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Oksana Kobeletska. The potential world of nature, bestaria and alusyium in the Maksym Rylsky (from 10-20 to 60 years of
XX centuries).

The article deals with the peculiarities of Maksym Rylsky ’s poetic thinking, his artistic realization by means of allusion,
as well as the images of bestiary and specific landscapes in poetry and prose from the 20 to 60 of the twentieth century. The
emphasis is on the creation of the poet of the topos of his native land, the role and function of the images of the plant and
animal world as in the patriotic sound of poetry, as well as for the manifestation of the psychological state of the lyrical or
philosophical reflections of the author are determined. The research also traced the evolution of the writer ’s aesthetic, moral,
and philosophical views and the specifics of their artistic embodiment in the texts of different years.

The goal of the work — to trace how and when the above-mentioned features of poetry in the early (both poetic and
prose) of the artist began to emerge and form, as far as preserved and as the species changed in the last years of his creative
path.

Research methods — hermeneutical (in the interpretation of semantic planes of poetic texts), historical and genetic (used
to identify and analyze the ways of the author ’s ideological and aesthetic views from the 20 to 60 of the twentieth century),
intertextuality (in determining the semantic loading and the nature of the allusion thinking of the writer in the poetic and
prose work of the designated period), formal and structural-semiotic (for the elucidation of the compositional specificity of
works and for the analysis of intra-textual relations), psychoanalytic (for the definition of subconscious impulses of the
author, expressed through the inner world of the literary character), receptive aesthetic, by which it was disgraced, as it is
figuratively- expressive means reveal the author ’s intention.

This made it possible to observe the connection between the creativity of Maksym Rylsky and the silver age of Russian
poetry, as well as differences in the interpretation of, say, allusive motifs and images, the functions and significance of poetic
landscapes and bestiary in both poetry and Maksym Rylsky’s prose. The article emphasizes the peculiarity and philosophical
depth of the poetic thinking of the Ukrainian artist at different levels of artistic realization on the one hand, and the age -old
changes in the author ’s perception — on the other.

Key words: individual style, allusion, bestiary, landscape, psychology, expression
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Yuliia Lysanets

THE CATEGORY OF SILENCE IN THE LITERARY
AND MEDICAL DISCOURSE OF THE U.S. PROSE

HOnia Jlucaneuv. Kamezopia moeuanns y nimepamypno-meouunomy ouckypci nposu CIIA. YV cmammi poszensnymo
Kamezopito MOGUAHHA Y HAPAMUBHILU NIOWUHI JTIMEPamypHO-MeOutdHo20 OUCKYPCY amepukancekoi nposu XX — novamxy XXI
cmonimms. Ilpoananizosano agmopceKi inmenyii y KOHCMPYIOGAHHI MOGUAHHS 8 KOMYHIKAMUBHIU cumyayii «uikap — nayieHmy.
06 ’exm 00CNONCEHHST — KOPNYC NPO306UX MEOPI6, 00 c€OHanux meouurorw npobaemamuxoio: «Kpuna conyoxuy (1902) [enpi
Lorcetimca, «lllym i momwy (1929) Bineama Donxuepa, «/locniene mpanckpubysanus — wiocma pauky» (1932) Binvama Kaproca
Binvsamca, «/Joconni ompumae ceunmiskyy (1938) Janemona Tpambo, « Cepye — camommuiti muciugeywvy (1940) Kapcon MaxKanepc,
«Iporimarouu Hao enizoom 303ynin (1962) Kena Kisi, «/lanyenomy (1977) Yoxepa Ilepci ma «Kpumuunuu cmany (2002) Ilimepa
Knemenma. [Jocnionuyvka memoouxa 6a3yemucs Ha 3aCMOCY8AHHI CYYACHUX TiMepamypo3HaAguux cmyoitl y yapuHi Hapamonozii ma
peyenmusnoi ecmemuku. Y X00i O00CHONCEHHS BCMAHOBIEHO, WO MOGUAHHS Y MeNCAxX AHANI308AHUX MBOPI6 CUMBOTIZVE
enicmemonoziuny i KOMyHiKamueHy Kpuzy mosu. Mosuanus nayicuma 3yMosiene Xy00HCHIM NepeoCMUCTIEHHAM d8mopa (eHoMeHi8
X8opobu ma iHeanioHocmi. Y c6010 uepey, MOGUAHHS JKAP CMUMYMIOE Yumaia OOIUHAMU AKMUGHY NO3UYII0 CRIGMEopYoCmi i
peyenmueHoi cnienpayi, camoCcmitino 3an0HUBUU «IAKYHUY MEKCM).

Knouoei crosa: nimepamypho-meduynuil Ouckypc, aikap, rimepamypa XX cmonimms, nposa CLLA, napamop.
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Medicine and literature are deeply related areas, and medical discourse in the prose fiction
provides a productive experimental ground for modern literary studies [4; 5; 12; 13]. Another and
no less important issue is the category of silence and its receptive potential within the narrative
structure of a literary work [1; 2; 3; 6; 7]. The aim of the present paper is to examine the narrative
category of silence and the author’s intentions in its application in the U.S. literary works, focused
on medical problematics. The research methodology is based on the application of modern literary
studies in the fields of narratology [6; 7] and receptive aesthetics [2; 3]. The object of the study is
the body of prose works by the American writers that challenge the silence as a communicative
category: The Wings of the Dove (1902) by Henry James, The Sound and the Fury (1929) by
William Faulkner, Verbal Transcription — 6 a.m. (1932) by William Carlos Williams, Johnny Got
His Gun (1938) by Dalton Trumbo, The Heart Is a Lonely Hunter (1940) by Carson McCullers,
One Flew Over the Cuckoo’s Nest (1962) by Ken Kesey, Lancelot (1977) by Walker Percy, and
Critical Condition (2002) by Peter Clement. The research is the first endeavor to examine the
peculiarities of implementing the silence phenomenon in the literary and medical discourse of U.S.
prose of the 20th and the early 21st century. The theoretical significance of the research consists in
the disclosure of the narrative category of silence in the American literary and medical discourse in
the diachronic focus.

The concept of silence has been actively elaborated in the 20th century literature, since it
provokes the reader’s receptive potential and stimulates a more direct experience of perception of a
literary work. In fact, the silence of an artistic text acts as a powerful element of literary
communication and enables the reader’s activity through the illusion of perception of the artistic
world, which naturally evolves from the author’s intention [7, p. 83]. In our opinion, E.A. Poe’s The
Masque of the Red Death was one of the first artistic attempts to employ the silence phenomenon
within the framework of the U.S. literary and medical discourse. In Poe’s short story, the silent
masked figure that eventually brings the dominion of decay and death provides a powerful
emotional tension: «<...> a throng of the revellers <...> gasped in unutterable horror at finding the
grave-cerements and corpse-like mask which they handled with so violent a rudeness, untenanted
by any tangible form» [16, p. 151]. Hence, the silence narrative delineates «the topology of
ineffability» [2, p. 327] and embodies the inherent human horror in front of a mysterious Nothing.

In The Wings of the Dove (1902), Henry James heralds the epistemological and communicative
crisis of language and problematizes its effectiveness in understanding each other: «<...> Kate
would never —and not from ill-will, nor from duplicity, but from a sort of failure of common terms
— reduce it to such a one’s comprehension or put it within her convenience» [10, p. 190]. In fact, the
author deliberately uses the ambiguity of language to provide the patient with an interpretative
freedom in communication with the physician: «She looked at him longer. <...> “Shall I, at any
rate, suffer?” “Not a bit.” “And yet then live?” “My dear young lady,” said her distinguished friend,
“isn’t to “live” exactly what I’m trying to persuade you to take the trouble to do?» [10, p. 246].

William Faulkner expresses disappointment in the human ability of rational perception of the
world and its articulation in The Sound and the Fury (1929). The title of the novel refers to the lines
from William Shakespeare’s Macbeth: «Life <...> is a tale Told by an idiot, full of sound and fury,
Signifying nothing» (Act 5, Scene 5, lines 17-28). The first part of the novel is presented by Benjy’s
stream of consciousness. He is a deaf and mentally retarded narrator, whose function is to express
the impossibility of adequate and objective assessment of the surrounding reality: «They came on. |
opened the gate and they stopped, turning. | was trying to say, and | caught her, trying to say, and
she screamed and | was trying to say and trying and the bright shapes began to stop and I tried to
get out. | tried to get it off of my face, but the bright shapes were going again. They were going up
the hill to where it fell away and I tried to cry. But when I breathed in, I couldn’t breathe out again
to cry, and | tried to keep from falling off the hill and | fell off the hill into the bright, whirling
shapes» [9, p. 53]. Benjy’s narrative also reflects the author’s attempt to withdraw the reader
beyond the range of the Normal, and demonstrate the degeneration of the society and civilization in
the early 20th century.
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In Verbal Transcription — 6 a.m. (1932) by William Carlos Williams, the narrative figure of the
physician completely dissolves in the verbatim unilateral speech the patient’s wife [5]. The
physician’s speech acts remain out of frame of the narrative, and the story is designed exclusively
from affective replicas of the woman who called an ambulance due to her husband’s heart attack.
The work effectively discloses the receptive potential of narrative ellipsis: the reader must adopt an
active position independently «supplement» the narrative with the physician’s questions and
actions: «About an hour ago. He woke up and it was as if a knife was sticking in his side. <...> I
thought it might be his heart so I... Yes. In between his pains he was trying to get dressed. <...>
I’m sorry to be such a fool but those needles give me a funny feeling all over. I can’t watch you
give them. Thank you so much for coming so quickly. | have a cup of coffee for you all ready in the
kitchen» [18, p. 102-103].

In Johnny Got His Gun (1938) by Dalton Trumbo, Joe Bonham, a young American soldier
serving in World War I, awakens in a hospital bed and gradually realizes that he has lost his arms,
legs, and all of his face, but that his mind functions perfectly, leaving him a prisoner in his own
body. Joe’s thoughts are presented in a free indirect discourse though a third-person voice: «Oh
Jesus Christ they’d cut off his left arm off» [17, p. 26]; «Maybe nothing was real not even himself
oh god and wouldn’t that be wonderful» [17, p. 100]. The third person narrative emphasizes the
hero’s helplessness as a passive witness of the surrounding reality: «He wished the phone would
stop ringing» [17, p. 3].

The Heart Is a Lonely Hunter (1940) by Carson McCullers is focused upon a deaf (by birth) and
mute (by choice) hero, John Singer, who acts as a projection screen for all people round him: «The
rich thought that he was rich and the poor considered him a poor man like themselves. And as there
was no way to disprove these rumors they grew marvelous and very real. Each man described the
mute as he wished him to be» [14, p. 190]. In fact, the deaf-mute hero becomes an embodiment of a
messiah for all other characters, who seek for a cure to their loneliness. Hence, Singer’s silence
acquires a divine status, and the novel can be interpreted as a parable as consisted with the Southern
Gothic literature. Furthermore, the novel is another reflection on the crisis of language and world
perception, since Singer deliberately refuses to communicate with other people. He actually does
not understand the significance of human interaction, and why people are so eager to talk to him: «l
do not mean that they work at their jobs all day and night but that they have much business in their
minds always that does not let them rest. They come up to my room and talk to me until I do not
understand how a person can open and shut his or her mouth so much without being weary» [14,
p. 182].

In One Flew Over the Cuckoo’s Nest (1962) by Ken Kesey, Bromden pretends being deaf and
dumb, which renders him an observer with an unrestricted access to everything going on at the
hospital: «They don’t bother not talking out loud about their hate secrets when I’m nearby because
they think I’m deaf and dumb. Everybody thinks so, I’m cagey enough to fool them that muchy
[11, p. 3]. Bromden’s contrived silence is a defense mechanism against the traumatic impact and
isolation in the modern world: «It wasn’t me that started acting deaf, it was people that first started
acting like I was too dumb to hear or see or say anything at all» [11, p. 198].

Lancelot (1977) by Walker Percy is structured in the form of the protagonist’s unilateral
conversation with a mute interlocutor (Percival — a physician and a priest). Percival pronounces
only thirteen words in the entire novel; however, he is vividly represented in Lancelot’s reactions to
his movements and facial expressions [13]. Thus, the author effectively applies the silence narrative
technique in this monodirectional «doctor — patient» communication: «Come into my cell. Make
yourself at home. Take the chair; I’ll sit on the cot. No? You prefer to stand by the window? |
understand. You like my little view. Have you noticed that the narrower the view the more you can
see? For the first time | understand how old ladies can sit on their porches for years. Don’t | know
you? You look very familiar. 1’ve been feeling rather depressed and | don’t remember things very
well. I think I am here because of that or because I committed a crime. Perhaps both» [15, p. 3].

In Critical Condition (2002) by Peter Clement, Dr. Kathleen Sullivan is stricken by a brain
hemorrhage, which renders her completely paralyzed and speechless. Hence, the heroine is a
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prisoner inside her own body and her thoughts are presented in a third person narrative: «Kathleen
screamed in silent disbelief» [8, p. 21]; «She started to cry, her mind racked with sobs, but only
silent tears escapes her body-prison» [8, p. 78]; «Please, someone, help me, she screamed into the
impenetrable vault her skull had become» [8, p. 79]. Consequently, facial expressions remain the
only means of her communication with the outer world: «Terrified, and having no idea what they
were up to, she blinked furiously in protest» [8, p. 20]; «Her lids closed and opened twice,
indicating yes. Do you need more morphine?” A definite no. “Are you anxious?” Her eye shot
toward the ceiling again. <...> This time he got a sharp blink and an elevated gaze <...> Yes,
snapped her lids» [8, p. 28]; «No.no.no, she blinked, her eyes flaring» [8, p. 33]. «Kathleen gave
them both a who is this man stare» [8, p.114]; «she <...> added an ever so sweet | told you so
smile» [8, p. 117]. Moreover, other characters also frequently express their feelings by means of
facial gestures, rather than words: «<...> giving her his best professional everything’s fine smiley;
«Her face had Now don’t bother me anymore! written all over it, just in case he didn’t get the first
message» [8, p. 32]; «Chet’s expression pleaded, Don’t leave» [8, p. 244]; «McKnight <...> gave
Richard a who do you think you’re talking to? look» [8, p. 247]. This technique gives the reader a
certain extent of freedom in constructing the narrated scenes.

Thus, in the course of the study it was found that silence within the analyzed literary works
symbolizes the epistemological and communicative crisis of language. The patient’s silence is
associated with the author’s rethinking of the phenomena of illness and disability. The doctor’s
silence, in its turn, stimulates the reader to embrace the active position of co-creation and receptive
cooperation by filling-in the narrative «gaps» of the text. The results of the study will improve the
content of training courses in the world literature and form a methodological basis for the
development of special courses, theme-based seminars and academic syllabi. In our opinion, further
research is needed to study the role of the reader’s reception in constructing the silence in the
«doctor — patient» communicative situation, as exemplified by the literary and medical discourse of
the U.S. prose.
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The paper analyzes the author’s intentions in constructing the silence in the «doctor — patienty communicative situation,
as exemplified by the U.S. literary works, focused on medical problematics. The research methodology is based on the
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application of modern literary studies in the fields of narratology and receptive aesthetics. The object of the study is the body
of prose works by the American writers that challenge the silence as a communicative category: The Wings of the Dove (1902)
by Henry James, The Sound and the Fury (1929) by William Faulkner, Verbal Transcription — 6 a.m. (1932) by William
Carlos Williams, Johnny Got His Gun (1938) by Dalton Trumbo, The Heart Is a Lonely Hunter (1940) by Carson McCullers,
One Flew Over the Cuckoo ’s Nest (1962) by Ken Kesey, Lancelot (1977) by Walker Percy, Critical Condition (2002) by Peter
Clement. The research is the first endeavor to examine the peculiarities implementing the silence phenomenon in the literary
and medical discourse of U.S. prose of the 20th and the early 21st century. Within the analyzed literary works, the silence
category symbolizes the epistemological and communicative crisis of language. The patient s silence is associated with the
author s rethinking of the phenomena of illness and disability. The doctor s silence, in its turn, stimulates the reader to
embrace the active position of co-creation and receptive cooperation by filling-in the narrative «gaps» of the text. The
theoretical significance of the research consists in the disclosure of the narrative category of silence in the American literary
and medical discourse in the diachronic focus. The results of the study will improve the content of training courses in the
world literature and form a methodological basis for the development of special courses, theme-based seminars and academic
syllabi.
Key words: literary and medical discourse, physician, the 20th century literature, the U.S. prose, narrator.

YK 821.161.2

T'anuna Hemuenko (Pyoan)

JKAHPOBI OCOBJIMBOCTI «kKHIBCHbKUX ITPOXAYIB»
IBAHA HEYYS-JTEBULIBKOI'O

YV emammi euceimnroemocs sicanposa ceoepionicmv onosioanns « Kuiscoki npoxauiy 1. Heuysi-Jlesuyvrkoco. 36epmaemocs ysaea
HA 0COBIUBOCMI XPOHOMONY, CIONCEMHO- KOMNO3UYILHY cheyu®iky, QYHKYil netisaxcy, cMUCIO8e HANOBHEHHS MIKpOOOpasis.
Biosuaueno, wo npobnrema 6ymms HAUOLALUL YROCHONHCEHOI YACMUHU CYCRIIbCMEA — NPeOCMABHUKIE COYLANIbHO20 OHA — He Oyia
HOB010 01 YKpaiHCbkoi ma ceimoesoi mimepamypu. Bona nopywysanace, nanpuxnao, y meopwocmi M. Iocons, €. [pebinku,
. T'puecoposuua, B. Toeo, Y. [ixkenca, @./Jocmoescvkozo, B. Koporenxka, M. Cammuxoea-Il]edpina, A. Ceuonuyvkoeo,
1. Typeenesa, 1. @panxa, A. Yexosa mowo. YV meopi 1. Heuys-Jlesuyvkozo ys npobiema upiuyemvcsi 6 HeCHOOi8AHUX PAKYPCAX.
Tpaciune 6 onosioanHi nepenrimaemocs 3 KOMiYHUM.

Kmiouoei cnosa: Iean Heuyui-Jlesuyvkuil, scaup, crodicem, KOMNO3Uuyis, onogioanHs, neusasic, nopmpem, oopas.

ITIpozy I. Heuysa-JleBunpkoro mocmijpkyBamu K Horo cywsacHuku b. I'piHueHko,
M. dAparomanoB, C. €dppemon, O. Konucokuii, I. ®panko, Tak 1 jiTepaTypo3HaBLi HACTYIHHUX
necsatumite  O. bineupkuii, B. Bmacenko, €. Kupumox, M. HoBunpkuii, H. Kpyrikoga,
1O. Mexenko, P. Mimyk, A. Hlampaii, M. IToxon3ino, I. [Ipuxoasko, C. XaBpych Ta iH. JlopoOok
emika € 00’€KTOM JOCHIDKeHHS 1 Uil cydacHHX ydeHuX (A. AmOimpka, A. Kaamnuyk,
P. MoBuan, B. Ilorpe6ennuk, H.IloGipuenko, JI. Pomamenko, I. CuBkoBa, M. TapHaBchkuii Ta
in.). OBineiini koH(pepenii, npucesueni 1. Heuyesi-JleBuipkomy, cBig4aTh Mpo MOCTIHHUH
iHTepec o Horo mocraTi. 3BepTaBcs 10 MPO30BOi CHaALMHE NUchMeHHuKa i I1. Xponko, 30kpema
aHaJi3yBaB pOMaH 13 JKUTTSA KHIiBCbKOI iHTemireHmii «Xmapu» [7]. He3Bakaroum Ha BEIUKY
KuTbKicTh mpank npo I. Heuys-JleBunpbkoro, okpemi ioro TBopu mnepeOyBarTh Ha nepudepii
JITepaTypO3HABUMX JIOCTIIKEHb, TOXK JOPOOOK NMCbMEHHUKA 1 HUHI IOTpe0y€e HOBUX IIPOYUTAHb Ta
IHTEpITpeTaLIii.

Mema mnawoi cmammi — nTpoaHANI3yBaTH XaHPoBy croenudiky onosinanHa I. Heuys-
JleBunpkoro «KuiBceki mpoxadi» (1901).

Jliteparypna TBopuicTh I. Heuys-JleBuiibkoro 6arara >xaHpoBo i TeMaTH4HO. [TinTBEepaKEHHIM
[BOTO € BiJOMa OIliHKa MHcbMeHHUKa [. DpaHKOM, 110 HA3BAB HOTO «KOIOCANbHUM 8CE0DIUMAOYUM
okom Yxpainu» [5, c. 374]. Xynoxniit 3ip I. Heuys-JleBunpkoro csrap He sume KuiBmuau,
ypoJKeHIeM sikoi O0yB MuTelb. BiH oxormmoBas pi3Hi perionun Ykpainu, beccapa6ii, [Tompmii. Sk
B1JIOMO, Mpo3a MHUChbMEHHWKA TOMUISETHCA HAa TaKi TEMAaTH4YHI TUIACTH: TIOKAa3 JOJIi CEJISTHCTBA,
JyXOBEHCTBA, IHTEIIT eHIIi1, BiTOOpaXKeHHs ICTOPUYHUX MOIN. 3BUYAITHO, IIe yMOBHUU MOMIT. ATKe
aBTOp BimoOpakaB JKUTTS W 1OOYyT pOOITHHKIB caxapeHb, CYKOHHHUX (adpuk, ApiOHOrO
YHMHOBHUIITBA, MIMIAHCTBA, >KeOpakiB. I[Ipobimema OyTTs HAWOLIBII YHMOCTIIKEHOT YaCTUHU
CYCHIJIbCTBA — MPEICTaBHUKIB COLIAbHOIO JAHA — He Oysla HOBOI JUISl YKpaiHCBKOi Ta CBITOBOI
mirepaTypu. BoHa nopyuryBanachk, HalpuKiIa, y TBOPYOCTI MPEACTABHUKIB «HATYpajIbHOI LIKOJI»
(M. T'oromb, €. I'pedinka, /. I'puropoBuu, ®. JloctoeBchkuii, M. CantukoB-Lllenpin, I. Typrenes
tomo). HaliHmkui cycHijbHI BEpCTBH KOJIOPUTHO 3MajboOBaHi y A0poOKy A. CBHIHHUIIBKOTO
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