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OCOBJIHUBOCTI 30bPA’KEHHS OBPA3Y MICTA Y POMAHI
TOHI MOPPICOH «/I7KA3» B KYJIBTYPOJIOI'TYHOMY TA
ICTOPUYHOMY KOHTEKCTI A®PO-AMEPUKAHCBHKOI JIITEPATYPU

Hocniooxcyromsvcs xyoooxcui  ocobonusocmi pomany 1. Moppicon «/ocazy», npobremamuxa
COYIAIbHO-EKOHOMIYHO20 MA NCUXOJIO2IYHO20 NOJIOXCEeHHs appo-amepukanyie Ha Ilienoui y uacu
T'apnemisecvkoeo Penecancy.

Knouosi cnosa: agppo-amepuxanyi, I apremiscoruii Penecanc, xy0024cHi 0cobausocmi.

Uccneoyromess  xyooocecmeennvie  ocobennocmu  pomana 1. Moppucon  «[rcasy,
npoodIemMamurka CoyuaIbHO-IKOHOMUYECKO20 U NCUXOTI02UYECKO020 NOONCEHUSI Appo-amMepuKanyes
Ha ceeepe 60 e6pemeHa FapﬂeMOGCKOZO Peneccanca.

Kntouesvie cnosa: aghpo-amepuxanyvl, Iapnemosckuii Peneccanc, xyooowcecmeentvle
ocobenHocmu.

The artistic peculiarities of T. Morrison’s novel “Jazz”, the issues of socio-economic and
psychological position of the Afro-Americans in the North at the time of the Harlem Renaissance
are concerned.

Key words: Afro-Americans, Harlem Renaissance, artistic peculiarities.

B 1920-x pokax B adpo-aMepUKaHCHKIM KyIbTypi BiAOyBCS HaA3BUYAMHMIA
nigiioM, Tak 3BaHuil ["aprnemiBcbkuii Penecanc. B ocHOBI 1bOro mporecy Jexann
NOLIYKA CHOCOOIB BUPAKEHHS NPOOJIEMHUX MHUTaHb, IO MOBCTANM Iepen adpo-
aMEepUKaHLSAMM Ta «3aKJIaJaHHs OCHOB» a(po-aMEpUKAHCHKOI KyJIbTYpPHOI TpaJauLii.
3BEpHEHHS A0 aQpUKAHCHKOIO MUHYJIOTO BiAirpaBajo Beiauke 3HaueHHs. [licas qodu
I'apnemiBcbkoro Penecancy, sika 3akiHumiacs y 1930-x, cimigyBana no6a Benukoi
Henpecii. OgHak BXX€ COPOKOBI-II'SITUAECATI POKH TMOB’SI3aHI 3 IMEHAMHU TaKHUX
BU3HAYHUX MUCBMEHHUKIB, sk Piuapn Paiit Ta Paned Emmicon. Hactymuuii nepiof
adpo-aMEepUKAHCHKOT JIITepaTypu, KOTPUM BIA3HAYMBCSA BaXKJIMBUMHU KYJIbTYPHUMHU
noaisiMu, 0y 1960-11 poku. Ha ocHOB1 OypXJIMBHUX MOJITUYHUX BUCTYIIIB 3a MpaBa
adpo-aMEepUKAHIIB BUHUKINA TEOPIS «YOPHOI EeCTETUKH» Ta «PyX UOPHOIO
MucTenTBa». Adpo-aMepuKkaHChbKi MUCbMEHHUKU 1960-X mpUHIIMIOBO HE Oaxkaiu
YBIATH B «0CHOBHMI MOTIK» niteparypu CHIA. ['ogoBHUM KepesnoM iX HATXHEHHS
OyJ0 KHUTTS HETPUTAHCHKHX KBapTamiB. Takoxk 3MIHWIACA 1 CIIPIMOBAHICTH adpo-
AMEPUKAHCHKOI OEJIETPUCTUKH: y CBOIM OUIBIIOCTI BOHA IpPU3HAYanacs JUIIE IS
adpo-aMepUKaHCHKOTO MPOIIAPKY CYCIIIILCTBA.

Hocmimxennssm  TBopuocTi Toni Moppicon (1931 p. H.) 3aiiMaroThCs Takxi
3apyOixkHI JiTeparypo3Hanil, sk Jxkon H. Hroan, @unin [eitmk, M. I'. I'ennepcon,
I1. T. Pagaens, M. P. Konmapn, 1. B.I'ycapoBa, O.B.Ilickyn, B. bocHsk,
M. 3ar’sanmoBa, 0. CrynoB. VYV BITYM3HSHOMY JIITEPATYpPO3HABCTBI BUBUCHHSIM
TBOPYOCTI [MUCHMEHHUII 3aliMalOThCA T. M. /lenucosa, H. O. Buconpka,
C. A. IlyxHara. AKTyaJnpHICTb HAayKOBOi CTaTTI 3yMOBJIEHA CTAHOM BITYM3HSIHUX
JiTepaTypO3HaBUYUX Mpallb, B AKUX XYyJA0XKHI 0COOMMBOCTI pomaHicTuku T. Moppicon
e He JOCHIpKyBaucs. MeTa Haloro AOCTIKEHHS TOJIATAE Y POSKPUTTI Xy IOKHIX
ocobmuBocteir pomany T.Moppicon «JIka3», #oro ¢igocodpcbkoro 3micty Ta
MICUXOJIOTI3MY, a TaKOX BU3HAYUTU KYJIBTYpPOJOTIYHE Ta ICTOPUYHE TIO POMAaHY.
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3aBraHHsAM HamIol CTaTTi € JOCHIAMTHA KOHLEMIio o0pa3y Micta B KOHTEKCTI
JHKA30BOT'0 CTOJITTS Ha npukianal pomany T. Moppicon «/[xa3», Horo icropuuse ta
KyJbTYpHE 3HaU€HHS B )KUTTI adypo-amepukaHiiiB 1oou ["apnemiBcbkoro Penecancy.

Adpo-amepruKaHChbKI MMCbMEHHUKHA OCTaHHBOI UBepTI XX CTOMITTS yBiOpayiu B
cebe Bechb JIOCBIJI CBOiX MOINEPEAHUKIB 1 PO3BUHYJIM iX T€MHU Ta 1€i, THM CaMHUM
3armoyaTKyBaBIId 700y HOBOi epu adpo-amepukaHChKoi jiteparypu. Jliaupyrouy
MO3HUIIIIO y IIi¥ JIaHIIl MMOciIa caMe KiHo4a adpo-aMepUKaHChKa JIiTepaTypa, 3aBAsSKH
TaKUM BHU3HAYHUM NUCbMEHHULSM, K T. Moppicon, Enic Bokep Ta I'mopist Heitop.
T. MoppicoH — 00’€KT HamOro JOCHIKCHHs, MHUChbMEHHHIl, SKa € OJHIE 3
HaliBaromimmx moctared y KyiabTypHomy xutTti CIIA, maypear HobGemiBchkoi
npemii 3 miteparypu 1993 poky. Okpim mporo, B pomanax T. MoppicoH 3HaWuIN
CBOE BIIOOpaXEeHHS OUIBIIICT, KyJIBTYPHUX TEHJIEHIINH adpo-aMepuKaHChKOi
JITEPATYPH KIHUSA CTOJITTSL.

Cama wnazBa pomany T.Moppicon «/xa3» (Jazz, 1992) wmae pgekiibka
CTUMOJIOTIYHUX 3Ha4YeHb. BIiATak, CIOBO «JDKa3» O3HAYa€e HE JIMIIE MEBHUU BHI
MY3WKH, aje€ W TaHUIOBaJbHUM CTWIb, a TaKOX TMEBHUM HACTPIM JIIOJUHMU:
NOKBaBJICHHS, HATXHEHHS, 30y/>KEHHS; LIl TEPMIH TAKOXK O3HA4ya€ IMyCTl Oalayku
abo OazikaHHS, y TEBHUX BUMAAKaX BXUBAETHCS I BUPAKEHHS CEKCYaJIbHOTO
miaTeKcty (H. m. "jazz me, baby”). Takum unHOM, Ha3Ba pomany T. MoppicoH Bka3ye
HE JIMIIIE Ha JHKA30BY MY3HUKY, KOTpa Oyna momysnspHa B ['apiemi B 1920-x pokax, ane
ii Ha TaHeIb, HA HATXHEHHS 3 SKUM repoi poMaHy npuixamu 10 Hero-Hopky, Ta sike
BiUyBaJIM MpHU JyHAHHI MY3UKH y HETPUTSIHCHKHX KBapTajax; Ha3Ba 00’€qHana B
co0i Bci aTpu0yTH TaK 3BaHOTO J[KA30BOTO CTOJITTSL.

Ak 3a3Hayae aMepUKaHCHKHUI JIiTepaTypo3HaBellb Ta JIocaigHuK J[k. XackiHc,
poman «/[xa3» — 11e KHUra B AKid MalCTEpHO MEPEIJIETEH] B OJHY CIOKETHY JIHIIO
JO0JST JIEeKUTIbKOX JIOJeH 3 HEOpAWHAPHUM CTHIIICTUYHHUM OPHAMEHTOM JKa30BOi
MY3UKH. AJKE TPAIUIIMHUNA POMAaHHUN CIOKET HE 3MIr OM BMICTUTH Ta BUPA3UTU
yCIX JAeTaJIel Tiel KyJbTypPHOI €MOXH, a 0COOJIMBO, IPKa30BOT My3HMYHOI 1HTEpHIpETAIlii.
Biarak, Ha miaTpuMky cBoe€i aymku J[x. XackiHC NMPUBOAMUTH AK JI0Ka3 1HTEPB IO
T. Moppicon BunaBauuTBy "Time Online”, B sKOMy NTUCbMEHHHIIS CKa3ajia HaCTYyIHE
npo cBiid pomaH «Jlka3»: «byno TEXHIYHO HENpOCTO HAMKMCATH pPOMaH, SAKUN Ou
CTBOPIOBAB BIUYTTA IMIIpoBi3alii. S Maia NOCTIMHO mam’siTaTh Ipo Te, TaK CaMo SIK
1 untay, mo me Bce Qokycu. Lle Bce mmaHyeTbes, a Mae BUTTSAATH TakK, Hade HE
3arutaHoBaHe. OOpa3 HapaTopa Mae OyTH HEHAJIWHUM Ta 3HATH JIUILE YacCTUHY
icTopii, OyTH IKOMOTa HaWMEHII TOYHUM JI0 KIHIIIBKH OIIOBIJIaHHSI, ajie B TOM K€ Yac
OMOBi/ZIad MaB 3pO3yMITH CBOIO Bpa3NuBICTh. S mparHyia CHPOCTYBaTH 1J€I0
BCE3HAIOYOr0, BCEMOTYTHBOTO, TOTAJIITAPHOT0, aBTOPUTAPHOIO T'0OJIOCY, MOPIBHSBILU
HOTO 3 IEMOKpPAaTUYHHUM IMITYJILCOM JIKa3oBoro ancamoio» (Ilepexnan nam. — B. C.)
[1, p. 108-109]. (In Jazz, it was technically difficult to write a novel that was
supposed to feel as if it were improvised. 1 had to keep in mind, and 1 think readers
should keep in mind, that all of it is artifice. It's all planned, but it should look
unplanned. The narrator is designed to be unreliable and to have only part of the story
and to be the one that was most inaccurate by the time one reaches the end, but at the
same time, the narrator learned about its own vulnerability. I wanted to explode the



296

idea of an all-knowing, omnipotent, totalitarian, authorial voice and to parallel the
democratic impulse of jazz ensembles.)

CroxeT poMaHy € TaKUM K€ CKauKOIOJIIOHUM Ta «PBAHUMY, SIK 1 caMa CTPYKTypa
JKa3oBoi My3uku. Inmes pomany T. Moppicon «/[kxa3» BuHHMKIA 3 MOO0adeHOT
NUCbMEHHHULICIO (DOTOKAPTKU BiAOMOro rapiemiBcbkoro ¢ortorpada Jlxeiimca Ban
nep 3i. Ha miit gpotokapTii Oyna 300pakeHa Moyiojla MepTBa JliBUMHA B TpyHi. byno
B1JIOMO, IIO JIBYMHY BOWB ii KOXaHeIlb, MPH IIbOMY BOHA HOTO Tak KoXasja, II0
MOMHPAIOYH HIKOMY HE 313HajIacsi XTO caMe B Hei CTPUISIB, Ta I03BOJIMIIA MIOMY BTEKTH
3 MicCIIsl 3JI0YMHY. B OCHOBI CIOKETY IIbOTO POMaHy JISKUTh 1CTOPis BiAHOCHH J[>kKO
Tpeiica Ta Horo npyxunu Baioner. 3akoxaHi oJMH B OJHOTO Ta B 1€t0 cBOOOIU y
Tapnemi, 3roJloM BOHHM MOYMHAIOTH BimuyBaTu «Omio3» ("feel blue”). Ix xoxamms
gyepe3 CBOIO OyJCHHICTh B SKHIICh MOMEHT IMOuYMHAaE 3maBaTucs st ko Tsarapew,
TOMY BIH 3aBOJIUTh POMaH 3 MOJIOJIOIO AiBYMHOI0. TuM yacom Baiioner 3HaxoauTtbes
y TOCTIMHUX MPUMApHUX TOLIyKaxX HEMOBJSTH, SIKE BOHA BTpaTHJIa 4Ye€pe3 CBOIO
HEBJIaJTy BariTHICTb.

VY cBoemy pomani «J[>ka3» T.MoppiCoH IMITye CTWIICTHKY JIXKa30BOi TIpH
3aBISKM (parMeHTapHiIM TOOYyJI0BI TiTa TBOpPY, IO HAraaye y CBOK 4Yepry
CBOEPIJIHUN «IIOTIK CBigoMocTi». Tak, 3 camoro mo4yaTky poMaHy QparMeHTd
iH(dOopMaIlii 3MIHIOIOTh OJIMH OJTHOTO Y XaOTHYHOMY mopsaky: [xo Tpeiic — 4omoBik
Baitoner, Baiioner m’sThmecaT pokiB, BOHa Xyja; IIOMepia JJiBYMHA CTaBWja
NBO3HA4YHI 3amuTaHHs Tomo. OCh MO THUIIE 3 I[HOTO TPHUBOIY aAMEPHUKAHCHKHIMA
kputuk [xun Maryc: «Immposizanis y 0poMy poMaHi O3Hayae, L0 IOCTYIOBO,
HAOJIMKAIOUMCh IO KIHIBKA CBO€i PO3MOBiAI, 0o0Opa3 HapaTOpKu mepedyBae y
NOCTIMHOMY 3AMBYBaHHI BiJ] CBOI'O TBOPIHHIO, ICTOPisl SKOi MOCTYIOBO IOYHHAE
BTpayvaTy BIJNOBIAHOCTI 3 ICHYIOUUMH PaHIllIe CIIOJIBAHHIMH Ta PO3paXyHKaMH Ha ii
joriyHe 3aBepuieHHs. T. MoppicoH IE€MOHCTpye, 110 HapaTWBHA IMIpPOBI3alid y
pOMaHi O3Ha4Ya€ PU3HMK, BUHUKHEHHS CIIOHTAHHUX pEakIliii Ta CUTyalill y mpoiieci
CIO’)KEeTHOTO TBOpeHHd. Lle onuH 13 mpuilomiB, 3aBasku sikomy pomad T. Moppicon
KOMITO3UIIITHO HAOIMKAETHCS 10 CTUIIICTUKH Ta CTPYKTYpPH JKa30Boi My3uku. [Homi
rojIoC HapaTOPKH TOBOPUTH IMPO CBOE BIJHOIICHHS O CTBOPEHOI HEK icTOopii Ta
repoiB, KOTP1, 3/IA€THCS, 3HAIOTH 1 PO3YMIIOTh ce0e Ta HApaTOPKy Kpallle, Hi>K BOHA iX.
Boanouac, HapaTopka TakoK BHCIIOBIIOE€ CBO€ BIJHOIICHHS J0 YUTA4iB POMaHY.
[Toxgexyau po3MoBiAb HAPATOPKH 3MOJIETHOBAHA SIK MPOAYKT CAMOTO pOMaHy, a cama
KHUTA CTBOpPEHA Y SKOCTI OMNOBIJAJBHOIO aKTy, Yy SKOMY HapaTopkKa CTa€
HEBIJI'EMHOIO YaCTHHOIO 1CTOPII, KOTPY BOHa cama X 1 ctBoproe» (Ilepexnan Hamr. —
B. C.) [2, p. 123-124]. (The improvisation in this novel means that the narrative
voice is itself suprised by itsown creation, which asserts itself against preconceived
pattern.... Morrison shows that narrative improvisation means taking risks,
responding spontaneously to what emerges in the process of creation. This is one of
the ways in which Morrison's novel approximates jazz music.... If the voice talks at
times about its relation to the narrative it is creating and to the characters who seem
to know themselves (and the voice) better than it knows them/ it also inscribes its
relation to the readers of the novel. On a number of occasions, the narrator's telling is
figured as its product. That is, the book itself is conceived as a narrative performance,
the narrator becoming indistinguishable from the story it makes.)
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Pa3om 3 TuM, IHIIKN amMepUKaHCBKH JiTeparypo3HaBenb A.-M. [Taker-/leiipic y
CBOIi cTarTi «,,/J]xa3*“ Ta Micto Toni Moppicon», mo Oyna HagpyKOBaHa y KypHaui
"African-American Review”, 3a3Hauvae, mo: «CyTHICTb My3UKH y pOMaHi HEHaude
3aMIHIOE TOJOC caMoi HapaTtopku. BoHna 3a0esneuye IiCTOPUYHE TJO, SIKE TOJIOC
HapaTOpPKX HE B 3MO31 MOBHICTIO MepeiaTu. Y cepill pomaHy Ta 00pa3y MicTta Mmy3uka
€ 3ac000M, 110 BUpaXkae IUTICHICTh, 300paxae 37100y ,,TUXUX JITeH, THX, XTO BTIK 13
Copinrdingy, mrar Oraito, 13 Cnopiardinay, mrat Iamgiana, i3 HoBoro Opreany,
mrat JlyiziaHa, micas TOTO, SK Ol 3aJIMIIUCS JIFOTTIO, O1KEHIT 3amOJIOHWIH COOO0I0
ycl goporu Ta nojasip’a“. My3uka BIATBOPIOE BCEOXOIUIIOIOYY MITPALIK YOPHUX
eMITPaHTIB, KOTPI BTIKadW Bij mpurHideHHs Ha [liBmHi, y cnenmdiunay atMochepy
NIBHIYHOTO MICTa, $KE€ IPONOHYBAJIO HATOMICTh CBOI BJACHY >KOPCTOKICTb
(ITepexnan nam. — B. C.) [6, p. 34—47]. (Music seems to function as a substitute voice
here. It provides the historical background the narrative voice incompletely supplies.
At the heart of the text — and of the City — It restores continuity, exposing the anger of
"the quiet children of the ones who had escaped from Springfield Ohio, Springfield
Indiana, New Orleans Louisiana, after raving whites had foamed all over the lanes
and yards of home". It reconstitutes the complex journey of black migrants fieeing
Southern oppression against the peculiar backdrop of the Northern city, which in turn
distills its own violence.) Tomy, MOXIWBO CTBEPIXKYyBaTH, IO MAaPTITypHA
XapakTepucTuka  (PONBKIOPHOI  MY3WKH Ta  BJIACTUBOCTI  €MOIIOHAJIBHO-
30y>KyBaJIbHOT YACTUHU MY3HKH B POMaH1 TaKOX CITIBBIJHOCUTBCS 13 00pa3oM MicTa
Heto-Hopk. TTotpiGHO, Takok, 3pOOMTH aKIEHT Ha TOMy, IO 00pa3 IIbOr0 MicTa
CKJIQZAETHC 13 JEKUIBKOX XapaKTEPUCTHUK.

Tak, coyaTtky Mu ni3HaeMmocs, mo Baitoner 1 [[xo xuByth y MicTi, Ipo sike
HapaTopKa TOBOPHUTH, 110 BOHA OokeBoJiie yepe3 1ie Micto (“crazy about this City”).
ABTOpKa JIeTaJIbHO 31 BCiMa MOAPOOHIIIMH OIKMCYE Miclie, J¢ BiaOyBarOThCS JIHOBI
nojii 3 yciMa ICHYIOYMMH BapialisiMi MpUMap, KOJbOPIB Ta €JIEMEHTIB. 3aBISKU
300paKEHHIO BYJIMYHUX 3BYKIB, TOJOCIB Ta MY3WKH Yy POMaHi IIAPUTh CBOEpiAHA
atMoctepa: "Below is shadow where any blase thing takes place: clarinets and
lovemaking, fists and the voices of sorrowful women... A colored man floats down
out of the sky blowing a saxophone, and below him, in the space between two
buildings, a girl talks earnestly to a man in a straw hat” [3, p. 7-8]. (Tam BHU3Y, —
TEMPSIBa, /1€ KUBYTh YCUISIKI HENOTPiOHI pedi: KJIapHeTH, KOXaHHs, KyJIaKd Ta TOJIOCH
CYMHHMX JKIHOK... 3BIOKUIACH 13-3a XMApWHHU, IPAl0YM Ha CaKCcO(OHI, BUILIUBAE
KOJIbOPOBUIM MY3HKa, a MiJl HUM, Yy 3aKyTKYy MOMIXK OYJIMHKIB, CTOITh JIBYMHA 1 HIOCh
Cepilo3HO TOBOPUTH YOJIOBIKOBI y cojloM’stHOMY Opwiti; niepekiian Haul. — B. C.) A0o,
mie onuH npukiaa: "Up there, in that part of the City — which is the part they came
for — the right tune whistled in a doorway or lifting up from the circles and grooves of
a record can change the weather. From freezing to hot to cool” [3, p. 51]. («VY Tiit
yacTuHi Micta, 3apaau sSKOi BOHU CIOJIU Tepeixaiu, MNpaBuIbHA MEJIOis, IO
BHUCBHCTYETHCS KOJIO JABEPEH UM JiyHAae 3 KT Ta OOpPO3HM IUIATIBKH, 37aTHA 3MIHUTH
noroay. Biag 3aMOpoO3KiB A0 CIEKH, BiJl CIIEKH O MPOXOJOAW»; MEpeKaj Haml. —
B.C)
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T. Moppicon y cBoemy pomaHi «J[>ka3» JeTallbHO BHCBITIIOE BCl €JIEMEHTH
ctuimo kUTTS 1poro Micta: "In halls and offices people are sitting around thinking
future thoughts about projects and bridges and fast-clicking trains underneath. The
A&P hires a colored clerk. Big-legged women with pink kitty tongues roll money
into green tubes for later on; then they laugh and put their arms around each other.
Regular people comer thieves in alleys for quick retribution and, if he is stupid and
has robbed wrong, thieves comer him too. Hoodlums hand out goodies, do their best
to stay interesting, and pay attention to their clothes and the carving out of insults” [3,
p.-7]. (Y 3akimamax, y BeIMKUX odicax CHASATh JIOJAM 1 CTBOPIOKOTH TUIAHU Ha
MalOyTHE, BUMYAPOBYIOTb MOCTH, IMIBHAKOXIJHI MOTSITH, IIO0 TOPOXKOTATH Mij
3emsicto. B oaHIN KOHTOp1 y3sul Ha POOOTY KOJIBOPOBOro. TOBCTOHOTI KIHKH 3
POKEBUMH KOTSYUMH SI3UKAMH CKPYUYIOTh T'POII y 3€JIeHI TPYOOUKH Ta XOBAIOTh iX
“Ha TOTIM”’; TIOTIM BOHHM BCMIXalOThCA 1 KJIAIyTh JOJOHI OJHA OJHIM HA redi. Y
MOIIYKaxX MIBUJKOTO 30aradyeHHs 3BHYalHI JIFOMAII CHYIOTh BY3€HbKUMH BYJIMYKAMH,
ajyie THX, 10 AYPHIII Ta HE 37]aTHI 10 TPaOlKHUIBKOI CIIPaBH, 3710/1ii JIOBIISATH 3HOBY,
1 000uparoTh yke 0e3 xanro. Mool XyliraHu po3KHAAI0ThCS TPOLIUMA, JTi3yTh 31
MIKipH, JTUIIE 337151 TOT0, 100 po3irpitu 10 cede iHTepec, a uepe3 Te, 0 Ha HUX ycl
BUTPIIIAIOTECA JJI1 PI3HOMAHITHOCTI, BOHM BHIIYKaHO OJSTralOThCA Ta BUIAIYIOTh
XUTp1 3auinku; nepeknaa Ham. — B. C.).

OxpiM Toro, o6pa3 Micta BOJIOJIE CBOED BHHITKOBO KOJOCAJIbHOIO
3BabnuBicTio: "They came for a visit and forgot to go back to tall cotton or short.
Discharged with or without honor, fired with or without severance, dispossessed with
or without notice, they hung around for a while and then could not imagine
themselves anywhere else. Others came because a relative or hometown buddy said,
“Man, you best see this place before you die”” [3, p. 32]. (OaHi, pocTO NPUI3TUIU
MOTOCTIOBATH Ta YOMYCh 3a0yBaJld MPO Te, 110 MOTPiOHO Oyno O MOBEpHYTHUCS 0
CBO€1 TUIBKU-HO TMOCAJKEHOI, a MOMJIMBO BXK€ M J103p1j0i 0aBOBHU. 3BUIbHSUIM iX 3
yIIaHyBaHHSIM 4 0€3, BUTOHWIA 3 POOOTH 3 BUXIJIHMM IUIAT€KEM 4u 0O€3 HbOrO,
BHCEIISIA O€3 TIONEPEDKCHHS UM 3 HUM, ajie Ti, XTO X0Y TPOXH MOKUB Y MicTi, BOHH
BXKE€ HE YSBJSUIA cOO01 1HIIOTO XKUTTA. Jpyri NpUi3Auiv, MOCIyXaBIIk CBOTO POANYa
9l SKOTOCh mpusATens: «Jlpyke, mpuizau MOKW KUBUH, Ta XOY MOJUBHIICS...»;
nepeknan Hamt. — B. C.).

Taxox, T.Moppicon y pomani «Jxa3» mepconidikye obpaz3 Micta. Micto
(YHKLIOHYE K >KMBa 1CTOTa, HAa4eOTO OJWH 3 ToJoBHUX nepcoHaxiB: "They weren't
even there yet and already the City was speaking to them. They were dancing. And
like a million others, chests pounding, tracks controlling their feet, they started out
the windows for first sight of the City that danced with them, proving already how
much it loved them” [3, p.32]. (Bouu HaBiTh me He npwuixamu, a MicTo BKe
PO3MOBJISUIO 3 HUMHU. MICTO TaHIIOBAJIO 3 HUMH, SIK 1 3 MUIbHOHAMHU IHIIUX JO Ta
micasl HUX, WO 3 TPEMTIHHSAM Yy CepLsX IUBUIUCSA Yepe3 BIKHA BaroHiB, iM Tak
KOpTi10 mobauutn MicTo, BOHM Tak OOsIMCS TPOTaBUTH Horo mosiy, Micta, sike
KPYKJISUIO 3 HUMH Y TaHKY 1 BJKe OyJI0 IIUIKOM 3p03YMUIMM, HACKUIBKU CHIIBHO MicTO
ix mrobutk; nepekian Hami. — B. C.). Kpim Toro MicTto BIuiMBa€ Ha OCOOHCTICTH
nrozeii: "She give you a lot of trouble?» «No. None. Well. Some». «I was a good girl



299

her age. Never gave a speck of trouble. I did everything anybody told me to. Till I got
here. City make you tighten up” [3, p. 81]. (3 Heto Oyno Garato kimonoty? — Ta, Hi.
Tak. He myxxe. — B ii Bimi s Oysia CIyXHSHOIO JIBYMHKOIO. 31 MHOIO HIXTO HE MaB
kionoty. Pobuna yce, mo MeHl HakaxyThb. Jlomoku He omnuHMiIaci TyT. MicTo
sMmymye Gytu Breproro; mepekian Ham. — B. C.). Bigrak wmicro Hero-Mopk crae
HANOUIBII )KUBUM Ta SICKpaBUM mepcoHaxkeMm pomany T. Moppicon «Jlxa3y». Hactpiii
Micra moCTiiiHO 3MIHIOETBCS: BOHO BHKOHYE MY3HKY, CITIBAa€, TAHIIOE, PO3MOBJISE,
CHOBHIOETHCS PAIOIIAMU Ta CMYTKOM.

O6pa3 Micra gominye y pomani «Jl>ka3», »a3oBa My3uKa MOCTIMHO JyHAa€ Ha
J0oro ByJIMISIX Ta B HOro kabakax, a BAKOHYIOTb ii came Hbrohopkul. EcreTuka mxasy
HAIlOBHIOE POMAH HE JIMIIE 3aBJSKW OMHUCY 3BYKIB, IMICEHb Ta TAHIIB, ajle 1 yepes
CTWJIb JKUTTS Ta MOBY MEIIKaHIIB ['apiemy. Y BCbOMY BIJCYTHIM TOPSIOK, JIFOIH
KUBYTh Tak, K iM IMOA00AEThCSA, HA BJIACHY MaHEpy, a HE TaK, sIK IMOBHHHI. Tak,
HAIPUKJIa/, He JIMIIE BIAHOCUHU MK Baiioner Ta JI)ko 3arutyTaHi Ta He MaloTh Jiay,
ale ¥ mebni y iX KBapTUpl TaKoXK po3MimieHl crnoHTaHHO: "You know how some
people put a chair or a table in a corner where it looks nice but nobody in the world is
ever going to go over to it, let alone sit down there? Violet didn't do that in her place.
Everything is put where a person would like to have it, or would use or need it. So the
dining room doesn 't have a dining table with funeral-parlor chairs. It has big deep-
down chairs and a card table by the window covered with jade, dracena and doctor
plants until they want to have card games or play tonk between themselves” [3,
p. 12]. (3naere, K meski MOMOOMSIOTh 3aIBUHYTH CTUICIh YU CTUI KyAU-HEOYIb Y
KYyTOK, 1100 TapHO BUTIIANAJTO, aje KOMY II€ MOTPIOHO, 3ami3aTd y KyTOK, Ta IIe i
cuaitd Tam? Y Baiioner Takoro He Mae. Ycl pedl 3HaXOIAThCA camMe TaM, JI€ BOHH
MOKYTb 3rOJIUThCS Ta J€ iX OviKyem 3HaiTH. Hanpukian, y cToa0BIM BU HI3alO HE
3HaieTe 00IMHBROTO CTONY 31 CTUIBISIMH HAaBKOJIO, HEHAU€ Yy MOXOBATHHOMY OOPO.
[Ipore, € Benuki rMOOKI Kpicjia Ta CTOJUK JUJIsi TPU B KApTU KOJO BiKHA, KOTPHM
3aCTaBJIEHUM TOPIIMKAMU 3 JIPALICHO0, ajloe Ta 1€ SKUMUCH IHIIUMH JIIKapChKUMU
pOCIIMHAMH, aJie JIWIIE JTOTH, TTOKM Xa3si He BUPIIIATh MOTPATH Y KapTH; MEePEKIIaj
Hamt. — B. C.)

[lle omuun amepukaHchkuii KpuTuk JIxo Canzepc BBaxkae, IO 3aBASKU
«JPKa30BOMY» CTUJIIO POMaHy, MIJICHIIOETHCSA BITUYTTS BIAMIHHOCTI MK MICTOM Ta
CEJIMIIIEM, CYYacCHICTIO Ta MUHYJIUM, OOIIMHOIO Ta 1HAUBIAyalbHICTIO. Ha miaTpuMKy
nymku JIx. Canzmepca, amepukaHchbkuil itepatypo3Hasens . [leimk 3a3naqae, mo
y pomani T.Moppicon «J[»xa3» TpyaHOIll TepoiB CKOHIIEHTPOBaHI Ha
MICUXOJIOTITYHOMY aCMeKTi, — MIrpariiHui crnocid KuTTs, abo BiACYTHICTh OATHKIB UM
JITEH, — 10 B CBOKO YEpPry IMOB’SA3aHO 3 BIACYTHICTIO MILIHOTO 3B’S3KY 3 MHUHYJIHUM.
@. Ilefimx crBepmkye: «Tak, Hanmpukian, J[xo, depe3 Te, mo OyB mo30aBlieHUIT
0aTbkiB, a BigTak OyB 3MYyIICHHMH MOKIAJaTHCS Juiie Ha cebe, mepedinbuIye
3HAQYUMICTh BJIACHOI OCOOMCTOCTI A0 BHUKIIOUEHHS KOTOCh YU YOrOCh B3arajil. 3
iHoro Ooky, Baloner no3sosiuna, o0 o ii Marepl 3pyiiHyBana y Hid BIIUYTTH
cBoei BnacHoi iHauBiAyanbHOCcT» (Ilepexnan nwam. — B. C.) [4, c. 159]. (Joe, for
example, having been deprived of his parents and therefore having had to rely solely
on himself, exaggerates the importance of self, to the exclusion of anyone or anything
else. Violet, on the other hand, has allowed her mother's fate to overwhelm her sense
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of self.) Ha mymky toro xx kputuka, mpizsuiie J[>xo ta Baitonet «Tpetic», mae neBHe
3HAQYEHHSI Ta 3MICTOBHY HAIOBHEHICTh — BOHO BIJTBOPIOE OCBOEHHSI MICHKOTO
M1BHIYHO-aMEPUKAHCHKOTO CIOCO0Y XUTTS adppo-amepukaHisgmu 3 [TiBaus.

Hns ko ta Baifoner, Tak camo, sik 1 ajist Jlopkac ta denic, po3MeKOBaHICTh 3
MUHYJIUM TIOCHIIIOETBCS BTpaToro Matepi. ko, cTpakaae B TOTO, IO HE 3HAE YU
’KMBa MOTO MaTH, BiH BIITBOPIOE ii B Jlopkac, Ta HaMaraeThbCsi BIIPOJUTH T€ BIIUYTTS
macTs, sike 3akapOyBajiocsi oMy B mam’aTi 3 auTuHCTBa y Becnep Kaynri. Jlnsa
Baitoner BiZOMTKM MHUHYJIOrO0 NpUMarOTh (GOpMy Kaxy TMepell Clorajiamu
caMmoryOcTBa i MaTepi, a Yepe3 HEMOXKJIMBICTh MaTH BJIacHy JUTHHY, BOHA BOayae ii
y Hopkac, ®emnic ta HaBiTh y ['onaen ['pei, 1o skuBe y 1i miACBIIOMOCTI.

Ha kmrant repoiB iHmux pomaniB T. MoppicoH, CiIOBECHa pO3MOBiIb Ta
CIyXaHHS HEOOXiJHI I TCHXOJOrIYHOI pIBHOBarm TNepcoHaxiB «J[xazy».
Ilepconaxi [Ixo 1 Baioner, lopkac 1 ®enic HaOyBarOTh CHJIM BaroMocCTi 4Yepes
pPO3MOBIIAHHA Ta ciayXaHHs cBoix ictopi. Kputuk @. Ileiix Hamae nuTyBaHHS 3
pomany «JIxxa3»: "The horrific deeds that must be explained and from which the
Traces must recover are associated with the Traces' failures to communicate. Violet
lapses into silence, unable to come to grips with her mother's suicidal silence and her
own inability to have children. Joe, martyred by this withdrawal of Violet, withdraws
into his memories of Vesper County and his lost mother” [5, p. 185]. (Kaxnusi noxii,
BiJ skuxX Tpeiicu MalTh BUJIIKYBAaTHCS, NMOB’S13aH1 3 iX HEBMIHHSM KOHTaKTyBaTH
olHEe 3 ogHUM. BaifoneT 3aMoBKae, yepe3 HE3/aTHICTh 3MUPHUTHCS 3 MOBYAHHSIM
MeTepi-caMoryori Ta cBoiM Oe3mmiaasaMm. J[ko, 3MydeHUH III€I0 «BIACYTHICTION
Baiitoner, nopunae y cBit crioraaiB npo Becnep KaynTi Ta #ioro 3ary6ienoi marepi;
nepekian Hamt. — B. C.)

JI1st BCiX MX TepoiB PO3MOBIAL CBOIX ICTOPIM Ta CIyXaHHS Yy HUX € CBOEPITHUM
«iIikyBaHHsM». Baifoner Ta Emmic «iikyroTe» omna onny, ko Tta Baiioner
IIPOMOBJISIFOTh  JIOBI1 BHYTPIIIHI MOHOJIOTH, B SKHX BOHHU CIOBIAYIOTh CBOIi
1HIUBITyallbHI iCTOpii 0coOucToro Kpusucy, BailoneT po3moBigae mpo CBOE KUTTA 1
TepIUIAYE BUCIYXOBYe Eiulic Ta 1HIIKMX MEPCOHAXIB, TAKUM YMHOM, BOHA 3/100yBae
KOHTPOJIb HaJl COOO0 Ta CBOEIO JI0JIEHO.

Toin xe @.llenmx BBaxkae, MO HapaTopka «JlKa3dy» TakOoX IOCTYIIOBO
IICUXOJIOTIYHO BIJHOBIIOEThCA: «CroyaTky BOHAa IIJIKOM BIEBHEHA Yy BIIACHIM
ICTUHHOCT1, Ta BUKOPUCTOBYE CBOIO ICTOPII0 TaKUM YUHOM, 100 JE€30piEHTYBATH
repoiB IUTITKaMU. AJie, CTBOPIOIOYM iX 1HAMBIAYaJbHUN CBIT, BOHA 3MIHIOETHCS Mij
Horo >x BIUIMBOM. BoHa BUWTBHCS CiyXaTH iX, CHIBUYyBaTH iM, JoOUTH iX. Binrak,
BOHA MMOYMHAE OyTH OUTBII THYYKOI, TOCTYIIOBO PO3YMIilOUH, IO ICHYIOTh HE JIUIIE 11
BJIaCHI Bepcii, a MOXJIMBO, HaBiTh, BOHU HE € CTOBIJICOTKOBO BipHUMH. CTarouu
OUIBII 3p1I00, BOHA TAKOXX MOYMHAE PO3BUBATU TJIMOII Ta CEPHO3HINI BIIHOCUHU 3
guTadeM. SIKImo ciayxaHHsS i1 HeoOXigHEe IS JOCATHEHHS OCOOHMCTOi (yHKIIl
Hapatopa, TO uYWTaya BOHA IOYHMHAE CIPUUMATH SK cClyXada, a MOACKYAH, SK
HMOBIPHOT'O 3aIlacCHOrO OMOBigaya. Y KIHII-KIHI[IB, MK aBTOPOM, TEPCOHAKAMH,
HapaTOpPKOI0 Ta YUTAYEM CTHUPAIOTHCS YCl PEAIbHO ICHYHOYl BIAMIHHOCTI Ta MEXI»
(ITepexman mam. — B. C.) [5, c. 185]. (At first, she is convinced of her own truth,
anxious to use her story to victimize the characters through gossip. But as she invents
their world, she is changed by it. She learns to listen to them, to empathize with them,
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to love them. Correspondingly, she learns humility, learns that her own versions
aren't the only ones and aren't necessarily accurate. Along with this maturity, she
develops a deeper relationship with the reader. If listening is crucial for her own role
as storyteller, then she appreciates the reader's role as listener and, presumably,
shared storyteller. There are, finally, no real differences between author, characters,
narrator, and reader.)

['onoc Hapatopku, sika pO3MOBIISiE HE JIMILIE 3 KUMOCh, aje W cama 3 co0orlo,
T. MoppicoH BUKOPUCTOBY€E Jisi TCUXOJOTIYHOTO BHBYEHHS repoiB. KO Takox
PO3MOBJISIE caM 3 c00010, a B KiHIII CBO€T po3moBial 3 Jlopkac, sika crajna Jpyroro
YaCTUHOIO KOr0 CaMoro.

VY pomani «/Ixa3» T. MoppicoH, oCTaHHII PO3AUT € TyKE€ CBOEPIIHUM, HaBITh,
3aragkoBuM. Criepiry HapaTopka po3MIpKOBYe mpo Oiib, SIKY BOHA BiYyBa€; BOHA
Ha3uBae ce0e «OKOM TPOMOBHIII» Ta TOBOPUTH Mpo cebe, sk mpo BcemorytHio
boruntro: "Pain. I seem to have an affection, a kind of sweettooth for it. Bolts of
lightning, little rivulets of thunder. And I the eye of the storm. Mourning the split
trees, hens starving on rooftops. Figuring out what can be done to save them since
they cannot save themselves without me because — well, it's my storm, isn't it? I break
lives to prove I can mend them back again. And although the pain is theirs, I share it,
don't I? Of course. Of course” [3, p. 219]. (binb. i BimuyBato 10 HET Kary, BiI4yBaio
il cononkuit cmak. Jlsmacu OauckaBoK, CTOTiH rpomy. S oko rpoMoBuill. Punaro Han
PO3TPOIIEHUMHU JepeBaMH, KyIlaMH, III0 BMHPAOTh 30 CTpaxy. Sl B MOCTIHHOMY
MOIIYKY TIXHBOTO CIACIHHS, OCKIJIbKM 0€3 MEHE BUHU BPATYBATHUCS HE B 3MO31 — aj[ke
e Mosi rpo3a. Jlamato 70111, 3apajiu TOro, moo A0BECTH, IO 3/aTHA 1X 3HOBY 3IIIUTH.
Xoya, CTpaXJarTh caMe BOHH, aje 1 s BigdyBaro Iied Ouib, xi0a He Tak? 3BICHO.
3BicHO; mepekian Haml. — B. C.)

[ToTiMm HapaTopka 3’SBISIETBCS B 00pa3i caMOTHBOI yOOroi ske0pauku, sKa yciMm
CTOPOHHA Ta HikoMy He motpibna: "l ought to get out of this place. Avoid the
window; leave the hole I cut through the door to get in lives instead of having one of
my own. It was loving the City that distracted me and gave me ideas. Made me think
I could speak its loud voice and make that sound sound human. I missed the people
altogether, 1 thought I knew them and wasn't worried that they didn't really know
about me” [3, p. 220]. (Meni BapTo 3abuparucs 3 1poro Micis. I[lomami Bix 1bOro
BIKHA, BiJ HIUIMHU B ABEPSX, AKY S CaMOTYXKH 3poOmia, o0 3a3upartu y 4yxi
KUTTA, 3aMICTh TOTO, 100 XUTU cBOiIM. | Bce 11e yepe3 moOoB A0 1pboro Micrta, 1e
BOHA 30MJla MEHE 3 MAHTEJIMKY Ta MIJCeINIa MEHI 11 AUBHI IyMKH. 3MyCUJa MEHE
TOBIPHTH, IO 5 3MOXY TOBOPUTH MOro ronocom, 1o s 37aTHA 3pOGHTH Tak, II06
Horo 3ByuanHs GyJo CXOXKMM Ha JTIOJCHKE. A JIIOIH — 51 He B3sJa iX y po3paxyHoK. S
BBa)Kajia, IO 3HAIO iX, MEHE HaBITh HE XBHJIIOBAJIO, 1[0 BOHU MPO MEHE 1 raJKu HE
MaloTh; nepekiian Hal. — B. C.)

Jlami HapaTopka IoCTa€ mepej] YMTadyeM y BUTJISAI OOTMHI-TBOPI, IO BTpayae
KOHTPOJb HaJa JIOAbMH, Ta SKa HE 3/1aTHa 3pO3yMITH PI3HOCTOPOHHICTH 1
rOWHHICTH JroAckkoro OyTTs: "I believed I saw everything important they did, and
based on what I saw I could imagine what I didn't: how exotic they were, how driven.
Like dangerous children. That's what I wanted to believe. It never occurred to me that
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they were thinking other thoughts, feeling other feelings, putting their lives together
in ways I never dreamed of” [3, p. 221]. (4 BBaxana, uo 6ady Bce HaWroJIOBHILIE, A
mo He 06ady, MOXKYy cOOl YSIBUTH — HACKUIbKM BOHHU JUBHI Ta SKI BiI4YalTyIIHi.
Henaue npo6aemui aitu. [lpunaiiMHi, s XoTi1a y 11e BipuTu. MeH1 HaBITh HE CITa1alio
Ha JIyMKY, 1110 BOHH T'€Th 30BCIM MO-IHIIOMY BiI4yBalOTh, PO3MIPKOBYIOTh, 1110 BOHH
OyIyIOTh CBOE JKUTTS TaKUM YMHOM, SIK MEH1 i He Mapuiocs; nepekian Haml. — B. C.)

B kiHIi po3noBijii OOruHA-0NOBIJauKa BU3HAE, 1110 i HE BUCTadae Jr000B1 Ta, 10
BOHA 3a3][PUTh yCIM TUM, KOMY BiJJoME I1¢ MO4YyTTs. Tak, aMepuKaHCHKHUIA JOCTITHUK
E. Ponpirec nume npo «J/Ixa3» T. Moppicon: «B camomy KiHII 1cTOpii OOTrvHS-
OMOBiJauKa BIAPOKEHA 3arajKoOBOI0 CHJIOIO JIIOJCHKOTO KOXaHHS, IOYHHAE
YCBIJIOMJIIOBATH ,,00)KECTBEHHUH PO3MOALI, MPO AKUK BOHA 3rajyBaja B emirpadi, B
il MPOMOB1 OCOOJIMBO CHJIBHO BITUYBA€THCSI CTYPOOBAHICTh BJIACHOK CAMOTHICTIO Ta
ocobnuBa mnorpeda y JpYXKHIA NIATPUMIN, 1 ,JIIKyBaHHI®, BOHA MPOTOJOILIYE
XBUJIIOIOUMH 3aKJIHK, MalKe JIOJUHOIIONIOHUN: ,,IkOM g TIJIbKHM Morja, s 0 cka3aja.
Ckazana 6 cTBOpM MEHE, CTBOPU MEHE HAaHOBO. T BUIbHUH Iie 3poOUTH, a 51 BUIbHA
TOO1 11€ JI03BOJIUTH, TOMY IO MOTJISHB, MOTJISHB, ¢ TBOT pyku. 3apa3‘» (Ilepexinan
Hamt. — B. C.) [5, c. 263]. (At the very end the narrator-goddess, awakened by the
mysterious power of human love, acutely conscious now of the "division” of the
divine she had mentioned in the epigraph, intensely aware of her own aloneness and
of her need for a hand and for a healing of division, utters a loud silent plea that is
almost human: "If I were able I'd say it. Say make me, remake me. You are free to do
it and I am free to let you because look, look. Look where your hands are. Now".)

Takum YuWHOM, TPUAUISIOUM Yy CBOEMY pomaHi «J/[»ka3» Oarato yBaru
306paskenHI0 06pasy Mmicta Hpro-HMopk 20-X pOKiB MUHYIOIO CTOJITTS, JOOH TaK
3BaHOTO JIX)KAa30BOro CcTodiTTs, ado ["apnemiBcbkoro Penecancy, T. Moppicon mae 3a
METy BHOKpecauTH oOpa3 Micta B ICTOPUYHOMY KOHTEKCTI pOMaHy, SIK CHUMBOJI
3BIIBHCHHS TeMHOIIKipuX. Ha 1mpomy T BUOYIOBYETBCS TaKOX IICHXOJIOTIYHA
KOHIIETIIisl 300pakeHHsT 00pa3y Micta — Iie NCHXOJOrisl, CBIJIOMICTh Ta HACTPIiM
a(po-aMepUKaHIIiB, 110 MPOXKHBAIM Ha Toil repion y Hero-Hopky. V pomani «Jlxa3»
YITKO TPOCTEKYETHCA KYJIbTYypOJOTIYHUN acmekT oOpazy Micta y 300pakeHHi
IMMCbMEHHUIICID  COIIaJIbHO-CKOHOMIYHHMX OCOOJIMBOCTEH yMOB JKHTTS  adpo-
aMepHKaHIIiB, KOTpi MirpyBanu 10 Heto-Mopky 3 ITiBgHs AMepUKH, OPOSBH pacH3My
Ta TUCKpuUMiHAMil Ik 10 «[HImoro», Hmxk4Yoro 3a «binuxy», crnpoOu BiICTOIOBAHHS
CaMO1ICHTUYHOCTI Ta OOpOTHOM 3a PIBHOINpPAB’S YOPHOLIKIpUX amepukaHuis. [{ogo
XyJOKHIX ocobnuBocter pomany T.Moppicon «/lxa3», mncuxonorizmy Ta
b1mocopCchKoro 3MICTy pOMaHy, TO BCE 1€ JICKUTh Ha IOBEPXHI 300pa)keHHI
KUTTEBUX 1CTOpINA repoiB «/[xazy», e 3HaAXOIATh CBOE BIIJI3EPKAJICHHS HACIIJIKH
pabcTBa, Tak 3BaHOI «IMOCTKOJOHIATLHOI TPaBMU», Ta T1 HACTIJIKH, K1 CIPUYHMHUIIA
Mmirpaiis amepukancbkux HerpiB 3 IliBagusa Crnonydenux IlltariB y Benuki micta Ha
[TiBHOYI.

3nadenns nopoOky Toni MoppicoH aiisi BITYM3HSHOI aMEpPUKAHICTUKUA Ba’KKO
nepeoninnTi. BUBUEHHS CKIaHOI Ta OaraTorpaHHOi MyJIbTHUKYJIBTYPHOI MapagurMu
CIIA B xonTekcti TBopyocTi T. MoppicoH nano 6 MOXKJIHBICTh 3HAYHO 30araTuTy Ta
PO3IIMPUTH MEKI aMEPUKAHCHKUX CTY/II YKPaTHCHKOTO JIITepaTypO3HABCTBA.
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JlHenponeTpoBCcK
JOBPO A 3J10 B ®PUJTOCODPCKUX PAHTA3USNAX P. bPOIABEPHU
Hocnioocyromovess  eonoeui  momueu  ¢inocogpcokux meopie P. Bpeobepi — 6ik0giuHi

anmaeonizmu: J{oopo — 3no, Ceimno — Tempssa, Kumms — Cmuepme.

Knmouosi cnosa: ¢inocoghcoki meopu, chanmasii, ncuxonoziuna ono3uyisi.

Hccneoyromes enasnvie momuevl ¢hunocogpckux npousgeoenuti P. Bpaobepu — eexoseunvle
anmazonusmol: JJoopo — 310, Ceem — Mpax, Kuzno — cmepme.

Knroueswvie cnosa: gunocoghckue npouszsedenus, panmasuu, NCUXoni02uteckdas ONNO3UYUsL.

The research of the main motive of R. Bradbury's philosophical works carries —
comprehending of eternal antagonism: Kindness — Evil, Light — Darkness, Life — Death.

Key words: philosophical works, fantasies, psychological oppositions.

Jns npoussenenuid P. bpaabepu, KOTOpBII MHOro€ 3aMMCTBOBAN y MO33UHM H
npo3a KOTOpOro Onu3ka K TMO33UM, XapakTepHa Jauxotomus (rped.) —
«pa3pe3aHHOCTbY) MHUPA HANBOE, PE3KOE Pa3[eJeHUE Ha IPOTUBOIIOJIOKHBIE Hadaja
(Hdo6po — 310, Cer — Mpak, XKuzub — CmepTh). OCMBICTIEHUE ITOTO BEKOBEUHOTO
aHTaroHW3Ma OJIM3KO MHOTUM modTaM u (unocodam. OOGpa3ioM Takoro moaxoja K
3TOM (PyHIaMEHTAIbHOH MOPAJIBHO-NICUXOJIOrHYecKo onmno3unuu 'y bpandepu
SBJISIETCS LIEJIBIA PAJZl €70 MPOU3BEACHUN, OCBAIIEHHBIX TEME AETCTBA. 3aKOHBI MUpa
JeTeil He MOAJAI0TCS HUKAKOW JIOTHMKE, BEIIM M COOBITHS OOpETAalOT CBOIO Maruio, a
3JI0 TaUTCs MO OJI€KIaMH 3aBUCTH, KaIHOCTU U paBHOAYyIHs. [IpoTUB Takoro 31a u
BBICTYIIAIOT MAJEHbKHE TIE€pOM, NPOTUB «HEIPABUIBHOCTH», «UCIOPUYEHHOCTH
TaKOT0 YyJIeCHOro Mupa [6].

B mnpousBenenusix P. bpanbepu, koTopble MPOTUBOIMOCTABISIOT TEMHbBIE U
CBETJIbIE CHJIBI )KU3HH, MBI BCTPEUAEM TaKHe aTpUOyThl «TOTUYECKHX)» POMAHOB, KaK
CKEJeThl, MPUBUICHHUS, KOJIAYHBI U BeAbMBbl. OTHAKO BCE 3TO UMEET Majo OOIIETo C
auTepatypor yxkacoB. B mpousBeneHusix bpsnbepu BeabMbl M KOJAYHBI 4Halle
BCero — 1o0pseie; a MOpoi 3TO MPOCTO 00e370JICHHbIE, 3aTHAHHbBIC, HYKIAIOIINECcs B
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