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«CTIHA NOWAHMW»:
HA NEPETUHI NONITUYHOIO TA NOETUYHOIO

Po3sgioky npucesiueHo «Cmini MNowaHu» (1967-1971) — 6ydieni 8 Hukazo, Ha cmiHax sikoi
6y/10 cMBOPEHO KOJIEKUit0 po3nucie-mypariie, uo 30bpaxyesanu nidepie 6opombbu 3a epoma-
OsIHCbKI npaea, CycrifibHUX ma KynbmypHux 0isivie aghpo-aMepukaHCbKOI criineHomu. 3eaxatro-
4yu Ha me, wo «CmiHa» cmana 00HUM 3 KyribmypHUx MaHighecmig Pyxy 3a pomadsHcbki [Npa-
8a, DYHKUIOHYoHU SIK MaldaH4uk O Moemuy4yHUx YumaHb, 80Ha po32/190aembCs SK CyCriifb-
HO-MIOMIMUYHe f8uwWe ma KynbmypHO-mMucmeubKuli ¢heHomeH. Y cmammi rpornoHyembscs
suknad icmopii cmeopeHHs1 apmeghbakmy, cmucnut o2nsd ecmemuyHUx rnpuHyunie Pyxy Yop-
Hoeo Mucmeumea, mucmeubkux epyn OBAC ma AfriCOBRA. Cnuparoyucb Ha Memodosiozito
KynbmyparnbHux cmydid (cultural studies), y po3giduyi 30ilicHreMbCS OOCTIOKEHHS MUCMEUbKUX
38’53Ki8 i3 cycrninbHO-rnoaimuYHUMU npakmukamu Pyxy 3a pomadsiHebki [paea, aHanizyemscsi

gisyarnibHa ckriadoea nam’ssmku ma roesisi, npucesideHa «CmiHi [NowaHu».
Knroyoei cnoea: «CmiHa [MowaHuy»;, Pyx 3a pomadsiHcbki [Npasa; Pyx YopHozo Muc-
meymea; «4opHa» ecmemuka; aghpo-aMepuUKaHCbKa roeasisl.

Pyx 3a I'pomamsaceki IlIpaBa (Civil Rights
Movement), HeBiZ’ €MHOIO CKIIQJIOBOIO SKOTO OyIH pyXH
3a mpaBa adpo-amepukaniis (Black Power Movement,
Black Liberation Movement), craB omHi€r0 i3 KIIFOYOBHX
NoJiii amepuKaHchKoi ictopii cepenuHun XX CTOJITTS.
MucCTeUbKUM BiJI3ePKaICHHSIM 1 KYJIbTYPHHUM BUpa3HH-
KOM BHM3BOJIHHX pyXiB 100H crae Pyx Yopaoro Mucreri-
TBa (Black Arts Movement), nomMiHaHTaM# SKOTO € «40p-
HUI» HallioHai3M, appOLEHTPUYHI eCTeTHYHI KAaHOHU Ta
MOLIYKH 3ac00iB BUPA3HOCTI Ta CTWIIIO, SIKI O penpeseH-
TyBal a(po-aMepUKaHChKY I1NEHTHYHICT. Y CTarTi
posrisiaeTsest MUcTelbkuid penomen «Crina [Tomanny —
KOJICKTMBHUH MypaJl, CTBOpeHHH y UnKaro xyaoKHUKaMu
00’emransr OBAC ta AfriCOBRA, 31iliCHIOETBECS aHATI3
Bi3yaJIbHO{ CKJIQJIOBOI IaM’SITKH Ta MPHUCBIYCHO] 1i moe3ii
y KOHTEKCTI ecTeTHuHHUX NpuHIuniB Pyxy Yopaoro Muc-
TenTBa. B aMepuKaHCEKOMY MHCTELTBO3HABCTBI Ta JIiTe-
pPaTypO3HABCTBI JOCIIIKEHHIO MPOOIEMH MPUCBIICHO
HU3KY Mparlk — K KOJEKTUBHUX MOHOTpadiii [2; 11], Tak i
crateil y HaykoBux [5; 6; 7; 8; 9] Ta momymsapHuEX mepio-
IUIHUX BUOaHHAX [4]. B yKkpaiHCBKili amepuKaHICTHIIL,
Ha JKallb, IMOKW IO BiJICYTHI PO3BIIKH, CIPSMOBaHI Ha
BUBUEHHS MUCTCIBKHX apTedakTiB Ta JITEpaTypH,
noB’si3aHuX i3 Pyxom 3a I'pomaznsHceki [pasa y CILA.

VY 1967 poui y Unukaro Ha neperuHi 43 Bynuui ta Jle-
HIJTl aBeHio Oyio ctBopeHo «Criny Ilomann» — OyniBmo
po3mipom 20 Ha 40 ¢yriB, Ha skiit 3 1967 o 1971 pokn
O0yno 300paxeno Oimpme Hix 1000 po3muciB-MypaiiB.
Inest KOMEKTUBHOT MHUCTEIbKOT MalCTepHI BHHHKJIA BeC-
HOIO 1967 pOKy, KOJIM TIpyma MOJOINX XyIOKHHKIB
o0’emnanacs B Opranizamito YopHoi AmepHKaHCHKOT
Kynerypu — OBAC (Organization of Black American
Culture) y mparHeHHi Yepe3 MHUCTEUTBO BKIFOYHTHCS 10
MOJITUYHOI OOpOTHOM 3a IPOMAASHCHKI mpaBa. XyIOXK-

uuk Binesm Bokep (William Walker) 3anpomonysas
CTBOPUTH MHCTEUBKHIA O00’€KT y TMIBICHHOMY paifoHi
Yukaro, mo6 NMpUBEpHYTH yBary rpoMajCchbKOCTi 10 Hpo-
Oonmemu 3yOOXiHHA wiel Michkoi Tepurtopii. HaromicTh
xynoxxauku 3 OBAC Bupilmig, o BapTo anentoBaTH 10
TEMHU TepOIB YOPHOLIKIPOI CHIIBHOTH 1 CTBOPUTH PO3ITH-
cH, sIKi 0 KMHYJIM BUKJIHMK YCTaJICHUM MPAKTHKaM Y TOrO-
YacCHOMY CYCHIUJIBCTBI 1 3aco0ax macoBoi iHdopmauii, B
SKUX JKUTTS appo-aMepHKaHChKOT IPOMaJIN Penpe3eHTy-
BAJIOCSI BHUKIIIOYHO y HETaTHBHOMY KJIrOui. IHiriioBaHa
Hxedpdom onamprconom (Jeff Donaldson) maiictepHs
Bi3yaJIbHOTO MHCTENTBA B3sUIacs 10 pOOOTH MO CTBOPEH-
HIO KOJIEKTHBHOTO MYypaly.

[pormec po3nmcy TpuBaB y JUIHI — ceprHi 1967 poky.
KoskeH i3 MUTIIB 3amporioHyBaB cBoe OadeHHs «CTiHMY.
CuubBist AGepHari (Sylvia Abernathy), cryneHT TexHOI0-
rigHoro iHCTHTYTYy mTary lmmiHO¥C, CTBOpPHMB Iu3aiiH,
3TiHO 3 SIKUM OYIiBIIO OyJ0 MOMIJIEHO Ha CiM TeMaTH4-
HUX CEKIIH B 3aJIe)KHOCTI BiJl pO3TamIyBaHHS ABepell i
BikoH. [lo Ko>kHO{ cek1ii 3ifiCHIOBaBCS peTenbHui BinOip
repoi. Hopman ITepimr (Norman Parish), crynent Iucru-
tyty Mucreurs (School of the Art Institute), mposis ngoc-
JAHULBKY poOOTY, 100 MifiOpaT NOPTPETH JepKaBHUX
JisIYiB Ta TPEICTaBHUKIB KYJIbTYpH, sIKI Manu OyTu 30-
OpakeHI y KOXHIH TeMaTH4HIH cekuii mam’sTku. Xoda
3aranpHui au3aitH «CtiHn» BupoOuB CuibBist AGepHari,
PO3MUCH BUKOHYBAJINCSI OKPEMUMH MUTLISIMH, 1 ITOTIPHU TE,
o0 BOHU JOTPUMYBAJHCS CHMETpil, 3ampOMOHOBAaHOL
AbepHati, KO)KeH TEMaTHYHUH (parMeHT cTaB BimoOpa-
JKEHHSM 1HAMBiAYaJbHOCTI Ta CTHIIIO KOXKHOTO 3 MUTIIIB,
[0 CTBOPIOBAJIM OKpeMi ceklii. Jleski 3 mopTpeTiB repoin
adpo-amepHKaHIliB OyJlW «BIHCaHi» y BikHA. Y THEHTpi
Komro3uuii Oyio 300pakeHo Myxammena A 3 Tpiym-
¢anbHO migHsATHME pykamu. «Crina [Tomanm» Oyna pos-
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[HMCaHa MOPTPETaMM JCP)KaBHUX Ta KyJIBTYpHUX Iis4iB:
Maprina Jlrotepa Kinra (Martin Luther King, Jr.), Manb-
konbsMa Ikc (Malcolm X), I'sennonin Bpyke (Gwendolyn
Brooks), Hdwo6ya (W.E.B. Dubois), Mapkyca Iapses
(Marcus Garvey), Apetru @panxnin (Aretha Franklin),
Tappier Tabmen (Harriet Tubman). V cexkuii, npucssue-
Hill peniriiiHuM Jistyam, OyiM HpencTaBiIeHl 300payKeHHs
Hera Tepnepa (Nat Turner), Baiierta Bokepa (Wyatt
Walker) ta Enaiimxi Myxammena (Elijah Muhammad).
3roIoM MOPTPET OCTAaHHBOTO 3aMIiHMB PO3IHC, HAa SKOMY
Het TepHep unTae mponoBigs mepes macTBO, TPUMAIOUH
TaOIMUKHY i3 HanucaMu: «J{WBHCH, ciryxail, BUHCH) («See,
Listen, Learn»).

AwmepukaHChKi MucTenTBo3HaBII ben Kemmkin (Ben
Campkin), Mapiana Morunesuu (Mariana Mogilevich) ta
Pebekka Pocc (Rebecca R0SS) HaromomyioTh Ha €KJIEK-
TUYHOCTI CTUJIFO TIaM’STKH, aJpKe 10 y4acTi B poOOTi Haj
KOJICKTMBHUM MYpPaJlOM JOJIyYHJIHCS SIK dKHMBOIHUCII, TaK i
¢dortorpadu Ta XyHZ0KHHKH, IO CTBOPIOIOTH MpHUHTH: «ItS
eclectically styled sections were painted by artists trained
in different media, including painters, printmakers and
photographers» [4]. Okpim Toro, BCyreped MporoJormie-
HOMY BiIMEXYBaHHIO BiJl JOMIHAHTHOI «O1101» KyJIbTypH,
XYIOXKHHKH y CBOIl TBOPYOCTI BUKOPHUCTOBYBAIHU IIJIKOM
yCTaJleHy MUTELBKY TEXHIKy TIepOidHOr0 IOPTPETy:
«OBAC artists who worked on the"Wall of Re-
spect” appropriated the visual language of the heroic
portrait used by dominant culture to express the under-
examined histories of the African American community»
[7, c. 26].

Y 1968-1969 pokax BifOyBarOThCS CYTTEBI 3MiHHM Y
koHremnmii amaitny «Crinn [lomannm». Mypan craB 0i-
JbLIC aKLIEHTYBATH yBary Ha mpoOlieMax MiCLIeBOi Ipo-
MajJd, BIATAaK 3’SBUJIACS CEKIis, IPHCBSYCHA YMKA3bKUM
reposim, Hanpukiaa, nmoprper ['epbepra Konbepra (Her-
bert Colbert), Bukonanuii Bigssismom Xenxokom (William
Hancock). Icuyroui temarmuni cekitii «CTiHH» TaKoX
3a3HaJIM TepeTBopeHb. Tak, Bimesim Bokep mompocus
HOmkuna Ina (Eugene Eda) 306pasutu cepen aepKaBHUX
nocrareil cydacHux aisgiB. OkpiM Toro, Ina noxas mie i
300pakeHHs CIICH JIHYYBAaHHS Ta MOJIIEHCHKOro CBaBiJI-
ns1. KoJopruCTHYHOIO JIOMIHAHTOIO MaM’sITKH CTa€ YepBO-
HO-OPaH)XeBHH KOJIp, SIKMW CIIBBIZHOCHBCS 3 HACTPOSIMU
300pakeHNX cIleH. BinbsiM Bokep cTBOPHB KOMIIO3HIIIO
«Mup 1 Cnacinus» («Peace and Salvationy), mo 306pa-
KyBajla 00JIMYYsl YOPHOWIKIpUX Ta OLMX Ha (OHI Koua,
10 PO3TUHAJIOCS PYKaMH PIi3HUX KOJbOPIB — YOPHUMH,
0iMMH, KOBTHMH Ta 4YepBOHMMH. 300paXKeHHs Iepena-
BaJIo izeto Bokepa npo HeoOXiHICTh MyOIiYHOT PO3MOBH
mpo pacoBy auckpuminanito B CIIA, sixa, Sk BiH BBaXxas,
3Mycuiia 6 AMepuky 00’€HATHCS Y BHpINIEHHI i€l Tpo-
Onemu.

Ha mouatky 1969 poky Bimssim Bokep ta FOmxun Ina
creopwin «Criny Ilpasmm» («The Wall of Truthy) Ha-
Brpotu «Crinu [lomanny. SIKI0 BU3HAYaIbHOIO PUCOIO
OCTaHHBOI OyJia NMpoayMaHa iHTErpOBaHICTh MOJITHYHHX
¢biryp 1 pernpe3eHTaHTiB KyJIbTYpH, LUTICHICTB, TPOAyMa-
HU#l nu3aiiH ta ontuMisM, To «CtiHa [IpaBmu» iHKOpIIO-
pyBaJia pi3Hi MUCTEIBKI CTHIII, MiCTHIIa 300pa)KeHHs, 1110
Oynu Oe3nocepeHIMM BIITYKaMy Ha HOTOYHI MOJII, He-
OJIHO3HAYHO 300pakyBajia pacoBi CTOCYHKH. Y CEKIIii,
MPUCBSAYCHIM  3aKoHaM, IO  CTocyBaimmcs  adpo-

amepukaniis («Black Lawsy), MuTIi po3miliyBand BUpi-
3KH 3 Ta3eT Ta iHpOopMaIito Ipo moil, moB’s3aHi 3 Pyxom
Yopuux Cun (The Black Power Movement), inpopmysa-
JIM TIPO BUMAAKH OpYTalbHOCTI MOJIIEHCHKHUX 110 BiJHO-
LIEHHIO JI0 YOPHOLIKIPHUX.

«Crina ITomanu» ciayryBajia YyHaOUYHEHHSIM MHCTELb-
KAX  TPUHLOUIMIB,  TPOTOJIONIEHUX  MHUCTELBKUMHU
00’eqnannsivu OBAC ta AfriCOBRA. VYrpymysanHs
OBAC (Organization of Black American Culture) y coe-
My Oad4eHHiI KOJIEKTHBHOI MUCTEIbKOi pOOOTH aKIeHTyBa-
JIM yBary Ha yBi4YHEHHI «4OPHHX» IepoiB, 10 BUCTYIAIH
B3ipIsIMH adpo-aMEepUKAHCHKOI TpoMaaH, MOSHTUBHUMH
POTBOBAMHU MOZAENSAMH Ui (HOpPMYyBaHHS 1IEHTHYHOCTI,
IyXy KOMYHH Ta HaJWXalld Ha PEBONIOLIHHY O0poTHOY.
Komu rpyna OBAC npunununa cBoe icHyBanHs, y 1968
pori y Yukaro yrBopuiocsi 06’ennants mutnis AfriCO-
BRA (African Commune of Bad Relevant Artists) — ko-
MyHa XY/JOXKHHKIB a(po-aMEepHKaHCHKOTO MOXOJIKECHHS,
1[0 OOIPYHTYBaja eCTCTUYHY (PiIOCO(ir0 YOPHOI eCTeTH-
ku (a Black Aesthetic), sky BOHM BH3HAUYMIM SIK TaKHUi
MiAXiJ 10 CTBOPEHHS MUCTELTBA, SIKUM OyB OM BimoOpa-
JKCHHSM 1 BTUIEHHSAM aQpo-aMEepHKAaHCBKOI KYJIBTYpH,
MPONIOHYBAaB OM MUCTEIbKi TEXHIKH Ta €CTETUYHI IpPUH-
LUITH, HE3AJISKHI BiJl €BPOIOLCHTPUYHOI MOAAIBHOCTI:
«an approach to image making which would reflect and
project the moods, attitudes, and sensibilities of African
Americans independent of the technical and aesthetic
strictures of Euro-centric modalities» [1].

VY CBOiX €CTeTHYHHUX MiJX0JaX J0 MHCTEITBA XYI0K-
uukn AfriCOBRA HaromoryBanu Ha 0Opa3HOCTI, B OC-
HOBY $51KO1 Oyno 6 mokmageHo adpo-aMepuKaHChKHMA J0C-
Bil Ta KYyJbTypy, AakICHTOBAaHO Ha OOpOoTHOiI adpo-
aMepHUKaHIIB 3a mpaBa Ta cBoboxu. KimowoBum st ¢op-
MyBaHHs a)po-aMepUKaHCHEKOI KYJIBTYpH, sika O mepecta-
na OyTH MapriHANBHOIO 1 MOJ0JIANIa BILUTUB «OLIO1» KyIb-
TYPH, MUTLI BBaXKaJH KyJIbTypy a(pHKaHCBKHX HapOIiB
ta adpoueHTpuuHy oOpasHicTh: «AfriCOBRA artists
turned more overtly toward the vast Diaspora of people of
African descent as a context and environment for their
work. The «Africa» constructed by the newly minted
AfriCOBRA was the product of intensive study of the art
of specific African cultures, as well as continued empha-
sis upon the relationship of African Americans to the
concerns of a broadly conceived Black global community.
AfriCOBRA’s construction of the African Diaspora was
geographical, philosophical and Utopian at the same
time» [7, c. 30].

[Ile omHMM JUKEpEIOM HATXHEHHS IS XYHO)KHHKIB
CTala ByJMYHA Ta MOJIOJDKHA KYJIbTypa, HalpHKIam,
rpadiri. Oxpim Toro, mutii 06’exnanns AfriCOBRA
BUCTYyNalu 3a JOCTYIHICTh MHCTELTBA Ui Mac, BiATak
MPOTIaryBajii MAacOBE PO3MOBCIOJKEHHSI XYA0XKHIX TBOPiB
y Buriaai nocrepiB (Poster Art). Born akieHTyBain Ha
CTBOPEHHI «IO3UTHBHUX 00paziB» — 300pakeHHI yCiaB-
JIHNX TIepcoHaNii adpo-aMepHKaHCHKOI CIIIBHOTH, HE
00MEXYIOUNCH CIOXKETaMH 3 MHHYJIOT0, 1[0 300paKyBasiid
MpUTHIYEHHS 1 paOcTBO. MUCTENbKi KOHIIEMIi, Ha sKi
crimpanucsi XynokHukn «Ctian [lomanuy, «4OpHa
ecTeTHnKay, Oyiu omyOiikoBaHi y kuu3i bap6apu J[oyH3-
Xory (Barbara Jones-Hogu) «Ictopis, dinocodis ta ecte-
Tuka tBopyoro o6’ennanns AfriCOBRA» («The History,
Philosophy and Aesthetics of AfriCOBRAY) [9] i nepen-
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Oavanu (QPOHTAIBHICTH (MOPTPETH TMOBHHHI 300paXKyBa-
TUCH aH(ac), BAKOPUCTAHHS SACKPABUX KOJBOPIB, TEKCTO-
BHH CYIpOBiJ, SIKMii OM IMOSICHIOBAB 3aKJIAZICHI y Bi3yalbHi
300paxenHs imei. Oxpim Toro, BizyajbHi oOpasu Maiu
BiZIOOpaXXyBaTH MHHYJE, TEIEpilllHE U alentoBaTH 0
MaiOyTHBOTO, aKIEHTYIOYM Ha HarajbHUX Ipodiemax,
UUIAXaX 1X BHPIIICHHSA Ta MOJENAX MOBEiHKH: «The
visual statement must be humanistic with the figure
frontal and direct to stress strength... the subject matter
must be completely understood to the viewer, therefore
requiring lettering to clarify the visual statement...the
visual statement must identify our problems and offer a
solution, a pattern of behavior, or attitude...the visual
statement must educate, it must speak of our past, present,
or future...[and make] Black, positive, direct statements
created in bright, vivid, singing cool-ade colors of orange,
strawberry, cherry, lemon, lime, grape» [9, c. 2].

Bynisns Ha neperuni 43 Bymuui ta Jlenrni aBeHto
NPUBEPHYJIA YBary aMepHKaHCHKHX MOETIB, 10 CTBOPUIIN
moetuyHi Biaryku, npucesueHi «Ctini [Tomanny. IMoer-
mozepuicT I'eengonin Bpyke (Gwendolyn Brooks) namu-
cana Bipur-npucssty «Crina» («The Wally). Kenni Txe-
kcor Binesmc (Kenny Jackson Williams) Bkasye na He-
onHO3HAuHy poib ['BewmomiH bBpykc sk mnoera -
npencTaBHUKA adpo-aMepUKaHCHKOI KyJIBbTYPH, HAaBOISIN
3a mpukian aBi noxii y Yukaro y 1967 pomi, 10 SKHAX
noiyuwnacs noereca. Ilepma — BiIKpUTTS KyOiCTCHKOT
ckynbenTypu Ilikacco y cepeamicti Yukaro. Ha dects 1riei
noxii Bpykc Hanmcana ony «Uukaspkuii [Tikacco» («Chi-
cago Picasso»), Ky mpodnTaiga Ha YPOUYHCTIH HepeMOHil
BiZIKpUTTS. JlBa THIXKHI NOTOMY IlOeTeca BUCTYyNWJIa Ha
BimkputTi «Crinu [lomanwm» i3 moesieto «CriHay. Sk
sa3nayae Kenni )xekcon Bimesmc (Kenny Jackson Wil-
liams), nBi moesii I'Benmonin Bpykc imOCTpyrOTH AMXO-
TOMIIO PO3JUICHOTO MicTa, MPOTE 1 BKa3yIOTh HAa IOTEH-
LiffHY MOXJIMBICTH ITONOJIATH PO30DKHOCTI 1 BHpa3HTH
NPOTECT Yepe3 MoeTHYHe MUCTeTBO: «In a measure these
two poems illustrate the dichotomy of a divided city, but
they also exemplify Brooks’s ability both to bridge those
divisions and to utilize nonstrident protest» [12].

VY mnoesii I'Bergonin bpykc «CriHa» penpe3eHTOBaHO
KIIFOYOBI 00pa3u MUCTEILKOTO apTedakry. [locrati adpo-
aMepHKaHIIB i3 MIIHATHMH PYKaMH, 110 BUTYKYIOTh JIO-
syar «Black Power!», pesonyots i3 300paxeHusM Mo-
Xxammena Al Ha MypaJli, sSIKMi Tak caMo MiHIMae pyKy i3
CTHCHYTHM KYJaKOM SK CHUMBOJI O0OpoThOM 3a TmpaBa:
«Black / boy-men on roofs fist out «Black Power!» Val, /
a little black stampede / in African images of brass and
flowerswirl, / fist out «Black Power! » — tightens pretty
eyes, / leans back on mothercountry and is tract, / is trea-
tise through her perfect and tight teeth» [3, c. 52].

V Bipmi «CTiHa» moereca nepeaae aTMochepy €JHaH-
HS, IO CTBOPIOETHCS KOJISKTHBHOIO YYacTiO y mofii. Y
nepmrii ctpodi, BiaTBOpIoouN Ayx nepdopmancy, bpykc
NIPE/CTAaBISIE PSAMOK 3BYKOHACHIAYBaHHS, 1IN0 IIE€pPeaae
3ByK OapabaniB: «A drumdrumdrum. / Humbly we come»
[3, c. 52]. «CtiHa» mocTa€e BTIJICHHSIM €IHAHHS 1 BiJHOB-
neHoro nyxy rpomaau: «In front of me / hundreds of
faces, red-brown, brown, black, ivory, / yield me hot trust,
their yea and their / Announcement / that they are ready to
rile the high-flung ground» [3, c. 53].

[Toereca maiicTepHO CTBOPIOE KOHTPACT Y TTOETHYHO-
My TEKCTi, BUKOPHCTOBYIOUH aHTUTE3y. Tak, y mepImii
cTtpodi Tismaui 300pakeHi AK TOKIpHI cmocrepiradi
(«Humbly we comey), npoTe 3 po3ropTaHHAM MOiH Oist
CTIHU — CIIiBY, MY3UKH, YATaHHS MO€3il Ta MPOMOB, Bij-
OyBaeThbCsl TpaHCOpPMallis «IOKIPHUX» TIISIadiB Y CHIY,
0 00’ €MHYETHCS y CBIIOMY TPOMaay 4epe3 MOTyYCHHS
J0 MmucrenrBa. TakuM 4uHOM, «CTiHa» Ta MHCTELBKE
QiiicTBO OULTA HEl MOCTarOTh K ILISX JO BiIPOKCHHS
CaMOIIOBaru Ta MpoOyIHKEeHHS TyXy OOpOTHOH 1 yCBITOM-
neHns cebe yacturoIO crinsHOTH: «WOmen in wool hair
chant their poetry. / Phil Cohran gives us messages and
music / made of developed bone and polished and honed
cult. / It is the Hour of tribe and of vibration, / the day-
long Hour. It is the Hour / of ringing, rouse, of ferment-
festival» [3, c. 52].

VY Bipmi «CTiHa» mam’siTka YOPHOTO MUCTENTBa 30-
OpaXy€eThCs K 00’ €KT MOKJIOHIHHS, [TOETECa BAAETHCS 10
nepcoHidikarii, makpecaroroun ii cakpanbHicTh: «All /
worship the Wall. I mount the rattling wood. Walter /
says, «She is good». Says, «She / our Sister is» [3, ¢. 53].
®inan moesii miAKpecItoe ogHOCTalHEe €THAHHA 1 3araib-
Huii cmiB: «And we sing» [3, c. 53].

IToesis dona JI. JIi (Don L. Lee) «Crina» (1967) Ha-
3uBae «CriHy Ilomanm» TBOPIHHSAM YOPHOTO MHCTEITBA,
nrosieit Ui YopHoLIKipux, nus oaeit: «a black creation /
black art, of the people, / for the people, / art for people’s
sake / black people / the mighty black wall» [10, c. 52].
Ha Binminy Bix tBopy I'Benpmonin Bpyke, Bipm [lona JI.
JIi BUpI3HSAETBCS PAAMKAIBHICTIO Ta MPOTECTHUM mado-
coM. [ToeT BUKOPHCTOBYE NONATKOBHI MPUKMETHHK «40-
pHHI» y Ha3Bl IaM’ATKH, YTBOPIOIOYM CIIOJyYEeHHS i3
mocriiianMu emiteramu — «the mighty black wally, Bimmi-
JISIFOYM T1aM’SITKY YOPHOTO MHCTEITBA BiJ KyJIbTYpH «Oi-
muXy». Y BIpII IepearoThess HACTPOi arpecii mo BigHO-
LIEHHIO JI0 OLIMX, SIKMX rmoeT HasuBae «Stupid muthafuck-
asy», 13 3HEeBaror BKa3ylOUW Ha Te, 1[0 BOHM HE 37aTHI
3po3ymiti «Ctinu [Tomanuy», 4OpHOTO MHUCTENTBA Ta i7el
«uopuoi kpacu» (black beauty): «black beauty hurts them
— [ they thought black beauty was a horse — / stupid
muthafuckas, they run from / the might black wall /
brothers & sisters screaming / «picasso ain’t got shit on us
/ send him back to art school» [10, c. 52].

«binmi» B moe3ii 300paxyrOThCS SK pPabOBIACHUKH
(«sending their negro toms into the ghetto at all hours of
the day»), sik miAcTynHi, mepeBIsIrHEHi i 3aMacKoBaHi mmij
appoamepukanmis arentn ®bP, mo HamararoThcs mom-
konut mam’stky («disguised as black people to dig the
wall»), skux obpaxae Bce, MOB’s3aHE 3 YOPHOIIKIPUMHU
(«black beauty hurts themy), i ixast MeTa — 3pyiiHyBaTH
cTiny. Y Bipmi Jli pedpeHOM 3BYUHTH PAIOK PO MOTYT-
HIO CHJIy «YOPHOT0» MHCTELTBA, BTUICHHIM SKOTO 1 CTa€e
«MOTYTHSI YOpHa CTiHa»: «we got black artists / we paint
black art / the might black wall / negroes from south shore
& hyde park coming to check out / a black creation /
black art» [10, c. 52]. «MOTryTHICTb)» CTiHH ITiICHIHOETHCS
y crpodi, B sKill mpencTraBieHO Karajor adpo-
aMEepUKaHCHKUX repoiB, 300paxeHnXx Ha Mypanax: «black
artists paint / de bois / garvey / gwen brooks / stokely /
rap / james brown / trane / miracles / ray Charles / bald-
win / killens / Muhammad ali / alcindor / blackness /
revolution / our heroes, we pick them, for the wall / the
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mighty black wall / about our business, blackness / can
you dig?» [10, c. 52].

[oesii I'sennonia bpykc ta [Jona JI. Jli mpucesdeni
«Crini Tlomranuy, monpu IXHIO TEHACHIIWHICTh Ta MOJi-
TUYHUH nagoc, NPONOHYIOTh BepOalibHiI 00pasu Mypais,
JIEMOHCTPYIOUH TPAaHCIIOHYBaHHS Bi3yalbHUX 0OOpa3iB y
MOSTHYHUH TEKCT, 1 CIYTYIOTh MaHiecTaMH, 110 Haauxa-
m  apoaMepHKaHIIB Ha OOpOTEOY 3a TpPOMalsSHCHKI
npasa.

IcayBanns «Crtiam Ilomanm» He Oyno moBrUM. Y
1971 poui micist moxexi OyniBio OyI0 MOMKOIKEHO. Y
1973 pouui ii Oymo 3HECEHO i 3apa3 Ha IBOMY MiCIIi BCTa-
HOBIICHO IaM SITHY TaONMWYKy. 3HAUEHHS IBOTO apTedak-
Ty s adpo-aMEepHKaHCHKOI KyIbTypH Ta MHCTEITBA
CIIA mnonsirae Hacamnepen y Tomy, mo «CTiHa ciyry-
BaJla BTUICHHSM JyXy KOMYHH 1 IaM’SITKOIO KOJIEKTHBHO-
ro mucrenrsa («act of community-building and history-
writing through collaborative in city image-making» [4]),
BOHA 3aII04aTKyBaJla pyX HACTIHHUX PO3MHKCIB, 10 MMOLIH-
PHBCs 110 BCiil KpaiHi. Mypaiu CTBOPIOBAIN MO>KJIUBICTh
JUIA  Bi3yamizamii iCTOpiifi Ta HapaTHUBIB NPUTHIYCHHX,
aKTyali3yrouH ixHio nonituany 6opots0y: «Through such
murals communities — often of oppressed peoples — col-
laborate and empower themselves to narrate identities and
histories, making their political struggles visible and con-
crete» [4].

3a BusHauyeHHsIM J[xedda Jonanbacona, «Crina Ilo-
LIaHM» BIIPOJAMIIA TPAIULIIO MypajiiB B AMepHili, 10 K0T
JIOJTYYMIIUCS SIK aMEPUKAHCHKI MHTI, 10 MPEACTaBISIIN
SK «OUTy» KyJNbTYpY, TaK 1 XyJA0KHUKH JJATHHOAMEPUKaH-
CbKOro, apo-aMEepHKaHCHKOTO Ta IH/IAaHCHKOTO I0XO-
JokeHHs. Hacrinni po3nucn Oymu momyrsipauM y 1930-x
pokax, mpote Pyx mypaiis, mo 3’sBuBcs y 1960-x pokax,
NIPU3BIB JI0 TOSIBM HOBUX JXKaHPIB 1 KYJIBTYPHUX NPAKTHK,
MiHIC HA HOBHH ImMabens MUTHIB adpo-aMepUKaHIIB,

CIIPHUSB TIOSBI appPOUEHTPUIHUX CTHIIIB y MHUCTEITBI,
YCIaBIIOBAB KYJIbTYPHHH CHamgok adpo-aMepUKaHChKOI
CMUJIBHOTH, HAOJIM3UB MHCTELTBO J0 MAcC, JOJTYYUBINHU 1X
SIK IO CTBOPCHHSI MUCTCIBKHX 00’€KTiB, TaK 1 JIO TMOJi-
THYHOT OopoTsOM 3a piBHI npasa. xedd JloHambacon
Bkazye: «The outdoor mural movement of the 1960s in-
troduced a distinctly new genre and reintroduced the
moral dimension absent from European art for more than
a century. It ushered in heightened respectability for the
politically engaged African American artists and paved
the way for the rise of present-day Africentric styles in
art. This movement brought art to the people, and, at the
same time, permitted people to participate in the process,
offering "a visual glorification of the human spirit, and a
vital call to action”. The movement can be credited with
uplifting the spirits of the people by recognizing their
heritage, honoring their chosen heroes and focusing their
righteous anger on real issues and the choices available to
them» [6, c. 23].

«Crina Ilomrann» Oyia mam’sTKOIO, MO JIEMOHCTPY-
BaJla TOTY)KHHI TBOPYHI IMITyJIbC Ta KPEATHBHICTH MHUT-
1iB adpo-aMepHKaHIIiB, i Pa30M 3 TUM BOHA CTaja CHMBO-
JIOM 3aKJIMKY A0 Iifi i 60poThOu 3a mpaBa. MixKMHUCTEb-
KUW CHHTE3, [0 3HAMIIOB BUSIB Y MUCTEIBKOMY apTedak-
Ti, TpaHCQOpMyBaBcs y meppopMaHC — IMIIPOBi3amiiiHe
niiicTBO, sSIKe HA BIIMIHY BiJ TeaTpaIbHHUX BHUCTAB €BPO-
MOLEHTPUYHOTO KaHOHY, CTAJIO JIHCTBOM, IO aKTyasi3y-
BaJIO NPUHOWIIA YOPHOI'0O MUCTENLITBA Ta iﬂeOJ’IOI‘eMI/I PyXy
3a I'pomansuceki IlpaBa. «Crina Ilomianm» — 3paszok
MYJBTUMEIHHOTO (QeHoMeHy KiHug 1960-x — mouarky
1970-x pokiB, 1110 yOocoOIOBaB B3aEMO/II0 Bi3yaJIbHOTO,
MOETHYHOTO0 U oparopchkoro mucrenrs. OKpiM TOrO,
mam’sITKa CTajia 3HAKOM B3a€MOTPOHMKHEHHS! €ITAPHOTO Ta
€raJiTapHOrO MHUCTEIITB, BUCOKOI Ta MaCOBOT KYJIBTYpPH.
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UepHUrOBCKUI HalMOHANIBHBIHN nefparorndeckuil yausepcureT umenu T. I'. IlleBuenxo, r. UepHuros, Ykpaunna

«CTEHA IOYETA»: HA MTEPECEYEHAA MOJUTHAYECKOI O U TIO3THYECKOT O

B crarse uccnenyercs «Crena IMouéra» (1967-1971) — mynbTuMeuitHBIH (EHOMEH, BOILIONMIAIONIMI B3aHMO-
JEeWCTBHE BU3YaJIBHOTO, IIO3THYECKOTO U OpaToOpcKkoro uckyccrs. «Ctena [louéra» — ctpoenue B Uukaro, CTEHBI KO-
TOpPOTO OBUTH paclUCaHbl MypajlaMu C H300paKeHUAMH JTHAEPOB OOPHOBI 3a TpaXkIaHCKKE paBa, HOPTPETaMu o0IIe-
CTBEHHO-TIOJIMTHYECKUX W KYJIbTYPHBIX aesreineil appo-aMepHKaHCKOro cooOIliecTBa. YUHWTHIBasS TOT (akKT, yTO
«Crena» crana MaHugectoM J[Brkenus 3a ['paxnanckue [IpaBa n ciry)nia IUTOMIAAKOH JUISl MOATHIECKUX YTSHHUH,
JaHHBIH KyJIbTYPHBIH apTedakT paccMaTpuBaeTcs Kak OOIeCTBEHHO-TIOIUTHIECKOE SIBJICHHE U Kak ()eHOMEH HCKyC-
ctBa. B crartee mpexcraBiena ucropus cozmanus «Ctensl [louéray, a Taxke mpemiaraercs 0030p 3CTETHYECKHX
npuHiunos JIpwkenus Yéproro Mckyccrsa u TBopueckux oowveaunernit OBAC, AfriCOBRA. Omupasick Ha MeTo-
JOJIOTHIO KyJbTypanbHbix cryauii (cultural studies), B mccneqoBaHuy NPOBOAMTCS aHAIW3 KYJIbTYPHBIX CBS3€H C
00IeCTBEHHO-TONUTHIECKUMH TIpakTukamu JIpmwkenus 3a ['paxpganckue IIpaBa, aHamm3upyercss BU3yalbHast
COCTaBIISIONIAs TAMATHHKA, a TaKKe 1M033us, nocBsamenHas «Ctene [Touérar.

KuroueBbie cioBa: «Ctena [louéray; [Imwxkenne 3a ['paxnanckue [lpasa; J[mxenne Uépnoro MckyccTBa,
«4aEpHas ICTETHKA; aPpO-aMEPHKAHCKAs TT0I3HSL.

I. V. Yakovenko,
Chernihiv Taras Shevchenko National Pedagogical University, Chernihiv, Ukraine

«THE WALL OF RESPECT»: INTERSECTIONS OF THE POLITICAL AND THE POETICAL

The article addresses the «The Wall of Respect» (1967-1971) — a collective mural in Chicago that displayed the
faces of important leaders and events for the black community. Located at Avenue in Chicago, «The Wall» became a
site for impromptu music, dance performances, poetry readings, and spoken word events. Initiated as a contribution
to the African American community by the Chicago artists of OBAC (the Organization of Black American Culture)
and later supported by the artist collective AfriCOBRA (African Commune of Bad Relevant Artists), the mural be-
came a catalog of black heroes depicted as positive role models for identity, community formation, and revolutionary
action. Ideologically, the artefact was closely connected with the Civil Rights Movement and the Black Power
Movement, promoting self-reliance and black-nationalism. Aesthetically, «The Wall of Respect» was created on the
principles of Black Arts Movement, accentuating black aesthetic, or the pride in the «black is beautiful». The
Chicago mural had enormous political and cultural impacts. It reshaped the mindset of black communities, sparked a
«Community Mural Movement» by introducing a distinctly new genre. It facilitated heightened respectability for the
politically engaged African American artists and paved the way for the rise of present-day Afrocentric styles in art.
The article gives the outline of the history of «The Wall», investigates the visual component of the artefact and
analyzes Gwendolyn Brooks and Don L. Lee’s poems dedicated to «The Wall of Respect».

Key words: «The Wall of Respect»; Civil Rights Movement; Black Power Movement; Black Arts Movement;
Black Aesthetic; African-American poetry.
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