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CBIT KPI3b IPU3MY IICUXIYHOI'O PO3JIAAY:
HAPATUBU NAIIEHTOK Y JUTEPATYPHO-MEJIUYHOMY
JAUCKYPCI XX CTOJITTA

JIucaneun IOuis1t BasnepiiBHa
KaHouoam inonociyHux Hayk, 0oyeHm Kagheopu iHO3eMHUX MO8
3 JIAMUHCHKOIO MOBOI0 Ma MEOUYHOIO MEPMIHONI02IEI0
BJ/[H3Y «Vkpaincobka meouuna cmomamono2ivna akaoemisiy
eyn. lllesuenxa, 23, [lonmasa, Yxpaina

Y ecmammi npocmedicerno uacosy gico « 1946 — 1963 — 1993y nimepamypro-meduunozo ouckypcy nposu CILLIA
3 noenAdy akmyanizayii HaApAMuUGHUX THCMAHYI KpPi3b NPpUsMy HCUXiuHo20 po3nady. Jlocriosceno ocobaugocmi
asmodiezemuynoi Hapayii nayienmox y Hanieagmobiozpadiunux pomanax «3miina amay (“The Snake Pit”, 1946)
Mepi [ceiin Yopo, «I1io ckasanum xoenaxkomy (“The Bell Jar”, 1963) Cunveii Ilnam ma «llepepsane srcummsay
(“Girl, Interrupted”, 1993) Crozannu Keiicen. IIpoananizoeano peyenmusHi nomenyii agmoodiccemuynozo Hapa-
Mmugy y cenci penpezeHmayii asmopcokoi iHMeHyiuHOCmI i 6MiNeHHs. WUPOKOI NANIMpPU eMOYIUHUX 8IOMIHKIG )
BHYMPIUHLOMY CEIMI NAYIEHMKU NCUXIAMPUUHOT TIKapHI. V Medcax mpbox aHanizo8aHux meopie 6i03HAYeHO
CNINbHY MeHOeHYII BKIIOUeHHs DI0ePADIUHUX eleMenmie 00 Hapamuey: AemopKu Hadaiomy QIKYiuHy penpesen-
mayito 61AcH020 00CBI0y nepedysanHs y NCUXIampUuyHi JiKaphi i NOOONAHHS NCUXIYHO20 PO31Ady, WO Ut Cmae
YEHMPOM CMUCTOMBOPEHHS XYO00HCHb020 mekcmy. [IpooykmuseHuil cunmes QIiKyitiHux enemenmia i bioepagiunux
Oemaneii 3a0e3neyye Mo3iio MAKCUMATLHOI RPUCYMHOCHE A8MOopa y HAPAMUSHOMY «2010Ci» meopy. [na doci-
0HCYBAHUX POMAHIB XAPAKMEPHA ABMOOIC2eMUYHA ONOBIOb 3 PISHUMU CHIYNEHIMU SUPAJICEHHS | NPUXOBYBAHHS
asmopceko2o «fy, AKi eusHavaioms xapaxmep O0ian02iyH020 KOHMAKMY YUMAYaA 3 MEKCMOM. (PO3UjenieHHs)
Hapayii Ha nonepemiHHuLl BUKIA0 8i0 mMpemwvoi i nepuioi 0codu (Qucoyiayisn eepoini-HapamopKu Ha «BOHA» | «s1»
V HEePO3PUBHIL EOHOCMI Ma CYYITbHOMY NOmMoyi cei0oMocmi), asmodiccemuuna Hapayis QikyitiHol eepoini, aka
MAKCUMATLHO PEnpe3eHmye AemopcbKy IHMEHYIHICMb [ 0a€ Yumavesi 3M02y Cnocmepieamu 3a 6HympiHb010
mpancopmayicio 0dicepena 6UKnady, i 3peuImoio — Makcumanbie 301udxcenna gizyp asmopa i Hapamopa (uxo-
PUCMAHHA CRPABIICHIX IMeH, [HKOPNOPY6AHHS. Y HAPAMUE ABMEHMUIHOI KIIHIUHOT 00Kymeﬂmaz4n) Y cmammi
NpOCMedICENO YHIKANbHI iCmOpii 2epoilb-Hapamopok — cumyayii, nepexcumi asmopramu i XYOOXCHbO nepe-
ocMUcneni 8 agmooie2e3uci nepconaxicie: Hapamugy npo xeopody, 3oenmedicents, 6e3nopaoHicme, a 32000M —
JUKYBAHHA U] 00YICAHHS, NOCMYNOBE GIOHOBNEHHS, NPOSACHEHHS C8IMOCHPUIHAMMSL I OCMAMOUHe NOBEPHEHHS 00
HOpManbHO2O dicummsi. [locioxcentss MeOuuHol npobiemamury Xy00xcHbo2o mexcmy XX cmonimms Kpizo npu-
3MY HAPamonozii i peyenmusHoi ecmemuxu 00380A€ POIKPUMU A6MOPCHKY THMEHYIUHICIMb T BUMIDU YUMAYbKOT
peyenyii, a maKox’c NepPeoCMUCTUmU COYIOKYIbIMYPHI (peHoMeHU X60podU i 300p08 s, HOpMU | NAMOonoeil.

Knrwouosi cnoea: nimepamypno-meduunuii ouckype, nposa CILIA, napamus, agmodiccemuynuii Hapamop,
peyenyis, agmopcbka iHmeHyis.

IlocTanoBka npodJjeMu B 3araibHOMY BULISA/I
Ta OOIPYHTYBaHHi 1 akTyaabHOCTI. JliTepaTypHo-
MEIAMYHUI JUCKYpC SK I[IHHICHO-CBITOIJISTHHIM
CEerMEHT KapTHHHU CBITY aBTOpa € OCOOIHMBUM
CIOCOOOM ONPHSIBHEHHS ABTOPCBKOI CBIiZOMOCTI
B XYIOXXHBOMY TeKCTi. JloCTmiKeHHS MeauaHOl
MPOOJIEMATUKNA XYJOXKHBOTO TBOPY Kpi3h NPUIMY
HaparoJioTii 1 pEeNeNTHBHOI ECTETHKH JT03BOJISIE
PO3KpUTH aBTOPCHKY IHTEHIIIHHICTE 1 BHUMIpH
YUTAIBKOI PEIenIlii, a TakKoX IEePEOCMUCITUTH
dyHmaMeHTadbHI ~ MOJYCH  JIIOACBKOTO  OyTTS
(xBOpOOa 1 310pOB’st, HOpMa 1 MaTOJIOTis TOILO), IO i
3yMOBITIOE aKTYaIbHICTh HAyKOBOI PO3BiAKH.

AHaJi3 OCTaHHIX JOCTiKeHb 1 MyOJikamii.
Mennyaa mnpoOieMaTnka XyIOXKHBOI IIiTEpaTypH
CTAHOBUTH MPOIYKTUBHHUH 1 Pi3HOIUIAHOBHH TOCITIJI-
HUIBKUH MaTepiai a1 cydacHoi dimororii [2; 3; 4; 5;
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6; 12]. TeopeTuko-MeTONONOTIYHY 0a3y CTaTTi CKiIa-
JIAI0Th HAyKOBI PO3BIAKM MPEICTaBHHUKIB HAPATOJO-
rignoi konuenii (K. Xenert, JI. MaueBko-bekep-
ceka. B. IImix), a Takok IOCHIPKEHHS Y ILApHHI
Teopii peuentuBHOi ectetuku (B. Izep, I. P. Sycc).

@®opMyJIIOBAHHA MeTH i 3aBJaHb CTATTi.
Mera crarTi MpoaHaTi3yBaTH dYacoBy BiCh
«1946 — 1963 — 1993 nitepaTypHO-MEIUIHOTO JTUC-
kypcy mposu CLHA 3 momsay axtyamizamii Hapa-
THUBHOI 1HCTaHIIi Mali€HTKU TICUXIaTPUIHOI JiKapHi.
Jns moCSTHEHHS TOCTaBJICHOI METH MU JOCIIIHIIH
0COONHMBOCTI aBTOMIEreTHYHOT Hapallii MamieHTOK
y HamiBaBToOlorpadiuHux pomaHax «3MmiiHa sMay
(“The Snake Pit”, 1946) Mepi xeita Yopnu, «Ilix
ckistHEM KoBmakom» (“The Bell Jar”, 1963) Cunsbaii
[Mnat ta «llepepBane xwurts» (“Girl, Interrupted”,
1993) Crozannu Keticen.

BukJiag 0CHOBHOro Martepiajy A0CJHiAKeHHS .
Y Mexax TPhOX aHalli30BaHWUX TBOPIB CIIiJ Bi/I3HA-
YUTH CHIJBHY TEHJCHIIO BKIIOUeHHs Oiorpadiu-
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HHUX CIIEMCHTIB JI0 HAapaTHBY: aBTOPKM HalaloTh
(ikuilHy penpeseHTalliio BIaCHOro 10CBily repe-
OyBaHHS y HCI/IXlanI/IqHII/I JiKapHi 1 MOMONaHHs
TICHXI4HOTO PO37Iajy, U0 i CTae LEHTPOM CMHC-
JNOTBOPEHHS XY[0XKHBOTO TeKCTy. Jlnst mocmikyBa-
HHX POMaHIB XapaKTepHa aBTOJIEICTHYHA OIIOBi/b
3 pI3HUMH CTYTICHSIMH BUPKCHHS 1 TPUXOBYBaHHS
aBTOPCHKOTO «S1», Ki BU3HAYAIOTH XapaKkTep «Jia-
JIOTIYHOTO KOHTAKTy 4YuTada 3 Texkctom» [10, 37].
VY mnamiBaBToOiorpadiunomy pomaui ‘“‘The Snake
Pit” Mepi dxeitn Yopu (1905 — 1981) nepen unra-
4eM po3ropraerbes icTopis Bipmkunii Kanainrem,
gKa TmepeOyBa€ y MCHXIaTpUUYHIA JIKapHi micis
MEPEeHEeCEHOTO HEPBOBOTO 3pUBY. ABTOPIII pOMaHy,
sIKa MPOTATOM BOCBMH MiCSIiB OyNa rocrmiTami3o-
BaHAa y IeprKaBHil nikapHi Poxianz, Bramocs 3aro-
CTPHUTH YBary YWTadiB Ha HENOJIKaX JIKYBAITLHHUX
MPaKTHK 1 aIMIHICTPATUBHOTO yCTPOIO TOTOYACHUX
ncuxiaTpuyHUX JikapeHb. Came y I[bOMY MOJISTaE
CHUMBOJII3M Ha3BU POMaHYy, Ji¢ JiKapHsI ynoni6H}0-
€ThCS JI0 3MITHOI SIMH — METOJy CMEpTHOI KapH,
Micus HEBUMOBHUX MYK 1 cTpaxpanb: ‘‘Shock
treatment. Why bother with insulin, metrazol or
electricity? Long ago they lowered insane persons
into snake pits; they thought that an experience
that might drive a sane person out of his wits might
send an insane person back into sanity. <...> a
more modern “they” had given V. Cunningham a
far more drastic shock treatment <...> they had
thrown her into a snake pit and she had been
shocked into knowing that she would get well”
(14, 216-217).

Ha mowarky pomaHy TepoiHs HEe B 3MO3i HpH-
rajgata oOCTaBHH TocHmiTani3arii, aye momidoHito
HEICHYIOUHX TOJIOCIB 1 HE BITi3HA€ paHille 3Haiio-
MHUX Ti Jroe#t. 3 MeTo MOCUIeHHS eeKTy 30¢H-
TeXEeHHS 1 AenepcoHanizauii repoini Mepi [Ixeiin
Yopa 3BepraeTbcs A0 NPUHOMY «PO3LICIUICHHS
Hapamii Ha BUKJIaJa BiJ TpeThoi i mepioi ocoow,
SIKi TIOTIEpEeMiHHO iHKOPTIOpOBaHi B ictopito: “Who
had got into the room? Stealthily she groped for
Robert. I must out my hand over his mouth so
he won’t speak out. But the bed was narrow and
she was alone. The room was dark but she saw
pale shapes rising up. One of the shapes said her
name and then she remembered that she was not at
home. February to August” (14, 39). HapiTe micns
OJly’KaHHS, Y MOMEHTH TPHUBOTH Tepe]] BUITHUCKOIO
3 JiKapHi, CIIOCTEPiraeMo JHUCOITIaIlif0 TepoiHi Ha
«BOHa» 1 «s1». HapaTuBHI iHCTaHIi1 IHKOPIIOpOBaHi
y CYIUTIBHHH MOTIK CBiIOMOCTI Ta nepeOyBaroTh y
Hepo3puBHil equocTi: “Terror of a world no longer
familiar shook Virginia and she had to clutch her
hands together to keep from snatching the paper
from Robert. How can | go outside? | won't know
what to say to people or how to look when they are
talking. | won't know when to sit down, when to
stand up ... I’ve forgotten the simplest of the social
amenities...” (14, 275). IlomepeMiHHI peXUMHU
reTepo- i TOMOMI€reTHYHOi Hapamii e(eKTHBHO
3a0€3MeuyIOTh K MOJi€BICTh OMOBIJI, TaK 1 Po3-
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KpUTTS BHYTPIIIHBOTO CBITy TrepoiHi. «Po3mie-
TJICHHS» Hapaiii Ha BUKJIAJ BiJl TPETHOI 1 Mmepioi
0cOo0M CHMBOJII3y€E AUCOI[IATUBHUI pO3Iaj 1JcH-
TUYHOCTI, TApAYKOBUI MOIIYK BIACHOTO «TOJIOCY»
y pi3HUX OMOBiAHKUX iHCTaHIifgAX. KpiM Toro, Hapa-
THBHI (QryKkTyarii MiX «BOHa» 1 «s» 3a0e3mnedye
BUPaXCHUA NTHHAMI3M OIIOBifi, 1m0 0a3yeTbcs Ha
MUTTEBUX TIEPEHECEHHSAX MiX crHorajgamMu mpo
MUHYJIE, OMUCOM TENEepPIIIHFOTO, TATIOIUHAIISIMA
1 MapeHHsSM TalieHTKU. TakuM YHHOM, HapaTHB
pomaHy He nepeadayae MpoCToro onucy nomiut i
HATOMICTb 3aJIHIIA€ IS YUTa4a IPOCTIp AN PO3-
OyMiB, BHMAaralouM JIEKOLYyBaHHS 1 3allOBHEHHS
CMHCIOBHUX «IaKyH» Tekcty [1, 349].

“The Bell Jar” €IUHAM pOMaH, HaIHuca-
HUHA aMepuKaHChKoro moerecoro Cuibsieio [lmar
(1932 — 1963), cnepury omyOnikKOBaHHM ITiJ| TICEB-
noniMoM Bikropist Jlykac y 1963 pomi, a Hagami —
i COpaBXKHIM 1M’ M aBTOPKH Y 1967 poui. Ecrep
I'piHBY/ — TOIOBHA TePOIHs POMaHY, AKa OTparLIsie
JI0 IICUXIaTPHYHOI JIIKapHI MicIis cripobu camoryo-
ctBa. Ectep nepebyBae y Oe3nmepeBHOMY MOIIYII
BJIACHOI 1JICHTUYHOCTi, TOCTPO pearyodd IPOTH
CYCIIUIBHUX CTEPEOTHIIIB IIOJI0 POJIi XKIHKH cepea-
HBOTO KJIacy Y HbOMY: il HE BIAIITOBYE KOJCH i3
nependavyyBaHUX CIICHAPIiB KUTTSI — MaTepUHCTBO
gi npodecis crenHorpadicTku. Y pomMaHi npencras-
neHo nocsig nepeOyBanns Cunbsii [lnar y nikapHi
MakJlin mpotaroMm mmectd MicsamiB y 1953 pori.
[Icuxiuyna xBopoOa y pomani [lmar meradopuyno
KOHIIETITYaJli30BaHa B 00pa3i CKISHOTO KOBITaKa —
BaKyyMHOTO TPOCTODPY, BiAMEXOBAaHOTO BiJ CBITY
«HopManbHOTOY: “T0 the person in the bell jar,
blank and stopped as a dead baby, the world itself
is the bad dream” [13, 193]; “But I wasn't sure. |
wasn t sure at all. How did I know that someday — at
college, in Europe, somewhere, anywhere — the bell
jar, with its stifling distortions, wouldn't descend
again?” (13, 197); “I felt surprisingly at peace.
The bell jar hung, suspended, a few feet above my
head. I was open to circulating air” (13, 176).

B aBromierernuniii nHapaunii Ecrtep ['pinByn
SICKPAaBO apTUKYJIOETHCS TOJIOC aBTOPKH, i OCO-
OucTi mepexuBaHHS, CHOAiBaHHA 1 cTpaxu. Sk
HACIII/IOK, €EKT NPHCYTHOCTI aBTOpa y HapaTwBi
3ampoIIy€e 4YMTada 10 YTAEMHHYCHOTO Jiajory
1 TIOCHJIIOE KOMYHIKATHBHY CKJIaJ0BY peLernuii
TBOpY [7, 235]. Takmit pexnm Hapamii 3abesre-
dye sICKpaBO IHMBI/yali30BaHE BTUICHHS EMOLLii-
HUX BIATIHKIB, LJIICHO PENPE3CHTYIOUN aBTOPCHKY
inTeHUidHicTh [8, 68]. [IpogykTuBHUI cuHTEe3 DiK-
LHiHUX eleMeHTiB i O6iorpadiunux gertasneit 3a6e3-
Mevye 17103110 MaKCUMaIbHOT MPUCYTHOCTI aBTOPa
Yy HapaTUBHOMY «T'0JIOCI» TBOPY.

Y pomani “Girl, interrupted” penpe3eHTOBaHO
IIOCBIT aMEpHKaHCHKOI THUChbMEHHUII Cro3aHHH
Keiicen (map. 1948 p.), sika Takox mnepeOyBaia
y nikapui MakJlin y 1967-1977 pp. mpotsrom
BICIMHAJISITH MICALIB MiCis CIpoOu camoryo-
ctBa. CrtaH aBTOpKH OyJO AIarHOCTOBAHO SIK €MO-
iifHO HecTaOinbHUU po3naa ocodbucrocti. Hapa-
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THB POMaHy CKJIaJa€ThCs 3 yPUBIACTHX CIIOTaiB,
BPaXEHb 1 po3gymiB aBrobiorpadigHoi ToI0BHOL
repoini Cro3annu KeliceH. 3 MeTOor MakcHMallb-
HOTO 3aHYPCHHS YWTa4a B IHCTHTYLIHHMA CBIiT
JMKapHi 1 TOCHIICHHS MEPEKOHIMBOCTI OMOBIAL Yy
HApaTHB IHKOPIIOPOBAaHO ABTEHTUYHI BHIIUCKH 3
ictopii xBopoOu KeiiceH, KOpeCIOHICHIIII0 MIX i
JMKapsIMHU, Pe3yIbTaTH OBCTeNkERb i 1abopaTopHUX
JOCJIKEHb TOLIO.

BoxeBimisg y pomani — 11e mapajaeabHUNR BCECBIT,
y SIKOMY 3yTIMHSETbCS Yac, He MiI0Th 3aKOHU (Pi3UKH
1 KyOIu MOXeE JIETKO MOTPanuTu OyIab-XTo: “...most
people pass over incrementally, making a series of
perforations in the membrane between here and
there until an opening exists” (11, 5). ABromiere-
TU4HA 0noBiab CI03aHHU PO3KPUBAE MEPE] YUTAYEM
aABTOPCHKY KOHIICTIIIIIO TTOHATTS «XBOp0Oay, ika Mae
BHpaXXeHy iHTEepMeIiaJbHy CKJIafoBy. Tak, B OCHOBI
pomaHy JIEKHTh Ha3Ba KapTHHH Sna Bepmeepa
«IlepepBanuii ypox Mysukm»: “Interrupted at her
music — as my life had been, interrupted in the music
of being seventeen, as her life had been, snatched
and fixed on canvas <...> What life can recover
from that?” (11, 167). SIx 6aunmo, nnst aBToOiorpa-
(hivHOI HapaToPKN Crozanau KenceH XapakTepHa
JesiKa CTHITI3AIisl CBOTO KOJMIIHBOTO «s» [9, 94].
s TeHaeHIis ToNsTaE Hacamrepex y JOCTaTHbO
MTOXMYPHX pe(bneKcist JuKepena BUKIA/y 3 OISy
Ha 3HAYHY YaCOBY BIACTaHb, IO BIIIIIE «5», PO
SIKE OTIOBIZAETHCS, 1 «5», IO 01'[0B1,Z[a€ [9, 93].

IlpukmMeTHO, MmO B aHANI30BaHMX pOMa-
HaxX MEPEeXif y «mapaneibHAN CBIT» OOKEBLLIA
HE3MIHHO CYNPOBOIKY€ETHCS MOTHBOM TEMpSBHU 1
HaB’SI3IMBUM CTPaxoM TepoiHb BTpaTuTu 3ip. He
pO3yMirouH, IO BOHA IepedyBae y mHcUxXiarpud-
Hili JnikapHi, Bipmkunis KaHHIHTEM TapsykoBO
mIykae cBOi OKyJsipu cepen mnodidonii romocis
y BlacHiil ronoBi: “She put her hands up to her
eyes and her glasses were not there <...> What
are you doing going around without your glasses?
Trying to be pretty? <...> Where are my glasses?”’
(14, 7); “Take me home, find my glasses <...> It is
not seeing that makes me believe I am not thinking.

Without my glasses things look so different; hardly
look at all” (14, 13). Y MOMEHT 3arOCTPEHHS XBO-
pobu Ectep I'pinByM Takok BIIEBHEHA, IO BTpadac
3ip: “I opened my eyes. It was completely dark
<..> “I can't see,” I said <..> “Can you see
me?” — “Yes.” — “Can you see anything else?” —
Then I remembered. “I can't see anything.” The
gap narrowed and went dark. “I'm blind”
(13, 140). Ilomiommm ymHOM Cro3anHa Keii-
CEH OIOBifae Mpo AOCBiJ CBOEI CITIBMEIIKAHKA Y
nikapHi: “...a tidal wave of blackness broke over
her head” (11, 5). Otxe, HE3MaTHICTh TaIli€HTA
aJCKBaTHO CHOPHUMATH OO0’ €KTUBHY pPEalbHICTh
MeTaOpUYHO MPHUPIBHIOETHCS 10 (iziosoriuHol
BTpaTH 30py.

BucHOBKM Ta mepCHeKTHBH MOAAJIbIINX
AOCTiqKeHb. TakuM YWHOM, JOCIIJKYyBaHI TBOPH
BHSBJISIOTH Pi3HUW CTYIiHb BHSBY aBTOPCHKOTO
«fl» y HapaTuBi: «pO3MICIUICHHS» Hapamii Ha
MONIEPEMIHHUNA BHKJIa] BiI[ TpeThoi 1 mepmoi
ocobu (I[I/ICOIllaHIH rep01H1 Ha «BOHA» 1 «a» y
CYLIJIbHOMY TMOTOI CBiIOMOCTi Ta HEpPO3PUBHIN
enHocti) y pomani “The Snake Pit” (1946) Mepi
JlxeitH Yopn; aBrofiereTH4Ha Hapamis QikmiitHoI
repoiHi, SKa MAaKCUMaIIbHO PETPE3EHTYE aBTOPCHKY
IHTCHITIWHICTD 1 Ta€ YUTa4YeBl 3MOTy CIOCTEpiraTu
3a BHYTpPIIIHBOIO TpaHchOpMaIlielo JpKepena
Bukiany B pomani “The Bell Jar” (1963) Cinbsii
[Tnar; 1 3pemToro — MakcuMalbHe 301mKeHHs Qiryp
aBTOpa 1 Haparopa (BUKOPHCTAHHS CIIPABKHIX IMCH,
IHKOPIIOPYBAaHHA y HapaTUB aBTEHTHYHOI KIIHIYHOT
nokyMmeHTanii) y pomani “Girl, Interrupted” (1993)
Crozanau  KeiiceH. Y crarri mpoaHalli3oBaHO
VHIKaJIbHI iCTOPil TepoiHb-HapaTOPOK — CHUTYyaIlii,
TIEPEKUTI aBTOPKAMH 1 XYIOXKHBO TTEPEOCMHUCIICHI B
ABTOJIIETE3UC] MEPCOHAXKIB: HAPATHUBH IIPO XBOPOOY,
30eHTeXKEHHS1, 0€3M0PaTHICTh, 8 3T0JI0OM — JIIKyBaHHSI
i olly>)KaHHs, TIOCTYIOBE BiIHOBJICHHS, MPOSCHEHHS
CBITOCHPUUHATTS 1 OCTaroyHe IOBEPHEHHS 10
HOpPMallbHOTO JKUTTs. [lepcrekTuBU  mocwif-
KEHb TOJIATA0Th Yy TMOAANBIIOMY MOTIHOICHOMY
BUBYCHHI HAPAaTHBHUX OCOOIWBOCTEH MEIMYHOTO
JIUCKYPCY XYIOXKHBOI JIiTepaTypH.
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The present article traces the temporal axis “1946 — 1963 — 1993 in the literary and medical discourse of the U.S.
prose in terms of actualization of the a mentally ill patient narrative figure. The research focuses on the autodiegetic nar-
ration of patients in the semi-autobiographical novels “The Snake Pit” (1946) by Mary Jane Ward, “The Bell Jar” (1963)
by Sylvia Plath and “Girl, Interrupted” (1993) by Susanna Kaysen. Within the three analyzed literary works, a common
tendency consists in the inclusion of biographical elements into the narrative: the authors provide a fictitious representa-
tion of their own in-patient experience at a psychiatric hospital and overcoming mental illness, which becomes the center
of sense formation in the artistic text. The present novels are characterized by the autodiegetic mode of narration with
various degrees of manifestation and concealment of the author’s “I” which determine the nature of the reader s dialogic
contact with the text: the “splitting” of the narrative into the alternate third and first person statement (dissociation of
the heroine into “she” and “I” in a continuous stream of consciousness and inseparable unity), the autodiegetic narra-
tive of the fictitious heroine which maximally represents the authors intentionality and gives the reader the opportunity
to observe the internal transformation of the source of presentation, and ultimately — the maximum convergence of the
figures of the author and narrator (the use of real names and authentic clinical documentation). The productive synthe-
sis of fictional elements and biographical details provides an illusion of the author s maximum presence in the narra-
tive “voice” of the novel. The receptive potential of the autodiegetic narrative in the sense of representing the authors
intentionality and embodiment of a wide palette of emotional shades in the inner world of a mentally ill patient has been
analyzed. The unique stories of three heroines has been described here — the situations, experienced by the authors and
artistically reconsidered in the autodiegesis of characters: narratives of illness, embarrassment, helplessness, and sub-
sequently — of treatment and convalescence, gradual recovery, clarified worldview and final return to normal life. The
study of medical problems in a literary text of the XX centuary through the prism of narratology and receptive aesthetics
can reveal the author s intentionality and dimensions of the reader s reception, as well as re-consider the socio-cultural
phenomena, such as illness and health, norm and pathology.

Key words: literary and medical discourse, U.S. prose, narrative, autodiegetic narrator, reception, author § intention.
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