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The author names such basic features of Ukrainian Romanticism: un-
derstanding of the nation as a single organism; expressing aspiration for na-
tional revival; advocacy on their own literary Ukrainian language and culture;
the image of exclusive characters in unusual circumstances; the playback of
national liberation movements; heavy use of folk themes, subjects, images,
genres; the solemn exposition of artistic material; the heightened emotion and
intensity of events, situations, circumstances, characters; the exotic landscapes
(wild mountains, deep gorges, impenetrable forests, vast deserts or seas).

Matviy Nomys and Marko Vovchok described native culture, folklore,
national mythology and symbolism, folk art, traditions, customs, rituals,
games, nature, public life. The authors recreate in detail the material and spiri-
tual culture of Ukrainians in the XIXth century. These writers argue about the
uniqueness of national character and continuity of Ukrainian folk traditions.
However, literary works by Matviy Nomys have an autobiographical nature
and connection with Ukrainian folklore and ethnography.

Key words: ethnographic stories, Romanticism, ethnographic-
household school, folklore, literary work.
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I.B. SIkoBenko

PENPESEHTANIA PEYHOBOT O CBITY B IOETUYHUX
3BIPKAX I'APPIETT MIOJUIEH “TRIMMINGS” TA
“S*PERM**K*T”

TappierT Mromnen (Hap. B 1952 p.) — cydacHa adpo-aMepuKaHChKa 1MO-
ereca, aBTOPKa BOCHBMH HOSTHYHHUX 30ipOK, JIiTepaTypHUH KPUTHK i YHIBEpCH-
TeTchkui npodecop. TemaTnyare Koo ii mMoe3ii € JOCUTh IMUPOKUM — Bix ad-
POLIEHTPHUYHUX MOTHBIB, MUTaHb TeHIEPHOI IAEHTUYHOCTI, PacOBUX MpobiIeM
10 deHomeHiB MoBH. OcoONMBOCTI TOETHKH TBOPYOro a0poOKy ['appierT
MioJuteH TOJIATaloTh Yy TIO€JHAHHI €KCIIEpUMEHTAIBHUX CTpaTeriil II0eTHYHOT
mikonu Oulipo (Ouvroir de littérature potentielle) 3 agpo-ameprkancbkoro Te-
MaTHKOIO Ta PacoBOIO IpoldiiemMaTHKolo. TBOpH MoeTecu Mo3HayeHi HoBaToOpC-
TBOM y coepi Bipmosanoi gopmu — I'appierr MrojuieH MaiicTepHO orepye
IIMPOKUM Jialla30HOM CTHJIICTUYHUX MPHUOMIB y JHTBICTHYHIN IMapuHi Bip-
ma, BiATak ii 3apaxoBYIOTH JI0 MPEACTaBHUKIB MOBHOI moesii (Language poe-
try) [28, p. 200].

TToeTeca Bka3ye Ha KIIFOYOBE 3HAYCHHS MOBHHX aCIIEKTiB y CBOill TBOP-
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vocti: “My inclination is to pursue what is minor, marginal, idiosyncratic, tri-
vial, debased, or aberrant in the language that | speak and write” [Llur. 3a: 13,
p. 575]. Okpim Toro, B noesii ['appiert MromjieH BTIIOETHCS AOCBiA MYJIbTH-
KyJIBTYPHOCTI, @ I IIOETUYHI TEKCTH PENPE3CHTYIOTh MOEIHAHHS KYJIbTYPHHX 1
MOBHHUX MAacTiB y cydacHux peanisix CHIA: “My text is deliberately a multi-
voiced text, a text that tries to express the actual diversity of my own expe-
rience living here, exposed to different cultures” [23, p. 651-659].

TBopunii 10opo6GOK adpo-aMepUKAHCHKOI MOSTECH HEOTHOPA3OBO IPH-
BepTaB yBary 3axinHoi jiteparypHoi kputuku. Hiki Mapm (Nicky Marsh) pos-
TIsIae JeMOKpAaTHYHI ifei, pernpe3eHToBaHi B moesii MroiureH [16], a [denien
Mauninoscki (Daniel Malinovsky) mocnimkye moeTuky ta CTHIBOBE HOBATOPC-
TBO 30ipku “Muse & Drudge» [15]. 3a BusHaueHHsM Po6in TpemGieii-
MaxkI'po (Robin Tramblay-McGraw), Tappiert MroJuieH CTBOPIOE MOETHYHI
TEKCTH, CHOBHEHI HEOJHO3HAYHOCTI Ta JIHIBICTHYHOI I'pH, KYJbTYPHHX Ta
icropuunnx Bigcumox [27, p. 72]. 11 moesis cnpamosana y cdepy comiansHo-
MOJITUYHOTO KPUTHLIU3MY 3 aKLIEHTYBaHHSIM MPOOJIEMATHKU PacH, FeHAepy Ta
JIHCKypcy 06’ etudikarmii [27, p. 71].

HaykoBi Ta nmiTepaTypHi KpUTHKH, IO JOCHTIHKYIOTh TBOPUICTh ITOETE-
cu, — Emizaber A. ®poct (Elisabeth A. Frost) [11], dxxymiana Cnap (Juliana
Spahr) [26], Enicon Kamminre (Allison Cummings) [9], lebopa Mikc (Debo-
rah Mix) [17] — Bim3HauarOTh CKJIQJHHI KOMIUIEKC BILTHBIB Ta JITEPATypPHUX
JUKepen, Ha sKi crimpaeThest [appiert MromieH, — BiJf MOAEPHICTCHKOI MMOETH-
KH, TECOPETUYHHX Ta €CTETHYHUX HacTaHOB Pyxy 3a YHopne Mucreurso (Black
Arts Movement), no ecretnuHHX i (GOPMOTBOPUYMX KaHOHIB MOBHOI mOe3il
(Language poetry) ta mxosu Oulipo.

AKTyaJlbHiCTh 3aIIPOINIOHOBAHOI TEMAaTHKH O0yMOBIIEHA HEJOCTATHBOIO
yBarol 10 TBOPYOCTi 3HAHOT appo-aMepPHUKAHCHKOI MOETECH Y BITYM3HSIHOMY
HayKOBOMY JUcKypci. Po3Bijika npuCBsYeHa aHaNi3y eKCIIepUMEHTaIbHOI Moe-
TuKH 30ipok [appiert Mromen “Trimmings” Ta “S*PeRM**K*T” y nocrry-
MaHICTHYHIN MapagurMi 3 BUKOPHCTAHHSAM MiAXOAiB 00’€KTHHX cTyii (0b-
ject-oriented studies). Y crarTi MH MOCIYrOBYEMOCH METOJOJIOTI€I0 00’ €KTHO-
OpIEHTOBAHOT OHTOJIOTII, KA JOCIIIKY€E B3a€MOJIIIO 1 B3a€EMOBILIUB JIFOJTUHH Ta
Ipe/IMETIB MaTepialIbHOTO CBITY, PEYOBUX 00 EKTIB.

VY uapuni ¢inocoderkoi aHTpomoNorii 32 OCTaHHI JECATHIITTS BinOy-
JUCST JOKOPiHHI 3MiHH, IO TTO3HAYMITY TOCTTYMaHICTUYHE CTIpSMYBaHHS (ifio-
co()CHKOT AYMKH Ta HAYKOBOTO JUCKYPCY, 3yMOBJICHE BIIUYTTSM BHUYEPIIAHOC-
Ti 1 0OMEXEHOCTI aHTPOMOIEHTPUYHOTO migxony. IlocTrymanicTiuHi crymii
30araTUIIMCSl BEJMYE3HOIO KUIBKICTIO PO3BiNOK, cepen sSkux mpari M. dyko
[2], ®. Dykysmu [3; 4], M.H. Enmreiina [6], 0 mepeoCMUCTIOIOTH 17€0I0Ti0
Ta MIHHOCTI TyMaHi3My. [ToCTryMaHiCTHIHUN TOBOPOT MOB’ SI3aHUH 13 MEPIIOI0
XBHJICIO TIOCTMOZEPHI3MY, @ Y HAYKOBHH AMCKYypC YBIHIIOB pa3zoM i3 ¢eMiHic-
TUYHUMH TeopisMu 1990-x pokiB, crioyaTky 3’ sSBUBIIKCEH Y cepi JiTepaTypHOi
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KPUTHKA W OTPUMAaBLIM Ha3By “KPUTHYHHI moctrymanizm” (critical posthu-
manism), a 3roioM y LApHHI KyJIbTypalbHHUX CTYAil, aTpUOyTOBaHMUIT SIK “KY-
JpTypansHuit noctrymanism” (cultural posthumanism).

Yenin 3a peMiHICTUYHIMHU Ta MOCTKOJIOHIAIBHUMH CTYJISIMH, TIOCTTY-
MaHi3M CKacOBYE€ 1/Iel0 LIEHTPY, L0 MPUTAMaHHA 3aXiJIHOMY KaHOHY, 1 BUCTY-
A€ MOCT-IICHTPATI3yIOUOI0 1/ICOIOTi€0, BU3HAKOUN HE OJIUH, a 0arato IeHTPIB,
SIKi y CBOIO Uepry IOCTAIOTh K 3MiHHI, pyxmuBi (Nomadic), a IXHi MepCreKTH-
BU — IUTIOpaiicTuuHi ¥ Oaratomaposi [10, c. 30]. IloctrymanicTuani cTymil
BiIMOBJISIFOTBCA BiJ i€papXivyHOi CHCTEMH SIK TaKoi, pO3IIUPIOI0YN (HOKYC TOC-
TMHKEHHS 1 COPSIMOBYIOUM TODNIAN Yy ‘“He-NOACHKY” Imapuny (non-human
realm), siky po3risigaroTh B MOCT-AYATiCTHIHOMY 1 HOCT-iEpApXiYHOMY MOIY-
cax: “Posthumanism does not employ any frontal dualism or antithesis, demys-
tifying any ontological polarization through the postmodern practice of decon-
struction” [10, p. 29].

I3 mepeocMHUCIIEHHSIM aHTPONOLEHTPUYHOI KapTHHU CBITYy B IOCTIY-
MaHICTHYHUX CTYAISX Yy HayKOBHH AMCKYpPC BXOAUTH 00’ €KTHO-OPI€HTOBaHA
onrooris (object-oriented ontology), ditocodchki acnekTr KO aHATI3YIOTh-
cs B mpaipsix ['pema Xapmana (Graham Harman) [5], Sina Borocra (Ian Bogost)
[7], Jlesi BpaitanTa (Levi R. Bryant) Ta Aiinin J{xoit (Eileen A. Joy) [8], Ti-
Moti Moprona (Timothy Morton) [18; 19; 20], ®pandecko Deppanmgo [10]
TOImO. Y TMOCT-aHTPONOIECHTPUYHIN MapaaurMi JIFOANHA PO3TIIIIAETHCS HE B
JIOMIHYOUill oI, a Ha PiBHI 3 IHIIMMH ICTOTAMH Ta 00’ €KTaMU — KHBUMH UH
HEeXXMBUMH, 3 SKMMH BOHAa CTBOPIOE CKIIagHy Mepexy 3B’s3kiB: “Ecological
and posthumanist developments have increasingly come to intersect with one
another, jointly conceptualizing humans not as sovereigns over and makers of
all other tools, beings, and meanings, but as beings (or objects) among other
beings (and objects) — animate and inanimate, human and nonhuman — ent-
wined together in a variety of complex contingencies, some horizontal, some
asymmetrical, and so on” [8, p. xi].

OO6’exTHI cTyaii HOCHUKYIOTE chepy MarepialbHOTO, a y (oKyci iX-
HBOI yBaru — pedi, 00’€KTH, HEXHMBa NPHUPOAA Ta HE-JIIOJCHKI areHTH (NON-
human agencies). Jlesi bpaiiaHT BUBUA€E B3a€MOIIIO 1 B3AaEMOBILIMB JIFOJUHU Ta
Ipe/IMETIB MaTEpiaJbHOTO CBITY, OOIPYHTOBYIOUM METOJOJOTiI0 00’€KTHO-
opieHTOBaHO1 OHTOJIOTII. BUeHHMil 3a3Havae, M0 JTOAWHA, OE3MEepevHo, 3iic-
HIOE BKJIaJ y (GOpMyBaHHS COLiaJbHUX YNHHHKIB, IPOTE KMUBI TAa HEXXUBI iCTO-
TH 3HAYHOIO MipOI0 BIUIMBAIOTh HA OTOYYIOUHH CBIT i pa3oM i3 moauHo0 (o-
pMyIOTh i Bu3HauatoTh Horo: “Obviously humans contribute to the formation
of social assemblages in all sorts of ways through our life practices, our lan-
guage, our forms of signification, and so on. However, it is also true that
worms, power lines, highways, microbes, food crops, animals, trees, plastic,
landfills, and tectonic plates (among many other lively things) also contribute
to the forms these assemblages take (and might not be able to take). These
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things, too, exercise power in the world and enter into alliances with humans
and other entities” [8, p. ix].

Timoti MOpTOH BBOJUTH y HAYKOBHH OOIr MOHSATTS “‘eKoJorist 06e3 npu-
poxu” (ecology without nature) [20], a fioro gocmimkeHHs: 06’ €KTHO-PEYOBOT
cdepu BUXOIUTH Ha piBeHb rinmepob’exTiB (hyperobjects) [18], Takux sk riio-
0aJypHE MOTEIUTIHHS, YpaH Ta iHIII PaJi0aKTHBHI PEYOBUHH, TEKTOHIYHI TTUTH
— (eHOMEHIB, Ha SKi JIOQMHA HE 3JaTHA BIUTMBATH. 1. MOpPTOH BH3Ha4ae
00’€KTHO-OpI€HTOBaHY OHTOJIOTiIO SK (OopMy pealizMmy, mo (HOKYCyeThCS Ha
iCHyBaHHI peampHHX pedel, a He Ha iCHyBaHHI amopdHOi MaTepii, 1 BUBUae
Pi3HOMaHITHI AK 32 po3MipaMHu, TakK i 3a POpMOI0 00’ €KTH — Bl IPUPOTHUX [0
IITYYHO CTBOPCHHX. BigTak acmeKTH MOCHIMKCHHS 3MIIIYIOThCS —BiX
Cy0’eKTHO-00’€KTHUX BIJTHOCHH IO BHBUYCHHS 3B’S3KiB MiX 00’ektamu [19,
p. 165].

I'pem XapmaH mparse yCyHyTH aHTPOIOLGHTPHU3M i3 (dinocodii, cTBO-
PHBILH TPOCTIP YIS AOCIHIHKECHHS BiTHOCUH MK aBTOHOMHUMH PEaIbHOCTSIMU
Oynb-SIKOTO TaTyHKY, — HallpHUKJIaJ, B3a€EMOJIII0 MIXK 3JMBOIO 1 XBUJISIMHU 03€pa,
OinbsipaHuM cTojioM 1 mapom [Iut. 3a: 1]. ®inocodis Xapmana — dimocodis
HEJIOJICBKOT0, METO0 SKOI € BUXIJ 32 MEXI JIFOACHKOTO OYTTS 1 P OHUKHEHHS
yraub BiITHOCHH MiX pedaMu-y-codi: “TlomiOHa cuTyaIlis croctepiraeTscs i B
CY4aCHOMY MUCTEUTBi. XYJOKHUKH CBOTOJAHI yce YacTillle MalTh CIIPaBy 3
00’ekTaMu, KOHCTPYIOIOYH BITHOCHHU MiK HHUMH. HaBiTh BiICYTHICTH Oyab-
ko1 B3aemoii un Hiro Moxe crati 06’ €KTOM Xyn0XKHBOTO TBOPY” [1].

B moesii ['appiert MroiuteH ciocTepiraeMo moeTu3allio pedei i akieH-
Tyaliro Ha 06’ekTHOMY cBiTi. Ii moeTnuna 36ipka “Recyclopedia” cknamaerbes
3 TpboxX KHUT — “Trimmings” (1991), “S*PeRM**K*T” (1992) ta “Muse &
Drudge” (1995), o criovatky Oy BuaaHi okpemo, a B 2006 porii 06’ eaHani
B oauH ToMm. Ilepmra Ta apyra gactuum 36ipku “Recyclopedia” € moeTndHuM
napadpa3oMm 1 Cy4acHOIO CTHIII3alli€l0 HOBAaTOPCHhKOI 30ipKH Moe3iil y mpo3i
I'eprpyau Craiin “Tender Buttons: Objects, Food, Rooms” (1914).

36ipka “Trimmings” — gpyra B TBopuoMy 10poOky ["appieTt MromeH i
nepiua, Mo JEMOHCTPYE 3aXOIUICHHS! MOBHOIO I'DOIO Ta JIIHTBICTUYHOIO LApH-
HOIO moe3ii. Y nmoBHid Mipi B “Trimmings” po3kpuBaeThCs TaNaHT MUCTKHHI Y
cdepi eKClIiepUMEHTY 3 MOETHYHHUM CJIOBOM, ii MalCTEpHE ONepyBaHHs aHar-
pamamu, oMooHaAMH, METOHIMIsIMH, KannamOypamu. OKpiM Toro, Toereca Baa-
€THCA JI0 CTBOPEHHS aBTOPCHKHUX HEOJIOTI3MIB 1 MOEIHY€E TTOSTHYHE MHICTEIITBO
3 OJII030BUMU PHUTMaMH, JIKA30BOK CTHJIICTHKOI, MAacOBOIO KyJIbTYypOK Ta
cdeporo pexiamu. 3a BusHadeHHsM H. Mapir, 36ipka “Trimmings” crnimpaets-
cs1 Ha MoJiepHicTChKi ctpaterii ['eprpynu CraiiH, MPOMOHYIOYN CydacHe TPo-
YUTaHHS MeTa(QOpH30BAHMX Ta METOHIMIYHHMX acolialid pacw, TeHIepy Ta
kiacy [16, p. 143]. Apnin P. Kaiizep Takox akIeHTY€ yBary Ha Jiajiorismi i
iHTepTeKkcTyanabpHocTi 30ipok ["appiert Mrosuien ta I'eptpynu Craiin, migkpec-
JIFOFOYH, 1[0 TOETHYHI TEXHIKM KOHCTPYIOBAHHS KIHOYOTO Tilla Y TBOPYOCTI
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a(po-aMepHUKaHCHKOI MOeTeCH 3ac00aMu CHOJIyYeHHsI 00pa3iB BOpaHHS 1 reH-
JIEpHUX IUTAMIIB PE30HYIOTHh 13 COLIANBHUMHU POJSMH, SIKI CYCIUIBCTBO
HaB’s3ye xinkam: “Mullen’s intricate duet with Gertrude Stein, and her medi-
tation on the construction of women’s bodies through attire and the social con-
ventions pertaining to it, made rhythm and melody out of the tight spaces into
which women, especially women of color, have often been forced. It directs
attention away from the body itself (black, female, or black and female) to its
construction by outside forces” [25]. V 36ipiii Mromnien criBcTaBisie GpeMiHHi
KoaX sK Oinoi, Tak 1 YOPHOMIKIpOi JKiHKH, KOHCTPYIOIOUH JKIHOYY 1ICHTHY-
HicTh. SIK TOSICHIOE ToeTeca B MICIAMOBI, y “Trimmings” penpeseHtoBaHo il
GadeHHs XKIHKM Ta MOBHU. X04a i HE JOBOJUTHLCSI TOBOPHUTH PO TEBHY ‘“KiHOTY
moBy” (feminine language), mpore icHye *xiHoue BOpaHHs, 1 B 36ipili moeteca
PO3MIpKOBY€E MPO MOBY SIK PO OJIT, i mpo oxsar sk moBy: “l thought about
language as clothing and clothing as language” [22, p. 65].

CrumyrnoM i cTBOpeHHst “Trimmings” cramu posaymu [appiert
MioJIIeH PO BUKOPUCTAHHS JKIHOK SIK €CTETHYHUX 00’ €KTIB y MHCTCITBI Ta
JiTeparypi, eKCIUIyaTyBaHHs JKIHOYOTO TiJia B pekiaMi Ta mopHorpadii. Bigrak
y MOCTUYHIN 30ipIli 3MIIyeThCs QOKYyC i3 KIHOYOTO BOpaHHS HA KiHOYE TIJIO
SIK METOHIMIYHO, Tak 1 acomiaTuBHO: “Trimmings” proceeds metonymically
and associatively, from women’s clothing to women’s bodies; from a word to
another word, linked by association — since women are also called skirts, petti-
coats, fluff, trim” [22, p. 65].

JlipuaHy repoinro moe3iit MIoJieH penpe3eHTOBaHO SK KiHKY-KOBOOS B
TpaauiifiHoMy Texacbkomy BOpanmi: “Cowgirl, hips suede. Leather fringe
skirt, a border” [21, p. 25], a xiHo4e BOpaHHS MeTahOPUIHO 300PaKYETHCS SIK
36post Ta BilfickkoBa amyHitis: “Dress shields armed guard at breastwork” [21,
p. 20]. BixnosinHo, B KaHBY Bipllia BILUTITAIOThCS MeTahOPUYHI aBTOPCHKI HEO-
JIOTi3MH, YTBOPEHI Ha OCHOBI JIGKCHYHHMX OJMHHIb, 110 MMO3HAYAIOTh YACTUHU
Tila Ta XIHOYWH OJAT, HANPHKIIAJ, HA MO3HAYCHHS Tip BXKUBAETHCS EIITET
“breasted” [21, p. 25]. Ketpin Barnep 3a3Hauae, o rpa ciis y noesii MromieH
BUCTYIIAE€ XYIOXXHIM TPOIIOM JUISl MO€JHAHHS 1JIed BJIajau, TeHAEpY Ta pacu:
“Mullen’s puns, especially her double entendres, are tools for drawing out
connections between tropes of power and tropes of gender and sexuality” [28,
p. 201].

BuxopucroBytoun ¢opmy moesii B mpo3i, moereca MaiicTepHo nobupae
cloBa, MO0 YHAOUHUTH MepexiJ BiA BOpaHHSI OO XIHKH 1 XIHOYOTO Tija.
OxpiM TOrO0, TEHTMOTHBHE BUKOPHUCTAHHS KOJIBOPIB — POKEBOTO Ta O110TO —
crae sl MroJieH ipOHIYHOIO BiJITIOBIIIO HA PETPE3CHTAIliI0 KIHOK y Maco-
Bilf KyJlbTYpI.

PoxxeBuii Ta O6iMii TOMIHYIOTH K Y 300pakeHHI OJATY, TaK i B perpe-
senrauii Tina: “Flushed out of hiding, pink in the flesh” [21, p. 39]. O6pa3 Ha-
pedeHoi B 01JI0My CIiBCTaBI€THCS 3 00pa3aMy BECUILHOTO TOpTa Ta aiicOepra,

338



KPEMEHEIBKI KOMITAPATUBHI CTYII

a pyM’siHEIlb iJKPECTIOEThCSI 00pa3oM KPEMOBHX TPOSHI i3 Iykpom: “The
bride wore white. Posed in modest bodice a la mode. Cake with sugar rosebuds
and white frosting. Everyone gets a piece. Off-color jokes, borrowed and blue.
Her blush, tip of the iceberg, froze in layers of lace, in a photograph of her
smile” [21, p. 32]. ¥V moesii nepenaetbes cratika dpotorpadii, a xiHka ipoHiy-
HO 300pa)XyeThCs K CKYJIBNTYpa, chinke “Oe3 3aragku’™: “Swan neck, white
shoulders, lumps of fat. A woman’s face above it all. Unriddled sphinx ‘with-
out secrets.” Alabaster bust, paled into significance” [21, p. 50].

Y cBoix moesisx B mpo3i MIoiuIeH Jocsrae MeoIiHOTO eeKTy 3aBIs-
KA (POHETHYHUM CTIIIICTHYHUM 3acobaM — amitepamii Ta acoHancy. Hampu-
KJaz, y 300payKeHHI M SKO1 ITpalliKe aJiTepalliifHi MOBTOPH CTAIOTh JOMIHYIO-
JuM Xym0XHIM 3acobom: “‘stitched-together soft torn toy”, “imaginary mam-
mal made of lovely lumps” [21, p. 16]. o Toro *, moereca 4acTo CTBOPIOE
Bipi, 110 6a3y€eThCs Ha TIOEHAHHI acOHAHCY Ta amiteparii: “Hannah’s banda-
na flagging her down in the kitchen with Dinah, with Jemima” [21, p. 7],
“Green thief, off relief, got into her pocket book by hook or crook” [21, p. 4].

IappierT MioiieH nemictidikye HaTXHEHHS, BAAIOYUCH JI0 MOBHOI I'pH
— HaBMHCHOI 4¥ BUMIAAKOBOI. ['pa 3 MeTad)opnIHNME MMOPIBHAHHIMH B ii Toe3ii
3IIHCHIOETBCS Yepe3 NEKOHCTPYKIUIIO yCTAaJCHHX BHUpA3iB i CTBOPEHHS HOBHX
meradopuuHux mopiBHsHb. Ixioma “fits like a glove” tpanchopmyerscst y aB-
topcekuii Bupas “fits like a love” [21, p. 5], a imennuk “dressing-gown” nepe-
TBOpIOEThCs Ha “dressing-down” i3 joaBaHHSIM aBTOPCHKOTO HEOJOTi3My B
¢dyukuii o3nauenns “dressy”: “dressy dressing-down” [21, p. 21]. 3a aHanori-
€10 10 ¢paseonoriunoro Bupasy “fish out of water” yrsoproerscst aBTOpChKuit
Heonorizm “to see flesh out of water” [21, p. 59]. MoBHa rpa TakoX HasBHA B
300paXKeHHI TUTHHH, siKa B 1oe3ii MIOJJIeH Pelpe3eHTYEThCSl Yepe3 aBTOPCh-
kuii dpaseonorism “a bag of tricks”, creopenuii Ha ocHoBi Bupasy “a bag of
bones” [21, p. 5]. TToereca BaaeThest 10 MeTadopu3ailii, IEPETBOPIOKOYH IMEH-
Huk “snake” na miecioBo: “A belt becomes such a small waist, snakes around
her, wrapping” [21, p. 3]. [ToaiOHUM YMHOM IMEHHHUK “‘arm” BXKHUBA€THCS HE HA
MO3HAYCHHS YaCTHHU TiNla, a K JI€CIOBO B 3HA4YCHHI “030poroBaTw’. Binrak,
JKIHOY1 TIPUKPACH PENpe3eHTYIOThCS SIK JKiHOuYa 30posi, 37aTHA NMpUYapyBaTH:
“Harmless amulets arm little limbs with poise and charm” [21, p. 42].

IMoereca mociyroByeTbcss 0Opa3HICTIO, IO BIACTHUBA KIHOYIHA MOE3ii,
HanpuKiIag, o0pa3u MepeKrBa, CTPIYOK, HUTOK, TKaHuH: “Decorative scrap. A
rib, on loan. Fine fabric, finished at edges. Fit for tying or trimming. Narrow
band, satin, a velvet strip. A ribbon wound around her waist. A glancing bow.
Red ribbon woven through her, blue-ribbon blonde. For valor, a shred of digni-
ty. A dress torn to ribbons” [21, p. 51].

VY 36ipui appierr Mrosutern “Trimmings” oaHMM i3 KIIOYOBHX CTae
MOTHB (hparMeHTanii — NoAlTy Ha 4acTHHH. B moesii, mo penpeseHTye Tprok
pO3pi3aHHs JIIOAWHYM HaBIILJI, MOETeca CIIBCTaBIIsiE 00pa3 JIETKoaTieTa, TiJio
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SKOTO po3cikae (iHilHA CTpivKa, i3 TUIOM >XIHKH, SIKYy po3pi3ae (POKYCHHUK
imosionict: “Two shapely legs stretch, they run. Sheer magic, a box divided.
One saw a woman, cut in half, waving incredible feet” [21, p. 10]. ITozin Ha
(hparMeHTH BUCTYIIA€ OJHUM i3 KIIFOYOBHUX CTUJIBOBUX MPHUHOMIB 30ipku. CHH-
TaKCHYHO BiH BUPAXKAETHCS y KOPOTKHX PEUECHHSX-EJIIcax, [0 PO3AIeH] my-
HKTYaliiHO KPanKolo, a JEKCUYHO MiIKPECITIOETHCS CIIOBAMH, 1110 ITO3HAYAIOTh
posipsanicts (“a dress torn to ribbons”), posainenus (“a box divided”), posxo-
noTicth (“a cleavage in language”).

Ipo3oBi miniaTopu 36ipku “Trimmings” oOmMoOeTH30BYIOTH KOHKPETHY
MarepiajbHy pid — MpeAMET OIATY JKIHOYOro rapiuepoly, akcecyap, IpHKpacy,
TaKHM YHHOM, Moe3il MiojuieH QOKyCylThCsl He Ha IepeKUBAHHAX JIIPHYHOTO
repos 4M NOYyTTSX, a Ha 00’ €KTax, peyax.

V Toit yac, K neHTpaIbHUMHU obpaszamu “Trimmings” mocraroTh peui,
akcecyapu, *KiHoue BOpaHHs, TO “S*PeRM**K*T” amenroe 10 racTpoHOMid-
HOT 00pa3HOCTI — y MOE3iAX JOMIHYIOTh 00pa3u iXki, MPOAYKTIB y cylepMapKe-
Ti, KyJiHapis. 30ipka HaBisHa PO3AyMaMH PO KOHCHIOMEPI3M 1 CIIOKUBALIBKE
cycminbsetBo: “The supermarket becomes the reference point, the metonymic
reservoir of ways that we see the world and ourselves in it. We are consumers;
that’s how we are constructed as citizens” [14].

VY mazpi “S*PeRM**K*T” 3amm¢pposano cmoBo “SUPERMARKET”,
Bi/ITAK, TEMaTUYHUM KOJIOM 30IpKH CTAIOTh iXKa Ta MPOAYKTH Xap4yyBaHH:, a
JIFOIH 300pakyIOThCA TepenyciM sk criokuBavi. H. Maprn BBaxkae, mo y 30ip-
i TOETHYETHCS B €WHE Il iKoHOTpadis KOIbOPY, MApKETHHTY, EKOHOMIKH,
cnioxwuBanTea i 0axanns [16, p. 143]. B inteps’to 1997 poky I"appiert MroJ-
JIeH 3a3HauuIIa, 1110 i/iest TRopy Oyiia HaBisiHA 11 AUTSYMMHU CHOTaaMH 1Ipo Cy-
nepMapker, pekiamHi cioranu Ta JukuHrM: “The baby food poem actually
refers back to my childhood when you would walk down the baby food aisle
and every baby was pink and blonde and blue-eyed, as if this is what a baby
looks like all over the world, or all over this country, that’s what a baby looks
like. At least that has changed. A lot of these poems have to do with commer-
cials that I saw when I was a child” [12].

Ille omHi€rO KIIIOYOBOIO i7IEEI0 TBOPY € CTaBJICHHS JI0 XKIHKU B CYCITUIb-
cTBi Ta il 00’ekTudikauis. [TonibHO 10 KyXHI, CynepMapKeT pernpe3eHTOBaHO
SK JKIHOUY TEpUTOpIl0, a XIHKY SIK 00’€KT, IO MOPIBHIOETHCS 13 KOIINKOM
NpPOJIYKTIB cepen moumip i3 ToBapom: “Six-pack widows all express them-
selves while women wait in family ways, all bulging baskets, squirming
young” [21, p. 65].

V 36ipui “S*PeRM**K*T” cymepmapkeT TocTae i SK JIHrBiCTHIHA T1a-
pUHA: TIOJHIN 3 TOBapaMy B KPaMHHUII aCOMIIOIOTHCS 11 MIOJUICH 3 IMOeTHY-
HMMH psAKaMu Ha ctopinmi: “It’s about the lines at the supermarket and about
the lines on a page and, well, the supermarket as an environment of language.
There is so much writing in a supermarket. There are signs everywhere, labels
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on products, and | liked the idea of the supermarket as a linguistic realm where
there are certain genres of writing. Instructions as a genre of writing. Every trip
to the supermarket became research and a possible excursion into language”
[14]. Takum 4uHOM, CymepMapKeT PENPE3CHTYEThCS SIK KYJIbTYPHUHA MPOMYKT
— IlapWHA pEeKJIaMHHX CIIOTaHIB Ta MeMiB Ha 3pasok: “Just add water” [21,
p. 68], “Aren’t you glad you use petroleum? ” [21, p. 69]. “Yours is free, we
guarantee” [21, p. 70].

TappierT MrojieH BiITBOPIOE B MTOETUIHOMY TEKCTi KOMEpIiali30BaHy
3HELIHEHY MOBY, OCMHCIIOIOUH PEaJbHICTh, Y SKil JIFOJIMHA 3aHypeHa B THC-
KypC CHOXHBAHHA 1 “aTakoBaHa” pekiiamoro. JIIHrBICTHIHO KOMEpIIiiHI ciIo-
TaHW Ta [HKUHTIU CTBOPIOIOTHCS HAa OCHOBI TpamuIitHUX (opMyd — Tpuc-
JiB’iB, NPUKA30K, pUMOBaHUX BipuIiB, adopu3mis. [ToeTeca, BUKOPUCTOBYIOUU
ineto mepepodku (recycling), Tpancdopmye 3HEliHEHY KOMEpPIiani3oBaHy MO-
By Ha mucrtenrBo: “l tried to do something similar with ‘recycled language’,
“found poetry’, and ‘altered” texts, making use of what I call, after Duchamp,
‘linguistic ready-mades’. Like jazz musicians, these artists inspire me to try
alternative ways of composing poetry” [25]. IToai6HO 10 MKa30BUX MY3HKaH-
TiB, MIOJJIeH BUHAXOINUTh ANbTEPHATHBHI XU U CTBOpEHHS moesii. CBil
MIHIMaJICTHYHANA TPO30BUH BIpII BOHA TBOPHUTH, OCPyUM 32 OCHOBY CIIHCKU
JUTS IOTIHTY, SIKi CKJIAIAI0Th XKIHKH, Ta CIIUPAIOYNCh HA TEXHIKY KIAITHKOBOT
koBapu. [loereca 3a3navae B iHTepB’r0: “The discreet units, stanzas or para-
graphs, form various patterns like the pieces of a quilt. I could start anywhere,
proceed in no particular order, writing whenever | had the chance and the
energy. With my wardrobe and supermarket lists, my tidy prose paragraphs,
my quatrains of blues songs and jumprope rhymes composed of recycled re-
presentations of black women, | could continually end and begin, without feel-
ing the trauma of endings, the fear and uncertainty of beginnings” [24].

[Mpoananizysasmu 36ipku “Trimmings” ta “S*PeRM**K*T” adpo-
aMepuKaHchKkol moerecu ['appiert MioJuteH, MpUXOAUMO JI0 BUCHOBKY, 110 B 11
moe3ii 03BYy4EeHO TeMU JKIHOYHOCTI, JKIHOYOTO TiJia, CEKCyaJbHOI I'PH, COIiallb-
HOTO KOHTPOJIIO HAJ JKIHKOIO Ta CIIOXKHMBAITBAa, L0 PENPE3CHTYIOTHCS Yepes3
00pasu >xiHO4oro BOpaHHs, akcecyapiB, IPOAYKTOBOi KpaMHuui, Dxi. Cymnep-
MapKeT 300paXyeThCs SIK JKiHOYa TEPUTOPIs Ta JIHIBICTUYHA LAPWHA, ITO3HA-
YyeHa crenu(piYHUMH KOMEPLUiHHUMH TEKCTaMHi — PEKIaMHUMH CIOTaHaMH Ta
MHEMOHIYHUMH BipIamu, 3 SkuX MIOJIJIEH KOHCTPYIOE TMOETUYHHH TEKCT.
“Trimmings” ta “S*PeRM**K*T” mocTaioTh 3paskaMH €KCIIEPUMEHTAIBHOT
moesii, B OCHOBI sIKOi — acoriallii, MeToHiMii, aBTOPChKI HEOJOTi3MH, MOBHA
rpa ta kamamOypu. [Toesii B mpo3i MiojuleH — MiHIMaTiCTHYHI HapaTHUBH, 110
XapaKTePU3YIOTHCS PparMeHTAPHICTIO 1 CHHTAKCUIHUMH abeparlisiMmu, CTBOpe-
Hi 3a 3pa3KaMM >KIHOYHMX KaTaJOTiB Ta MPOAYKTOBUX CIHCKIB, 3 TIOETHAHHIM
CKJIEKTHYHOT TEXHIKH KJIaIITUKOBOI KOBJPH — KBIITY.
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SkoBenko I.B. Penpe3enTanisi pe4oBoro cBity y moeTu4Hux 30ip-
kax [appiert MwJ/uied “Trimmings” ta “S*PeRM**K*T”.

V crarTi 3nidCcHIOETRCS aHami3 noesii [appieTT MromieH y mapaaurmi
00’exTHO-0OpieHTOBaHOI OHTONOTiI. Cepesl KIIIOUOBHUX TEM TMOCTUYHHX 30ipoK
“Trimmings” ta “S*PeRM**K*T” BHOKPEMIIOIOTbCS TEMH KiHOYHOCTI, XKi-
HOYOIO TiJia, 00’ eKTU(IKAIl, COMIATEHOT0 KOHTPOIIO HaJl XKIHKOO, CII0KHBa-
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ITBa, SIKI PENPE3EHTYIOTHCS Yepe3 00 ’€KTHO-PEuOBY OOpasHICTh: OJISIT, aKce-
cyapu, CynepMapKeT Ta POAYKTH Xap4yyBaHHSI.

KoarouoBi cioBa: moctrymanizM, 00’€KTHO-OpIEHTOBaHa OHTOJIOTIS,
a(po-aMepHKaHChKa noesis, lappiert MrosuieH, “Trimmings”,
“S*PeRM**K*T”.

Yakovenko L.V. Representation of the real world in the poetry col-
lections by Harryette Mullen “Trimming” and “S * PeRM ** K * T”.

The paper addresses Harryette Mullen’s poetry — a scholar and an Afri-
can-American poetess whose texts examine the intersection of gender, race,
erotics, language, and consumerism. Two poetry collections “Trimmings”
(1991) and “S*PERM**K*T” (1992) are interpreted in terms of object-
oriented ontology — a new critical approach which puts things at the center of
being and regards humans as elements (but not the primary ones) of philosoph-
ical interest. In the article it is argued that the prevalent themes throughout
both Harryette Mullen’s books are feminity, female body, sexual play, social
control over women, consumerism and consumption, which are conveyed via
the key imagery of women’s clothing and accessories, garment and lingerie,
grocery store and food. The supermarket is represented as women’s territory
(the site of social control and division), and as a linguistic realm with certain
genres of writing (advertising jingles, song lyrics, mnemonic poetry). Mullen’s
poetry is marked by linguistic and syntactic experimentation, which urges the
reader to become a ‘co-producer’ of the text. “Trimmings” represents a meto-
nymical description of a woman which involves language play, puns and neo-
logisms. The specific feature of “S*PERM**K*T” is commercialized lan-
guage of advertisements, jingles and its transformation into the poetic texts.
Composed in an associative rather than a logical structure, syntactically the
two prose poem collections are fragments or syntactical aberrations, imitating
women’s shopping lists and quilting techniques.

Key words: posthumanism, object-oriented ontology, African-
American poetry, Harryette Mullen, “Trimmings”, “S*PeRM**K*T”.
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