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VY cTarTi Ha OCHOBI KOMIUIEKCHOTO JIIHI'BOKYJIBTOPOJIOTI4HOTO, JIIHT'BOCEMIOTHYHOTO
1l HAPATUBHOTO TiIXO/AIB JIO aHATI3Y XyAWKHBOr0 00pasy Mpo30BOr0 TEKCTY JIIHIBICTHYHY yBary
c(hOKyCOBaHO Ha OCHOBaX THIOJIOTI3allii 00pa3y oroBijgaya / HapaTopa B CydacHild aHIJIOMOBHIH
aMepiHIiaHChKiN MPo3i Ta IHTepHpeTaNii JiHrBaJbHUX 3aC001B CTBOPEHHS Pi3HUX HOTO THIIIB.
Buxonsun 13 NpUHIMIIIB PO3pOOKH TUIIOJIOTI] XyJOKHHOTO 00pa3y B3araji Ta 30KpeMa OIoBiga4a
XyAOKHBOTO MPO30BOr0 TEKCTY, Ha Marepialli Cy4yacHUX aMepiHIiaHChKUX MPO30BUX TEKCTIB
JI. Epapiy, JI. Xoran, T. Moppicona ta JI. OyHca 3a 10noMOror iHTepnpeTaniiiHo-TeKCTOBOrO
aHaiizy imeHTU(IKOBAaHO TaKi OCHOBHI THUIIM OIOBijgaya, sIK: OMOBigau-Macka, OINOBimau-
OpHaMEHTAICT, OMOBijau-ckeTYep. Y poOOTI CXapakTEpHU30BaHO JIIHTBAJIbHI 3acO0H, SKi
BUKOPUCTOBY€E OINOBimau I Hepenadi aBTOXTOHHOTO CBITOCHPHUHHSTTSA Ta CBITOPO3YMiHHS
aMEepHKaHCHhKUX 1HIIaHIIB, a TAKOX HALlIOHAIFHOTO KOJIOPUTY €THOIIOCTUKHU IIPO30BUX TEKCTIB.

Kniouosi cnosa: xynoxHiit o0pa3, TUIIONOTIA ONOBifaya, HAPaTUB, €THOKYIBTYPHUI
HapaTuB, aMepiHAlaHChKA ITPO3a.
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Introduction. After the era of the pre-Renaissance period, which characterized
the development of Amerindian fiction, was changed by the Renaissance era of Amerindian
culture, creativity of Amerindian writers of the XX - XXI centuries was widely recognized and
attracted the attention of literary critics, ethnologists, culturologists and linguists. As the works
of contemporary Amerindian writers reflect the peculiarities of Amerindian worldview,
the national color of mythopoetics, knowledge of the culture and traditions of ethnicity conveyed
in the text through the image of narrator, who is the representative of Amerindian culture.
The issues of narrative organization, as well as the typology of narrators in prosaic texts, have not
been fully studied at present, but more and more attaract the attention of researchers throughout
the world (U. Margulini, W. Schmid, D. Shen, M.-L. Ryan, I. Behta, O. Tkachuk, S. Volkova and
others) and are taken as the theoretical ground in our work.

Purpose. The paper aims at identification and linguistic description of the types of
narrators in contemporary Amerindian prose.
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Methods. A combination of methods, such as linguoculturological, linguosemiotic and
narrative approaches to the study of literary image in prosaic text, is applied in the work for
realization its tasks.

Results. In identifying the types of narrators in Amerindian prosaic texts we singled out:
a narrator-mask, a narrator-ornamentalist, a narrator-skatcher. The paper presents the interpretation
of lingual means, which characterize and identify the distinguished types of narrators.

Conclusion. Based on the integrity of complex of methods, such as linguoculturological,
linguosemiotic and narrative analyses, it is concluded that the type of narrator in Amerindian
prosaic text is based on ethnical identity of the author which is realized by interpretation of
the lingual means, which express ethnocultural worldview and his perception of the events and
objects of literary world. The paper gives the typology of the narrators in the analyzed texts.
So, such types of narrators as narrator-mask, narrator-ornamentalist and narrator-sketcher are
interpreted and characterized. The perspective of our work is in linguocultural, linguosemiotic
and narrative modelling of the types of narrators in contemporary Amerindian prose.

Key words: literary image, narrator’s typology, narrative, ethno-cultural narrative,
Amerindian prose.

dopMyIIOBaHHS TPOOJIeMH Ta OOIPYHTYBaHHS aKTyaJbHOCTi ii po3s’s3anms. [licis
TOTO, SIK €roXa JOPEHECAaHCHOTO MEepiody, IO OXapaKTepu3yBala PO3BUTOK aMepiHIiaHCHKOT
XyIOXHBOI JIiTepaTypH, Oyia 3MiHEHa €NOXOr BiapojkeHHs aMepiHIIaHChKOi KyJIbTYypH
(NativeAmericanRenaissance), TBOp4icTh aMepiHIiaHChKUX THCbMEeHHUKIB X X — XXI cT. oTpumara
LIMPOKE BU3HAHHS 1 IPUBEPHYJIA yBary JIiTeparypo3HaBIliB, €THOJIHTBICTIB, KyisTypoJoris (bponep,
2002; Bropk, 2001; Kypric 1975; Hopci, 1903 I'appet, 1996; Xapti, 2009; JlinkonsH, 1985), ockibku
B TEKCTaX CyyacHUX amepinaiaHchkux (Bomkosa, 2017; 2018; 2019) niuckMeHHUKIB BiJI3epKajIeHO
0COOJIMBOCTI aMepiH/IiaHCHKOTO CBITOCHPUHHATTA Ta CBITOPO3YMiHHS, HalliOHAJIbHUI KOJOPHUT
Mi()OIIOeTHKY, 3HAHHS KYJIBTYPH 1 TPAIUIIH €THOCY, 110 ITEPEeJatoThCs B TEKCTI 32 JOIIOMOTOF0 00pasy
Haparopa / OIoBiJa4a, IKHii € HOCIEM aMepiHIiaHCHKOT KYJIBTypH.

Ha cporomHi nutanHst HApaTHBHOI OpraHizallii, 0cOOIMBO THITOJOTI3allil OIOBia4a / Haparopa
HEJI0CTaTHhO BHBUEHI, 1 BCe Oijibllle PUBEPTAE yBary BITUYU3HSIHUX 1 3apyOKHHUX JOCITITHUKIB
(U. Margulin, W. Schmid, D. Shen, M.-L. Ryan, I.A.bexra, C.B. Bonkosa, B.1. Kapacuk, I'.B. JlemeHxko,
H.IL. I30ToBa Ta iH.), Hpalli KUX CTaJM TEOPETHYHOIO OCHOBOIO IIi€i poOoTH.

AHaJi3 ocTraHHiIX Jocjilkenb i myOmaikamiii. Y wMexax JiHTBOKYJIBTYPOJIOTIHHOTO
(B. B. Bopoo0iios, B. 1. Kapacuk, B. A. Macnosa, }0. C. CremnaHoB), JiHI'BOCEMIOTUYHOTO
(H. I. Aunpeitayk, C. B. Bonkoga, I. I. [Touenmos, O. 1. Cenianoa) Ta HaparusHoro (I. A. bexra,
C. B. Bosxoga, I'. B. Jlemenko, H. I1. [30ToBa) migxoniB po3po0ieHi MPUHIUIN aHai3y XYI0)KHBOTO
TEKCTYy 1 HapaTHBY, OCHOBH MOJIEJIIOBAaHHS XYIOXHBOTO o0Opa3y. Tak, BHOKpeMIIEHO KpHTepii
THIOINOTi3amii onoeifada B XynoxxHboMmy TekcTi (I1. JIabook, H. @pinman, B. byt, B. 11Imin), HaparuBHi
TEXHIKH PO3TOPTaHHS XyIOXKHBOTO HApaTUBY i CTBOPEHHs XyAokHBOro oopasy (C. B. Bonkxosa,
H.II. I3otoBa, U. Margulin, M.-L. Ryan, M. Toolan), Ha siki My ciupajucsi B HallloMy JTOCJi JUKEHHI
JUTsE pO3pOOJIEHHS THIOJIOTI3allii OMOBiIa4a B aMepiHIiaHChKil Mpo3i.

Meta crarTi — Ha OCHOBI KOMIUIEKCHOTO JIIHI'BOKYJIBTYPOJIOTIYHOTO, JIIHTBOCEMIOTHYHOTO
W HapaTHBHOTO IiJXOMIB PO3POOUTH THIIOJIOTIIO OIOBIJa4iB aMepiHIIaHCHKUX MPO30BHX TEKCTIB
1 BUSIBUTH JIIHTBaJIbHI 3aCO0M CTBOpEHHs 00pa3y OmNoBijada / HapaTtopa B CydyacHii aHIJIOMOBHIN
amepiHiaHChKIN mpo3i. Peamizarist mocraBieHoi MeTH nependayac BUKOHAHHS TaKMX 3aBIaHb!
XapaKTepH3allisl pi3HUX THITIB OTOBi1aua / HapaTopa B €THOKYJIETYPHOMY HapaTHBI JOCIIIKYBaHUX
MPO30BUX TEKCTIB, IHTEPIPETALlisl JIHIBAIbHUX 3aco0iB (opMyBaHHS 00pa3y OIOBifa4ya-MacKH,
OITOBIIa4a-OpHAMEHTAJIICTa, OIIOBiIaua-cKeTyepa.

Buxisian ocHoBHOTrO0 Marepiajy pociimkenHs. Po3poOinstoun Tumnosnoriro o0pasy oroBigada
B aHIVIOMOBHHUX aMepiHIiaHCHKHX pOMaHaxX, MH CIIMPAEMOCS Ha BXKE€ 3allpOIIOHOBaHI KpuTepii
TUTOJIOT3a1Iii oroBiaua B XynoxxaboMy TekcTi (1. A. bexra, XK. XKennerr, I1. JTab0ok, H. ®pinman,
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B. By, B. I1Imin Ta iH.): KCIUTIIUTHICTD — IMIUTIUTHICTD, TIET€TUYHICTH — MIMETUYHICTb, 1€EpapXIuHICTh,
CTYIIiHb MapKOBAaHOCTi, 0COOOBICTH — 6€30CO00BICTh, TOMOTEHHICTh — F€TEPOTeHHICTh, HAOIHKEHICTh
JI0 aBTOpa abo MepCOoHaXka — BIANAJICHICTh BiI HUX.

3a HaBeAEHHUMHU KpPUTEPISIMH CXapaKTEpPU30BaHO TaKi THUIM OIOBigayiB, SK-OT: Haparop-
O4eBHUICIb; HAPATOP-TIEPCOHAX; KOJIEKTUBHUI HApaTop; ApaMaTuaHui Haparop; pakypc (Ppiaman,
1995); Haparop, BiggajgeHuil Bill IMILTIIMTHOTO aBTopa abo MEPCOHaXIB; IMIUTIIUTHUNA Haparop,
Bimmanenuii Bix unrada (byc, 1961, c. 153 — 154); eKCIUTINUTHUIA — IMIUTIIIATHUH, TIETCTUUHUN —
HeJlEreTUYHUH, IEPBUHHUI — BTODUHHUIA — TPETHHHHM, IBHO MapKOBaHUi, HESIBHO MapKOBaHUH,
00’ extHMIT — cy0 extHu# (IImimx, 2003, c. 66 — 67).

Buxoasun 3 mpHHIMIIB PO3pOOKH THUIOJNOTII ONOBiZlaya B XyJIO0XKHBOMY IIPO30BOMY TEKCTi
i 6a3yrourch Ha ToMy (DaKTHYHOMY MaTepiaji, SIKM{ J1aB HaM 1HTepIpeTaliifHO-TeKCTOBUH aHali3
Cy4YacHHX aMepiH/IaHChKHX ITPO30BUX TEKCTIB, BUOKPEMITFOEMO TaKi TUIIN: OIOBI1a4-MacKa, ONOBiJay-
OpHAMEHTAJIICT, OTIOBia4Y-cKeTYep. BOHN OTpUMaiy JIHTBICTUYHY AECKPHIIIIIO B HAIIH CTaTTi.

Onosigau-mMacka

MarepianioMm 1 XapaKkTepu3allii JiHrBOKYJIBTYPHOI crienn(iku o0pa3y onosijadya B KOHTEKCTI
1i€i poObOTH CIYTYIOTh TEKCTH Cy4dacHHX amepinaiaHcbkux nposaikiB (H. C. Momanes, JI. Epnpiy,
JI. Xoran, JI. Oyenca, T. Kinra). 3aBnsiku amepiHIiaHCHKOMY ITOXOJKEHHIO IIMX MUCHMEHHHKIB Y IXHIX
TBOpaX BiII3epPKAJICHO OCOOIIMBOCTI @BTOXTOHHOTO CBITOCIIPUHAHSTTS Ta CBITOPO3YMIHHSI aMEPUKAHCHKHX
iHTiaHIIIB, HAIIOHAJLHHUHA KOJIOPHUT iXHBOT ETHOIOCTHKH.

OO0pa3 omoBizaya B aHaJi30BaHUX y POOOTI poMaHax BUTIIYMaueHO SK MYJIbTUHAPATHBHUIM,
PI3HOTHUITHHI 3aJIeKHO BiJl )KaHPY HAPATUBY 1 €THOKYIJIBTYPH, TIPEACTABHUKOM SIKOI BiH €, a CaM HapaTuB
PO3IVIAICHO K €THOKYJIBTYPHUH.

KomriekcHu#t JTHTBOKYIIBTYPOJIOT iYHHIA, JIIHTBOCEMIOTHYHUI 1 HAPAaTUBHUI aHaITi3 aMepiHAIaHChKUX
POMaHiB TOKa3aB, 10 OIOBiJ[a4 y POLIECi TIOBICTYBaHHSI O/IATAE Pi3HI MACKH 1 3aJIEKHO Bifl (PyHKIIIT,
SIKy BiH / BOHH BUKOHYIOTH y TEKCTi, [IOCTA€E: a) OIOBiIaueM-ITyTiBHUKOM, HalpHKIAd, Y pOMaHi
Tomaca Kinra “Truth and Bright Water”: “Truth and Bright Water sit on opposite sides of the river,
the railroad town on the American side, the reservein Canada” (Kimr, p. 1); 6) onoigauem-dinocodom,
ckaximo, y pomani JIstoic Epnpiu “Tales of Burning Love™: “We are conjured voice less out of nothing
and must return to an understanding state. What happens in between is an uncontrolled dance, and what
we ask for in love is no more than momentary chance to get the steps right, to move in harmony until
the music stops” (Epnpiy, p. 98); B) omoBimaueM-MeHTOPOM, Hampukiaa, y pomani Jlyica Oyenca
“The Sharpest Sight”: “Most people think dreams is only for the time we’re asleep, they don 't know
that dreams is how we see in the dark” (OyeHnc, p. 112).

OKpeMOr0 03HAKOKO ETHOHAPATHBY € moiidonis (3a M. M. Baxrtinum, 1994) omnorigadiB y Mexax
OIIHOTO TBOPY, IIO CIIoCTepiraeThes B pomaHax JIptoic Epapiu He BUITaIKOBO, TOMY IO Y BCIX CBOIX
Mparsgx aBTOpKa IMpOIarye ifer CIMEHHOI JAWHAMIKHU, SKa PO3KPUBAETHCS Y B3aEMOBITHOCHHAX
MDK WwieHaMH ciM’1 K HallaJKaMH Pi3HUX IUIEMEH, Y MOPAIbHO-€TUYHOMY BHXOBaHHI MOJIOJIOTO
nokominHs. Tak, y 11 pomani “Love Medicine”, mo ckiagaerbes i3 16 4acTuH (Ha3BU SKHUX [OJAHO
B JIy’KKaXx), OTIOBi/Ib y KOKHI/ HACTYITHIH YacTHHI Bejie HOBHH OIOBI (a4, SIKUil BUCTYIIAE 1 SIK IEPCOHAXK
(xiHKa 200 YOIIOBIK), 1 SIK CTOPOHHIH CHIOCTEpirad, po3MOBiIAl0YH PO MO, 110 CTOCYIOTHCS TOTO
YM IHIIOTO YIEeHAa BEJMKOi amepiHmiaHchkoi cim’i. Cama Ha3Ba poMaHy MeTadOpHYHA, OCKUIBKH
B aMEepiHIIaHCHKOMY PO3YMiHHI medicine THKOPIIOPYE 3HAHH PEirii, Ghitocodii, OXOPOHH 3T0POB’s,
TICHXOJIOTii, eKOJIOTii ToIo, a /ove sSIK MPUKMETHUK Y IIbOMY CJIOBOCIHOJYYEHHI, 38 BU3HAYCHHIM
C. Jlynaksict, Mae 3HaueHHs1 MOTHBYBasbHOT cwin (JIynaksict, 2004, c. 100).

OrnoBifay y XyI0)KHbOMY TEKCTI, Ilepe0yBaroud B MeKax €THOMOBHOI KAPTUHU CBITY, TBOPUTD CBIl
HETIOBTOPHHI MOBHHIA CBIT BIIITOBIIHO IO CBITOCHPUIMAHHS Ta BIIACHOI IICUXOJIOTII 1 TpaHChopMye
Horo eTHOpeaTii Yepe3 MOBY OIOBiJ[a4a Ta IHIIHX MePCOHaXIB. Uepes KITFOUOB1 KOHLIETITH €THOKYIIBTYPH
B XyIOXXHbOMY IPO30BOMY TEKCTi BiJJOOPaXE€HO i KOHIIETITYyaJIbHO MOBHI aCHEKTH CBIJIOMOCTI
aBTOpa-IIMCbMEHHMKA. Y TaKui criociO BiI0yBaeThCs “HAaKIaIaHHs~ €THOKYJIBTYPHOTO (B aBTOPCHKOMY
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CBITOpO3yMiHHI) Ha iHJMBIiqyalbHe (Cy0 €KTHBHE), TOOTO JOCBiJ €THOCY, HOTO MOBHO-KYJIBTYpHA
YH KOHIIENTYyalbHa KAPTHHU CBITY BILIMBAIOTH Ha CBIIOMICTH 0CO0H, sika (pOpMY€ETHCs B arMocdepi
i€l KyIpTypH.

OnoBigau-opHamMeHTamicT

OpHaMeHTaIi3M (TepMiH, 3amodaTkoBaHMN y mucTentBi KiH. XIX — mou. XX cT.) — 3aci0,
3a JIOTIOMOTOIO SIKOTO Pi3HI XY/IOXKHI JIeTaji CTBOPIOIOTH €auHe Ifiyie. TexHika opHaMeHTali3My
3aCTOCOBYETHCSI B MUCTEITBI, apXiTeKTypi, qU3aliHi i JiTeparypi.

V cBoiit mpani “Poetic or Ornamental Prose” B. IImin (2014) xapakrepu3ye opHaAMEHTAIBHY
Mpo3y K TaKy, Mo (OPMYEThCS B PE3y/bTaTi Mii MOCTUYHUX 3aCO0IB (PUTMI3allis i MTOBTOPH)
Ha PO3TOPTaHHS HAPAaTHBY, YHACIIIOK YOTO CTBOPIOETHCS MOETH30BAHUI HApaTUB. 3aBISKH [IbOMY
OpHaMEHTaJIbHA Tpo3a IIOCTAa€ CTPYKTypoBaHMM oOpa3oMm Mmidy. OpHaMeHTani3M aHaJIi30BaHUX
y poOOTi PO30BUX TEKCTIB BUKOHYE HE TLIBKU JIEKOPATUBHY (YHKINO, 8 W YTUIIOE €CTETUYHY
KOHIICTII[IF0 €THOKYJIETYPHOTO CIIPSIMYBaHHS 3aBISIKH TUM JIEKCHYHAM 3ac00aM, SIKi aKTyasi3yloTh
€THOKYJIBTYPHI LIHHOCTi, MOTHBH, 00Opa3H.

Tak, poman “Love Medicine” (Epapiu, 1993), sk i iHImi poMaHu cydacHOI amepiHAiaHCHKOI
nucbMeHHUI Jlptoic Epapiu, neMoHCTpye CBITOpPO3yMiHHSI # CBITOOQ4eHHS aBTOXTOHHOTO
HaceneHHs. ETHOKynbTypHUiA poH a00 opHaMeHT poMaHy (POPMYIOTb JIEKCUYHI IHIEKCH Ta MApKEPH,
SIKi BIITBOPIOIOTH Y CY4aCHOMY XyJOXXHBOMY TekcTi MionopHy (Bosnkosa, 2017) Tpauilito BUCBITIICHHS
€THOKYJIBTYPHHX Peaii i IIIHHOCTEH, YTIJIEHHS B CJIOBECHUX 00pa3ax CUMBOJIB 3 €ETHOKYJIETYPHUM
3HAYCHHSIM:

“By noon, hitching, walking, fueled by 99-cent breakfast specials, they reached the first lake
of Minnesota s ten thousand, a small landreedy oval. There were lots of little wooden signs along
the road — jigsaw-cutarrows with painted names, TROLL MERE, THE LOON’S HEAVEN, JOHN-
SON'’S RESORT.

The sign to Johnson's had actually fallen off its post and stuck point down in the grass, which
is why they though they could afford to stay there. It had once directed people down a rutted dirt track,
so they took the winding seam through a field with a few thirsty-looking horses in it, then some woods
and undergrowth, until they arrived at a group of buildings, some large, some small, all peeling the same
dullred paint” (Epapiu, 1993, p. 263).

VY HaBeseHOMY (pparMeHTi WIEThCS PO HEJIErKHUH IIISIX TepoiB y momrykax Boau. OxHOYacHO
3 icropuunumu peatismu (lake of Minnesota) onoBiga4 akICHTY€E HAa YUCIICHHOCTI JICPEB’ THUX 3HAKIB
y BUIVISLII CTPLJT HA NUIAXY, IKUH 00Tk Tepoi. I3 MHrBOKyIbTyposoriuaux mxepert (Tpecumnep,
1990; Extknonequanuii cnoBHUK cuMBoiiB, 2003; Bpiant, 1991) nizHaemocs, 1110 CTpijia — 11e CHMBOI
BiliHM 200 00opoHu. TyT LikaBUM € TOM (aKT, 10 BaXJIMBE 3HAYECHHS Ma€ (hopMa CTPLIH, SKa MOXKE
CHUMBOJII3yBaTH HampsM, pyx, cuwity Ta 3axucT (Tpecunmep, 1990; EnnumkmonequaHuii CIOBHUK
cumBoiB, 2003; bpianT, 1991). Tak, crpina, 0 BKa3ye Ha HANPSIMOK IIPaBOPYY O3HAYAE 3aXUCT,
JBOPYY — 3aXHCT BiJ| 3712, YHU3 — CUMBOJ Mupy. [logopoxHi B HaBeqeHOMY BuIle (parMeHTi
3yCTPIYarOTh Oararo JepeB’sIHUX CTPLT 3 YKa3iBKOKO Ha pi3Hi Hanpsvmku (There were lots of little wooden
signs along the road — jigsaw-cutarrows with painted names, TROLL MERE, THE LOON’S HEAVEN,
JOHNSON'’S RESORT). 3Hak MHpY, 1[0 € OCHOBHOIO BaJIOPATUBHOO I[IHHICTIO ISl aMEPiH/IiaHIIiB,
SIKI BCUIIKO BUCTYIIAIOTh 3a 3JIarofy, 0ajaHc B yChOMY, CIIOKIH, THIITY, CAMBOJII3y€ B TEKCTi CTpiJa,
cupsimoBana BHU3: The sign to Johnson’s had actually fallen off its post and stuck point down
in the grass, which is why they thought they could afford tos tay there. Y Takuii criocio — MeTahOpUIHO-
OpPHAMEHTAJILHO, — OCKLUJIBKU HIETHCS PO TeorpadidHi Ta eTHOpeaIii, OIOBi a4 BUCIIOBIIOE OaKaHHS
BCTAHOBUTH MHUP 1 311arofy Ha 3eMiIi.

CXUITBHICTB JI0 OPHAMEHTAIICTHKY B TBOPAX aMepiH/iaHChKUX MMChMEHHUKIB y3araini Ta JI. Epnapiu
30KpeMa Oepe CBil MOYATOK BiJ TEKCTIB Mi(iB i JIETSH]] aBTOXTOHHOTO HACENICHHS, SIKi 31€0OUTBIIIOTO
JIOTIOBHIOBAJIMCST HeBepOAILHUMH 3aco0aMu — o0pa3aMu TBapHH-CHMBOJIIB, POCIHH-CHMBOIIIB,
CHUMBOJIIYHHUX MpeAMeTiB Ta 00’ ekTiB (Bonkora, 2016).
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ETHOKYNBTYpHHIT OpHAMEHTAI3M aHAII30BaHKX Y HALITIH Mpalli pOMaHiB CTBOPIOETHCS SIK AUCIIEPCHO
(UISIXOM TTOOMHOKOTO BKPAIUIEHHSI B TKAHUHY XYJOKHBOTO TEKCTY €THOHIMIB, IO € JIEKCHYHUMH
OINMHHMIIIMY MPAMOI HOMIHAIlIT, 2 TAKOK PI3HUMH CTHJIICTHYHHUMH 3ac00aMH ), TaK i KOHBEPCHUBHO
(BKJTIOUEHHS! TEKCTiB Mi(iB 1 JIeTeH ] 10 OCHOBHOTO NOBicTyBaHHs). Jlo nmpukmnany, y pomani Jlinau
Xoran ‘“Mean Spirit” eTHOKYJIBTYpHHH OpHaMEHTali3M (OPMYETBHCS IUIIXOM ‘“‘NPOIMIMBAHHS
aMepiHIIaHChKUX peajIii Kpi3hk TKAHUHY “‘CydacHOCTI”: “Moses walked on past the pumping oil wells
farther down the road. A white sign, visible even in the dark, read “Indian Territory Illuminating
Oil Company,” and then, past that, the land stretched out beneath the dark hand of night, and from
the peyote tepee in the hilly, rolling country, Moles could hear the drum. It calmed him. It was the song
of a deeper life, the heating of earth s pulse. He stopped on the road to listen before he made his way
through the dark to join his people” (p. 72). 3 HaBeneHOTO (QparMeHTa OAYUMO, SIK €THOpPEATbHA
npommBka (Indian territory, peyote tepee, the drum) mocTae KOHTPACHUM (POHOM I CYYaCHHUX
aMepHKaHChKHX peatiit (pumping oil wells, oil company) i BogHOYAC BHCYBa€ Ha BUINHUHA [iHHICHUN
PiBEHB Te, II0 HAraaye MPO aMepPiHIiaHCHKUI HApPOIl, HOTO KYIbTypy, arMochepy. Indian territory,
peyote tepee, drum — 11e Te, O € CUMBOJIOM JAaJIeKoro (deeper life) KUTTA, sIKE B I1aM’SITi 3ByYUTh
sk micHs (the song of a deeper life), 3apskae KUTTEBUU Tynbe (the heating of earth’s pulse).
Mertadopu, yKHTi B [bOMY YPUBKY, MalOTh €THOKYJILTYpPHE 3HaUEHHSI, [IePeIatoTh eMOLIIHHUI CTaH
OIOBiJIa4a, KUK CYMY€ 3a PIIHUM HapomOM, KYyJIBTYpOlO, IO 3 YacOoM 3aHemajae. 3aiiis TOoro,
00 JOTOPKHYTHUCS IO €THOKYJIBTYPHOI arMocgepH, HeoOXiJHO MPOWUTH NUIAX Yepe3 TeMpsiBy (he
made his way through the dark to join his people).

VY pomani Jlecni Mapmon Cinko “Ceremony” eTHOKYJIETYPHHM OPHAMEHTOM CIIYTYIOTh ITiCEHHI
“NpOMIMBKK” TKaHUHU TEKCTY, II0 BHUCTYNAIOTh BCTABHUMH €JeMEHTamu, ski, 3a M.-JI. Paiisn
(Ryan, 2014, p. 726 — 743), He TUIBKH CTBOPIOIOTH ETHOKYJIBTYPHHH (DOH, a i CIIPUSIIOTH PO3TOPTaHHIO
HapatuBy. [XHs QyHKIIiS B TEKCTi — €KCIIPECUBHO MepeIaTH eTHOKYNIBTYPHi LIHHOCTI, KpaIlle 3p03yMiTh
TpajuIlii, 3BUYal, CaKpasbHi IPEAMETH i 00 €KTH, 1110 MAOTh HeaOUsIKe 3HAUCHHS [T aMePiH/TIaHITIB:

“It was a special place. He was smiling. He felt strong. He had to touch his own hand to remember
what year it was: thick welted scars from the shattered bottle glass.

His mother-in-law suspected something,
She smelled coyote piss one morning,
She told her daughter,
She figured Coyote was doing this,
She knew her son-in-law was missing,
<..>
They made Pollen Boy right in the centre of
the white corn painting.
His eyes were blue pollen,
his mouth was blue pollen,
his neck was too.
There were pinches of blue pollen
at his joints” (p. 129 — 131).

IoBropu nekcnuHUX OmMHHULIB (coyote, pollen), Mo BUKOHYIOTH (DYHKIIiIO (hacliiHalli, € BepOaJIbHIMU
3HaKaMH, SIKi MOCTAIOTh HOCISIMM CHUMBOJIBHOTO 3HAYCHHS B aMEpIiHIIAHCBHKIN KyIbTypi: Kotiom —
cakpasbHa TBapHHA, IO OyX0TBOpIoe Bemkoro TBopust; poca — CHMBOIN HApOKEHHS, TyXOBHOT
1 TIJIECHOT YMCTOTH, HEMOTOPKAHOCTI. 3HAYCHHS YUCTOTH ITiAKPECIFOE MIPUKMETHHUK CUHIL, TII0 CUMBOJTI3Y€E
HETIOXUTHICTh, HE3JIAMHICTbh, CHITY TyXY.

ETHOKyNBTYpHUIT OpHAMEHTANI3M y TaKUH CIOCIO CITYrye 3B’SI3KOM MK aMepiH/IaHCHKHM 1 CYyTO
aMepHUKaHCHKUM CBITOM, MIXK CaKpaJIbHUMH 00’ €KTaMu 1 00’ €KTaMH PEabHOTO CBITY, MIXK peaslbHO-
ICTOPHYHUMHU 1 XYTOXKHIMH TOIISIMH, MK OIOBIJaueM-HOCIEM ETHOKYJIBTYPH Ta OITOBiJauyeM-
MIPE/ICTABHUKOM CYYaCHOTO aMEPHKAaHCHKOTO COIIIyMY.
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OnoBinay-ckeruyep

CkeTy — TexHiKa IIBHIKOTO MaJIOHKa (Bif aHIL. sketch — to draw a picture quickly and with few
details, to make a general plan of something with only a few details (Macmillan English Dictionary
For Advanced Learners, p. 1337):

Puc. 2 Cxery sik IIBUAKHIT MATIOHOK Ned3axy

CKeTYHHT 3/1€01IbIIOT0 TPAKTYIOTh SIK IIBHIKUHA MAIOHOK ITEeH3ay, pi3HUX 00’ €KTIB, JOneH,
MIpEIMETIB OfsTy, iHTEep €py. OCTaHHIM YacoM BiH HaJ3BUYaHO MOMYJSIPHUNA Cepesl apXiTeKTOpiB
i mu3aitHepiB iHTEep €py. 3BEpPHEHHS [0 TaKOi TEXHIKM 3yMOBJIECHO THM, IO OCTAHHIM 4acOM Ba)KKO
KOTOCh 3JIMBYBAaTH MOXIIUBOCTSMH AuTiTanbHUX TexHik (Photoshop i 3DMax), mo cipuduHUIO
HOCTAJIBTIIO 32 “9KUBUM MaJIFOHKOM i3 HaTypu”, TSDKIHHS 10 Tak 3BaHoro “handmade”, To6To ctBopeHoro
BJIACHUMH PyKaMH.

CkeTui ChOTO/IHI B TPEH/I], 1 KOKEH IU3aiiHep iHTep’ €py IMPOCTO MIOBUHEH MaTH y CBOEMY MOPT(HOITio
Ha0ip rpadiyHuX POOIT, IO CBIAYHUTH MPO HOro MpodecioHatizMm.

N Y

Puc. 3 CkeTy Ik IWIBUAKHMIT MATIOHOK AU3aiiHy iHTEp’€py
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AHani3zyroun ()akTHYHMI MaTtepia Halloro JI0CTiIKEHHs, MU 3BEPHYIIH YBary Ha Te, 110 OIOBi1adi
amMepiHIIaHChKOT MPO3H, BUCBITIIOIOYY 1 aKTyasi3yIoUH y CBOIX TEKCTaX €THOKYJIBTYpHI IHHOCTI,
i7ieay, MPiOPUTETH, TEK MOCTAIOTh CKETUEPAMH, OCKIIBKH, PO3TIOBIIAF0YH iICTOPII0 CBOTO HAPOY,
UIBHIKO TIEPEXOSITH BiJl OHIET TEMH JI0 iHIIIOT, PO3rOPTAIOTH OMMH MOTHB 32 iHIITHM, BHKOPHCTOBYIOTh
PI3HOXKaHPOBUI TEKCTOBHH Matepiai, pi3Hi rpadiuHi 3aco0u, poONsATh BIACTYITH MK ad3anamu.
CIIOBOM, CKETUYIOTh TaKi XylI0KHbO-TEKCTOBI MAJIFOHKH, B SIKUX MIiHIMYM JIeTaJeH, aje MaKCHMYM
CMHCITY.

[IpomeMOHCTpy€EMO I Ha MPUKIAIaX 3 aHATI30BaHUX Y POOOTI XYMOKHIX TEKCTIB.

VY pomani JIstoic Epnpiu “The Painted Drum” ynpomosx Tprox a03arliB onoBiiay->KiHKa HiOUTO
MaJIIoe CKeTdi 3a TphoMa TeMamMu: “Micto”, “TBopuicTh ckynbTopa”, “30BHIIIHICTE CKYJIBIITOpPA”.
Ha niepimii oz, OBiCTyBaHHS Ma€ BUIIISI OITHCY COLiaIbHHUX MPOOJIEM, OTUCY MICTEUKa, B IKOMY
MEIIKA€E CKYJBITOP, & TAKOXK OMKC HOTO 30BHINIHOCTI 3 TO3UIIIT OMOBiIa4a-KiHKH, OCKLIBKH yBary
aKIIEHTOBAaHO HAa TaKMX MaJIeHbKHX JIETallsX, K: PYKH, HOTH, oui Toumfo. OIHaK 3a JOMOMOTO0
HapaTUBHHX IPUHOMIB 1 YHCIIEHHUX ITOBTOPIB Y PI3HHUX CIIOBECHUX 00pa3ax BiIOyBaeThCs BepOati3arist
Ta aKTyaJi3allisi IPUXOBAHOTO CMUCIY, SIKUIl nepenae, HalpHKiIaa, o0pa3-CUMBOI Sfone (KaMiHb).
Kaminws B amepingiancbkiid Midosiorii € MeToHIMIYHMM 00pa3oM [ opu, a [opa cIyrye CHMBOJIOM
Tsopys. Y HaBeneHUX HIKYE (parMeHTax oOpa3-CHMBOJ KAMiHb Y)KUTO B PI3HHUX KOHTEKCTaXx,
ase 1ei o0pa3 BUKOHYE (yHKIIIIO JIEKCHYHOTO TPUIepa, IKUi 3MYyIIy€e iHTepIpeTaTropa 3aMUCIIUTUCS
HaJT 3HAYCHHSM IIi€1 JICKCHYHOT OMHUII 1 3HAYCHHAM 00pa3y-CUMBOIY stone:

Micto

“Over the years our town, famous for the softness and drama of its natural light, has drawn
to itself artists from the large cities of the eastern seaboard. They have usually had some success
in the marketplace, and can now afford the luxury of becoming reclusive. Since New Hampshire does
not tax income, preferring a thousand other less effective ways to raise revenue of stone sculpturing
masters,wealthy stone artists find themselves wealthier, albeit slightly bored. <...>”.

TBOPUICTH CKYJIBITOPA

“At any rate, one such artist lives down at the end of our road, in a large brick cape attached
to a white clapboard carriage house (now studio). Kurt Krahe — last name correctly written with
an umlaut, a vampire bite above the a — is a striking man. Formely much celebrated for his work
in assemblages of stone, he has fallen into what he calls the Zwischenraum, the space between
things. <...>”.

30BHIIIHICTH CKYJIBITOPA

“Kurt’s hands are oddly, surprisingly, delicate and small; they remind me of a burly raccon's
hands, nimble and clever. His feet are almost girlish in their neatly tied boots, a contrast to the rest
of him, so boldly cut. I'm always curious about the stones that Kurt chooses for possible use. I inspect
the ones he's kept, and I think, I know, sometimes, what it is about them that draws him. He says that
the Japanese have a word for the essense apparent in a rock. I ask him, why don 't the Germans?
He says he’ll think one up. I suppose that I love Kurt for his ability to see that essense, the character
of the rock. Only, I wish sometimes that [ were stone. <...>” (p. 6-7).

B ocTaHHBOMY (hparMeHTi OMOBITad-KiHKa BYKMBAE TaKi ICTaI T CBOIO CKeTYa PO 30BHIIIHICTH
1Xapakrep MaiicTpa, siK: TapHHI TBOPYMIA CMakK, 00I3HAHICTh HA BIIUYTTI TOHKOTO CHPHHAMAHHSI SIKOCTEH
00’ekTiB peanbHOCTI. J[nHaMika 00pa3y-cuMBoITy [ opu Bijl y3araabHEHHS sfones 10 1HAUBIAyasi3arlii
a rock, nani no xoukperusatii the rock i, napemri, crienugikarii sfone B OKpeMo B3STOMY (hparMeHTi,
OCTaHHBOMY CKET4i 3 TPhOX HaBEACHHX, aKTyaJli3y€ eTHOKYJIBTYPHHUI CMHCI TOTO, O AyX 160pysl,
SIK BiH BUCBITJIIOETHCS B Mi(hOJIOPHUX JPKEpeiax aMepiHIiaHIlIB, OyB 1 3aJIMIIIAETHCS OMHUM i3 HAMBHUIIIX
CaKpaJbHUX IIHHOCTEW Ta BepOali3oBaHUH y TEKCTax y MeTadOo-METOHIMIYHUX BUCIIOBITIOBAHHSX.

DyHKIIis OIOBIaya SIK CKeTUepa TYT MOJISrae B TOMY, 00 3a JJOIIOMOTOF0 Pi3HOMAHITHHX JETaJICH,
SIKi CTBOPIOIOTH ()OH MaJTIOHKA, PO3IIOBICTH PO CyYacHE KUTTS aMePiHiaHIIB i [I0Ka3aTH, 10 TXHi
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€THOKYJIBTYPHI I[IHHOCTI JTOCI 3aJTUIIAOTHCS] HAWBUINUMHY BajiopaTuBamMu. O013HAHICTh 1 MPUYETHICT
JIO TIOJIi, PO SIKi HAETHCS, ONOBIIAY-CKETUEP OCIIOBIIOE NUIIXOM TaKUX CTBEPIDKYBAJIBHUX CTPYKTYP,
sk-0T: I'm always curious about, I inspect the ones, I think, I know, I suppose, I wish.

BuCHOBKH i IepceKTHBU MOAAJBINNX J0CTiIKeHb. OTXe, PH PO3pOoOIll TUIIOJIOTIT 00pa3y
OITOBiJIa4a B aHIJIOMOBHHUX aMEPiHIIaHCHKUX POMaHaxX MM CHHMPAJIMCS Ha 3aIPONIOHOBaHI KPUTEPii
TUTIOJIOT13a1Iii onoBinaua B xynoxxaboMy TekcTi (1. A. bexra, XK. XKennerr, I1. JTab0ok, H. ®pinman,
B. By, B. lllmix Ta iH.) Ta IpyHTyBaJUCs Ha Marepiaji, sIKMH JaB TEKCTOBHH aHali3 Cy4yacHUX
amepinianchkuX mpo3oBux TekctiB (H. C. Momanes, JI. Epapiu, JI. Xoran, JI. Oyenca, T. Kinra).
Ham Brasiocst BHOKpEMHTH TaKi OCHOBHI THIIH OIIOBIIa4a €THOKYJIBTYPHOTO HapaTUBY, sIK: ONIOBI1a4-
Macka (OmoBia4, sIKHi y MpoLeci MOBICTYBaHHs OAATAE Pi3HI MACKH 3aJIEKHO Bifl (yHKIIT, SIKY BiH /
BOHHU BHKOHYIOTh Y TEKCTI); OTIOBi/1a4y-OpHAMEHTAIICT (BUKOHYE HE TUIBKH JIEKOPAaTHBHY (YHKIIIFO,
a | BTUTIOE €CTETUYHY KOHLEMIIIO0 €THOKYJIBTYPHOTO CHPSIMYBaHHS THMH JIEKCHUHUMH 3aCO0aMH,
SIKI aKTyaJli3yl0Th €THOKYJIBTYPHI HIHHOCTI, MOTHBH, 00pa3u); ONoBiga4-ckerdyep (3a J0MOMOT00
PI3HOMaHITHHX JeTaJieil, SKi CTBOPIOIOTH (POH MaJIOHKA, PO3IOBIIAE ICTOPII0 CyYacHOTO YKHUTTS
amepiH/iaHIIB, MOEAHYI0UH 11 3 iCTOPit0 IXHHOTO MUHYJIOTO).

Y po6oTi BU3HAUEHO, 110 3aBASKH aMepiH/iaHChKOMY ITOXO/PKEHHIO MMCBMEHHUKIB Y TXHIX TBOpax
BiJ[3€pKajJIeHO OCOOIMBOCTI aBTOXTOHHOTO CBITOCTIPHUHSATTS Ta CBITOPO3YMIHHS aMEPUKAaHCHKUX
iH/IiaHI[IB, HAIlIOHAIBHUI KOJIOPUT IXHBOI eTHomoeTHkH. OO0pa3 omnoBigaya B MpOaHATI30BaAHUX
y poOOTi poMaHax BUTIyMa4€HO SIK MYJIETHUHAPATUBHUH, PISHOTHUITHHUH 3aJI€XKHO BiJ| )KaHPY HApaTHBY
1 €THOKYJIBTYPH, SIKy BiH HPEJICTABIISE B TEKCTI.

VY nopanbmmx CBOIX MpalpiX IUIAHYEMO PO3POOMTH MPUHIMIK JIIHTBOKYJIBTYPOJIOTIYHOTO
i JTIHrBOCEMIOTHYHOT'O MOJICTFOBAHHS 00pa3y OIOBi/laya B Cy4aCHUX aHIJIOMOBHHUX aMepiHIIaHChKUX
MPO30BUX TEKCTaX.
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