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KAJII®OPHIA SAK TOITOC MUHYJIOT O

B HI3HII MPO3I JU)KOAH ALTIOH

Cmammas npucesiuena 00CiONHCeHHIO i0eliHO-MeMAMUYHUX A CEMAHMUKO-NOEMON02TUHUX 0COO-
ausocmetl ni3HbLOI NPo3u amepukancyvkoi nucomennuyi Jocoan [lidion y knuzi « Cuni nouiy. Tonoc
Kanigopnii, wo penpezenmye obpaz munyrozo, oae niOCmagy posuupumu OUCKYPC NI3HbOCHI
ma oxpecaumu nooanbusy NepcneKmugy HapamueHux 00CIi0NHCeHb.

Konyenyisa «nizniti cmunvy, cmeopena T. B. Adoopno ma npoodosacena E. B. Caioom, donoma-
2ae npusepHymu yeazy Iimepamypo3nasyie 00 nizHboi meopuocmi NUCbMEHHUKIB, 8I0KPUBAIOYU HOBI

00pii ix 2HCanpoB8O-CMUNbLOBOT MeXHIKU. 3anyuents 00 OUCKYPCY 2eHOePHO20 ACNEeKMY penpe3eHmayii

€ HOBUM KPOKOM Y JIiMepamypHiti KoMnapamugicmuyi.

AxmyansHicmb 36epHeHHsI 00 Yb020 ACHEKMY MEOPUOCHI NUCOMEHHUYT 3YMOBIEHA 3POCHAHHAM
iHmepecy 00 0cobnUBOCmell HCIHOUO20 HAPAMUBY He MIAbKU Y CBIMOBOMY, dle U Y GIMUUZHAHOMY
Aimepamypo3HaeCmei.

Memoro cmammi € usHauumu OCHOBHI pucu Ni3HLO20 CMUIO, 30KPEMA PEnpe3eHmayito MuHy-
noeo ax monocy Kanigopnii é pamkax eceicmuunoi npozu « Cuni nouin Jorcoan /idion.

Aemopxa npedcmasnsie 6azamosumipuuti monoc Kanighopnii 60—70-x poxie XX cmopiuus sk
NOEOHAHHS cnoeadie ma ioeti 3 iCMOopi€el0 6I1ACHO20 HCUMMS MA KPAiHu. 3aHypeHHs, o npeocmag-
JeHi peprexcicio ma Oegrexcicto, 3ac8iOuyOmMb GUCOKY MAUCMEPHICMb KOMRO3UYILHOI n0Oy008u
npo3u. Poamiwenns 6 yeHmpi Hapamugy memu CamoB8USHAHHS, eMOYIlIHO20 OUCTNAHYIIOBAHHS, PO3i-

PBAHHI BANCIUBUX eMOYTUHUX 38 A3KI8 eKCMPANOIIOIMbCs Ha Xy0odcHil 1anowagm KanighopHii.
Yeeioomnenna cmapinus, cmpax empamumu 6010 MUCTHEYLKY CUTY MA HE3ANENHCHICMb PO320p-
Maemsvcs y GHYMpiuHboMy crodxcemi kuueu. Camomuicmy, 6enmedcHicms ma 6ioyatl CKOHYeHmpo-
6aHi 6 0OpA3i «CUHIX HOUeU» Hbm—ﬁopka, Wo AK nepeodiCHUKU, NPOPOKYIOMb HAOIUNCEHHS KiHYsl.
JKaza scumu ma meopumu nepemazaromos 2ipKomy, myzy 3a 0oMom ma cim’ero. Aemopka donae
cmpax, 8i0HAxX00UMs CULy MUCIEYbKO20 OYX)y nepeo auyem c8o€i 001
Knrouosi cnoea: amepukaucovka nimepamypa, /icoan [idion, eceicmuka, sxcinouutl Hapamus,

RI3HIU CMULb, NOCIMMOOEPHI3M, MONOC.

IocranoBka npodaemu. E. B. Cain y pobori, npu-
CBSYCHIN KoHIemIii «mi3Hild ctuib» (On Late Style,
2006) [1], BEOiNMB KillbKa OCHOBHHX PHC, IO Xapak-
TEepHI 151 Ti3HBOT TBOPUOCTI OyIb-sKOTO MUTIISL. OKpiM
anoHckkoro nrchbMeHHUKa Oe KennzaOypo, koTpuii
€ cnaakoeMiieM koHnenmii Caiga [2], B koMmaparuB-
HOMY acCIeKTi PO3MIIAETHCS TBOPUICTh Majlo BiIOMOI
B HalIil KpaiHi amepuKaHChKOI mUcbMeHHMLI J[koaH
JinioH, K )KiHOYHH TOJIOC Y AUCKYPCI Mi3HBOCTI.

Teopis misHbOroO CTUIIO, po3podiena T. B. AxopHo
Ha Marepiasi My3HKaJbHHX TBODPIB 1 NPOAOBKEHA
E. B. Caimom Bke Ha OCHOBI Xy[OXHBOI JIITEpaTypH,
JIOTIOMOT/Ia TIPUBEPHYTH yBary OO BHUBYEHHS TBOP-
Y0OCTi MMCAMEHHHKIB y BCHOMY CBiTi, KOTpi, K 37a-
BAJIOCh, BXKE Malld TBOpYE MiJHECEHHs, MPOTE IMpPO-
JOBXYIOTh IUBYBaTl HOBHMH KaHPOBO-CTHIHLOBUMH
BiIKPUTTSAMHU.

3amydeHHs A0 wi€l TpoOieMH acleKTy TeHAEepPHOT
perpe3eHTallii € HOBITHBOIO HAyKOBOIO PO3BiIKOIO
B JIiTEpaTypHiii KOMIAPaTUBICTHIIL.

AKTyanbHICTh 3BEpHEHHS 0 BU3HAYEHHS LIHOTO
JKIHOYOTO aCIEKTy TBOPYOCTI MUCTKHHI 3yMOBIICHA
3POCTaHHSAM IHTEPECy 0 Ii€l mpolieMH HE TLTbKU
B 3apyOixkHOoMy (C. ne bosyap, B. Bynd, 1. bapsen,
JI. ®eppicc, JI. Kypti, T. A. Tymy3), ane i y BiTun3-
HsHOMY niteparypo3HaBcTi (H. Icaesa, M. Boiinu,
I Jamenko, C. IlaBmmuko, H. 30o0poBchka).
3okpema, TBOpUicTh J>koan J[i1ioH 10 CUX Tip 3aiu-
LIA€THCS 11033 yBarow YKpaiHCBKUX JITepaTypos-
HAaBIIiB 1 3raJlye€ThCs TUIIE B paMKax KOPITYCY «HOBOT
xypHanictukm» (JI. IyTsx). XymoxHs Ta myOmi-
nucTHIHa mpo3a Jlimion Oyma mepekianeHa dpaH-
Iy3bKOI0, HIMEIFKOI0, ICIAaHCHKOK, ITAIIHCHKOIO,
TOJIECHKOI0, HOPBE3HKOI0, (PiHCHKOIO Ta POCIHCHKOIO
MoBamu. Came BUCBITJICHHS ITOCTMOJCPHICTHYHUX
CEMaHTHYHUX Ta IOETOJOTIYHHUX penpe3eHTalii
YOJIOBIYOTO Ta JKIHOYOTO THINB ITI3HBOTO CTHITIO
B JIiITEPaTypHO-KPUTHYHUX Ta XyAOXKHIX ITUCKypcax
[IPECTAaBIIsI€ HOBUI HANIPSM Y KOMIIAPATUBICTUYHUX
JOCII/PKEHHSIX, a 3aJIy4YCHHS >KiHOK-TTMCHMEHHUIb
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HAJacTh 3MOTY 3allOBHUTH MPOTAIMHU TEOPETHY-
HOTO (QYHIAMCHTY.

AHani3 ocTta”HHiX AocaiTKeHb Ta myoJika-
uiil. Y 3apyOikHOMY JiTepaTypo3HaBCTBI TBOPUICTh
Hinion nmumbHO BUBYaeThes. Haitgacrime y dokyci
JOCTIIKeHb — HapaToJioriyHa Ta TEMaTHYHa Ipo-
Onemaruka. Bigomo, 1m0 MUCHMEHHHUIS BHCOKO OLli-
HIOBAJIA CTHJIb CHHTaKCH4HOT 100yn0BH E. Teminrses
[10]. ®ynnamentansaumu € npani k. I1. Croyr
(Strategies of Reticence: Silence and Meaning in
the Works of Jane Austen, Willa Cather, Katherine
Anne Porter, and Joan Didion, 1990), E. M. Kapax-
con (Narrative vision and modern metaphysics in
the essays and novels of Joan Didion, 2020).

M. C. Jlopic HaronomryBama, IO TOJOBHOIO
ocobmuBicTi0O Tpo3u JlimioH 3amkmy Oyia TeXHiKa
MoeHYBaTH (QIiKITH Ta «BIacHHUU romocy [8, c. 83].
Jlireparyposnaseup T-C. 3exeneiin, mo onucye Kairi-
¢dopuito B 3pimiii mposi Jigion sk “metaphorical
space” [16], HarojolIye, MO0 MaHepa 300pakeHHS
MIPOCTOPY 3MIHIOETHCS 3aJIEKHO BiJ i1 BHYTPIITHBOTO
Hactporo. Iammit migxix BuceiTimina K. H. Makwic
[12], xoTpa BUCYHY:a TinOTE3Y, 0 00pa3 Kamidopwii
y nposi Higion ne “anachronistic concept”, Ta npu-
CBATWIA JAOCHTIKCHHS (PPOUIUCTCHKUM KOHIICIIIIISIM
MeJIaHXOoJii Ta CKOPOOTH Yepe3 penpe3eHTamio « 5.
JI. JIKop/K, OKpECHIOYM MUTaHHS 4acolpOCTOpPY
B Xy[AOKHIN Ta HEXYIOXKHIH MMPO3i MACEMEHHMUIII, 3ay-
Baxmna: “<...> the outside world remains gauzy or
improbable — still in many ways a mirage” [6]. Sk
1 inmn pocninauku, K. M. BannepOepr Hamossrae Ha
iCHYBaHHI Mi)OJIOTIHYHOTO KOMITOHEHTA B ITPO3i MHCh-
MEHHHUIII, 1 HaroJIoMIye, IO ii 3piia Mmpo3a BKe BKa3ye
Ha “dissolution of personal mythologies™ [15]. Bueni
BUJUIAIOTE Kadi(pOpHINCEKY TeMy SK IEHTpalIbHY
B ii TBopuocrti (/. lamko, C. Henbcon, 1. M. daiiH,
I1. Ckinesi, ®. Cangepc, [Ix. Cekcron, C. JletypHo).

VYV paMKax reHiepHHUX CTYAil y miteparypi mpo3y
Jimion mocmimKyBaIy, BUAULIONH Pi3HI TeMaTH4HI
1 moeronoriuni acnekru. Tak, I. IlloBonrep, aHami-
3ytoud ii TBOpYiCTh, 3a3Havae, mo JlimioH Hamara-
Jacs TpUBEpHYTH yBary Ao Temu “being a woman
writer”, amOiBaJICHTHOCTiI 3aKOHIB JIITEPaTypHOTO
KoJla Ta BIOKPHUTOI BOpoxkocTi. Bona BBaxama, mio
aBTOpKa 0a4YNUTh CBOEK METOI0 3HAMTU CBOIO POJb
Y CBITi SIK KiHKH, IIO MMHIIE POMaHH, a HE «IYTIUBY
posy» [14].

IocTranoBka 3aBnanHs. MeTOIO CTATTI € OKpec-
nenHs tornocy KamigopHii pazom 3 iHIIUMH prcaMH
mi3HROTO ¢TI0 B podoti Jx. Jimion «Cunri Howi»
(Blue Nights, 2011).

Buknang ocHoBHoro marepiany. Im’s «/lxoan
Himion» nmaBHO crano OpeHaoMm 3aximHoro Y30e-
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pexokst Ta yocoOnmeHHS ayxXy OyHrapctBa Hopoi
KypHajiictuku. KamidopHis HIKOTM He MOKHIana
CTOpIHKH 1i TBOpIB: CTaTreH, eceiB, pOMaHIB, I €C
Ta penopraxiB. Eceictmuna mposa «CuHi HOUI»
(“Blue Nights”, 2011) Gamancye mix aBTobiorpa-
(iuHMMY 3i3HAHHAMHU Ta POMaHiCTHYHOKO MPO3010. 1i
CTHWJIh TIO3HAYCHUH a0COTIOTHOIO BiIBEPTICTIO 3 YUTA-
9eM, IMMPOCTOTOI0 HAPATHBHOI Ta CTUJIICTHYHOI TIO0Y-
JIOBH, 110 AK Hikonmu HaOmuxkac ii 1o E. Teminrses [7].

«Cuni Houi» po3rsgaroThes B CTATTI K MPHUKIIAL
mizasoro ctimo Jimion. Lle ocobnuBo BIagae B 0KO
y mpoiieci nmopiBHSAHHS 3 kKHUroto «IliBfeHs Ta 3axin:
i3 3amucHuka» (East and West: From a Notebook,
2017), ssKy MUCHMEHHHMIISI CTBOPHIIA, ITOIXOPOXKYIOUH
[liBgaem, nmounHaroun 3 HoBoro OprneaHy, BOpOIOBK
omHOTO Micsius y 70-x pokax.

B eceictnuniii mpo3i digion Kamidopwis 60—70-x
POKIB OXHUBJISIE SK ICTOpHYHE, TaK 1 NpUBaTHE
MUHYJIE Ta MOJAEThCS K BHYTPIIIHE MEPEKUBAHHS
«BUTHaHH (exile).

IaTuMHI npamatuyHi momii — CMEpPTh YOJIOBiKa
xona J[’toHa Ta nouku Kantanum — Ha3aBxau 3Mi-
HWIHK i1, IPUHECIN CTpax BIACHOI CMEpTi, Bpasiu-
BOCTI Ta CHJIBHE BIJUYTTS MHUCTEIBKOI CIaOKOCTI.
IHTOHAITISI ONKPOBEHHS NMPOHU3aHA TiPKOTOIO YCBi-
JMOMJICHHSI CTapiHHA SK TPOIecy He3ymMHHOTO
Ta HEMHHYYOro. 3BiJCHM KONAaHHA B MUHYJIOMY,
MOIIYKY HOMHUJIOK Ta CAMO3BHHYBaueHb. Hanmpukinimi
nepenmoBu o kuuru Jx. Higion nume: “I found
my mind turning increasingly to illness, to the end
of promise, the dwindling of the days, the inevi-
tability of the fading, the dying of the brightness”
[4, c. 3]. lls MonmanpHICTh CHOBiZaHHS CYTOJOCHA
nymkam T. B. Anopuo ta E. B. Caiga sk MoMeHT
3racaHHs MHUTIS, BIMYYTTS HAONMOKEHHS KIHIIS
Ta KOHIICHTPAIIil BCi€l XyI0XKHBOI Ta BIACHOI icTOPIi
B XYIO)XKHBOMY TTpocTOpi [1] Ta yepes clIoBO — om0~
JIAaHHS JYMOK MPO HEMUHYYHH KiHEIb.

Cama Ha3Ba TBOpY PE30HY€E HE TUIBKH i3 camoyc-
BiJJOMJICHHSIM BJIACHOT CMEPTHOCTI, CTapiHHS Ta 3ra-
canns. “Blue Nights” B ii ysaenenni — ne “the gloam-
ing” [4, c. 3], ocoOmuBHIA KOJIip JIITHIX HOYEH, 110, K
munre J{igioH, MoHa 3ycTpith Tinbku B Heio-Hopky,
i BiH HiKonK He 3’sBrseThes B Kamidopnii. Hanmpu-
KiHL TBOPY BOHA Hamu1e: “in notes <...> called Blue
Nights for a reason, <...> because at the time I began
them I could think of little other than the inevitable
approach of darker days” [4, c. 134]. Cuni HbIO-
HOPKCHKI HOYI MPOTHCTABIIEHI COHIYHOCTI CIOTaiB,
TakdM YHHOM, CEMaHTHKa KOJOPAaTHBIB OKPECIIOE
MOZYCH CHPUHHSTTS KUTTS MUCTKHHEIO.

Kommnosumiita cTpykTypa TBOpY 3aMKHEHA B CIIO-
rajax, KaJeiJIOCKOIYHO BKIIOYEHUX Y (parMeHTH
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TEKCTY, BIIKPUBAETHCS OJPY>KEHHIM JIOUKH Ta 3aKiH-
gyyeTbes i1 cmeptio. Came 00pa3 OYKH Yy BECUTBHIH
CYKHI € BHXIJIHOIO TOYKOIO MOJAJIBIIOTO 3aHypEHHS
B MUHYJIE, ITOB’ I3aHUHA CUIIFHOI0 CHMBOJIIKO-(DIOopHC-
THYHOIO PHUCOIO: Stephanotis Oyia BILIETEHA B BOJIIOCCS
JIOYKK B JIGHb 11 BECLIsA, a TaTylOBaHHS plumeria
PO AAJIo Yepe3 MepexeBo ii cykHi [4, c. 6].

CeMaHTHKa 1 KOHOTALlisl JIEKCUKH B koMY (hpar-
MEHTI € BiIOOpaKCHHSM TIpPKOTH BiAYYTTIB, XBHII
copomy Ta xkamo: “ <...> Kkilled the stephanotis,
killed the mint, and also killed the pink magno-
lia” (Buminenns — 4. /[.), i gani nmpogopxye “the pink
magnolia, I was also quite sure, would not [come
back]” [4, c. 8]. Tak BoHa BijuyBae Iieil CTpaIlIHUN
MiJICyMOK ICHYBaHHS: € pedi, KOTpi BXKE HIKOJIU HE
MMOBEPHYTH, 30KpeMa Ti, 10 TPUHOCHIN PaIiCTh;
HikonM He ToBepHyTHuCs B KamidopHiro, B iXHIH miM,
IIACTUBI YacH, KOJIH OyJIM )KMBHMH ii KOXaHi YOJOBIK
Ta JI0YKa, — B MUHYJIC.

B 1i croragax Kanrana ta BOWTI KBITH acoliia-
tuBHO noeaHaHi: “I had seen her wishing for death as
she lay on the floor of her sitting room in Brentwood
Park, <...> from which she had been able to look into
the pink magnolia” [4, c. 48].

“Time passes. Memory fades” [4, ¢. 13] — miacy-
MOBY€E aBTOPKa, HEMOB MTOPIBHIOKOYH B’ IHEHHS KBITIB
Ta CIIOTA/IB i3 IITMHOM Yacy — HIIO HE 3aJIMIIAETHCS
HE3MIHHUM, HIXTO He 3aJINIIAEThCS TAKHIM, K KOJIHCh.

ABTOpKa OINHUCY€e B JETaNAX CBOI NEpPEKUBAHHSA,
30KpeMa BiuyTTsl NTUOOKOI BTpaTH, KOJIM BOHA Iepe-
odopmItOBaNia BOAIMCHKE MOCBIAYEHHS Yy IITaTi
Heto-Mopk. Lleit pospus i3 Miciem, ge BoHa Gyna
IIACIIMBOIO, BIIUYBAETHCS K BTpaTa 3B’ SI3Ky 3 MUHY-
TUM. ABTOpKa IHTEPTEKCTYaJbHO BBOAWTH IIEH eri-
307 fAK aJIO31I0 Ha BU3HaueHHsS “severed emotional
bonds” [4, c. 11] 3 xauru K. Menninrena [4, c. 9] mpo
CaMOBOMBIIb, KOTPHUX IITOBXAJIN HA IIeH BAMHOK a0CO-
JIOTHO TIepeciuHi pedi, SIK CMepTh KaHapKu, oO0pi-
3aHHS BOJIOCCS, JIBa MPOMYIIEHi moi3au: “<...> when
they were lost or when there was even a threat that
they might be lost, the recoil of severed emotional
bonds was fatal” [4, c¢. 9]. HaliMeHi, Maike HEmo-
MITHI peui, Ha KOTpUX OyIy€eThbCs HAIlle KHUTTS Ta sIKi
BiJT0OOpa)karoTh HOTO CTalliCTh, MOXKYTh IITOBXHYTH
TeOe T0 MeXi, IO BKE Ka3aTH PO BTPaTy ONM3BKHX
moneit un BiracHoro nomy. L «medmexcis» (deflec-
tion) — BINIITOBXYBAaHHS BiJl CHIOTaJliB Ta €MOIIHHUX
CTaHiB — AUCTaHLiIOE BiJ Tonocy Micus (KamidopHii)
K IACTS] MHHYJIOTO Ta TIOCUITIOE BiIYYTTS BUTHAHHS
B yaBieHHi Jlimion.

Bona cBimoMo 3amepedye 3MOTy PO3ILUIATH
3 iHmmMu moneMu AiM y bpertsyn Ilapk. Lle nicu-
XOJIOT1YHO TOHKO PENpe3eHTOBAHO B €Mi30/i 3yCTpii

3 JIOYKOI0 HOBOTO BIIAaCHWKA, KOTpa ckazana “I grew
up in your house” [4, c. 11]. BayTpimms pobora Bia-
YyTTSA-ITyMKH — 3allepedeHHsT — peakiist (hiKCyeThes
B TEKCTi: “it was gone, a teardown” [4, c. 11].
[potinuto, 3HUIIEHO — IIe HE TUTBKKA NP0 KBIiTH
Ta JAiM, aje ¥ mpo Tparenito B ponuHi. BHyTpimHiii
CIOKET TMPOPUBAETHCS YEePE3 CTPYKTYPY CHHTAKCHUCY,
HECIIOAIBAaHUX HAOMM)KEHHSX, JIOTIYHO HE IIO€Ha-
HUX MOBHUX OJUHHIIb, y TEXHIIl KaJIeHI0CKOIIHOI
3MiHHU (PparMeHTiB i3 pi3HUX €TaIliB )KUTTA.
Kamidopnis y crmoramax [igioH — e HE TiJIbKH
CEHTHMCHTAJIbHI 3aMaJIbOBKU TEPEKUBAHb Ta BiJ-
YyTTiB, 1[0 30epiraroTh croraan. Aje i 3710BiCHE, 10
JIAKA€E: 3Mii, IO JI3yTh MiJ KalloT MAaIliHH; ITIaHi
BITpH, M0 IMYTh i3 KAaHBWOHIB, 3PHUBAIOYH [[AXU
MMOMEIIKaHb Ta OOCHMAIOYM CTIHH 30JI0F0 BOTHHII]

[4, c. 27].
VY TakoMmy KOHTEKCTi OJJKPOBEHb 1 KasTTs 00pa3u-
CIIOTaIy, BBENEHI CIIOBOM ‘‘memento”, — HE PHUTO-

pUYHUN TIpUHOM, a CEMaHTHKO-TIOCTOJOTIYHUH
LEHTP BCHOTO TEKCTYy. XOY aBTOPKa i HE HMPOMOBIISIE
“memento mori”, JIPUKO-TPariyHi aHami3W cIora-
JiB BH3HAYAIOTh KaHPOBY JOMIHAHTY Mi3HBOI IPO3H
Himion.

st ocoOmuBicTh i TPO3W MOCHIICHA IHTEPTEKCTY-
anpHUM BKTFOUeHHsIM citiB micHi “Hotel California”
(1976) rpynu Eagles: “You can check out any time
you like — // But you can never leave — “ [4, c. 40],
mo pe3onye 3 imesmu E. B. Caina, sikuii 3BepHYB
yBary Ha Ba)JIMBICTh TOMOCY AJIeKCaHApii — Micus
PO3TOpTaHHS XyHAOXKHBOTO IIPOCTOPY, IO MA€E KIIIO-
YOBY POJIb Y KOMIO3HIIWHIN Ta MOETHYHIN MTOOYI0BI.
Bunarny Ta eauny 36ipky rpeuskoro noera K. Kasa-
¢ica «Iloesii» (Poiemata, 1935) Cain ommcye sk Ty,
B sikii “Alexandria haunts his poetry” [13, ¢. 133]. Ile
3ayBaKCHHSI HE € Oe3MmicTaBHUM. SIKIIO MOTIITHYTH
Ha noe3siro «Mictoy, noet nuire: “won’t find another
shore // This city will always pursue you <...>// You’ll
always end up in this city” [13, c. 133] — BiguyTTa
(daryMy pO3ropTaEeTbcsi Ta NMPOHUKAE Yepe3 CIIoBa
OZIHOTO 3 TepoiB, HUMH IMPOMOBIISIE 1 CaM MHTEIb.
[IpuBaTHE XHUTTS, BiifHa, iICTOPis — BCe 00’ €MHYETHCS
Anexcarppiero, sky Cain HazBaB “anonymous site
of'episodes” [13, c. 135], uepes Te, 110 MiCTO KOXKHOTO
pa3y pi3He — cTOiTh y HeHTpi Midy, MaiGyTHBOTO,
MHUHYJIOTO, BUTa/IaHOTO Y¥ aBTOOiorpadiuHoro.

Kamigopnist s Jligion Tex He TUIbKK aBTo0iO-
rpadidHe Ta MAHYIE — I1e MicIle, KyJi BOHA OilIbITie He
MO>KE IOBEPHYTHCSI, OKPIM SIK Y TBOPUOCTI Ta CHIOraiax.
X04 BOHa 1 € B peaibHOCTI, aJie HE € TAKOI0, SIK KOJIUCh.
o mactsi, 10 MUHYJIOTO, 10 y30epexoks aBTopKa BBa-
JKa€ HEMOXIJIMBUM IOBEPHYTHUCS: 1l CAMOBUTHAHHS —
1e nposuBanns B Hero-Mopky, 1ie Kasrs.
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Caig anamizye moesito KaBadica i1 ii nenrpainb-
HUI 00pa3 gk mposB xpoHoTomy. Kareropist yacy —
e “subjective passage into past” [13, c. 135], Bce,
o 300pakeHe B XyAO)KHbOMY BHUMIpi, iCHy€ JHIIe
B paMKaX MHHYJIOTO, HaBiTh HE TeMepilmHporo. Maii-
OyTHE TpaHCPOPMYEThCS 3aBISKM NPUHOMY Haco-
BOro 00’eqHaHHs enox. YacoBi BUMIpH € CTOpPiHKaMH,
KOTpi ropTae MUTEIlb, — JIUIIE T€, 110 BiH MOXE OCST-
HYTH Ta BUPA3HUTH CIOBaMH. BimuyTTs HaOMkeHHS
BIACHOI CMEPTI CTaBUTb HEMHHYYy IEpEILKOAY,
CTiHY, Ky MUTEIlh HE MOKE TIOZ0IATH 30pOM. Y TIpO3i
JimioH iHIle CIPUAHATTS Yacy, e HaBMaKy, “‘passage
of time” [4, c. 68], HaMip MHCTKHHI CXOMUTH HOTO
CIIOBOM, TIEPEXKUTH 3HOBY, IO BUSABJISIETHCSI MAPHUM.

Tpunaausaty miaBy «CHHIX HOYEH» BiJJKPUBAIOThH
ciosa: “For everything there is a season” [4, c. 68],
IO Jja€ HaM OUIBII TOYHE YSIBJICHHS TOTO, SIK came
aBTOpKa copuiiMae mepedir yacy B JKHUTTI Ta MHpO3i.
Pa3om i3 TumoBuMU 11 3aXiTHOTO y30EpEkKs Ce30-
Hamu JlizioH Haae BIATIHKE 0COOOBOTO CIIPUHHSITTS
Ta ommcye ix gk “fire season”, “the season when
the fire comes”, “the season when the rain comes”
[4, c. 68]. CBO1 Bpa>ke€HHS BOHA y3arajibHIOE SIK JA0Je-
HocHy MeTadopy: “strokes of random fate” [3, c. 68].
B ycromy BOHa BiguyBae pyiiHauilo, HamacTb, CTHU-
XilHE JINX0, IPOTE, K HE AMBHO, HE CMEPTH [4, ¢. 68].

Y Ko)kHOMY (hparMeHTi € CIoraj Mpo MeBHY Mep-
COHY, sIKa Bke Tinnia 3 xxutTs. Kamidopris 3 ycima 1i
Hebe3nekamu Ta BuxopoM mofiil y 70-80 pp. XX cr.
HalmoBHEHA OararbMa CIIOTaJaMH, iCTOpisIMH, aje
BCE 3aKiHYYIOTbCSA CMepTIO iX repoiB. Tak, JloMiHiKy
3aJylIMIH Ha TOpPO31 BIACHOTO JIOMY. | 3BYYHTH SIK
OescunpHUH Bimgait: “blue nights themselves — sug-
gest only death” [4, c. 68].

Toroc Hpio-Mopka, sknii JHIIe MyHKTHPHO
OKpecIieHuii, He moOynoBaHuii sik antutesa Kamigpop-
Hil — HaBITh BiJICYTHIA. €AMHUI BUMip HOTO MPUCYT-
HOCTI — 1€ aJIeTOpUIHUI 00pa3 MicTa «CHHIX HOYCH.

KamicopHist yocoOroe 7iTo — PO3KBIT JKUTTS, IO
HAIOBHEHE IIACTSM Ta CHIIOK po3yMy. Hero-Hopk yoco-
OMmoe 3UMY, XO4Y 1 ONMMCAHWM HEYITKUMH INTPHXaMH.
Mumysie i Tenepitne. i MaiGyTHe Takosk HEBU3HAYEHO:
“I have not yet located the season in which I do not hear
her crooning back to the eight-track” [4, c. 68], MOX-
JIMBO, 11O € I1I€ 4acC JUIS BECHU, AJI1 HOBOIO MiCILL.

Ilocrari 3 MuUHYNOro — TIIBKH JKiHOYi, Ha
KOTPUX KOHLEHTPYETHCS MHCBMEHHHUI, TaKOX
¢dopmyrots ysBrnenHs npo Kamidophito Toro wacy:
“1966 and 1968 <...> women who presented them-
selves a certain way the same time. It was a way
of looking, it was a way of being” [4, c. 179].

JixioH HiKONH HE BAAETHCS JI0 IETATHHOTO OIUCY
30BHIITHOCTI YM HAI[lOHAJTBHOI HAJCKHOCTI OyIb-
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SIKOT 3 TIOCTATEH, 1110 BUPUHAIOTh Y MEPEXKEBI 11 CI1o-
ragiB. HaroMmicTe BoHa crpssMoBye (OKyC Ha IE€BHI
JeTaii, 0 BHU3HAYAIOTH BEeCh 00pa3. MU IOCHTH
YiTKO MOXXEMO YSBHTH CO0i, SK BUINIALANA ITyOJika
HanpukiHoi 60-x pokiB Jloc-Anmkeneca, mo 30u-
panacst B HUX Baoma: “<...> many of the women
present were wearing Chanel suits and David Webb
bracelets, and smoking cigarettes” [4, c¢. 74]. imion
3aBXK]TU MTOBTOPIOE, 1[0 B TOW Yac HIKOJH HE 3BepTaja
yBaru H are, siK JIOAU NOBOAWINCH YH PO3BAKAIUCS,
Bce, MO BiAOyBamocs, cnpuilManocs SK HaJleXHe,
1 HaBITh {yMKH, IO 1€ HETPABUILHUN CTUIIb KUTTS,
HE 3’ SBIISIIOCH.

JimioH ommcye CWIbHI KiHOYI KamidpopHIACHKI
obpasu: Konni Banbn, mo ropao Basrana moBKoBi
CyKHi, 1o mictanucs i me 30 pokiB TOMY, B 4acH
poboTu Mopemo, ii He3MiHHA 3BHYKA i3IUTH
pouc-poiicom 1o Besepumi Timns, y 90 pokis rory-
BaTH caMii 3BaHI 00iAM Ta BHPOIIYBAaTH TPOSHIU
[4, c. 77]; Tama Pigapacon, mo y 17 pokiB momo-
Marajia CBOEMY OaThbKOBi-pexucepy — KepyBaia
noOynoBaHUM 1715 3HOMOK MictoM Le Nid du Duc,
roTyBaja BCiii KOMaHA1 Ta rocTsM 001z, 3aliManacs
BUXOBaHHSM Ta Harjisaalla 3a JBOMa CecTpamu
Ta JBOMa Ky3WHAMHU.

Hesxi mocmimamku (P. Kack, [Ix. Jlapcon, b. Kauxka)
3a3HAYalOTh, LIO TOJIOBHA Tema Ta mpeaMmer «CHHIX
Houeii» — came crocyHku 0aTbKiB Ta AiTeH, MpoTe, K
nuie cama [limion, “this refusal even to engage in such
contemplation, this failure to confront the certainties
of aging, illness, death. This fear” [4, c. 53]. JIerko mpo-
YHUTYEThCS BIACHUH CTpax i MOro YCBIJOMIICHHS, IO
pE30HYe 3 Mi3HIMH POOOTaMM IHIIMX NMHCHMEHHUKIB,
ax Hanpuknaz, 3 tBopamu Oe ( [ Hu 0 Bz 11 |
2000 ; [BpAEER=CEED . 2011) @ B mepmomy BiH
MEPEKUBAE CMEPTH CBOTO OJIM3BKOTO JIpyra, a 3 IUM
YCBIJIOMJIEHHS CTPaxy CBOEI CMEPTI 1 MOAANBIIO] 10
cBOro cuHa. TBOpPH, B SIKHX IICHTPAJIHHOIO MIOCTAE TEMA
BJIACHOTO KIHII, €, 3a BH3HaueHHsM camoro Caima
[13, c. 92], pucoro Mi3HBOTO CTHITIO.

JlimioH 3BepTaeThCs 10 KaHPYy MEeMyapHOi eceic-
THKH, 1[0 YMOXKJIUBITIOE BIABEPTHN JIQJIOT 13 YUTAYEM
Ta co6oto. [i HapaTHBHA TexHiKa He BHKIIOYA€E MOOY-
JIOBY «OXYIOKHEHOTO» MPOCTOPY, MPOTE A€ IUPIII
MOXJTUBOCTI JUIsl TOCATHEHHS TOJIOBHOT 1iJTi aBTOPKH:
“tell you this true story just to prove that I can. That
my frailty has not yet reached a point at which I can
no longer tell a true story” [4, ¢. 109]. [onoBHa MeTa —
BUKJIACTH MPABY, K BOHA €, HIYOTO HE MPUXOBYIOUH,
Hidoro He 3MiHtoroun. “It is hard to find Califor-
nia now, unsettling to wonder how much of it was
merely imagined or improvised; melancholy to real-
ize how much of anyone’s memory is no true memory
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at all but only the traces of someone else’s memory”
[11, c. 138] — Hanucana B ecei [imion B 60-x pokax,
3aBXK/U B MOLTYKY MPaBIH.

ABTOpKa MPSIMO TIHIIE MPO CBOE CTABICHHS JIO
CTapiHHA Ta AYMKH NP0 HEMHHYYy cMepTh: “In fact
I had lived my entire life to date without seriously
believing that I would age” [4, c. 137]. Crpax mpo-
YUTYETHCA HA KOXHIM CTOPIHI — BTPATHUTU PO3YM,
CHITy MUTIIS Ta IHAUBITyalbHY CaMOOYTHICTh — He3a-
nexHICTh. Hacamriepen 1ie CTOCYETBCS TBOPUOCTI,
axy Jimion xapakrepusye Tak: “I was doing no more
than sketching in a rhythm and letting that rhythm tell
me what it was [ was saying” [4, c. 103]. fIckpaBumu
npuKIagaMu MOXYyThb ciyryBard “The White Album”
(1979) ta “The Last Thing He Wanted” (1996).
JloCiIHUKY Ta KPUTHKH TOBOPSITH PO CTHIIICTUYHY
MalCTepHICTh MHCbMEHHHMI, 30KpeMa HPOCTOTY
HapaTuBy, BUOIPKOBICTb TEMaTHKO-IPOOIEMaTHIHOT
MpPOEKIii, 0 € IHCTPYMEHTOM BIUIMBY Ha CIpUI-
HATTS yOmiku [3].

Bpaxaroga MaicTepHICTh OyayBaTH XapakTep
Teposi, JIMIIE OKPECTIOIYM MaHEpy OIraTHCs YH
3BUUKY JaBaTW 3BaHi O0iAM, IOTIOMAratu Apy3sM i3
HaiHTUMHILIMMH TPOOJIeMaMH, TPUMArOYH KeJIuX
[IAMIAHCHKOTO Ha sXTi y Tuxomy okeani — /limion
CIIPOMO)KHA TOJATH THUCSYl €IMi30/iB KapTHH-CIIO-
rafiB (CHHTE3 yChOTO MOTPOXY) JIIONEH Ta KHUTTA
KamidopHii, vactuHoro sK0i BoHa Oyna cama. [limion
CTBOpWIIA IIel Bke Oe3cMepTHHil 00pa3 3axiTHOTro
V36epexoksa vacy Llepon Teiit, Bifinu y B’etnami,
po3naiy comialbHUX KpU3.

SIKIo MOTISHYTH Ha Mamy, nobadumo, mo Kairi-
(dhopHis Mae CIUTBHUA KOPAOH i3 Mekcukoro. [limion
4acTO BHKOPHCTOBY€ ICHAHCBHKI CJIOBa AJS AOJATKO-
BOTO TiJKPECICHHsI 3BHYAHOCTI Ta peamiil ®KHUTTS
mraty: Kanrana kpuuuth “Vibora!l” [4, c. 72],
1 JligioH mosicHIo€, 1110 B JIoc-AHIKeeci KoKeH 3Hae,
10 11 03Ha4Ya€ HE TUTBKH «3Mish, ajie rpuMyda 3Mif,
apke 1X TaM IOBHO; NEPEXOKi Ha BYJIHIN MIUTYBa-
micsi Majenbpkoro Kanranoro i roBopmim “hermosa”,
“chula” [4, c¢. 71-72]. MicueBuil KOJOPHT, aTMOC-
(epa Temna ta 100pa MPUB’SI3YIOTHCS 10 iCIAHCHKOT
MOBH B TEKCTI.

Hagits iM’ss KanTanu mae tomorpadiddy ckia-
OBy yacTUHY: J{imioH 313HAETHCS, SIK B OMHY 3 TOZO-
poxeir 10 Mekcuku 3 J[KOHOM BOHM TOOAYMIN Ha
Kapti Micue Quintana Roo 1 BUpiIWIM, 0 caMe TaK
Ha3BYTh CBOIO AOUKY. Ha 11iif AijsHIi 3eMiTi B TOH yac
11e HiYoro He Oyiio moOyaoBaHo Oiyst cronui: “ <...>
terra incognita <...> as was the infant in the nursery
at St. John’s” [4, c. 60].

Kap’epy [imion mouana y pemakmii Vogue, moTimM
noyasia mucatu Hesanexkno ans Life, Esquire, The

Saturday Evening Post, The New York, ctosiun Ha
aBanrapni «HoBoi xypHamicTukm» pazom i3 T. Byn-
dbom, X. Tommconom, Jx. bpeciainom, M. I'eppom
ta iH. [9]. Takuil MOCBiA BIUTMHYB Ta BU3HAYMB ii
JiTepaTypHy TBOpYIiCTh. ABTOpKa aOCOJIOTHO Here-
pendadyBaHo mucana npo npobnemu kpainu (HopHi
[Tantepu, BOuMBcTBa CiM’eto MeHcoHa, JIXoprKis
O’Kidp, Enp CampBamop, Ponampnm Peiiran, Ky0a
ta if.). [IpoTe i mpsiMOTa BUCITOBITIOBaHHS MOXKE OyTH
pizHoto: “I encouraged the very difficulty I was hav-
ing laying words on the page. I saw it as evidence
of a new directness. I see it differently now. I see it
now as frailty” [4, c. 104]. Tak aBTOpKa 3i3HAETHCA,
o BigOymnacs TpaHcgopMarlis Bi MPSIMOTH 10 Bpas-
nmuBocti. lle ii mmuboke BHYTpIIlTHE CaMOBIIUYTTS,
aJie HallMCaHe Hel0 3aJIMIIAETHCS BiABEPTUM.

CBo€ )KUTTA HUHI TUCbMEHHUIS OTIMCYE, CTBOPIO-
I04H TipKuit 00pa3 MallOyTHBOTO KiHIIS — SIK ““Pass into
nothingness” [4, c. 131]. Ane Bona 60iTscs He “noth-
ingness”, a BTpaTH CBOTO CsiiBa TBOPYOTO PO3YMY,
MHUCTELbKOT HeMO4Yi. 3HOBY i 3HOBY BOHa 3aIlUTYy€
cebe: “Can you evade the dying of the brightness?”
[4, c. 148]. 3 ycix cun BOHa BiguaiiiylmrHO Hamara-
€TBCSl TIPUCTOCYBATHCS IO CBOTO HOBOTO YKUTTH, JIO
cebe, mo cBoei podotn. Pa3zom i3 UM mocTae crpax
BTparu cebe sk Maiictpa: “What if | can never again
locate the words that work?” [4, c¢. 110]. Hosemict
H. Piu ckazaB mpo /[limioH, mo BoHa CIPOMOMKHa
“elevating personal experience into universal revela-
tion” [5, c. 15], i koxxHa npobieMa, Ky penpe3eHTy-
BaJia aBTOpKa — BTpaTa TUTHUHH, IPY3iB, JOMY, Hail,
CTapiHHsi, CTPaX CMEpTi, — CTOCYETHCS KOKHOTO —
JIIOOWHU Ta MUTLSL.

BucnHoBku i npono3uuii. Y mizHiit po6oTi xxoaH
Hinion «Cuni Howi» cTBopeHO OararoacneKTHUit
toroc munyioro Kamigopnii 60-70-x pokiB XX ct.,
B SIKOMY ITO€AHAHI aBTOOI0TrpadidHi MOTHBH, CITOTAIIH,
MOTVISIAM Ha PO3BHTOK KpaiHM Ta CUTYAIlii 3 BIIACHOTO
XHUTTSA. B 0CHOBI KOMNO3ULIT KHUTH — pedrekcuBHI
Ta Ne(IeKCUBHI 3aHYpEHHS y BJIaCHE Ta HAI[lOHAIBHE
MuHyse. JKiHounii HapaTHB 1MOB’A3aHUH 13 TeMaTn3a-
€10 TOOPOBITFHOTO CAMOBUTHAHHS Ta €MOIIIHHOTO
TUCTAHIIIOBaHHA Bin noMy. Po3ipBaHHSA TakWX Bax-
JMBUX 3B’S3KIB, SK JIIOIUHA-3EMIIS, JFOAWHA-CIM S,
MUHYJIe-TeTepillHE, 3HAXOAUTh JIPUYHUH BHXIiA
B ONHcax Kpaw, A0 SKOrO HEMOXIJIUBO 3BUKHYTH
Ta POTIOOUTH, BiIIATH YU PO3IUTHTH 3 KHUMOCH.

[HII0F0 BaYKITMBOIO TEMOIO TI3HBOCTI € YCBiIOM-
JICHHSI KiHIIEBOCTI BIIACHOTO JKUTTA, HEMOXJIHUBICTh
BTEKTH YW 3amoOirTW CTapiHHIO, B’SHEHHIO Tija
Ta po3ymy. CTpax BTpaTH TBOPUYHX CHJI BU3HAYAE PO3-
TOPTaHHS BHYTPIIHBOTO CIOXeTy KHUrW. [ipkora
CaMOTHOCTI, CTHpaHHS JOPOTHX CEpIf0 CIIOTaIiB
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CKOHIIGHTPOBaHI B 00pa3i «CHHIX HOuei» SIK mepen-
BICHHKIB HEBiIBOPOTHOTO Mai{OyTHBOTO, 3 IKUM BOHA
BiJIMOBJISIETHCSI SMUPUTHCH.

2Kinodi oOpa3u, Ha SKHX Yekae (aryMm Ta CMepTb,
CaMOTHICTB Ta BTpaTa JUTHHH ICHYIOTh Ha (DOHI IIapMy
ToniByny Ta Bupy OkxeaHy, M3BIHKOI TEIUIOTH iCIaH-
CBbKOi MOBH Ta YapiBHHX KBITiB Ha CTOpiHKaX ii mam’ATi.
Bonu yocoOimoroTh crity 1yXy Ta 0e3CTpalIHIiCTh epet
JIMIIEM CBO€ET JIIONCHKOI Ta MHUCTEIbKOI J1omi. MuHyre
MOYKE BiJUTAJIITHCh, PiJHA JOMiBKa OyTH 3pyHHOBAHOIO
Ta HEJOCSDKHOIO, IIPOTE JKara HUTH Ta TBOPUTH 3aJIH-
MIAI0Th MUTLS, TIOTIPY BCi BUIPOOYBaHHSL.

Takum yuHOM, iIEHHO-TEMaTH4HI Ta CEMaHTHKO-
MOETOJIOTIYHI OCOOMMBOCTI Mi3HBOT TBOPYOCTI ame-
pukaHchkoi mucbMeHHUI Jk. JlimioH aaroTh mij-
CTaBy PO3LIMPUTH YSBJIEHHS IPO TUCKYPC «I1I3HHOTO
CTUIIIOY, po3nodyatuid T. B. AnopHo Ta npoaoBxKeHUt
E. B. Caigom, pa3om i3 OararbMa Cy4acHUMHU JIiTEpa-
TYpPO3HABISIMH, BKIIIOYMBILY B HHOTO BaXKJIMBHH T'eH-
JIEPHUM aCIIEKT.

3anpornoHOBaHUI MaTepial 1a€ 3MOTY OKPECIUTH
MEPCIEKTUBY NMOJANBIINX HAPATUBHUX AOCHIKEHb
JKIHOYO1 MTPO3U B aMEPHKAHCHKIiH Ta CBITOBIH JiTepa-
Typi XX — XXI cT. y 1boMy acHexTi.
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Dudar Ya. O. CALIFORNIA AS TOPOS OF THE PAST IN LATE WRITING OF JOAN DIDION

The article is devoted to the study of the thematic and poetic features of the late prose “Blue Nights”
of the American writer Joan Didion. California as topos represents the image of the past, gives a possibility to
expand the scope of discourse of lateness and outline the further perspective of narrative exploration.

The concept of “late style”, created by Theodor W. Adorno and continued by Edward W. Said, helps to
turn the attention of literary scholars to the late creativity of writers, opening new horizons of genres and style
techniques. Engaging in the discourse, the gender aspect of representation is a new step in comparative
literature studies.

Appealing to this aspect of the writer s work is caused by the growing interest to the features of the female
narrative not only worldwide, but also in Ukrainian literary studies.

The purpose of the article is to identify the main features of the late style, including the representation
of the past as California’s topos, in the context of Joan Didion's late prose.

The author constructs a multidimensional topos of California of the 1960s and 1970s with a combination
of memories and ideas about the history of one'’s life and country. The immersions represented by reflection
and deflection, show the high mastery of writer s narrative technique. Placing in the center of the narrative
the theme of self-exile, emotional distancing, and the breaking of important emotional bonds are extrapolated
to the artistic landscape of California.

An awareness of aging, the fear of losing one's artistic power and independence unfolds in the book'’s inner
plot. Loneliness, confusion and despair are concentrated in the image of New York'’s “blue nights”, which
foretells the one's end.

The thirst for life and creation overcomes bitterness, missing the home and family. The author overcomes
her fear, finds the power of artistic spirit in the face of her destiny.

Key words: American literature, Joan Didion, essay, female narrative, late style, postmodernism, topos.
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