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Crarbs MOCBsIICHA aHAIN3Y TBOPYECTBA HOBO3EIaH ICKoro aBTopa Butn VMixumaspa, ero Bkiiaja B po-
[[eCC BO3POXKICHHSI MAOPHHCKON KyJIBTYpBHI B paMKaX IOCTKOJIOHHAIBHOTO sIBICHUS «MaopHiCKHUI peHeCCaH.
B crarbe packphIBarOTCS TaKHe MOHSTHS KaK KOHTP-IUCKYPCUBHAs CTPATErys, JEKOHCTPYKIHS JIUTEPaTypPHOIO
TEKCTa, HOBO3ENAHACKHN OMKymbTypanu3M. JlaeTcs KpaTkuil 0030p NMPOU3BEICHUI aBTOpa, 0c000e¢ BHUMAaHHE
YAEIAETCS U3YUEHHIO TIOATUKH aBTOPa MCIIOIB30BAHUIO MOCTMOICPHUCTCKUAX TEXHUK IPH CO3IAHHU ITOCTKO-
JIOHUAJIBHOTO TeKcTa. [IpoBOMUTCA MHTEpHpeTanys XyJI0XKECTBEHHOro TeKcTa — cOOpHUKa paccka3oB «Jlopo-
rasg Mucc Maucomnmy. B xoxe uHTEpIpeTalMoHHOTo pa3dopa BBINOIHSIETCS CPAaBHUTEILHOE COIOCTABICHUE
C MpOM3BeeHUSIMU nUcaTens MoaepHucta Katpun MaHcduma, ubr pacckassl ObUIM PEBU3MPOBAHBI aBTOPOM.
B crarbe npuBeeHsl IPUMEPHI HCIIOIB30BaHMS aBTOPOM JINTEPATYPHBIX IIPHEMOB, OJYIHMBIINX IIHPOKOE pac-
HPOCTPaHEHUE B IOCTKOJIOHUAIBHOM JINTEPAType.

Knwouegvie cnosa: Maopuilckuil peHeccaHC, INOCTKOJIOHMAJbHAs JIMTEparypa, IEKOHCTPYKLUS,
KOHTP-ANUCKYPCHBHAsS CTPATEIUsl, ONKYIBTYPAITH3M.

BBEJEHUE

Konern 20-ro Beka cTaj nepeaoMHBIM JUIsl HOBO3EIAaHCKOH JIUTEpaTypbl, KOTOpas
BBIIIUIA 32 TIPe/iesbl JIOKAJIBHOTO M TPEJICTABUIIA MUPY TUICSYy aBTOPOB, OOBETUHEHHBIX
KPUTHKaMU I10J Ha3BaHUEM «MaopHuicKuii peHeccaHc». 3HaUuuMBbIM 3TO SIBIICHUE AJISl Ha-
[IUOHAIBHOM KYJIBTYPHI JieflaeT TOT (akT, 4TO BIIEPBBIC U3BECTHOCTh U MHUPOBOE MIPU3HAHUE
MOJTYYMJIO HE Hacienue OeNbIX MepeceseHLEB, a KyIbTypHbIN apTe(akT, CO3AaHHbINA KOJIO-
HU3UPOBAHHBIM 3THOCOM. [IpencraBurenn Maopuiickoro peHeccanca BIMCaHbl B OCTKO-
JIOHUAJIbHBIE JUCKYPCHUBHBIE MPAKTUKU, U CTABAT Iepea coO0oil 3amady oCBOOOAUTHCS OT
OpeMeHHM KOJIOHHAIBHOTO OIbITa, OCO3HaBas COOCTBEHHYIO TMOPWAHYIO WICHTHYHOCTB.
Mapk YunbsiMc, JTUTepaTypoBell, PEAAKTOP AHTOJIOIMU HOBO3EJAHJCKOH JIMTEpaTyphl,
0XapaKTepU30BaJ LIEIN MAOPUHCKOTO HAIIMOHAIBHOTO ABMKEHUS CICTYIOMIUM 00pa3oM:
«Maopu xe 60poIUCh 32 BO3BPAIICHUE UM UX COOCTBEHHOIO OOJIMKa BOBCE HE AJISl TOTO,
9TOOBI YIUTH B CEMapaTUCTCKYIO PaHTa3MUIo, a 1a0bl He yTePSTh MUP MPEIKOB, KOTOPBI OHU
MIOMHSIT, IPOJOJIKAs )KUTh B COBPEMEHHOM, HALIMOHAJILHOM U IVI00aJIbHOM MUPAX, KOTOPbIE
oHu oopenu» [1].

CraTbst mOCBsLIeHAa aHAIM3y NO3TUKK Butn Mxumaspa, a IMEHHO NMPUMEHEHUIO
npueMa JICKOHCTPYKIIHH, KaK 3JIEMEHTa [TOCTMOICPHIUCTCKOTO HHCTPYMEHTAPHSI, HCITOIb-
3yeMOro aBTOpoM. PaccMOTpeHHBIE TPOU3BEACHUS HE MEPEBEICHBI HA PYCCKHN S3BIK 10
CETOJIHSIIIHETO BPEMEHH, U HE HAXOIMIUCH B IOJIE M3YUYCHHUSI OTCUCCTBEHHBIX KPUTHKOB,
YTO MPHUAACT NPEACTABICHHOMY MaTepualy 3JIEMEHT HOBHM3HBI. JlaHHAs cTaThs SIBISICT-
Csl aKTyaJbHOH B paMKax MPOBOAMMOIO HMCCICIOBAHUS PENPE3CHTAIMH CTPYKTYPHBIX
CBSI3€H MMOCTKOJIOHHAJIBHOTO TUCKYpCa ¢ MOCTMOAEPHU3MOM B MaopuiiCKOM peHeccaHce.
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MeTOZ[OJ'IOFI/IH HccieaoBaHs OCHOBAHA Ha NPUMCHCHUN HHTCPHIPCTAIUOHHOIO aHAJIMU3a
XYO0KECCTBCHHOT'O TCKCTA.

OCHOBHASA YACTb

1. Teopueckuii nyTs Butu Uxumaspa u poJib aBToOpa B BO3POKAEHUHU KYJIbTY-
pbI Maopu

Bynyuun ogHuM U3 TMAEPOB KyJIBTYPHOTO BO3POXKAECHHUS MaopH, Butu Mxumaspa nep-
BBIM, CPE/IM MaopH, OMyOIMKOBa KPyIHOE Mpo3andeckoe mpousseneHue B 1973 roay. Oto
ob11 poman «Tangi» («Kitagourmey» — MaopuiCKUit) O Tparudeckou cyib0e IOHOIIHN U €T0 OT-
1a. Poman o cMepTy 1 €€ BOCIIPHUSTHH B CO3HAHUM MAOpH, HO B OCHOBHYIO TEMY BILIETAeTCS
OIMCAaHME )KU3HU COBPEMEHHOTO YEJIOBEKA, B IyIIe KOTOPOTO OCTAETCSI MECTO VI APEBHUX
MUQOB 1 CUMBOJIOB. Kak 1 OOJBIIMHCTBO MpecTaBuTeNei MaopuiicKoro peHeccanca, Mxu-
Ma3pa HacJIeIHUK CMELIaHHBIX POACTBEHHBIX CBsI3€i MaopH M IepecerneHues. ABTop ola-
JaeT THOPUIHON HICHTUYHOCTBIO, YTO CYILIECTBEHHO BIIMSET HA €0 TBOPYECTBO, B KOTOPOE
BIUIETEHbI TPAJULINH, JIET€HIbl, MATHUYECKUE PUTYajibl KOPEHHOIO HAaceleHus. ABTOp co3a-
€T TIOCTKOJIOHUAJIbHBIN TEKCT, KOTOPBIH OTpakaeT He TOJIBKO THOPUAHOCTD, ABOHCTBEHHOCTD
IycaTess, HAXOASIIErocs Ha IePeCceueHnH KyIbTyp, HO M CTAHOBUTCS peNpe3eHTalen Ho-
BOTO MIOKOJIGHUSI MaOPH, COXPAaHHUBILETO, OAHOBPEMEHHO, POIOBYIO CBS3b C YILIEAUIMMH IO~
KOJIEHUSIMH M OCMBICJIUBIIIETO LIEHHOCTHBIN OIBIT €BPOICHCKON KyJIbTYPhl KOJIOHU3aTOPOB.
Cpenu Hambonee u3BecTHBIX paboT aBropa: “The Whale Rider” (1987), “The Matriarch”
(1986), coopruKk scce “Growing Up Maori” (1998). Poccuiickuit untatens Takke 3HAKOM C
TBOpuecTBOM nucarens. B 1982 rony usnarensctBom «lIporpecc» Obun u3nansl poman Bu-
™1 Uxumanpa «Banay» u cOOpHHK paccka3zoB «B Mouckax u3yMpymTHOTO TOPOay, KOTOPHIE
Obutn epenzaansl B 2001 roxy.

g Toro, 4TOOBI MPOBECTH CPABHUTEIHHYIO HHTEPIPETAIINIO COOPHHUKA PAacCKa30B
«oporas Mucc Manchuna» HeoOXoIUMO 00paTUTHCS K TAKUM aBTOPCKUM MO3THYECKUM
npueMaM, Kak NPUMEHEHHE KOHTP-AMCKYCHUBHBIX CTPATETHUH M WMCIONb30BaHUE TPUHIINATIA
JEKOHCTPYKUMH. [ MOpuau3anys mocTKOJIOHHAIBHON JIUTEPATyphl MPOSIBISCTCS B MOIBITKE
JIEKOJIOHU3AINH KYJIbTypbl KOPEHHOTO HacesieHus. [laHHbII Mmporecc olleHnBaeTcsl Kak He-
3aBepiieHHbIN. XeneH Tuddun, o1Ha U3 BeAYIINX HCCIEeI0BATENIEH ITOCTKOIOHHAIBHOM JIH-
TepaTypbl, CAUTAET, YTO HEBO3MOYKHO ITPUUTH K MIOJTHOMY OUHUILEHHIO OT MOCIEICTBUIA BEKO-
BOTO B3aMMOJICHCTBHSI C KOJIOHM3aTOPaMH BO BCEX ACIEKTaX COLMAIBHOTO, SKOHOMHUECKOTO
1 3CTETHYECKOTO (PYHKIIMOHUPOBAHUS KOJIOHU3UPOBAHHOTO ATHOCA [8, C. 95]. OCHOBBIBAsICH
Ha pe3yNbTaTax N3bICKaHHWi CBOMX MpeecTBeHHIKOB — Pruuapa Tepnumana («Discourse /
Counter-Discourse: The Theory and Practice of Symbolic Resistance in Nineteenth-Century
France» (1985)) u lennnca JIu («Savage Fields: An Essay in Literature and Cosmology»
(1977)), Tuddun BeiaBHraet Te3uc: «IlocTkonoHHaNbHBIE INTEPATYPBI / KyIBTYPBI COCTOSIT
U3 KOHTP-JUCKYPCUBHBIX, @ HE TOMOJIOTUYHBIX NPAKTUK, U OHU MPEAJIararoT «Iojsh (Tep-
MUH, npeuIoxKeHHbId /1. JIn) KOHTp-IuCKYpCUBHBIX cTpareruii (counter-discursive strategy)
IO OTHOIIICHHIO K JOMUHUPYIOIHUM JAUCKypcam» [8, ¢. 96]. Mmess IMCKYpCHBHBIX TPAKTHK,
OCHOBAHHBIX Ha CTOJIKHOBEHMH M OOpHOE ITaBEHCTBYIOLIETO W TOAYMHEHHOTO JAHCKYPCOB,
Tarke ObUTH BBICKa3aHa B paboTtax IpHecto Jlakmo u [llanTans Mydd B moayduBmeM Mu-
poBoe npusHanue TpakTare «leremonus u counansHas crparerus» (1985). Apropsl cdop-
MYJIUPOBAJIU MPUHIUIT CTPEMIICHHS JIUCKYPCOB 3aHATH IIABCHCTBYIOIIYIO MO3HIIUIO, YTO
HEBO3MOXKHO B ITOJTHOH Mepe, TaK Kak BCErnia ecTh MPOTHBOOOPCTBYIOMIAs CHCTEMa, KOTOopast
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HaleT crnaboe MecTo B JIOMUHHUPYIOLIEM AMCKypce. Tak, Hampumep, MOCTKOJIOHUATBHBIN
JIICKYPC, MCIIONB3Ysl HAKOIIJICHHBIC 3HAHHS U apTe(aKThl, S3bIK KOJOHU3aTOPOB, BOSHUK Ha
KOJIOHMAJIbHOM KyJIBTYPHOH OCHOBE, M HalleJIeH Ha OCBOOOXKAEHUE OT KOJIOHHAJIBHOTO Ha-
cinenus. Jlureparypa, B paMKax KOHTpP-AMCKypca, IpeaiaraeT albTepHaTHBHYIO MPEe3eHTa-
LUI0 OOBEKTOB, MOHATUI C LIENbI0O CMECHUThH INIABEHCTBYIOLIYIO HMO3UIHUIO JAUCKYpCa KOJIO-
HU3aTOPOB. MIXuMaspa cOeMHIEeT B TBOPUYECTBE OIBIT aHTUKOJIOHHUAJIHHON OOPHOBI CBOETO
HapoJa U MHCTPYMEHTAapUH MOCTMOACPHUCTCKOTO MIPOEKTA, YTO yKa3bIBACT HA PENpe3eHTa-
U0 KOHTP-AMCKYPCUBHBIX TIPAKTHK B TBOPYECTBE aBTOPA.

[TapannensHo ¢ nucarenbckod Kapbepoil Mxumaspa 3aHnMal BBICOKME AWUILIOMA-
TUYECKHUE TOCTHI B KOHCYNhcTBaX Hosoi 3enmanamm B ABctpamuu u CIIA (1973-1989),
YTO OKAa3aJi0 BIMSHUE Ha OOILECTBEHHYIO MO3uiuio aBropa. OH paryeT 3a TO, YTOObI HE
TOJILKO OTCTOATH IPaBa 3THOCA HAa CaMOBBIpaKEHHE BHYTPU HOBO3EJAHJICKOTO OOIIECTBa,
HO 1 BKJIIOUUTD IIPEJCTABICHUE MaOPH O MUPE B COBPEMEHHYIO ITI00aIbHYIO KapTHHY. AB-
TOP-TIOCTKOJIOHHAICT CTaBHUT INepea coboil Oonee MaciiTaOHBIC 3aa4yd, YeM €ro COBpe-
MEHHHUKH, KOTOphIE OOPIOTCS 3a 0OpeTeHre MpaB ¥ CBOOOI HapaBHE C OCIIBIM HaceJICHUEM.
Cam HMxumaspa B MHTEPBBIO, TaHHOM MapKky YWIbsiIMCy, 0ObSICHUII, YTO KyJbTypa MaoOpH He
JTOJDKHA OBITH 3aMKHYTa B TpaHullsl HoBoit 3emanmun: «Korna st Obu1 B Heto-Hopke... 1 Bu-
JIelT pajayTy B o0lakax MM BOJOBOPOT B ['yA30HE... TO Kak MHE ObLIO He 3aaymarscsi? Paszse
MHP MaOpH KOHYAETCsl, KOTAA Thl ye3Kaelllb 3a npeaeinl Tuxoro okeana? Ilostomy s Bcerna
BBIMCKHBAI STH 3HAKH M CUMBOIIBI Aaxke B Hplo-Hopke, ncronkoskias ux, 6ynro Hero-Hopk
— 4acTh MHMpa MAaoOpPH, a BeJb TaK U ecTb» [2, c. 241].

2. IIppHIAI JEKOHCTPYKIMH XYI05KeCTBEHHOI0 TEKCTa B TBOPYECTBe aBTOpa

OO0parasce K MOATHKE MOCTMO/IepHU3Ma, Butn MxuMaspa nCmons3yeT MPUHITUIT
JEKOHCTPYKIIUH, JUIS TOTO, YTOOBI BBICBETUTH OYaryl COMPOTUBIICHUS UESIM KOJIOHHAJIBHO-
TO IHUCKypca, KOTOPBIN, 0 MHEHHUIO aBTOPA, BCE TaK K€ IIIABEHCTBYET B HOBO3EJIAHACKOM
obmectse. [IpenmeToM AEKOHCTPYKIMH NPEACTABISIETCS HE TOJIBKO TEKCT, HO U KYJBTYp-
HBIM apTe(akT, UMEIOIUI CMBICIOBYIO Harpy3Ky uid Maopu. Tak, HampuMmep, B poMaHe
«The Matriarch» (1986) aBTop moxBepraer IeKOHCTPYKIMU JOoM coOpanuii Ponromaii, ko-
TOPBIH SBJSICTCS KYJIBTYPHBIM IICHTPOM JIJIsi POJIOBOM OOIIMHBI. PeaibHO CyIecTBYOIIUI
APXUTEKTYPHBIH OOBEKT YK€ HE UTPACT NPAKTUUECKON POJIH /1715l COBPEMEHHOTO MIOKOJICHUS
MaopH, yIIEIIIEero OT TPaJAUIIMOHHOTO yKiIana ku3Hu. CTapiee MoKoJIeHne He PUHUMa-
eT PoHronaii, Tak Kak B pOCIIHCH Ha CTE€HAX BUIHO BIUSHUE KOJOHHAJIBHOM KyIbTyphl. B
MyCTOTE U 3allyCTCHUH JioMa COOpaHUl IIaBHBIM repoil poMaHa BCE ele 4yBCTBYET IPY3
OTIBITA MIPEKOB, HO MOHUMAET, YTO €r0 HE JOCTAaTOYHO AJI BO3poxkAeHUs. Paspyas npu-
BBIYHBIE OXKUIAHUA, U3MEHSSI IOHUMaHUe TPaJIUIIMOHHBIX [IeHHOCTeH, MIXxnuMaspa BUANT B
JIEPEBEHCKOM JIOM€ LIEHTp LHMBHIM3annu Maopu. OH cpaBHUBAET ero ¢ CHKCTUHCKOW Ka-
[IEJUIOW, POBOJSI HEBUIUMYIO CBSI3b JBYX pe€HeCcCAaHCOB M TalIbsIHCKOrO, KOTOPBIN J1ajl HO-
BbII TOJTYOK Pa3BUTHSI MUPOBOU KyNbTypbl, U MaopHuiiCKOro, KOTOPbIA BO3POAUII KYJIETYpPY
KOPEHHOTO HaCeJIeHHU .

JpyruM npuUMepoM MpPHUMEHEHHUS! JIEKOHCTPYKLHMH SBISETCS COOPHUK paccka-
30B «Dear Miss Mansfield» (1988), u3nanubiii B rog cTojeTUS CO AHs poxaeHust Katpun
Mbouchung (1888—1923). PoauBiimch 3a70iro 10 TOro, KaKk HOBO3EJIAaHICKAs JUTEpaTypa
otmemmiack ot ureparypsl Coapykectsa, K. Mauchmin He Hanuta cedst Ha pOIUHE U UM-
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MUTPHUpOBaNIa B AHIVINIO, HE BH/IS TBOpUYECKoro Oymaymiero B HoBoit 3emanauu, omHOW 13
CaMBIX OTHAJIEHHBIX KOJOHUM bpuranun. Brnocnenctsum, nucaTenbHUIIA-OMHUTPAHT cTaja
9MOJIeMON HallMOHAILHOW KYJIBTYPBI, CTaB HEOTHEMIIEMOW YacCThI0 CaMOWACHTU(UKAIIUN
nakexa (Oenoro Hacenenuss HoBoi 3enanmum), 4To yKa3blBacT HA HEM3MEHHOCTD IPUHIIU-
a KyJIbTYPHOTO TIOAYMHEHHS NACHTU(HUKAIIMY ITaKexa 00pasy JaieKko poanuHbl, bpuranuu.
ABTOP-TIOCTKOJIOHHAJINCT MOJIBEPTHYJ AEKOHCTPYKIIMH HECKOJIBKO U3 €€ PacCKa3oB, BHIMY-
ctuB coopruk “Dear Miss Mansfield” («/loporas Mucc Mauchunny»). Pacckassr 0butH pe-
BH3HMPOBAHBI C EJIBIO IEPEHECTH MAOPH B LIEHTP CIOXKETA, B TO BPEMS KaK B OPUTHHAIBHOM
TEKCTe KOPEHHOH dTHOC OBUI MCKIIIOYEH M3 IMOBECTBOBaHMUS. IXrMaspa oTHECCS ¢ 0COOBIM
BHHUMaHHEM K CTPYKTYype IPOU3BECHH, CBA3bIBAsI JEKOHCTPYKIHIO C IIPOLIECCOM paccioe-
HUS, pa300PKH JIMHTBHCTUYECKUX JIOTOIICHTPUYECKIX CHCTEeM. Takasi HHTepIpeTalys Oblia
NPUHATA HEOJHO3HAYHO 00IecTBOM. OIIyIanock COMHEHHE CO CTOPOHBI aBTOpa B pealib-
HOCTH WIMJUTMYECKOTO COCYIIIECTBOBAHUS OEITBIX U MAaOPH Ha OCHOBE CPOPMHUPOBAHHON MO-
JICJIA HOBO3EJIaH/ICKOTO OUKYIIBTYpasin3Ma. J[aHHBINH TUTepaTypHBIA SKCIICPUMEHT TOKa3all,
YTO KOJIOHHAJIBFHOE MPOIIIOEe HOBO3EJIAHICKOTO OOIIeCTBa MPOYHO BPOCIO B MOCTKOJIOHU-
anbHoe Hactosimiee: «Beoas K. MaHchuig B cCOBpeMEHHYIO ITOCTKOJIOHHAIBHYIO OJTHUTHKY,
B. Mxumaspa Opocui BBI30B HJle€ YHHUKAJIBHOCTH TaKeXa CPEIH APYTHX ITOCEICHYECKUX
KyJIBTYp, ME(]Y TrapMOHHYHBIX PACOBBIX OTHOIICHUH M TOCIIOJCTBYIONIEMY TIOHUMAHHIO OU-
KyJasTypaimmsmay [1].

CaM aBTOp BUJMT 1IeNb MPEANPUHITON IEKOHCTPYKIIUU B TOM, YTOOBI 3aBEPIIUTH
nporecc 00pazoBaHus OMKYIBTYPHOTO OOIIECTBA B €r0 OKOHYATEIHbHOM O0bEAMHEHUH Hap-
PaToIIOTUYECKH, B CO3/IaHUU €IMHOTO TEKCTA IS BCEX HAIIMOHAIBHBIX (pparMeHToB, 00pa3y-
IOLIUX KyJIBTYpHYIO 001HOCTh HOoBOM 3enananu: «BosbIIMHCTBO HAIIUX paObOT 0OpaIlCHbI
K Maopu. Ho MBI HauMHaeM MEHSAThH Halll BEKTOP, M HaYMHAEM 0o0pamarbes K makexa, KoTo-
pBie B OOIBIIMHCTBE BO BiIacTH. Eciy MBI HEe HAyYUMCS IOHOCUTH HAIIIM YasHUS JI0 TTaKexa,
MBI HUKOT/Ia B OyJyIlleM HE CMOXXEM IPOJBUHYTHCS B PEIICHUH HAIIMOHAIBHBIX POOIEM)
[4, c. 230]. Bo Bcrymienuu-nucbme k K. Manchuna B. Mxumaspa oObsSCHUII, YTO UM JIBH-
rayio B TOMBITKE «OTBETUTH aBTOPY», OT/aBasl «IaHb €€ )KHU3HEHHOMY ITyTH U JapOBAHUIO»
[3, c. 9]. ABTOp yTBEpKIA€T, YTO JKEJIAET BHECTH CBOIO JICTITY B MPa3qHOBAHUE CTOJICTHUS
nicatensHUIBL. B. Mxumaspa omrymaer, 4To KaueCTBEHHbIC N3MEHEHHSI KapTHHA MUPA IS
HOBO3€EJIaH/11a, UHKOPTIIOPUPOBAHNE B HEE MaOpH U APYTUX MaprHHAIBHBIX Py, TpeboBa-
T TIepecMOTpa B MoAepHUCTCKOTO TekcTa K. MaHCchm, KoTopelii 00pen KaHOHHYECKYTO
LEHHOCTB JUIs ee cooTeuecTBeHHUKOB. JlaiicmoT [tk B acce, MOCBAIIEHHOM KPUTHYECKO-
My aHaJU3y JaHHOTO cOOpHUKA, yTBepkaaeT: «OH xoten HoBoro moaxoaa Kk K. Mauchwnn,
4TO OBLIO ObI CIIPaBEIMBO MO OTHOILICHHIO K €€ HACIICANIO, U B TO JKE€ BPEMsI, OH CTPEMHJICS
CBSI3aTh ATO HACJIEINE C MAOPHUICKON Tpamumuei» [7, ¢. 328]. B mouckax HOBOTO moaxoma K
pacckazam K. Maucduna B. Mixumaspa npuMeHUI pUPARTHHT WITU [IEPETUChIBAHNE — TPAK-
THYECKUH JINTEPaTypHBIN TIPHEM, IIHPOKO U JABHO HCIOIB3yEeMbIH, KOTOPEIt 00pell HOBYIO
(hopMy B cO31aHMK TIOCTKOJIOHUATIBHOTO TEKCTA, @ UMEHHO TIOCTKOJIOHUAIBHBIN OTBET (Writ-
ing back). B. xumaspa yxe oOpamajics K JaHHOMY npuemMy: «Kak i B KpHTHIECKO# OIleH-
ke ucropuorpaduu B. Uxumaspa B pomane «Marpuapxary, nepenuchbiBaHue (pepaiTHHT)
K. MaHChMIT MaopuiiCKUM aBTOPOM OBIJIO BOCTIPHUHATO KaK TMOCTKOJIOHHUATHHBIA OTBET
(writing back)» [5, c. 176]. Ucnonp3oBaHne npremMa «IeperniuchiBaHUE) €Ille pa3 BO3BpaIla-
€T HaC K BOIIPOCY 3HAYUMOCTH KOHTP-INCKYPCHUBHOM CTpareruu B mo3tuke Butn Mxumaspa:
«IlepenucpiBanne kak (Gopma MOCTKOJOHHAIBFHOTO OTBETA... OBIJIO BOCIPHHATO KaK OfHA
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13 KOHTP-JUCKYPCUBHBIX CTPATETHH B 3THX (IOCTKOJIOHUANBHBIX) TUTEparypax» [7, c. 321].
Ho, nmepenucriBanme Wiy pepaiiTUHT HE SBISIETCS TOJIBKO SIBICHHEM MOCTKOJIOHUAIN3MA, B
OTJIIMYUE OT METOJMKU MOCTKOJOHHAJIBHOTO OTBETA, KOIZA LENb aBTOpa — JEKOHCTPYKIIUS
KOJIOHMAJIbHOTO HacJequsl.

3. AuTepnpeTalinoHHbIi aHAIHU3 Xy10KECTBEHHOT0 TEKCTA

K. Mbacuoung ucnonb3oBana mpueM «mepenucbiBanue» B pacckase “The-Child-
Who-Was-Tired” (1911), coopruk “In a German Pension”. CoBpemeHHHKH Ma3cHbuUILI OT-
Meuasu cxoAcTBo ¢ pacckazoMm A. Il. Yexosa «Cmarp xouercs» (1906), yro Hamio orpa-
’KeHUe B PEBU3MOHHOM pacckaze B. Mxmmaspa “A Contemporary Kezia”. Takoe aBoitHoe
nepenuceiBanue o0pasza pedeHka oTpas3uiio TpaHchopmanuio odpasa KepTBbl. B pacckasze
YexoBa TpUHAIATUIETHSS JeBOUKa Bapbka BeIHYKIeHa pa0OTaTh HIHEH, U €TUHCTBECHHAS
MeuTa IJIaBHOW FepOMHH IocnaTh. B momyapeme el CHATCS TparndHble CLEHBI IPOLLIOTO,
B KOTOpBIE BILIeTaeTcs OecnpaBHoe HacTosee pedenka. K. Manchwming obe3nnyuBaeTt re-
POMHIO U HE JaeT YUTATENII0 HU MMEHH, HU OIIMCAHUS [IABHOW I'€POMHH, 1aBasi IOHATh, YTO
ee¢ BHYTPEHHUI MUp JJIs IOBECTBOBaHUS OoJiee 1eHeH. B ommunu ot yexoBckoit Bapbku,
PeOCHOK IBITACTCSl YHTH B CBOUX CHaX B POMaHTUYECKHE MEUTHI, HO PEaJbHOCTb HE ITyCKa-
eT: «Y3kas Oenas JOPOKKa C BBICOKMMHU YEPHBIMH JIEPEBBSIMH 110 00€ CTOPOHBI; J0POTa,
BeIyllas B HUKYZA, U HUKTO IO Hel He xomuT» [6, c¢. 57]. s niaBHOM reporHU pacckasa
B. Mxnmaspa, MAaOpUICKON IEBOYKH, 10POra TAKKE SBISETCS CUMBOJIOM yX0Ja OT TPYAHO-
CTEi, HO OHA CUIUT U JKJIET Y PeajbHOM JOPOr'y MPHUX0Jia MaTepH.

A. TI. UexoB muILeT MOJHBIA TPYCTH paccka3 o cyabde aeBouku. K. Macuduinn, B
CBOIO OY€pelb, CPABHUBAET UyBCTBEHHOE BOCIIPUATHE PEOEHKA C CEPOCTHhIO HEMELIKOTO TTaH-
cuoHa. B 000ux ciyyasix aBTOpBI MIBITAIOTCS BBI3BATh COUYBCTBUE K PEOCHKY M MOHUMaHUE
ee nocrymnka (yOuiCcTBO TpyaHOTO peOeHKa) OMICaHueM OSCIIPaBHOCTH CYIIIECTBOBAHUS OT
Tperhero nuna. B. Ixumaspa ke BBOAUT paccKazunKa, KOTOPBIM ¢ UCKpEHHE! TeIIOTOM ITbI-
TaeTcs OOBSCHUTD, YTO PEOEHOK IPUHUMAET CY[b0Y, IOJIHYI0 TPYJHOCTEH, HO IPUEMIIEMYIO
B IIPEAJIOKEHHOM HCTOPHYECKOM KOHTEKCTE: «...BCE AEal0T CBOIO PadoTy, M CEMbsl MOXKET
JKUTH J1ajbiie. Barieli HaHe Oblia aHa e€ paboTa, Korja eif UCTIOTHUIIOCH YeThIpe» [3, ¢. 84].
Cynn0a pebeHka, kepTBbI, oTpakeHa B mibece “Woman Far Walking” (2000), rae ncropust
JEBOYKH YK€ JIaHa OT IEepPBOro JIMIA M OTpakaeT NIyOMHY KOH(IUKTa MEXIy MaopH U ma-
Kexa, HaYMHasi OT MOJNKCAHMS J0TO0BOpa BaltaHry BIIOTH 0 cCOBpeMeHHOCTH. Menmcca
Kennenu yBujena B 3TOM MPOIODKEHHU YKOP KOJOHHAIBHOMY MHPY: «... KOJIOHHAJIbHAs
UCTOpUSI U CaMH IaKkexa OOBUHSIIOTCS B COIMAIbHOM M KYJIBTYpPHOM OOHHIIAHWU MAaOpH,
pacckas peOCHKa J1aeT OLIYIIECHUE KEPTBEHHOCTH, KOTOPOT'O HET B MAOPUHCKOM KOHTEKCTE
“A Contemporary Kezia”» [5, c. 188].

Hxumaspa Taxke UCIONb3yeT NPUEM «IIEPENHChIBAHUE) B IEKOHCTPYKLIUH paccKas3a
K. Mauchuna «How Pearl Button was Kidnapped». B coopuuke B. Mxumaspa 3tor pac-
cka3 romyunn HazBaHue «Affectionate Kidnappers», u o MHEHHIO KPUTHKOB 3TO Haubo-
Jiee yCIIelIHas TIONbITKA aBTOpa MPUMEHHTh KOHTP-IUCKYPCUBHYIO CTPATETHIO ITOCTKOJIO-
HuajgpHOro oreera [5, c. 190]. B nanHoM ciydae B. Mxumaspa noasepr AEKOHCTPYKIIUH
EBPOICHTPUCTCKYIO KapTuHy Mupa K. MaHCcua, KoTopasi MO3UIMOHUPYETCS KaK HEOTh-
eMJIEMbII 3JI€MEHT MICHTU(HUKALUHU Makexa. [Ipy cpaBHUTENTBPHOM aHAIM3€ JBYX TEKCTOB
HEOOXOJMMO OTMETUTh, YTO B. MIXuMaspa BBICBETHII CMBICIIOBYIO HAarpy3KY, IPOIHUCAHHYIO
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K. MbaHCchmnn Mexay CTpOK B IUIAKTHUECKUX Iensx. Tak, HanpuMmep, B pUHAIIe paccKasza
B. Uxumaspa neranbHO OOBACHSET, KaK MOHSJI CUTYallUIO TOJUIEHCKUI B TO BpeMs, KaKk
K. MaHCchmig ocraBuia TOIbKO HaMEK J]aB BO3SMOKHOCTh YNTATEIIO NIPEACTABUTh KAPTHHY
IJ1a3aMH CITY’KUTeENs 3akoHa: «MaJeHbKast Tojiast IeBOYKa OTOWBAETCSl U KPUYHUT, ObET CBO-
MU KyJa9KaMH JIByX Ty3eMOK, OelIOKypas AeBOYKa IMaKeXa, M ATO BBINNIAUT JIJIS BCEX TaK,
Kak Oynro eé ceriuac yromsit» [3, ¢. 113]. 3aBepmias pacckas, B. xumaspa MeHsIeT pakypc
TOJIa9¥ MaTepualia OT HATIOJTHEHHOTO TAHOTO CMBICIA TIOATEKCTA K OTIFICAHUIO CaMOTO TIPO-
1iecca npo3peHus Kak 3MOIIMOHAIBHOTO OTBETA Ha CUMBOJIBI, MPE/ITIOKEHHBIE OKPYIKaIOLIeH
npuponoi. Jlanueiii mpueM Menucca KeHHean onMChIBAET KaK «IOBBIIIEHHOE OCO3HAHUE
NPOHCXOSIIET0» — POKYCHPOBAHNE HA PACKPBHITHN MHIUBHUYalIbHOCTH Te€pOsl Yepe3 Hallu-
OHANIFHYIO HJCHTHUYHOCTS [5, c. 190].

B cumBonmzammm pacckasza IpOCIEKUBACTCS YETKasl CBA3b C TPAAULUSIMH MAOPH:
HaJ[BUTAIOMIAsICS HOYb, TPEBOKHOE MECHOIIEHHE MAOPHICKHUX JKEHIIMH, KOTOPOE HAITOMH-
HaeT METaHHE MTHIBI B TEMHOTE — BCE 3TO 00pa3bl, UMEIOIIUI 0COOBIN CMBICIT 11 MAOPH.
B. Nxumaspa mpoTHBOMOCTABISIET H3MHUITHIO KHIDKHOCTD U JIETAIU3aIHI0 TTIOBECTBOBAHMS
JakoHWYHOMY BapuaHnTty K. MaHcuia, rae oniucanue BeneTcs OT Inuia pedeHka, He 0COo3Ha-
OIIETO, YTO /IO KOHIIA TIPOUCXOMUT. TeM caMbIM, aBTOp MOAUYEPKUBAET HE3PEIOCTh KAPTHHBI
MHpa TaKexa, UCKIIOYAIOIeH Maopu M3 MOJHUKYJIBTYPHOTO IOJISl HOBO3EJIAaHCKOro oOIie-
ctBa. Ho B. Uxumaspa ocraBnsieT aneMeHT HeIOCKa3aHHOCTH B mocieaHei ¢ppase Kynnu,
OIIHOH M3 KeHIIMH Maopu. [l ayauTopuu, He 3HAIOLIEH MaOpUICKOTO s3bIKa, (prHAIbHAS
(dpaza Kynnu HermoHsATHA, W TOJIBKO 00pa3 MTHIBI MPUIAET 3TOW CIieHEe 0COOYIO Ievallb-
HOCTb, U TOJIBKO MAaOpH MOUMYT, 4TO 3Ta (ppasa Taut B ceGe npoianue ¢ 0ea0i JeBOUYKON
u npoienue. B. Mxumaspa noguepKkuBaeT ¢ MOMOIIbI0 HAMEPEHHOTO MCIIOIB30BaHMs Mao-
PpHUICKOTO S3bIKa, 9TO OOIIECTBO €IIIe JAIeKO OT MOHUMaHUs TTyOHHbI BHYTPEHHHUX HAIHO-
HaJIbHBIX IPOTUBOPEUM.

BbIBO/IbI

[Tpumensst npuHIUT TeKOHCTpYKIUH, B. xnmaspa cTpeMuTCst MOCTUTHYTH TUCKYp-
CUBHYIO TIPHPOAY CTAHOBJIEHUS OUKYIbTypHOTO obmiectBa HoBoit 3emannuu. JlaHHbBIN mpo-
LIecC OKAa3aJICsl TPYAOEMKUM U JOJITOBPEMEHHBIM, HO IIPUJaJl YHUKAJIbHOCTh HOBO3EJIaHICKO-
My OOILECTBY, B KOTOPOM MHOTOYHMCIICHHAS! OOLIHOCTh aBTOXTOHOB COXPAHMJIACh HE ACCUMU-
JMPOBAHHOM KOJOHHM3aTOPAMH, KaK 3TO CIYYHJIOCHh B JIPYTUX OPUTAHCKUX KOJIOHHAX. YCHEX
BHYTPEHHEH HAalMOHAJIBHOM MOJIUTUKH, MaopuiicKuil peHeCCaHC B JIMTEPATYpE, BHICTABKA
MaopHUHCKUX TpaJUlIMOHHBIX BUIOB HcKyccTBa Te Maori, nposenennas B CILIA (1984-1986)
CTaJIM TOYKAMM OTCYeTa ISl KapAMHAJIbHOTO U3MEHEHHS MoJoKeHus: Maopu. HanmonanbHas
UJICHTU(QUKAIMS TTaKexa, MOTOMKOB NepeceseHIeB, TpaHCGOopMHUPOBaIach OT KyJIbTYPHOTO
HaLMOHAJIM3Ma, OCHOBAHHOIO Ha BEAYILIEH MO3UIMN OeNbIX HOBO3EJIAH/LEB, II0CICBOCHHOTO
NepUo/a, K MPU3HAHUIO JIBYHAIIMOHATIBHOM MPUPOJIbl HOBO3EIaH ICKOI HaIUH.

Ho Butu Mxumaspa, xak u Apyrue MaopH, HACTaMBaET, YTO MPOLECC 0Opa30BaHUs
OMKYJIBTYPHOTO OOIIECTBA HE OKOHYEH, ¥, IPEANPUHSB MOMBITKY IEKOHCTPYKIIUK HACITIEITUS
OZIHOTO M3 CaMbIX ITOYUTAEMBIX aBTOPOB JUIsl OENbIX HOBO3ENIAaHALEB, 00pallaeT BHUMAHUE
Ha 1po0IeMbl U 0OJIEBbIE TOYKHM OMKYJIBTYPHOH MOJUTHUKU. ABTOP JICKOHCTPYHPYET MOBE-
CTBOBaHME, YTOOBI OCBETUTDH CyAbOY 00€3/10JCHHOT0, IOMYMHEHHOTO, U Pa3pyIInTh OnHap-
HYIO JIOTHKY ONITO3UIIMU KOJIOHN3ATOp — KOJIOHU3UPOBaHHbIN. MXnmaspa 3acraBiser 3a1y-
MaThbCsl YUTATENs], AeCTa0MIN3UPYsl MICATM3UPOBAHHBIN 00pa3 TOJEPaHTHOTO OOIIECTBa,
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HAEKOHCTPYKLNA HOBO3EJIAHLACKOIO BUKYIIBTYPATTN3MA

IMMPUBJICKAsA BHUMAaHUC K MapruHaJibHOMY, JIOKAJIbHOMY, nepn(bepHﬁHOMy, HaxoasmeMycs B
TCHU HAllUOHAJIbHOMY MCHBUIUHCTBY.
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WITI IHIMAERA “DEAR MISS MANSFIELD”: DECONSTRUCTION
OF NEW ZEALAND BICULTURALISM

Kravinskaya Y. Y.

Foreign Philology Institute, Taurida Academy, V. 1. Vernadsky Crimean Federal University,
Simferopol, Crimea, Russian Federation
e-mail: rozajulia@mail.ru

The end of the twentieth century became constitutive for New Zealand literature which left the borders
of the local and proposed a group of belletrists to the assessment of the world. They have much in common but
the crucial point is their belonging to the national minority — Maori. Great rise in all spheres of Maori culture and
literature especially was given the name Maori Renaissance. It is the first time when world community got ac-
quainted with the cultural legacy of a colonized ethnic group not of the protocolonized period but of the modern
one. Witi Thimaera is one of the leaders of Maori Renaissance. Among his most famous works we can see “The
Whale Rider” (1987), “The Matriarch” (1986), “Growing up Maori” (1998). His aim is not only to protect the
rights of the ethnic group inside of New Zealand society, but also to include Maori comprehension of the world in
the modern global picture. The author has the mission of larger scale than his counterparts who are only longing
for equality of rights for Maori.

In 1988 New Zealand celebrated centenary of Kathleen Mansfield (1888-1932) who similarly to Witi
Thimaera praised his motherland far from its borders. She was born long before the moment when New Zealand
literature became independent phenomenon from Literature of Commonwealth. She failed to work as a writer at
home and immigrated to England. She won the recognition by her short stories and afterwards she became a sort
of a token for national culture being integral part of self-identification of Pakeha (white people of New Zealand).
V. Ihimaera deconstructed some of her short stories and published the result of his literary experiment in the year
of celebration. The stories were revised in order to change the tack of the plot and to move Maori people to the
centre of literary structure. In the original variant there appeared to be no place for national minority. Such inter-
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pretation was not comprehended by the society with great ease. Author’s doubt can be felt about idealistic picture
of mutual existence of white people and Maori on the basis of New Zealand biculturalism.

Prominent critics of New Zealand and overseas paid much attention to the author’s style of deconstruc-
tion. The majority of them identified the elements of deconstructive approach not only in the story collection
“Dear Miss Mansfield” but also in one of the most critically appraised novel “The Matriarch” (1986). Having
made critical analysis of the works mentioned above researchers, among them Mark Williams, Melissa Kennedy,
Liselotte Glage, came to the conclusion that Thimaera turned to such frequently used in post-colonial literature
techniques as rewriting and writing back. Both of them are critically seen as a part of counter-discursive strategy.

It must be noted that rewriting is not the invention of post-colonial discourse. The examples of rewrit-
ing can be frequently found in European literature and Kathleen Mansfield also rewrote the short story of Anton
Chekhov “Sleepy-Eye” (1906). Mansfield’s version is “The-Child-Who-Was-Tired” (1911) which was included
into a short story collection “In a German Pension”. Thimaera also applied the technique of rewriting and de-
constructed Mansfield’s story into “Contemporary Kezia”. All the short stories are so to say cut from the same
cloth. But the authors showed different styles of a small girl hardships narration. Such double usage of rewriting
reveals the process of victim image transformation in the prose of the twentieth century. In A.P. Chekhov’s story a
thirteen-year-old girl, Varka by name, was forced to work as a nanny as she was an orphan without any means of
subsistence. Her cherished dream is to get to sleep, but she was mercilessly abused by her masters. All the night
through she was sitting near a baby trying to comfort it. She saw some tragic scenes of her past, half-dozing and a
sense of dreadful loss of her parents was mixed with her rightless existence as a nanny. K. Mansfield did not give
her character even a name, she was just a small girl. The author encouraged us to get into her inner world without
stopping at any details of the character description. The girl was dreaming about escaping into romantic world
of her imagination, but every time she was returned to her reality full of her mistress nitpicking and crying baby.
For V. IThimaera’s character a road is an important part of her life as she was waiting for her mother sitting near it.

Chekhov’s story represents author’s attitude to rightlessness of a small person in the modern world,
especially orphans. K. Mansfield compared idealized, imagined world of the girl with the ordinariness of the
German pension. Both the authors tried to find excuse for they had done (a baby murder) and showed the tragedy
of the girl from the outside vision. V. Thimaera incorporated the narrator who explained with great affection that
the girl had accepted her destiny which was not unique in the proposed historical context. For Thimaera tragedy
is not the life hardships of a small girl but the fact that it is normal for Maori that a mother was forced to give
her child for working, actually to sell. The fate of a child, a victim was also represented in “Woman far Walking”
(2000), a positively comprehended play. It is a continuation of “Contemporary Kezia” in a way, but this time the
narrator is an elderly woman who was lucky to be a witness of the whole period of colonization of Maori land
from Waitangi Treaty up to the present time. Here V. Ihimaera managed to present a narration of the hard destiny
of his people through the life and consciousness of a Maori woman, who was rightless and oppressed but she kept
the connection with her cultural ancestors and stayed alive.

V. Ihimaera’s attempt to rewrite canonical writer for Pakeha is not limited to plot changes. In fact his
characters are close to their K. Mansfieldian prototypes. But it is more important how V. Ihimaera deconstruc-
tured the stories in order to highlight Maori place in bicultural community and to destroy binary logics of colo-
nizer-colonized opposition.

Keywords: Maori Renaissance, post-colonial literature, deconstruction, counter-discursive strategy, bi-
culturalism.
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