO IIAXTHOTO TEPHKOHY. Jo HEOTO IPpHETHYIOTECA OPaTH 1 CECTPH, & IOTIM
npuarens ben Kinbepn. baToko HaBITE IPHHOCHTE HAOMOTHIBHMI KaMiHb HaTpiapxa pogy Copi, mod
VEPIMATH CTIHY.

MaficTepHO BHKOPHCTOEYHOYH CHMEOTIYHY 00pasHicTs, Biprxuniad X eMIIETOH HepeROTUTE
CTIPAEBY 1| BYMHKH IPpOCTHX abpoaMepHKAHIIE ¥ repoiko-MiiuHy mIomuey. ¥V KOHTEKCTI POMAHY
M K. Xirriuc, spuHaifHui S0pHOMIKIPHA MIMTITOK, COPHAMAECTLCA B 3AKTIOYHEX €M1300aX AK CIpPaBXKHIT
atdbpoaMepuKaHCLENIl Tepoii, AKUH, IpORIIOBIIN EHIPOOYEAHHA, TOBHMHEH NPHITHATH CEOIO KYJILTYPHY
caMoOyTHICTE, MO0 3HAHTH B 001 CHIY ANIA O0pOTEOM 34 BIGEMBAHEY. PO3BHEAIOTH TEMY BILKHBAHHA,
AJAnTAaIii MOIOIUX YOPHOMIKIPHX YV CBITL AopocnuX, Bipmxnnia XeMinbTOH CTEOPIOE HETP ANUITIHHI,
CBOEPIOHI il He2a0yTH1 00pasn mTepaTypHuX repois. CTapagaun iX v CKIagH1 XKHUTTER1 CUTYAIIIL, ABTOP
MAKPECTOE TOTORHICTE BAATH HA ce0e BIIIOBINANLHICTE 32 HACTIAKY CBOIX BUNHKIE. PeansHuil CRIT, v
AKOMY HEYTE epCOHAKL KHUT Bipmxunii XeMITETOH, B3a€MOIIe 21 CBITOM YR, GaHTasi, MICTHEI,
MHHYJIOTO 1 QOILKIOpPY.

e nepenneTiHEA pealbHOr0, MATEPIATEHOTO H IYXOBHOTO, MICTHYHOTO 1 haHTACTHIHOTO V
TROpPAX ABIAC CODOI ACKPABRY BIAMIHHY PHUCY {HAMEBLIYAILHOTO CTILTK THCAMEHHNEA, copMOBAHOTO i
BIUIHEOM XyJO:KHEOTO MUCIEHHA adpoaMepUKAHCEKOTO Ta iHAiaHCEKOTO honrkaopy. Oxpiv “31317 Ta
“M K Xirriaca, Benukoro™ Bipmxunia X eMUILTOH HaHCcATa DaraTo 4yJ0BHX POMAHIE MOPATEHOTO
peamiamy, cepen uux ~Ilmaneta Momoamoro bpayua™ (The Planet of Junior Brown, 1971), mpoomemMumnii
MICBKHIl pOMaH IIPO MY3HYIHO 00JapoEBaHOTO 3aHAJTO MOBHOTO MIAMITKA 3 HEOIATOIOIYIHOI POSHHH,

OOBEIEHOTO OO0 OYIIEBHOTO POIATY, 0 3HAHMIOE MIATPHUMKY 1 IPUTYI0K ¥ KMITIHEOTO OE3O00MHOTO
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OTHOKIACHNKA, AKHH OMIKYEBaECH 3HETOIeHHMH 1iThMu Hero-Fopka — MeIIKaHIAMHE iJBATIE HOKHHYTHX
Oy IUHKIE.

TTokazora gna TeopuocTi Bipmxunii XeMiTbToH KHIDKKA ~ bine koxanua (A White Romance,
1987) — npobneMunit MOTOIIKHIA PpOMAaH IPO MUK PACOBY APYVKOY 1 Kpax mepmmoro koxauud Yopua
OIEYHHA, CTAPLIOKIACHIIA sMimanoi mxoan Tommi BapOy, HaMararosice JOIOMOITH DUIOMY OPYIOEL
KHHYTH EXHEBATH HAPKOTHKI, I03HAHOMHIACE 3 Horo ToeapumeM degizom EMopi Ha npi3EHCEKD
l'onieya, TOProEUEM HAPKOTHKIE 1, 3AKOXABIINCE ¥ HOT0 HAO3BEMYAHHY Kpacy, EMABIIACA ETATHYTOO ¥
CRIT HAPKOMAHIE, KOHIIEPTIE ~“BAMKKOTO METATY , XYIITAHCTEA, PACHEMY 1 CEKCYATBHOTO THCKY, AKMil Jak
iif ;xOpCTOKME YPOK PO KOXAHHA 1 BaacHe npo Hei Onuax Tomnni Bapoy sxailmna g codl gymeeni cunm,
IO AOIOMOTIH iff JOCTOIHO MepeHecTH NOTPACIHHSA HEEAATIOTO KOXAHHA.

Bipmxunia XeMITLTOH CTEOPIIA TAKOXK MUKT dhanTacTHaaux poMauie ~JxacTtic Ta ii opaTti’”
(Justice and Her Brother, 1978; Dustland, 1980; The Gathering, 1981) ma Temy reuu il BIGKHBAHHA
mwomcTea Ta - llpuemunil memit, 6pat Pam™ (Sweet Whispers, Brother Ruch, 1982) — cyuacunii
IpoOIeMHHI POMAaH 3 OKYJILTHEMH €IeMEHTAMH, B AKOMY 90THpHanuATHpidHa Tepesa, Oar<H mIpo
VIKOIEHOTO PORYMORO BIICTAIOIO cTapimore oparta eda, MpOoHHKAETECA BETHKHM POSYMIHHIM 1
CIIEYYTTAM OO HBOTO, 3aEJAKH POMOELIAM PO MHHYJIE iX pOOMHN, IOYYTHM EiI NPHENZA gagbka Pama.
Hero takox emgaHo TpH 301pKH TITEpaTYPHUX 00po0OK HErpUTAHCEKNX HAPOSHUX KazoK. Tak,
Hanpuknazm, 30ipka “Jlrogu emunu mitatu” (The People Could Fly: American Black Folktales, 1985)
EMIITY€E Ka3KH PO TEapuH, GaHTACTHYHI Ka3KH, KA3KH PO HaT3EMHailHe Ta KA3KH IIPO CEOOOY, B AKHX
MOHEEOJIEH] JIIOAH BHPLKAIH CEOI CTPaXH 1 IOPasKH, HATIi Ta IepeMOTH.

IMupoxo exzHAHI TEOPTI 3000V TKH Bipasumii XeMIIETOH TOSHTHEHO BINTHHYIH HAa
atdbpoaMepUKAHCLKNX MUCEMEHHHKIE-CYTACHUKIE, IKHM BOHA MOBEPHYIA iX HEELT €MHE NPARO HA
PO3BHTOK caMoOYTHLOT KYIBTYPH CEOTO HAapoOy Hepes JiTepaTypy ANd JiTeil Ta roHanTea. Komn B 1977
pomi Mingpen I Teiinop 6yna naropomxena Megamio iMeHi Jl:xona Herobepi 2a poman “Typxit rpomy,
moIyil Miff Iad’ Opo POSHHY YOPHUX aMEPUKAHINE, 9HA IPUXIILEHICTE OOQHH 10 OJHOTO H 10 CEOEi
2eMJIT1 Japana iM CHIH OPOTHCTOATH MEIEHHOMY CLIRCHEOMY PACH2MOERI1 B mepion mdempecii 1930 poky,
adpo aMepHKAHCEKA IPO2a OJIA OITEH Ta IOHALITEA HApeInTi OTPHMATA o(uIniiine BH2HAHHA.

eii poMan cTag OpYIow 9acTHHOK TPWIOTI PO BEAHKY OPY:KHY poauuy Jloyrewis, axi
eosoaum 400 akpaMn cuToOi 2eMI1 B CLTBCEEIA IIHOMHEIN miTaTy Miccicim 1 3 KHUIn mig nocTiHHOK
3arpo3010 BTPATHTH i1 Hepes Oopru mo sactaeuux ( [aylor, Mildred D. Song of Trees, 1975; Roll of
Thunder, Hear My Cry, 1976, Let the Circle Be Unbroken, 1981). Tpunoria 2 rmuboKuM COIETYTTAM OO
QOPHHUX CIIBCBKMX TPYIApIE PpO3KPHEAE TEMY OOPOTHEOH 24 BIDKMEAHHA Y BOPOKOMY CYCILIBCTEL
Omorigay BiO Depmoi 0co0n 1 MepcoHak, Mo nok azve Tou kuurk, Kecci Jloyren, TpeTa auTtuHa
QaraTomiTHOI poaHHH depMepa 1 CUTBRCHKOT BAMTENLKH, KBARO 1 ACKPARO POSMOEBIIAE PO ApaMaTHIH1 i

MOBCAKIEHHL MO1i B 3KHTTI iX POOMHI, IIKOJH 1 CEla, YIACHHUKOM 1 CBIOKOM AKHX BOHA OyJIa CEMH-
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ONUHATUATHPITHOK JUTHHO, AKA PEaryBala Ha BCE, INO BIIOYVEBATOCA HABKOJIO 3 BEIMKOK IIIKABICTIO i
OeamocepenuicTio. [ THOOK BpaKeHHa UTHHCTEA, IO 3EOPYIININ i1 po2yM 1 cepue, nonomornu Kecei
Jloyred EMPOONTH TOPIMII | HERATEKHNH XapaKkTep, POSEUHYIN B Hilf CUIbHE IOYYTTA TKO0E] 1
BIAYHOCTL J0 OATEKIE, SK1 CEOIMH IMOBCAKTEHHUMH BUMHKAMH, IIOBETIHKOK, CTARJIEHHAM 00 JHOJe 1
POSMOBINAMHE-2AETAHHAMI [IPO Opamypie pogy GOopMYEBAIH B JiTeil 0Ty TTA EIaCHOI TMIHOCTI,
MpaeadcTEa, 9ECHICTD 1 TOCTPE HECIPHAHATTA PACOBOT HECTIPAREVIHEBOCTI IO BIIHOIIEHHIO 0 ce0e Ta
IHIIMX JTIogei.

BanwTtepa Hina Maiiepca (Walter Dean Myers) BiOpi2HIIOTE ONTHMICTHYHE CEITOCIPHAHATTA,
OOCHTE POSBHHYTE MOYYTTA IYMOPY, MalHcTepHe BIATEOPEHHA CYIACHOTO MICHKOTO MOEBJIEHHA HOPHUX
AMEpPHUKAHINE, IIIbHA 3allKABIEHICTh MPoOIeMaM i MUKETHIMHIK CTOCYHKIE CYYacHOT aMepHKAHCBKO1
Monoai. Horo npo6aemui pomann Hoeoro peanizmy “Tpimni anremn” (Fallen Angels, 1988) npo eTniune
SMINTYBAHHA B aAMepHKAHCHKIA apMii mig 9ac B ernaMcrkoi Bifiun, “Cropmionn” (Scorpions, 1988) opo
Ipyx0y adpoaMepNKAHCEKOTO TA IYEPTOAMEP MKAHCBKOTO IITMITKIE, IO MUTKHYINCA 3 HEIO-HOPKCEKOD
QaHIOK MATOMTHIX 2104HHIE, ~eck v Tempael” (Somewhere in the Darkness, 1992) mpo
B2AEMOCTOCYHEN OATLKIE TA MITEH B adpoaMepHEAHCEKNX CIM TX VELIIILIH B MOYECH] CIIHCKH
OpPEeTEHOCHTIE HAa Megans iMeHi Jlxona Herob0epi. 3a 3Hauuni BHECOK ¥V POEHTOK HEIPHTAHCEKOL
mitepaTypu ana oHanTea B I Maiiepc qoTupu pasu cragas gdaypeatoM npemii imeni Koperra Ckotta
Kinra (The Coretta Scott King Award), a g 1999 pom fiomy Oyia opucyTxeHa TiTepaTypHa Haropoia
iMeHri Bip mxunii XeMUTLTOH.

OxpiM EUIIE HABAHUX TOCTPO COLATEHEX npodaeMuux poMmanie, B J1 Maiiepc manucae roeHHO-
natpioTuauit pomad “Tloae cmapu”™ (The Glory Field, 1994), mxineny noeicts “Pemoptax eiinexa
Poxa” (Danel Rock Reporting, 1994), cyuacui npurogaumeki Micski poMann I enaxuit Cem, KpyTuit
Knatig 1 Cradd™ (Fast Sam, Cool Clyde and Smft, 1975), "Monoai nomoenacuusn” (The Young
Landlords, 1975), “Kpuctan™ (Crystal, 1987), “Pen Mumi™ (The Mouse Rap, 1990). Miciem gii
OPUTOSHUITBKHIX POMAHIE € HpKO-HopKepkuil [ apimeM, rolo BHUMH IepCOHAKAMU-OMOB1TaATaMIE —
CHMITATUYHI MOJO/] YOPHI MENIKAHIT FapIeMChEKNX KBAPTATIE, K1 2 BIPOKD B CBOK KMITIHERICTE 1
BUHAXIIIHEICTE, IOKIATAIOYMHCE HA MIATPHMKY CiM 11 ApY2E, A TKHYEIINCE 2 PEATLHIMH IpoOIeMaMi
3pOCTY 1 BHOOPY EHUTTEBOTO MULAXY, INYKAKTE 1 SHAXOOATE OPMITHATHI 3ac00I iX BHpIMIeHHd. Y
MOJIOALEHIH MiceEll npoz1 B ]l Maliepca apaMaTiaM 21TKHEHHS 3 COMATBHO 1 PACOBOKD
HECTIPABEIIHEICTIO 3M AKIIYETBCA TYMOPOM, YBATOK 10 MOSHTHEHHX OOKIE JKHTTEBOTO JOCELTY TOPHOL
aAMEPHMKAHCLKOI MOJIO] I IOSHTHEHUX PIUC iX XapaKTepiE, 0 BHABIAKTLCA B CKIATHIK CUTY ALILAX.

Y 1980-90-T1i poxH y 2B 943Ky 3 MOCIJIEHHAM EIIHEY KOHCEPBATHEHHX 1€l vV IOJITHIHIH 1
CcOmMATEHO-KYNbTYpHIT chepax xurta CIIA inTepec 10 MyILTUKYALTYPHOT MTEPATYPH IIOMITHO
MOCTA0OHECA | KITBKICTh HOBHMX My OmiKamiii adpoaMepHEKAHCHKNX MICEMEHHNKIR, KA i 70 Toro He Oviaa

SHAYTHOK IIO Bi,E[HOI.T.IEHHI-O a0 Bi,Z[CDTKOBOFO CKIAOY MOPHOTIO HACEJIICHHA Kp.':ﬂHPI, plBKO SMEHINIIACA. 3a
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gamuMu P Cimc (), HaBegeHHMH B ece ~JIHTI91 KHIGEKH OpO Y0PHEX: JOIOBIAL IO CTAH CIOPAaE Y
cepequni 80-x7 (_..), mume 1 pincoTok kuur, onyomkoeanux y CIITA e nepurifi nomoeumi 20-x poxis,
30CEepeIKYEBAIN YEATY HA KMTTI HOPHUX aMepHKAHINE.

OxpiM IT'9TH BEMHKUX THCEMEHHHKIR 1 IOETIE, TBOPIIE OOCTORIPHUX TITEpATYPHUX 00pasie
gopuux aMepukaumie: Jlrocuie Kmidton (Lucille Clifton), Enoiza I'pinding (Eloise Greenfield),
Bipmaunia Xemuneton (Virginia Hamilton), Meponu Bexn Meifitic (Sharon Bell Mathis) Ta Banstep
H Matiepc (Walter Dean Myers) mpogoe:xyEaTl BEUIABATH 3MICTOEH] KHIGKKH IJIA JITEH Ta KOHAIITEA
Emmi Bpasu (Ashley Bryan), Emic Yaiiapece (Alice Childress), Poza I'ait (Rosa Guy), xyu Txopoau
(June Jordan), Jlacymiye Jlectep (Tuliug Lester), Minapen IT. Teitnop (M.D.Taylor) ta Bpenga Binxincon
(Brenda Wilkinson).

Tak, manpuKIag, s3HAYHMI IUTANLKHH iHTepec BUKINEATH poMaun Minapen IT Banstep
“Croponna gipauna’ (Walter, Mildred Pitts, The Girl on the Outside, 1982) — icTopia mpo gecerperanio
cepeIHBOi MKOMH (EOHA PO3KAZYETECA 3 PI3HUX NOIIASIE, IO HepryHOTHCH, JEOX YHIEHHIb, O110i T
gopuoi), 1 “Tomy, mo mMu € (Because We Are, 1983), opodnemunii poMas mpo koHGMIKT YopHOi
CTAPIIOKTACHHIN 2 HETPUTIHCEKOK OOMMHOK. 34 MORICTE Mpo Jecarupiudoro J:xactica, aKumi
No2HAMOMHECA 2 icTOpicio adpoaMepHKAHCEKIX KOBOOIE HA cTapoMy Jaxoni, nepedYEADTN HA KAHIKYIaX
v migycd Ha pan4o B mtaTi Miccypi, M Il Banestep Gvaa npucymxena mpemia imed1 Koperra CroTra
Kinra (Justice and the Best Biscuits 1n the World, 1986).

JariHuyIOuH PO 3O, CIT MIAKPECTHTI, IO adpo aMepUKAHCEKA UTAYA JITepaTypa QealepedHo
eimoynaca. V Hei raudoKe HANIOHAIBHE KOPIHHA, AKE HUENTEL TEOPYICTE CYIACHUX MHUCEMEHHUKIE 1 Oyae
CIIYHTH HOBUM IOKOJIHHAM aMepHKAHCLKHX HETPHTAHCHENX XYIOOKHUKIE ciaoea. [IpuknagaMu HOBHX
TOJ0CIE, K1 2a3BYUATH B AMEepUKAHCHKIN JUTATIH MTepaTypil OCTAHHIM YacOM, MOKHA HASBATH
ITarpumiro K MaxKiccax 1 lepon Hpeiinep. Ilatpumia K. MaxKiccak nume gutady XyI0MHHIO IPO3Y,
GemeTpuzoeani 0iorpadii Ta TOKYMeHTATEHY nposy. Bona aeTopka kuurn “TemMua TpUIUATKA: IIBOSHH]
ICTOPIi IPO HATOPUPOOHE , 4 TAKOX 201pHUKA “HopH1 pyKH, 0111 BITPUIA: ONOEBITAHHA IPO
athpoaMepUKAHCLENX KMTOMOBIE , K1 OTPHMATH BHCOKI BIATYEN CYUYACHHUX KPHTHKIE TA IMTAUIR
(Mc.Eissack, Patricia C. “The Dark Thirty: Southern Tales of the Supernatural’, "Black Hands, White
Sails: The Story of African Whalers™).

Tepon [peiinep 3 BeIHKOK MYKHICTIO, TAKTOM 1 BIPOK B AYIIEEH] CHIH adpoaMepUKaAHIIE
MHIIE IO TAKl TPAriTHi OOKH HHUTTH, K 3KOPCTOKE MOBOTHKEHHS 2 JITEMHI, HAPKOMAHIA, THAIITEO,
HENTACH] BUIATKHE, 0 AKIHIYEATNCA CMEPTIO, K1 TPANUIAIOTECH 2 JITEMHE 1 IITTITKAME. 3a mepruuii
npobnemunii poman “Casosn Turpa” [epon Mpefimep oTpuMana maropony iMmeni Koperra Crorra Kinra
(Draper, Sharon M. Tears of a Tiger, 1996; Forget by Fire, 1998).

OcHOBHI HATIP AMKH CYYACHOI aMepHKAHChKO0I I TepaTYPH JTH MOI0TI

VY posmuai 8 monorpadii “Big poManTHaMy g0 peanizmy. 50 poKiE pocTy 1 3MIH Y MOIOILKHLIT
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mitepatypi” Matixn KapT posrngnae nuTagu4g mpo AT Ta 2aBJaHH4 il TiTepaTypu. Big sasmadae, mo
HaOUILII NOMHpPEHe BH3HATEHHS ii IPU3HATEHHA — e CIYTYBATH MOCTOM MUK JUTAYO Ta JOPOCIO
miTepaTyporo. Tak, manpurnan, X PoumMal muire, mo okpeMi IpeKpacHi CYYacH] KHIDEKH 3JaTHI
CTUMYIIKOBATH, 2aX0OIUTIOBATH 1 CTYVKUTH MOCTOM J0 Kpaliux TEOpie gopocnoi mitepaTvpu (Rochman,
Hazel Young Adult Books, p.398). E.Uembepc, po2EnEaI0OTH el MOMNALD, MIAKPECHIOE, N0  MOJIOILKHA
JIiTEPATYpPa MAae CEOE MPHU3HAYEHHSA He JINIIE B HABSJEHH1 MOCTIE, a7l¢ EOHA 34aTHA POOUTH Te, o i
CIIPABXKHA JITEPATYPA, TOOTO POCTH, INOO 3AMOBONLHATH TYXOEH] 3AMNTH IHCEMEHHUKIE 1 THTATIE
PI2HEMHE 2ac00aMI, BIOTYKYIOUNCE HA CEOK) ICTOPIR0, 1HIM MUCTEIITEA il HA 23alIMTH CEOTO Hacy
(Chambers, Aidan, Alive, p.88).

Bumory eignoeigatn sanutaM gacy M. KapT iuTepnperye gk “sabesmedeHHa 0 JHOTACHOCTL H
AKTYANILHOCTL B OCELEEHH] CIIPHUX MUTAHE 1 CKIATHUX 22749 CYYACHOCTI, 4 3ABJAHHAM MUCEMEHHUKIE,
Ha fl0T0 OYMKY, € EMITH pOOHTH IIe EMiI0, TaK 00 MOJOALEHA TiTepaTypa, Hoai0Ho 10 OyIb-aKoi
COPAEXKHBOI JITEPATYPH, MOIIIA 3a0e3MedNTH JYXOEHE 30aradeHHd YHTATIE, JAKYH HACOIOOY,
PORMUPKKYH EKUTTEENI JOCELT 1 pospuBaoun cMak (11: 249).

[Tob poamHpORATH EKUTTERH JOCERIT JITEPATYPa MIOENHHA HAJABATH YHTAYAM MOXIHEICTE
MiANIAOATH 10 BIIIME AK 2alANBHONPHIIHATIN, KOHGOPMICTCEKHE, TAK 1 ANETEPHATHEHNY CYCILIEHNX 1
oco0ucTHX miHHOCTeH. BoHa mOBMHEA IPOMOHYEBATH IMILTIIIIMTHI MOOET1 KOAEKCY MOBEIIHKI,
BIOIITOEXVIOYHCE BIl AKMX THTAY1 MOXYTE BHPOOIATH BIACHI CTPATENT OOV I0EH MOPATBHOTO SKHTT.
Ja dopmynropanuam backiu, Kaptepa 1 Xeppic miTeparypa "BEMXOBYE YHTAYIE V OYCI IPHIAHATHX Y
CYCIUIBCTEL HOPM MOBEIIHKH, IPHIYIAI0TH iX 40 3araIbHOIPHITHATHX KOHIEITY ATEHIX CXeM
CYCIUIBHOTO 1 ocoouctoro xutta  (Baskin, Barbara, et al. “The Search for Values: Young Adults and the
Literary Experience’, "Library Trends’, 30: 70, 1988). M A Exgeapac gozama me 0OWH aCIeKT,
MAKPECTHBIIN, 10 ~HABAEKINEBIING BHECOK KHUT A4 MOJIOA1 — AOMOBHKBATH KUTTEBHH JOCEIT
HUTAYIE, POOHTH OLTEIN 1HTeHCHEHEM iX :xuTTd (Edwards, Margaret A, The Fair Garden and the Swanm
of Beats, p.76). Iliamime M ExmenoTn Hazeae ne “TepaneBTHIHOK QYHKINEK  MOIOILKHOT TITEpATYpH
— “IonoMaraTi BITKPHEATH VHIBEPCANLHUIH XapaKTep HHAILKHX EPEKUEAHE T€PEe3 ONOCEPEIKOBAHMIT
YHTAUBKHI JOCELT, AKHIl IPONOHYE IUTAYaM ATBTEPHATHEH IX BIACHUX KHTTIE 1 TOTMHOMIOE TIzHAHHA
caMux cebe 1 ceiTy” (11: 250).

IIigcymoryoan enzHaveHHa 1 QOPMYIIOBAHHEA IUIEH 1 3an0aY miTepatypu o414 monomi, M Kaprt
pPOOHUTE BHCHOBOK, IO B 14€4T1 BOHA MOBMHHA BIAMOBIAATH TPHOM KPHTEPIAM XYIOMEHOCTL, BHCYHYTHM
T.C EniotoMm. UuTanua miTepaTypu Mae cnpuar 1) oBONIOTIHHIO MYIpIcTIO;, 7) HACOIOA1 MUCTEIITEOM; 3)
otpuManHio 3agoeonensd (Eliot T 5. Notes Towards the Definition of Culture, quoted in 11: 251).

Barato cyqacHuX aMepHKaHCBEKMX ABTOPIE OI4 MOJOI1 VCEIOOMIIOITE BHCOKY BIANOEBIIATLHICTE
MHCTEINTEA. [X TEOPH PeaNiCTHYHO JOCTITKYIOTh ;KHTTA CTAPIINX IIATITKIE 1 IOHAITEA Pi3HHX IPOIIAPKIE

HaCE/IeHHA KPAiHM 3 iX p13HOMAHITHHMHE XapaKTepaMI 1 JOJAMIL, 4K poOLain cEiil BHOIp ¥y SKUTTL,
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S TOBXYIOTHCA 3 IEBHUMH COINATRHIME, MOPATEHO-eTHIHHUMH 1 IICHX0T0T0-(131010 MIHHME
npoOmeMaMu 2pocTy 1 aMy:xHIHEA. Kono miTepaTypHUX repoie IpOrpecHEHOl MONOOLEHOL JITEpATYPH
OOCHTE MIMPOKE 1 BIJKPHUTE AN Peasiil ;KITTA aMeEpPHKAHCBKOTO MYIBTHKYIBTYPHOTO cycminscTea. e
MOKYTE OYTH DIATOMOTYYH] ~HOPMATEHI MOJOII JJKOOM, TOMOCEKCYATICTH, HapKOMAHH, TOPH1, OLT1,
KOJIEOPOEL, MICITEEL MEINKAHII i HOBL IMMITPAHTH, O€3O00MHI, JOEEIEHL 00 YOOSTEA, Ti, IO 2HAXOOATECA B
HeOesner, KepTEH HACHIBCTEA 1 JKOPCTOKOTO MOBOIKEHHA a00 CHILHI, BOIBOEL, BHCOKOMOPaNbHI
0COQHCTOCTL, 30ATHI EIICTOKEATH MOPATEHO-€THYH] 11eann qodpa 1 copaseanueocTti. OmoBLm mpo ix
JOJ1 3EMYAHHO CYIPOROTEYIOTECA BCeOIUHUM COMATEHEM AHATIZ0M IIEHTPATEHOI IPOOIeMH, KY
MepeMUBAOTE repoi, 1 MIPOHN2aH1 I'YMAHICTHYHHMHE IePeKOHAHHAMY AETOPIE TEOPIE.

Beayunii xaup cydacHoi MOIOSULKHOL PO 3K, IPOOIeMHMII pOMaH HOEOTO PEalisMy, OTPHMAE
TROpunil nomToexX v 1970-80-11 poku mix EMIHEOM BiZOMEX POMAHIE 1 ABToOIoTpadMHIE KHIKOK PO
MAMTKIE, pO3PaX0OBAHHX HA JOPOCINX YHTAMIE, AlTe K1 OVIH 3 €HTY21a3MOM IPOMHTAHI 1 3aCBOEH]
MONOOLEHOO aysuTopieo. e 6ymu pomann Jlx J1.Ceminnxepa “Jlorens v sxuti” (Salinger I. D). Catcher
i the Rye, 1951), Xapnep JI1 “Boutn nepecsimunka (G Lee, To Kill a Mockingbird, 1960), 1 Cineeii
IInat “Tlig cxnaunM koemaxkom  (Plath, Saylvia, The Bell Jar, 1963), apTodiorpadiuuoi kaurn Matii
Eumxenoy " 2maro, oMy crnieae nramia B KniTol (Angelou, Mava, I Know Why the Caged Bird Sings,
1970) ta moeicTi xeiiMca Bonaeina “Komnn ¢ bifin-ctpit Mmorma ropoputi’ (Baldwin, James, If Beale
Street Could Talk, 1974).

[lepurorw KHIDKKON HOEBOTO PEATIZMY, IO MITHATA NPOOIEeMy HACHIECTEA E IOBCAKIEHHOMY
EUTTL Mononi, 6ve poMman “Cropouni” Criozen Xinton. Poskazanuil i1 nepmoi 0CoOH CHPOTOIO,
SIEHOM OaHal “KHPHOEBOIOCHX  =GoTHpHaguaTwriTHIM [lonicoem KypTicoM, poman poszkasye mpo
OIOAEHH] JKOPCTOK] CYTHYKHN JEOX MICBKHX OAHT: KHPHOBOIOCHX — MIAMTKIE 3 HEQIATOMOIYIHNX
ciMed Ta “CBITCBKHMX  — CHHKIB 3aMOKHHX DAaTBRKIE, AHTHCYCITIIEHA, XYIITAHCEKA MOBETIHKA AKHX
MiMITPIEAETECH KIACOBUM AHTATOHI3MOM MUK OimummMu Ta oaratumu (Hinton, S E. The Qutsiders, New
York, Viking, 1967). [Iiamime C E XiuTon Hanucana mpoQlIeMHHRIl poMaH Ipo 3I0BKHEAHHT
HAPKOTHKAMI B MOJOJLKHOMY ocepenky Lo @ymo Tomi, me € 2apas” (That Was Then, This Is Now, New
Yorik, Viking, 1971).

Y 1968 powt Ilons 3imgen (Paul Zindel) onyOnikyeas ceiif meplnuil MOTOILKHIE poMaH
“Ceumopog (The Pigman), v axoMy omoBiZag9aMl ENCTYIAKTE B4 KOHQIKTYIOU! 2 0ATEKAMY M1TTITKN
Jlopeiin 1 J30H, YMi TOPHUBTIACTL, 3YXBATI MOBIEHHER] iIHTOHAITT 1 MOTOLEHNH CIEHT HATATYETE MOBY
Xon nena Kondinpa. [inmiTKOEA HEIPHUKATHICTE 1 MI2aHTPOIIYHICTE A TOEXHYIN IPOTATOHICTIE HA
MiIKe TeraedOHHE XYJIIraHCTEO, 3aBAKH SOMY BEOHH NO3HAHOMIINCE 3 OJUHOKHM CTAPHM, IAHOM
ITiruaTi, mo EoMM HOTO MPO2EATN CEMHOEBOAOM. HapiEHa eKCIIEHTPHYHICTE 1 J0OpoTa naua IruaTi
npueadmIa 0 HEOTO 000X MIAMITKIE, K1 CTATH HOro Apy:aamMH i omkyHaMu. CTANOCH TaK, IO depes

CEOIO HE3PUTICTE 1 MerkogyMcTeo xoH 1 Jlopelin HecB1OoMO IPHCKOPILTIH CMEPTh CUMIIATHYHOT iM
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THOIHHE, OTPUMABIIH TAKUM YHHOM KOPCTOKHMH YPOK Ip0 HeoOXIOHICTE HECTH BIAIOBIIATEHICTE 32 CBO1
BUMHKH.

Sk zazmauae Matixn Kapt, mpoonemunii poman Podeprta Jlincaiita “TIpeTenaedT Ha spauHa
gemmiona’ (Lipsyte, Robert, The Contender), axuii puitimos v 1967 polri, € mepimuMH mocIigoBHO
PEATICTHIHIM POMAHOM 24 CEOCH0 TEMATHKOIO, MITEPATYPHEMH FepoaMI, CTIJIICTHKO, CHTYALIE Jii 1
BHpimmeHHAM KoHGDIIKTY B miTepaTypi ana momoai (11: 58). Horo Tema zHaxom:xeHH caMoro cebe i
mepepoQIIeHHd Cede B KOPHCHOTO WIEHA CYCHUTBCTEA PO3KPUEBAETLCA B 00pas Ansdpena bpykca —
QOPHOTO MAMTEA-CHPOTH, AKHH KUE 21 CROEK TITKOK-YIOEOK B MATEHBKIN KEAPTHPI HEKO-HOPKCEKOTO
Tapaemy. Anvdpen HUE Oe2IUTEHO 1 TEMAHO OO0 THX Mip, MOKM EMIATOK HE 3BiE fI0T0 2 TPEHepOoM 3 DOKCY
namoyM JoHaTemw, KMl JOmMOMIT HOMY PO3EHHYTH CIUTY BOJI, YIIEPTICTE, HACTIAIMEICTE 1 TOTOBHICTD
QOpPOTHCA OO THX Iip, MOKK HOTO TPUMAIOTE HOTH, CEPITE 1 POIVM. Y CEITOMHUEBIIH 3 YACOM, IO HOMY He
BHCTAYAE IHCTHHETHBHOIO YCTPEMITIHEA BOMBATH, Ke He0OX1THO YeMITIOHOR] 2 Dokcy, Anwdpen He
BTpatac HAMIID, POIYMIIOUN, MO BiH BUPOOHE ¥ ceQe AKOCTL, HEOOXIOHI AN TOTO, Mob Oy TH IepeMoKIeM
V HTTI 1 0O JoMOMOTTH Horo apyroei-gaproMany Jxefivcy. Ha moeue noguey zanmutanma xeiimca,
Haeimo Ansdpen :0upaeThca TomoMaraTi oMy, Toil BiAmoRiE: T ToMy, IO 4 3HAKO, MO 9 MOXY,
Joxefivce. I i il mapTaep™ (11: 39). Maiixn Kapt masueae “IlpeTengenTa Ha SEAHHA YEMITIOHA IVIOM
OOCTOBIPHOCT] B KOMKHIN JeTAT PeaATiCTHIHOIO OMHCAHHSA CBITY DOKCY, IO IOTPeOye He MEHMoi
BUTPHUEBAIOCTI CEITY HEIO-HOPKCLKOTO HETPUTAHCEKOTO TeTTo. ¥ 1991 pomi B pomani “Xopoopuii™ (The
Brave) PodepT JlincaiiT mokazae gopocmoro Anetbpena bpykca, axuit nomomir miamtky Coui beapy, mo
OOTPAINE ¥ 017y, VHHKHYTH CaMOTyOCTEA.

Y 1973 powi Poza ait (Guy, Rosa) emgana posman “pys1”, sa axum euiiman “Pyo1” (1976) ta
“Emit Txexcon (1978), mo cxmamm Tpumoriio. Y mepmmiil KHI: MOEA e mIpo poIuHy YOpHUX BeCT-
IHMACLKIX IMMITPAHTIE, IO TOYHHAKTE HOBE SKHTTA B HEIO-HopkcekoMy [apaemi. [odox pogunn Kefiti
Dimimiro 1 Pydi MyInaH HacMITKAME, Ipe3upany { OHIN O THOKIACHHKN depes IX TUEHY BecT-1HmificERy
MOEBY 1 BEJIUKI KYILTYPHI PO30LKHOCT] B iX noeeminii. Monoama cectpa ®imimia mignagae mia
OIIKYEBAHHA TOPHOT aMepHKaHkH EqiT J[3KeKcoH, TaK caMO 3HEXTYBAHOI pOBECHHKAMM, AJIE€ CIIILHOI i
He2ANEKHOT JIBTHHN, KA IIC/IA CMEPTL MATeP1 TA SHUKHEHHA II1C/IA UEOTO OATEKA CTAE [OJOEBO0 CIM'1
mamTkie. le 6yE mepiuil MoToOUKHHEHA IpoOIeMHEA TEID, HAMHCAHHHA BEeCT-1HIIHCEKOK IMMITPAHTKOK
HA OCHOE1 De3MoCcepeIHLOTO XUTTEEOT0 TocEiay. BiH npaeaneo mokasye, SK BAMKO JOBOOUTLCH JITAM
IMMITPAHTIE, AKHX POBECHHKH BEAKAIOTH Ty KHMH, 3 AKHMH NPOOIeMaMy aKKYJIBTYPalii iM JOBOJHTECA
CTHKATHCA 1 B AKUH CKIATHUI BY20J1 IPOOIEM IepellIiTAIOTECA KIACOEL, PACOE]L TA eKoHOMIYHI daKkTOpH
I MI0Iei, mo ey Th v HecTaTkax (Guy, Rosa, The Friends, 1973; Ruby, 1976; Edith Jackson, 1978).

ITepimi mpodaeMHE1 POMAHH HOBOTO PEATISMY OYIM He2BMYAHHUMN KHIDEKAMU, TOMY IO iX
TiTepaTypHi repoi DOXOIIIH 2 OIAHHX POOUH 1 BeIH BAKKNHA, a IHKONH [ CYBOPHI, MOBHMIT Hebesmek

cnocid xuTTA [lepuneTii iX HEIPOCTHX J0Ib E1A0OP LKA TOCTP1 NPoOIeMH CyIaCHOTO
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AMEePHKAHCBEKOTO CYCILIBCTEA, AKI HIKOJIH PAHIIIE HE BTLTIOBAINCH B ITEpaTypl A4 MIATITKIE Ta
IOHAIITEA, 4 MOBA Tepoie OyIa He3BEUYHO TPy 000 1 0e3rpaMoTHOK, M0 INOKYEATA TOPOCINX TUTATIE 1
EPUTHEKIE, K1 He OasKamy, mod moJi0H1 KHIKKN BXOJIIN B KOO YUTAHHA aMepHKaHchkoi Momonl. OnHak
1 TEOPH CTABANIH MIOITYJIAPHUMHE, 3aE0HOEYEATH TUTANBKY ayIHTOPII0 CEOEI0 JKHTTEEOK IPABIoIo i
AKTYANEHICTIO. AETOPH HACTYIHEX IPOOJIEMHIX POMAHIE BCE CMINHEINIE POIIHPIOBAII MEK]
TpaguIiiiHoi oaronpucToiuoi KoHGOPMICTCEKOI TITEpaTypH SI4 MOJIOI1, TOPKAKTHCE 3a00pOHEHHK
TE€M 1 OOJIICHHX MMTAHb, OB S2aHUX 13 IPOoOIeMaMH MEPEXITHOTO BIKY 1 3 DOILOBHMH TOYKAMI
AMEPHKAHCBEKOTO CYCILIECTEA. | aK, HAIPHEIAM, ¥ poznal B eTHaMchKoi Biifun Het Xentodd xputiamo
OPOAHATIZYEAR €THKY MPU20EY 00 AMEpPHMKAHCEKOI apMil 1 YHHKHEHHA CIY:HOH B apMiil Y IpodieMHOMY
poMani “MeHe copasdi TATHYTE, all€ HIIMO MeHe He snaMae (Hentoff, Nat. I'm Really Dragged but
Nothing Gets Me Down, Simon and Schuster, 1968). JIxoun JoHorad 3naMar HaficTporime Tady B
TiTepaTypi 04 MOTITKIR 1 OHALITEA, YBIBIIH TEMY TOMOCEKCYaTi3My B poMan i nopuigy Tyau, aume
moizaka Toro komTyeana (Donovan, John. I'll Get There: It Better Be Worth the Trip, Harper, 1969).

Y 1970 pom Tacymi Bnym (Blume, Judy) manucana xamEky opo ¢131010 1981 npodIeMn
JOPOCTIIIANHA, K1 TOCTPO HMepeXNBAIOThCA JIBIATKAMH-MIMITKAMY, M7 HA2EOK ~MOMUIHEO, 91 He
oyay” (Then, Again, Maybe I Won't, Bradbury, 1971). ¥V 1975 poui enifimor poMan xyaoi baym
“Hazaexou~ (Forever, Bradbury, 1975), axuil BiAEepTO 1 JeTANBHO POSNOEBIIAE IPO IEPIIE KOXAHHA 1
CEKCYAILHMI JOCE1D MITITKIE. ¥ 1973 pom Amica Haligpecc manucana npoOmeMENi momdos I
poman “Tepolf Hinmo iHme gk 0OyTepopon (Childress, Alice. A Hero Ain"t Nothing but a Sandwich,
Coward McCann, 1973) 2 nraHanaTeMa OIOBITAYAMI, B AKOMY PO2[JISIATOCE IUTAHHA IPO
3MOBKHBAHHA TepoiHOM MAMITKAME. 3IBATITY BAHHA CTAIO TeMoo poMany Piaapaa Ileka “Tu cama B
oyaunuky?” (Peck, Richard. Are vou in the House Alone?, Viking, 1976).

11 magspu=aiine BIABEPTI 1 MPABIME] MOJOIKHEI MPOOIEMH] POMAHH HA TEMH PACOBO-ETHITHIX
KOHQIIKTIE, OAHIUTHAMY, HACHILCTEA, CEKCY, HAPKOTHYHOL 2ATeKHOCT] TOIMo Oy HATIHCAH1
TANAHOBHTO, IIHPO, 2 BIIIYTTAM CTYPOOBAHOCTI 34 IO MOJIOAUX MPOTATOHICTIE, TAKTOBHO 1 KOPEKTHO,
MOBOIO, 2pO2YMIION 1 TOCTYIHOIO M4 IOHNX YHTAYIE. BiICyTHICTE HANLOTY CEHCAINAHOCTI, CTPEMIIHHA
MOJOCKOTATH HEPEH, BUKIHKATH Iy TTEEL 30YVIKEHHA, MOKYEATH I 0OPA3NTH IOTYTTA NPHCTOMHOCTL
CEIIYIIN IPO BHCOKY BIANOBIAATLHICTE ABTOPIE Hmeped roHuMH snTadami. e Oyima copae&ua, cepilosHa
XYOONKHA MTEPATYPa, 3 KO JOEEI0CH PAXYBATHCA KPHTHEAM, JiA9aM V TAIY31 OCEITH, O10M10TEKAPIM 1
QaTLKAM, TOMY IIO i1 IPHAHATA AMepHKAHCEKA MOI0ds. Monoai Oymo mMiKapo 9HTATH 3MICTORHI pOMaHHI
OPo POBECHHUKIB-CYYACHUKIE, IO MEPEEUBATY Ti 3K IOYYTTA 1 NPoOIeMH, 3 AKHMH BOHH OYIH 0CODHCTO
3HANOMI B pealbHOMY ENTTL. TOMY V HEpUIONpOXITIMiE NpoOIeMHOr0 POMAHY HOBOTO PEeaTisMy
3 gBRMIOCA OaraTo IPHOIMHUEIE, TOCTITOBHUKIE, HACTIAYVEATIE, JEAK] 2 AKUX eKCILTYATYBATH MOJTHIIT
JEAHpP Y HOTOHI 3a TErKHM YCINXOM, JHCKPEIUTYIOUH THM CAMHM CaMi IOHATTA ~ MOJOMI¥HA JiTepaTypa

1 “MOMOOUKHUE npoOneMHRE poMaH .
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IlepemoM y TeHOeHINi, IN0 HAMITHIACE, O BYJIBTAPHOCTI 1 3ApI0HEeHHT EKaHpY OO PIBHA
MOCIOHNKA 91 NOPATHHKA 3 MPOdIeMH HepeXinHoro eiky saiiicuue Podept Kopmaiiep (Robert Cormier),
AKHIl Hagae mpoOIeMHOMY pOMaHy TPATeIiiiHy MACIITAOHICTE 1 IINOMHY COIMATEHOTO AHAMIZY. JaBTIKN
HOTo MPUHIIUIORIA BIAMOEL BiJ ITACTUEUX PO2E 20K H0J1 Tepoie, CMITHEOMY il IepeKOHTUEOMY
300pPAKEHHIO PEATBHEX CIUI 314 B CY4acHOMY CEIT1, IPOOIEMHMI poMaH HaOYE OpYyToro QJUXAHHA, 4
IiTepaTypa 404 MOJOI] OOCATIA OUTRIN BHCOKOTO MPeCcTH:Y 1 CTATYCY.

Pooeprta Kopmaiiepa eiapizHge OUIsHA YEATA 0 TOTO, 9K (prmocodcekl i pemiriiini CHCTEMH,
2ArANBHOMPUAHATI MOPANBHO-ETHYHI HOPMH 1 JOMIHVEYI B CYCILIECTEL COIIANEH] IHCTUTYTH BILTHEAKTE
Ha GOpPMYEAHHA il POIEHTOK 0COOHCTOCTI MOIOA0 MoauHH. Foro TparidHi poMaHH 3EMYAMHO
SAKIHIYIOTBCH 3arHOIIII0 Y1 IOPA3KOK0 MOJIOJUX IepoiE, AKI PHIHKHY/IH He PaxyBaTHCH UM He
MAKOPATUCA CIUIIAM 2714, IO J1I0ThL YV paMKaX TAKUX COINATLHNX 1HCTHTYTIE, 9K YPAI, IepKEea,
HABYATBHHH 3aKIaI, JIKapHA, apMid TOMO.

TenTparrHoK TEMO MEPUINX I ATH MoJoALKHNX poManie Podepra Kopumaiiepa e npoTucToanua
oKpeMoi 0COOHCTOCTI AMOPATEHIM CHCTEMAM COIATBHNX 1IHCTUTYTIE. TaK, v IepioMy poMaHi
muceMeHHnka “Tlloxomanua eiiiua™ (The Chocolate War, Pantheon, 1974) 1 itoro mponoe:xenni “Tlicna
IToxonannoi eiiiun” (Bevond the Chocolate War, Pantheon, 1983) xopyMOOBAHIMHE COIIATLHHMI
IHCTUTYTaMH IIOCTAKOTE HEPKBA 1 MPHEBATHA KATOJHNIBKA cepeaHa mKroaa. ¥ poMani “d cup”™ (I Am the
Cheese, 1987) moauTueH1 repoi BCTyIa0Ts ¥ KOHGIIKT 2 VPATOEHMH YCTAHOBAMHE 1 MEIHKO-
MCUXIATPUYIHNME [TEHTPAMH, IO CHIEPOOITHUYAKTE 2 HUMH.

V menTpi yearu pomany ~Llicna nepmoi cmepTi” (After the First Death, 1989) koudmikT Muk
NpOTATOHICTAMH Ta BIHCBKOBHMI, MOTITHIHNME TAa TEPOPHCTHUHHMIE OpraHisamiaMu. I EMAUTLE BCE OOHO
mitae” (The Bumblebee Flies Anyway, 1983) poaxpusaeTscd aryOHUH BIIHE HA MPOTATOHICTIE-
POOITHHEIE MeIHYHOTO 2aKIagy, M0 IPpOBOIATE XIMIHMHI TA ICHXOJOTIYH] eKCIepUMEHTH Hal
OAINEHTAME. ¥ KOXKHOMY 2 IIUX POMAHIE KepiEHUEKN 1 GyHKIoHepy opimiiHNY YCTAHORE KOHTPOIIOIOTE
EUTTEEUH NPOCTIp, V AKOMY JIKOTE repoi. BOHM BCTAHOBMIOOTE (PI3MYHI, COMATBH] 9H MCHXOI0TITH]
KOPIOHHI JO3BOJIEHOCT], PETJTAMEHTYIOUH THM CAMHM MOBEJIHKY 3A7€KHNIX BT HUX miogeii. [lnceMeHHnK
30CEepemIKYE VEATY HA HEOPIJHHAPHUX OCOOHCTOCTAX, EMHHKN AKMX IOKA3YIOTE, MO HAE A3aH1 KOPIOHH 1
00MeKeHHS He IOBMHHI IPHHMATICA TIOAEME IACHEHO 1 5e3CyIIepedHo. IM MOXKHA 1 Tpeba mpOTHIIATH.
Mum nepexoHaHHAM KePYIOTLCA IO3UTHEH] Tepoi POMAHIE.

Tax, repoii npodnemuoro pomany ~loxonagua eifina” crapmokmacHuk [xeppi Perno, Hopadok vy
KATOJIHULBKI MIKOM1, IpuiiMae pillleHHs IPOTHCTOATH oimiiiniil BIagl MIKOIK B 0COO1 B.O. JUPEKTOPA
Opara Jleona 1 Heodimifinill BIaDl MKLTEHOT 0aHAN “HTHIRHUX , BIAMOBHUEIINCE OPATH YYACTh ¥ KAMITAHIL
mo npoaaky mokoaagy mo 30 KopoDOK HA KOKHOTO YUHA 14 MOTMOEHEHHT MKUTRHOTO ORmEeTY. LluMm
H:xeppi KMgae BHKIHK YeCTOMIOOHOMY CTPEMIIHEHIO OpaTa JleoHa BHABHTH CBOT opraHizamiiai 3miOHOCTI,

oo MosEe 2adesneduTi oMy IOCT IUPEKTOpa B MalOyTHEOMY. MOTO BUNHOK IIIPHEAE TAKOMK BILTIHE
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BaTaKKa OaHAu 1 Horo mpuOIMHHEIE, 0o JI:xeppi He MAKOPAETLCA X BKA3IBKAM ¥ X001 KoudmKTY. 3a ceii
OyHT npoTH mKiIEHNY “aeToputeTie” Mxeppi Peno OvE miamauuii ocTpakiaMy, MIAHTAKY 1 IOTPO3aM, AKL
ZABEPIININCT IOT0 HOPCTOKHM 1 08K ATBHHM OO TTAM.

[Ipuiimorniy 70 CE1AOMOCTI micad noGoie, [xeppl HAMATAeTECA CKASATH IPYTORL, 0 Tpeda
CIIENPANIOBATH, [PATH vV Dy TOON, BECEIHTHCA, OVTH B KOMAHIL, NPOSABATH MIOKOIAd, POOHTH ECE, IO
BOHH XO9YTh, 100 TH poOue. Taka moeHa IvXoEBHA 1 (M3MTHA HOopaska Tepod Epasiia 1 MoKy Eala
MePITHX TUTAYIE POMAHY, BHEINKATA Oarato cymepedok 1 auckyciil. Jlume 2 vacoM vy KOHTEKCTI
HACTYITHHX TEOPIE NHCEMEHHHEKA CTANA 3PO3yMLUION OCHOEHA 10ed POMAaHY, AKY MOKHA chOpPMYIIOBATH
Tak: nopaszxa J[:xeppi He Mae penuKoro sHadennd Bawmiaueo Te, o BiH 3poOHE CEiil BHOIp 1 TREpOO
BIACTOIOBAE CEOi NepEKOHAHHA OO0 KIHIA. 11TbKH 3aIHIIAITHCE BIPHIM CEOIM II€peKOHAHHAM, JIOIUHA
z0epirae B co0l 0COOMCTICTE, HARBITE KOMH MOPA2Ka HEMUHYYA 1 3aTPOXKYE 3TN0,

e mackpisHa i1ed BCIX MOMOTIKHEEX MpoOaeMunx poMadie PobepTta Kopmaiiepa. Hespawaroun Ha
Tparemifiny cupAMOEAHICTE Horo poMauie, Podept KopMmaiiep — mucEMeHHHE HaTii, TOMY IO BiH HagHMXae
YUTAYA IPOTUCTOATH OPraHi130BAHMM CHIIAM 3714, COPAMOBAHMM Ha IPHUIYIIEHHA OCOOMCTOCT TA ii
BUTLHOTO CAMOEBHPAKEHH.

Pomannu Podepta Kopmatiepa (Cormier, Robert), xona Jonorana (Donovan, John), bproca
Bpyxca (Brooks, Bruce), @®pau4eckn Jlia bnok (Francesca Lia Block), PoGepTa Jlincaiita (Lipsyte,
Robert) Ta i1HIIUX TATAHOBMTHX OIPOTPECHEHNX AMEPHEAHCEKNX MUCEMEHHUKIE MIHATH TITEPATYPY II14
MOJIO1 HA PIBEHE KPANIUX TEOPIE TITEPATYPH AM4 Hopocaux. CydacHa aMepHKAHCREA TiTepaTypa

POZEHEAETECH IHTEHCHEHO 1 HAOYEAE BCe OLIBMY MOMYIAPHICTE 1 BH3HAHHA YUTAYIE CydacHOl AMepuKu.
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Selected Young Adult Books
(based on Selected Bibliography in: Cart, Michael. ‘From Romance to Realism’, pp. 283-
288)
1) Angelou, Maya. I Know Why the Caged Bird Sings. New York: Random House, 1969.
2) Block, Francesca Lia. Cherokee Bat and the Goat Guys. New York: Harper, 1992,

3) =---- . The Hanged Man, 1994,

4) mmmm- . Missing Angel Juan, 1993.

5) ==--- . Weetzie Bat, 1989.

6) Blume, Judy. Forever. Bradbury, 1985.

7) e--- . Maybe I Won’t, 1971.

8) ----- . Are You There, God? It’s Me Margaret, 1970.

9) Brooks, Bruce. Boy Will Be. New York: Henry Holt, 1993,
10)  ==--- . Everywhere. New York: Harper, 1990.

11)  ==--- . Midnight Hour Encores. New York: Harper, 1981.
12)  ==--- . The Moves Make the Man, 1984,

13) == . No Kidding, 19809.

14)  ==--- . What Hearts, 1992.

15)  =---- . Childress, Alice. A Hero Ain’t Nothing But a Sandwich. New York: Coward

Mec. Cann, 1973
16) Cormier, Robert. The Chocolate War. New York: Pantheon, 1974.

17)  ==--- . I Am the Cheese, 1977.

18)  ----- . After the First Death, 1979.

19)  ==--- . The Bumble Bee Flies Anyway, 1983,

20) - . Beyond the Chocolate War, 1985.

21) - . We All Fall Down, 1991.

22) e . In the Middle of the Night, 1995,

23) - . Tenderness, 1997.

24) - . Heroes, 1998,

25) Donovam, John. Family: A Novel. New York: Harper, 1986.
26)  ----- . I’'ll Get There: It Better Be Worth the Trick, 1968.
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27)  meee- . Remove Protective Coating A Little at a Time, 1973.

28)  mee-- . Wild in the World, 1971.

29) Guy, Rosa. Edith Jackson. New York: Viking, 1978.
30)  =---- . Ruby, 1976.

31) - . The Friends, 1973.

32) Hinton, S.E. The Outsiders. New York: Viking, 1976.
33) - . That Was Then, This Is Now. New York, 1971.
34) Lipsyte, Robert. The Brave. New York: Harper, 1991.
35)  ---- . The Contender, 1967.

36)  ----- . Kock and Jill, 1982.

37) Peck, Richard. Are You in the House Alone? New York: Viking, 1976.
38) - . Don’t Look and it Won*t Hurt, 1972.

39)  ----- . Remembering the Good Times, 1985.

40) - . Secrets of the Shopping Mall, 1979.

41) Plath, Sylvia. The Bell Jar. New York: Harper, 1971.
42) Voigt, Cynthia. When She Hollers. New York: Scholastic, 1994,
43)  Yep, Laurence. Dragon Wings. New York: Harper, 1975.

44) e . Dragon’s Gate, 1993,
45)  Zindell, Paul. My Darling, My Hamburger. New York: Harper, 1969,
46) - . The Pigman. New York: Harper, 1968.
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