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I. B. SIxoBenko
ZKIHOYI I'OJIOCH ITPOTECTY: ITOE3Is1 COHI CAHUEC I HIKKI JI>)KOBAHHI

Y possioyi docniocyemucs, sk cycninorno-nonimuyni pyxu ¢ CIIA y 1960—1970-x poxax
CNpUsAIU CMEOPEHHIO NOEMUYHUX MEeKCMI8 NOAIMUYH020 cnpamyeanHa. [Ipoananizoeano
XY00IHCHLO-CMUNTbOBE HOBAMOPCME0 NpomecmHoi noesii nepiody Pyxy 3a Yopne mucmeymeo
agppo-amepurancokux nucomennuys Coni Canuec i Hikki {ocosanni. Busnaueno memamuune
KO0 Noesill, a came — pacusm, cezpecayis, 2eHOEPHA HEePIBHICMb, O0CTIONHCEHO BUPA3HI 3ACO0U
ma CMuLiCmMuYHi npuilomMu, 1ACMuei appo-amepuKkancobKill noesii cnpomuay.

Knrouoei cnosa: agppo-amepukancoka nimepamypa, npomecmua noesis, Pyx sa Yopne
mucmeymao, Cons Canuec, Hikki /{orcosanHi.
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OpHi€el0 3 TPOBIAHMX TEHACHIIH aMEpHUKAaHCHKOI JiTepaTypH Jpyroi IOJOBHHU
XX  CTONTTS cTae TONITUYHA Ta CoOLiajJbHA AaHTaXOBAaHICTh XYIOXKHIX TBOPIB,
Ha SKY BKa3ylOTh y CBOix mociimkeHHsXx M. [lesincon (Davidson, 1993), P. pon Xonbepr
(Hallberg, 2008), B.b. Jleiitu (Leitch, 1993). Ocmucnenns HacminkiB Jlpyroi cBiTOBOi
BIHHM TPHU3BEII0O [0 YCBIJOMJICHHS IHTEJIEKTyaJaMHd Ta MHUTISIMH IIOBOEHHOI €MOXH
MO>KJIMBOCTI Ta HEOOXIAHOCTI BIUTMBY Ha IMOJITHKY 4Yepe3 MHUCTEUTBO, sike O BiANOBigano
icropuunoMy MomeHTy: «In the years during and just after the war, American writers
understood that they might affect the course of political events» (Hallberg, 2008, p. 13-14).
P. Ban XonbOepr 3a3Havae, 10 MOMPH HENEBHICTh Ta Bin4ai, HampukiHmi 1940-x pokis
MUTI T[parHyiau BiALIYKaTH HOBI XynoxH1 ¢popmu: «Despite the talk of anxiety and despair,
there was great hope in the late 1940s for a new art to fit the historical moment» (Hallberg,
2008, p. 20).

CycnigbHO-TIONITUYHUHA KOHTEKCT aMepukaHchkoi miteparypu 1950-1960-x pokis
BU3HAYAIM KIFOYOBI icTopuyHi moaii moou: Brpy4yanns CIIIA y Biiiny B Kopei (1950-1953),
makkapTu3Mm (1953-1954), mnporucrossuas mik CPCP ta CIIA d4epe3 po3MilieHHS
anepuux paker Ha Ky61 (Cuban Missile Crisis, 1962), BOuUBCTBO mpe3uieHTa
xona @. Kenneni (1963), BiitHa y B’etnami (1964-1975) ta BotepreiTchkuil ckaHman
(Watergate scandal, 1972-1974). Adpo-aMepuKaHCbKI MHTIII 30CEpEKYBaIM yBary
Ha mpoOieMax pacu3My Ta cerperaii B KpaiHi, perpe3eHTyI0un Y CBOEMY TBOPUOMY JOPOOKY
noJii, mOB’A3aHl 3 TPOMAJTHCHKUMHU IIpaBaMM: aHTHcerperauniifai 3akonu (Brown v. Board
of Education, 1954; Civil Rights Act, 1964), npotect Po3u [lapkc Ta TpaHcopTHHI O0HKOT
B MonTromepi (1955), mapm 60p1iiB 3a rpomaisHChKI paBa y Bamunrrosni (1963), BOUBCTBO
Manbkonbma Ikc (1965) Ta Maprina Jlrorepa Kinra (1968).

VY yac OypxJIMBUX aHTHMBOEHHUX IPOTECTIB Ta T'POMAJSHCHKHX PYXiB 3a PiBHI IpaBa
B CIIA 3akOHOMIpHMM CTa€ BIATYK Ha CYCHUIBHO-TIOJIITHYHI MOJIT y JITepaTypi Ta CIUIECK
CYCIIIJIPHO OpIEHTOBAHOTO MHCTENTBA — I0SiBA XYJOKHIX Ta MYOJIUCTUYHUX TEKCTIB,
HAaCUYCHHUX MOJITUYHUMM Ta 1JeHHMMHU MOCHaHHAMU. B 1ell mepiog 3’sBIs€TbCS MOeE3is
cupotuBy BiiHI (Vietnam-era antiwar poems), TBopu mpenctaBHukiB Pyxy 3a Yophe
MHCTELTBO, CHpPsAMOBaHI Ha OOpoTbOYy NPOTH pacoBOi JUCKpUMiHAWii Ta cerperatii,
(GeMIHICTUYHI TEKCTH, IO IPYHTYIOThCS Ha TMEPEeKOHAaHHI y HEOOXIJHOCTI JIOHECTH
0 cychinbeTBa (inocodilo HEeymepeIKeHOTO CTaBJICHHS 10 >KiHomTBa. [IporecTHa moe3is
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MOCTA€E JIOTIYHUM IPOJOBXKECHHIM CYCHUIBHUX PYXiB J00M — aHTUBOEHHUX IPOTECTIB, Pyxy
3a TPOMAISHCHKI mpaBa, Jpyroi XxBuii GpemiHizmy.

JlocnmipkeHHsT Ma€ HA MeTi 3IHCHUTH TOCTHKO-CTHJILOBHI aHaji3 MPOTECTHOI moe3ii
Coni Canvec Ta Hikki JlxoBaHHI, (OKYCYIOUHCh Ha akKTyaji3alii HaralbHUX CYCILJIBHO-
MNOJIITUYHUX MUTaHb y XYAOXKHIX TeKCTax adpo-aMepUKaHCHKHUX MUChbMEHHHIb. Po3Biaka
CIMPAETbCA HAa  MeTOH0JIOril0  KynbTypo3HaBuumx crynid  (Cultural — Studies) —
MDKJAMCHUIUTIHAPHOTO BUBYEHHS SIBUL KYJIbTYPH, 3aBJaHHSAM SKOTO € aHalli3 COIlaJIbHUX
Ta ICTOPUYHHX MEPEIYMOB, JOCHIDKEHHS 1I€0JIOTEM Ta CYCIUIbHO-TIONITUYHUX KOHTEKCTIB
y MHCTEHbKUX TBOpax. Sk 3aznavae B. b. JlelTu, nius KynbTypo3HAaBUOI KPUTHUKH TOE3is €
OJIHUM 13 MUCTEITB, IO 33JI0KYMEHTOBYIOTh COLIIaIbHO-ICTOPUYHI YMOBH, CIYT'YIOTh PYIIOPOM
MOJITHYHUX 17l 1 BINIrParOTh ETUKO-TUIAKTUYHY pOJIb Yy CycmiuibCcTBi: «Poetry serves
an ethico-political role in society, providing a high ground for social criticism; it is linked
to a broad project of social reform undertaken by the educational establishment and the state.
Thus poetry is valued not primarily for its textual refinement, nor for its insight into the artist’s
soul, nor for its power to move or entertain but rather for the efficacy of its agency in social
action (the mimetic and didactic)» (Leitch, 1993, p. 262). ®okycyrounch Ha TEHICPHUX
Ta PacoBUX MpoOiieMax, JOCTIKYIOUN MOCTKOJIOHIATbHUM CIaIOK Ta €THIYHE PI3HOMAHITTS,
KYJIbTYPO3HaBUI KPUTHYHI CTY/lii OOCTOIOIOTH 17IeF0 MHOKHHHOCTI ITOSTOJIOTTYHUX KOHIISIIiN
Ha TMPOTHBAry €JUHIN YyHIBepCcalli3ylOuud MOETHIll, 3Ba)Kal0Yl Ha T'e€TEPOTEHHICTh KYIBTYP,
Tpaauiiii ta ninHocte# (Leitch, 1993, p. 264).

[IporectHa moe3is — PI3HOBUA TOJITHYHOI TO€3ii, OpIEHTOBaHOI Ha ICTOPWUYHI
Ta CYCHUIBHO-TIONITHYHI MOJIi, IO Mo3HauYeHa KOH(PPOHTAIHHIM TTa(oCcoM, € OTO3UIIITHOIO
JI0 CYCIITbHUX HAPATUBIB 1 MAHIBHUX 1/1€0JIOTEM, IPYHTYETbCS Ha TUCKYPCi CIPOTUBY PACOBIH,
TeHJCPHIN AUCKpUMIHAILi, CKOHOMIYHIN HEpiBHOCTI Tomio. 3a Bu3HaueHHsAM M. TopcToHa,
SIKIIIO MUTII BiAMOBIJAIOTh HA BUKIUKU 9acy, OCMHUCIIOIOTh ICTOPUYHI IMOil, KPUTUKYIOTh
CYCHUIbHI 1HCTUTYTH, YBIYHIOIOTH 3HAMEHHY IOJII0 YW JIIOJUHY Yy Moe3ii, BOHH MAiIOTh
Hacamrepes B €CTeTMUYHOMY BHMMIpl, 3ajy4yarodd MOBHI 3aco0HM, METaQOpUKYy Ta CHUMBOJIHM:
«Their goals in writing the poem — memorializing an event or individual, criticizing social
institutions or forces, encouraging readers to act in concert for social change — are addressed
aesthetically, through the organization of words into metrical feet and broken lines,
the emphasis on language’s materiality through rhyme and alliteration, the arrangement
of images into a metaphorical or symbolic economy of meaning» (Thurston, 2001, p. 19).

T. Xappic n0TpuUMyeTbCSl JOyMKH, IO JITEparypa NPOTECTy IIparHe HacaMIlepes
BUCBITJINTH pacoBy Ta €KOHOMi4HYy HepiBHICTh B CHIA 1 TakMM YHHOM CIIOHYKaTH
no Tpanchopmariii cycmigbcTBa: «[t]he intention of protest literature was — and remains —
to show inequalities among races and socio-economic groups in America and to encourage
a transformation in the society that engenders such inequalities» (Harris, n.d.).

OcobnuBe Micie cepen MpoTecTHUX TekcTiB B jiteparypi CIIA nHanexuts adpo-
aMEepUKaHChKINA JiTeparypl. 3 MOSBOI TBOPIB IMOOJWHOKUX MHUTIIB adpo-aMepHKaHIB,
NOYHMHAIOYM BiJ moeTHyHux TekcTiB J[xymitepa ['emmona (Jupiter Hammon, 1711-17867),
O@imnic Bitm (Phillis Wheatley, ca. 1753—1784), HeBUIbHMIIBKMX HapaTUBIB Ta MOBICTEH
npo 3BiTbHEHHS 3 pabctBa («Narrative of the Life of Frederick Douglass», 1845), dpenomen
TBOPYOCTI YOPHOIIKIPOro MUTIISl CHMBOJII3yBaB IPOTECT MPOTH cTarycy pada. [1. Pamsi nuie
npo TpaHchopMaliiHui nmoTeHIian adpo-aMepuKaHChKOi Moe3ii, a SIK MPUKIAZ HaBOIUTH
PSAAOK 13 HErpUTSHCHKOI MicHI-ciipiuyen «Let my people go», B sikiil 610JiliHe MPOPOUTBO
HaOyBae KOHOTallli 3BUIBHEHHS 3 pabctBa 1 cayrye ¢opmoro tmporecty (Ramsey,
1993, p. 1163).

XX CTOMTTS 03HAMEHYBAJIOCS TMOSBOIO HU3KHM XYJOKHIX Ta MyONIIUCTHYHUX TBOPIB,
mo MaHidgecTyBaM 11er0 60poThOM 3a mpaBa adpo-amepukaHiliB. ['apaeMcbkuii peHecaHc
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1920-x pokiB CTaB mepuIUM KyJIbTYPHO-MHUCTEI[LKMM PYXOM 3a PiBHI IpaBa Ta y4acTh adpo-
aMEpHUKaHIIB y CYCHIIbHOMY JKUTTI Kpainu. Ilompu iHTerpamioHamiCTChKI TEHACHIT
y TMTaHHAX Y4YacTi 4YOpHOI JIacropd y CYCIUIBHO-TIOJITHYHOMY JKWTTI, MHCTEITBI
Ta JTepaTypi, NPEICTaBHUKU [ apieMChKOTO PEHECaHCY MOBEPTAIOTHCS 10 (POITBKIOPHOTO
cnajky, B0ayarouu B HETPUTSHCHKOMY KYJIbTYpHOMY HaJ0aHH1 CHITY, SIKa MOTJIa O yTBEpIUTH
HaIllOHAJIbHE CaMOYCBiIOMJICHHS U 00’enHaTH adpo-amepukanuiB. OIHIEIO 3 KIFOYOBHX
nocrareil adpo-aMepUKaHCHKOI JiTepaTypyd Ta TEOPETHKIB ETHIYHOTO MUCTELTBAa CTa€e
Hro boiic (W. E. B. Du Bois). ¥V crarti «HaranpHa nporpamMa aMepHKaHCBKOTO HETrpay
(«The Immediate Program of the American Negro») BiH BKa3ye, II0 PO3BUTOK adpo-
aMEPUKAHCHKOI KYIbTYPH € HE MEHIII BaXJIMBUM, Hi’K 00pOTh0a 3a MOTITHYHI Ta TPOMAJITHCHK1
mpaBa (Llut. 3a: Mallocci, 2018, p.6). Ha nymky [lio boiica, sKIo MHUCTEITBO
Ta JiTepaTrypa CTBOPIOBaTUMYTb OararorpaHHuii o0Opa3 adpo-aMepHKaHCHKOI CIIIBHOTH
Ta KYJIbTYPH, IIe COPHUITUME MIKPACOBOMY MOPO3YMIHHIO i HaOIMXKaTUMe epy piBHOMpPAB’s:
«In this context, if art and literature painted a multifaceted image of African-American society
and culture, <...> they also served as a means to strengthen an interracial alliance and advance
the cause of civil rights» (L{ut. 3a: Mallocci, 2018, p. 6). V crarti «Kputepii HErpUTSIHCHKOTO
muctenTtBay (1926) o boiic mnporomomiye i1et0 MOTITU30BAHOTO MUCTEITBA, METOIO
skoro € mpomarannga: «Thus all Art is propaganda and ever must be, despite the wailing
of the purists. I stand in utter shamelessness and say that whatever art | have for writing has
been used always for propaganda for gaining the right of black folk to love and enjoy» (Du
Bois, 1994, p. 103).

Ha comianpHO-TIONITHYHIN CcIIpAMOBAHOCTI JiiTteparypu HaronomryBana Opnpi Jlopx
(Audre Lorde) — aktuBicTka Pyxy 3a rpoMaissHChKi TipaBa, npeactaBHuist YopHoro heminizmy,
nucbMeHHHI Ta noereca. Oxapi Jlopa 3a3Hauana, mo moesis Ay Hel e Hacamiepena TBIp,
HAIOBHEHHH TOJITUYHUM 3MICTOM, SIKMH HE MOBHHEH CIIIyBaTH Tacily «MHCTEITBO 3apajan
MUCTELTBaY, a € BUPAKEHHAM COLlIaJIbHOr0 mpoTecTy: «So the question of social protest and art
1s inseparable for me. I can’t say it is an either-or proposition. Art for art’s sake doesn’t really
exist for me. What | saw was wrong, and | had to speak up. I loved poetry, and I loved words.
But what was beautiful had to serve the purpose of changing my life, or 1 would have died.
If | cannot air this pain and alter it, I will surely die of it. That’s the beginning of social protest»
(Lorde, 2004, p. 74).

A¢po-amepukaHCcbKi MUTHI Tiepioly OopoTbOM 3a I'pomajisHCBKI MpaBa CTalOTh
Ha TMO3ULII0 BIAKPUTOTO CIPOTHUBY MaHIBHIN 1€0JIOTIi CYCHUIbCTBA Ta HapaTHUBaM «OLI01»
CHUIBHOTU M y CBOIM TBOPUYOCTI MEPEOCMUCITIOITH MpoOJIeMU pacu, TeHJIepy, CTaTi, BIKY,
MPOTUCTABIISIIOUU «OLTOMY» KAaHOHY T€pPOiB «HOPHOI» J1aCIOPU — TPOMAJITHCHKUX 1 JYXOBHUX
Ji1epiB, KyJIbTYpHHUX AiSUiB.

Pyx 3a Yopne mucreurBo (1965-1975) BuHMKae Ha TJi BU3BOJIBHUX PYyXiB 00U 1 €
IPOJIOBKEHHAM OOpPOTHOM 3a MpaBa adpo-aMepUKaHIliB y [apuHi TBOpYOCTi. [pyHTYIOUKCH
Ha HaIlOHAJFHOMY CaMOYCBIJIOMJIGHHI Ta €THIYHIA CKJIaaoBik, mnpubiuHuku YopHOTro
MUCTENTBa 00CTOIOBaNM iet0 ropaocti Oytu dopHomkipum (black pride), mporomnorryroun
XyJIOKHI TpuHUMNU YopHOI ecTeTHKH, sIKa Opl€EHTyBajacsi Ha TIOETUKY HaJIMIPHOCTI
(the poetics of excess), pyliHyIOUH KaHOHHM TPAJHMIIHHOIO MUCTEITBAa W yCTalleHi HOPMH
aHTIIMCHKOI MOBH, amenioBaja J0 o0pa3zy pEBOJIOI[IOHEpAa Ta TINEPMACKYIIHHOI MAacKH.
K. JIx. @opx Big3zHayae:

«It [Black Aesthetics] establishes two norms that most other Black Arts poets would
follow: first, a stylistics of excess and, second, a hypermasculine persona to deploy them.

The revolutionary persona and his revisionary poetics would eradicate the artistic

conventions and values of the dominant culture and erect new ones in their places» (Ford,
1997, p. 181).
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o 6opoTebu 3a I'pomaasiHCBKI mpaBa JOMy4YHIHCS ¥ adpo-aMepuKaHChKI MUCTKHHI,
o npuenHanmucs a0 Pyxy 3a Hopue muctenTBo: Mapi EBanc (Mari Evans), Oapi Jlopa (Audre
Lorde), Pita [laB (Rita Dove), Cons Canuec (Sonia Sanchez), Jlycine Kmidron (Lucille
Clifton), Hikki />xoBanni (Nikki Giovanni), Hro3aki [llanre (Ntozake Shange). Binrak adpo-
aMepUKaHCbKa IHOYa JiTepaTypa CTa€ HACHYCHOK MOJITUYHHMHU raciiaMu, 1 fIK BKa3ye
T. B. Pix, no 1960-x pokiB moe3isi, MOMpH 40JIOBiYe JOMIHYBaHHS, Oya y HUIOMY IUISIXETHOIO
1 BUTOHUYEHO XIHOYHOIO, OJTHAK 13 MOSIBOIO TBOPIB, 1[0 BUHUKIIM Ha TPYHTI )KIHOYOTO PyXY,
MOCTUYHE MUCTEITBO CTAJI0 XapaKTEPH3yBATHUCS HEMPUMHPEHHUMHU HACTPOSIMH OOYpEeHHS
Ta CIPOTHUBY, a TAKOXK CTBEP/XKYBAJIO BAXKIIUBICTh )KIHOYOT'O TOJIOCY Y MOTITHYHOMY JAUCKYPCl
i1 BUOOPIOBAJIO MICIIE )KIHKH Y ITAPHUHI CYCIILHOTO MPOCTOPY:

«Before the 1960s poetry was still mainly a genteel, feminized but male-dominated
form, and that aura still lingers around it. But there was nothing genteel about the raucous,
often sexually frank, and always politically charged poetry that came out of the women’s
movement. Moving poetry from polite lecture halls and quiet living rooms out into
the streets was part of many 1960s movements, but no one did it more intensely
or effectively than the poets of the women’s movement, and in doing so they reclaimed
public space as women’s space» (Reed, 2005, p. 77).

[TpukMeTHO, M0 >KIHKH-TIOETECH CIOYATKy IMITYyBalld MPOTECTHY MOE310 YOJIOBIKIB.
[TpuxoByrOUnCh 3a MacKyJIiHHOIO MAacCKOI, BOHHM HAacH4yBajld CBOIO IOE31l0 arpeCMBHUM
nadocowm, sk, Hanpukian, Hikki [xosanni y Bipmii «The True Import of Present Dialogue:
Black vs. Negrox»: «Nigger / Can you kill / Can you kill / Can a nigger kill / Can a nigger kill
a honkie <...>/Can you stab-a-jew <...> / Can you piss on a blond head / Can you cut it off»
(Giovanni, 2003, p. 19).

PyitHiBHUil 1 HagMipHO BOMOBHHMYHMI madoc kiHodol moesii mepiogy Pyxy 3a Hophe
MUCTENTBO OyB BUKIMKAHUI HEBIAMOBITHICTIO MiXk MPOTOJIONICHUM 3aKOHOM MPO CKACyBaHHS
cerperaiii Ta peaJJbHIM CTaHOM pedei 13 nmpaBamu Jiroaunad B CHIA. [oxi€ero, sika BUKITHKaIA
e OinbIuii THIB adpo-aMepHKaHIliB, cTajgo BOuBcTBO Maptina Jlrorepa Kinra y 1968 poui.
T. Xappic nHazuBae noesito Hikki JIxoBanHi «Po3nymu mpo 4 xBitHa 1968», sika crama
MOETUYHUM BIITYKOM Ha BOUBCTBO TMOJITUYHOTO 1 JyXOBHOTO JiJiepa, OJHUM
13 HaharpecuBHimmx BipwiB noerecu (Harris, n.d.). Bipm noOynoBaHO $K HNUTaHHS-
BIJITIOBI/Ii», B AKHX JIIpUYHA TepoiHs (OPMYITIOE paJuKalIbHI 3aKIHKH «3pYHHYBAaTH aMEpUKY»,
nporojomrytoun moyarok «Hopuoi» pesomromii: «What can I, a poor Black woman, do
to destroy america? <...>/ There is one answer — | can kill. There / is one compromise — |
can protect those who kill. There is / one cop-out — | can encourage others to kill. There are
no / other ways» (Giovanni, n.d.).

UYen /I. beitamop 3a3Hauae, 10 My3uKa, JiTepaTypa Ta MUCTEUTBO CIPHUSIIH CTBOPEHHIO
MPOCTOPY Ui peanizallii eTHIYHOI 1IEHTUYHOCTI Ta KPUTUYHOMY OCMUCIICHHIO TParidHOro
MUHYJIOTO appo-aMepHKaHIIIB:

«Music, literature, and art, are some of the genres used by African Americans
to (re)claim and authenticate their voice in American history — a voice that materializes
an autonomous identity and analysis of their tumultuous past. Reclaiming histories long
forgotten and stories that have been silenced or untold were important factors
in the Black struggle. Contextualizing these struggles created a political space
not previously afforded to marginalized subjects. Poetry framed Black voice, identity,
and consciousness for many Black feminists» (Bazemore, 2013, p. 12).

Adpo-ameprkaHchka JiTeparypa NPOTECTYy 3YMOBJIEHA TpPaBMAaTUYHUM JOCBiJIOM
pabcTBa, BHHMKAE SK CIIPOTHB HEPIBHOCTI Ta MNPUTHIYEHHIO, € OMO3MIIIHO-OyHTIBHOIO
3a 3MiCTOM I iHHOBaIiitHOIO 3a ¢opmoro. KoHbpoHTaLiitHUI TUCKYpPC Yy TOETHYHUX TEKCTax
APTUKYIIOETBCS Y PEBOMIOMIMHUX moeTHYHUX (opmax. JIIHTBICTHUHI Ta CTHJIHOBI
EKCIIePUMEHTH TOKJIMKAaHI YHAOUHHTH «MOBHHUI» CIHPOTUB — OYHT MPOTH MOETHYHUX HOPM
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Ta JITEPAaTypHUX KAHOHIB, 110 OTOTOXHIOBAJIUCS 3 KYJBTYPOK «O17101» OlabinocTti. Takum
YUHOM, «4UOpHI TOETH» NPOAOBXKYIOTh TPAAMLIiI0 adpo-aMepUKAHCHKOTO JiaJIEKTHOTO
KpacHOro MUCHhMEHCTBA, 3alo4yaTKoBaHy Aisiuamu ['apiemcbkoro peHecancy — JleHrcronom
[t030Mm, Crepmiarom bpaynom, 3oporo Hin I'epcton. Sk Bkazye K. Jlx. @opa, npubidHuKH
YopHOi eCTEeTHKH TMPUBIACHIOIOTH CTEPEOTHN «OU10i» KyIbTypH, sKa 300paxyBaia
YOPHOIIKIPUX  HEOCBIYCHWMH, JAJIEKUMH BiJ [MOETUYHOTO MHCTENTBA, TPyOMMHU
Ta HeOEe3MeYHUMH Herpami, TOMY CTUJIICTHKAa YopHOro MuCTENTBa MO3HAYEHA HIMPOKUM
BUKOPUCTAHHSAM CIJIEHTY, €THIYHOTO JiaJieKTy, OOpazIMBUX CIiB 1 BYJIbrapHUX BHpPAa3iB,
HEHOPMATUBHOI JIEKCHUKM Ta IMpaBONMCY, LI0 IepenaBaB crneuudiuny BUMOBY adpo-
aMEpUKaHIIIB:
«The Black Arts poets formed their aesthetics in revolt against the conventions

that excluded them, but they did so by appropriating the stereotype that depicted them

as unpoetic. Those stylistics, as we see in Black Art, involve colloquialism, slang, phonetic

spellings, and ethnic speech patterns, profanity, violence, and racial slur and derive

from the stereotype of the uncouth, macho, dangerous black man. Though this poetic

program was relatively short-lived, it was enormously influential and effective» (Ford,

1997, p. 181).

Panns tBopuicte Coni Candec mo3HaueHa iieiiHIM BIutmBOM ManbkonbMa Ikc — adpo-
amepukaHcbkoro uminepa Pyxy 3a ['pomansHcbki mpaBa, gkuil BigkuHYB (imocodiro
HEHACWIBHUIBKOTO cnpoTuBy Maprina Jliotepa Kinra, oOpaBmm nuiax paaukaibHOL
060poTh0u. BinTak putToprka BOWOBHUYOIO MMPOTECTY, sIKA BU3HAYAIA HOTO IPOMOBH, BiIUTYHIOE
y moetnyHuX TBOpax Candec, a came y 30ipkax «Home Comingy» (1969) ta «We a BaddDDD
People» (1970). ITloesis «Manbkonbm» 31 30ipku «Home Coming» 03Bydye paguKamibHUI
CIPOTHUB YChOMY, IO TOB’53aHO 3 «Oi7I0I0» AMEpHKOI0 Ta iaeosorieo pacusmy: «fuck you
white / man. we have been / curled too long. nothing / is sacred now. not your / white faces
nor any / land that separates / until some voices / squat with spasms» (Sanchez, 1966).

Inetino-trematuuno noesiss Coni CaHuec IpyHTY€EThCS Ha MpUHIUNAX YOPHOT €CTETUKH
Ta IOB’si3aHa 3 TBOpaMHU MpeAcTaBHUKIB Pyxy 3a HopHe MucrenTBo, Takux sik Amipi bapaka
(Amiri Baraka), Hrozaki [llanre (Ntozake Shange). Xapaktepu3yroun MOCTUYHHIA TOPOOOK
nucbMeHHUIl, ben @iciep Bkazye Ha MOro 1JIEMHO-XYIOXKHIO CIOPIIHEHICTh SIK 3 adpo-
aMEpUKaHCHKOIO MACKyJIHHICTIO Ta MYHBOIO O0POTH0010, TaK 1 3 TPAAUIIIE€I0 HETPUTSIHCHKUX
peniriitHux miceHb chipiuyen. Y noetuyHux 30ipkax Const CaHuec Kua€ BUKIUK OJBIYHOMY
NPUTHIYCHHIO YOPHOMIKIPUX I OCMHUCIIOE CHagoK palCcTBa, Tpareail0 IOHEBOJICHHS
i HacuIbCTBA B PO3JUICHIN AMepulll, ajleé TaKOXK CTBOPIO€ apoLEHTPUUHI 00pa3u MpenKiB
i pomantusye dirypy xkinku-minurensku (Fisler, 2007, p. 499).

B moesii «IlicHi micta» («City Songs») moeTeca 3aKJIMKa€E CBOIX «J4OPHUX» OpartiB
BIIMOBHUTHCS BiJi HApKOTHKIB, YCBIJIOMHUBIIM, IO HACTaB YaC CTAHOBJICHHS «YOPHOI»
crinpHOTH («it’s nation bilden timey): «dope pushers, dope pushers / offa our street
| cuz one of these days / you gonna meet / some together black men / who’ll show you
the score/ and you won’t be standing round / tempting us no mo / dope pushers, dope pushers
/ change while you can / it’s nation bilden time / for black people in every land» (Sanchez,
1971, p. 4).

[Ile omHicr0 TEMATHYHOIO TPYMOK TOE3iil y TBOPYOCTI adpo-aMEepUKaHCHKHUX IOETIB
1 Coni CaHuec 30Kkpema, € JKa30Bi eJerii, CTBOpeH1 Ha BIIaHyBaHHS BOMTHX J1iepiB MapriHa
Jlrotepa Kinra, Manbkonbma Ikc, My3HMKaHTIB, 110 3arMHYJIM Bill HapkKoTHKiB. Ha BinMmiHy
BIJl TpaJuLiiiHO enerii, B Kl IOMIHY€e TpaypHE OCIIBYBaHHS 3aru6Jioro 1 nagoc ciB4yTT,
y JKAa30BHX EJETISAX O3BYUYETHCS 1€0JIOTIS €THAHHS, 3aKJIMK J0 BU3HAHHS CBOTO CIIAJIKY
1 00poTHOM 3 THCTUTYaI30BaHUM pacu3MoM. /. Paiian Tak muIe mpo HOBaTOPCTBO YOPHUX
MUTIIIB:
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«Black poets developed an entirely new set of elegiac conventions in order to pay
tribute to cultural martyrs like Malcolm X and John Coltrane. The unitary ideologies
espoused by Black Power a call for black people in this country to unite, to recognize their
heritage, to build a sense of community <...>, to reject the racist institutions and values
of this society contributed to the political impetus that motivated Sanchez and her
contemporaries to exploit the connotative possibilities of the mid-twentieth-century jazz
elegy» (Ryan, 2010, p. 50).

JlxepenioM HaTXHEHHA Ta KyJIbTYPHHM B3IpLEM AJIs XyIOKHUKIB YOPHOTO MUCTENTBa
Oyna my3uka Jxona Konrpeitna. 3a tBepmkennsm K. biu, «of all the jazz musicians
of the period, it was Coltrane who served as the most important model for black poets, the
shaping spirit, as Baraka put it, of the New Black Music» (Beach, 2003, p.135). Cons Canuec
3axXOIUTIOETHCS TBOpUicTIO KonTpelina, sikuii He clliJyBaB TOPOBAaHUM CTaHIapTaM KOMepLiHHOT
«Oinoi» my3uku. Y moesii «to blk/record/buyers» BoHa 3akiuKae HE KyNMyBaTH IUIATIBKU
3 MY3UKOIO «Oimux»: «don’t play me no / righteous bros. / white people / ain’t rt bout nothing
/ no mo» (Sanchez, 2010, p. 2954).

ImmpoBi3amiiiHa  CTHJIICTHKA JDKa3y CIyryBajlia MIATPYHTSAM sl TpadiuHux
Ta JIHTBICTUYHHUX €KCIepUMEHTIB B moe3ii CaHuec. 3BYKONMOBTOPH Ta 3BYKOHACIITyBaHHS
neGopMyBalIi CTPYHKICTh ITOETHYHOI KOMIO3HIIi1, BHOCHJIH B 11 OE31I0 «JTaMaHi PUTMI JIKa3y
1 BOJHOYAC BHUCTYNAJIM CBOEPIAHUM JIHTBicTHUHUM mnporecToM. Sk Bkaszye K. Maxkl'oan,
y paHHi# moe3ii MUCTKHHS BIA€THCS JI0 CIIOBECHHUX Ta 3BYKOBUX €KCIIEPUMCHTIB, BiIKUIAI0TH
rpamatuyHi, opdorpadiuHi Ta CHHTAKCHYHI HOPMH 3 METOIO IIOKa3aTH MOBHI PHUTMHU
yopHouikipoi miacopu: «The poems [of Sanchez] experiment with idioms and with sound
arrangements, using these and slang, dialect, and profanity, to undermine conventional
grammar, spelling, and syntax in an attempt to capture black speech rhythms» (MacGowan,
2005, p. 151).

BusnauansHO0O B paHHIX moetnyHuX TBopax Coni CaHyec cTae MmoeTnka HaaAMipHOCTI —
HArpoMaJKEHHS JIEKCUKOTpadiyHUX CTHILOBUX MIPUHOMIB Yy BIpIIi, Cepe IKMX BUKOPUCTAHHS
cienry i BepHakyssipy (bros, no mo), rpadiuni 3acoou (blk), HeHOpMaTHBHE BXKMBaHHS BETHKOT
ta Manoi mitep (i, america, americun). JlomiHnyBaHHs BepHakysspy (vernacular) —
HEHOPMAaTUBHUX MOBHUX (GopM adpo-aMepuKaHIliB, Hanpukia, waiten (waiting), Amurican
(American), no mo (no more), ain’t (aren’t), a TaKOX EKCIEPUMEHTYBaHHsA y Trpadimi
Bipmia sckpaBo yHaouHroethcs B moesii Canmdec «blk /' wooooomen / chant»: «Blk
/" mennnnnNN / do u SEEEEEEE us? HEARRRRRR us? KNOWWWW us? / Black
/ mennnnNNN / we bes here. / waiten. waiten. WAITEN. WAITENNNNNN / A long AMURICAN
wait. / hurrrrreeehurrrrreeehurrrrrececeeeecee /  blacKKKKKKKKKKKKmennnnnnnnnn
/ warriors» (Sanchez, 1971, p. 2).

YucneHH1 HOBaTOPChKI CTHIIbOBI MPUHOMH Ta OPYIIEHHS HOETUYHUX KaHOHIB, sIKi apo-
aMEpPUKAHCHhKI MUTIIl OTOTOXXHIOBAIH 3 «O171010» KYJIbTYporo, y TBopax CaHuec CIyryroTh
dopmoro mporecty. CiroBa «AMepHKay, «aMEPHUKAHCBKHID» I IOETeCH € CIIOBaMHU-
MapKepaMH pacu3My, BiITaK BOHA HABMHUCHO BUKOPUCTOBYE Mally JTepy.

[Toereca TakoXX TNOEAHYE CTHIBOBI HOBalil «moe3ii Ha apKymi» Ta «moesii
Uisi  BUKOHaHHS» (performance poetry), BHUKOPHUCTOBYIOUM JpaMaTypriuHi TEXHIKH,
10 MOCHUJIIOBAIN JIeKJIaMalliiHUM MOTEHIial Bipilia, YMOXKIMBIIIOBAIN 03BYUYEHHs OYHTIBHOTO
iMIlepaTuBy NpH uuTaHHi Brojoc. /[x. PasgH 3a3Havae, 10 MOETHYHI YUTAHHS 31 3BYKOBUMU
IMOpPOBI3aIliIMH O3HAMEHYBaJIM HOBY pOJb IO€3ii, Ky BOHAa Maja BiJirpaBaTH B €HOXY
coliabHUX KOHQIIIKTIB 3aBAsKU TEXHIKaM nepdhopMaHCy, BIUIMBAIOYH Ha CBIJOMICTD cllyXada:

«Announcing the intention to replace canned music with live reading,
and improvising vocal sounds inspired by the violent noises of guns and curses introduced
the new role that poetry would play in the coming years of social conflict. These

135



ISSN 2415-3168 (Online), ISSN 2226-3055 (Print)
BICHUK MAPIYIIOJIBCBKOI'O JEPXKABHOI'O YHIBEPCUTETY
CEPIA: ©UJIOJIOI'LA, 2020, BUII. 23

performance techniques intruded upon listeners’ consciousnesses and drew

an unmistakable parallel for them between art and politics» (Ryan, 2010, p. 48).

Panns moesist Hikki J[»OBaHHI IIIIKOBUTO BIHCYETHCS B 1JI€HHI Ta €CTETUYHI KAaHOHH
Pyxy 3a HopHe MUCTEIITBO, KOHIIEMIIiS SKOTO Tependadaia 300pakeHHsI icTopii Ta 60poThOH
YOPHOIIKIPOi IaCrOpH 1 HE BUXOAMIIA 32 MEXI «IOpHOI» mpodiemaruku. CBOIM 3aBIaHHIM
Hikki JI>koBaHHI BBaxkajia CTBOPEHHS 1CTOpii adpo-aMepuKaHIB 3aco0aMu MHCTEITBA,
a BH3HAYaJIBHOK PHUCOIO IMOe3ii Ha3uBaja npaBauBicTh (truth) Ta akTyanpHICTH (topicality):
«Giovanni’s poetry (as well as her prose) represents her own efforts to give voice to her vision
of truth and reality as honestly as she can because, she has said, «the only thing you bring <...>
is your honesty» (Fowler, 2003, p. xxi). Ha nymky noerecwu, jiTeparypHuii TBip HE MOXKe OyTH
BIJIOKPEMJICHUM BiJ )KUTTS, @ MA€ BKOPIHIOBATHCS B MEPEKUBAHHS TA JOCBI/I.

Hikki /[>koBaHHI aKkTHBHO TIpoIlaryBajia CBOIO TBOPYICTh, BUCTYMAIOUU IIOHAJ TPH
JECATUIIITTS K TOETeCca-JIEKTOPKa, CTBOPIOIOUHN TOE3110, OPIEHTOBAHY Ha ITyOJIIYHI MOSTHYHI
yutanHs. Bigrak, il TBOpu mo3HaueHi pucamu, 10 MPUTaMaHHI yCcHIH adpo-aMepruKaHChKii
TpaaMITi:

«Seeking to simulate spoken language, the poetry itself possesses distinctive oral
qualities. Because it is always intended to be read aloud, its full impact can frequently

be felt only through hearing it. In her poetry Giovanni attempts to continue African

and African-American oral traditions, and she seems in many ways to have less reverence

for the written word than for the spoken» (Fowler, 2003, p. xxi).

Adpo-ameprkaHCchKa roeteca Kijiae€ BUKIUK T'eHACPHUM CTEPEOTUIIaM, 0 JOMiHYBalIH
SK B «OUTil» KynbTypi, TaK i B «90pHil» Aiacriopi. baOycs, sika cmyryBana s Hel B3ipiem,
npuBumia Hikki /[>xoBaHHi 70 /1€, 110 )KIHKHA € aKTUBICTKaMH Ta JIiJIepaMH COIIaJIbHUX 3MiH.
Oxpim Toro, ictopist pacoBux BimHocuH Ha [liBani CIIIA cnpusiia gopMyBaHHIO aKTHBICTCHKOT
no3utii J[xosauni (Fowler, 2011, p. 98-99). Ilisgens CIIA Ta #ioro arpubytu — pabCTBO,
cerperaitisi, pacu3M, Ha0yBarOTh HeaObUIKO1 3HATYIIOCTI B 11 moe3ii. B mopoOky Hikki J[>koBaHH1
MPEJICTaBICH] SK BIACHIAHHS 10 ICTOPUYHOTO MUHYJIOrO0 aMepukaHchkoro IliBmHs, Tak
1 aBTOOlorpadiuHa JiHis, IO y3araJbHIOETHCS B IMOE€31i K ICTOpis MPUTHIYEHHS 11 Haponxy
Ta YOPHOUIKIPOI KIHKU 30KpeMa.

[Iporectna moe3iss 1960-x pokiB ciyryBajia He JHIIE 3aco00M MPOTOJIONICHHS
MONITUYHUX 1Aei, ame 1 crama 00 €AHABUOK CHIJIOIO Ui YOPHOILIKIPOi Jiacmopw.
3a BusHaueHHsM E. P.Parrep, HexTyBaHHS KaHOHaMHU aHIJIO-€BPONEHCHKOI JiTepaTypu
MUCHbMEHHUISIMU CIIYTYBaJIO CTUMYJIOM JJisi PO3BUTKY BEPHAKYISPHOI KylIbTypH: «Women
writers’ rejection of white power structures similarly correlated with a subversion of Anglo-
European literary canon and an unprecedented investment in vernacular culture» (Rutter,
2016, p. 129). Y 1970-x pokax MpOTECTHI HACTPOi B CYCHIIBCTBI MOYNHAIOTH 3racaTH, MOe3is
BIIXOJUTH BiJ] HACTPOiB EKCTPEeMi3My U arpecMBHOTO 3alepeueHHs, MPOTe NEePeXOIUTh
y IUIOIIMHY OCTIBYBaHHS apo-aMepUKaHCHhKO1 AyIll, OCMUCIECHHS 1IEGHTUYHOCTI Ta PO3yMiB
npo cBobony: «the writer will journey into the vast Afro-American soul, a journey whose
destination is self-discovery and psychological freedom <. . .>, the birth of a new prophecy
and the building of a grandeur» (Tobola, 1973, p.36). XKiHoua moe3is MOCTYMOBO
BIIMOBJIIETHCA BiA 0Opa3y TiNEepMacKyliHHOTO IOETa-peBOJIIOLIIOHEPA 1 BIIXOJIUTh
BiJl HacWIbHHIIbKUX JIO3YHTIB (Ford, 1997, p. 196). P. Ban Xonn6epr ycinif 3a MUCbMEHHUIICIO
Enpiern Piu mpuxoauTh 10 BUCHOBKY, IO BH3BOJIBHI COIIJIbHI PYXH 3a MpaBa JXIHOK,
rOMOCEKCYyalliB, €THIYHMX MEHIIUH 30araTuiu icropito jireparypu: «[Adrienne] Rich offers
her readers the consoling notion that social and literary progress are one and the same.
Liberational social movements on behalf of women, gays, and oppressed ethnic groups have
turned out, in her view, to have dramatically, unproblematically enriched literary history»
(Hallberg, 2008, p. 203).
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Ha 3miny BoitoBHuuiit moe3ii 1960-1970-x pokiB y TBopuocti Coni Canuec i Hikki
JlxoBaHHI mpuinIIa nepcoHanizoBaHa moesis. [lompu e, MUChMEHHHMII HE BiIMOBHIIHCS
Bl OOpoTHOM 3a CIpaBEeMIMBICTH 1 PIBHI IIpaBa, a OyYHTIBHA PUTOPUKA IMPOJOBKYE JTyHATH
B eceictuyanx TBopax Hikki J[>koBaHHI. BimMOBISIFOUHCH Bijl yCTaJICHOTO MOHATTS «adpo-
aMepHUKaHKay, CBOIO IZIEHTHYHICTh BOHA BU3HAYAE SIK «JdopHOIIKipa»: «| am an american Black.
Period. The rest is of no particular interest to me. Afro-American, African-American, whatever.
I am not a hyphenated American, regardless of how others define themselves. <...>
For me, the noun is Black; american is the adjective» (Giovanni, 2009, p. 424). [IpotectHa
pUTOpUKA 3aJMIIWIA BIIOUTOK 1 Ha MoJaiblioMy TBOpuoMy aopobky Coni Canuec.
JIiHrBiCTMYHE EKCIIEPUMEHTYBAaHHS XYIOXKHHII y uapuHi (opmu Ta rpadiku Bipiia crae
YHAOYHEHHSIM [IPOTECTY MPOTH HOPMATUBHOCTI aHIIIHCHKOI MOBH, L0 CLIpUKMaiacs MUTILSMU
Pyxy 3a HopHe MUCTEUTBO K MOBa IPUTHOOMIOBaUiB «01101» pacu. HoBi sxaHpoBi popmu —
0)1r030B1 Xaiiky, mka3oBi enerii, ctBopeHi Conero CaHuec, CTalOTh MOCTUYHOIO 30POEr0
y ToJiTHYHiN 00poTHOi Ta MaHihecTaMy HAIIOHATICTUYHOT 1/1€0JI0T1i.

Ictopist Pyxy 3a UopHe MUCTENTBO, XYJOXKHE EKCIIEPUMEHTYBaHHS Ta OaraTtorpaHHa
TBOPYICTh apo-aMEepUKAHCHKUX JITEPaTOPOK — MpeacTaBHUIb Pyxy, a came Hikki J[)xoBaHHi,
Jbxyn Jxopman, Coni Canuec, Pitu JlaB, Mapi EBanc, Hrozake Illanre, 3acmyroByroTh
Ha MoOHorpadiyHe [OCTI/DKeHHS, $Ke, Ha Kajb, MOKW HE 3[iliCHEHE B YKpaiHCBHKIH
amepukanictuii. Ha rpyHTOBHUH NiTepaTypo3HaBUYMil aHANI3 Ta MEPEKIa] OYIKYIOTh MPO30B1
TBOPH, MyOTIIMCTHKA Ta TOSTUIHUI T0OpOOOK ahpo-aMepUKaHCHKUX MTUCHMEHHHUIIb.
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I. Yakovenko
WOMEN’S VOICES OF PROTEST:
SONIA SANCHEZ AND NIKKI GIOVANNI’S POETRY

The paper explores contemporary African American women’s protest poetry in the light
of the liberation movements of the mid-20th century — Black Power, Black Arts Movement,
Second Wave Feminism. The research focuses on political, social, cultural and aesthetic
aspects of the Black women’’s resistance poetry, its spirited dialogue with the feminist struggle,
and undertakes its critical interpretation using the methodological tools of Cultural Studies.
The poetics and style of protest poetry by Sonia Sanchez and Nikki Giovanni, whose literary
works have received little scholarly attention literary studies in Ukraine, are analyzed.

Protest poetry is defined as politically and socially engaged verse which is oppositional,
contestatory and resistant in its subject matter, as well as in the form of (re)presentation.
Focusing on political and societal issues, such as slavery, racism, segregation, gender
inequality, African American protest poetry is characterized by discourse of resistance and
confrontation, disruption of standard English grammar, as well as conventional spelling and
syntax. It is argued that militant poems of Sonia Sanchez are marked by the imitations of black
speech rhythms and musical patterns of jazz and blues. Similarly, Nikki Giovanni relies on the
oral tradition of African American people while creating poetry which was oriented towards
performance. The linguistic content of Sanchez and Giovanni’s verses is lowercase lettering
for notions associated with “white america”, obscenities targeted at societal racist practices,
and erratic capitalization, nonstandard spacing, onomatopoeic syllables, use of vernacular as
markers of Black culture. The works of African American women writers, which are under
analysis in the essay, constitute creative poetic responses to traumatic history of African
American people. Protest poetry of Sonia Sanchez and Nikki Giovanni explicitly express the
rhetoric of Black nationalism and comply with the aesthetic principles of the Black Arts
movement. They are perceived as consciousness-raising texts by their creators and the
audiences they are addressed to. It is argued that although protest and resistance poetry is
time- and context-bound, it can transcend the boundaries of historical contexts and act as
timeless texts.

Key words: African American literature, protest poetry, the Black Arts movement, Sonia
Sanchez, Nikki Giovanni.
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