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Y po3Biami JOCHiIKYyHOTbCs TpaHcopmalii coHeTa y cydacHi adpo-
aMEpPUKAHChKIH KIHOYIH Toe3ii 13 BHKOPHCTAHHSM METOJOJIOTIYHUX
migxomiB  appoaMepUKaHCBKMX KPUTHYHUX CTyOil Ta JiTepaTypHOi
KoMrapaTuBicTUku. OKpeclieHO iCTOPiI0 PO3BUTKY adpoaMepUKaHCHKOTO
coHera 3 KiHng XIX cTomTTS 10 Cy4acHOCTI, pO3IISIHYTO XY/0XKHI MPAaKTHKH
«UOpPHUX» MHUTLIB N00M MOJEPHI3MY B IIAPHHI COHETAa, IIPOAHAII30BAHO
iIefHO-TeMaTHUHy CHEHU(IKy Ta BHOKPEMIICHO XyHOXHbO-CTHIBOBI PUCH
«AMepuKkaHChKUX CcOHeTiB» Banmu KoynmeHn, moetnunux 30ipok «BiHOK
Ha nomaHy Emmera Tinnma» Mepinin HenbcoH Ta «BiTumsHsHa reapmis»
Harami TpereBeil. ABTOpka CTaTTi JOXOAUTh BHUCHOBKIB, IO Y COHETHiM
(dopmi cydyacHux adpoaMepUKaHCHKUX IOETeC JIpUYHE Hayaslo, aKTyajbHe
JUISL KJIACUYHOTO €BPONEHUCHKOTO COHETA, MOCTYMA€EThCS MICIIEM €THIYHIN Ta
HOMITHYHII Tpo6IeMaTuIli, OCMUCICHHIO 3JI0UYHHIB paCU3MYy Ta PEKOHCTPYKILii
MuHYJ0r0. KiI04oBy ponb BifirparoTh €KCIEPUMEHTYBaHHs 3 OJH030BOIO,
JiaJIeKTHOI0 T4 HEPUMOBAHOIO MOETHYHOIO (OPMOIO, 1110 OyiIa 3ar04aTKoBaHa
B apo-MozepHi3Mi. B «AmepuxaHchkux coHeTax» Banna Koynmen mupoxo
BUKOPUCTOBY€E IMIIPOBI3alliiiHi MOETHYHI TEXHIKH, aCHUMETPHUHI Iay3H,
HECTPYHKI PHMHU Ta PUTM, [IO€AHAHHS 00pa3iB MOM-KYJIBTYypH 3 PeNirifHuMU
MOTHBaMH Ta JITEPATYPHUMHU ANIO3iSIMHU JUISL CTBOPEHHSI IDOHIYHOTO e(eKTy.
Mepinin HenbcoH, MOCIyrOByIOUHCHh KIACUYHOK (OPMOIO BiHKA COHETIB i
3aJIyJalouu pOCIMHHUM CUMBOI3M, ITepcoHi(iKaliii, peniriiizi Ta siteparypHi
amo3ii, CTBOPIOE JTEepaTypHy NaM’sITKy Ha IIOIIAHY >XEPTBU pPacoBOIO
HacunbecTBa Emmerra Timma. TBopumit merox Haramii Tperemeil Bu3Hauae
HO€THAHHS 0COOMCTHX MOTHBIB 3 ICTOPUYHOIO JiHi€I0 Yy 30ipui «BiTun3HsIHA
rBapiisy. Y ONI030BHX COHETax, MPUCBIYCHUX MaTepi, oeTeca 3BePTaeThCs
JI0 OCOOHCTOTO TPaBMATHYHOTO JOCBiTy, a B HEPUMOBAaHUX IOE3iiX, fKi
BIIIAHOBYIOTh BOIHIB adpoamepHkaHChKOi TBapaii mepiomy I'pomansHcbkoi
BiliHu, TpereBell CTBOPIOE JpaMaTH30BaHi MOHOJOTH-AONMUCH Y (opmi
moneHHNKa (poetic journal entries) Ta moesii-macku (persona poems), sKi
JIO3BOJISIIOTH 3IIMCHUTH XYIOXKHIO PEKOHCTPYKIIO MOl MHHYIOTO Kpi3b
pu3My Cy0’€KTUBHOI CBIJOMOCTI (DiKIIOHATIBHOTO Y4aCHHUKA IIPOLECY.
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The article explores the intersections of the European sonnet tradition and
experimentations in the contemporary African American women poets’ cultural
production. Through the lens of comparative literary and African American
(Classica Africana) studies, Wanda Coleman’s “American Sonnets”, Marilyn
Nelson’s crown of sonnets “A Wreath for Emmett Till”, and the sequence of
sonnets “Native Guard” by Natasha Trethewey are analyzed as the artistic play
with the Elizabethan model and poetic specimens of Afro-modernism.

The study outlines the history of the black sonnet from the end of thel9th
century to the contemporary period, focusing on the features of poetry created
by the Harlem Renaissance and Modernist sonneteers. Scholarly works which
rethink the literary contribution of African American modernist poets to the
genre of the sonnet are abundant, conversely the sonnets of contemporary
American poets have not become the object of scientific scrutiny. The aim of
this study is to fill in the gaps in the African American studies by focusing on
the literary analysis of poetic works by the contemporary women sonneteers —
Wanda Coleman, Marilyn Nelson, Natasha Trethewey. In “American Sonnets”
and “More American Sonnets”, Wanda Coleman utilizes the vernacular sonnet,
combining slang with improvisational poetic techniques, such as asymmetric
pauses, irregular meter, lower casing, mixing imagery from pop culture with
references to jazz and blues, thus creating ironic sonnets. Marilyn Nelson
experiments with the Renaissance crown of sonnets in “A Wreath for Emmett
Till” while addressing the issues of racism and lynching in the South. Nelson’s
book is characterized by flower and tree symbolism, personifications, religious
and literary allusions. Following the African American modernist literary
canon, Natasha Trethewey transforms the traditional form infusing blues into
sonnets, experimenting with blank verse sonnets, persona poems, and sonnets
in forms of journal entries.

IMocranoBka mnpodieMH.

3BepHeHHs  adpo-

Whitefield”), sika 3acBiguyBajia NpUXHIBHICTH TIO€-

aMEpPHKAHCHKUX MHUCHMEHHHKIB JI0 KIIACHYHUX JKaH-
podopm BimOyBamocsi Bil TOYATKy BUHUKHEHHS
eTHIYHOI JliTepaTypu «YOpHOI» Aiacmiop. 3B’SI30K
13 KITACHYHOIO TPAJNIIIEI0 BUABISIETHCS Y TBOPYOCTI
@imnmic Bitm (Phillis Wheatley), y Heokmacumuc-
THYHIN 30ipmi sxoi “Poems on Various Subjects,
Religious and Moral” (1773) 3Haxogumo sk iMiTa-
uii ox ['oparis (“To Maecenas”, “To His Excellency
George Washington™), Tak 1 XymZoXHI BIUIUBH
«Metamopdo3» Osinig (“Niobe in Distress for Her
Children Slain by Apollo™). Ille no Buxomy 36ipku
moe3iit 'y 1770 poui Oyma omyOnikoBaHa emneris
®imnic Bitni Ha cMmepTh mpenogoO6HOro J[XOpmxa
Baitrdinma (“On the Death of the Rev. Mr. George
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TECH J10 KJIACUIIUCTUYIHOTO KaHOHY.

Hoba xiamnsg XIX — mouarky XX cTONiTh O3HA-
MeHyBaja TIosBY adpoaMepHKaHCHKOTO COHETa.
36ipka coneriB l'eapiertu Kopaemnii Peii (Henrietta
Cordelia Ray), Bugana y 1893 pomi [1], Ta conetn
[Toma Jlopenca Hdau6apa (Paul Laurence Dunbar),
MPUCBSYEHI TOJOBHOKOMAaHAyBadeBi adpoame-
pukaHCchKOi rBappii waciB I'poMansHCchKOi BiliHU
Po6Geprosi Toynay Loy (“Robert Gould Shaw”)
Ta JiIepoBi abONIIiOHICTCHKOTO PyXy, MHUCHMEH-
Huky Openepiky Ayrmacy (“Douglass™) [2, c. 187],
NO€IHYBAJIH BHUTOHUEHY PEHECAHCHY HOETHYHY
¢dbopmy, HerpuTsaHCHKHiA mianekT (Negro dialect) Ta
pacoBy IpoOIeMaTuKy.
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Y noby HoBoro HerpursHCBKOrO peHecaHcy
(the New Negro Renaissance), Bimomoro sik ['apiem-
CBKHI peHecaHc, aq)poaMepHKaHCLI(l MUCbMEHHHUKH
ZIEMOHCTDYIOTh MalCTepHICTh y BOJIOJIHHI €BpO-
MEHCbKUMHU MOCTUYHUMH TexHikamu. YinpHe Micue
cepen XaHpohoOpM, SKUMH OIEPYBIN NPENCTaB-
HUKHA adpo-monepHizmy 1920-1940-x pokiB, moci-
nae coHeT. HaBeaeMo nmpukiaay Jue JesiKuxX 3 HUX:
«I Bce x muBytock si» (“Yet Do I Marvel”) [2, c. 209],
«3 gopHoi Bexi» (“From the Dark Tower”) [2, c. 210]
Kaynrti Kanmnena (Countee Cullen), «Xpucroc B Ana-
6ami» (“Christ in Alabama”) [2, c. 210], Jlearcrona
X’1o3a (Langston Hughes), «Coner HerpursaHii
B ['apnemi» (“Sonnet to a Negro in Harlem”), «Micio-
HEp IPUBO3UTH UY)KHUHKY B AMepHuKy» (““A Missionary
Brings a Young Native to America”) Xenen [[xon-
coH (Helene Johnson) [3]. V conerax Kmoma Mak-
kel (Claude McKay) 3i 30ipku 1922 poky «Tini
lapnema» (“Harlem Shadows”) — «SIkmo cymunocs
nomepta Ham» (“If We Must Die”), «JlinayBaHH»
(“The Lynching”), «Amepuka» (“America’), «Xuxi
nraxm» (“Birds of Prey”), «bine micro» (“The White
City”) [4]. KonopuTtHa 00pa3HicTh i HOTy)KHa MeTa-
(hopHKa OCTAIOTh B LIMX COHETaX SIK XyAOXKHIH CIIpo-
THUB MO€Ta i7ie] MEHIIIOBAPTOCTI HOTO pacu Ta poOiaTh
aKIEeHT Ha mpobjemax cerperamii Ta coIlialbHOT
HepiBHOcTi. Kitog Makkeit noeaHye JtitepatypHy Tpa-
mutiro lllekcripa, MinkToOHa, XPUCTUSHCHKY PHTO-
puKy Ta 00pa3u 3 ahpoaMepHUKaHCHKOTO (POIBKIIOPY.
AmnTtonemia @paHyiHi 3a3Havae, U0 coHeTHA (popma
CTa€ CBOEPIAHUM JI3€PKAJIOM, Y SIKOMY BiIOMBaIOTHCS
€THIYHE Ta JIpUYHE «s» ToeTa — KOJOHI30BaHOTO
Cy0’€eKTa, KOTPHUHA BTPATUB MEPBICHY 1IEHTHYHICTH 1
Ternep 3MYyILICHUH IHTEpHpPEeTyBaTH Ta BiATBOPIOBATH
MOBOI KOJIOHI3aTOPIiB KYJABTYpHI MOJENi, BUXOASIYN
3 BJIACHOI MapriHaii3zoBaHoi mepcrekTusu [5, c. 40].
XapakTepu3yloud COHETH NpeacTaBHUKIB [apiem-
CBKOTO PEHECAHCY, JOCTITHULA Big3Ha4ae, mo appo-
aMEpPHKAaHChKI MOJEPHICTU CixyBajay KaHOHaM abo
aHNIHCHKOro, a00 1TaNIHCHKOTO COHETA, 1HOII ITOE-
HyBaJId /Bl TpajMIiiHI MOJEINi, a B COHETaX BOHHU
MIPUBEPTAIN yBary A0 npoOieMH coLialbHOrO Hepa-
BeHCTBa [5, c. 43]. Ilepion ['apnemMcbKkoro peHecaHcy
AnTonemia dpaHyiHi BBa)Ka€ OBOPOTHUM MOMEH-
TOM Yy CTaHOBIICHHI a)pOaMEpPHKAHCHKOTO COHETa,
KOJIM TIOETH «YOPHOI» Jiacriop NOPYILIyBaJIH JiTepa-
TYpPHI HOPMH ¥ HaJaBajll METPU4HIN (OpMi coHEeTa
HOBOT KUBH3HH, HAIIOBHIOIOUM HOTO COLiaabHO-TI0Ti-
TUYHOIO TeMaTHKomo [5, c. 38].

CepennpencraBaukisredeparii 1940—1960-x pokis
y JkaHpi coHeTa Bin3Haunnuch Pobeprt Xeiinen (Robert
Hayden), Mapraper VYokep (Margaret Walker) Ta
I'Benmonin bpyke (Gwendolyn Brooks). ¥ conerax
PoGepra Xeiinena npencrasieHa sk ocooucta (“Those
winter Sundays”) [2, ¢. 225], Tak i icTopuYHa JiHis
(“Frederick Douglass™) [6, c¢. 62]. Murenp Bapitoe
CTPYKTYypHI Mozeni: Hampukian, moesis “The Burly
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Fading One” [6, ¢. 33] moOynoBaHa 32 KAHOHAMU aHTJTIH-
CBKOTO COHeTa, a «JIuct» (“Letter”) [6, c. 174] chimye
MOZEN ITAMKCHKOro, a IHOA1 MOYKE BIAXOIUTH BiJ YiT-
KHUX COHETHHX HOpM, 10 A. ®paH4iHi BBaXKa€e MOLIN-
PEHOIO MPAKTHKOKO SIK CEPE/l aMEPHKAHCHKHX MOZep-
HICTIB, TaK 1 IOCTMOZEPHICTIB [5, c. 54]. I[ocm;[HI/ILUI
Jaii 3a3Hayae, Mo noxioHo 70 coHetHcTiB ['apmemc-
KOro penecancy, Pobepr Xeiinen y tpaauuiiay ¢popmy
14-psaaxoBoi moesii BKJIaga€ MPOTECTHUH 3MICT Ta
oroeTu30Bye ahpoaMepuKaHChKy icTopito [5, c. 54].

VY nopoOKy moerecH Ta pOMaHiCTKM Maprapet
Yokep BHOKPEMITIOIOTHCS IIICTh COHETIB 31 30ipKu
«Moemy Haponosi» (“For My People”, 1942) [7], o
PENPE3eHTYIOTh JUTAYI Ta IOHALBKI CIIOTaAN aBTOPKH
1 300paXyroTh XUTTS apoaMepHKaHLIB — IIaxTa-
piB, MOBI, (epmepiB, MicbKe HAaCEIEeHHS B aTMOC-
¢epi nmerpananii amepukancbkoro IliBaHs mepiony
nii cerperamiitaux 3akoHiB (the Jim Crow South).
Conern Yokep YTBOPIOIOTH iJ€HHO-TEMaTH4HY
€JHICTh, (POKYCYIOUHCH Ha /1€ KOJCKTHUBHOI ITaM’ATi,
CHIJIFHOTO OTOPY Pacu3My Ta HACHJIBCTBY Y BHOOPIO-
BaHHI cBOOOMU. SIKIIO 32 (POPMOIO BOHU MiTIOPSI-
KOBYIOTBCSI TOSTHYHIM Tpagulii aHDIiHCBKOI JiTe-
parypu, TO iXHil 3MicT Ta OOpa3HICTh aKIEHTYIOTbH
BUKJIIOYHO Ha pacoBiil Ta comiaibHil MpoOneMaruii.
K.E. KonkenHoH 3a3Ha4ae: «MaprapeTr Yokep Takox
9YacTO JAOTPUMYETHCS 3aralbHONPUUHATHUX HOPM
aHTITIMCHKOT TIOETUYHOT TPaJIHIIii, aje pOOUTH 1ie AJIs
TOTO, 00 MPENCTaBUTH TOTPSCIHHA cerperaii mpo-
rojomenHoi Jxxumom Kpoy» [8].

I'sennonin bpykc BBaxkana (opMmy cOHETa axTy-
anpHOI Ansi cboroaeHHs: «CoHeTHa (bopMa MOXe
nepefaTh SK CIeMEHTH CYYacHOTI, TaKk i IMOBCSK-
nerHocti» [Lut. 3a 5, c. 63]. Y mopoOky nuchmeH-
HHII OCOONIMBE MicClie IIOCIga€ IUKI 13 ABaHAILATH
conetiB “Gay Chaps at the Bar” 3i 30ipku «Bynuus
y Bbponszsimmi» (“A Street in Bronzeville”, 1945)
[9, c. 22-29]. Ha nymxy A. ®panHuiHi, COHETH MOe-
TECU-MOJICPHICTKH CTBOPEHI y TPaAMLIsAX pPEeHEeCcaHc-
HUX HPOTOTHIIIB, PO IO CBIAYMTH iXHS TeMaTH4YHA
€IHICTh, MOBTOPH KIIIOUYOBHX CIIiB, PUMYBaHHs Ta
MeTpuuHUH posmip. KinbkicTs noesiit y nukii bpyke
CIiye€ KaHOHaM CTBOPEHHS COHETa Ha YeCTh MiCSIIs
poky, momupennMm y XII-XIV cromirrax: «fk i
CepeHbOBIUHI apxeTunH, uuki bpykc nocsrae eaHo-
CTi, 3BEPTAIOUUCHh 10 OJHIE] TEMH, BUKOPHUCTOBY-
I0YM BiATOBiIHI METPUYHI BapiaHTH Ta TOBTOPEHHS
kimouoBux ciiB. Cama nudpa nBaHAALUATH HaAramaye
pormarnudi moxeni 13-ro 1 14-ro CTOMITH TaKUX
LUKJIIB, sIK coHeTH MicsliB Donbrope na Can-/[xu-
MIHBSHO. <...> BpyKC TakoX IiIBOIUTH HAC J0 CepIs
€BPOIEHCHKOT JIPUYHOI TpaaMIlii, OMOCepeaKOBaHOT
COHETHUMH LHUKIAMH aHDIIHCHKOTO BinpomkeHHs,
Bix [lekcmipa o [Jxona Jouna» [5, c. 47].

VY niTepaTypOo3HaBUMX CTYAIsIX Ha 3aXOJIi € BeJTUKa
KUIBKICTh  PO3BIZIOK, 10 JOCITIKYIOTh BHECOK
adpoaMepHKaHCHKIUX MHUTIIB-MOAEPHICTIB y HapHHi
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conetHoi popmu [5;10; 11;12; 13; 145 15; 16; 17; 18].
Hatomicthe TBOpUicTh CydacHOi reHeparii appoame-
PUKAaHCHKUX TMOETIB, y TOMY YHCIII JIiTepaTypa KiHOK,
SIK1 TpaHC(OPMYIOTh Ta OCY4aCHIOIOTh COHET, 3BEpTa-
IOUMCH 10 €THIYHOI TeMaTuKU U appoaMepruKaHChKOL
icTopii, e He cTana 00’ €KTOM MPHUIUTEHOTO PO3TIISAY
HaykoBIiB. Hamma po3Bigka Ma€ Ha MeTi 3ailiCHUTH
aHaJIi3 CydyacHHX 3pa3KiB COHETIB, CTBOPEHHX adpoa-
MEpPUKAaHCHKMMU MHCbMEHHUISIMU Bannoro Koynmen,
Mepinin Henscon ta Haramero Tpeteseii. [loetomo-
TYHUHN aHaJi3 XymnoXKHBOI (hOpMU COHETa B TOPOOKY
Cy4acHOI TeHepallii JIiTepaTOpOK 3IIHCHIOEThCS HA
MeTOAOJIOTYHHX 3aca1aX apoaMepUKaHCHKUX KPH-
TUYHHAX CTYIIN Ta JiTeparypHOi KOMIIapaTUBiCTHUKH.

Bukiaa ocHOBHOro marepiajly AOC/TiIKeHHS.
AKTHBHE BHMBYCHHS XyHOXKHIX NPAKTUK «YOPHHUX»
MUTIIB Y JITepaTypHO-KPUTHYHUX CTyHisx Oepe
noyatok y 1990-x pokax, 1m0 3HaMEHyBalH IOSBY
adpoaMEepUKaHCHKUX KPUTHYHUX CTymild. Y ue#
Mepiol BUHUKAE 1 Tally3b JIITEPaTypPO3HABYMX JTOCIHi-
IDKEHb, o oTpuMana Ha3By Classica Africana, sixa
(oKyCy€eTbCSl HA BHECKY adpOaMEPUKAHCHKUX MUCH-
MEHHHKIB Yy PO3BHUTOK KJIACHYHUX JITEpaTypHUX
xaHpiB. Ha gymxy T.JI. Bonrtepc, Mimens PonHik
amantyBana TepMmin Classica Americana, BBene-
HUH B 00ir Meiiep Paituromsx [19, c. 5]. ¥V napuni
Classica Africana nomitHOIO € po3Biaka L. Xeini,
KOTpa AOCHIKY€E isUTbHICT a(poaMepHKaHCHKHIX
KIHOK-TIPOCBITUTENILOK HA TMEPETHUHI KIaCHUIMCTHY-
HUX Ta pacoBux ctyniit [20]. Cepen cyyacHUX po3Bi-
JIOK, CKepOBaHUX Y IJIOMIMHY KIACULUCTUYHUX adypo-
aMEpUKaHCHKUX CTYIiH, 3a3Ha4nMO poOoTy Bimbsma
B. Kyka ta I[)KeI/IMca Taryma «A(bpoaMepI/IKaHCLm
MUCbMEHHMKH 1 KJITaCHYHa TPAAULIs», KA PO3IIILIae
tBopuicTh @imric Bitmi (Phillis Wheatley), ®pene-
pika Hyrnaca (Frederick Douglass), Pansda Emmi-
cona (Ralph Ellison), Mengina b. Toncona (Melvin
B. Tolson) Ta Pitu JlaB (Rita Dove) y koHTekcTi
BIUIMBIB KJIACHYHOI JiiTeparypu [21].

Jxon Byncon amnamizye conern 1930-x pokis,
CTBOpEHI MmoetamMu apoaMepuKaHIsIMU 38 KaHOHAMH
PEHECAHCHOTO >KaHpy, Ta 3pa3KH, 10 3a3HajH TpaH-
copmaniil mig BIJIMBOM MPOCTOPIUHOI adypoaMepu-
KaHCHKOI TOBIpKM — BeHeKbtona (vernacular). Yuenuit
BKa3zy€ Ha B@KIMBY pPOJb, SIKY adpoaMepHUKaHCHKI
COHETH Bifirpasii B 0OpoTHOi 3 MPaKTUKaMH JiHUY-
BaHHS, Y (popMyBaHHI HapaTHUBIB PO TBOPUYE CTAHOB-
nieHHs ¥ camopo3BuToK. 110 cyTi, BoHM OysM peakuiero
Ha PAacHUCTCBKUHM IHUCKypC, y SKOMY «4OpHa» paca
perpe3eHTyBanach SIK HeraTMBHA 1JeHTHYHICTD: “‘Son-
nets written by black American poets in the 1930s are
responses to the racist discourse of negative identity.
The sonnets thereby present the trajectory of the nar-
rative of self-formation or self-in-proces s” [18, c. 93].

Himenpkuii Buenwit TimMo Mromiep BBOIUTH
B 00ir TepMiH «BEHEKbIONa-cOHET» (vernacular
sonnet) Ha MO3HAYEHHSI COHETHOI Moe3ii, CTBOPEHOT
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appoaMepUKaHCHKIMU MUTLSIMH-MOJEpHICTaMHU
Jlearctonom X’ro3oM, ['Bengomin bpykc, Pobeprom
Xeiinenom. bepyun 3a ocHOBY BuTOHUEHY (opMy
KJIACHYHOTO COHETa, TMoeTH adpoaMepuKaHChKOi
Jiacriopy OJar0Th E€JIEMEHTH YCHOI HMPOCTOPIYHOI
roBipku (vernacular) [22, c. 262]. T. Mromnep okpec-
JII0€ OCOOJIMBOCTI OJI030BOTO COHETA, TEMATHYHO
CHOPITHEHOTO 3 MY3UYHHUM CTHJIEM THIIOBHMH JIEUT-
MOTHBAaMHU — CAMOTHOCTI, IIParHeHHIM JII000Bi, po3-
HapyBaHHAM y KoxaHHi [22, c. 256]. Ha r[pm(ﬂaz[i
coHeTiB X’103a IOCHIAHUK AEMOHCTPYE 3MiHY Tpa-
JULIHHOI pUMOBAHOI CTPYKTYpH COHETa Ha MapHi Ta
notpiHi pumu (pair rhymes and occasional triple
rhymes) — AAA, AAB, AABB, Bnactusi 01t030BUM
koMmo3utlisam [22, ¢. 256]. [logiOHO 10 HETPUTSH-
CbKUX MiCEeHb, JIPUYHHUN T'epod ONI030BOr0 COHETa
CIIBBIIHOCUTL IOAIl 3 OCOOMCTHM JOCBIAOM, 1Mi-
TYIOUH PO3MOBHY MOBY Ta PETPAHCIIOIOYHM B MOE3ii
ySIBHI JiaJIOTH, 3BepHEHi N0 cebe, CBOiX IOYYTTiB,
BiJICYTHBOI XKiHKH [22, c. 258].

Ponp nianexTHOi roBipky adpoaMepHuKaHIIiB cTana
KJIIOYOBOIO JUIsSl CTAHOBJIEHHSI COHETa B adpoamepu-
KaHCHKOMY MOJIEpHI3Mi. BijXiJ Bii KITaCHYHUX KaHO-
HIiB €BPONENUCHKOTO COHETa O3HAMEHYBAaB SIK 3HAUU-
MICTh €THIYHOI TEMaTHKH, TaK 1 piBEHb MalCTEPHOCTI
apoaMepHKaHCHKHX MOETiB, 31aTHICTh TPAHC(HOPMY-
BaTu Ta 30aradyBaTH HOBHMHU BHUPa3HUMH 3aco0amu
ycTaJeHi >kaHpu eBponeircbkoi moesii [14, c. 90].

Banpna Koynven (Wanda Coleman, 1946-2013) —
roereca, aBTOpKa KOPOTKOI MPO3U Ta CLEHApPIiB IS
TOJUTIBYACHKHX CepiaiiB, HE HaJle)kana JI0 aKaaeMid-
HUX KU, aJpKe, Ha BIIMIHY Bij OUIBIIOCTI Cy4yacHHUX
appoaMepHKaHCHKIX MHTLIB, OB’ SI3aHUX 13 BHKJIa-
JIAaHHSIM, HE Maja MOXJIMBOCTI 37100yTH YHiBEpCH-
TETCbKY OCBITY. Sk BHW3HaBana NHUCBMEHHUIS, i
TBOPYICTh CTaja MOETHAHHSAM Pi3HUX CTUIIB i3 JiTe-
paTypHUMH, MY3WYHUMH Ta KiHeMarorpaidHUMH
anro3ismu [Llut. 3a: 23]. 3Bepratounch 0 COHETHOI
¢dopMu, moereca JEMOHCTPYE HEAOUSKY XYOOXKHIO
MalCTepHICTh, PO3BIHUYIOUH YIIEPEIKECHE CTABICHHS
J0 JITepaTopiB-MPeACTaBHUKIB PAacOBUX MEHIINH,
HIO)KYMX COI[IAJIBHUX BEPCTB Ta JKIHOK, i JIOBOAMTB,
110 BUTOHYEHA JiTepaTypHa (opMa HE € mpeporaru-
BOIO OKPEMOI «eJIiTapHOI» Tpynu MUTLIB [24, c. 67].

lanna I'. berxamin ananizye “Dinosaur Sonnet”
Banau KoyameH sk ipoHiYHME giaymor 3 MeTpamu
MOETUYHOTO MUCTELTBA — «aKaJeMIiuHUMH Bepcudi-
katopamm» (“academic versifiers”). Biqmopistounch
BiJl «IUKTATy» I’ ATUCTOIHOTO AMOY, sIKHii OyB MaHiB-
HUM Yy COHETax €JIM3aBETUHCHKOI J00H, 1 Bapitoroun
HOro 3 THIIUMH TOETHYHUMH PO3MIpaMHU — TPOXEEM,
HIECTUCTOITHUM Ta CEMHCTOITHHM sIMOOM, aie 3ara-
JioM 30epiratouu GopMy Ta CTPYKTYypy coHeTa, Koyi-
MEH JOBOJWTH BIIACHY apTUCTHYHY MaHCTEPHICTh i
THUM CaMUM MPOTECTYE MPOTH «BUKITFOYCHHS» «MapTi-
HaJBHUX» TSHICPHUX Ta COLIaJIbHUX TPYII 13 TBOPUOTO
nporecy [24, ¢. 68]. O3Haunuk “dinosaur”, BKUTHN
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MMMCHMEHHMIICIO Y Ha3Bi TBOPY, BiJICHIIAE IO PO3AYMiB
PO JOICTOPUYHI, TpafaBHi PEIITKH ITWHO3aBpiB, a
y IO€THAHHI 31 CIIOBOM «COHET» CIIPUMMAETHCS SIK ipO-
HiuHu# HaTsk KoynMmeH Ha «1pagaBHI» BUTOKH JKaH-
podopMu Ta TparHeHHA ii OCyYaCHUTH ¥ OHOBHUTH.

ByHTapcTBO NUCHMEHHHLI BUSBISIETHCS SIK Ha
piBHI dopmu, Tak i 3micty. Cto coneriB Banau Koy:-
MEH, TMONpH IXHIO ieHHO-TEeMaTH4YHy €IHICTb, He
MIpeJICTaBIICHI B OAHIA KHH31, a Oyi1H PO3MOpPOIIeHI
y Aekinmpkox 30ipkax: “American Sonnets” (1994),
“Bathwater Wine” (1998), “Mercurochrome” (2001).
II.I". bemxamin BBaxae, mo «Conet Ne 1» 3i 30ipku
«AMEpUKaHCHKI COHETH» 3aJa€ TOH U HACTYIHUX
JIEB’STHOCTA JIEB’ SITH, MOJIEJIFOIOUH HACIIAKH sKa110HO-
CTi «OiMMX», COIiaThbHO-eKOHOMIYHOTO JOMiHYBaHHS,
JIIOTI «IOPHUX» Ta HEpaBeHCTBa [24, c. 69—70]. Mepi-
niH Xekep BKazye Ha YMCIICHHI JITeparypHi BIUIMBU
(bnetika, bpexrta, Amipi bapaka, ['in36epra) y nukii
13 mrictaecaTy coHeTiB “More American Sonnets” 3i
30ipku “‘Bathwater Wine”, Bi3Ha4aroun HECTPYHKI
PUMH Ta BiIXiJ aBTOPKU BijJf KAHOHIYHOTO MOETHY-
HOTO PO3MIpy COHETa, Pi3HOMAaHITHICTh TOHAIBHOC-
Tel — BiJ CIIEHTY JI0 IMITPOBIi3aIliitHO-CIOppeaTicTHy-
HOI CTHITICTHKH [25].

XapakrepHumu pucamu coHeriB Banmm Koyi-
MEH € BeJHKa KIUIbKICTh adpoaMepHKaHCHKOTO
cienry ( “dat nasty music”, “sistuh” [26], “a niggah
machine” [27], “usta be young usta be gifted — still
black” [26]), 00pa3u MON-KyIbTypH Ta HEOCTUIHI»
Bupasu (‘i believed King Kong got a raw deal”
[27]), aBTOpCHKi Heonorizmu ( “‘this umpteenth time”,
“churchified insects”, “a lover sighed solongago”
[26]), rpa i3 3ByKOTIOBTOpamH ( ‘‘7ue wiggles remorse
squiggles woe jiggles bestride her” [26], “wiped out
all purveyors of poverty ... swapped my pink / pearl
for a black sapphire” [27], “i write about urban
bleeders and breeders” [26]), BinMOBa BiJ BEIHUKOI
JITEpH Ha MOYATKy BipLIOBAaHOTO PAIKA, PEUCHHS Ta
uis 3aiiMeHHHMKa “I”, moeaHaHHs 00pa3iB moOyTo-
Boro cBity (“Laundromat”, “soft-boiled eggs” [27])
3 Biacwikamu 10 OmMI030BOi Ta Ka30BOi MY3HMKH
(“and took Coltrane as my wizard”, “the magnificent
effluvium of my jazz” [27)).

«Amepukancbknil coer 10» KoynMmen crae noe-
TUYHUM JiaJoroM i3 coHeroM PoGepra Jloysena
«Ictopis» (“History”), y skoMy ocTaHHi# HpencTas-
nse MetadizuyHe OadeHHS ICTOPUYHOTO IPOLECY:
“History has to live with what was here, / clutching
and close to fumbling all we had” [28]. Banga Koyn-
MeH MPEACTAaBIISIE iICTOPiIO 3 MEPCIEKTUBH adpoame-
PHUKaHLIB, 300pa)Kyl0urd YOPHOIIKIPUX MPEAKiB, IO
MOTepHay BiJl pabChKOTO CTAHOBHINA: “‘our mothers
wrung hell and hardtack from row / and boll. fenced
others’ | gardens with bones of lovers. Embarking /
from Afvica in chains /| reluctant pilgrims stolen by
Jehovah's light | planted here the bitter | seed of
blight” [26]. Ictopis CILIA mns moerecu — «copom
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MaeTkiB Mornoxa, moOyJoBaHMX ILIHOI pPaOCTBay
(“here eternal torches mark / the shame of Moloch's
mansions / built in slavery’s name” [26]), a 11 noe-
3151 TBOPHUTHCS 13 CHIBUYTTS J0 HErapasiB Ta Tpare-
Iiil, mo mepexuBaloTh adpoamMepHKaHLi: ‘i write
about urban bleeders and breeders, but am / troubled
because their tragedies echo mine” [26].

OpHuM i3 TPOBIZHMX CTHJIBOBUX  3aco0iB
y conetax Banau KoynmeH € ipoHis, K Hanmpukiaz,
y «Coneti 91», y sSiIKOMy mapagoKCalbHO 3iCTaBIIs-
10Thcst Oi0miiHI amro3ii Ta OyaeHHI Herapasau: ‘“‘the
gates of mercy slammed on the right foot. / they would
not permit return and bent / a wing. there was no
choice but / to learn to boogaloo” [27].

«AMepHuKaHCbKUII coHeT 15» sBisie co6oro
3BEpTaHHSA J0 aHOHIMHOrO ajapecara (“dear most
important  believer”), HanoOBHEHI BBIWIMBUMU
KJIiIIe BASYHOCTI, IO 3aBEPLIYIOTHCS «OE3TUKUM
MiJICYMKOM-KO/I0t0 (“‘thank you for showing us your
best”): “on behalf of everyone I'd like to thank
you / for your trust and loyalty. to recognize | you
as among the sincerest of followers. i’'m / pleased
to personally welcome you to the many / privileges
and benefits. you’ll enjoy the exclusive | advan-
tages unavailable to others. because you deserve /
special attention” [29]. Coner KoynmeHn mo3nave-
HUIi HEKAaHOHIYHUM PHUMYBaHHSM, aCUMETPHYHUMHU
nay3aMu Ta HasBHICTIO «3aiiBOro», I’ STHAILSTOTO
psaaka. OTxe, aBTOpKa MPEACTaBIISIE 3pa30K COHETA 3
konoto (caudate sonnet [30]), a HagMipHA KiIBKICTh
MOJSK CTBOPIOE ipOHIYHUH edeKT. AMepHKaHCHKi
JiTepaTypo3HaBLi XapakTepU3ylOTh noe3ito Banau
KoynMeHn sik capkacTHyHy, CaTUPHYHY, HallOBHEHY
THIBOM, SIKHH BpiBHOBaXY€EThCA 00’ €KTHBHUM
OaueHHSM peasbHOCTI [31].

3BepHEHHS 10 ICTOPUYHOI TEMaTHUKU Ta YBiy-
HEHHs ToNii adpoaMepHKaHCHKOI icTopii B JiTepa-
Typi xapaktepusye 30ipku conetiB Mepinin Henbcon
«Binok Ha nomrany Emmerra Timna» (“A Wreath for
Emmett Till”) [32] ta Harami Tpereseii «BiTumns-
HsHa rteapaisy (“Native Guard”) [35]. Mepinin
Henbcon (Marilyn Nelson, b. 1946) — moereca i
nepeKiiajayka, aBToOpKa KHUT JIIS JITCH. [i moernuna
30ipka «BiHok Ha momany Emmerrta Timma» (2005)
CIpsIMOBaHa MepenyciM Ha IOHALBKY ayAHTOpilo,
Ut sikoi HenmbCoH mparHyna mpeacTaBUTH OOUH 13
HU3KM TParidyHHUX €Ii30/1iB B icTOpii ahpoaMeprkan-
[iB, MOB’A3aHUX i3 CAMOCYIOM HaJl YOPHOLIKIPUMH.
Li conern mpucssueHi 14-piuHomMy adpoaMepuKaH-
CBKOMY IOHAKOBi, sIKOro 3actpenwnu y 1955 pomi
4yepe3 HaueOTo 3UIAHHS J0 «01101» kinku., CiioBo
“wreath” («BiHOK») y 3arooBKy 30ipKH KOpEJo€ i3
KOMIIO3UIIITHOIO PUCOI0 TBOPY, aiKe YOTHPHAAUSATH
coHeTiB Ha 4yecTh EMMeTTa Tinna yTBOPIOIOTH BIHOK
(the sonnet redoublé, or a crown of sonnets), oB’s-
3aHUN SK 1IEHHO-TEMAaTU4HO, TaK 1 BipIIOBAaHUMU
TEeXHIKAMH — TOBTOPOM OCTaHHBOTO PsIIKAa COHETa
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y HEepIIOMYy PsIAKY HAcTyNHOI KOMIIO3MIII Ta HasB-
HICTIO II’SITHAJLSTOrO MiJICYMKOBOTO COHETa LIUKIY,
SIKUM TIOBTOPIOE BXKe 3rajaHi psaku. DiHampHUMA
COHET — aKpOBIpII, y SIKOMY TEPIIi JITepH KOXKHOTO
psanxa yrBopiotoTs “RIP Emmett L. Till”, BmanoBy-
I04HM IaM’SITh 3aru0JIOro IOHAKA.

VY BCTYIHOMY CJIOBi 10 KHUTH aBTOPKa IOSICHIOE,
oo BUpimmia oOpard MOAENs PUMYBAaHHS iTajii-
CBKOTO COHETa, OfIHaK 3a B3ipeub il ciayryBamu He
coneru Ilerpapku, a moesis JaHCHKOI MMCHMEHHHII
Iarep Kpicrencen (Inger Christensen). CrpyHka
i BubarmBa (hopMa BiHKAa COHETIB CIyTyBajia st
adpoaMepruKaHChKOI MalCTPUHI CBOEPITHOIO «KAIICY-
JIOIO», II0 JoIloMarana il MepeKIroYuTH yBary Bif
TPaBMaTU4HOTO IpeAMeTa 300paKeHHS Ha CTHIIBOBI
pucu noesiit [32]. BerymHuit coHeT 30ipKH IPyHTY-
€TbCS Ha i€ BUKOPUCTAHHS CHUMBOJIIKA POCIHH Y
BIIaHYBaHHI momepioro. Tomy mipuuHa repoiHs,
SIKOI0 BUCTYIIa€ caMma II0eTeca, PeTesIbHO ao0upae
KBITH Y BIHOK 3aru0JIOMy T€pOI0, aKIIEHTYIO4YH YBary
Ha YECHOTaX, MpOTe AoJae oOpa3 MaHIparopu, SKy
acowiloe i3 JKaXJIMBUMHU 3JI0YMHAMH, Ha SIKi CIPO-
MOXHI Jromu: “What should my wreath for Emmett
Till denote? | First, heliotrope, for Justice shall be
done. /| Daisies and white lilac for Innocence. | Then
mandrake: Horror (wearing a white hood, | or bare-
faced, laughing)” [32].

O6pa3 6ioro xamopa Ta perodydux oOJIWY, IO
YOCOOIOIOTH JKax 1 MOB’sA3aHi JJIS TIOETECH i3 CHM-
BOJIIKOIO MaHJIParopy, € BiICHJIKOIO 10 posmpas Ky
Knykc Kmany nanm adpoamepukanisimu. lloereca
BHKOPHCTOBYE B COHETaX 00pa3H-MacKH, SKi 3MiHFO-
I0ThCS B KOKHIi moe3ii. Y coneri I1I e oOpa3 nepesa,
o cTano cBigkoMm BOWBcTBa Emmerta: “Pierced by
the screams of a shortened childhood, | my heartwood
has been scarred for fifty years | by what I heard, with
hundreds of green ears”. [32] IlepconidikoBaHuit
o0pa3 JepeBa CYyroJIoCHUH i3 00pazaMu KBITiB y mep-
LIOMY COHETI i MMOCHUIIIOE «POCIMHHUID CHMBOJI3M.
O6pa3 xuBoro nepesa y coneri HenbcoH € amo3iero
Ha Bipm [loma Jlopenca anbGapa “The Haunted
Oak”, y sikoMy BikoBHil 1y0 3ragye npo JiHYYBaHHS:
“My leaves were green as the best, I trow, | And sap
ran free in my veins, | But I saw in the moonlight dim
and weird | A guiltless victim s pains” [33].

OnHuM i3 KII040BUX 00pa3iB y LMKl COHETIB CTa€e
o0pa3 MaTepi miAiTKa, SKa, 30Mparoyy HOTo B AOPOTY
10 poxnuyiB y mrari Miccicimi, HacTaBisie cuHa OyTH
00Epek)HUM 13 «OITUMIY», 10 MAIOTh «CIII JTyIIi»:
“she’d made him swear an oath / to be careful
around white folks. She's told him the truth / of many
a Mississippi anecdote: / Some white folks have blind
souls ”’[32].Y coneri Vnoereca3BepTaeThCs 10 MaTepi
EmmerTa, BHKOpHCTOBYIOUM MeTOHiMIi “mother of
sorrows”, “mother of a boy martyr”, mo ctBoproe
ananorito 3 marip’to Xpucra: “Your only child, a
body thrown to bloat, | mother of sorrows, of justice
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denied. | Surely you must have thought of suicide, /
seeing his gray flesh, chains around his throat” [32].

VY coneri VIII mucbMeHHHL BUKOPUCTOBYE 00pas3-
HICTb, OB’ s3aHY 13 (IIbMaMU kaxiB, a BKE B HACTYII-
Hill moe3ii pealbHICTh MOCTAa€ BTIICHHM >KaXOM.
B aBropcbkomy komeHTapi HelbcoH HaBOAMTH akTH,
nos’si3aHi 3 JsiHuyBaHHsAM: “‘Late-nineteenth- and
early-twentieth-century American lynch mobs often
took photographs of their victims, burning heaps of
human flesh or hanged naked men, surrounded by
grinning crowds. These were sent as postcards to
friends and relatives. A recent book, Without Sanc-
tuary: Lynching photography in America (edited by
James Allen, Twin Palms Publishers, 2000) includes
some eighty of these. The description of lynch mobs
in this sonnet are based on that book” [32]. Cniupa-
tounch Ha Qotorpadii 3 kauru xelimca AneHa,
roereca CTBOPIOE HU3KY Bi3yasbHUX 00pasiB camo-
Cyy Ta peakilil Ha HUX HATOBITY, SIKMii BOHA HA3UBAE
«IHUSBOJIBCBKUM XOPOM», «TPIIHUKAMH, SKHX HE
BpATY€ xKepTBa Xpucta»: “Tears, through the patch-
work drapery of dreams, / for the hanging bodies, the
men on flaming pyres, | the crowds standing around
like devils choir, / the children'’s eyes lit by the fire's
gleam |/ filled with the delight of licking ice-cream, /
men who hear hog screams as a man expires” [32].

HacunbctBo Ta posmpaBu  Hax  adpoamepu-
KaHIsIMH HelbCOH CTaBUTh B OIMH DA 31 3J104YH-
Hamu [onokocry, anenroruu 10 00pasiB, MOB’s3a-
HUX 13 HaIUCTChKUMHU Tabopamu cmeprti (“piles of
shoes, bulldozed mass graves” [32]), Ta MacoBux
yOUBCTB CHOTOJCHHS, CHMBOJIOM SIKUX € 3pYHHOBaHi
Bexi-6mmsHiokn Huto-Mopka (“the broken towers,
the air filled with last breaths” [32]).

BaxnmuBUM CKIaJIHUKOM 30ipKH € 1imocTpanii,
BukoHaHi ®ininom Jlapai (Philippe Lardy). ¥ norar-
Kax 0 30ipKH XYIOXXHUK TPEICTaBIsE aBTOPCHKHUI
KOMEHTap, MOSICHIOIOYH YUM OYJI0 3yMOBIEHO BHOIp
KOJIbOPIB Ta Bi3yaJIbHUX 00pa3iB, a TAKOXK OOIPYHTO-
BY€ CUMBOJIIYHI 3HAUEHHS MAJIIOHKIB [32].

ITocrare EmMmerra Tiwra crama OgHHM 13 4HC-
JICHHUX CHMBOJIIB TOpa3Kd Yy BUPILICHHI PacoBUX
npobnem y CIIIA, ska 3acBigumia HEMOXIIMBICTh
3a0e3MeveHHs CIPaBeIUBOCTI CYJOYNHCTBA B YMO-
Bax cerperaiii [34]. Mepinin HenbcoH Harosornye Ha
«ZIBOJIMKOMY» TIPaBOCY/Ii, IO B COHETI PEerpe3eHTO-
BaHO y BUIJISII aHTHYHOTO OokecTBa SHyca, i 3 Tip-
KOTOIO BH3HAE, 10 B KpaiHi, Ky 1oouts — “this Land
of the Free”, moneli BOMBarOTh uepe3 pacoBy MpUHA-
JISKHICTh, a BOUWBIIL BUNPABIOBYIOTH: ‘‘Thousands
of oak trees around this country /| groaned with the
weight of men, slain for their race, / their murderers
acquitted in almost every case. | One night five black
men died on the same tree, | with toeless feet, in this
Land of the Free. | This country we love has a Janus
face: | One mouth speaks with forked tongue, the
other reads / the Constitution” [32].
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Immeparue “justice shall be done” (cnpaBennu-
BicTh Mae OyTH JOCSATHyTa), O3BYUCHHH y COHETax
Mepinin HenbcoH, ieperykyeThest 3 TOJIOBHOIO 1/1€€10
conertiB Harami Tpereseit «PigHa rapmis» — “truth be
told” (mpaBma mae OyTtH ckazana) [35, c. 30]. Harama
Tperepeii (Natasha Trethewey, b. 1966) — aBTopka
moeTHYHUX 30ipoK Ta mpo3u, naypearka llymitiepis-
crkoi mpemii 2007 poky, IKy BOHa OTprMaa 3a 30ipKy
«Pinna rBapmis» (“Native Guard”, 2006). V 3rama-
HOMY TBOpIi PEICTaBICHUI MUPOKUIA Aiana3oH moe-
THUYHUX XKaHPiB — BUIJIaHENa, Ta3enb, XaluKy, HaHTYyM,
MaJiHAPOM, MPOTE 3BEPHIMOCSA IO COHETIB 30ipKH,
sIKi TToeTeca mpucBATWIIA cBoili Matepi (“Graveyard
Blues”, “What Is Evidence”), Ta po3risHeMo necartb
COHETIB Jpyroi 4acTHHM KHUTH, IO BIIAHOBYIOTbH
BOIHIB ahpoaMepHKaHCHKOI TBapii Ta IXHIO y4acTb
y I'pomansachkiii BiidHi B CLLIA.

[loeananHst 0COOMCTUX MOTHUBIB 3 iCTOPUYHOIO
TiHi€r0 B moes3ii BM3Hayae TBOpuMii Meron Haramri
Tpetepeii [36]. OcoOucti mepexxwBaHHA W Tyra 3a
BOUTOIO MaTip 10 CTBOPIOIOTH €MOIlilfHE TJI0 B COHETI
«bmo3 nHa kmamoBumi» (“Graveyard Blues”),
y AKOMY JIipH4YHa TepoiHs MPUraaye NOXOPOH MaTepi.
[Toni6HO 10 O:MF030BHX KOMITO3UILIH, Toe3ist TpereBeit
HaIlOBHEHA CYMOM Ta €JICrHHUMH HOTaMH, SIKi MiACHU-
JIOIOThCS TIOBTOpaMu: ‘It rained the whole time we
were laying her down, | Rained from church to grave
when we put her down. | The suck f mud at our feet
was a hollow sound” [35, c. 8].

BuxoprcToByrouM I’SITUCTOMHHUNA 5SMO, MOZEIH
pumyBaHHs aaa/bbb/ccc/ddd/ee, Tpupsinkosi crpodu
(triplet stanzas), moeteca repenae 0COOUCTY TPaBMY
4yepe3 HU3KY HaTypalliCTUIHAX 00pa3iB, 1110 CyTOJI0CHI
3 1i BHYTpINIHIM JYIIEBHUM CTAHOM — JIOIIY, COHIIA,
JOPOTY 10J0OMY 3 BUOOiHAMM, MOTMJIBHOTO KaMEHIO.

VY HepumoBaHiii HapatuBHii noesii «lo € noka-
3omM» (“What Is Evidence”) TpereBeit ocmucitoe
BOMBCTBO Marepi, HaBOJSYM HU3KY O3HAK JIOMalll-
HBOTO HacuibcTBa ( “the fleeting bruises she’d cover
with makeup”, “the quiver in the voice”, “the teeth
she wore in place of her own” [35, c. 11]), sxi He
CTall JOKa3aMH 3JI0YMHY Ul CYJOYMHCTBA, 1 JIULIE
il MoHiBeYeHe TiNO 3acBiYyBaJIO MPOBUHY BOWBLI:
“Only the landscape of her body — splinted / clavicle,
pierced temporal — her thin bones / settling a bit each
day, the way all things do” [35, c. 11].

VY 30ipui «BiTun3HsAHA TBapAis» CydacHIiCTh 1
MUHYJIE TOEAHYIOTHCS TEMOIO aMepHuKaHchkoro I1iB-
IHS 3 MOT0 HEBUPILIEHUM PacOBUM KOHQIIKTOM Ta
MEPEOCMHUCIICHHSIM HalioHanbHO1 ictopii. Tpere-
BeH sk muchbMmeHHHIIO IliBnHS oOyproBana mo3uiis
«011101» OUTBIIOCTI PETiOHY, KOTpa YBIYHIOBAJIA ApMilO
KoH(enepaTiB, CTBOPIOIOYH Mi(ONOTiI0 BUKIIOYHO
«06inoro» IliBmusa. Iloeteca mparHyna «BIUCAaTH
B HaliOHaJbHY ICTOPil0 Yyd4acTh adpoamMepHKaH-

Moga. Jliteparypa. ®ombkiop. Ne 2 (2021)

uiB y I'pomansHCbKiil BiliHi, IO mepeTBOpHiIacs Ha
«Oiny mamy» (“buried history, historical erasure”
[37, c. 90]). V apyriii yaCTHHI KHUTHU MOETECa CTBO-
PIO€E «JIiTepaTypHUii MOHYMEHT» Ha TOIIaHy YOpHO-
mikipoi reapaii Jlyizianu, sika mig wac ['pomagsHcbkoi
BiliHM Owiacsi y ckiani apwmii wmrariB IliBHOUWI, —
“untold stories of those that time will render / mute”
[35, c. 30]. HecsaTh moe3iit 30ipKu — IIONESHHUKOBI
3anmucy agpoaMepuKaHChKOro coipata 3 nonky Jlyi-
3iaHW, UTIOCTPYIOTH eKcrepuMeHTyBaHHs Harami
Tpereeii y naputi conera. Y 14-psakoBux noesisix,
HE MOJIIIEHNX Ha KaTPeHU UM TEPLETH, KOPUCTYIO-
yuch 00pa3oM-Mackolo 3BibHeHOro paba Harana
Heniemza (Nathan W. Daniels), TpeteBeit cTBoproe
JpaMaTU30BaHi MOHOJIOTH-AONHCH y (GOpMi IIOACH-
HUKA (poetic journal entries) i moe3ii-macku (persona
poems), — JiTepaTypHy (bopMy, IO JT03BOJISAE 3AiKC-
HUTH XyHZOXXHIO peKOHCprKLIIIO MOAIH MHHYIJIOTO
Kpi3b NpU3My Cy0’€KTHBHOI CBiIOMOCTI (piKIiOHAIB-
HOT'O Y4acHHKa IpOLECY.

VY nukdi coneriB «PigHa rBapais» aBTOpKa BUKO-
PUCTOBYE TEXHIKYy CIUICTIiHHA BiHKA, BapiaTUBHO
MOBTOPIOIOYHM OCTAaHHIH PSAAOK Yy MEPHIOMY PAAKY
HACTYIHOI moesii, mporte ii BiHKY Opakye miacyMKo-
BOTO COHETA, a 3aMiCTh YiTKOI pUMOBAHOI CTPYKTYPH
BOHA Ha/la€ epeBary HepUuMOBAHOMY BipIIy, HaOIu-
JKEHOMY 710 po3MOBHOI MoBH. Tomy TpaHcopmarii
conera Harami TpereBeil 3acBiguylOTh EKCIEpH-
MEHTYBaHHS y LapHHI MOETHYHOI GopMH — mpar-
HEHHSI TIOE€JHATH €BPOIEHCHKY KIaCHYHY TPAAMIIO
3 BJIACTHBMM aMEpPUKaHCBHKil Moe3ii MOLiHOBYBaH-
HSIM BepliOpy Ta 3 BipmoBaHOo1o (GopMoOr0, 3amo4ar-
KOBaHOI0 ah)poaMepUKaHCHKUMH MHTLISIMU — OJT1030-
BHM COHETOM.

AmHaniz CcoHeTiB adpoaMEepUKaHCHKUX IHCh-
MEHHHUIb J1a€ 3MOTY 3pOOUTH BHUCHOBKHM NPO aKTY-
aNBHICTh COHETHOI (QOpMH B CydacHil moe3ii Ta
TBOpUI CKCIICPUMCHTH B [apuHi COHETAa SIK Ha CTpyK-
TYpHOMY, TaK i Ha iIeHHO-TeMaTUIHOMY plBHSlX
Ocobucri apamu, JTIOO00BHI NMEpeKUBaHHS I TipHyHE
Hayaso KIACHYHOTO €BPOIEHCHKOrO COHETa y TBO-
pax Banmgu Koynmen, Mepinin Henbcon, Harami
TpereBeil TMOCTynarOThCs MicCIleM eTHIUHIM Tema-
THUIli, OCMHCJICHHIO TIOJITUYHUX MPOOJIEM, 3JIOUMHIB
pacu3My Ta peKoHCTpyKuii mMuHyaoro. [loegnyroun
€BPOLIGHTPUYHY TPAJHIil0 Ta KyJIBTYpHHH CIaJoK
adpoaMepHKaHCHKOT AiacOpH, Cy4yacHi MOeTH TpaH-
c(hopMyIOTh KaHOHIYHY JIiTepaTypHy popmy y Aianex-
THU# (vernacular sonnet) Giro3oBuii (blues sonnet) Ta
HepumoBanuii conetu (blank verse sonnet). OOcsr
CTarTi HE JO3BOJISIE 30CEPENUTHCS Ha BHCBITIICHHI
cneuugiku conetriB xyn Ixopaan (June Jordan),
Enizaber Aunexkcanmep (Elizabeth Alexander) Ta
Tepenca Xeiteca (Terrance Hayes), po3misin skux
notpedye OKpPEMOTO JOCITIKEHHS.
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