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(íà ìàòåð³àë³ ðîìàíó Äæ. Ì. Êóòçåå “Slow Man”) 

Ñòàòòÿ ìàº íà ìåò³ ðîçêðèòè ñïåöèô³êó ³ä³îñòèëüîâèõ ðèñ òâîð÷îñò³ 
ï³âäåííîàôðèêàíñüêîãî ïèñüìåííèêà Äæ. Ì. Êóòçåå êð³çü ïðèçìó õóäîæ-
íüîãî ïñèõîëîã³çìó — òåêñòîâî¿ êàòåãîð³¿, ùî âëàñòèâà ïîñòêîëîí³àëüí³é 
ïðîç³, òà ç óðàõóâàííÿì æàíðîâî¿ ñïåöèô³êè ïîñòêîëîí³àëüíîãî ðîìàíó. 
Ó öåíòð³ óâàãè äîñë³äæåííÿ çíàõîäÿòüñÿ ìîâí³ òà êîìïîçèö³éí³ çàñîáè 
ïñèõîëîã³çàö³¿ äîñë³äæóâàíîãî òâîðó. Ïðîâåäåíèé àíàë³ç ïîêàçàâ, ùî äîñë³-
äæåííÿ ïñèõîëîã³çìó ÿê íåâ³ä’ºìíî¿ âëàñòèâîñò³ ïîñòêîëîí³àëüíîãî ðîìàíó 
º åôåêòèâíèì çàñîáîì ìîäåëþâàííÿ ³ä³îñòèëüîâèõ õàðàêòåðèñòèê ìîâíî¿ 
òâîð÷î¿ îñîáèñòîñò³. Ïðîíèçóþ÷è âñ³ ð³âí³ õóäîæíüîãî òåêñòó, ïñèõîëî-
ã³çì â³ääçåðêàëþº âíóòð³øí³é ñâ³ò ïåðñîíàæà ë³òåðàòóðíîãî òâîðó, îäíî-
÷àñíî ðîçêðèâàþ÷è éîãî õóäîæí³é çàäóì ³äåéíî-åìîö³éíèé çì³ñò òâîðó. 

Êëþ÷îâ³ ñëîâà: ³ä³îñòèëü, æàíð, ïîñòêîëîí³àëüíèé ðîìàí, õóäîæí³é 
ïñèõîëîã³çì, ïñèõîëîã³çàö³ÿ. 

Öåëü äàííîé ñòàòüè çàêëþ÷àåòñÿ â ðàñêðûòèè ñïåöèôèêè èäèî-
ñòèëåâûõ ÷åðò òâîð÷åñòâà þæíîàôðèêàíñêîãî ïèñàòåëÿ Äæ. Ì. Êóòçåå 
ñêâîçü ïðèçìó õóäîæåñòâåííîãî ïñèõîëîãèçìà — òåêñòîâîé êàòåãîðèè, 
ñâîéñòâåííîé ïîñòêîëîíèàëüíîé ïðîçå, à òàêæå ñ ó÷åòîì æàíðîâîé 
ñïåöèôèêè ïîñòêîëîíèàëüíîãî ðîìàíà. Â öåíòðå âíèìàíèÿ èññëåäîâàíèÿ 
íàõîäÿòñÿ ÿçûêîâûå è êîìïîçèöèîííûå ñïîñîáû ïñèõîëîãèçàöèè àíàëè-
çèðóåìîãî ïðîèçâåäåíèÿ. Ïðîâåäåííûé àíàëèç ïîêàçàë, ÷òî èçó÷åíèå ïñè-
õîëîãèçìà êàê íåîòúåìëåìîé îñîáåííîñòè ïîñòêîëîíèàëüíîãî ðîìàíà 
ÿâëÿåòñÿ ýôôåêòèâíûì ñðåäñòâîì ìîäåëèðîâàíèÿ èäèîñòèëåâûõ õàðàê-
òåðèñòèê ÿçûêîâîé òâîð÷åñêîé ëè÷íîñòè. Ïðîíèçûâàÿ âñå óðîâíè õóäî-
æåñòâåííîãî òåêñòà, ïñèõîëîãèçì îòðàæàåò âíóòðåííèé ìèð ïåðñîíà-
æà ëèòåðàòóðíîãî ïðîèçâåäåíèÿ, ðàñêðûâàÿ õóäîæåñòâåííûé çàìûñåë è 
èäåéíî-ýìîöèîíàëüíîå ñîäåðæàíèå ïðîèçâåäåíèÿ. 

Êëþ÷åâûå ñëîâà: èäèîñòèëü, æàíð, ïîñòêîëîíèàëüíîé ðîìàí, õóäî-
æåñòâåííûé ïñèõîëîãèçì, ïñèõîëîãèçàöèÿ. 

The article is aimed at revealing the characteristics of J. M. Coetzee’s idio-
style through the prism of artistic psychologism, a textual category pertinent to 
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postcolonial fiction, with a special emphasis on postcolonial novel genre specific-
ity. The study focuses on linguistic as well as compositional means of psychologi-
zation in the novel in question. The research proved that as a relevant property 
of postcolonial novel, psychologism seems to be an effective way of modeling the 
idiostyle of a linguistic creative personality. Manifested on all literary text levels, 
psychologism represents the personage’s inner world, reveals the concept of the 
text as well as its emotive meaning. 

Key words: idiostyle, genre, post-colonial novel, artistic psychologism, psy-
chologization. 

Íàéïðèâàáëèâ³øîþ ðèñîþ õóäîæíüî¿ ë³òåðàòóðè âèçíàºòüñÿ ¿¿ 
âëàñòèâ³ñòü ðîçêðèâàòè òàºìíèö³ âíóòð³øíüîãî ñâ³òó ëþäèíè, ¿¿ åìî-
ö³¿, äóìêè, ïî÷óòòÿ, ïåðåæèâàííÿ, õâèëþâàííÿ òîùî. Çâ³äñè ïðàã-
íåííÿ íàóêîâö³â ç ð³çíèõ ãàëóçåé çíàíü, ó òîìó ÷èñë³ é ë³íãâ³ñòè÷-
íèõ, îïèñàòè ð³çí³ ïñèõîëîã³÷í³ ñòàíè ëþäèíè, ïîÿñíèòè ïðèðîäó 
ëþäñüêî¿ êîìóí³êàö³¿ ç ïñèõîëîã³÷íèõ ïîçèö³é. Íå âèêëþ÷åííÿì ó 
öüîìó â³äíîøåíí³ º é ë³íãâîïîåòèêà, îäíèì ³ç ïð³îðèòåòíèõ íàïðÿì-
ê³â ÿêî¿ íà òåïåð³øíüîìó åòàï³ ¿¿ ðîçâèòêó º äîñë³äæåííÿ ñïåöèô³êè 
ðåàë³çàö³¿ òâîð÷î¿ ìîâíî¿ îñîáèñòîñò³. Ñïîâ³äóþ÷è àíòðîïîöåíòðè÷-
íèé ï³äõ³ä äî ðîçãëÿäó ìîâíèõ òà ìîâëåííºâèõ ÿâèù, ë³íãâîïîåòè÷í³ 
ñòóä³¿ ïðèä³ëÿþòü ïèëüíó óâàãó âèâ÷åííþ ³íäèâ³äóàëüíî-àâòîðñüêèõ 
îñîáëèâîñòåé ñâ³òîñïðèéíÿòòÿ, âåðáàëüíî âò³ëåíîãî â õóäîæíüîìó 
òâîð³. 

Ó ñòàòò³ ïðîïîíóºòüñÿ ï³äõ³ä äî îïèñó ³ä³îñòèëüîâèõ õàðàêòåðèñ-
òèê ïðîçè ï³âäåííîàôðèêàíñüêîãî ïèñüìåííèêà Äæ. Ì. Êóòçåå êð³çü 
ïðèçìó ïñèõîëîã³çìó, ÿê îäí³º¿ ç òåêñòîâèõ êàòåãîð³é, ùî çíàõîäèòü 
ñâîº âèðàæåííÿ ó òâîð÷îìó äîðîáêó ïèñüìåííèêà. Âèâ÷åííÿ ³ä³î-
ñòèëÿ ïðîçà¿êà ÷è ïîåòà, çîð³ºíòîâàíå íà àíàë³ç õóäîæíüîãî òåêñòó 
â àñïåêò³ éîãî êàòåãîð³é, âðàõîâóº, ç îäíîãî áîêó, ôóíêö³îíàëüíî-
ñòèëüîâó ñïåöèô³êó ë³òåðàòóðíîãî òâîðó, à ç äðóãîãî, éîãî æàíðîâó 
ïðèðîäó. 

Ìåòà ö³º¿ ðîçâ³äêè ïîëÿãàº â ðîçêðèòò³ ³íäèâ³äóàëüíî-àâòîðñüêèõ 
ðèñ ïðîçè âèäàòíîãî ï³âäåííîàôðèêàíñüêîãî ïèñüìåííèêà 
Äæ. Ì. Êóòçåå øëÿõîì ³äåíòèô³êàö³¿ òà àíàë³çó çàñîá³â ïñèõîëîã³çàö³¿ 
â ðîìàí³ “Slow Man” (“Ïîâ³ëüíà ëþäèíà”). 

Ïîñòàâëåíà ìåòà çóìîâëþº âèð³øåííÿ òàêèõ çàâäàíü: 1) âèçíà÷èòè 
æàíðîâó ñâîºð³äí³ñòü ðîìàíó Äæ. Ì. Êóòçåå “Slow Man” (“Ïîâ³ëüíà 
ëþäèíà”) òà îêðåñëèòè ³ñòîðè÷íèé òà êóëüòóðîëîã³÷íèé êîíòåêñòè 
òâîð÷îñò³ â³äîìîãî ïèñüìåííèêà; 2) ïîÿñíèòè ñïåöèô³êó âèâ÷åííÿ 
³ä³îñòèëÿ àâòîðà õóäîæíüîãî òâîðó ç îïîðîþ íà òåêñòîâ³ êàòåãîð³¿; 
3) óòî÷íèòè çì³ñò ïîíÿòòÿ “õóäîæí³é ïñèõîëîã³çì” ó ïîñòêîëîí³àëü-
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íîìó âèì³ð³; 4) âèÿâèòè òà îïèñàòè çàñîáè ïñèõîëîã³çàö³¿ â ðîìàí³ 
“Slow Man” (“Ïîâ³ëüíà ëþäèíà”). 

²ä³îñòèëü, ñë³äîì çà Â. Ï. Ãðèãîð’ºâèì, ðîçóì³ºìî ó ðîáîò³ ÿê ñèñòå-
ìó çì³ñòîâèõ òà ôîðìàëüíèõ ë³íãâ³ñòè÷íèõ õàðàêòåðèñòèê, âëàñòèâèõ 
òâîðàì ïåâíîãî àâòîðà, ùî ðîáèòü óí³êàëüíèì âò³ëåíèé ó öèõ òâîðàõ 
àâòîðñüêèé ñïîñ³á ìîâíîãî âèðàæåííÿ [1: 81]. ßê ³íäèâ³äóàëüíî-
àâòîðñüêå ñâ³òîñïðèéíÿòòÿ, â³äáèòå â ë³òåðàòóðíîìó òâîð³, ³ä³îñòèëü 
çàâæäè ìàðêîâàíèé ïåâíèì ³ñòîðè÷íèì òà êóëüòóðîëîã³÷íèì çàáàðâ-
ëåííÿì. 

Ó ñó÷àñíèõ ë³íãâ³ñòè÷íèõ øêîëàõ ìîäåëþâàííÿ ³ä³îñòèëÿ â³äáó-
âàºòüñÿ â ìåæàõ òàêèõ äèñöèïë³í ÿê ë³íãâîïîåòèêà, ôóíêö³îíàëüíà 
ñòèë³ñòèêà, ïñèõîë³íãâ³ñòèêà, êîìóí³êàòèâíà ñòèë³ñòèêè, êîãí³òèâíà 
ïîåòèêà òîùî [äèâ.: 2; 3], êîæíà ç ÿêèõ ðîáèòü àêöåíò íà ïåâíèõ òåê-
ñòîâèõ îäèíèöÿõ, ùî íåñóòü âàæëèâó ³íôîðìàö³þ ïðî õóäîæí³é ñâ³ò 
ïèñüìåííèêà. Ó ôîêóñ óâàãè ë³íãâîïîåòè÷íîãî ï³äõîäó äî âèâ÷åííÿ 
³ä³îñòèëÿ ïîòðàïëÿþòü, íàñàìïåðåä, åëåìåíòè ìîâíî¿ òà êîìïîçè-
ö³éíî¿ îðãàí³çàö³¿ òåêñòó, ùî ðåïðåçåíòóþòü ³íäèâ³äóàëüíî-àâòîðñüêó 
êàðòèíó ñâ³òó, ïðîàíàë³çîâàí³ ç óðàõóâàííÿì êóëüòóðíî-³ñòîðè÷íîãî 
êîíòåêñòó òà ç îãëÿäó íà æàíðîâ³ îñîáëèâîñò³ ïåâíîãî õóäîæíüîãî 
òâîðó. Ñàìå òàêèé ðàêóðñ îáðàíî â íàø³é ñòàòò³ äëÿ ç’ÿñóâàííÿ ³ä³î-
ñòèëüîâèõ õàðàêòåðèñòèê ïðîçè Äæ. Ì. Êóòçåå. 

Ðîáîòè â³äîìîãî ï³âäåííîàôðèêàíñüêîãî ïèñüìåííèêà, ëàóðåàòà 
Íîáåëåâñüêî¿ ³ äâîõ Áóêåðîâñüêèõ ïðåì³é ç ë³òåðàòóðè Äæ. Ì. Êóò-
çåå íàëåæàòü äî òàê çâàíî¿ êðîñ-êóëüòóðíî¿ àáî ìóëüòèêóëüòóðíî¿ 
ë³òåðàòóðè, âèíèêíåííÿ ÿêî¿ áóëî çóìîâëåíå âàæëèâèìè ³ñòîðè÷íè-
ìè ïîä³ÿìè ÕÕ ñòîë³òòÿ — ðîçïàä êîëîí³àëüíî¿ ñèñòåìè ³ óòâîðåííÿ 
ïîñòêîëîí³àëüíîãî ïðîñòîðó [4: 11]. “Ïîñòêîëîí³àëüíà ë³òåðàòóðà” 
ïðåäñòàâëåíà àíãëîìîâíèìè òâîðàìè, íàïèñàíèìè ìåøêàíöÿìè 
êîëèøí³õ áðèòàíñüêèõ êîëîí³é, äî ÿêèõ ìîæíà â³äíåñòè òâîð÷³ñòü 
Äæ. Ì. Êóòçåå, à òàêîæ òâîð÷èì äîðîáêîì ãðîìàäÿí Âåëèêîáðèòàí³¿, 
ùî íå íàëåæàòü äî á³ëî¿ ðàñè [5: 3]. Ïðàö³ ìóëüòèêóëüòóðíèõ ïèñüìåí-
íèê³â íàñè÷åí³ ³ñòîðè÷íèìè ³ êóëüòóðîëîã³÷íèìè ðåàë³ÿìè ³ ïîðóøó-
þòü ïèòàííÿ âçàºìîä³¿ ì³æ ëþäüìè, ðàñàìè, ìîâàìè. Òàê³ ïèñüìåííè-
êè º “îäíî÷àñíî ³ ñó÷àñíèìè åòíîãðàôàìè ñâîº¿ âëàñíî¿ êóëüòóðè ³ ¿¿ 
³íòåðïðåòàòîðàìè” [4: 24]. 

Íå âèïàäêîâèì ó öüîìó â³äíîøåíí³ º çâåðíåííÿ àíãëîìîâíèõ 
ïèñüìåííèê³â ïîñòêîëîí³àëüíîãî ïðîñòîðó äî æàíðó ðîìàíó, çà äî-
ïîìîãîþ ÿêîãî âîíè íàìàãàþòüñÿ îñÿãíóòè ïðîáëåìè ëþäèíè â 
êîíêðåòíîìó ñîö³àëüíîìó êîíòåêñò³  [5; 6; 7]. Ï³äêðåñëþþ÷è íåî-
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êëàñè÷íèé õàðàêòåð ë³òåðàòóðíîãî ïðîöåñó ê³íöÿ ÕÕ — ïî÷àòêó ÕÕ² 
ñòîë³òòÿ, ë³òåðàòóðîçíàâö³ âîäíî÷àñ â³äì³÷àþòü òåíäåíö³þ äî ãëîáàë³-
çàö³¿ ðîìàííî¿ ôîðìè, ïåðåîñìèñëåííÿ êëàñè÷íèõ ðèñ æàíðó ðîìàíó, 
³íîä³ íàâ³òü éîãî äåôîðìàö³þ [8]. 

Ñåðåä äîì³íàíòíèõ ðèñ àíãëîìîâíîãî ïîñòêîëîí³àëüíîãî ðîìà-
íó ÕÕ² ñòîë³òòÿ ïåðåâàæàº ïñèõîëîã³çì [3; 5: 5; 6: 6; 7], ÿêèé äîïî-
ìàãàº âñåá³÷íî â³äòâîðèòè æèòòÿ ëþäèíè, çìàëüîâóþ÷è ¿¿ äóõîâí³, 
ïñèõîëîã³÷í³, åêçèñòåíö³àëüí³ õàðàêòåðèñòèêè, çîáðàçèòè ïîøó-
êè òà îñÿãíåííÿ ëþäèíîþ ñìèñëó ñâîãî ³ñíóâàííÿ ó äèíàì³÷íîìó 
òà ñóïåðå÷ëèâîìó ñâ³ò³. Ñàìå òàê³ ïèòàííÿ ïîðóøóþòüñÿ ó ðîìàí³ 
Äæ. Ì. Êóòçåå “Slow Man” (“Ïîâ³ëüíà ëþäèíà”), äå ïðîâ³äíîþ º 
òåìà ñàìîòíîñò³ é â³ä÷àéäóøíî¿, áîë³ñíî¿ áîðîòüáè ëþäèíè ç òèì, 
ùî íàçèâàºòüñÿ ¿¿ äîëåþ. 

Ãîëîâíîãî ãåðîÿ ðîìàíó, 60-ð³÷íîãî ôîòîãðàôà Ïîëà Ðåéìåíòà, 
çáèâàº ìàøèíà, êîëè â³í ¿äå íà âåëîñèïåä³ äî ñóïåðìàðêåòó. Ó ë³êàðí³ 
éîìó àìïóòóþòü ÷àñòèíó íîãè, â³í â³äìîâëÿºòüñÿ â³ä ïðîòåç³â, ïðîòåñ-
òóþ÷è ó òàêèé ñïîñ³á ïðîòè âñüîãî øòó÷íîãî, ïîâåðòàºòüñÿ äîäîìó ³ 
ñòàº ïîâí³ñòþ çàëåæíèì â³ä ñòîðîíí³õ ëþäåé. Öåé íåùàñíèé âèïàäîê 
äîêîð³ííî çì³íþº ñâ³òîñïðèéíÿòòÿ ãîëîâíîãî ãåðîÿ òà áà÷åííÿ ñàìî-
ãî ñåáå ó ñâ³ò³. Îòæå, ïñèõîëîã³çì, à òî÷í³øå õóäîæí³é ïñèõîëîã³çì, º 
ïðîâ³äíîþ ðèñîþ çàçíà÷åíîãî ë³òåðàòóðíîãî òâîðó. 

Ïîíÿòòÿ “õóäîæí³é ïñèõîëîã³çì” óâåäåíî â íàóêîâèé îá³ã Ë³ä³ºþ 
Ã³íçáóðã, ÿêà òëóìà÷èòü éîãî ÿê “äîñë³äæåííÿ äóøåâíîãî æèòòÿ ëþäè-
íè â éîãî ïðîòèð³÷÷ÿõ ³ ãëèáèíàõ” [9: 28]. Çàðîäèâøèñü ùå â åïîõó àí-
òè÷íîñò³ é ñåðåäíüîâ³÷÷ÿ, ïñèõîëîã³çì ÿê ë³òåðàòóðíå ÿâèùå ïðîéøîâ 
äåê³ëüêà åòàï³â ñâîãî ðîçâèòêó. Íàðàç³ ó ôîêóñ³ óâàãè íàóêîâö³â ïðè 
äîñë³äæåíí³ ïðîöåñó ïñèõîëîã³çàö³¿ ë³òåðàòóðíîãî òâîðó çíàõîäÿòüñÿ 
ïèòàííÿ, ïîâ’ÿçàí³, ïåðø ç âñå, ç âèçíà÷åííÿì çàñîá³â õóäîæíüîãî âò³-
ëåííÿ ïñèõîëîã³çìó òà éîãî ðîë³ â ö³ëîìó òåêñò³, ìåòîäîëî ã³ºþ àíàë³çó 
ïñèõîëîã³÷íèõ ÿâèù, âïëèâó æàíðó òà ñòèëþ íà ðåàë³çàö³þ êàòåãîð³¿ 
ïñèõîëîã³çìó â õóäîæíüîìó òåêñò³ [äèâ.: 8; 9; 10; 11; 12]. 

Ç îãëÿäó íà òå, ùî ïñèõîëîã³çì º áàãàòîàñïåêòíèì ÿâèùåì ³ ôóíê-
ö³îíóº â õóäîæíüîìó òåêñò³ íà âñ³õ ð³âíÿõ, éîãî ³ä³îñòèëüîâå ìîäå-
ëþâàííÿ ó ë³íãâ³ñòè÷íîìó êëþ÷³ ïåðåäáà÷àº êîìïëåêñíèé àíàë³ç 
òâîðó, ùî áàçóºòüñÿ íà äîñë³äæåíí³ åêñòðàë³íãâ³ñòè÷íèõ (ñîö³àëüíî-
³ñòîðè÷íèé, êóëüòóðîëîã³÷íèé, ë³òåðàòóðíèé) êîíòåêñò³â ³ âëàñíå 
ë³íãâ³ñòè÷íèõ (ñëîâåñí³ òà êîìïîçèö³éí³) ÷èííèê³â ïñèõîëîã³çàö³¿. 

Âåðáàëüíî ïñèõîëîã³çàö³ÿ ðîìàíó Äæ. Ì. Êóòçåå “Slow Man” (“Ïî-
â³ëüíà ëþäèíà”) âò³ëþºòüñÿ çà äîïîìîãîþ: 1) ïñèõîëîã³÷íîãî ïîðòðå-
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òó ãîëîâíîãî ãåðîÿ, ùî âêëþ÷àº ÿê çîáðàæåííÿ âíóòð³øíüîãî ñòàíó 
ãåðîÿ, éîãî ïî÷óòò³â, äóìîê, òàê ³ îïèñ çîâí³øíîñò³; 2) ïñèõîëîã³÷íî¿ 
äåòàë³; 3) åìîö³éíî â³äòâîðåíîãî ì³ñöÿ ä³¿; 4) ïåéçàæíî¿ ïñèõîëîã³çà-
ö³¿. Íà êîìïîçèö³éíîìó ð³âí³ ïñèõîëîã³çàö³ÿ íàáóâàº åôåêòèâíîñò³ çà 
ðàõóíîê, ïî-ïåðøå, âçàºìîä³¿ ð³çíèõ êîìïîçèö³éíèõ ôîðì (ä³àëîãó, 
âíóòð³øíüîãî ìîíîëîãó, ïñèõîëîã³÷íîãî àâòîðñüêîãî çîáðàæåííþ), 
ïî-äðóãå, çì³í òî÷îê çîðó îïîâ³äà÷à ³ ãîëîâíîãî ãåðîÿ. Ñë³ä çàóâàæè-
òè, ùî â õóäîæíüîìó òâîð³ â³äáóâàºòüñÿ âçàºìîä³ÿ ñëîâåñíèõ ³ êîìïî-
çèö³éíèõ çàñîá³â ïñèõîëîã³çàö³¿. 

Ñòðóêòóðíèìè ìàðêåðàìè âò³ëåííÿ ïñèõîëîã³çìó â äîñë³äæåíîìó 
ðîìàí³ ïðîïîíóºìî ââàæàòè ïñèõîëîã³çîâàí³ êîíòåêñòè, òîáòî òàê³ 
ôðàãìåíòè õóäîæíüîãî òâîðó, ÿê³ îïèñóþòü ïåâíèé ïñèõîëîã³÷íèé 
ñòàí ãîëîâíîãî ãåðîÿ çà äîïîìîãîþ åìîö³éíî íàâàíòàæåíèõ ð³çíî-
ð³âíåâèõ ë³íãâ³ñòè÷íèõ îäèíèöü. Íàïðèêëàä, HE IS BEING rocked 
from side to side, transported. From afar voices reach him, a hubbub rising and 
falling to a rhythm of its own. What is going on? If he were to open his eyes he 
would know. But he cannot do that just yet. Something is coming to him […]. 

Frivole. Something like panic sweeps over him. He writhes; from the cavern 
within a groan wells up and bursts from his throat. 

’Pain bad?’ says a voice. ’Hold still.’ The prick of a needle. An instant later 
the pain is washed away, then the panic, then consciousness itself. 

He awakes in a cocoon of dead air. He tries to sit up but cannot; it is as if he were 
encased in concrete. Around him whiteness unrelieved: white ceiling, white sheets, 
white light; also a grainy whiteness like old toothpaste in which his mind seems 
to be coated, so that he cannot think straight and grows quite desperate. ’What is 
this?’ he mouths or perhaps even shouts, meaning. What is this that is being done 
to me? or What is this place where I find myself? or even What is this fate that has 
befallen me? [13: 14]. 

Âèîêðåìëåíèé êîíòåêñò ââàæàºìî ïñèõîëîã³çîâàíèì, îñê³ëüêè 
â³í îïèñóº åìîö³éíèé ñòàí òðèâîãè, ñòðàõó ³ â³ä÷àþ ãîëîâíîãî ãåðîÿ, 
ÿêèé íå ðîçóì³º, ùî ç íèì â³äáóâàºòüñÿ (What is going on?) ï³ñëÿ àâàð³¿, 
ó ë³êàðí³. Âåðáàëüíî ³äåÿ çàíåïîêîºííÿ ³ íåâ³äàííÿ ðåïðåçåíòîâàíà 
çà äîïîìîãîþ ñëîâåñíèõ ìåòàôîð: from the cavern within a groan wells 
up and bursts from his throat (çñåðåäèíè, íåìîâ ç ïå÷åðè, çðîñòàº ñòîã³í 
³ âèðèâàºòüñÿ ³ç ãîðëà), he awakes in a cocoon of dead air (â³í ïðîñèíà-
ºòüñÿ ó êîêîí³ ìåðòâîãî ïîâ³òðÿ) ³ õóäîæí³õ ïîð³âíÿíü: something like 
panic sweeps over him (éîãî îõîïëþº ïàí³êà), it is as if he were encased in 
concrete (òàê, í³áè éîãî çàêàòàëè ó öåãëó), also a grainy whiteness like old 
toothpaste in which his mind seems to be coated (çåðíèñòà á³ëèçíà, ïîä³áíà 
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çàñîõë³é çóáí³é ïàñò³, çäàºòüñÿ âêðèëà éîãî ìîçîê). Åôåêò ïñèõîëîã³-
çàö³¿ ï³äñèëþºòüñÿ òóò é çàâäÿêè âêëþ÷åííþ ó ñòðóêòóðó ôðàãìåíòó 
íåïîâíèõ (íîì³íàòèâíèõ) ðå÷åíü (The prick of a needle), ÿê³, ðàçîì ç 
ïîâíèìè ðå÷åííÿìè, ñòâîðþþòü àòìîñôåðó íåâïåâíåíîñò³ ³ õâèëþ-
âàííÿ ïåðñîíàæà. Ïîâòîðåííÿ ïðèêìåòíèêà white (á³ëèé) òà éîãî 
äåðèâàòó whiteness (á³ëèçíà) ìåòîí³ì³÷íî âêàçóþòü, ç îäíîãî áîêó, íà 
ì³ñöå, äå â³äáóâàºòüñÿ ä³ÿ (ë³êàðíÿ), à ç äðóãîãî — ðîçãóáëåí³ñòü ãî-
ëîâíîãî ãåðîÿ. 

Êîìïîçèö³éíî åìîö³éíå íàïðóæåííÿ Ïîëà âò³ëþºòüñÿ çà äîïîìî-
ãîþ âíóòð³øíüîãî ìîíîëîãó, ó õîä³ ÿêîãî ãîëîâíèé ãåðîé ñòàâèòü ñîá³ 
ïèòàííÿ (What is this that is being done to me — Ùî ç³ ìíîþ ðîáëÿòü?; 
What is this place where I find myself? — Äå ÿ îïèíèâñÿ?; Ùî ç³ ìíîþ â³ä-
áóëîñÿ?), íà ÿê³, íà æàëü, íå ìîæå äàòè â³äïîâ³äü. 

Îñîáëèâî¿ çíà÷óùîñò³ ï³ä ÷àñ àíàë³çó ìåõàí³çì³â ïñèõîëîã³çàö³¿ 
ðîìàíó Äæ. Ì. Êóòçåå “Slow Man” (“Ïîâ³ëüíà ëþäèíà”) íàáóâàº ïðî-
áëåìà òî÷êè çîðó àáî êîíöåïòóàëüíî¿ ïîçèö³¿, îñê³ëüêè òî÷êà çîðó 
ìàº âåëèêèé ïîòåíö³àë ùîäî âèçíà÷åííÿ ìåæ ³ ìîæëèâîñòåé ïñèõî-
ëîã³÷íîãî äîñë³äæåííÿ îñîáèñòîñò³ â õóäîæíüîìó ðîìàííîìó òâîð³ 
[11]. Ó õóäîæíüîìó òåêñò³ ìîæíà ãîâîðèòè ïðî äâà òèïà ïñèõîëîã³÷-
íî¿ òî÷êè çîðó: âíóòð³øíþ ³ çîâí³øíþ [11]. Ó ïåðøîìó âèïàäêó äëÿ 
îïîâ³äà÷à (òà/àáî îäíîãî ³ç ïåðñîíàæ³â) ïîâåä³íêà ³ âíóòð³øí³é ñâ³ò 
ãîëîâíîãî ãåðîÿ — îá’ºêò àíàë³çó. Ó äðóãîìó âèïàäêó îá’ºêò ³ ñóá’ºêò 
ïñèõîëîã³÷íîãî àíàë³çó ñï³âïàäàþòü. 

Äîñë³äæóâàíèé õóäîæí³é òâ³ð íàïèñàíèé ç îá’ºêòèâíî¿ òî÷êè çîðó, 
ïðîòå ³íîä³ â³äáóâàºòüñÿ ïåðåêëþ÷åííÿ îá’ºêòèâíî¿ ³ ñóá’ºêòèâíî¿ 
ïñèõîëîã³÷íî¿ ïåðñïåêòèâ, ³ òàêèì ÷èíîì, ñòâîðþºòüñÿ åôåêò ïîë³-
ôîí³¿ ³ áàãàòîâèì³ðíîãî çîáðàæåííÿ âíóòð³øíüîãî ñâ³òó ãîëîâíîãî 
ãåðîÿ. Íàïðèêëàä: 

From being irascible he becomes sullen. He wants to be left alone; he does 
not want to speak to anyone; he suffers fits of what he thinks of as dry weeping. 
If only real tears would come! he thinks. If only I could be washed away in tears! 
He welcomes those days when for one reason or another no one arrives to take 
care of him, even if it means he has to get by on biscuits and orange juice. 

He blames his gloom on the painkillers. Which is worse, the cloud of gloom 
in the head or the ache in the bone that keeps him awake all night? He tries 
doing without the pills and ignoring the pain. But the gloom does not lift. The 
gloom seems to have settled in, to be part of the climate [13: 46]. 

Ïîë Ðåéìåíò íàäçâè÷àéíî ñèëüíî ñòðàæäàº â³ä âëàñíî¿ áåçïîðàä-
íîñò³, ñàìîòíîñò³ (alone) òà íåñòðèìíîãî áîëþ (the ache in the bone that 
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keeps him awake all night — á³ëü ó ê³ñòêàõ, íå äàº çàñíóòè). Ëåêñè÷íèìè 
ìàðêåðàìè òàêîãî ïñèõîëîã³÷íîãî ñòàíó ãåðîÿ ó íàâåäåíîìó óðèâêó 
ñëóãóþòü åìîö³éíî çàáàðâëåí³ ñëîâà òà ñëîâîñïîëó÷åííÿ: irascible 
(äðàò³âëèâèé, çàïàëüíèé), sullen (ïîíóðèé), alone (ñàìîòí³é), suffers 
[…] dry weeping (ñòðàæäàº â³ä âíóòð³øíüîãî ïëà÷ó), tears (ñëüîçè), 
gloom (ñìóòîê), ache, pain (á³ëü). 

Àâòîð îáèðàº îá’ºêòèâíó ïñèõîëîã³÷íó òî÷êó äëÿ ðåïðåçåíòàö³¿ äó-
øåâíèõ ñòðàæäàíü ãîëîâíîãî ãåðîÿ: ðîçïîâ³äü éäå â³ä òðåòüî¿ îñîáè 
(He wants to be left alone; he does not want to speak to anyone; he suffers fits of 
what he thinks of as dry weeping). Âîäíî÷àñ ñóá’ºêòèâàö³ÿ öüîãî êîíòåê-
ñòó â³äáóâàºòüñÿ çà ðàõóíîê çàëó÷åííÿ ïðÿìî¿ ìîâè (If only I could be 
washed away in tears!) — ìîâëåííÿ Ïîëà, ùî â³ääçåðêàëþº éîãî âëàñíó 
òî÷êó çîðó íà òðàã³÷íó ïîä³þ ó éîãî æèòò³. Îòæå, ñòâîðþºòüñÿ ³ëþç³ÿ 
âñåá³÷íîãî çîáðàæåííÿ åìîö³éíîãî ñòàíó ïåðñîíàæà. 

Ïðîâåäåíèé àíàë³ç ïîêàçàâ, ùî äîñë³äæåííÿ ïñèõîëîã³çìó ÿê 
íåâ³ä’ºìíî¿ âëàñòèâîñò³ ïîñòêîëîí³àëüíîãî ðîìàíó ÕÕ² ñò., º åôåê-
òèâíèì çàñîáîì ìîäåëþâàííÿ ³ä³îñòèëüîâèõ õàðàêòåðèñòèê ìîâíî¿ 
òâîð÷î¿ îñîáèñòîñò³. Ïðîíèçóþ÷è âñ³ ð³âí³ õóäîæíüîãî òåêñòó, ïñè-
õîëîã³çì â³ääçåðêàëþº âíóòð³øí³é ñâ³ò ïåðñîíàæà õóäîæíüîãî òåê-
ñòó, îäíî÷àñíî ðîçêðèâàþ÷è õóäîæí³é çàäóì òà ³äåéíî-åìîö³éíèé 
çì³ñò òâîðó. Ïåðñïåêòèâè ïîäàëüøîãî äîñë³äæåííÿ â öüîìó êëþ÷³ 
âáà÷àºìî ó âèâ÷åíí³ õóäîæíüîãî ïñèõîëîã³çìó íå ò³ëüêè ÿê çàñîáó 
ðîçêðèòòÿ âíóòð³øíüîãî ñâ³òó ãåðîÿ ë³òåðàòóðíîãî òâîðó, à é ÿê ïî-
òóæíîãî ÷èííèêà ïîáóäîâè ñþæåòó, êîìïîçèö³¿ ³ ñòðóêòóðè õóäîæ-
íüîãî òåêñòó. 
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