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V]IK 821.111
CBOEOBPA3UE TBOPYECKOT'O METO/IA MAIH DH/UKEJIOY

B. B. KOOKAHOBCKAA
(Ilpeocmaeneno: B. A. TEMBHIIKAA-BOPTHHK)

Lenv uccnedosanus — oxapakmepuz08ams MeEOPUECKUll Memood a@dpoamepukaHcKoi NUCAMEnbHUYb
Maiiu Duooucenoy. B cmamve npociaedcusaemcst 360110yusi MeOPUecmeda asmopa: 8 XPOHOI02UUeCKOM NOPsOKe
paccmompenvl camvle 3HAUUMbLE NPOUZGEOCHUs NUCAMENbHUYDLL, OEMOHCIMPUPYEMC PA3HO00pasue mem u npo-
onem, sampaeugaemvix Matieti DHoxcenoy.

Kynberypa CIIA mpeacTaBiasieT OrpOMHBIN MHTEPEC BBUAY Pa3HOPOJHOCTH STHHUUECKUX MJIACTOB, CKJIA-
JIBIBAIOIIMX aMepUKaHCKoe o0mecTBO. Bo BTopoit mosoBuHe XX Beka, Ha (OHE TPOIECCOB TioOanu3anuu, y
MHOTHX 3THHYECKHX TPYII BO3HHUKACT JKEIaHHWE OTACIHUTHCS OT OOMIEKYIBTYPHBIX TEM M paccka3aTb O co0-
CTBEHHOM OIIBITE, 3asBUTH O cebe. B ocoGeHHOCTH 3TO KacaeTcs HapoI0B, BEKaMHU IMPUTCCHIEMBIX 3aBOEBATEIIS-
MU H KOJIOHH3aTOPaMH | J0 CHX IIOP MEPEKUBAIONINX MOCTKOIOHHAIEHOE YYBCTBO HETIOTHOIIGHHOCTH; HAPOJIOB,
Yy KOTOPBIX HAKOHEI] TTOSBUIIACH BO3MOXXHOCTD TOBOPUTH M OBITH YCIBIIIAHHBIMU M IIETIBIH MHUpP B Ka4eCTBE ayIu-
Topun. OcoOEHHO OCTPO BCTaeT MpoOJeMa CaMOOMpPEICNICHHS JIMYHOCTH B PAa3HOPOAHOM KYIBTYPHOM MpO-
CTPaHCTBE, a JKEJaHUE BBIPA3UTh COOCTBEHHYIO WJICHTUYHOCTH NPHBJIEKAET BHUMaHHE OOIECTBEHHOCTH. Tak,
MOSIBIISICTCS OOJIBIIIOE KOJMYESCTBO MPOU3BEACHUIN Pa3IMYHBIX HAIMOHAIBHBIX JIUTEPATYp, B TOM YHUCIC U «4ep-
HOW» nuTepaTypbl appoamepukanieB. C HOBOM 0OJIACTHIO MCCICIOBAHUMN, MPUBJICKAIONICH CBOCH HOBHU3HOW U
OTJIIMYHOCTBIO OT IPUBBIYHOTO, BO3HUKAET OOJIBIIOE KOJIMYECTBO HCCIIe0BaTelei-apoaMepKaHUCTOB.

B mnocnennedd Tpetm XX Beka MOSBWIOCH OOJBIIOE KOJMYECTBO apOaMEPHKAHCKHX IKEHIIWH-
nucarensHull. [lepBocTeneHHON 3afaueil Ui HUX ABISJIOCH PACKPBITHE BHYTPEHHETO MHpPA, BHYTPEHHEIO «sI»
YepHOKOXKEH JKEHIIWHBI, pacCKa3aTh O €€ KEHCTBEHHOCTH W OCOOEHHOM «depHOil» cekcyalbHOCTH. B xeHckoit
YepHOW MO33MU MPOCIESKUBACTCS CBS3h C (QOIBKIOpOM adpoamepukaHIeB. JIeKCHYecKre W CHHTaKCHYECKHE
TIOBTOPHI, TIOCTOSTHHO HCIIOJIB3YeMbIe B IMTOITHUECKUX MPOM3BEACHUAX, CO3JAI0T aTMOC(hEepy MarndecKkoro; mpo-
CIIC)KHMBAETCS CBSI3b C MY3BIKAJIFHBIM TBOPUECTBOM appOaMEPHKAHIIEB: C [Ka30BbIM HUCKYCCTBOM M KAHPOM CITH-
puayaic (spirituals, myxoBHBIE TecHH adpoamepukaniieB). Cpenn adppoaMepruKaHCKUX MUCATEIBHHUI] OCIICTHEH
TpeTn XX BeKa MOXXHO BBIICITUTH TAKHX BBIJAIONINXCS TpeacTaButenedl kak Tonn Moppucon, Dauc Yokep,
ITon Mapmann, I'nopus Helinop, Pura JlaB, Huxxu [{xoBanau, Onpu Jlopa u Maiis Oumxenoy. 1Ix TBopuecTBoO
XapaKTepU3yeTCcsl BBICOKMM TEXHHUECKUM MAacTepCTBOM M AMOLMOHAIBHON 3KCIpeccueil, Belpakaromieil THeB U
BO3MYULICHUE IPAXKAAHCKON U COLMATIBbHON HECIPABEJIUBOCTHIO.

Maiis Dumpkenoy (Maya Angelou) — adpoamepukaHckas nucarenbHuLA U moatecca. Ee Hacrosiee nMs
— Mapraput OuH JIxoHcoH (Marguerite Ann Johnson). ITucatensuuna padorana B pa3IM4YHbIX HalpaBlICHUSX,
ee Oubmorpadus 1ocTaTovHa Benuka: «EE mepy nmpuHaIeKuT ceMb aBTOOHOTrpaduii, MIATh KHAT OYEePKOB, HE-
CKOJIKO COOpHUKOB CTHXOB. E€ MM 3HAYNTCS B YHCIE aBTOPOB LEJIOTO Psifia MbeC, KHHO(MIEMOB U TEJIEBHU3H-
OHHBIX III0Y, BEIXOMBIINX B CBET HA NPOTHKEHUN O0Iee MATHACCATH JeT» [1].

Maiist DHmpKenoy ObuTa pa3HOCTOPOHHEH JIMIHOCTHIO M BCET/Ia HAXOAMJIACh B Toncke ceds. JKeHmuHa
TposiBIIIA ce0st Kak T0AT, ApaMaTypr, HCTOPHK, IpenogaBaTeib, Ipoaiocep GIIbMOB M CHEKTAKIICH, pexuccep,
aKTpHca, aBTOp IECEH, NEeBHIIA W TAHIOBINWIA. BriTa Takke aKTHBHUCTKOW MPAaBO3aIIUTHOTO ABIDKeHMS: «Her-
alded as one of the great contemporary writers of African American and women's literatures, throughout her life
and career, Angelou has done it all. In a life that has spanned eight decades and several continents, she has been
a singer, dancer, actress, director, the first black female railcar conductor in San Francisco, and part-time mad-
am»12 [2, cTp. 2].

[epBbIME €€ aUTEpaTypHBIMH MTPOM3BEACHUSIMH CTalM Ibechl: aApaMa «Huuroxxuenmmii» («The Least
of These», 1966), nbeca «PBaTh U3HyTpU» («The Clawing Within», 1966) u Mro3uxn «Amxxoa Amucca» («Adjoa
Amissah», 1967).

BcemupHo u3BecTHO# Maliss DHIDKENIOY cTaja Mocie BRIXOa ee IepBoi aproduorpaduu «5 3Haro, oT-
yero ntuia moét B kietke» («I Know Why the Caged Bird Sings», 1969); kaura BriocieicTBUH ObIIa BEIABHHY-
Ta Ha HanmoHanbHyr0 KHIKHYIO Tipemuto. L{utaToit U3 3Toro npousBeeHus] MOKHO OIKUCATh BECh TBOPUYECKHI
MyTh U OOBSCHUTh HEBEPOATHYIO «IUIOJOBUTOCTh» aBTOpa: «There is no greater agony than bearing an untold
story inside you» [3].

12 Slnsisich O/IHOM U3 BBIIAIONIUXCS COBPEMEHHBIX MUCATEIBHUL ahPOaAMEPUKAHCKOM U IKEHCKOMN JIUTEPATYPHI, BCIO CBOKO
JKU3Hb U Kapbepy AHXKeIy co3/alla CaMOCTOSTENbHO. B )ku3HH, KOTOpasi 0XBaTuiIa BOCEMb ACCATUICTUI U HECKOIBKO KOH-
TUHEHTOB, OHa ObUIa MEBUIIEH, TAHIOBILUIIEH, aKTPUCOH, PEKUCCEPOM, IIEPBOH YePHOKOKEH KEHIIMHOK-TupIkepoM B CaH-
®DpaHLUCKO U, IO COBMECTUTENLCTRY, skeHIHHON. ([lepeBon 3xech u nanee Ha. - Kooswcanosckasa B.B.)
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«5l 3HaI0, OTYEro NTHLA MOET B KJIETKE» — XPOHHKA XM3HU MHCATEIBHUIBI 10 COBEPLICHHOJICTHS.
B xHure Tema pacusma sIBISICTCS OJJHOM M3 OCHOBHBIX M PACKPBIBACTCSI C TOUKH 3pEHUS] HEC(HOPMHUPOBABIIETOCS
MOJIPOCTKA, KOTOPBIH €Ile TOJHKO HadaJl CBOW IyTh W TOUCK COOCTBEHHOTO MECTa B OTOM «0EIIOM» MHpeE:
«Angelou establishes herself as a young girl with troubles regarding her identity, her looks, her purpose, and her
place in the world. The young Angelou's desire to be white establishes the prevalence of racism in the rural
South and how it affects even the smallest child. The young Angelou equates being white with being better. This
questioning battle with race and racism is a theme that is carried out throughout the book»!3 [2, cTp. 2-3].

B oxHO# u3 rnaB mpowusBeneHUs Maiisi TOBOPUT O CBOMX JIIOOMMBIX B FOHOIIECKHE TOJIBI MTHCATEISXK:
«During these years in Stamps, I met and fell in love with William Shakespeare. He was my first white love.
Although I enjoyed and respected Kipling, Poe, Butler, Thackeray and Henley, I saved my young and loyal pas-
sion for Paul Lawrence Dunbar, Langston Hughes, James Weldon Johnson and W.E.B. Du Bois’ «Litany at At-
lanta»» [3].

Maiist DHIUKEN0Y TOBOPUT M O penurui. OHa KPUTUKYET PENIUTUI0 «OEeJbIX», TaK KaK CYMTAET, YTO B
9TOW penuruu adppoamepukannam Het mecra: «People whose history and future were threatened each day by
extinction considered that it was only by divine intervention that they were able to live at all. I find it interesting
that the meanest life, the poorest existence, is attributed to God's will, but as human beings become more afflu-
ent, as their living standard and style begin to ascend the material scale, God descends the scale of responsibility
at a commensurate speed» [3].

B omgHOM M3 CBOMX MHTEPBBIO OHA TaK)KE TOBOPHIA 00 OTHOLICHUH K PEIUIHU B CBOEH ceMbe. DHIKE-
JI0y CUMTAET CBOCH penurueii mo00Bb K CBOMM POJHBIM, K CBOEMY HapOLy U K CBOeMY TBOpdecTBY: «In a televi-
sion interview for Lifetime Television, Maya once stated that her grandmother talked to God like he was her
uncle. She started each day thanking God for allowing her to see the new day»!4 [2, cTp. 3].

Maiis DHKEIOy B CBOMX NPOU3BEACHHUAX PACKPHIBAET pa3iUdHbIC MpoOnembl. Tak, OHa TOBOPHUT O
B3POCIICHUH, O CTpaxe Inepes cBoOOIOW M OTBETCTBEHHOCTHIO €IlIe He3penoi Hec(hOpMUPOBABLICHCS JINYHOCTH:
«To be left alone on the tightrope of youthful unknowing is to experience the excruciating beauty of full freedom
and the threat of eternal indecision. Few, if any, survive their teens. Most surrender to the vague but murderous
pressure of adult conformity. It becomes easier to die and avoid conflict than to maintain a constant battle with
the superior forces of maturity» [3].

TBOpUeCcTBO NHCATENBHULBI POHU3AHO MPOOJIEMON BOCIPHUATHS YEPHOH KEHIIMHBI B COBPEMEHHOM
obmectBe. U yxe B caMOM paHHEM CBOEM IPOU3BEACHUN OHA OTKPHITO TOBOPHUT O MPOTUBOPEUHH MEKAY BHEII-
HOCTBIO U XapakTepoM adpoamMepruKkaHOK, TaK HEMPHUBBITHOM B «OeloM» ameprukanckoM obrmiectBe: «The Black
female is assaulted in her tender years by all those common forces of nature at the same time that she is caught in
the tripartite crossfire of masculine prejudice, white illogical hate and Black lack of power. The fact that the
adult American Negro female emerges a formidable character is often met with amazement, distaste and even
belligerence. It is seldom accepted as an inevitable outcome of the struggle won by survivors and deserves re-
spect if not enthusiastic acceptance» [3].

B onHOM M3 cBOMX MHTEpBBIO Maiist DHIDKENOY COIIacHiIach C TEM, YTO OHA SBISIETCS TOJI0COM adpo-
aMepHKaHCKOro Hapoja, a B 4aCTHOCTH, aypoaMepHKaHCKHX >keHIIMH: «She once told interviewer Lawrence
Toppman, "I write for the voice, not the eye"»!> [2, cTp. 20].

Maiist DHpKeN0y IpeBpaTuiia )kaHp aBToOHorpaduu B HCKYCCTBO, U 3TO SBJISAETCS OJHOM M3 MHOTOYHC-
JeHHBIX ee 3acnyr: «She set out, determined to bring literary value to the autobiography. She has done so by
masterfully using language and speech to articulate identity. Angelou's iconic significance comes from her ex-
traordinary ability to tell her story as a black woman in America in a fashion that validates the experiences of
those like her. However, Angelou's writings transcend race, sex, and class and simply speak to the human condi-
tion, making her a favorite among scholars and everyday readers»!¢ [2, cTp. 2].

13 DumKkenoy yTBepxaacT ce6s Kak MOJIOast AEBYIIKA C IPOGJIEMaMH B OTHOLICHAH €€ IMTHOCTH, €€ BHEITHO-
CTH, ee IeM U ee MecTa B Mupe. XKenanue DHpKenoy ObITh 6e10i OKa3bIBaeT pacCIpOCTPAHEHHOCTh pacH3Ma Ha CEJILCKOM
IOre u To, KaK OH BIMSET AK€ Ha MaJICHBKOI0 peOeHKa. DHIDKEIOY CUMTACT, YTO ObITh OENIBIM YEIOBEKOM - TO JKE€ caMoe,
YTO OBITh JYUIIUM YEJIOBEKOM. DTOT BOIPOC, CTOSIIMI HA MOBECTKE JHSA, 3Ta OUTBA C pacoi M pacH3MOM - TeMa, KOTopast
MPOCNIEKUBACTCS HA MPOTSHKEHUHU BCEH KHUTH.

14 B TeneBusnonHOM MHTEPBBIO 11 Lifetime Television Maiist oiHasK1b1 3a1BHIIa, 4TO ee 6abylika roBopuia ¢ borom Tak, ¢ioBHO
oH 0b11 ee naaeii. OHa HauMHANA KaKABI AeHb ¢ 6iarogapHocTH bory 3a To, 4To OH MO3BOMI €if yBUIIETh HOBBI ICHb.

15 Onuax bl oHa ckazana uarepsbroepy Jloypency TommmaHy: «SI muiiy Juis royoca, a He JUist TJ1asas.

16 Ona nocrasuna nepes coboii 3ajauy npuaaTh aBroGrorpaduu IMTEPATYPHYIO leHHOCTh. OHA clenana 3To, MacTepCKH
HCTIONB3YS S3BIK M PeYb M AEMOHCTPHPYS B CBOMX HMPOU3BEICHUSIX COOCTBEHHYIO MACHTHYHOCTh. OrpoMHOE 3HaueHHE DH-
JDKeNoy B adpoaMepHKaHCKON JINTepaType CBA3aHO C e¢ HeoObIYaiHON CIIOCOOHOCTBIO PACCKa3bIBAaTh CBOIO HCTOPHUIO O 4ep-
HOKOXeH KeHIIMHE B AMEPUKE TaKUM 00pa3oM, YToObI Ka3anock, OyAT0 OHa TOBOPUT HE TOJBKO O ceOe, HO U O JPYTrux
appoamepukaHkax. PaboTbl AHxeTy BBIXOASAT 32 PAMKH PAChl, 110J1a U KJIACCa U MPOCTO FOBOPAT O COCTOSTHUHU YENIOBEKA, UTO
JienaeT ee MIoOMMUIIeH HccaenoBaTeneld M OOBIYHBIX YUTATENeH.
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IepBbiit ee moaTuyeckuit cOOpHUK — «Jlall MHE TJOTHYTH MNpPOXJAJAHOW BOJIBI, NPEKAE YeM s
ympy» («Just Give Me a Cool Drink of Water 'fore I Die», 1971), 6bu1 BRIZBUHYT Ha [IyIHTIEPOBCKYIO MPEMHUIO.

CrnenyromuMu ctand aBa Toma aBroomorpaduu «Cobepurech oT Moero nmeHmn» («Gether Together in
My Name») u «Iloem, Taniyem, BecemnmMces, kak Ha PoxkaectBo» («Singin and Swingin' and Letting Merry Like
Christmas»), paccka3bIBaIONINe O €€ MOJIOJOCTH B paboTe B TeaTpe. Jlanee BBINUIM J[Ba MOITHYECKUX COOPHU-
ka «Mommch, 9TOOBI MOH KpbUThs He oTkazanm» («Oh Pray My Wings Are Gonna Fit Me Well») u «U Bce-taku
st mogHUMYCh» («And Still T Rise»).

Kawura Maiin Oumkenoy «Cepare xeHmuHbl» («The Heart of a Woman», 1981), oTHOCHTCSI KpUTHKA-
MH K JIy4YIIUM [TPOM3BEJCHUSIM MTUCATEIbHULIBI. B 3TOM KHUre OHAa TOBOPUT HE TOJIBKO O TIOJIOXKCHUH KEHIIUHbI B
MYKCKOM 0OLIecTBe, HO U 00 OTHOIICHMH K 4YepHO# >keHuIMHe B coBpeMeHHOM Mupe: «The black mother
perceives destruction at every door, ruination at each window, and even she herself is not beyond her own
suspicion. She questions whether she loves her children enough — or more terribly, does she love them too
much? Do her looks cause embarrassment — or even terrifying, is she so attractive her sons begin to desire her
and her daughters begin to hate her. If she is unmarried, the challenges are increased. Her singleness indicates
she has rejected or has been rejected by her mate. Yet she is raising children who will become mates. Beyond her
door, all authority is in the hands of people who do not look or think or act like her children. Teachers, doctors,
sales, clerks, policemen, welfare workers who are white and exert control over her family’s moods, conditions
and personality, yet within the home, she must display a right to rule which at any moment, by a knock at the
door, or a ring in the telephone, can be exposed as false. In the face of this contradictions she must provide a
blanket of stability, which warms but does not suffocate, and she must tell her children the truth about the power
of white power without suggesting that it cannot be challenged» [4].

[TucaTenbHUIIA TOBOPUT O TpaBax YEPHOM JKEHIUHBI, KOTOPHIE OHA Oy/IET OTCTauBaTh HECMOTPS HU HA
KaKHe MpaBuiia, yCTAaHOBJICHHBIC OenbiMu MyxunHamu: «Why did she want to go to sea and live the rough un-
glamorous life of a seaman? ‘Because they told me Negro women couldn’t get in the union. You know what I
told them?’ I shook my head, although I nearly knew. ‘I told them, «You want to bet?» I’'ll put my foot in that
door up to my hip until women of every color can walk over my foot, get in that union, get aboard a ship and go
to sea» [4].

CBoUM HHTEPBEIO XypHaITy Vogue B 1982 1. micaTebHUIIA TOATBEPKAACT KKIO0E CIIOBO, HATIMCAHHOE
B ee kaure: «I will not allow anybody to minimize my life, not anybody, not a living soul-nobody, no lover, no
mother, no son, no boss, no President, nobody»!7 [2, cTp. 2].

B «Cepnane >xeHmUHB» Maiist DHIKEI0y 0CO3HAIOT ceOsl KaK JTUYHOCTh, KaK IMUcATellsd, ¥ Ha CMEHY
HOAPOCTKOBBIM BOIIPOCAM NIPHUXOJSAT HOBBIE, KACAIOMINECS TAKUX TOHATHH KaK )KEHCTBEHHOCTh U MaTEPHHCTBO:
«The theme and motif of motherhood and the «good mother» continue to manifest themselves in this volume of
Angelou's story. The Heart of a Woman focuses primarily on Angelou's role as mother»!8 [2, cTp. 12].

3a 3TOi KHUroW mocnenoBanM nostudeckuii coopHuk «llleiikep, moyemy Tl He moems?» («Shaker,
Why Don't You Sing?»), nsatas aBrobnorpadudeckas kuura «Becem petrsim boxxbum TpebyroTest moxoaHble Oar-
Mmaku» («All God's Children Need Traveling Shoes») u kHura ee aBrobHorpadu4eckux o4epkoB «Teneps s HEe
OTIpaBUiack ObI B myTeniectBue Hajerke» («Wouldn't Take Nothing for My Journey Now»).

Maits DHpkenoy mucana u gerckue kHurd: «Bor Illeba moer mecHio» («Now Sheba Sings the
Song»), «Ku3up mens He crpamut» («Life Doesn't Frighten Me»), cOopHuk cTuxoB «Jlylia orisabiBacTcs B
ynuBieHbn» («Soul Looks Back in Wonder»), «Moit pactimcHOi moM, MOW Ipy3bs — UBILIATA H 5» («My
Painted House, My Friendly Chicken and Me»).

Maiiss DHIKENOy HEe CTpeMHJach OBITh OCOOEHHOM: €€ IENbI0 OBIIO MPH JIOOBIX 00CTOSTENHCTBAX
ocTaBaThCsA caMoi co00i. B 0mHOM M3 CBOMX MHTEPBBIO NMHCATENBHHIA PACCKa3ala, KaK POXKIAIOTCS €€ MpOou3-
BEJICHUS W OTKyJa OHa depraeT BIoxHoBeHHE: «As she told interviewer Carol Sarler, she checks into a hotel
room and writes in longhand on legal pads while lying on the bed. She keeps a bottle of sherry, a deck of cards
(for solitaire), a Roget's Thesaurus, and a Bible in close proximity. She writes until the afternoon and edits in the
evening. Additionally, Angelou's family and friends continue to be her primary focus and the source of her
strength»1° [2, cTp. 24].

17 51 He MO3BOIIO HUKOMY OOECLIEHUTH MOIO JKU3Hb, HAKOMY, HU €IMHON YXHBOH Jyllle - HIKOMY, HU JTIOOOBHUKY, HA MAaTEPH,
HHM CBIHY, HU HAYQJIbHUKY, HU IPE3UACHTY, HUKOMY.

18 Tema MaTepUHCTBA U TIPOGIEMA «XOPOIIEI MATEPH» MPOAOIDKAIOT MPOSIBIATLCS B 9TOM COOPHHKE PACCKa30B DHKENOY. B
«Cep/e KEeHIIUHB» JHDKENIOY MOSBISIETCS B Ka4eCTBE MaTepH M BCE €€ BHUMaHHE CKOHIEHTPUPOBAHO MMEHHO Ha STOH
pounm.

19 Kak ona pacckasana xxypuanuctke Kapon Capiiep, OHa peruCTpUpyeTCs B TOCTUHMYHOM HOMEPE U MHUIIET OT PYKH B GIIOK-
HOTaXx, Jiexa Ha kpoBatd. OHa AepuT OyTHUIKY BUHA, KOJOLY KapT (U1 macksiHca), Te3aypyc Poxxe n bubmuro B Hemocpen-
cTBeHHOH Onm3octd. OHa MUIIET O MONYIHA, a PeAaKTUPyeT BeuepoM. Kpome Toro, ceMps U Ipy3bsi DHIKEIOY OCTAOTCA
JUIsL Hee BaXKHEHIIIMM U OCHOBHBIM HCTOYHHUKOM CHJIBL.

101



2020 DJIEKTPOHHbBIY CEOPHUK TPYJ]IOB MOJIOJBIX CIIEIJUAJTUCTOB
HIOJIOLKOI'O I'OCYAPCTBEHHOI' O YHUBEPCHUTETA

Takum 00pa3om, B CBOMX MPOU3BEACHUAX Maiis DHIDKEIOy 3aTparuBaia TaKUe aKTyalbHbIC ISl CBOCTO
BPEMEHHU TEMbI, KAK OTHOIICHUS MEXIY «IEPHBIMU» U «OEIBIMU» JIFOJAbMH, OTHOUICHUS MEXIY CHIIUHON U
MYKYHHOW, BHYTPEHHUI MHUp JKSHIIMHBI appOaMEPUKAHCKOTO MPOHCXOKIACHHUS B Pa3Hble MEPHOJBI €€ KU3HH
(OT MOPOCTKOBOrO BO3pacTa, MaTEPHHCTBA U T. 11.). B cBoMX aBToOHOrpadusix MUcaTelbHULA OCIIeI0BATEIHHO
U JITAJIbHO OTBEYAEeT HA BOZHHKAIOIINE y HEe BOMPOCHI U JACIUTCS 3TUM OECLEHHBIM OIBITOM CO CBOUMH YHUTa-
TENSIMH: KQXK/IbIi YUTATEIb MOXKET IPOCIEANTh KaK 3a IBOJIOLMEH TBOPUECTBA MUCATEILHULBI, TAK U 32 Pa3BU-
tieM ee nuuHoctu. Criennduka TBOpYeCcKoro Meroqa Maitu DHIDKEN0y 3aKII04aeTcsi B TOM, YTO YHUTATENb TaK
WM WHavYe OOHapyKuBaeT cebs Ha MecTe repoeB ee mpousBeneHuit. C oHON cTOpoHBI, AuddepeHIraus JIo-
JIel Ha «YEPHBIX» U «OCIIBIX», «MYKUNH» U «KCHIIUH» POMNAaeT, TaK KaK OHA MHUIIET O MPOoOIeMax, 3SHAKOMBIX
KaxaoMmy 4enoBeky. C npyroi ctoponsl Maiis DHIDKEIOy HUKOTAA HEe 3a0bIBa€T O TOM, KTO OHA €CTh, TaK JKe
KaK HUKOT/Ia He 3a0BIBAaCT O TICYAILHOM OIBITE CBOUX MPEIKOB.
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