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The article is devoted to the differentiation of the stages of the artistic realia
introduction into English literary texts based on the artistic communicative situations,
taking into account the peculiarities of the communicants’ interaction, artworks
actualisation, and realisation of time and space characteristics in the artistic discourse.
The stage by stage differentiation of the artworks introduction into the literary text is
developed based on the structural analysis of the artistic communicative situations.
Accordingly, there are preintroductive, introductive, and postintroductive stages. The
completeness of each stage representation is determined by the form of the artwork in the
literary text and can be complete, compressed, or zero.

In the article, the peculiarities of each stage are defined based on the analysis of the
illustrative material. There are preintroductive (determining the time and space parameters
of the communicative situation before artwork mentioning, introduction of the participants
and description of their appearance and inner state), introductive (introduction of the
artwork into the communicative situation, description of such components as form,
meaning, artwork characteristics, and emotions connected with it), and postintroductive
stages (reaction to the artwork after its perception, realised in the form of the verbalised or
non-verbalised communication and capable of stimulating the discussion of the perceived
information).

Special attention is given to the peculiarities of the artworks introduction from the
performer’s and the recipient’s points of view; the details and aspects of their descriptions
are considered. Depending on the person who tells the story, the stages of introduction can
be prerepresentational, representational, and postrepresentational (in the performer’s
descriptions) or preperceptive, perceptive, and postperceptive (in the recipient’s
descriptions).

Keywords: communicative situation, artistic realia, artwork, performer, recipient.

ETANM IHTPOAYKIII MUCTELBKHX PEAJIIIA B AHIJIOMOBHI
XYAOXKHI TEKCTH

Yepuuxk Mapuna

Kangunat dinonoriuaux Hayk,

ORCID ID 0000-0002-3666-0671

CyMCBKHI AepKaBHUI yHIBEPCUTET

ByI. Pumcekoro-Kopcakosa, 2, M. Cymu, 40007, Ykpaina
m.chernik@gf.sumdu.edu.ua

© Chernyk M., 2020

«Dinonoeiuni mpaxmamuy, Tom 12, Ne 1" 2020 7


mailto:m.chernik@gf.sumdu.edu.ua
mailto:m.chernik@gf.sumdu.edu.ua

Cmamms npucesyena oudepenyiayii emanig IHMPOOYKYIl MUCMeEYbKUX peanitl 6
AHRTIOMOBHI XYOO0JICHI MeKCcmuU, AKI IHMe2pyIomvbCs 8 MUCMEYbKi KOMYHIKAmMugHi cumyayii, 3
VPAaxy8aHHAM 0cobausocmell iHmepaxyii KOMyHIKanmie, akmyanizayii meopy mucmeymsd
ma peanizayii 4aco-npocmoposux XapaKxmepucmux y mucmeysbkomy ouckypci. Ha ocnogi
AHANi3y CMPYKMypu MUCmeybKoi KOMYHIKAmueHoi cumyayii po3pobieHo noemanmy
Ooughbepenyiayito 68edeHHA MBOPI6 MUCmMeymea 8 XYOOXuCHIU meKCcm, 32i0H0 3 AKOI0
BUOKpeMIeH] NepediHmpoOYKMUSHUU, THMPOOYKMUSHUL | NOCMIHMPOOYKMUBHUU emani.
Iosnoma penpesenmayii KOXCHO20 emany 6UHAYAEMbCA QOpMOIo akxmyanizayii meopy
MUCMeYmBa 8 Xy00ACHbOMY MmeKcmi U Modice Oymu NOBHOI0, 320PHYMOI0 a0 HYIbOBOIO.

Y cmammi na ocuoei amnanizy imocmpamuenozo mamepiany — SUABIAIOMbC
3AKOHOMIPHOCMI peanizayii KOJWCHO20 3 emanie. nepeoiHmpoOyKmMUeHO20 (GU3HAUEHHS
Y4ACO-NPOCMOPOBUX  NAPAMEMPIE  KOMYHIKAMUSHOI cumyayii neped nosigol0 Meopy
MUCMEYmMBa, 66e0eHHs. YUACHUKIE CNIIKY8AHHs [ ONUC IX 308HIWHOCMI U 6HYMPIUHBOZO
cmamy), inmpooykmugHo2o (6e3nocepeone 66e0eH s MEopy MUCMEYmed 8 KOMYHIKAMUBHY
cumyayiro, Onuc mMakKux CcKIaoo8ux, 5K popma, 3HAYeHHs, XAPAKMEPUCHMUKA MBEOpPY
Mucmeymea, a maKoxc QopmyeaHHs emoyili ma 6padceHb 6i0 HbO20) mdA
NOCMIHMPOOYKMUBHO20 (peakyis Ha mMeip Mucmeymed Ricas U020 CHPUUHAMMI, KA
peanizyemvcs Ha pieni 8epOanizosanoi ma HesepbAniz08aHoi peakyii Ui Mae nomeHyian
dasamu nowmoex 0Jisi NOYAmKy 002080peHHs CRPUtIHAMOI iHhopmayii).

Ocobnusa ysaza npudinaemvcs GIOMIHHOCMAM IHMPOOYKYii meopie mucmeymea 3
no3uyiti penpeseHmMamopa ma peyunicuma, po32na0aromvca Oemani U acnekmu, sKi
akmyanizylomocsa 6 ix onucax. 3anexcno 6i0 ocobu, aAka 6ede po3nosidb, emanu
iHmpooyKyii  nodinsromscs Ha nepeopenpe3eHmayilinull,  penpeseHmayiunul,
nocmpenpeseHmayiinull (6 onucax penpeseHmamopa) abo  nepeonepyenmueHull,
nepyenmusHull ma nOCMnepyenmueHULl (6 ONUCax peyunicHma,).

Knrouosi cnosa: xomynixamusna cumyayis, Mucmeyvbka pednis, Meip Mucmeymsda,
penpe3eHmamop, peyunicHm.

Introduction. An artistic phenomenon as an integral part of the interpersonal and
intercultural communication has a broad potential to be represented in the literary texts. The
communicative and discursive aspects of using the artistic realia involve the study of the
participants’ communication, artworks actualisation, and time and space characteristics in
the artistic discourse. An analysis of the peculiarities of the artworks’ stage-by-stage
introduction into the communicative situation allows understanding the ways of the
authors’ intentions achieving, connected with artworks descriptions, and making up the
relevance of the study.

The purpose of the article is to study the peculiarities of different stages of the artistic
realia introduction (the specific topic) into the artistic communicative situations described
in the English literary texts (the subject area).

This purpose implies the following tasks of the research: to identify the role of the
artistic phenomenon in the literary discourse; to differentiate the stages of the artistic realia
introduction into the communicative situations; to reveal the peculiarities of each stage; to
consider the difference between the performer’s and the recipient’s perception of the stages
of the artistic communicative situations.

The theoretical basis of the study is provided by the works in the field of the discourse
theory (V. I. Karasyk, T. F. Plekhanova [3; 5]), communicative linguistics (F. S. Batsevych,
I. A. Bekhta [1; 2]), intercultural communication (V. M. Manakin, 1. M. Rudyk [4; 7]), non-
verbal communication (L. V. Soloshchuk, V. S. Kulish [8; 12]), and linguistic aspects of
the artistic phenomenon actualisation (T. V. Surodeikina, C. R. Hausman, D. Ludden,
G. Rippl [9; 11; 13; 14].

Results of the research. The form of the artistic realia actualised in English literary text
determines the stages of their introduction. The compressed and zero forms foresee only
some nomination and short description, e. g., His masterful composition Rosaline has been
a worldwide sensation and has made Britain proud [17, p. 279]. The complete form of the
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artistic realia introduction into the literary text foresees a full-range description of the stages
of the artworks performance in the artistic communicative situation, which are determined
by such artistic discourse factors as communicants, time and space characteristics, type, and
role of the artwork. These factors influence the order and peculiarities of the artistic realia
introduction into the literary texts. Despite the diversity of the possible ways how the
artistic communicative situations can be developed, there are universal criteria of their
structure segmentation into such stages: preintroductive, introductive, and
postintroductive. Depending on the author’s intention, the attention can be focused only on
one of the stages, and other stages are represented in a short form or they are not described
at all.

The initial stage of the artistic communicative situation is the preintroductive stage,
preceding the artwork introduction. At this stage, the time and space parameters of the
communicative situation are determined, the communicants are introduced; their
appearance and internal state expressed through their thoughts, emotions, and feelings are
characterised. All these components constitute precondition and ground for the artworks
introduction into the communicative process.

An artwork introduction foresees a previous description of the recipient’s perception of
the artist, which can be expressed verbally and non-verbally, e. g., There’s a sudden hush
when they see me. And then a rolling buzz and claps of welcome. Then all at once,
everybody’s talking at me. It’s the Mozart Man they see today, not the Prime Minister [17,
p. 264].

The combined description of the artist’s and audience’s actions at the preintroductive
stage provides a general atmosphere of the communicative situation, e. g., Through the
vacuum with an easy step, Richard Hall makes his way to take his place. A subtle smile and
a slight bow and the world around him erupts into sound. Five hundred men and women
rise together within the thunder of their welcome, and she must lead that applause [17,
p. 272]. The artist’s actions provide us with the implicit characteristics of his internal state
(easy step, subtle smile) and are supplemented by the conventional non-verbal motion of a
bow, which is typical for such communicative situations (slight bow). The audience’s
actions are also marked by conventionality and are verbalised by such words as rise
together, welcome, applause.

In case the story is told by the performer, the attention is focused on the internal state of
the artist and his perception of the surrounding, e. g., My mind races: Leila, work,
Ana...and I know I won’t get back to sleep. Getting up, | pull on some PJ pants, close the
bedroom door, and head into the living room to my piano [21, p. 354].

In the following example, the attention is focused on the preintroductive stage of the
artistic communicative situation: Suddenly | felt very lonely. It had started to snow.
Fairytale-like snowflakes fell slowly and softly. Winter settled on Harvard and me.
Powdery flakes brushed against my face and melted as they met tears I didn’t even know
were there. But darkness never comes to Harvard Square. Here, winter keeps her distance.
It’s the place to go to lift one’s soul. To find refuge. Low clouds reflected the square’s
golden glow, and the sky seemed near—near enough to reach out and touch. It was like
day, so many lights, so much noise. There were jugglers and street musicians, vendors and
shoppers. People. People everywhere doing everything and nothing. That fellow over there.
Sounds of Dylan floated around him, rhythmic and brilliant. Pure poetry touched my heart.
Music and words flowed at me, blowing in the wind [17, p. 91]. The author gives a detailed
description of the recipient’s psychological state (1 felt very lonely; they met tears I didn’t
even know were there), time (It had started to snow; Winter settled on Harvard; It was like
day), space (It’s the place to go to lift one’s soul. To find refuge; square’s golden glow, so
many lights, so much noise), and participants of the communicative situation (There were
jugglers and street musicians, vendors and shoppers. People. People everywhere doing
everything and nothing). After that, he introduces the performer’s image (That fellow over
there), actualises the performance of the music artwork (Sounds of Dylan floated around
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him, rhythmic and brilliant), and describes its perception by the recipient (Pure poetry
touched my heart).

The next stage of the artistic communicative situation is the introductive stage, where
the artwork occurs in the communication. The process of its introduction foresees the
description of such components as form, meaning, and characteristics of the artwork. Also,
the emotions and impressions are formed at this stage; they are verbalised in the
communicants’ thoughts or expressed through the descriptions of the components of non-
verbal communication.

Music artworks can introduce the sound beginning and foresee verbalisation of such
components of artwork nomination as author, title, genre, and means of representation,
€. 9., José Gonzalez starts to sing a soothing melody with a hypnotic guitar riff [18, p. 36].

Let us analyse the peculiarities of the music introducing from the performer’s and the
recipient’s points of view, considering the novels by E. L. James Fifty Shades of Grey and
Grey, where identical events are described by different characters (table 1):

Table 1. The comparison of the recipient’s and performer’s artwork introduction

into literary text

Stage Recipient Performer
1 “Play the other one.” “Other one?” “Play the other one.” “Other
“The Bach piece that you played the one?” “The Bach piece that you
first night 1 stayed.” “Oh, the played the first night I stayed.”
Marcello.” “Oh, the Marcello.”

I can’t remember when I last
played for someone upon request.
For me the piano is a solitary
instrument, for my ears only. My
family hasn’t heard me play for
years. But since she’s asked, I'll
play for my sweet Ana.

2 He starts to play slowly and My fingers caress the keys and
deliberately. 1 feel the movement of his | the haunting melody echoes through
hands in his shoulder as | lean against him | the living room.

and close my eyes. The sad, soulful notes
swirl slowly and mournfully around us,
echoing off the walls. It is a hauntingly
beautiful piece, sadder even than the
Chopin, and | lose myself to the beauty of
the lament. To a certain extent, it reflects
how | feel. The deep poignant longing I
have to know this extraordinary man better,
to try and understand his sadness. All too
soon, the piece is at an end.

3 “Why do you only play such sad “Why do you only play such sad
music?” [20, p. 345] music?” she asks [21, p. 355]

The preintroductive (1) and postintroductive (3) stages are realised in both novels
similarly, except for the preintroductive stage in the performer’s conscience is
complemented by his speculations, which are the reaction to the recipient’s request to
perform the music artwork (I can’t remember when I last played for someone upon
request). Considerable differences are observed at the introductive stage (2). The recipient’s
description of the music artwork is much more extensive than the performer’s one. In both
examples, the performer’s actions are given first: He starts to play slowly and deliberately.
I feel the movement of his hands in his shoulder as | lean against him and close my eyes
(recipient’s description); My fingers caress the keys (performer’s description). After that,
the author introduces the artwork itself. The performer’s description of the artwork is short
(the haunting melody), and it determines the location of the communicative situation
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(echoes through the living room). The recipient’s description is more extensive, and it is
realised by such nominations as soulful notes swirl slowly and mournfully around us,
sadder even than the Chopin, beauty of the lament. The recipient provides us with the
varied description of the music artwork compared to the performer’s description based on
the lexeme haunt (hauntingly beautiful piece). The location of the communicative situation
in the recipient’s description is less detailed and is expressed by means of the phrase
echoing off the walls. After describing the artwork, the recipient begins thinking of the way
the music and its mood correlate (To a certain extent, it reflects how | feel); and then the
music causes new intentions in the recipient (I have to know this extraordinary man better,
to try and understand his sadness). The music ending is actualised only in the recipient’s
description (All too soon, the piece is at an end).

The visual artworks are introduced into the communicative situation through the
description of the finished picture or the process of its creation.

In case the finished picture is described, the attention is focused on its subject,
technique, parameters, and recipient’s emotions, e. g., And there in the dark of the landing
— Raymond caught his breath, heart pounding — was Galena’s ravishing drawing of a
naked Rupert asleep in the crimson-curtained four-poster in the Blue Tower [15, p. 175]. It
is reasonable to mention that in this example, the reaction to the picture (Raymond caught
his breath, heart pounding) precedes the introduction of the artwork itself.

Creating pictures in the literary texts foresees descriptions of both picture creation
dynamics, and external and psychological characteristics of the artist, e. g., When the
window was thoroughly steamed, Malcolm used it as a canvas. “I know you can’t waste
your energy drawing. So I will,” he said as he drew a girl flying—not floating but flying—
gliding over a small world beneath her. He worked slowly and carefully, and | watched
every stroke. | could see slivers of his reflection in the window where he was drawing. The
soles of the girl’s feet were in the foreground. Her arms stretched in front of her like a
superhero. Her right pointer finger reaching forward ... almost touching another hand—his
hand. A boy stretched out in the far distance, connected to the earth but reaching up and
up, attempting the incredible feat of touching her finger. Nearly grasping her. It was kind of
like The Creation of Adam in the Sistine Chapel, where God reaches to Adam and Adam
reaches to God, their fingertips nearly touching. That was me and Malcolm: so close to
each other yet impossibly apart. Impossibly disconnected [22, p. 106].

In the following example, the author avoids the picture description, focusing his
attention only on the actions of the artist and ideas embodied in his works: Dad doesn’t
seem to see the backyard or the chickens when he’s painting, though. It’s not just the
snapshot or the canvas he sees either. It’s something much bigger. He gets this look in his
eye like he’s transcended the yard, the neighborhood, the world. And as his big, callused
hands sweep a tiny brush against the canvas, it’s almost like his body has been possessed
by some graceful spiritual being [16, p. 23]. At that, the author stresses that the artist is
abstracted from the reality (Dad doesn’t seem to see the backyard or the chickens when he’s
painting).

Usually, at the introductive stage, the performer is focused on the artwork. Though there
are cases, when the interaction between the communicants also occurs during the
performance and is expressed through non-verbal actions of the participants in the
communicative situation, e. g., He doesn’t look up as | near the piano, but shifts to one
side so I can sit beside him on the piano bench. He continues to play, and | put my head on
his shoulder. He kisses my hair but doesn’t stop playing until he’s finished the piece [19,
p. 254]. Non-verbal actions of the recipient can be expressed using the description of
approaching (I near the piano, sit beside) and touching (I put my head on his shoulder). The
performer answers by kissing the recipient’s hair without delaying in playing (He kisses my
hair).

The final stage of the artistic communicative situation is the postintroductive stage,
which occurs after the end of the artwork introduction. This stage provides us with the
artwork impression, realised at the level of the verbalised and non-verbalised reaction; the
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artwork stimulates the discussion of the perceived information. Usually, the artwork
perception is followed by the non-verbal reaction, which is verbalised later.

The reaction to the artwork depends on the conditions and participants of the artistic
communicative situation. The personalised artwork representation foresees verbalised
recipient’s reaction. The public artwork representation is mainly actualised by the non-
verbal reaction. At that, there are some peculiarities of the reaction to different kinds of
arts.

An example of the verbalised reaction to the music is a personalised perception, which
is followed by the appreciation of the artist’s talent: Just the other day, | was invited to play
my own compositions before the faculty of the Department of Music. Afterwards, Professor
Jacob Mier gave me the greatest complement ever: “Richard Hall,” he said, “you have a
huge, flawed presence that makes your music so good that it stays on. You are, without
doubt, the most edgy talent to enter my class in thirty years.” [17, p. 55]. The reaction to
the music in case of the group perception foresees hands clapping, exclamations, and
standing ovations of the audience, e. g., A hundred pairs of hands clapping in rhythm
welcome her as she enters the lecture hall, and she finds herself submerged within a
standing ovation [17, p. 237].

The pictures perception foresees a personalised perception and reaction to the artworks,
actualising impressions or picture discussion, e. g., The next display is by a female painter
who specializes in figurative art—fruit and vegetables super close up and in rich, glorious
color. “I like those.” I point to three paintings of peppers. “They remind me of you
chopping vegetables in my apartment. ” I giggle. Christian’s mouth twists as he tries and
fails to hide his amusement. “I thought | managed that quite competently,” he mutters. “Il
was just a bit slow, and anyway”—he pulls me into an embrace— “you were distracting
me. Where would you put them?” “What?” Christian is nuzzling my ear. “The paintings—
where would you put them?” “Kitchen,” I murmur. “Hmm. Nice idea, Mrs. Grey.” |
squint at the price. Five thousand euros each! “They’re really expensive!” I gasp [19,
p.58]. The visual artwork introduces a general description of the presented pictures
according to the general stylistic of the artist’s works (figurative art—fruit and vegetables
super close up and in rich, glorious color). Then the communicants’ attention is focused on
one of these pictures. The pictures perception causes the characters’ memories (They
remind me of you chopping vegetables in my apartment), stimulates them to discuss some
past events (I managed that; | was just a bit slow; you were distracting me), and settle
issues with their price (I squint at the price. Five thousand euros each) and future location
in the new house (Where would you put them?; Kitchen).

Rather often, the non-verbal reaction to the artwork is expressed by means of silence
effect, which is followed by the applause and fascinated cheering, e. g., A breath of
silence and wet glistening eyes. Their applause arrived like an unstoppable Tsunami.
They were on their feet. They were all cheering. More. They wanted, needed, more... [17,
p. 9]. The silent actions of the group recipient are expressed by word-combinations a breath
of silence and wet glistening eyes. A short silence is changed by the loud reaction to the
artwork, which is expressed through the comparison (applause like an unstoppable
Tsunami), actions of the audience (were on their feet and were all cheering), and
repetitions (More. They wanted, needed, more...).

The following extract gives an example when the silence effect is changed by ovations,
compared to eruption. After that, the audience’s happy and joyful emotions are described;
they are caused by the musician’s emerging: Yet, propelled upwards by some unseen force,
their stillness erupted into lusty, lawless ovation. They were laughing and shouting and
singing and dancing wildly on the tables. Welcome, Richard Hall. Welcome Amadeus
Mozart. Welcome to Harvard [17, p. 9].

The comprehensive representation of the artistic communicative situation foresees the
description of three stages of the artwork introduction, containing all elements of
communication. The way the structure of the artistic communicative situation is presented
depends on the person describing it — whether it is the narrator of the literary text,
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performer, or recipient of the artwork. Accordingly, the performer’s narrations are
represented by prerepresentational, representational, and postrepresentational stages. The
artworks’ perception in the recipient’s mind is fragmented into preperceptive, perceptive,
and postperceptive stages. Depending on the author’s intention, the attention can be focused
only on one of the stages, and other stages are realised in the shortened form or are not
actualised at all.

The following artistic communicative situation is an example of the visual artwork
introduction into English literary text at three stages:

I looked down, embarrassed. Then he seemed a little uneasy as well. I wasn’t sure
why until he hesitantly asked, “You wanna see something I did?” I nodded, and he
walked me to the other side of the chamber.

There was a small intricate drawing of a forest.
“Is it in ink?”
He nodded and | looked closer. The trees were all the same or nearly identical.

There was one tree in the center that appeared to be like the others at first glance. But

coursing through its roots—its veins—was a streak of red. Bright red ink.

“It’s a self-portrait,” I said with certainty. He looked surprised, but then not at all.

“So you're an artist, too,” I added [22, p. 19]

The preintroductive stage (1) is represented by the description of the artist’s feelings
and the recipient’s watching him. The presenter suggests going to the location where the
picture is placed. The introductive stage (2) is first represented by a general description of
the picture’s form — size and nomination of the image (small intricate drawing of a forest).
The general description is followed by the interaction between the communicants
specifying the technique of the picture performance (“Is it in ink?”). After that, a more
detailed description of the picture is given — it is introduced by the phrase | looked closer,
and interpretation of the external form of the image (its roots—its veins). The
postintroductive stage actualises the discussion of the picture, which results in the decoding
and verbalising the author’s intention in the recipients’ minds (1t’s a self-portrait, So you 're
an artist, too).

The next example contains all elements of the artistic communicative situation: ...The
Mail understands that the Prime Minister has been invited to inaugurate the newly
renovated Avery Fisher Hall at New York’s Lincoln Center on March 12, with a
solo recital of his brilliant piano symphony Rosaline, which has caught the hearts
of millions over the last few days. The US President and a host of other dignitaries are
expected to honour Britain’s Mozart Man in his first public performance since his
early years in the smoky cafés of New York’s East Village [17, p. 257]. Let us visualise
the schematic structuring of the components of the communicative situation under analysis
(figure 1):

Prime Minister

Performer

Britain s Mozart Man

- Communicants

the hearts of millions

Recipient the US President

a host of other dignitaries

on March 12

[first public performance since his

early years in the smoky cafés of New
| | Medium York's East Village
newly renovated Avery Fisher Hall at
pace New York’s Lincoln Center

Artistic communicative situation
1

Messaoe | solo recr:ml ofhijs briﬂiqmpiano
© symphony Rosaline

«Dinonoeiuni mpaxmamuy, Tom 12, Ne 1" 2020 13



Figure 1. The scheme of the components structuring in the artistic communicative

situation

The main components of the communication are gradually introduced into the artistic
communicative situation — participants (presenter and recipients), medium (time and space),
and message. The situation develops, and new details are explicated; they contribute to the
broader reader’s comprehension of the described situation.

Thus, the stages of the artworks introduction into the communicative situation are
determined by complex structure and multidimensionality of the artistic phenomenon, as
well as the author’s intentions and peculiarities of the flow of the artistic communicative
situations.

Conclusions. The artistic phenomenon is widely represented in the literary discourse.
The research of the structure of the artistic communicative situation and peculiarities of its
flow allowed us to differentiate preintroductive, introductive, and postintroductive stages of
the artistic realia introduction. The analysis of the illustrative material gave us an
opportunity to see how each stage is actualised. Accordingly, the preintroductive stage
provides the readers with the time and space parameters of the communicative situation,
introduces communicants, gives the description of their appearance and internal state
expressed by their thoughts, emotions, and feelings. The introductive stage is marked by the
occurrence of the artwork itself and foresees the description of such components as form,
meaning, artwork characteristics, as well as forming of emotions caused by the artwork,
verbalised in the communicants’ minds or expressed by the description of the non-verbal
components of communication. The postintroductive stage is accompanied by the
descriptions of the impressions caused by the artwork; it is realised at the level of the
verbalised and non-verbalised reaction and can stimulate the discussion of the perceived
information.

The perspective of the research is implied in the further study of the communicative and
discursive peculiarities of the artistic realia introduction into the literary texts. Special
attention should be paid to the forms of the artworks actualisation in the communicative
situations.
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The article deals with peculiarities of critical expierence of existential problems in the
interwar Ukrainian prose works. The topicality of the article is caused by the lack of
special studies on this problem. Its purpose is to determine the evolution and stages of the
scientific-critical reception of existential discourse in the Ukrainian writing of the named
period. In the course of the analysis it has been revealed that the first positive reviews,
which emphasize the intellectual and psychological dominant of the works, date back to the
twentieth years marked by the relative freedom of self-expression. From the 1930s to the
end of the 1980s the works of modernist writers almost completely disappear from the
scientific and reading space. In this paper it is emphasized a situation in a totalitarian
society where criticism, serving the dominant ideology, acquires the characteristics of a
political structure. Ignoring the fact of the functioning of modernism in Ukrainian culture
meant a simultaneous turning away from the manifestations of artistic representation of
individual existence. Artificially interrupted process has been compensated by literary
studies of the representatives of Ukrainian diaspora which underline a high level of prose
works by M. Khvylovy, V. Pidmohylny, V. Domontovych etc., their congeniality with
European writing. The third stage dates back to the nineties and continues to this day. It is
marked by the study of Ukrainian literature from the point of view of the latest
methodologies. One of the research areas is reading texts in the projection of the
philosophy of existence. The analysis of critical works proves the notable progress of our
scholars towards the comprehension of existentiality as a historically and culturally
determined phenomenon in the Ukrainian art space. Existential discourse is unanimously
regarded as an organic component of modernist processes, marked by the shift of attention
from the external reality to the internal life. of The literary critics active search has
resulted both in the diversity of the scientific and methodological spectrum of research and
the broadening of the visions of the artistic and aesthetic context in which this discourse
operates.

Key words: interpretation, theoretical aspect, national being, subjectivity,
intellectualism.
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Y cmammi  posenamymo ocobnugocmi KpumuyHo20 OCMUCHEHHA eK3UCMeHYIHOT
npooremamuxu y npos3i 20-30-x poxie mumnynroeo cmonimms. AKMYaneHiCmb pO36IOKU
BUKIUKAHA BIOCYMHICIIO CReyianbHUux 00CTiONHceHb, npuceadeniil naseéaniii memi. Ii mema
nonfeac y GUAGNEHHI HANOGHEHHA —ma OUHAMIKU — HAYKOBO-KpUmMuunoi  peyenyii
eK3UCMENYIUH020 OUCKYPCY 6 YKPAIHCLKOMY NUCbMEHCMGI 03HaueHo20 nepiody. Y xodi
aHanizy 6CMAHOBNEHO, WO neputi NO3UMUEHI GI02YKU, 8 AKUX AKYEHMOBAHO
iHMeneKmyanbHO-NCUXON02TUHY OOMIHaHmy meopis, npunadaroms Ha 20-i poKu, NO3HAYeHi
8IOHOCHOW0 80000010 8upacents Oymxu. I[louunarouu 3 30-x i axc 0o xinya 80-x poxis,
00pobOK  MUMYie-HOBAMOPI6 Matidice NOBHICMIO 3HUKAE 3 HAYKOB020 U HUMAYLKO2O
npocmopy. Y cmammi niokpecneno Xxapakmepny O MOMANMApHO20 CYCHITbCMEA
cumyayiro, Koau Kpumuka, npuciyicyrodu Naxieril i0eonoeii, Habyeac 03HAK NONIMUYHOL
cmpykmypu. 1eHopyeants paosaHCbKum JIimepamypo3Hascmeom Gakmy @GyHKyionyeans
MOOEpHI3MY 8 YKPAIHCLKOMY KYIbMYPHO-MUCMEYLKOMY NPOCMOPI 03HAUANO OOHOYACHE
6I06EPHEHHSL 8I0 NPOsGI6 XYOOIUCHLO2O DENnpe3eHMYSAHHSA [HOUBIOYAIbHOI eK3UCTNeHYI].
HImyuno eanvmosanuii npoyec KOMNEHCYIOmMs imepamypo3nasyi cmyoii npedcmagHuKis
VKpaincokoi  diacnopu, 8 AKUX BIO3HAYEHO BUCOKULL XYOOJCHIU pi6eHb  MeKCcmis
M. Xsunvosoco,  B. Iliomoeunenozo,  B. [lemposa-[omonmosuya ma  in., IXHIO
cnopionenicms i3 esponeticvkoro nimepamypoio. Tpemiti eman 6epe nowamoxk y 90-i poxu i
Mmpusae 00 CbO20OHI. Y KOHmMeKCcmi KpUMuyHo20 NPOYUMAHHA JIMepamypHux mekcmie i3
no3uyiti HOGIMHIX MemoO0I02Il AKMUBIZYEMbCA BUBUEHHS MEOpie y npoekyii girocoii
icnysanna. Oenad npayb 00800UmMb GIOYYMHUL NOCMYN HAWUX HAYKOBYIE HA WIIAXY
OCB0€HHA eK3UCMEHYIIHOCMI AK ICIMOPUYHO U  KYIbMYPHO 3YMOGNEHO20 ABUWA 6
VKpaiHcbKoMy — Mucmeybkomy npocmopi. Exzucmenyiuinuii  OUCKypc  00HO20I0CHO
PO3YIHIOEMbCA GUEHUMU AK OP2AHIYHA CKAA008A MOOEPHICMCLKUX NPOYecis, NO3HAUEHUX
SMIWEHHAM yeazu i3 306HIWHbOI OilicHocmi Ha cghepy GHYmMPIWHbLO20 Oymms.
Peszyromamom axmusnux nowykie OOCHOHUKIE CMANO SAK YPISHOMAHIMHEHHS HAYKO80-
MEMOOON02IUHO20  CHeKMpY  O0CHIONHCeHb, MAaK [ PO3WUPEHHs  8i3ill  XYOOIHCHbO-
ecmemu4H020 KOHMEKCMY, 8 AK0I0 (QYHKYIOHYE 8KA3AHULL OUCKYDC.

Knrwowuosi cnoea: inmepnpemayis, meopemuunuil acnekm, HayioHaibHe Oymms,
Cy0 eKmueiam, iHmeneKmyanizm.

Beryn. [loctyn no HanbaHb CBITOBOI HayKH, LIO BIJKPUBCS Hepell YKpPaiHCHbKHUMH
HAYKOBIISIMM B OCTaHHI JECSTWIITTS, aKTHUBI3yBaB IPOLEC KPUTHYHOTO TPOYMTAHHS Ta
MEePENPOYUTAHHS XYI0XKHIX TEKCTIB 13 MO3UI HOBITHIX METOOJIOTIN Ta MpakTuK. OaHUM
i3 MPOBIHUX IHTEPIPETATHBHHUX HANpPSMIB CTaB PO3MJIA] TBOPIB y mpoekuii dizocodil
ICHYBaHHS, sKa TAaKOX MOBTUU Yac 3amummanacs Ha mnepudepii r'yMaHITAPHUX BUCHb.
IrHOpyBaHHS paJsSHCHKOK KPUTHUKOIO caMoro (akTy (YHKIIOHYBaHHS MOJEpPHI3MY B
YKpaiHCBKOMY KYJIbTYpPHO-MHCTEIIbKOMY HMPOCTOpPI O3HAayajo OJHOYACHE BiJBEpHEHHS BiX
NPOSIBIB XYJIOKHBOTO PENPE3CHTYBAHHS I1HIWBIIyalnbHOI EK3UCTeHIIl. Y pPaasHCHKOMY
JTEepaTypO3HABCTBI CKJIajlacsid XapakTepHa JJIsl TOTATITApHOTO CYCHIJIbCTBA CUTYAILisl, KOJIN
KPUTHKA, TPUCITY)KYIOUH IaHIBHIN i1€0J0Tii, MIHOCHIAacS «B PaHT Majo HE MOJITHYHOL
cTpykTypm» [1, c. 26]. Tox yce, mo po3xoamwiocs 3 oQilifHIMA JOTMaMH, CIpUHAMANIOCs
K XYIOXXKHbO HEIOCKOHaje W HaBiThb Bopoxke. BunpaBnenHs 1wiei cutyauii crano
MOJKJIMBUM JIAIIC MIC/IS MMOBAJCHHS OUIBIIOBUIIBKOTO PEXHAMY Ta 3M00YTTS YKpaiHOO
HE3aJIeXKHOCTI. 3aBASKH 3yCHIIISIM BITYM3HSIHMX JITEPaTypO3HABIIIB, iICTOPHUKIB JITEPaTypH,
MHUCTEIITBO3HABIIIB, KyJIbTYpOJIOTiB, ¢inmocodiB, MaemMo HHHI OaraThii apceHama
PI3HOXXAHPOBHUX CTYHiH, SIKi JOBOIATH OpPTaHiuYHy CIOPIAHEHICTh iMeHHO-eCTeTHYHIX
KOHIIETNITIB HAIIOTO MUCHhMEHCTBA 3 MOCTyNaTaMu e3ucTeHrdinocodii. Sk mokasye aHamis,
JIeBOBa YacTKa JOCII/DKEHb IPHUCBIYEHa MIKBOEHHOMY I€PiOJly, OCMHUCIICHHS SIKOTO /A€
KJIIOY JIO PO3YMIHHS CyYacHUX TEH/EHILIH Y CIOBECHOMY MHCTEITBI.

3asBieHa y cTarTi MpobiemMa 4acTKOBO po3msiaanachk y mpamsx Ceitnann XKypou [2],
Ipuan Kypunenko [3], Bomomumupa Menpauka [4], Haranii Muxainoscekoi [5], Paicu
Moguas [6], Onenu Mycunienxko [7], Onenu Tutap [8], CeiTnanu Xonru [9], XKanau Auryk
[10] Ta in. Tlompu BiAYYTHHIA MOCTYI HAYKOBIIB, CHEUianbHI cTyAii BiacyTHi. ChoromHi
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BUHMKa€E HEOOXIJHICTh CHCTEMaTH3allil JIiTepaTypo3HaBUOrO JOPOOKY JOCITIIHHKIB, IO i
3YMOBIIOE AKTYAJIBHICTH TI01aHOT pO3BiAKK. [i MeTa MonArae y 3°ACyBaHHi HATIOBHEHHS Ta
IUHAMIKH HAayKOBO-KPUTHYHOI pelemnil eK3UCTEHIIHHNX TEeHIACHIIH B YKpaiHCBKOMY
MUCBMEHCTBI MIKBOEHHUX JecaTiiiTe. (OO0’€KTOM CTaTTi € Tmpami BiTYH3HIHAX
JMTEpaTypo3HABIiB, B SKHX 3MIHCHEHO KpPUTHYHE OCMHCICHHS EK3HCTEHIHHOT
npoOJeMaTHKH Yy TBOpaX O3HAueHOTO Tepiony, ii mpeaMer — iHTepIpeTariis
eK3UCTEHIIHHOTO ANCKYPCY MDKBOEHHOI MPO3W HA PI3HUX €Tamax PO3BUTKY YKpPaiHCHKOL
HAYKH{ TIpO JITEeparypy.

TeopeTnko-MeTOJOIOTIYHOI0 OCHOBOIO PO3BIIKM € PELEeNTUBHO-KOMYHIKATUBHHN
MiAXiA, 3TiHO 3 SKUM KPUTHKAa TMOCTae sk (opMa IHAMBITyalbHOI peakiii, Mo
JETEPMIHY€ETbCSI Cy0 €KTMBHUM CIPHUHHSTTSAM, € PE3YJIbTaATOM CYO’ €KTUBHHMX CYJKEHb
peuumieHTa. Pe30Hy0UHM «3 THM CEpelOBHINEM, SIKE KPUTHUK IPEACTaBISE», BOHA €
CIIBYYaCHHUIICIO CMOXU W OMHHUM i3 KOMIIOHEHTIB 00pa3y Iiiei emoxu [1, c. 26], Tox He
NpeTeH/1ye Ha a0CONIIOTHICTh 1 CAMOJOCTATHICTD, € BITHOCHUM TJIyMaueHHsM. Buxoxsum 3
TaKWX MIpKyBaHb, Ti UM iHIII JIiTEpaTypHi SBHUINA PO3TIANAEMO SIK KOMYHIKATHUBHUH aKT
MK aBTOpOM 1 ajpecaTraMy, iHIOWBiIyalbHa CBiJOMICTh SKHUX (hopMyBajacs B IIEBHUX
COMLIANBHO-TIONITHYHIX 1 KYIBTYPHO-ICTOPHIHHUX CEPEIOBHIIAX.

PesyasTaT gociaimkeHHs: Ta iX o0rpyHTyBaHHsA. [lepmni mommcu, B SKAX 3pO0JICHO
cpoOu 00’ €KTHBHOTO IOLIHYBaHHS HOBAaTOPCHKHUX TEHICHINN y TBOpax NMHCHMECHHHUKIB
TIOPEBOIONIHHOI TeHepallii nmpunagarTs Ha 20-i poKH, TO3HAYEHI BiTHOCHOI CBOOOIOIO
BupaxeHHs Aymku. lle 3acBimuyroTh penensii i 3ayearu II. €Edpemosa, C. Edpemosa,
M. Mycs, A. HikoBcbkoro, M. Crenusika, M. UupkoBa Ta iH., B SIKHX aKIICHTOBaHO
IHTEJIEKTYaIbHO-TICUXOJIOTIYHY JoMiHaHTy TBopiB B. ITinmorunsHoro, M. XBunsoBoro,
€. Ilnyxnuka Ta iH. Tak, II. Eppemos, ananizyroun panHto npo3y B. IligmorumbHoro,
MHIIEe TPO HBOTO SIK PO MHTIS, IO «CTOITh HAa BapTi CTPaKAAHHI», KUAAIOYU «CBOIMH
CaMOTHHKAaMM» BUKIIMK OTOUYSHHIO «THWIHX Jroaei» [11, c. 96-97]; C. €EppemoB BimzHadae
HasBHICTH Y Hill ICHXOJOTIYHUX €KCIIEPUMEHTIB, BKa3y€e Ha MOMIOHICTh TAIAHTY MOJIOJOTO
npo3aika g0 Manepu Jloctoescekoro [12, ¢. 521]; M. CTenHsSK Ha3HBa€ TBIp «KPYIIHOIO
MOJi€l0 B HaIIi JiTepaTypHid miicHocTi» [13, c.96], A. HikoBchbkuii BKa3ye Ha
JTEepaTypHICTh Miaxomy aBTopa «MicTay OO MpoOIeMH MICTO — CENo, BiTHOCUTH TBIp,
nopyd i3 «Hexyroto» €. [TnyxHrka Ta nopictio «Cmepth» b. AHTOHEeHKA-/[aBHI0BHYA, 110
BesInKOo(OpMaTHOT Mpo3H, sIKa 3acBiluye 3pulicTh yKpaiHCchbkol miteparypu [14]. 1 xoua
MO3UTHBHI BIAYKH PO3YMHSIIMCS B OKEaHi TOTAJIILHOTO HEraTHBY, BOHHU BCE XK MaJH Micle.
IMounnatoun 3 30-x 1 ax 10 KiHis 80-X POKiB, TOPOOOK MHUTIIB-IHTEIEKTYaIiB MOAA€THCS
ab0 y CIIOTBOPEHOMY PaITHCHKOIO 11€0JIOTIEr0 CBITIII, a00 % 30BCIM 3HHKA€E 3 HAYKOBOTO i
YHUTALLKOTO POCTOPY.

IITyyHo TranbMOBaHMW TIPOLEC HAILIOHAIBHO-JAYXOBHOTO PpO3BOIO B  YKpaiHi
KOMITICHCYBAJIX JIITepaTypO3HaBYi CTYAIi MPEICTABHUKIB YKPaiHCHKOT JliacIIopH, cepert SIKHX
HanpairoBanHs FO. Botika, I1. ['omybenka, I'. Koctroka, FO. JlaBpinenka, M. Jlacmo-Kymoxk,
O. Taprascekoro, 0. lllepexa, M. llkanapis Ta iHmmx. HanexHO MOIMIHOBYIOYH MPO3Y
B. [linmormneHOTO, B. JloMOHTOBMYa, M. XBHIHOBOTO Ta iH., HAYKOBIIi BiJ3HAYAIOTH 11
€BPOTCHCHKICTB, BKa3YIOTh Ha IpOHIYHO-IHTENEKTyaTbHY CTPYKTYPOBAHICTB,
¢inocodebkuil mATEKCT, SICKPAaBO BUPAXKEHY TEHJCHIIIO 10 MiIHECEHHS 1HIUBIIyalbHOTO
Ha pIiBeHb 3arajJbHOJIOACHKOTO Tomo. I. KocTiok, 30Kkpema, y MICIIMOBI 70 pOMaHy
«MicTo» mmmre, Mo «me Oyia HACKPI3hb MOJEpHA MpO3a 3 OPHUriHAIGHHMH OOpasaMu i
TICHXOJIOTIYHUMHE KOJTI3IIMI», HAa3WBAa€ TBIP MEPIIAM «POMAHOM €BPOMEHCHKOTO PIBHS»
[15]. B ominmi FO. Illepexa poman nmocTae «KOHKPETHUM i MHOTOTpaHHEM» [16, c. 331], Bce
XK OINBII OpWTiHAJIBHOIO [OCHiAHMK BBaxae «Hememnmuky ppamy», Oadauum B HIH
NepeAeK3UCTeHIIaNICTChKI TeHaeHLi1, cyronocHi 3 «HynoToro» JXK.-I1. Captpa [16, c. 340].
I xoua aBTOp 3acrepirae BijJ nepeOiIbIICHHS 3B’S3Ky MiX UMM TBOPaMH, BaXIHBICTh
HaBEJICHOT'O 3iCTaBJICHHS 3HAYylla, a/)ke € YW HE IepIIMM MyOJNiYHHUM BH3HAHHSAM
criopigHeHocTi npo3u B. [ligMOTMIIBHOTO 3 JiTEpaTypHHM SIBHIIEM, siIke B €Bpomi JuIe
Habupao o0epTiB.
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3aKOHOMIPHO, IO BITYM3HSIHUHA KPUTUUHUH AMCKYPC €K3UCTEHIIIHOT Ipo3H, sikuii Oepe
cBiif Bimmik B 90-X pokax MHHYJOrO CTONITTS, PO3IIOYMHAETHCS 31 CTYIiH, NMPUCBIYEHUX
B. [TlinmormneHOMy. Takmmu € mepenmoBn B. Memsuuka Ta B. llleBuyka mo BumaHHS
TBOpiB mpo3aika 3a 1991 ta 1993 BimmoBigHO (y poOOTI MoOcHMIaeMOCs Ha TEPeIpyK
gactuHN nepenmoBu B. IlleBuyka 3a 2003 p.). B. MenpHHK, 30KpeMa, IUIIE IPO BIUIUB
ex3ucTeHmianisMy Ha «[loBicTh 6e3 Ha3BM», MEPEKOHINBO ApTYMEHTYIOUH CBOIO AYMKY
THM, 10 y miepiox 1i ctBopenHs B. [linmorunpauil epeknanaB poman A. Manbspo «YMOBH
JoACkKoTO icHyBaHHS» [17, c.20], Akl BBa)XXAa€TbCAd OOHUM 13 TEPIIUX B3ipIIiB
JITEpaTypHOTO eK3UCTEHIIaNIi3MY, 110 i TTO3HAYMIIOCS Ha XyJOXXHBOMY MHUCIICHHI 1 TBOPYIii
MaHepi yKpaiHckkoro aBropa. Cepea TNPHKMETHHX O3HaK TBOPY BIH Ha3WBae
¢inocodiuHicTh, 3MIlIEHHS yBaru i3 30BHIMIHBOI cepu Ha BHYTpilHE OYTTS 1HAMBIAA,
aKICHTYaIlis] BHUIIAQJKOBOCTI JIOJUHHU Y CBITi, ii OE3MOMIYHOCTI i MPUPEUYCHOCTI TOIIO. Y
mi3HiIIe BUAaHIA MOHOrpadii, po3BUBAIOYM HABEICHI TE3W, HAYKOBEIh PO3TIIAAAE MPO3Y
B. IlinmoruneHoro y cBitii dinocodii C. K‘epkeropa, BIaeTbest 10 3iCTaBlIeHb OKPEMHUX
enizonis i3 kornentismu JK.-I1. Captpa it A. Kamro Tomio [18].

B. IlleBuyk cBO€I0 4Eproro, aHai3ylO4d MJOPOOOK NHCBMEHHHKA Kpi3b MNpHU3MY
OCHOBHHX TIIOCTYJATiB €K3WCTECHIIaNi3My, BimHOocuTh TBOpH B. [linMormipHOTO [0
KIIACHYHHX 3pa3KiB I[boro Hampamy [19, c. 356]. V «IlosicTi 6e3 Ha3BW» BimOMHUH Mpo3aik
0auuTh TeHHIEHIII, cyroilocHi 3 MaHeporw (imocodysanas I'. CkoBopomn, a B
T'opomoBcekoMy mpountye pucu abcypaHoro repost A. Kamio, BrineHi B obpasi Cizida 3
ece «Mi¢ npo Cizida» [19, c. 362]. Biaromin dinocodii icHyBaHHS AONUCYBad 3HAXOIUTh
i y TBopuocTi iHIIMX aBTOpiB mepiony, 3okpema €. [lmyxnuka, M. [BueHka,
M. XBHJIbOBOTO, i3 CyMOM KOHCTATYIO4YH (PAaKT IITYYHOTO 3racaHHs MPOOJIMCKIB «BIJIBHOTO
€CTeTHMYHOTO MHUCIICHHS», sKe OyJlo 3arHaHe «B IPOKpycTOBe Joke odiiiiHol
3aaHraxoBaHocTi» [19, c. 356]. ¥V Oinbll CHPUSTIMBUX YMOBAX, SIK Jali MPOBOJUTH AYMKY
B. llleBuyk, nmucbMeHHUKH 20-X MOTJIM © MOCTAaTH B OZHOMY PSIAYy 3 BU3HAHUMH METPaMHU
€BPONEHCHKOI eK3UCTeHIIaTICTCRKOT TIpo3H, a came A. Manbpo, A. Kamto, XK.-I1. Caprpom
Ta iH. BumpaBieHHs 1ii€i HecnpaBeANMBOCTI CTa€ OAHMM 13 TOJIOBHHX 3aBJaHb
YKpaiHCBKOTO JiTepaTypo3HaBcTBa Ha Mexi XX — XXI CTOMITS.

HaykoBi momryku y BKa3aHOMY HANpSIMKY BHMarajid CHCTEMHO-IUTICHOTO MiIXOXy,
SIKWH TIOJISATaB Yy BiTHOBJICHHI BCiX IMEH 1 JJaHOK y IX CYKYITHOCTi Ta B3aMOTIOB’s3aHOCTi. 3
iHIIOTO OOKY, 110 OCMHCJCHHS JITEPaTypHUX SIBUL] HEOOXiqHO OyJo MiJXOJUTH 3
ypaxyBaHHSM HaJ0aHb CBITOBOi TEOPETUKO-METOJOJIOTIYHOI JYMKH HOBITHBOI NOOH, IO
BCTYIWIA Yy MOCTMOJEpHY (a3y. Hamosernupi 3ycHuisd HalMx JOCTIIHHKIB HA MUIAXY
«BunoOyBanHs ictuHu» (B. JIoH4MK) Janu cBO1 pe3ynbTaT, MiATBEPXKESHHSIM 4Oro CTalu
moHorpadii T. 'yugoposoi (1997) ta C. ITaBmuuko (1997, 1998), B skux ykpaiHCbKa
MOJICPHICTCbKa JIITeparypa, pO3MIISTHYTa Y CBITJII HOBITHIX METOJIOJIOTIH, IOcTae sk
caMocCTiiiHe I caMOIliHHE SBHIIE €BPOIEHCHKOI KyJNbTYpH. BaxImBo, mo B KOHTEKCTI
Ha3BaHUX JOCII/KEHb yBary 3B€pPHEHO Ha €K3UCTCHILIHHI KOHIENTH, SIKi TIyMadaTbCsl SIK
CYTHICHMH KOMIIOHEHT 1 JKEPEIo Xy10KHbO-MOAEPHICTCHKOTO MHICIICHHS HALIMX aBTOPIB.

OynnameHTanbHUM nHonokeHHAM mpani T. ['yHmopoBoi, ske BHOYHOBYETbCS y IO
MOCTMOJICPHOi ~ IHTEPIPETaTUBHOI  MMapagurMd, € Te3a TIPo  Pi3HOOIYHICTE Ta
0araTo3HauHICTh MOZEPHI3MIB, a, OTXKE, MPABOMIPHICTh ICHYBaHHS HOTro pi3HUX (GOpM i
MPOSIBIB, Y TOMY YHCHI ¥ mepeayciM Hamionanbuux [20, c. 7]. Po3rsimaoun yKpaiHChbKUi
MOJIEpHI3M y Takid MpOeKIlii, aBTOpKa aKIEHTY€e Ha HOro MepeXiHOCTI ¥ cy0’€KTHBHOCTI
SK BU3HAYaIbHUX YMHHUKIB (OPMYBaHHS HOBOI CBIZJOMOCTI i TBOPEHHS iHIIOI JIiTepaTypu.
3-momix  BUOKpemsieHHX 1. ['yHHIOpOBOIO  OHCKYpPCiB  paHHBOTO  MOJEPHI3MY
(mimmeaHChKUH, GPONTUCTCHKUN, YTOMYHIH, €peTUYHUHN, PEeMiHICTHIHUHA TOIIO) BIMCAHO
TaKOX EK3WCTCHI[IaJIbHUHM, XYAOXXKHE MpOSIBJICHHS SKOrO UIIOCTPOBAHO Ha Marepiaini
TBOpUOCcTi B. BunHnuenka, 3okpema pomani «3anucku kuprnatoro Medicrodens». Cepen
3HaKOBUX PHC, SIKi CHOPIJHIOIOTH I'OJIOBHOTO MepCcOHa)xka Muxaililoka 3 eK3UCTeHIIHHIMU
reposiMH, aBTOpPKa Ha3MBa€ CAMOTHICTB, HITUII3M, NMEpPEKUBAHHS HACTPOIB TYrW, OTH[IH,
HYZBI'H; DPO3/IBOEHICTb, & TO W «HAATPICHYTICTH)» CBIJIOMOCTI, IO PO3PUBAETHCI MIXK
JIyXOBHMM 1 TimecHUM. OOpa3 cyneppalioHaJLHOTO Teposi HAIITOBXY€E JOCITIJHHIO Ha
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NpOBEIECHHS Mapaieiell Mk nepcoHaxxamu B. Bunnnuenka i XK.-I1. Caprpa, xapakrepHoto
O3HaKOI0 SIKMX € TapsSYKOBICTH CBIZIOMOCTI, 3[aTHICTh NEPEXOAUTH <31 CBITY peaJbHO-
NpUIUHHOTO Ha Marigamit» [20, c. 431]. Cynsun 3 HaBeIeHUX TIIyMadeHb, B. Buaan4eHko
MOCTa€ OJHMM i3 MEPIINX TBOPILIB 00pa3y MapriHAIBHOTO Tepos SK JIoAWHHU dacy. Came
Taka MOJENb Mi3Hile Habyxe po3ropTaHHA i mormubiaeHHs y TBopax B. IlimmormmsHOTO,
B. JomonTtoBrya, M. XBmisoBoro, €. [Imyxxauka ta iH. [Ipans T. ['yamopoBoi, mompu ii
30CepePKEHICTh JIMIIe Ha PaHHBOMY €Talll MOJCPHI3MY €, 3a BHUCHOBKamu P. MoBuas,
«METOJIOJIOTIYHO BaXKIIMBOIO U OCATHEHHS IHIIUX MEpioNiB YKpaiHCHKOTO MOJEPHIZMY,
ocobmmBo 1920-x pokiBy [6, c. 12], 1o 00yMOBIIIO€ 11 HAYKOBO-TEOPETUYHY 3HAYYIIIICT.

Y wmonorpagii C.IlaBaudko oOXomieHo OuIbIl 00’€MHHH y 4YacOBO-IPOCTOPOBOMY
aCIeKTax JITepaTypHO-MHUCTECLLKUI Aiana3oH, NOYWHAIOYH 3 PAHHBOI'O €Tally MOJECPHI3MY
i 3aBepiryroun (y Apyrid pemakuii KHUrH 3a 1999 pik) MOAEpHICTUYHMMHU pyXaMH Ha
3axoni B 60-70-1 poku. OcoOnuBicTh Mpali Mojsirae B TOMY, L0 aHaNi3 YKpPaiHCBKOI'O
MOJICPHI3MY 3/IIHCHEHO y MpOeKMLii Jianory-aIuckycii 3 HapoJHUITBOM, BIAIIOBIJHO yBara
aBTOPKH 30CepelPKeHa Ha «BHYTPIIIHBOMY JKHUTTI H BHYTPIMIHIX KOH(QIIIKTax camoi
miteparypm» [21, c. 19]. Ha mpoMy Tii pO3MNIIHYTO Taki pempe3eHTaTHBHO-3MICTOBI
Momudikamii HOBHX BisHB, SK €CTETH3M, (EMiHI3M, HILIICAHCTBO, (HPOHAM3M, HITLTi3M,
ypOaHi3M, CEKCyaJbHICTH TOHIO. YBary IIpHBEpPTa€ BHUOKPEMIICHHMH Y JOCIiIKEHHI
eK3HMCTEHI[aNbHMl  JTUCKypc. VIOro po3ropTaHHs — BiICTEXyeThcs Ha  Marepiani
¢inocoderko-inTeNnekTyanpaux TekcTiB B. [lerpoBa i B. IlinmMorumsHOTO, € TIOAWHA, K
HIIKPECIIEHO, MocTae «3 ii yHIBepCaJIbHUMHU IPOOJieMaMH [ ...] 1103a iCTOpi€ro i CyCHiIbHUM
OyrTsam» [21, c. 215]. ABTopka BKa3ye Ha XapaKkTEpHY Ui TBOPIB mepeBary inei (I1ymKH)
HaJ GOpMOI0, AUCKYCIT HaJ Ji€r0, a, OTXKE, IEBHY HITYYHICTh Ta CXEMAaTUYHICTh CIOKETY,
IO 3arajoM BIIHCYETbCS Y JKaHPOBY Hapagurmy (izoco(cbKo-iHTENEKTYalbHOT MPO3H.
3BepHEHHs] YKpalHChKUX NMUCHMEHHUKIB /O HABEJEHOTO HAapaTHBHOTO THITY JOCIIIHHILS
CIpaBeMBO  OOIPYHTOBYE THM, IO B CHTyalii MaHyBaHHSA 1IeoJOrii, sKa
MiATIOPSAKOBYBaNa, a I3HINIE H HiBeIOBalIa MpOIecH MoepHizamii, ¢izocodyBaHHs
«BHSBISETHCS €IUHUM CIIOCOOOM TOBOPHTH mpaBay» [21, c. 210], BomHOYac 3aByarOBaTH
ii, mpuxoBaTH Bim MWIBHOTO OKa IeH3ypu. Came y ¢dimocodiuHOCTI, SKa po3xomuuacs i3
TPaTUIIfHAM TPHHITUIIOM COIliabHOI 00’€KTHBaLii MIHCHOCTI, TONATa€e HOBATOPCTBO
aBTOPIB, IXHS CHOPIIHEHICTH i3 €BPONEHCHKAMH MpPEACTAaBHUKAMH EK3HUCTEHIAIiCTChKOT
JiTepaTypu.

[Ticnst Buxoay y cBit monorpadii C. [laBnuuko, sika BUKIMKalla OypXJIMBUI pe30HAHC
cepejl IHTEeNEKTYalbHOT CIUIBHOTH, OYJIM OCTATOYHO 3HATI Tady Ha TeMH, IO IIe HEIABHO
BUKJIMKAJIM CYMHIBU Ta TiepecTopord. /1o Takux MOXHa BiJIHECTH 1 MpobieMy XyA0’KHBOT
eKCIUTIKAIli CK3UCTCHIIHHMX MOTHBIB, SKa OTpUMaJia TMOTYXHUH IMITyJbC  JUIs
NOTrJMOJIEHOTO CTy/ifoBaHHS. HaBiTh MOBEpPXOBWiIl OIJIsi] JiTEpaTypO3HABYOT KPUTHKH
KIHIII MHHYJOTO — II0YaTKy HHHIIIHBOTO CTONITTS BUWSBISE 3HaYyHYy KUIBKICTB
PI3HOACIIEKTHUX PO3BiIOK, 30CEPEIPKCHNX Ha KPUTUYHOMY OCMHUCIICHHI IPO3H MI>KBOEHHUX
JIECSITAINITE y CBITIII i1el ek3ucTeHgitocodii.

Etamaum sBummeM y 1mpomy mnpomeci cramm aucepramii K. Amyx  (1998) Ta
H. MuxaiinoBcekoi  (1998), B  sSKMX OOIPYHTOBAHO  TEOPETHKO-METOMOJOTITHHN
IHCTpYMEHTapiii BUBUEHHs ek3ucTeHUiiHol nitepatypu. K. Sumyk, 3okpema, BiIcTexye
BIUIMB €K3MCTEHLiiHOCTI Ha ¢(opmyBanHs moetuku TBOpiB €. [lnyxHuka, B. Cryca,
I. Kanuans ta iH. Ha piBHI XynoxkHbO-ecteTHuHOro Merony [10]. Cruparouncs Ha
TEOPETHKO-METOI0JIOTiuHI  KoHIenmii ¢inocodii icHyBaHHS, BHKIAACHI y Tpamsx
YKpaiHCBKUX Ta 3apyODKHMX MHCIHTENIB, MJOCHITHHUISA HPOCTEXYyE MEepeayMOBU
BUHUKHEHHS EK3WUCTEHIIAICTChKOTO MUCJCHHS B YKpaiHi. HaykoBy IiHHICTh MaloTh
BUOKpPEMJIEHI y aAucepTamii sKiCHI W CTPYKTypHI XapakTepHCTHUKH KaTeropid
€K3UCTEHLIHHOT €CTeTHKH, a caMe JIPUYHUI repoi, «OyTTA-CIOKET», «OyTTA-CUTyalis»,
«OyTTA-TIepeXKMBAaHHA», EK3UCTECHIIHHUNA XapakTep KOHQIIKTY. AHai3 crienngikn iXHbOro
BTUICHHS B XYJIOXHIX TEKCTaxX IJBOANUTH JI0 BUCHOBKY PO 3aJIEXKHICTh €CTETUKH TBOPIB
BiJl HASBHOCTI €K3UCTEHIIIHO-KaTeropiaIbHIX CJICMCHTIB.
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H. MuxaiiioBcbka po3risjae pO3BUTOK YKpaiHChKOI (itocodchkoi JyMKH B iCTOpHYHIN
MEPCICKTHBI HA T CBITOBUX TpoleciB [5]. ¥ Xomi MOCHiIKCHHS aBTOpKa BUCYBA€E TE3y
PO eK3UCTCHLIWHWHA XapakTep BITYM3HAHOTO (inocodyBaHHA, HOTO 3yMOBIEHICTH
cnenn(ikolo HAIiOHAIBHO! MEHTANBHOCTI, B OCHOBI KO — XPUCTHSHCHKI miHHOCTI. CBO1
ymoBuBonu H. MuxaiinoBcbka BHOy#oBye Ha 0a3i aHamilzy ¢imocodchkoro i TBOpUOro
OpOOKY YKpaiHCBKHX MHCIHUTETIB Ta mHuchbMeHHHKIB XIX—-XX cromite. JlocmigHurs
aKIEHTYe Ha OJHOCTAAiaJbHOCTI YKPAiHCHKOTO EK3WUCTEHIIANi3My 3 €BPOINEHCHKHUM, IO
cBoro amoreto HaOyae B 30-50-x poxax XX cromitrsa. Cepen HOTO yKpaiHCHKUX alenTiB
Ha3uBae B. Bunnnuenka, B. ITimmorunshoro, M. XBunsoBoro, T.OcbMauky, y TBOpax
SAKAX BIZICTE)XYyE MOTHUBH abcypay, OyHTy, 3aryOJIeHOCTI y CBIiTi, NOLIYKY BTpadeHOi
rapMOHii, 3ryOHOT0 BIUIMBY HpOIleCiB MexaHi3alii Tomro. LIi Ta iHIIi 03HAKH 3aCBiUYIOTh
THUIIOJIOTIYHY CHOPiJHEHICTh (DITOCOPCHKO-IHTEIEKTYalbHOTO JHCKYpPCY YKpPaiHChKUX
TEKCTIB 13 €BPONEWCHKMM BapiaHTOM aTeiCTUYHOIO eK3UCTEHIIaNi3My, PEernpe3eHTOBAHOI'0
JK.-II. Caprpom i A. Kamro [5, c. 12]. Tlpans H. MuxaiinoBcbkoi, sk 1 BUIIE aHATi30BaHI
cryxii B. Menpauka, B. llleBuyka, T. ['yaaposoi, C. [TaBmuuko, XK. Smryk Ta iH., cTBOpeHi
y TepmIi pOKHM HE3ANEKHOCTi, BIAKPWIM IUIAX A ONPHUSBICHHS EK3UCTEHIANI3ZMY SK
MOBHOI[IHHOTO CBITOTJIAJHO-€CTETHYHOTO SBUINA, IO CHPHSIIO MOAAIBLIIOMY KPUTHUYHOMY
OCMUCIJICHHIO HOTO (PYHKITIOHATEHOCTI B HAIIIOMY MTUCHMCHCTBI.

Ha me Bka3yrooTh pi3HOACIEKTHI PO3BIOKH, YUCENBHICTD SKUX B OCTAHHI JCCATIIITTS
BiquyTHO 3pocia. OKpeMO BHAUTIMO MJOCHIIKEHHS, B SAKHX XYIOXKHS aKTyami3amis
KOHIICTITIB «CK3UCTCHIIIIHICTEY, «CK3UCTCHIIANBHICTDY, «CK3UCTCHINATI3M» € MPEAMETOM
Oe3rmocepeIHLOr0 HAyKOBOTO cTyjitoBaHHS. Cepel Takux BiJ3HAYMMO HAalpallOBaHHS
1O. Bounapenka, C. Xypowu, 1. Kypunenko 3. JlanoBuk, T.Meiizepcbkoi, JI. Hazapepuuy,
O. [MonroxoBuu, T. Tkauenko, I'. Tokmans, C. Xonrtu Ta iH. [Topyu 3i cTynisMu 3arajibHOr0
XapakTepy CTBOPEHO YMMAJIO CIEiabHUX PO3BIZOK, NMPHUCBIYEHUX BHBYECHHIO MPOOJIEM
SK3UCTCHIIWHHOCTI y IOpPOOKYy THX 4YM IHIIMX aBTOpiB, A0 mpukiany B. BuaHmuenka
(I'. bexxnap, O. Ilerpie, [I'.CuBauenko), B. Ilinmormipaoro (M. BacekiB, O.Ianera,
€. Jlenvoxin, H. JIymiii, B. Mensauk, H. Monaxoga, JI. Ilizarok, O. Turap, O. ®inarosa,
O. Xapman, B. llepuyk, O.Opeuro), M. Isuenka (H. Akynosa), B. Ilerposa-
Jomonromya (M. Xopo6, M. I'ipasax), M. Morumsacskoro (H. I'HoeBa), €. Ilmyxanka
(H. I'noeBa, I'. Tokmanp), M. XBumsoBoro (B. AreeBa, T.Kononenko, O.Mycii€HKo),
O. Caicapenxa (1. IlIkopina) Ta iH.

[TpoGiieMH €K3MCTEHLIHOCTI LMIMPOKO PO3MIIANANKMCS HAIIUMH BUYEHMMH Yy TUIOLIMHI
OCMUCJICHHS JIOTHYHUX KOHTEKCTIB, 30KpeMa, KOHIENTYyallbHHX 3acaj]] 0COOMCTOro M
HauioHaneHoro Oytrst (I'. Kyaps, C.Jlymiii, B.3enrsa, B.Ilanuenko, O.Pomanenko,
B. Illeiiko); moaepuictcekux mporiecie (O. Bosipuyk, C. XKypba, O. Kypenko, P. MopuaH,
M. Mok, T. SlerpyGenbka); KaHPOBO-CTHIBOBHX IOINYKIB YKpaiHCBKHX aBTOPIB
(B. Areesa, JI. Cenuk, JI. KaByH, H. Mapunenko, C. Xuryn, C.Jlenceka, 1. XXunenko),
(deminicTnuamX 1 reHnepHux TeHaeHnid (B. Areesa, T. I'yrnoposa, JI. [lemceka-bya3ymix,
C. Kuryn, H. 360poscrka, M. Kpymika, H. Cobenpka) Ta iH.

Le# nanmexo He MOBHHWI TNEpeNiK JEMOHCTPYE BIAYYTHHH MOCTYN HAayKOBIIIB HOBOTO
THUCSYONITTS HA IIIIXYy OCBOEHHS EK3HCTEHIIMHOCTI SK ICTOPMYHO U KyJbTYPHO
3YMOBJICHOTO SIBUILIA B YKPaiHCBKOMY MHCTEILKOMY IMpOCTOpi. Pe3ynbTaToM aKkTHBHHX
MOUIYKIB JIOCHIJHUKIB CTal0 YpPI3HOMAHITHEHHS HAayKOBO-METOIOJIOTIYHOTO CHEKTPY
JOCTI/KEHb, a TAaKOXX PO3MIMPEHHSA Bi3iM XyJOXHBO-ECTETHYHOTO KOHTEKCTY, B SKOMY
(yHKIIOHYE BKa3aHMH TUCKYpPC, IO AEMOHCTPYE NPEAMETHO-TEMAaTHYHUI Miama3oH
po3Bifok. I'. TokMaHb, 1O NPUKIAAY, PpO3MIISAAE IHMTAHHS METOMUKH BHKIIAIAHHS
YKpaiHChKOi JiTepaTypd B CTapUIiif IIKodi, Oepydd 3a OCHOBY EK3CHTECHIIATiCTCHKY
koHuemnmito [22]; 0. BoHmapeHko mochimkye mMpoOieMy HaIiOHAJBHOI MapagurMu
YKpPaTHCHKOTO JITEpaTypHOTO €K3UCTEHIIANI3MY, CIyIITHO aKIEHTYIOUH Ha MOETHAHHI B Hil
HalliOHAIPHOTO ¥ EK3HMCTEHIaJbHOTO K 0a30BHX 3acaj] XyJO)KHBOT'O MHCIIEHHS HaIlUX
aBTopiB [23]; T. Meiizepcbka BifcTexxye nposiBu ¢inocodii eK3UCTEeHIIaNi3My B TOSTHYHIN
TBOPYOCTI MOJOAOMY3iBIiB [24]; 3.JIaHOBHK  3YNHHSAETbCA Ha aHANI3I JUXOTOMIH
MarepiaJbHOro i JyXOBHOTO y CBITJII 0i10JIiHOT TepMEHEBTHKH €K3HCTeHIiani3my [25];
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JI. HazapeBu4 BaeThbcst 10 CTynitoBaHHS Mainoi npo3y KiHusg XIX — nmouarky XX cromiTrs
Kpi3b NMpU3MY ifiell eK3UCTeHLialli3My, TEPEeKOHJIMBO OOIPYHTOBYIOUM BHXIJTHY T€3y IIPO
SK3UCTCHIIWHICTh K (INOCOPCHKY Ta XYyHZOKHBO-€CTETHYHY IOMIHAHTY NHCHMEHHUKIB
smamy BikiB [26]; C.XKypba 30cepemKyeTbcs Ha €K3UCTEHIIIHHOMY 1HTEPTEKCTi
YKpaiHCBKOTO iHTENEeKTyaabHOTO poMaHy 20-X pokiB XX CTOJITTS, ¥ CBITII SKOTO aHANI3YE
AHTPOIIOJNIOTIYHY MOZENh OyTTA JIOAWHH Yy TpO3i aBTOpPiB BKazaHoOro mepiomy [2];
I. BacumumuH CcBiff HayKoOBWi iHTEpec CIpPSMOBYe Ha BHBYCHHS EK3UCTCHINIAIBHOL
MapaJurMH Y TBOPUOCTI YKPATHCHKUX eMIrpaniiHIX MUCBMEHHUKIB CepeIHI XX CTONITTS
[27], 1. )Kunenko 3mifiCHIOE THIONOTIYHE 3iCTABJICHHS EK3UCTEHIATbHUX MOTHBIB B
omoBiganHsax O. babis ta O. Toncroro, Ha OCHOBI YOr0 JOXOIUTH apryMEHTOBAHOTO
BUCHOBKY IIPO BHIIEPEKCHHS HUMH PO3BHUTKY «EK3UCTEHIiali3My Yy CBITOBiH JiTeparypi
[28, c. 55].

OxpeMy yBary npuBeprae nuceprauiiiHa pooora I. Kypuienko, B skiif IocmimpkeHO
€K3UCTEHIIANICTChKY MOJIENb YKpaiHCHKOTO iHTeNleKTyasbHOro pomany 20-x pokiB XX
cromitts [3]. O6’exTOM BHBUEHHS PO3BinKH € mpo3a B. JlomonTOBHYa, M. MOTHISHCEKOTO,
B. [linmormneHOTO, €. [IMyXHHKAa Ta iH. — NHCEMEHHHKIB, XYHOXKHIH CBITOTJIAN SKHX
MO3HAYCHUH EK3UCTCHLIAIBHIM MHCICHHsIM. Crhuparourch Ha TIpaii HpeICTaBHUKIB
¢inocodii icayBannsa, 1. KypumeHko mpocTexkye 0COOIHMBOCTI XyHOXKHBOI pempe3eHTalii
KITIOYOBHX €K3HWCTCHIaNiB, TPH IIbOMY AaKIECHTYye Ha 3aKOHOMIPHOCTI iXHBOTO
(yHKIIOHYBaHHSA B JiTepaTypi MICIAPEBONIONIHOTO Tmepioxy. ImeitHO-TeMaTHuHE
HarOBHEHHSI TBODIB, sKi C(OKycOBaHI Ha OCOOMCTICHIM MpoOIeMaTull, aKTyalli3yeTbcs
aBTOpaMH B IHTCIIEKTYaJIbHO-(PITOCOPCHKIM IUIOMKHI, IO TsXKi€ 10 MOMiOHIYHOCTI Ta
irpoBoro Hawana. Taki O3HaKM JalOTh NPaBO BIJHECTH BHIIE HAa3BaHUX aBTOPIB [0
«KOHICTITYaJIbHUX MHUCJIMTENIB EK3UCTCHINAIBHOTO crpsiMyBaHHs» [3, c. 18] 3 sckpaBo
BUPAXKCHOIO CIICIU(IKOI0 eK3UCTEHINATBHOTO (BilocodhyBaHHS.

Bucoknm piBHEM HayKOBOTO y3arajbHEHHs IMo3HaueHa aucepranis C. XonTw, B sKii B
KOHTEKCTI BUBYCHHS MapagurMH €K3UCTEHINaNi3My B YKpaiHCBKiH mpo3i KiHmg XX
CTOJNIITTA JOCTI[PKEHO PHCH MOJEPHOTO EK3UCTEHIIHHOTO IHUCKYpCYy $K HEepeIyMOBH
noct™oniepHoro [9]. 3milicHIOIOYM CHCTEMATHKy XyTOXHIX O00pa3iB Ta XapakTepiB Ha
Mmatepiani mpo3u  O. llInmurka, M. SukoBa, B. JlomortoBmua B. IlimMormmsHOTO,
€. [lny)xHMKa, aBTOpPKAa BHOKPEMJIIOE TaKi OCHOBHI TEHJEHMIi XapaKTepOTBOPEHHS H00M
MOJICpHY, SK  HINIIEAaHCHKUH  iMMopaiisMm,  ¢poiiaiBcbke  OlonoriuHe  Havalo,
eK3UCTEHIIHHO-1HUBIJyallbHE CcapTpiBChbKe BiapeueHHs, abcypanuii OyHT A. Kawmio,
SCIEPCOBE MOPAIbHO-ETHYHE TPAHCIEHAEHTHE TOIIO. TakMM YHHOM, JOTPHUMYIOUYHCH
3aro4YaTKOBaHOI  MOMNepeNHIMH JociigHuKaMu cTparerii  BceoxomnHocti, C. Xomra
penpe3eHTye  YKpalHChKMH  EK3MCTCHIIANi3M  SIK  I[UTICHUH  TPOILEC, THIIOJIOTIYHO
CIIOpIZIHEHHUH 3 €BPONEHCHKUM, BOAHOYAC [IO3HAYCHUH SICKPABO BUPAKEHOI HAILlIOHAIBLHOIO
caMOOYTHICTIO.

CHCTEeMHO-TIOpIBHSUIGHUN  MiAXiA TMOKJIAIeHO B OCHOBY JHUCEpTaliiHOI poboTH
O. PomaHeHKo, 30Cepe/pkeHid Ha BUSIBICHHI KyJIbTYpHO-XYJIOXHBOTO THILY JIIOAWHH Y
npo3i mpeacTaBHUKIB PoscrpinmsHoro BinpomkeHas [29]. JocnimKeHHS €CTETHIHUX OCHOB
penpe3eHTalii iHAUBiga B Pi3HOKAHPOBUX TBOPAaX MEpioNy IMiJBOIUTH IO y3arajdbHEHHS
PO ONPHUSBJICHY B TEKCTaX CBOJIOIIKD BiJl CHMBOJIYHO-YMOBHOTO MOJICIIOBAHHS
XapakTepiB 70 PO3ABOEHOTO Ta iHTeNeKkTyassHOro [29, C.18]. Came uepe3 3acodu
IHTEJIeKTyami3allii CBiIOMOCTI MEPCOHAXIB IMIIJIEMEHTYETbCSI HOBa KOHIISTIIiS JIFOAMHH,
chopmoBana y 20-X pokax MHHYJIOTO CTOJITTSA. HalOinbm sickpaBuM# i BHpa3HUKAMH
O. Pomanenko HasuBae M. IBuenka Ta B. [linMOrWibHOTO, pOMaHW SIKUX TSDKIIOTH 10
eMIYHOCTI Ta MHPOTH XYZAOXKHBOTO y3araJbHEeHHS.

Bixoro B nitepaTypo3HaBuiii Haywi ctaina MoHorpadis P. MoBuaH, B sikiii aHalli30BaHO
cnerudiky inenTudikanii MoAEpHi3MY B YKpaiHChKiH mpo3i 1920-x pokis [6]. Jocmianuns
3yNUHS€E yBary Ha NPOBIAHUX CTHJILOBUX Ta CBITOTJISHO-€CTETUYHUX TEHICHLISNX OO,
SKi pO3IIsa€ B KOHTEKCTI €BPOIEHCHKOrO MHUCbMEHCTBa. BaximnBoio B poboti €
aKIEHTyallis 3B S3Ky JITepaTypHO-KPUTHYHOTO JAUCKYpPCYy 3plUIOro MOJAEpHI3MY 3
OCMHCJIEHHSIM TIPUPOANM MHCTENTBA, Horo posi ¥ ¢yHkuiil. HasgBHICTE eK3MCTEHIIHHUX
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MOTHBIB B YyKpaiHCBKil JiTeparypi okpeciieHoro nepiony P. MoB4yaH aprymMeHTOBaHO
CHIBBITHOCHTb 13 IIPOLIECAMU CaMOII3HAHHS Ta caMopeari3aii, MoITyKaMH TOUYKU ONepTs.

VY npobiaeMHOMY TIOJTi €K3UCTEHIIIHHOCTI BuKOHaHO nociimkerns O. IMomoxosuy [30],
MIPUCBSYCHE BHUBUCHHIO ()eHOMEHa BiAUy)KEHHS y TBOpax yKpaiHcekux MmutHiB 20-40-x
POKIB MHHYJIOTO CTOJNITTA. 30CEPEKYIOUHCh Ha CIEeUUQIIll ONPHUIBICHHS KOHICTITY
«ajieHamis» B KOHKPETHHX TEKCTaX, aBTOPKa aKIEHTye Ha KyJIbTYpHO-iCTOPHYHIN
3YMOBJIEHOCTI HOTO CMHCIOBHX KOHOTamii. IllMpoke KynbTHBYBaHHS TEMH BiI4y>KCHHS
O. [TomoX0BHY  CTIPaBEeUIMBO MOSICHIOE HAMAraHHAMH TOTOYACHOI IHTEIEeKTyaJlbHOi
CHIILHOTH  «JIMCTAHIIIOBATUCS Bil OQIIIIfHOrO MeTaHapaTWBY Ta 3alpOIOHYBATH
anpTepHATHBHY Bi3iro» [30, c. 16].

CBiYEHHSIM HEBHYEPIHOCTI, a, OTXKE, aKTyaJbHOCTI JITEpaTypO3HABYOTO OCMHUCIICHHS
npoOJieM JIIOJICHKOTO ICHYBaHHS, € HENaBHO 3axXMIIeHa JOKTOpChbKa JHcepTailis
T. Tkauenko «OHTOJIOTIYHO-EK3UCTEHIIHHUN ANUCKYpPC YKpaiHChKOI Mayoi Mpo3u KiHLs
XIX — XX cromite» [31]. 3aCTOCOBYIOUM CHCTEMHMIA MiAXiA, AOCTITHUI HA MaTepiaii
MaJIoi IPO3H CTOJIITHBOTO 3pi3y penpe3eHTye BITUN3HSIHE CIIOBECHE MICTEITBO Y pO3MAITTI
fioro ¢Qopmo-3MicToBHX TposiBiB 1 TpaHcopmariii, MOBOASIYM Te3y IPO IUIICHICTH
YKpaiHCBKOTO IHCBMEHCTBA K O€3MEpepBHOrO MpoLecy, B SAKOMY BiI3epKajeHo
HaIlioHambHe OYTTS YKpaiHIIiB, IXHE MParHEHHs 10 COOOPHOCTI Ta HE3aJIe)KHOCTI.

BucHoBkun. Takum 49mHOM, Yy pe3ynbTaTi BHBYCHHS KPUTHYHOI  peHenil
€K3UCTEHIIHHOTO JAWCKYPCY MIDKBOEHHOI IIPO3M BCTaHOBIICHO, IO EK3WCTEHHIHHICTH
OJTHOTOJIOCHO PO3LIHIOETHCS JIITEPATYPO3HABISIMU SIK OpTaHiYHA CKJIaJI0Ba MOJICPHICTCHKUX
MpOIIECiB, TO3HAYCHUX 3MIIICHHSIM yBard 13 30BHIMIHBOI JificHOCTI Ha cdepy
BHYTpIIIHBOrO OyTTSA. Y CTaTTi BHIUICHO TPH €Tald KPUTHYHOTO OCMHCIICHHS
eK3UCTEHLIHHUX TEHJEHLIH y TBOpax o3HaueHoro mepiony. Ilepini mo3uTHBHI 3ayBaru, B
SKHAX aKIIEHTOBAHO 1HTEJEKTYaJIbHO-TICUXOJIOTIYHY JTOMIHAHTY MPO3H, MPpHUNanaoTh Ha 20-i
poku. [TounHaroun 3 30-x 1 ax mo kiHI 80-X POKiB, TOPOOOK MUTIIB-HOBATOPIB Maiike
MIOBHICTIO 3HUKAE 3 HAYKOBOTO I YMTAIKOTO MPOCTOPY. Y CTATTI MiIKPECICHO XapaKTepHy
JUIA TOTANITAPHOTO CYCIIJIbCTBAa CHTYAIil0, KOIW KPHUTUKA, NPHUCITYXKYIOUH TaHiBHIN
imeomnorii, HaOyBae O3HaK TOJNITHYHOI CTPYKTypu. ITHOpYBaHHS  paASHCHKHM
JiTEepaTypO3HaBCTBOM (aKTy (PyHKIIOHYyBaHHA MOJECPHI3MY Ha TepeHaX YKpaiHHW 03HAYaJIo
OJTHOYACHE BIJBEPHEHHsI BiJl TPOSBIB XYAOKHBOTO PENpPE3CHTYBAHHS 1HIMBITyaNbHOT
ex3ucreHuii. JlakyHy 3a0yTTsi B 1iell 4ac 3allOBHIOIOThH CTYJII NPEICTaBHUKIB YKPATHCHKOT
miacmopu, 3okpema lO. boiika, I1. Tomybenka, I'. Koctioka, FO. JlaBpinerka, M. Jlacio-
Kymtok, O. Tapuascekoro, lO. Illepexa, M. Illkanapis Ta iHIMX, $KI BiJ3HA4YarOTh
BUCOKHMI XYAOXHIH piBeHb TekctiB M. XBunboBoro, B. ITinmorunshoro, B. Ilerposa-
JloMOHTOBHMYA Ta iH., IXHIO CIIOPIJHEHICTH 13 €BPONEHCHKOIO JiTeparyporo. CHpusTiInuBi
YMOBH JUIsl 00’€KTUBHOTO il pi3HOOIYHOTO BUCBITIIEHHS NMPOOJIEMH CKIIANAIOTHCs B Y KpaiHi
mume B 90-x pokax. Y CTarTi MiOKPECICHO BiMYYTHHH IOCTYI HAYKOBIIB OCTaHHIX
JECATHIITh Ha MIIIXYy OCMHCIECHHS EK3UCTEHLIHHOCTI SIK ICTOPMYHO W KyJbTYpHO
3YMOBJICHOTO SIBHIIA B YKPaiHCBKOMY MHCTEIbKOMY Ipoctopi. Orisix TemaTndHo-
3MICTOBOTO HANOBHEHHS Ipamb AEMOHCTPYE, 3 OAHOTO OOKYy, TSDKIHHS JJO OXOIUICHHS
MIUPOKHUX ICTOPHKO-TITEPaTypHUX TMEPiOAiB, 3 APYroro — OO0 CTBOPEHHS CHEMiaJbHHUX
PO3BIIOK, MPEAMETOM PO3MIISAY SKHX € TBOPYICTH OKPEMHX SBHUIN. 30aradcHi HOBITHIM
TEpMIHOJIOTIYHMM  IHCTPYMEHTapieM, JOCHIJDKEHHS  HallJleHi Ha  peiHKapHalio
HAI[IOHAJTLHOI 1IEHTUYHOCTI HAmIOl JITepaTypH SK HEOOXiTHOI YMOBH TOBHOIIIHHOTO W
piBHONpaBHOTO (YHKIIOHYBAaHHS y CBITOBOMY KOHTEKCTi. Po3mmin ykpaiHCBKOTO
MUCBMEHCTBA KPi3b MPHU3MY OCHOBHHX IOCTYJATiB (isocodii iCHyBaHHS BiIKpHBaE Mepes
JOCTITHUKaMH HOBi JliTepaTypo3HaBdi oOpii Ta mepcnektmBu. Ha waci — BHBYEHHS
€K3UCTEHLIHHOTO TUCKYpCYy B KOMIIapaTHBHOMY aclleKTi i3 3aJydeHHSM HIMPIIOTO KoJa
aBTOPIB 1 TEKCTIB.
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The article studies the role of the text in performances conducted during 1980s in
Odessa by the participants of so-called ‘Odessa school’ Serhiy Anufiiyev, Leonid
Voytsekhov, Yuriy Leyderman, Svitlana Martynchyk, Volodymyr Naumets, Alexander
Petrelli, Oleh Petrenko, Liydmyla Skrypkina, lhor Styopin, Ihor Tshatskin (solo or as
participants of art groups ‘IU’, ‘Martynchyky’, ‘Pertsi’.

Following research discovers, systematizes, and analyzes materials of online archive
‘Odessa Art of 1980s’ created in 2000 by Odessa Centre of Contemporary Art in
collaboration with Institute of Contemporary Art.

The article, therefore, overviews over twenty individual and collective pieces of
Performance Art, in particular: ‘Cross-Zero’ (1982), ‘Russian Idyll ° (1982), ‘Pacifist
Demonstration’ (1983), ‘Leaning Against Pillar’ (1983), «/Among Other Things/» (1983),
‘I Admire Friends’ (1983), ‘David’s Shield’ (1983), «Basiny (dedicated to ‘Muhomory’)
(1984), ‘This Secret Word’ (1984), ‘Flag Killing Methods’ (1985), ‘There I Were a Man’
(1985), ‘To Hit a Wall and a Black Wife’ (1987), ‘Like a Shot’ (1987), ‘The Most Precious’
(1987), ‘Exploration of Art Deposits’ (1987), ‘Vasia Was Here’ (1987) etc. as well as
performance-exhibition ‘Relatives’ (1983). The attribution and description of all studied
pieces of Performance Art is based exclusively on the data gained from the online archive
(even though some of the data are controversial). The performances mentioned in the
archive are catalogized. The main challenges of the archive-based research in performance
studies are underlined.

Keywords: ‘Odessa school’, text, archive, performance art, performance, happening.
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Cmamms npucesuena UBYEHHIO a8MOPCbLKO20 MeKcmy y nepgopmancax, wo 8iodynucs
6 M. Ooeca y1980-x poxax. YV yemwmpi Oocnidxcenns nepebysaioms 2enneHiniu
il nepgopmancu  npeocmasuuxie  «odecvkoi wkoauy: C. Anyghpiesa, JI. Boiyexosa,
10. Jlenioepmana, C. Mapmunuux, B. Haymys, O. [lempenni, O. [lempenka, JI. Ckpunkinoi,
1. Cmyvonina, I. Yaykina npogedeni inougioyaibHo, a makodlc y CKiaoi MUCMEYbKUX 2pyn
«IFO», «Mapmunyuxuy, «llepyiy.
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Jlocnioocenns 30cepediicene HA GUEYEHHI, cucmemamuszayii U amanizi mamepianie
ounaun-apxisy «Mucmeymeo Odecu 80-x», cmeopenoeo Llenmpom cyuacnoeo mucmeymea
(m. Ooeca) 11 Incmumymom cyuacrnoeo mucmeymsa y 2000 p.

Y pamxax cmammi posenanymo nouwad 0eadyamev asmopcbKux (iHOUGIOYanbHUX |
KOJIeKmuenux) meopis mucmeymea nepgopmarc: «Pociticoxa iouniay (1982), «Xpecmux-
Hynuxy (1982), «[Mixc inwum]» (1983), «llayugicmcoka oemoncmpayiay (1983),
«IIpumynuswiuce 0o cmosnay (1983), «LLum [asuday (1983), «A 3axonmorocs Opy3amuy
(1983), «Taz» (npuceama «Myxomopamy) (1984), «Lle maemne crnogoy (1984), «Cnocobu
souscmea npanopomy» (1985), «A 6ye myascuxom mamy (1985), «bumu no cmini i no yopHit
Opyarcuniy (1987), «Haubinow coxposenney (1987), «Po36ioka XyOOJCHIX KONAIUHY
(1987), «Tym 6ys Bacsay (1987), «¥V 0ea paxynxuy (1987) mowo, a maxodic eucmagky-
nepgopmanc  «Pionsy (1983). Ampubymyeanns u onuc ycix OOCHIONCEHUX MEOPI6
mucmeymea nepgopmanc 30MUCHEHe BUHAMKOBO HA OCHOSI (NOOEKyOU Cynepeuusux)
Oanux, sAKI 60an0Cs eilouykamu ceped Mamepianie OHIAUH-ApXiey (NepeajicHoO
domodoxymenmayiti, inmeps 1o, aucmis). Ilposedeno xamanocizayiro diticms. Oxpecieno
npobremMHi MOMEeHmMU OO0CHIOHNCEHHS MEeKCMO8020 CKIAOHUKA NeppOPMAHCI8 HA OCHOBI
apxieHux mamepianie.

Knwuosi cnosa: «odecbka wKkoia», meKcm, apxis, MUCmMeymeo neppopmatc,
nepgopmanc, 2enneninr.

Ha ocHoBi MatepianiB onaiiH-apxiBy «MucteurBo Oznecu 80-x», ctBopeHoro B 2000-
oMy poui LlenTpom cydacHoro mucrenrBa M. Oneca i [HCTUTYTOM Cy4acHOTO MUCTELTBA, Y
CTaTTi OyJie PO3IJISIHYTO CIIOCOOM BUKOPHCTAHHS TEKCTIB y nephopmMaHcax NpelCTaBHUKIB
HeodiuiiHoro wmucrenrBa 1980-x. VYnopsiaxkyBaHHsS 3a3Ha4€HOTO BHINE  apxiBy
cynpoBoKyBasia cepist iHteps’to B. beznpossanHoro i O. ['oauHol, siKi CTaay OCHOBOIO
JUTS TIOAJTBIINX AOCIIKEHb (PEHOMEHY «OAECHKOI KO CY9aCHUMH KyJIbTYpOJIOTaMu i
muctenTBo3HaBIsIMU . BumecnaBeskuM, T. Kouybincekoro, O. TpsaoBoto Tomro. [Tompu
3HAYHUI iHTepec MHCTelbKuX iHcTUTYLiH Ykpainun (HXMY, PinchukArtCentre, MCMO)
JI0 TBOPYOCTI NMPEACTAaBHUKIB «OIECHKOI IIKOJII», OHIaiH-apXiB «Mucrenrso Oxecu 80-x»
JOTETep 3aIMIIAETHCS OAHUM 13 KIIIOUOBHX JUKEpeN iH(pOpMaIil PO TBOPUICTH OJECHKHUX
MUTIIIB O3HAYCHOTO Tepioxy. BTiM, KpUTHKH # HayKOBI IEPEBaYKHO HE IOCIIIKYIOTH
apxiB CHCTEMAaTH4HO, TOMY Hapasi y CTATTSIX 3yCTpi4aeMO pi3HE JaTyBaHHsS BHCTaBKH-
neppopmancy «PimHsi», mnapaiensbHo (QYHKLIIOHYIOTH pi3HI  Ha3BM  nepdopmaHciB
0. Jleitnepmana ta 1. Yankina toro.

Bup4eHHI0 nepOpMaHCiB i3 TEKCTOBUM CKJIAJHHUKOM IIPUCBAYeHO pobotu K. IpiGHep,
M. Kapscona, I. ®panccena Ta in. JIOCHiIHMKH aKIEHTYIOTh yBary Ha HEOOXiTHOCTI
PI3HOBEKTOPHOT'O aHaji3y TEKCTiB JIHCTB, & TAKOXK 3B’s3Ky TeKcTy 1 Jii. TekcToBHii BUMIp
neppoOpMaHCiB TaKOX PO3MISHYTO B CTAaTTAX YyKpaiHCBKMX HaykoBuIpb |. Heuwramok
(«Yxpaincekuit mitepatypHuii meppopmancy, 2014) ta 1O. [TounHok («Ilepdopmanc sk
Memia-Tekct», 2014), BTiM, y QOKyCl IUX JOCTIIKeHb ONMHWINCS, TOJOBHO, Bi3yaslbHi
cKkIagHUKN TepdopmaHciB mrcbMeHHUKIB 0. Arnpyxosuua, H. ['omwapa, C. XKanaHa,
B. Maxna, T.IIpoxaceka. JlireparypHi meppopMaHCH Bi3yaJbHHX MHTIIB TOCIIIHUII
3aMUIIMIM - mo3a Ayxkamu. Harowmicts, ctarts M. IlamkeBuu «IlepdopmancHa
KOMYHIKalis: BUTOKM Ta TpaHchopmauii» (2017), B skii, 30kpema, WaeTbcs 1 PO
TUSTIBHICTH MOJIOAUX OeChbkuX MUTIIB 1980-x, 30cepemkeHa Ha KOMYHIKATHBHOMY aCTIeKTi
JIIACTB, ajie He aHaJi3ye O0e3nocepeaHbo Teketu. Heodiniitnomy muctentBy Oaecu 1980-x
NPUCBAYCHO po3aimn  MoHorpadid miteparyposHaBis . [lomimyka («®ponTHpHA
ineHTHuHicT: Opmeca XX cromitrsi»y, 2019) Ta wMucrenrBo3HaBuili  A. JIOXKiHOT
(«I[lepmanenTHa peBoonis», 2019). Ha sxanp, 1i AOCHIIPKEHHS HE NAIOTh BHYCPITHOL
XapaKTEepUCTHUKHU PoIli TeKCTy B nepdopmancax, mo BigOyimcs B Oneci y 1980-x pokax, a
30CepeKeHI, TOIOBHO, HA aHaJIi31 Bi3yadbHHUX CKIIAJOBUX JTIHCTB.

MerTa 11i€i CTaTTi — BCTAHOBUTH HAasBHICTb TEKCTOBHMX CKJIQJIHUKIB y mepdopmancax
OJIECBKMX MUTLIB, 1m0 BinOymucs B M. Omeca mpotsrom 1980-1989 pokiB, Ha OCHOBI
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MarepianiB oHyaiH-apxiBy «MmucteurBo Ozxecu 80-x», a TAKOXK OKPECIMTH CHELU(IKY
(yHKI[IOHYBaHHS TEKCTY B O3Ha4EHUX repdopMaHcax.

OCHOBHHMMH 3aBJAAHHAMH CTATTI €:

1) cucTeMaTHYHO BUBYMTH MaTepiany oHIaiH-apxiBy «Mucrenrso Oxecu 80-x»;

2) xaranorizyBaTu ephopMaHcH, iHpOpMAITist TIPO SIKi HASTBHA B apXiBi;

3) BCTaHOBWUTH  HasBHICTE (ab0  BiZACYTHICTB) TEKCTOBOTO  CKJIaJHHWKa B

KaTaJIOTi30BaHUX IeppopMaHcax;

4) mnpoanamizyBaTd  (QYHKIII  TEKCTOBOTO  CKJIagHHKAa B  KaTaJlOTi30BaHUX

neppopmaHcax.

3aBnaHHs OyAyTh BHUKOHAaHI IIUIIXOM BHUKODHCTaHHS aHAIITUYHOTO  METOAY.
AnagiTnyHmii Merox Oyne 3acTOCOBaHO [UIs — Karaiorizamii  meppopmanciB i
BHOKpEMJICHHS CIIel(iYHOT POIIi TEKCTOBOT CKJIJI0BOT Y KO)KHOMY 3 HHX.

HaykxoBa HOBM3HA IIi€i cTaTTi Mojirae y CUCTEMaTHYHOMY JIOCIIPKEHHI MaTepiajiB
oHnaiH-apxiBy «Mucrenrso Oxecu 80-x».

OO0’ €eKT mOCTiKEHAS — MaTepiaiy oHnaifH-apxiBy «Mucteurso Onecu 80-x».

Ipeamer pocmimkeHHS — (OTOMOKYMEHTAIl MIMCTB, eCKi3W 10 mepdopMaHCy
IO. Jlefinepmana, xomm toteporuc nuctiB JI. Boiinexosa, lO. Jleiinepmana, 1. Yankina,
inTepB’to M. AnekceeBa, C. AnydpieBa, JI. BoitmexoBa, B. 3axapora, K. 3Be3mouerona,
I. Kaminnnka, FO. Jleiinepmana, C. Maptununk, B. Muponenka, A.MoHacTHPCBKOTO,
J. Hyxwuna, M. IlanitkoBa, O. [lerpemti, O. Ilerpenka, C.Ilommumcekoro, JI. Pe3yH,
JI. Ckpunkinoi, I. Cteomina, I1. @omenka, 1. Yankina.

VYcHuit 1 MUCHhMOBUN aBTOPCHKI TEKCH SIK CKJIQJOBI TBOPIB MHCTEITBAa IephopMaHC
MOXYTb OyTH CTBOPEHHMMH 3a3/alerigb (IO Mmo4aTky AicTBa) abo iIMIPOBI30BAaHUMH ITi[|
yac JiificTBa 1 MaTH pI3HUH CTyMiHb IMIPOBI30BaHOCTI (y Mexax 3amaHol TeMu abo
npoOyieMaTHKH, OYTH HEKOHTPOJILOBAaHMM IOTOKOM JAyMKH Tomlo). Cmoraam 1po
nephopMmanc, 3aikcoBaHi B iHTEPB 10, TUCTAX, IIOJCHHUKOBHUX 3aIlUCaxX 1 OyIb-sIKiil 1HII
(hopMi He MOKHA BBAKATH TEKCTOBUM CKJIATHUKOM nepgopMaHcy, BTiM, BOHH MOXYTh
MiATBEpANTH ab0 CIIPOCTYBAaTH HAsBHICTH aBTOPCHKOTO TEKCTy B Nep(OpPMaHCi, a TaKOX
JIOTIOMOTTH BCTAaHOBHTH CIIEIIU(iKy (HYHKIIIOHYBaHHS aBTOPCHKOTO TEKCTY B IIHCTBI.

Sk 3a3HaueHO BHWINE, MOCH/DKCHHS CIIMPAETHCS Ha MarTepiannd OHJaWH-apXiBy
«Mmucreurso Onecu 80-x», BHOPSIKOBAHOTO 332 IMEHAMU MUTIIB, Y IKOMY HasBHI PO3IiJIH:

1) 6Giorpadis;

2) iHTepB’0;

3) dotorpadii;

4) poborw;
5) nwuctw;
6) TekcTH.

Y posmini «biorpagis» momaHo HexertamizoBaHy Oiorpadiro MuTHIiB Y (opmi
XpOHOJNOTIYHOT Tabmmmi. OCKUIBKM METOI BHOPSAAKYBaHHS OHJIAHH-apXiBy Oyio
(hopMyBaHHS XPOHOJIOTIT BUCTABKOBOI AisTIbHOCTI MHTIIIB, Iep(HhOpMaHCH HE MTOTPAITHIH 10
XPOHOJIOTIYHOT TaOJHII Ha CTOpiHKaX i3 Oiorpadismu. Po3min «IHTEpB’10» MICTHTh TEKCTH
iHTEepB 10, sAKi poBenu B. besnpossanuwmii Ta O. ['onuHa mig yac ykiaganHs apxiBy. Po3min
«Dotorpadii» Mmictuth cBiTIMHH, a «PoboTm» — 1mbpoBi Komil xkuBomMUCY, rpadiku,
00’€KTIB TOIIO, & TAKOXK 3HIMKH CKYJBITYP Ta IHCTAJAIIH, naToBaHi nepiomgom 1980-1990-
x. Po3gin «JIuct» MICTUTh KOMII'FOTEPOTIMCH JIUCTIB, JATOBAHUX MEPIIO TMOJOBHUHOIO
1980-x. Pozgin «TekcTu» MICTHTh II'SITh HENATOBAHMX MOETUYHUX TBOPIB JyeTy
«MapTUHYUKNY.

B apxiBi HasBHI OIiICTHAALATH TEMATHYHUX PYOPHK (32 iIMEHAMH XYIOXHUKIB 1 TBOPUHX
rpym), npucssdenux C. Any¢piesy, JI. Boitnexosy, . 3ins0eprureiiny, 1O. Jleiinepmany,
O. Mysuuenky, /. Hyxuny, O.Ilerpemni, [I'.Ilonsoiicbkomy, C. [lommncekomy,
JI. Pesyn, B. CanbHukoBy, . Yankiny, o0’exHanHsM «MapTUHYMKH»  (YJaCHHKH:
C. Maptununk, I. Creomin), «[lepui» (yuacumkm: O. [lerpenko, JI. Ckpunkina),
«Domcpkuit» (yuacHuku: 1. Kaminnuk, [1. @omenko). licTHaansara pyopruka «MocKBIYI»
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CKJIamaeThes 3 iHTepB’10 M. AnekceeBa, B. 3axaposa, K. 3Be3moueroBa, B. MupoHeHKa,
A. Monacrupcebkoro (3a yuacri 1O. Jleiinepmana), M. IlaHiTkoBa.

[IpoananizyBaBmu gaHi apXiBy, HABOAUMO IIEPEIiK MUCTEIIPKUX aKIil, 0 BiIOyIHCs B
M. Oneca y mepiong 3 1981 no 1989 p., 3adikcoBaHi Ha CBITIMHAX, 3rafaHi B JHCTax H
inTepB’r0’:

1) Tlepdopmanc «Xpectuk-Hymuk», 1982 p. Yuacuuku: C. Auydpies, B. Haymens.
Micne npoBenenns: M. Oxeca.

B apxiBi «MuctenrBo Onecu 80-x» HasgBHA OHA CBITIMHA 3 JOKYMEHTAII€IO TiHCTBA
[zuB. ®oto 1]°. Byap-siki immi sragku Bigcytsi. Ha »aib, Ha OCHOBI JaHHX apXiBy, He
BAJIOCS. BCTAHOBUTH 200 CIIPOCTYBATH HAsIBHICTh TEKCTOBOI CKJIaJOBOI AIHCTBA.

2) Tlepdopmanc «be3 Ha3Bw», 7.09.1982 p. Atopu i yuachuku: lO. Jleiimepman,
1. Yaukin. Micue npoBeneHHs: myoniqauii mpoctip M. Ozeca.

Hanepenonni niiicra 0. Jleiinepman #t 1. Yankin posganu Apy3sM 3amlpolIeHHS-
KapTKu 3 TeKcToM: «7.IX.82 6 m. Odeca o 10 200 03 x6, 3a Mockoecvkum uacom,
6i0GYOembes nepuuti 6 icmopii modcmea ninomosanuti noxim Oymxuy [mus. . 1]°,
[oniOHMIA TeKCT 3HAXOAUMO TaKoX y cnoranax JI. BoiinexoBa: «/I 3asmpa o Opyeiti Ous Ha
CobopHiti niowi 8i00ydemvcsa nepwiuti 8 icmopii 100cmea NIOMOBAHUL NOAIM GLIbHOL
Oymkuy. JleTanpHOTO OMHCY AIHCTBA B apXiBi He 3HaimeHo. Bxpaii abcTpakTHO ommcye
#ioro JI. BoiiexoB, cTBepkytoun, mo min yac nepdopmancy 1. Harkin «rpoxu jitasy [1].
Binrak, MO)kHa KOHCTaTyBaTH HasBHICTh TEKCTOBOI CKJIaoBo1 B nepdopmanci «be3 Ha3zBu»
(07.09.1982) npuHaiiMHi Ha TiATOTOBYOMY €Talli, BTIM, BCTAHOBHUTH, Y¥ BUKOHYBajia BOHA
IHIITY pOJIb, OKPIM iHPOPMATUBHOI, HE BAJIOCS.

3) Iepdopmanc «Pociiicbka immmis»’, 1982 p. ABTopH if y4acHHKH: 0G’€IHAHHS
«IHO» (10. Jletinepman, 1. Yankin). Micie mnpoBeneHHs: myOmiunuii mpoctip M. Oxeca.
TpuBanicts aiiicTBa: 3 roAnHH.

Js mepdopmancy «Pociiickka igmimis», mo BimOyBaBcs «HA CXWIaX 1 Ha OymbBapi»
M. Opneca, lO. Jleiinepman cTtBOpHB rpadidHi poOOTH, Ha SKHX 300pa)KeHI BUKPHBICHI
o0mmyus mroxedt. Apkymii 3 pobotamu «Oynu mpuOUTI mBAMIKaMu 10 nepeBy» [2]. Likago,
mo aBTOpH NepdopMaHCy MO-pi3HOMY OMUCYIOTH mepedir mifictBa. Tak, FO. Jleiimepman
npuraaye, 1o [ Yankin nmapojioBaB KapUKaTypHi OOJIMYYsl BJIACHOK MiMikoro [3].
CeitimHa 3 apxiBy lO. JlelinepmaHa miaTBepKYe cioBa XyqoxHuka [nuB. @oto 2]. Brim,
I. Yaukin cTBepIpKye, IO 1i KapukaTypHi oOimuus mnaponitoBa O. Jleiinepman. 3a
cimoBamu I. Yaukina, y Jpyriii dyactuHi JiiictBa oOuaBa mnepdopMepH TaHIIOBaIN
Hasnpucsiaku [2]. YO. Jleiinepman 1ie miATBEPKY€E, BTIM, TOBOPHUTH, 110 JIACTBO CKIagaBCs
He 3 JIBOX, a 3 TPhOX YacTHH: nepily (onucany Buiue) npuaymas I. Yankin, npyra — TaHui
HABIPHUCSIKK — OyJia BUTaJaHa CIiIbHO, a TpeTio npuaymas 0. Jlelinepman [3] (mepedir
tperboi uactunu 1O. Jlefinepman He KOMeHTYe). [HpopMalil 010 HASBHOCTI TEKCTOBOTO
CKJIagHUKA B repdopmanci «Pocilickka iamtish» B oHIaifH-apXiBi «MuctenrBo Onecu 80-x»
He 3HalJIEHO.

4) «IMaumdicrecoka gemoncrpamis»y, 13.03.1983p. Asropu: IO. Jlelinepman,
C. Mapturunk, O. I[lerpenko, JI. Ckpumnkina, I. Yankin®. Yuaceumi: C. MapTuH4HK,
JI. Ckpunkina. Micue npoBeneHHs: myOmigHmiA mpoctip M. Oxeca.

Sk npuragye wmuctkuns JI. CKpunkiHa, MEHIIE HiDK 32 THXKICHb [0 IIOYaTKy
JIEMOHCTpallii, aBTOpH JiiicTBa, JOMOBHBIIMCH MDK COOOI TpO HOro MpPOBEACHHS,

! Marepianu oumaiin-apxisy «MucrenrBo Omecr 80-X» HamucaHi pOCiiichkoi0 MOBOK. Yci
[IMTaTH, HaBEJIeH] B CTATTI, TIOJIaHi B aBTOPCHKOMY TIEPEKIIAII.

2 ®otorpadii posmileni HAMPHKIHI CTATTi.

8 LirocTparii po3minieHi HAMPHUKIHII CTATTI.
1. Hankin HaszuBae ueid nepdopmanc «PocissHi MU POCisSiHH, BY3bKi MH BY3bKi» [2].

SA TakoxX, 3a cioBamu O. [TeTpenka, «Mukoma i HOro AiBUMHA», OCOOU SIKUX BCTAHOBUTHU
He Bhanocs. BTiM, y Tomy x iHTepB’to JI. CkpHnkiHa roBOpPHTH, IO IMiAMUCAINCS Mij
JMCTaMH Jiuiie 1’ stepo [4].
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Hanucanu juctu «B OOH, kxymucs y MockBy», O. IlerpeHko amopmae, mo OAUH JIUCT
Hagicnamn y «Beuipmio Omecy». Y Tekcrax muctiB’ Irpyma METIIB BHCIOBHIA HaMip
npoiTH 3 ManuQiCTCHKOI0 JEMOHCTpAIi€l0 «poTH BiHW». 3a cioBamu O. [lerpenka,
HACTYITHOTO JIHSA TICNIS HAJCWJIAaHHSA JIUCTIB, MHTIIB BHWKIMKamun Ha gomut [4]. Ile
miaTBepmkytoTs JI. Ckpurkina [4] i 1. Yankiu [2]. ToMy B neMoHCTparii B3sIM y4acTh HE
BCl aBTOpH AiiicTBa, a e C. Maptuaguk i JI. CkpunKiHa, SKi MPOHIIIN «BiX aM’ STHHUKA
[ymkiny mo KymukoBoro mois» yaBoxX, OTO4eHi Mimineicskum kopmorom [4]. 1. Hankin
Ha3WBa€ IO aKIil0 MPOSBOM COIiAIFHOI He3aTpeOyBaHOCTI MHUTIIB i MiAKPECIIOE, IO B
Opeci TOro mepiogy TBOPH MOJIOAUX XYAOXKHHUKIB «HE Manu risgadisy. Tomy
«[TamudicTcpka AEMOHCTpALish» Oylia «HEe3MiIICHEHHOI Mpi€ero mpo risaaday [2].

Y nmaHoMy pasi JHMCTH A€KJIapyBaJld HOHKOH()OPMICTCHKI HACTPOI i€l TPyIU MOJIOJUX
XYZOKHHKIB, sIKi B TUCBMOBIH ()OpMi BUCTIOBHIIM BJIACHUI MIPOTECT MPOTHU BOEHHUX [iil (SIK
cBimunth JI. Ckpunkina, mij yac GopMyBaHHs 3aayMy JiiicTBa i HaIMCAHHS JIUCTIB MHTLI
obroBoproBaiu BiitHy B Adranicrasi [4]).

5) Tlepdopmanc «be3 Ha3Buw», [1983]. Apropu # yuacuuku: IO. Jleiinepman,
. Yanxis.

IIpo nepdhopmanc B onmaitH-apxiBi «MuctenrBo Onmecu 80-x» HasBHI TOUKOBA 3rajika B
iHTpeB’10 A. MoHacTupchKoro [5] i onHa cBiTimHA 3 POTOIOKYMEHTAIIi€l0 Tep(opMaHCy 3
npuBaTHOTO apXiBy JI. Pe3yH (kormis mporo 3HiMKa cTana gacTiHOIo ansoomy C. AHydpieBa
«Maponam» [auB. Ii. 2]). Ha ocHOBI WX JaHWX BCTAHOBHUTH a00 CIPOCTYBATH HAsBHICTH
TEKCTY B JIHCTBI HE BAAJIOCS.

6) Ilepdopmanc «IpuryauBmmucs, a0 croBna», 1983 p. Yuacuuk: lO. Jlelimepman.
Iepdopmanc y my6miuHomy mpoctopi M. Ofeca, Tpo SKUi cepel apXiBHHX MaTepiaiB
CBIMUUTH JHIIe YOTHPH CBITIHHH [1uB. ®oto 3]. BeraHoBmeHHs: ab0 CcOpPOCTYyBaHHS
HassBHOCTI TEKCTOBOTO CKJIaJHMKA B JIHCTBI MOTpedye O1LIbNIOT KITBKOCTI JaHUX.

7) Mepdopmanc «[Misxk immmm]», 1983 p. Vuacumk: JI. BoiiexoB. Micue
npoBeneHHs: kBapTupa JI. Boliniexosa (Byn. Actamkina, M. Oneca).

B apxiBi He 3HaMIEHO KOTHUX 3TaJIoK MPo IIHCTBO, OKPIM JABOX CBITIHMH 3 MPHUBATHOTO
apxiBy JI. BoiiliexoBa, Ha KX 3a0KyMeHTOBaHO niepdopmanc [muB. Doto 4]. Sk Oaunmo
Ha CBITJIMHI, Tig 9ac miricTBa JI. BoiimexoB cuaiB Ha MEHBKY B KOJIi KapTOK i3 HAITHCOM
«MIX ITHIIMM». Biarak, TeKkcT y OificTBi BUKOHYBaB (pyHKIIO (i3WIHOTO Oap’epy Mix
nepHopMepoM i T AadaMu Ta MaB BaXKJIMBE 3HAUCHHS JUUISI IHTepIIpeTallii aiiicTBa.

Iepdopmep oOupae HEHTpP MPOCTOPY ¥ 3aiiMae HOTOo, MPOTE YCBIIOMITIOE, 10 IEPUMET]P
SKMA BiH OKpeciauB mepebyBae Ha mepudepii (Xym0oKHHK poOHTH mnephopMaHC HE Yy
NpUMILICHH] My3el, a Yy BiacHii KkBapTupi mnpoBiHuiiHOI Opecu), Ha MapriHecax
mucrerpkoro mpouecy CPCP, Hexail HaBiTh BiH — KIIIOYOBa IIOCTaTh OAECHKOTO
mucrerrea 1980-x, Ta HOro posb y paassHCbKOMY i CBITOBOMY KOHTEKCTax HE TOJIOBHA, i
HaBITh HE IPYTOPSAIHA, a HIOM «MDXK 1HIITUMY.

8) Ilepdopmanc «S1 3axomawrocs apy3simm», 1983. Aprop: 10. Jleiinepman.

B onnaitH-apxiBi 30epiraroTbCs JHINE KOMIl apKymIiB 3 Koiekmii A. MOHAaCTHPCBKOTO
it apxiBy «[lepuiB», siki Oynm BUKOpUCTaHI mix vac mepdopmancy [mus. . 3]. Binraxk,
MOXEMO BCTAaHOBHTH HAasSBHICTh TEKCTOBOTO CKiagHWKa. Ha jkamp, mux marepianiB He
JIOCTaTHBO ISl PEKOHCTpyKLii mepediry mnepdopmaHCy i OKpecieHHs poJii TeKCTy B
JACTBI.

9Ileppopmanc «Illur daBuma», 1983 p. Asropu: IO. Jleiinepman, 1. Yankin.
Vyacuuk: 0. Jletinepman. Micte npoBeneHHs: M. Oneca.

Indopmariis mpo miiicTBO B apxiBi OOMEXYETbCSA TOYKOBOIO 3ragKOI0 B IHTEPB IO
A. Monactupeskoro [5] i ¢doromokymenrarietro 3 mpuBatHoro apxiBy lO. Jlefimepmana
[auB. ®oto 5]. Jdani npo nepedir moaiil mix 4ac meppopMaHCy BiACYTHi, a MOJANBIINHA
fioro aHaii3 moTpedye 10AaTKOBOI iHpOpMAIii.

' apxiBi IIi JUCTH BiJICYTHI.
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10) Bucraeka-mepdopmanc «Pimusi», mito 1983 p'[1;4]. Asropu i yuacHuKm:
C. Anyopies, JI. Boiinexos, 1O. Jleitnepman. Micue npoBenenHs: kBaptupa M. JKapkoBoi
(Byn. Constuna, M. Opeca) [6].

BaxmmBoro ms «PigHi» cTaB mporec MiAroTOBKH IO BiIKPHUTTS BHUCTABKH, B paMKax
SAKOTO BCIX TOTCHHIWHUX BiNBiAyBadiB (IOCHTH CTajie KOJIO JIIOACH, sKi 30Mpannce y
camonax M. JXXapkoBoi) moiH(opMyBady, IO Ha HOBiM BHCTaBLi OyAyTh «HEHMOBipHI
poboT B HOBHX TexHikax». 3a cmoBamu JI. BoifllexoBa, imest BHCTaBKH Ioisraja y
HEBI/IMTOBITHOCTI AEKJIApOBaHO! iHTEHI] («BHCTaBKa HEHMMOBIpHHUX pPOOIT»), HAasIBHUM B
EKCIIO3ULIHHOMY TPOCTOpi po0OTaM, «I10 SKMX Oynu mpukieeHi ¢ortorpadii O6aTbKIBY.
KosxHoro BizBinyBaua BHCTaBKHM Ha 1opo3i 3ycTpiuaB ekckypcoBon (1O. Jleiinepman abo
C. AnydpieB), sKuii MaB MaKCHMAJIBHO JCTAJIBHO PO3IMOBINATH MPO BCI POIUHHI 3B’S3KH
moned Ha cBiToMHaX (iM’s, mpodecito, CTYIIHb CHIOPIIHEHOCTI, MicCle NPOKUBaHHS
toro) [1].

Bingrak, KIIOYOBY posib Yy BHCTaBLi-iep(OpMaHCi BifirpaB YCHHUH IMIIPOBI30BaHHH
TekcT. BTiM, iMIpoBizaris BigOyBaiach y YiTKHX paMKax, OOMEKEHHX MOCTATAMHU T'epoiB
CBITNIMH 1 IXHIMH Oiorpadismu. [HpopMmaris Mmoo HaIBHOCTI MiATOTOBYNX TEKCTIB (YCHUX
a00 MICHPMOBHUX) B apXiBi BiICYTHS.

11)[Mepdpopmanc «lle Taemue ciaoBo», 1984 p. Asropu: 1O. Jleiinepman, 1. Yaukis.
VYyuacuuku: JI. Boiiexos, 1O. Jleiinepman, O. Ilerpenko, JI. Ckpumnkina, 1. Yankin. Micne
nii: kBaptupa JI. BoiitiexoBa (Byn. Acramkina, M. Oxeca).

Marepianu npo mnepdopMaHC OOMEXKYIOThCS CBITIMHAMH 3 TPHBATHUX AapXiBiB
JI. BoitiexoBa Ta 0. Jleiinepmana [nuB. @oTo 6], a TAKOK KOMIIMH apKyILIiB-aTpuOyTiB i3
TekcToM [7]. Toxk MOXHa KOHCTaTyBaTH HasBHICTb TEKCTOBOI CKJIaJ0BOI B mepdopMaHci,
BTIM, JUUII BU3HAYCHHS POJIi TEKCTY Y AIHCTBI HEOOXIHI JOJATKOBI JIaHi.

12)Iepdopmanc «Tazn? (mpucesra <<Myx0MopaM»3), *KoBTeHb 1984 p. ABTOp:
O. [Terpemni. Mice mnpoBemeHHs: myOnmiuHmi mpoctip M. Omeca (Bymumi, Oapm); mim
I". IToaBoiicbkoroO.

3a cmoBaMu aBTOpa, ies AificTBa BUHUKJIA TiJl 9Yac MPOCIYXOBYBaHHS MarHiTOaIp00My
«3onotuit nuck» 00’eqHaHHA «MyxoMmopmy». [IpoTsarom miiicTBa yYaCHUKH CIIIJIKYBAJIHCS i
BinBigyBamu pizHi Oapu M. Oneca. KiHmeBHM IyHKTOM IXHBOTO MapIIpyTy cTana jaada
I'. Iloxsoiickkoro [8].

C. AuydpieB rOBOpUTH, WIO0 II€¢ — TMEpIIe MIHCTBO, aBTOPOM SKOTO CTaB
O. ITerpemni [6]. ToukoBa 3ramka mpo mepdopmanc € B inteps’to «Ilepuis» [4]. B apxisi
«Mucteurso Opnecu 80-x» 30epekeHO WICTh CBITJIIMH, Ha SKHX 33J0KyMEHTOBAHO
nepdopmasnc [aus. Doto 7].

Ha ocHOBiI HassBHOTO Marepiagy poOMMO BHCHOBOK, IO iIMIIPOBI30BaHUH YCHH TEKCT
rpaB BaXJIMBY POJIb Y IHCTBI, OCKUILKHM aBTOP JIaBaB yYaCHUKaM IHCTPYKIIT 11010 AiH.

13) Tlepdopmanc «Croco6u BOMBCTBa mpamopom»’, 1985 p. ABTopH i ydacHHKH:
1O. Jlefinepman, 1. Yankin. Micre npoBenenss: kBaptupa JI. Bolinexosa (Byn. Acrarmikina,
M. Oneca).

IIpo mneppopmanc € naBi ToukoBi 3ragku B iHTepB’to FO. Jleiinmepmana [3] it
I. Yamkina [2]. Takoxx 30epermucss 6 MiArOTOBYMX PHCYHKIB [9] i 7 3HIMKIB pemeTuiil
nepdopmancy [auB. @orto 8]. 3ragkd mpo HASBHICTH TEKCTOBOI CKJIAZA0BOI y JIHCTBI
BIZICYTHI.

14)epdopmanc «5 6yB my:kukom Tam», 1985 p. Astop: 10. Jleiinepman.

! ®otorpadii 3 apxisy IO. Jleiinepmana (B onnaiin-apxisi «Muctenro Onecu 80-x»), Ha
SIKiH 3aTOKYMEHTOBaHI YYaCHUKH BUCTaBKH «PimHs» matoBani 1982 p.
2 C. Any(pies nasusae aiiictBo «Ilepdopmanc i3 Tasom» [6].
«Myxomopu» (1978-1982) — 006’emHaHHS MOCKOBCHKMX KOHIICNTYalbHUX MHTIIB
(C. 'yaanax, K. 3se3noueros, O. Kamencekuii, B. Muponenko, C. MupoHeHKO).
* I. Yarikin Hasusae miiicTBo «Jlecats crocoGis youscTaa mpamopom» [4].
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B apxiBi 30epekeHO JHIIe 1Ba 3HIMKH JiiCTBA (HA SKUX MUCBMOBUI TEKCT HE Dirypye).
Binrak, BcTaHOBHTH 200 CIIPOCTYBAaTH HasiBHICTh TEKCTOBOTO CKJIa[HUKA B iepdopmaHci Ha
OCHOBI MaTepiaiiB oHNaiH-apxiBy «MucteurBo Ozxecu 80-x» He BIamocs.

15)ITeppopmanc «burn mo criui i mo YopHii apyxuni», 1987 p.

Agrop: 10. Jlelinepman. Yuacuuku: 1O. Jletinepman, JI. Ckpurikina.

Ipo nepdopmarc € aBi Toukosi 3ramku B inTeps’to FO. Jletinepmana [3] i «Ilepuis» [4].
B apxiBi 30epexeHo 6 CBITIINH, Ha IKHX 33J0KyMEHTOBaHO Mep(opMaHC (THCHMOBHI TEKCT
Ha CBITIIMHAX BiAcyTHiN). BcraHoBieHHs abo cHpocTyBaHHS HAasgBHOCTI TEKCTY B
nepgopmanci noTpedye J0AATKOBHX JaHUX.

16) Ilepdopmanc «B nBa paxynkw», 1987 p. CrinpHuil mepdhopMaHC OmECHKUX
(JI. Boiinexos [10]) i mockoBcbkux (yuacHukH 00’emHanHs «Yemmionu cBity» [11])
xynoxuuKis'. Micie npoenenns: cksep [lame-Posis, M. Ozeca.

B apxiBi 30epexeHo 18 CBITIMH, Ha OCHOBI SKMX MOXXHa YaCTKOBO PEKOHCTPYIOBATH
nepedir aificTBa. 30kpemMa, MOXKEMO Bi3HAUUTH, 110 PapOoro Ha achaibTi Oymo 3podiIcHO
Hame «B mBa paxyHkn. MockBa-Opmeca ‘87»; Takok BimOymocs «MHUTTS acaibTy» y
ckBepi «Ilane Posuby» [auB. ®oto 9] (e miarBepmkye B inTeps’to K. 3Be3moueros [11]).

17) [Oiiicteo  «Haiidinem  coxpoBenne», 1987 p. ABropka ¥  y4acHHIS:
C. Mapturuuk. Micue npoBeneHHs: ckep [lane-Posuts, M. Oneca.

IIpo «Haiibinpmr cokpoBeHHe» B iHTepB’t0 3raaye I. Kaminauk [12]. XymoxHuK
cTBepmKye, mo C. MapTUHYMK XOAWiIa 3 CYMKOIO, Ha sKiii Oyrno HammcaHo: «HaiOimpir
COKPOBEHHE». 3a MOXJIMBICTh IIOJAUBHTUCH Yy CYMKY MHUCTKWHsS Opana IeBHY IUIaTHIO
(mBamuATH KOMIMOK). 3a clIOBaMH MHMTISL, Y CyMIi Oynu 3acoOH >KiHOYOI TirieHu («BaTHi
TaMIOHWY), BUMAIIEH] 4epBOHOI0 (apboro [12].

IIpo milicTBO 3rajye B IHTEPB’I0 i caMa aBTOpKa, sKa YTOYHIOE, IO CyMKa Oyia
HalOBHEHA «IMITAIli€l0 JKIHOYMX Tiri€HIYHUX TPOKJIAN0K», BUTOTOBJICHUX 13 Batu W
TyaJIeTHOTO Tmarepy Ta po3¢apOoBaHMX UYEpBOHOIO Temmneporo. Takox C. MapTHHYHK
CTBEP/UKY€, IO «IpojaBaja KOTa B MIIIKy», BIiITaK, HIETbCA Mpo IDIATy 3a TOBap
(«HaOLIBII COKPOBEHHEY), @ HE MOCTYTY (0TI BMICTY CyMKH). MHUCTKUHS TOBOPHUTD, IO
€IMHNAN, KOMY BOHA BiIMOBWJIACS TPOIATH «HAHOUIBII COKPOBEHHE» — «MaJICHBKHN
XJIOITYHUK, sikuid Bunpocus 20 komiiok y 6atekiB» [10]. Biasuauy, o cksep Ilane-Posiib Ha
TOW Yac OyB MiclieM HEOQIIiifHOI TOPTiBIi, A€ XyIOKHUKH YacTO MpPOJaBaIH CYBEHIpHY
NPOJYKIII0 BIIACHOTO BUpOOHMITBA. TOX 1€ AIHCTBO TakOX MOXKHA pO3DISIATH K
YCIIIIHUK NPUKIAJ BIIPOBA/PKEHHST MapKeTHHIOBOI CTpaTerii /Uit MPoAaxy MPOAYKTY, Ha
SKAH Ha PUHKY CYBEHIpHOI Mpoaykiii He OyJlo MOMUTY, 3a LIHOK 3HAYHO BHIIOK BiX
co0iBapTocCTi.

TekcT «HAHOLIBII COKPOBEHHE», HAHECEHHH HA BEJIHMKY YOPHY CYMKY neppopMepKu, y
bOMY MIHCTBI BiJirpaB KIIOUOBY pOJib, MEPETBOPUBIIM MPOAAXK «KOTA B MILIKY» Ha
ipoHiuHUH PemMiHicTHaHMA KecT. C. MapTHHYMK IpoAaBaia IisigadaM IiHCTBa HE caMy pid
(MHECTKHHS 3a3Hayae, MO0 OUTBIIICTH 00’€KTIB MOKYMII oxapa3y Bukumanw) [10], a mpusig
UL pPO3IyMiB Ha TeMy MEHCTpyarlii, TabyiioBaHy B my0OmaigHoMy mpoctopi CPCP.

18)ITepdopmanc «Po3Biaka Xyaoxmix komammmy»’. CrimbHuil meppopManc rpyru
OJIECHKHX 1 MOCKOBCHKHX Xy0HHKiB . Micie nposenenns: ckpep Ilame-Posuts, M. Oneca.

C. Iloguncekuid mpuramye, 10 HEOOXiTHMM T'€OAC3HMYHHM MPHIALIIM JIHCTBO
3abe3neunB murenp O. [leTpemti, sikuil TakoX JaBaB MOPaH LIOAO CrElHU(DIKU CIEHTY
reoaesuctis [13].

[lle onuu enemeHT, MoB’si3aHuH 13 Iepopmancom — 06’exT 0. Jlelinepmana, Ha TKOMY
3anucano mianor: «Mama: «Tu 36upacuics napewmi gosieHymu Kynanvhux, Mawenvko?!»

! TloBuuit mepenik yyacHMKIB Ha OCHOBi JAHMX, HASBHUX B OHJIAHH-apXiBi «MHCTEITBO
Onecu 80-x», BCTAHOBUTH HE BIIAJIOCS.
2r, Ioytuncekuit Ha3uBae aikictBo «eoae3nunuii Bumip» [13].
% IloBHuit mepemik yJacHHKIB Ha OCHOBi JaHWX, HASBHHX B OHJIAHH-apXiBi «MHCTELTBO
Opnecu 80-x», BCTAHOBUTH HE BAANOCS.

«Dinonoeiuni mpaxmamuy, Tom 12, Ne 1" 2020 35



Mawenvka: «Mamo, y mebe nelimosipna 30amuicmb cmagumu OYpHY8ami numanHs!»
[muB. ®oto 10]. Ha skais, criocid BUKOpUCTAHHS 00’ €KTY MiJ] 4yac eppopMaHCy B apXiBi He
BKa3aHO.

Oxpim mi€l cBiTaMHM, HasBHI me 24 (3 mpuBaTtHOTO apxiBy JI. Boiimexoa), Ha SKUX
3aIOKYMEHTOBaHO Tepe0ir mifictBa. He 3Bakaroum Ha Te, IO AV aHAJI3y POJIi TEKCTY B
JTAaHOMY IIHCTBI MaTepialliB 3aMajo, MOKHA KOHCTAaTYBaTH HAsBHICTH (SK MMHCBMOBOTO, TaK
i ycHOTO) TekcTy B mepdopmanci «Po3Binka xymoxkHix Komamua» [13].

19)Ilepdopmanc «Tyr 6y Bacs», 1987 p. Asrtopka i yuacuuis: C. MapTHHYHK.
Micue npoBenenss: cksep [lane-Posib, M. Oneca.

B apxiBi 30epira€Tbcs OJIHA CBITIWHA, HAa SKiA 33JOKYMCHTOBaHO TNephopMaHC
[auB. ®oto 11]. Ha ocHOBI (OTOMOKYMEHTAIil MOMXKEMO KOHCTaTyBaTH HAasSBHICTb
MMCHMOBOTO TeKcTy. Ha ojs131, o BHCUTH Ha MipaMHUKY, Oauumo Hanucu: «TyT OyB
Bacsi». Jlo cykni C. MapTHHUYHMK TaK0oX MPUKPIIUIEHO apKyIl i3 TEKCTOM (IPOYMTATH TEKCT
HEMOJKJINBO Yepe3 HU3bKY SKiCTh 300paXKeHHS).

Ipo me mifictBo € ToukoBa 3ramka B iHTepB’t0 C. [lommumcekoro [13]. THmux 3ramok
npo rmepebir piicTBa B apXiBi Hemae. [lompu HasgBHICTH MHCEMOBOTO TEKCTY, BH3HAYUTH
HOTO pOJIb Ha OCHOBI apXiBHUX MaTepialliB He BAAOCH.

20) Hiicteo «IIuabHyBanus», 1987 p. ABropu: ayer «MapTUHYHKH». YUYaCHUKH:
C. Maprurunk, 1. Creomin, I. Kamimmnmk Tta immi'. Micue mnpoBemeHHs: KsapTupa
C. Maptunuuk # [. Cteomina, M. Opneca.

€nune mxeperno iHpopmanii mpo mifcTBO B apxiBi — iHTepB’to I. KaminHuKa, skuii
NpUrajaye, M0 YYaCHUKU CUAUIM B «IOBTMX KOpPOOKax 3-Iija JlaMID» 1 YeKaad Ha po3Ball
PansiHcbkoro Coto3y [12]. IHmux 3rajgok mpo JAiicTBO B apxiBi Hemae. BcraHoButu abo
CIPOCTYBAaTH HAasBHICTh TEKCTOBOI ckianoBoi y «[ImnpHyBaHHI» Ha OCHOBI MarepiaiiB
OHJIaliH-apXiBY HE BJAJIOCS.

21) iea mnepdopmancu B pamMkax iHcmekuii «MenrepmeneBruka», 1988 p.
VYuacuuku: 1. Kaminauk, FO. Jleiinepman. Micue npoBenenns: M. Oneca.

B inTepr’ro 1. KaminHmMKa € 3ragka mpo MicIst IpOBEISHHS TIMCTB: «HA 3pOITYBaIbHUX
nonsax» 1 Ha cranmii «Po3mimbHay [12]. BimsHauy, mo iHcmekiii «MearepMeHeBTHKNY
3a3BHYail 3aBEPIIYBAINCS CKIAAaHHIM «3BiTy» (HOoro HasBHICTH 1 (aKT MPOBEAEHHS ABOX
o3HaueHHX TneppopmanciB migTBepmkye IO. Jletinepman [3]). Ha xamp, B apxiBi
«Mucteurso Onecu 80-x» 3BITH IHCIIEKIIiH BiICYTHI.

Takoxk, omepyo4u apXiBHUMH JAaHHUMH, He B/JAJOCS BCTAHOBHTH [aTyBaHHS
okpeMux aificTs. Cepen HUX:

1) Temnmeninr «be3 Hazeu». Asropu: 0. Jlelinepman, 1. Yarki.

[Ipo mivictBo numie I. Yaukin y aucti go 0. Jleiinepmana, naToBaHOMY JHMCTOIANOM
1981 p.: «nam’smacw Haw cenneninr 0y8 Ha NAUMAX OY8 CMPAWHUL 6imep HCOOHOL
JIHOOUHU MILKU MOpe 2IeaHMCbKe 2ieaHmcbKe i 0ypo-3eieHa mpasa 3 CyXumu CmeOauHamu i
Puma® mam cmosina mama cepeis*»* [14].

MosxnuBo, e — OfHe 3 JiiicTB, mpo ski 3ragye J. HyxwH, omucyroum 3araibHy
TEHJICHIIII0 OLTBIIOCTI TOTOYACHHUX IMEepPOPMAHCIB, M0 «HE MalHM TIadiB — JIUIIe
YYaCHHKIBY», TOMY «MOKHa OYJIO TOYYTH YHCICHHI PO3IOBIML MPO T€, K XTOCH IIIIOB Ha
IUISDK 1 10Ch TaM 3poOuBy» [15]. BigcyTHICTE CTOPOHHBOTO Tisiladya 4acTo O3Hayana U
BIACYTHICTh (OoTOMOKYMeHTamii fiiictBa. Ile mpu3Beno 10 BTpAaTH BEIUKOI KiIBKOCTI
inopmarii’ mpo mepdopmanch oxechkux MUTIIB 1980-xX.

! TloBuuii mepenik y4acHMKIB Ha OCHOBI JAHWX, HASBHHMX B OHIAHH-apXiBi «MHICTEITBO
Opnecu 80-x», BCTAHOBUTH HE BAANOCS.
2 Maprapura Xapkosa.
3 Cepriit Auydpies.
VY nepexazi 30epexeHo aBTOPChbKUH CHHTAKCHC 1 ITyHKTYaIliIo.
® C. AnydpieB cTBepIKYye, 0 BTpaueHo 61u3bko 90% indopmarii [2].
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2) Tlepdopmanc «be3 HazBu». ABtop: C. Anydpie. Yuacuuku: C. Anydpies, 6abycs
C. Anydpiesa’ . Mice nposenenns: kBaptupa M. JKapkosoi (By:1. Consuna, M. Ozeca).

3raaky mpo nepdopmanc 3HaxoamMo B iHTepB'I0 C. AHy(dpieBa, y SKOMY MHUTEUb
Ha3WBa€ JIMCTBO CBOIM «IIepIINM HephopMaHCOM», MMOETHAHNM i3 00Ii-apToM # Jae Horo
KOPOTKHH OIHC, pPO3MOBimaroud, mo 0adycs «mocTaBmia [HoMy MenwdHi| OaHKM» B
pUCyTHOCTI myoIiku camony M. XKapkosoi [6].

3) Temmeninr «BoHum Ham aaayTh 3a ue BimmoBimb». Aptopu: JI. Boiinexos,
B. Xpym. JI. BoiiliexoB Ha3MBa€ TeNIIEHIHT «HIEpPIINM KOJCKTHBHUM HEBHCTaBKOBUM
JUHCTBOM MOJIONMX onechbkux MUTLIB 1980-x. I'enmeHiHr BiqOyBCs HACTYITHOTO JHS IiCIIS
yparaHy, 10 32 KOPOTKHI MPOMDKOK 4Yacy (6-8 XBHJIMH) IMOBajMB Oarato AEpeB y MiCTi.
JI. BoiitiexoB i B. XpyI chijbHO CTBOpWIM IUIakat (po3MipoM 3x4 M), Ha SKOMY OYIO
HanucaHo: «BoHM HaMm JaiyTh 3a e BiNOBiAbY». 3 MM IIJIAKaTOM MICTOM IPOHIIIA «rpyra
mozei», iMena skux JI. BoifiiexoB He Ha3zuBae. XyI0KHUK 3a3HAYae, MO B 3B A3KY 3 UM
JIMCTBOM HOTO BHMKJIMKAJIM Ha JIONMUT. 3a clioBaMH MUTLS, criBpoOiTHrKK Kb BBaxamwm,
IO [1¢ — TIOJIITHYHA AEMOHCTpaLis, CIIPIMOBaHa MIPOTH YNHHOI BIIAIH, OCKUIBKH «BOHH HE
PO3yMINH, 0 MOXKHA i TPUPOLY NPUTATHYTH 10 BiAMOBigambHOCTI» [1].

4) Tlephopmanc «Ycrinku» (naroBanuit 1983-1984 pp.). Astop: 0. JleiinepmaH.

B apxiBi HasBHa nuine (oromokymeHTaiis nepdopmancy [aus. ®oto 12]. O6’exrw,
CTBOPCHI MPOTATOM JiifcTBa cTanu ocHOBO podit H0. Jletinepmana «HopHe JI0HO i yepeBo
BOITIO MO0 3akyBaim» (1983), «Verimku» (1985).

5) «BnacHa copouka 6yimzk4a 0 Tijay». Asrop: JI. BoiiniexoB. JlificTBo BigOymocs mi
erigoto TBopuOro 06’eTHAHHS XY I0XKHHUKIB.

ITpo nworo 3raaye B iHteps’to C. [Tommuncekuit. MuTenp omucye AiCTBO KOPOTKO:
«BoiinexoB xoauB 3 HanucoM «BnacHa copouka Gmmxva no Tina» [13]. Binrak, Moxemo
KOHCTATyBaTH HasBHICTb Y AIWCTBI TEKCTOBOTO CKJIAJHHKA, IIPOTE BH3HAYEHHS HOTO PO
notpedye OLIBIIOT KUTHKOCTI JaHUX.

6) Tenmeninr «[Yewmxk]». Astop: B. ®enopos. Micue npoBeAeHHs: ojHA 3 KiMHAT
KOMYHAJIFHOI KBapTHPH, Y sKild MemkaB B. ®emnopos (M. Omeca).

3rajKy mpo TemmeHiHr 3HaxoauMo Jmmie B inTepB’to [. Hyxwuna. 3a cmoBamu MuTHA,
mitictBo  «[Yenmk]» monsirao B OOMiHI «BChOro Ha Bce». B. @enopoB y KkiMHaTi
KOMYHAJIBHOI KBapTHUpH, IO Oylna MOPOXXHBOIO, IIOCTABUB >KypHAJIbHUH CTOJMK 1 JBa
CTUIbLI, OTOJIOCHBIIM II€H IMPOCTIp MicLEeM «T'PaHio3HOro 4eHmky». KiMHaty ImBHAKO
3alOBHUIIM «BEJIMUE3HI Kymu pedei» (ikoHu, ¢ipmosi ¢apbu, amaparypa Tomo). Oxoui
3MIACHUTH OOMIH JOMOBIISUTHCS 32 JKypHAJIbHUM cTojuKOM. J[. HyXuH CTBepIKye, 1m0 15
KiIMHAaTa MOpPOTATOM TeNNEeHIHI'y HIKOJIM He Oylia MOPOXKHBOIO, MpPOTE BiBiIyBaHICTh
«aenmKy» Gyna HeBHcoKow® [15].

Takox B apxiBi € 3rajiku 1po HepaToBaHi nepdopmancu 6e3 Ha3eu Biri q)paHuy3a3,
Jlika® [1], «ueppopmancy Ha IIOTHOMKIHCBKHX cXoxax», «meppopmanck Maci,
nepdopmancu Cepris 3 Maumrero’» [4] B M. Oxeca, a TaKoX TOYKOBI 3rajki po
nepdopMaHcH, NpoBe/eHi XyJoxHuKaMu 3 Oniec B M. MocKBa (OIHMCH ITUX JIHCTB MOXYTh
CTaTH MPEIMETOM MOAAIBIINX JAOCIIKEHb 3B’ SI3KiB 0JIECEKUX 1 MOCKOBCHKHX XYOXHHUKIB
1980-x).

! Mimogipwo, mati M. AHydpieBoi, siKa MeIIKasa 3 JOIKOKO if OHYKOM.

2 3a cnoBamu . HyxwuHa, QICTBO BiBIJAIM «I1’ATIAECAT, IUIFOC-MIHYC AECATh-IBAAISTH
moneit» [15].

% Cnpasxue iM’ss — Bixtop. Ha ocHOBI MarepianiB, HAasBHHX B apxiBi mpi3BHIIe
BCTaHOBUTH He Bhanocs. 3a cnoBamu C. [Tommunicekoro, npizBucbko «®@paniy3» BikTop
OTpUMAaB, OCKUIBKH BOJIOIIB (hpaHIly3bK0I0 MOBOKO [13].

* Jlix MapTrHunk — nepmuii gonoBik C. Maptununk. CrnpaBkHe iM’s BCTAHOBUTH HeE
BJANIOCA.

® Ha ocHOBI MaTepialiB, HasBHEX B apXiBi, ocobu Maci, Cepris it Mauri inentudixysatu e
BJANIOCA.
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Taxox HasiBHI 3ragku npo neppopmanc Bononumupa H. Epemenka y 1984-1985 pp. B
M. Ozeca i aBa niiictBa y M. JIbBIB y TO#l ke mepion. Y pamkax JIbBIBCHKHX IiHCTB
BiOyIIOCS «IIPHUCBOEHHS 3BaHB)» 1 «BHECEHHS /IO CIIOBHHKA POCIHCHKOI MOBM» OOCIIEHHOI
nexcuku [12]. Binbir metambHuUi onmuc meppopMaHcCiB BiCyTHIH.

LixaBo, mo B apxXiBHUX Martepiasax 3HAXOIMMO 3ragKd Mpo MaiOyTHI (moTemep He
BTiteHi) mepdopmancu. Tak, B iHTepB’ro JI. BoiiexoB mpuramye imei mepdopmaHcis
«Becusukm» i «Kuuru 3aiiiiis», mo 3’sBuimch y Heoro B 1983-1984 pp. [1].

Cepen (GOTOMOKYMEHTAIill CIiJ Big3HAYWUTH CEPiI0 CBITIMH 3 MPUBATHOTO apXiBY
10. Jlefinepmana, Ha sIKMX, WMOBIPHO, 3HSATE OJHE 3 «IUIDKHUX» MIHCTB 3a yd4acTi
JI. Cxpunkinoi i O. [Terpenka B c. Kaponino-byras, Onecekoi o6, (1984). Brim, B onmci
(ororpadiii BiANOBiAHNIT KOMEHTAp BIJCYTHIM, TOX 1€ TUTaHHS MOTPEOYE YTOUHEHHS.

ApXIB TaKOX MICTUTh ONHC CUMYJISLIHHOTO jkecTy «O0InYus Ha OJIOHSAX», 3ralaHoro
J1. BoiinexoBuMm B iHTepB’10 B. besnpo3sanHOMy. «O0nMM4Ys Ha NOJOHAX» HE MOTPAITHIO
JI0 OCHOBHOTO TEpeNiKy nep(opMaHCiB, OCKUIBKU BiJl MOYATKy BigOyJI0Cs SIK CBapKa JBOX
mutniB (JI. Ckpunkinoi # O. My3udenka). 3a cioBamu JI. BoiiniexoBa, ocMUCIeHHS ITi€l
CBapKH K MHCTELBKOTO aKTy # CTBOPEHHs NOKyMeHTalii BinOymucsa post factum [1], tomy
TIO3UIIOHYBaHHS HOTO SIK Tep(OpMaHCy BBaKA€MO HEAOLIILHUM.

Oxpim mux nepdopmanci, B apxiBi «MucrenrBo Onecu 80-X» € TaKOX 3rajKd Mpo
iMmepcuBHUiA mepdopmanc Oyuifickkoro MoHaxa «besz nazeu» (1981) [14] Tta axuito
«[Knapa Byounoscvkal» [6], aBTOpamu sKHX He Oy MpPEACTAaBHUKH O3HAYEHOIO KOJa
MUTIIIB, BTIM, IIi JificTBa BimOymch y myOmiunomy mpoctopi M. Omeca. Y mepdopmanci
«OynaiichbKOr0 MOHAaxa» aBTOPCHKHM TeKCT He Oyno BHKOprcTaHO. HatomicTs, «[Kmapa
Bymunoscekal]» — 1ie TOJI0BHO, TeKCTOBa akiis. 3a cioBamu C. AHy(dpieBa, B OUH J€HD Y
BCiX 0e3 BHMHATKY paiioHax M. Opeca Ha cTiHax 3°SIBHBCS HAIlUC HEBIJIOMOTO aBTOpA:
«Knapa Bynunoscbka — noBisi!» [lizHime «3’sBunucs crarti [y micueBux 3MI], mo ne
TaKCHCT B TAKUH CIIOCIO OMCTHUBCS APYXKHUHI 32 3paay» [6].

BucHoBku

1. Cimpatounce Ha pecypc OHJIalH-apXiBY, BAAJOCS KaTalOTi3yBaTH W aTpuOyTyBaTh
TIOHAJ OBAJIATH MIHACTB (Cepes HUX — OJTHA BHCTaBKa-TieppopMaHc).

2.MIixg gac poboTH 3 apxXiBOM MH BKOTpPE 3ITKHYJIHCS 3 KIIOUYOBHMH MpoOIeMaMu
JIOCTIKSHHS TBOPIB MHCTEITBA ITep(popMaHC: BUCOKHH CTYIIHb «3HUKOMOCTI» iHpOpMaIIii
Npo AIWCTBA, Cy0’€KTHBHICTD 1 ()parMeHTapHICTh HASIBHUX JIaHHX.

3.Ha ocHoBi wMmarepianiB oHnaiiH-apxiBy «Mucrenrso Opecn 80-x» Branocs
BCTAHOBUTH HAsBHICTh TEKCTOBOIO CKJIAJAHUKA y midcTBax «be3 Hazpm» (1982), «B mBa
paxyHkmu», «BracHa copouka Onmxua 10 Tina», «BoHM HaM qamyTh 3a 1€ BiAMOBIABY,
«[Mix inmum]», «Hait6inemr cokpoBenney, «llammdictcbka memoHcTpamis», «Po3Binka
XYIOXHIX Komanuu», «Ta3» (mpuceara «Myxomopam»), «Tyr OyB Bacsay», «lle Taemne
cnoBoy», «[YeHmk]», «f 3axommorocs Apy3sMH», a TaKoX Yy BHCTaBLi-niepdopmaHci
«Pimas» 1 1BOX mepdopMaHcax B paMKax iHCIEKIT «MearepMeHeBTHKA.

4.Bpanocst y 3araJibHUX pHCaX OKPECIUTH 3HAYCHHS TEKCTOBOTO CKIIAQJHUKA Y
BucTaBIi-niepdopmanci «Pimasa» i y miictBax «[Mix iHmIM]», «HalOIIpII COKpOBEHHEY,
«[lammudicTcpka nemoHcTpamis», «Po3Bimka XymoxHix Komanwme», «Ta3» (mpucesra
«Myxomopam»), «[UeHmk]». Brim, rmmbmuii anamgi3 posi aBTOPCHKOIO TEKCTY B
O3Ha4YeHHUX TBOPAX MOTPeOye AOATKOBUX JIAHHX.

5. Mosnoai oxecbki MuTIi, unii 1e0roT npunaB Ha 1980-Ti poku (okpim JI. Botinexona,
akui ge6roTyBaB y 1970-X) WacTo mparfoBaid 3 TEKCTOM Yy paMKaxX BIACHUX XYHOXKHIX
npakTuk. JlocmipkeHHs TEKCTy B iXHIX nepdopMaHcax, OTXKe, € mepcreKTHBHUM. Ha xaib,
MaTepialiB oHJaiH-apXiBy «MuctentBo Oxecu 80-X» BHABHIIOCS 3aMalio I TIPOBEACHHS
TPYHTOBHOTO aHaJIi3y poOJIi aBTOPCHKUX TEKCTIB y mepdopmancax. [Ipote, cepex orpomy
MEpEeKEBUX PECypciB, JaHW € HalOiIbIl JOCTOBIPHMM, OCKIIBKH MICTHTh YHIKaJbHI
crioraid MHTLIB (OKpeMi 3 HHX yXe MOKiiHi). TakoXk BiI3HAYMMO HEBEJIMKY YacoBY
BiZIcTaHp, 110 PO3JiIsUIA YIOPSAHUKIB apXiBy i mepdopmaHcH, mpo siki ine MoBa (0JuH 3
iHTepB’1oepiB, B. becripo3Bannmii, OyB Takoxk cBigkoM moniil). Tomy naHi OHIalH-apXiBy
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«Mucteurso Oxmecu 80-X» € IIIHHUM JPKEPEIIOM sl JOCTIKeHHs mepdopmanciB B Oxeci
03HAYCHOT'O MEPioAy.
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In Ukrainian prose of the first decades of the XXTI century nearly greatest attention to
the artistic word cleanness is spared by Olena Pechorna, her scantily explored novels
deserve a system study. The novel The Witch occupies an important place in her artistic
work and it is organic for her idiostyle paradigm, but while did not get a professional
estimation. In our article we carry out an attempt to define the specific of dominant water
concept in the novel The Witch for the first time. The key in the article become the study of
the realization type of the water concept of in the book, and also the research of changes of
its expression by comparison to the previous novels of authoress, finding out of method of
subordination of The Witch poetics to the named concept. In the article are used
psychoanalytic, system and comparable methods of research, elements of corporeal-
mimetic method. The Witch continues a row of pseudomystic novels, where the expressed
corporalness and system personification of the natural phenomena, objects, abstractions,
etc. assists to the irrational atmosphere.

Personification here is more electoral, its receptions are carried in descriptions of the
emotional state, landscape, interior. «Circular elements» go out on the first plan and they
assists to conceptualization of the different phenomena row. That are leit-motif imitations:
updating; elements of application of meal and / whether taste feelings; the anatomy-type
description of the phenomena, objects, abstractions, etc.; expressed corporalness.

In The Witch system of images and microimages a separate place belongs to the water
concept. As well as in «The Circles on the Water» or «A Fortress for the Heart», a water is
living here, but already not anatomic and it is more frequent represented in description of
processes and states. The accordingly executed descriptions of personages experiencing
and properties complement a water dictate in the novel. The dominating woman beginning,
incident to the pantheistic picture of the authoress’ art world, is underlined by the
dominant role of water element and by proper key concept.

This concept is realized through variant poetics and subordinates the work structure,
co-operates with the analogical clusters of personification, leit-motif imitations, with the
concepts of memory, returning, paradise, hell, etc. The named water concept also assists in
forming in the novel of the mosaic mythopoetic paradigm. The concepts of memory,
«winged» woman are actualized in the novel.

Key words: concept, image, water, personification, motif, corporalness.
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B yxpaincekit nposi nepuwiux decamunimo XXI cm. uu ne Haubinbwsy ysacy 4ucmomi
Xy0ooicnboeo cnoga npudinae Onena Ilewopna, manodocniodicena pomauicmuxa AKoil
3acnyeo8ye Ha cucmemue euguenus. Poman «Xumepnuysy 3atimac eadxciuee micye 8 ii
00poOKy Ul opeauiuHuu napaduemamuyi ii ioiocmunio, aie NOKU He Ompumas @axosoi
oyiHKu. Ynepuie 30ilicHIOEMO cnpoby eusHauumu cneyupiky OOMIHAHMHO20 8 POMAHI
«Xumepruyay kouwyenmy 6oou. Kirouosumu 6 po3gioyi cmaromov uUcEimieHHs xapakmepy
peanizayii KoHyenmy 600U 6 KHU3I [ NPOCMENCeHHs 3MiH U020 BUPANCEHHS NOPIBHAHO 3
NonepeoHiMu pOMAHAMU NUCbMEHHUYI, 3 ACY8AHHA CNOC00y NiONOPAOKOBAHOCMI NOEMUKU
«Xumepnuyiy Hazeanomy Konyenmy. Y npoyeci pobomu uUKopucmani ncuxoaHanimuyHu,
cucmeMHull i 3iCMAaBHULl  MemoOu OO0CTIONCEHHsl, eNeMEHMU MILeCHO-MIMEeMUYHO20
Memooy.«XumepHuyeroy npooosxHceHo psd KEA3IMICMUYHUX POMAaHie, Oe ammocgepi
IpPAYioHaNbHO20 CRPUSIOMb GUPAJICEHA MINECHICMb | CUCTEMHEe YOCOONeHHsT NPUPOOHUX
aeuwy, 00’ekmie, abcmparyiti mowo. Yocobnewns mym 6ubiprosiwe, U020 RPUTIOMU
nepemeceni 8 onucu OyweeHo2o cmany, neuszascy, inmep ’epy. Ha nepwuii nian euxoosmo
«KiTbYyesi enemenmuy, AKi CApUsIOmMb KOHyenmyanisayii nusku asuw. Lle netimmomueni
imimayii: OHOGNEHH:, eleMeHmi8 YHCUBAHHA Ixci ma / uu CMAKOBUX GiOYymmis,
anamomizayii aeuw, npeomemis, abcmpaxkyiti mowo, NiOKpecieHoi MmaKmuIbHOCHA.

V' nepconanizosaniii cucmemi obpasie i mikpoobpasie «XumepHuyi» oxkpeme micye
Hanexcums Konyenmy 8oou. Ak i ¢ «Konax na 600iy» uu « Qopmeyi ons cepysa», 6oda sncusa,
ane 6dice He aHamoMi3zo8awa i uyacmiue 3ManbO8Y6AHA 6 ONUCT NPOYecié i CMAHIB.
JlonosHioloms  60OHULL  oukmam  GiONOGIOHO  OQOPMIEHI  ONUCU  NEPeNCUBAHb |
enacmusocmeti nepconaicie. Ilanisne dicinoue nauano, e1acmuse NAHMEICMUYHIL KAPMUHI
C8Iimy nucbMeHHUYi, NiOKpecieHo OOMIHAHMHICIIO CMUXii 600U Ui 8IONOGIOHUM KIIOY0BUM
KonyenmoMm. Bin peanizyemvcs uepe3z eapiamueny noemuxy i nionopsaoKo8ye CmpyKmypy
meopy, 63a€Mo0i€ 3  AHANO2IYHUMU  KIACMepamu  YOCOONeHHs,  NeUmMOMUSHUMU
iMimayiamu, 3 KOHYenmamu nam’smi, HOBEPHEHHs, paio, nekid i Noo., CHPUsIOUU
Gopmyeannio 8 pomani mighonoemuunoi napaouemu mMo3aiuHo2o muny. Akmyanizoeasi &
POMAHI KOHYenmu nam simi, «KpUIamoi» JHCiHKu.

Knrouosi cnosa: xonyenm, o6pas, 600a, yocobienHs, MOMUS, MilecHicmb.

Beryn. Kareropiss NmpoayKTHBHOCTI MHTISI B CY4acHOMY CBIiTi 3a3Ha€ 3HAYHOTO
MEPEOCMHUCIICHHS, NPUYOMY B KpPUTHI[, MAacoBili KyJNbTypi Ha MNepUIMd IUIaH 4YacTo
BUXOJUTH KUIbKICHUH MOKa3HUK MOMOBHEHHS XYI0KHBOTO JH0po0OKy. OcTaHHE TOB’s13aHE 3
TEHJCHIISIMUA 30JIMDKEHHS] MUCTELTBA 3 PO3BaXKaJIbHOK IHAYCTPIEIO W 37aTHE BUKIMKATH
IHQIAIII0  XYJIOXKHOCTI B CEHCI YHIKQJIBHOCTI, KOJM HEBHUIIPABJAHE pPO3IIUPEHHS
JIONYCTHMHX MEX 3alO03MYeHHS] MAacKyeThCsl MiJ SBHIIA HOBHX «MHUCTEIBKHX» TeXHIK. B
YKpaTHChKIH Mpo3i nepummx jaecstuiliTh XXI CT. 4M He HalWOuIblly yBary 10 YHCTOTH
XYZHOXHBOTO ciioBa BusiBiIste OneHa [ledopHa, pomaHicTHKa SKOI MOCiae MOMiTHE Micne B
HaIlIOHATFHOMY JIITEpaTypHOMY IPOIIECi, X04a MaIOOCIiKeHa (KOHTEKCTHO JIeSKi TBOPH
npoxomate y possigkax [. IlIsems, O. Apximosoi, H.I'epacumenko) # 3acimyroBye Ha
CHCTEMHE BHUBYEHHS, 3aII0YaTKOBAHE HAMH B MOMEPEIHIX CTyisX [30kpema, muB.: 2; 4; 5].
Kpim Toro, aBtopka mepeOyBae B CHJIOBOMY IIOJi  MHCTEIBKOTO  KaHOHY
M. Koutobuncbkoro [4, c. 165], dopmyroun moB’s3aHy 3 HOro HapaTUBHOIO JIOTIKOIO
Mpo30nuchMa BifmoBiaHy crparerito [7, ¢. 533]. OcranHe sk peHOMEH CTAHOBHUTH OKPEMHIA
HAYKOBHUH 1HTEpec, aJike NOCIIHKEHHS «IIKOJIN» BeIMKOro COHIENOKIOHHHUKA OXOILIIOE
niteparypuuii mponec mo 1990-ti pp. [7, 340-528], i BBeJCHHSA B IO IJIOIIMHY HOBOI'O
Marepiany MPHUHIMIIOBO BAXIIUBE JUIsi BUBUEHHS CHUCTEMHOCTI PO3BHTKY YKpaiHCHKOT
JiTeparypu.

Poman «Xumepuurs» 2020 p. opraHiyHMHd mapamurMatuii - igioctwmo  OneHu
[evopnoi, moaibHO 10 ii monepeHiX KHUT, XapaKTepU3yeThCsl Mi)OIMOETHKOI0 MO3ai4HOTO
THUIly ¥ € camMoOyTHIM Ha IbOMY pIBHI Oprasi3auii NOPIBHSHO 3 MacHBOM JKiHOYOI
poManicTrkn modaTky XXI cT. (aCHeKTHO X — 5K i B BUNAAKY 3 «DopTenero s cepisn —
HOrO CIOKETHA OPUTIHANBHICTh MOJEMIYHA: MO0 JIiHII MOTPAIUISHHSA B JIIC MEIIKAHIIIB
MmicTa ¥ JIiKyBaHHS IX YCaMITHEHOIO TAa€EMHHYOIO JKIHKOIO). Y J0poOKy MHCTKHHI
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«XUMEpHUIS» 3aliMae BaXKIMBE Micle, ajle — B CHIy HOBM3HM — IIOKM HE OTpUMaia
KOMIUIEKCHOT (PaXxoBOT OIIHKH.

Mera poGorm VY TpOMOHOBaHIA CTAaTTi, BHUKOHYBAaHIH y pyCli aKTyaJbHOI
mpoOJIeMaTHKH, BIIEpIIe 3MIHCHIOEMO CcHpoOy BH3HAYHTH CIEIU(IKy IOMIHAHTHOTO B
poMaHi «XUMEpHHIT» KOHIENTYy Boau. KIFOWOBMMH B PO3BIAIi CTAlOTh a) BHCBITICHHS
XapakTepy peaiizamii KOHIENTY BOAM B KHH31 i IPOCTEKEHHS 3MiH HOTO TEKCTYaJIbHOTO
BUPQXCHHS TMOPIBHIHO 3 TMONEpPEeNHIMH pOMaHAMH IIHCBMEHHHIN, SKi (OpMYIOTH
CBOEPINHUI MeTaTeKCT, 1 0)3’sACyBaHHS pI3HOPIBHEBOI MiAMOPAIKOBAHOCTI ITOCTHKH
«XUMEpHUII» KOHIIENTY BOJIH.

00’exT — poman Onenu IledopHoi «XUMepHUII».

IIpenmer — cnenndika BupakeHHS B Ha3BaHoMy pomani Onenu IledopHoi KoHuEnTy
BOJM B CHCTEMHI B3a€MOJil TEMaTWYHUX KIAcTepiB yOCOOJEHHS ¥ NEesSKUX 1HIINX
KOHIIETITIB.

Y mponeci BUKOHaHHS pPOOOTH BHKOPUCTaHI HACTYIHI MeTOAM HOCJiKeHHS:
TICHXOAHANITHYHUHN (3aCTOCOBAaHMWH, 30KpeMa, IIJ dYac aHajli3y cHocoly XyIOKHBOTO
BUP@)XEHHA MJOMIHAHTHOTO B «XHMMEpHHNI» JKIHOUYOro Hayajga — KOHLENTY BOJIH,
CYIIPOBITHUX KOHIICMTIB i MOTHBIB Ta IX B3a€MOIii; Y TPAKTYBaHHI B TEKCTi CEMaHTHYHOTO
HAaBaHTAXCHHS TEMAaTHYHO CIOPIIHEHWX KJIACTEPiB yOCOOJEHHS TOINO), CHCTEMHHH 1
3ictaBHUH («XUMEpHUIS» aHaNli30BaHa B cucteMi pomanicTuku Onenn [ledopHoi Ak maHka
ii Merampo3W), EINEMEHTH TUICCHO-MIMETHYHOTO MeTony (B IHTEepIpeTarii THIIiB
YOCOOJICHHST B pOMaHi, 30KpeMa aHaToMisalil SBHII NPUPOAM W psAay OO0 €KTiB;
MIIKPECIEHOT TaKTWJIBHOCTI, TUIECHOCTI 3arajioM, KOHIENTY KPHJIATOCTI B 300pakeHHI
Cy4acHOT JKIHKH).

Buxian ocHoBHoro marepiany. Cucremuuii ananiz nposu Onenu I[lewopnoi 2010—
2020 pp.— BiZ INCHUXOAHAJTITUYHOIO W TEePMEHEBTUYHOro 10 MidomoeTnuHoro u
iHTepTeKCTyanpHOro [4] — no3Boimsie roBopuTH mpo QopmyBaHHA B i TBOpYOCTI
cnenn(iTHOTO METaTeKCTy, Mo NoAiOHui PeHomeH ¢ikcyemo B poMaHicThmi K. [amcyHa
(A. T'ypays), JL.-®. Cenina (A. Peryrcpkux), Hapu Kopwiit (A. ['ypay3) uu HOBemicTHII
B. Credpannka (C. Xopo0), mpudyoMy 3a THMH CaMHMH NPUHOUATAMH. «XUMEPHHIIDY
CTaHOBUTHh COOOI0 BIIACTHBHM NHCHMEHHMIII MEJIOJpaMaTHYHUKA poMmMaH 31 ciabko
BHPXXCHOIO YKAaHPOBOIO BITHECEHICTIO, B AKOMY, MOMi0HO 10 «['pimauUmi» i «Kin Ha Bomdi»,
repoi MepeXuBaIOTh TPaHUYHI MOYYTTS, OAJAHCYIOUM MK JKUTTAM i cMeprio. Komu B
«pimHKULI» cTpaxkaae caMoTHsS JkiHka-maTip, a B «Koxax Ha Bomi» — 0aTbko, TO Y
«XUMEpHHUIII» OCTaHHil OOITbCS BTPATHTH JOHBKY Yepe3 BIACHY HPOBHHY B MHHYJIOMY.
Llum TBOopoMm Onena [leuopHa npojoOBXKye psiJi KBa3iMICTHYHMX POMaHIB, e atmocdepi
ippalioOHAILHOTO CIIPUSIOTh XapaKTepHi Ajs 1l MaHepH BUpPakeHa TIIECHICTh 1 TEHIEHIis
JIO CUCTEMHOTO YOCOOJICHHS IPUPOAHUX SIBHII, 00 €KTIB, aOCTpaKiiii Toiro. Y0ocoOIeHHS B
«XuMepHUII» BUOIPKOBINIE W XyHOXHIH e]ekT Horo 3Ha4YHO MOCHIICHUH MOPIBHSIHO 3
paHIIMMKM KHWTaMH aBTOPKH, Ji€¢ BOHO HOCWJIO TOTAJIbHUI Xapakrep. Maibke BiJCyTHI
NPUHAOMHU  «OXKHMBIICHHS», CKaXXiMO, Yy CICHaX JiaJory MepCOHaXiB «XHUMEpHUII i
MepEeBAXKHO NEPEHECEeHI B OIMCH JYLIEBHOI'O CTaHy, INei3axy, iHTep epy. Y Takuid crocid
MHCTKHHI BJIA€ThCS 3HIBEIIOBATH B aHAJII30BAHOMY TEKCTi BJIACTUBY IOIEPEIHIM KHHUTaM
MOCHJICHY CEHTUMEHTANIBHICTh, HEraTHBHO OL[IHIOBaHY KpUTHKOIO [1].

Slkmo B «pimrauni» un «Kojax Ha BOAi» MepeBa)xarTh TEMATUYHO OJNM3bKI KllacTepu
yOCOOJIeHHS: COHIIs, OyauHKY TOIIo [2, c. 73—74], To B Tekcti 2020 p. Ha mepuInil rUIaH
BUXOJAATH CKJIAIHIII CTPYKTYPH MOCTIMIIPECIOHICTUYHOT IPUPOAN — KKINBILIEBI €IEMEHTH»,
mo moxi6Hi pimenHs B TBopax M. Komrobuncskoro Busnadas 0. Kysueros [6, c. 226] i
SKi B aHAJII30BAHOMY POMaHi CIIPHUSIOTh KOHIENTYalli3allii HU3KM SBHIL 1 IOHATH. 30KpeMa,
e TakKi, II0 KOPEIIOITh 13 BAKIMBUMH KpPOKaMH CIOKETy U CTBOPIOIOTH e(deKT
KOMITO3MIIITHNX KiJ, SICKPAaBO BHUpPaKEH1 JISWTMOTHBHI iMiTalii: a) oHOBiIEHHS («aepeB’sHi
CTIHM JIyIIWJINCh HA COHII, Hauye MiHsum mKipy» [10, c. 7], «ociHb ckupana WIKipy»
[10, c. 269], «caa... po3mAraM MUTTEBO. BiH HaBiTHP He 3pO3yMiB, MO CTAIOCS»
[10, c. 285]); 6) dirypanbpHO 0OIrpaHUX i CAMBONIYHUX Y CHOXKETI CIEMEHTIB Y)KUBaHHS 1ki
Ta / YA CMakoBHX BIQUyTTIB (BiTep «kymTyBaB Ha cmak» [10,c.13], mic «HiOwH...
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npokoBTHYB» [10, c. 7], «Hadye HeOo BuIumOHYIO» [10, ¢. 12], «3amagae Thina — ripka a0
onypiuas» [10, c. 364]; Hiu «mpokoBTHYNa» [10, c. 176] (3ictaBMo 3 Bupazom i3 «Kix Ha
BOJII»: «HIY TIHJIa CaMOTHICTBY [9, ¢. 19]), «repoins ourchkamu Jric koBTana» [10, c. 180]);
B) crieriyHOi aHaTOMi3alii OMICYBaHWX SIBHWIN, TPeIMeTiB, abcTpakmiidi Tomo (BiTep
«repes Tmpo3zopuM depeBoM 00 3emumo» [10, c. 13], «coHHa rpyma Tepiach MOKPHUM
gepeBoM 00 mumapy [10, c. 272], «miu Bmina guxatu» [10, c. 293], qymKn «rHi3ma BAIH»
[10, c. 344], «Beuip BopymuBes» [10, ¢. 56], «3anuasina Tumia mumnre itormcuy [10, c. 13]
1 T. iH.) 9acOM i3 CYIpPOBIZHUM OIIMCOM IIPOCTOPOBOTO TEPECYBAHHS, IO CTBOPIOE eeKT
YIOBUIbHEHHS, MeNaHxomii («HeMiYHMH aumap... cnos3» [10, c. 7], «kutbns Iumy...
nonoB3m» [10, c. 64], «miamos3amu Tymanu» [10, c. 352]); r) TeMaTHYHO MiAKPECICHOT
TaKTHJIBHOCTI, IHTEHIIHHO MiJJHECEHOTO MparHeHHs OJM3bKOCTI M BIUYTTS CIIOPIAHEHOCTI
(«Bitep mo Houi TymmBcs» [10, c. 277], «xatmHa npurymwiacky» [10, c. 7], «CHOBHIIHHS
MOJIOXJIMBO Tynwiaucs mo kKyrtkax» [10, c.292]; ociHp 1 JOII «I3yTh» «IPITHCS» —
BiamoBigHo auB.: [10, ¢. 269]1[10, c. 161]).

Tpagumiiiai x s pomanictuku Onenn [ledopHOI TeMaTHYHO CHOpPiTHEHI KiIacTepu
YOCOOJICHHS TaKOX IPUCYTHI H OPMYIOTH CBOEpITHE TIO, HA SKOMY JICHTMOTHBHI iMiTaIii
BUIIIAAIOTh penbedHime. HaBenemo mnpukiIagm TakuX TEMATHYHHMX CHONYYCHbB: JIicC
muBuBcst [10, c. 22], «Bce omHo mo migcmyxas» [10, c. 23], «HiIOM... TPOKOBTHYB»
[10, c. 7]; cocuu «romousaTh» [10, c. 8], «konuxann Ha KpoHaX HE0O, IO JUTUHY B
mroneii» [10, c. 7]; a0myka «imyBamuich 3 coneakom» [10, c. 285] (3ictaBmo B «Komax Ha
BOMI»: «HIY OE3COpPOMHO IliyBajgack 3 HeOom...» [9,c.77]), «opximes momepia»
[10, c. 272]; xatMHKAa — «MOB cBapiuBa cTapeHbka» [10, c.32]; OymIHHOK «CBapUBCS
[10, c. 272], «ue cnomiBasesi» [10, c. 271], «3pazmi» [10, c¢. 273], «MHpHO COMiB yBi CHI,
iHOMI MOTATYBABCA. .. oMY cHuUnacst BecHay [10, c. 277], «mep3 HaBiTh yaiTky» [10, c. 359]
(TOpiBHSIMO 3 paAHINIIM POMAaHOM: «OyIMHOK BHHYBAaTO HIiTHBCS... i MOBYaB» [9, c. 18]).
Bapto Ha3BaTH mpH IFOMY W IHII AacOIIaTHBHI Macaxi: BiTep «3aBHUB, 3ar0JIOCHB)»
[10, c. 94], «uebo wpuuuth» [10,c. 73], ociup «mumina» [10, c. 269], «bnykana... #
nepiack 'y xary» [10,c.271], HIY «IpOAOBXKYE BEpeIIaTH MPOHHU3IUBUAM CYyCiTIMHUM
rojocom» [10, ¢. 304].

YV Maiibke HacKpi3b IepCOHANi30BaHii crcTeMi 00pa3iB i MikpooOpa3iB «XHUMEpHUIII»
OKpeMe MiCIle HaJIe)KUTh KOHIIENTY BOJH, KU OTPUMY€E BapiaTUBHUI PO3BHUTOK 1 MOETHKA
sKoro npoHu3ye Tekct. Sk 1 B «Konax Ha Bogi» um «DopTeli Ajst cepisi», BoJa TYT KUBa,
ajie BXKe He aHaTOMi30BaHa [3icraBmo: 9, c. 58; 9, c. 187; 9, ¢.271] i uacTimie 3ManbOByBaHa
He BJIacHe SIK 00’€KT, a B CTHJII30BaHOMY ONHMCI mporeciB 1 craHiB. [lepconanizoBaHi, y
nepury uepry, gom («0y6onute» [10, c. 157], «obmusyBaB BikHa» [10, c.272], «wrize
rpitucsi» [10, c. 161]) i 31uBa (BOHa «HiY BHKpaJia... B JIC 3aBeNa... OTOYMJIA CTIHOIO
Boau» [10, c. 158]). 3aMicTh KOHTEKCTHO JOPEUHHMX «IOI» 1 «CIBO3M» aBTOpKA, MOJIOHO
1o «Kin Ha BoZi», 4acoM Y)KHBA€ JIEKCEMY «BOJa», eBOEMICTHUHO Nepeialoyy Iad Heba
(«mebo 3armrakano» [10, c. 270], «mwraue» [10, c. 162]): «3 Heba minuta Boma» [10, c. 95],
«o0yne. .. mix Hebom Bomm» [10, c. 162] (mopiBHSIMO: «...3 HeOa HECTPUMHUMH ITOTOKAMH
JeThest Boja...» [9, ¢. 21], «Boxa iinuia 3 Heba. [Ipo3opa i memnusa. XKusay [9, c. 186]).

JIOTIOBHIOIOTE BOIHUN TUKTAT Y POMaHi (B SKOMY HaBIiTh CEIO, JIe BiHOYBAOTHCS MOIi,
— JlxepenbHe), BIANOBITHO CTUIJII30BaHI ONMUCH IEPEKUBAHb 1 BIACTHBOCTEH MEPCOHAXKIB,
JIiOpaHi SIK «KOMIIEHCAliiHI» B KOHTEKCTI BOJHOI TeMH (pa3eosoriuHi KOHCTPYKIIT
(amasnoriunuii puitom 3actocoBano B «Doprerti mis cepus» [4, ¢. 161-162]): «y rpyasx —
mwrropm» [10, ¢. 163], «s1 — MoB niepectosina Boja» [10, ¢. 307], «y Ti oui mipHyTH MOXHa U
He Butumct» [10, ¢. 163], 3 ropst «ue ButumBem» [10, ¢. 165], «Temio axk CTpyMEHUTHY,
«6imp oomimiBy [10, c. 367], «miBoUi Mpii CTPYMEHATHY, «IIACTS — KUTTENAWHUN OKeaH»
[10, c. 370], «xwmimpHi cmoramu» [10, c.20]; «...cBiT mimoB 3a Bomowo» [10, c.272],
«...minuia, MoB y Boay my6oBcHyna» [20, c. 331]; «migirpiBaeTbesi YONOBIK (CIMPTHUM. —
A.T)» [10, c. 51], «3akumnae, fK... yailHuk» [10, c. 175]; «110ch cxo0Xe Ha iIKy KHCIOTY
Bumikae 3cepequan» [10, c. 373], «TiHI MHHYJIOTO MiJHIMAIOTHCS Ha TMOBEPXHIO... SIKILIO
BOJy 100psiue ckamamyTuT» [10, c. 211]. HasiBHI B TeKCTi TaKo acolliaTHBHI MOPIBHSAIbHI
3BOpPOTH, HANpHKIA: «Jopory nopororo He Ha3Bell, 3aTe IX TYTEUKH CTUIBKH, SK CYIWH,
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yce OikaTh, ODKAaTh, PO3XOAITHCS, CXOMATHCA, neperutitalTeesay» [10, c. 14]. Tnom mpu
[bOMY CTalOTh PI3HOMaHITHI IOB’3aHI 3 O3HAYCHHSAM piAWHHM MeTapOpHUYHI ONMUCH: HiY
«beperis He Manay [10, c. 272], «cyTiHku miaBan jgicom» [10, ¢. 56], «IMBYTH Ti AOpOTH-
pikm» [10, c. 157] Tomo. Y HacHYeHOMY acOUiaTHUBHO-CHHECTE3IHHIMH CIIOIYKaMH TEKCTi
OpTraHIYHAM € TIepeAaBaHHS IMEPeXWBAaHb i3 BIATIOBIAHAM MEpeXoJ0M IX B iHIIUX
PEICTITUBHAN PETICTp, CKaXiMO: «CTpax... MEepeTBOPIOEThes Ha momia» [10, c. 293],
«obipBanachk 0008 — sik cTpyHa» [10, c. 145].

Ha Binminy Bin «Kim Ha Bomi», AOMiHaHTHa CTHXisS BOOM B «XWUMEpPHHUI» HE Mae
CHUMETPUYHOTO CMHCIIOBOTO Kopeisty (y pomani 2013 p. e conue i iHoro meradopuyse
MPOJIOBKEHHS — CIeKa) W MeBHO mo30amiieHa aMOiBaseHTHOCTI [5,c. 18]; omnHak TyT
NpUCYTHI TpanuuiiHi ;i npo3n Onenu [ledopHoi crienmpivHO OCMUCIEHI KOHIENTH Pato i
«nepcoHaiizoBaHoro» mnekna [10, c. 333] (aHayoriYHMil 10 OCTaHHBOrO 00pa3 MPOXOIUTH
yxe B «[pimauni» [8, c. 20], amke pait Ha 3emui moapmu 3uHHmEeHO [9,c. 13]). L
KOHLETITH CIPUSAIOTH OPraHIYHOMY BIUIETEHHIO B POMaH XapakTepHHX it KHUT OJieHn
ITewopHoi # peanmizoBaHHX y «XHWMEPHUI» BXE€ Ha HOBOMY XYIOXXHBOMY piBHI MOTHBIB
MOBEPHEHHS! W pO3IUIAaTH 3a CKOEHE, NPOBHHH 1 CIOKYTH, KOJM M JYXOBHOTO
BIAPOKEHHA-KAATTSA JIIOJMHA 3MYIIECHA ITOBEPHYTHCS 10 cebe CIPaBXHBOI, 10 BIYHUX
IIHHOCTEH i, MOXKJIMBO, TIOXKEPTBYBATH co00f0. [laHiBHIIT 00pa3 BOAHOI CTHXII IPH HEOMY,
MiHECEHNH Yy XYyIO)KHBOMY CBITI NHCBMEHHHII, 30KpEMa, SK CHMBOJ MEPIIOOCHOBH,
sKiHOUOro Havana [4, ¢. 162], i pi3HOMaHITHI OB sI3aHi 3 PiJHHOIO MOBHI HATSIKHU CIPHUSIIOTH
iHTeHIIT MOTHBY TOBEPHEHHS, @ B CUCTEMi MO3ai4HOI CTPYKTYpH Mi(OIIOETUKU pOMaHy —
peanizauii Midy nepiioTBopeHHs. BinnoBinHo akTyanizoBaHa poiib y pOMaHi HaCKpi3HOTO
JUISL METAIpo3u aBTOPKH KOHIENTY I1aM ’STi.

VY 3B’sI3Ky 31 CKa3aHHM BapTO MIAKPECIUTH TaKOXK BAXKJIMBICTh 1 HEBHIIAIKOBICTH
(dopMmyBaHHS B TEKCTI «XUMEPHHUI» KOHIENTY «KpHUiIaToi» KiHKH. CyroyocHIicTh
nyxoBHOoro OaueHHs OmneHoro IlewopHoro 00pa3y cydacHOi YKpaiHKH, iMOCTach SKOi
CBOEPIHO KOHIENTyali30BaHa caMe B aHAJII30BaHOMY pPOMaHi, MPUKMETHAa. MHCTKHHS
CBOEPIIHO MiIXOTUIIOE I po3BUBAE crieU(idHy I YKPaiHCHKOT TPO3H MEPIINX ACCATUIITH
XXI cT., TeHAEpHO MOTHBOBAHY TE3y IPO «KPHIATICTB» JKIHKH, IO TaKHMH o0Opa3 ymepiie
cuUCcTeMHO yTBepamBcs B MerapoMmani Jlapu Kopwiit [3] (BomHOYWAac mpo Kpwia IJIFOIMHU
3araJloM 4Yd iX BTpaTy B 3araibHO(IIOCOPCEKOMY CEHCI 3TafyeThCs Y BITYH3HSHIN
miteparypi, nepeBaxuo B moesii: me «Kpuma» JI. Kocrenko um 1. Jlpaua; omoBimaHHs
A. limapoBa, [JluinpoBoi Yaitku # iH.). Y «XumepHuui», III po3ain skoi Ha3BaHO
«beskpuiay, nmepen HaMu JKiHKa — «mTamika crniBoday [10, ¢. 196], ii pyku, «Hade Kpuiiay
[10, c. 123], «3 Heba Bmana mMos AiBYrHKA. Mopo3 kpuibipst o6mik» [10, ¢. 351]; «wkinka mae
pyxatucs Tak, HiOM Mae 3a mwieunma kpwmiay [10, c. 221], «3aTikaoTh CryTaHi... KpHiay
[10, c. 373], «rooBHE — BCTHTHYTH posnpasutu kpwuiay [10, ¢. 373]; «uinyBana y MakiBKy
cBoro Oeskpmiry (miBumHKY. — A.T.)» [10,c.352]; «matu Oyma HIYHOIO 303YIICIO»
[10, c. 346]. AKIleHTYBaHHS KPUIIATOCTI JKIHKH B «XUMEPHHUII» Y3rOKYETHCS 3 3araIbHOI0
XYAOXXKHBOIO ~CTpATeri€l0 KHUTH, IIJKPECICHOI0 TUIECHICTIO poMaHy I IOCHIIOE
PE30HAHCHICTh 3BYYaHHS B Hii KOHIeNTy Boau. KpiM Toro, moauHa SK Taka B pOMaHi
CHCTEMHO NOPIBHSHA 3 POCIMHAMH Ta TBAPHHAMH (CecTpa Haraaye «KUBY Kyiabp0a0OKky. Take
K TOHECEHBbKE TUI0 — cTeOnnHKa i myxHacTa rojiiBka» [10, c. 266-267], noau HaraayoTh
«BeseTeHehbKux mMypax» [10, c. 267], mox — «MoB Oxonu y Bynuky» [10, c. 279], xuomui
«BUCTpUOYyBanu, Hade ropobmi» [10, c.295] i mox.), mo opraHiuHO TsoKiHHIO OJNEHH
ITewopHoi 10 TIEPEOCMHUCIEHOTO B HOBOMY 4aci MaHTEICTUYHOTO 3MATIOBAHHS JIOJUHU B
HaBKOJIMIITHBOMY CBiTi # 30mKye ii TBip 31, ckaxkimo, pomaramu XK. XKiono («CmiB cBiTy»,
«Xaif 30yeTbcs MOS paticThb»), 9acTkoBO — E. 3oms («3emiisny).

BucHoBkH. SIK BHIHO 31 CKa3aHOro, KJIIOYOBI IMIIEPaTHMBH IPO3M NHUCbMEHHHMII I
CYIPOBIJHI JUIS HUX KOHICNTH ¥ MOTHBH, 3aKiajieHi B paHHiX «[pimaumi» i «Komax Ha
BOJIi», JIONOBHEHI, JIOTIYHO PO3BHMHEHI il OTPUMYIOTh Y «XWMEpHHMII» HOBE 3BYYaHHS.
[laniBHe okiHOYe Hayajlo, BIACTHBE XYJOXHIM (TMaHTEICTWYHINA) KapTHHI CBITY
NUCBMEHHHII, B PpOMaHi MiJKPECIEHO JOMIHAHTHICTIO CTHXii BOXM ¥ BiANOBITHO
oOpMIICHIM KITFOYOBUM KOHIIENTOM, HoaiOHO mo «Kin Ha Bomiy». Peamizyrounces depes
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BapiaTHBHY MOETHUKY (BXe HE aHaTOMi30BaHA W aMOiBaJleHTHa, ajie )KUBa BOJa OIIPUSBHIOE
ce0e y cTHITI30BaHMX OMMCax MPOLECIB 1 CTaHiB, 3BOPOTax nepcoHidikamii i eBdemizauii,
(hpazeooriyHNX KOHCTPYKINSX TOIIO) i IEBHO HiAMOPSAKOBYIOUH CTPYKTYPY TBOPY — Bif
JIEKCYHOTO 10 0Opa3HOTO PiBHIB, — KOHIIENIT BOIHM OPTaHIYHO B3a€MOJIi€ aHATOTIYHUMHU
TEMATUYHO CIIOPIAHEHUMH KJIACTEepaMH YOCOOJEHHS, JEWTMOTHBHUMH IMITalisiMU 3
e(eKTOM KOMMO3WIIWHUX KiJI, i3 KOHIIENTaMHU I1aM’sTi, IOBEpHEHHS, paro, Mekia i mof.,
copusitounn  (popMyBaHHIO B pOMaHI Mi()OTIOSTHYHOI MapagurMH MO3aidHOTO THILY,
BiacTuBoi mpo3i Onenn I1edopHoi.

Poman «XuMepHULS», B Takui crocid, cyrosocHuid igioctnmo Onenu [ledopHoi i
3acBiguye ii mucTeupke 3poctaHHs. Ilomanbine cucTeMHe IOCIHIKEHHS POMaHICTHKU
MUCHMEHHHUI, 30KpeMa B KOMIIAPATUBHOMY ILJIaHi, € JOUIIBHUM 1 IPOJAYKTUBHHUM; KITIOYOBI
TMIOJIO’KEHHS TIPONIOHOBAHOT CTaTTi MOKYTh OYTH IOKJIaJeHI B HOr0 OCHOBY i PO3BHMHEHI B
KOHTEKCTi pO3IJISIy CTAaHOBJICHHSI HOBOT YKpaiHChKOI mpo3u movarky XXI cr.
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Annotation

The article reveals some features of postmodern aesthetics that were borrowed by
modern literature from romantics, and are now undergoing a period of criticism. It is shown
how a fiction reflects the continuity between contemporary literature and previous literary
phenomena, which consists in the perception, transformation, and critical rethinking of
aesthetic ideas and concepts. For this purpose, the genesis of Norminton’s novel Arts and
Wonders was traced and a literary technique such as ekphrasis, that means a verbal
description of a painting, was researched. An analysis of the two most significant
ekphrasises — Vertumn and The Librarian — showed that the author of the novel raises the
problem of copy or plagiarism, which today has gained particular relevance both in the
world of art and in the academic environment. It was showed that Norminton solves this
issue by referring to the traditional concept of mimesis. Despite the declaration of the need
to imitate nature, Arts and Wonders demonstrates that the contemporary author asserts his
right to free creative imagination, including the interpretation of historical facts and figures.
The literary text refers to the artifacts which are presented in the arsenal of culture that are
freely combined according to a kaleidoscope principle.

Raising the question of the dialectical unity of such aesthetic categories as
“beauty” and “ugliness”, Norminton enters into a polemic with the forerunner of
postmodernism — romanticism. At the same time, the writer also poses questions about the
correlation in the artist’s work of parts and the whole, about the need to achieve a balance
of proportions between the elements that make wup a work of art
Determining the genre originality of the novel, the author of the article concludes that it is a
complex synthetic form that combines the features of picaresque novel, a biographical
novel, a travel book, a historical novel, an artist's novel, and a Bildungsroman, which as a
result forms a new genre variety — an adventure novel about the artist.

Key words: ekphrasis, Norminton, Arts and Wonders, mimesis, plagiarism,
kaleidoscope principle, adventure novel about the artist.

Introduction
In recent decades, artists, writers, poets, musicians become main characters of modern
novels. | mention just a few of the most famous works written by authors living in different
countries. These are such novels as The Goldfinch by Donna Tartt (USA), The Master of
Petersburg by J. Coetzee (Republic of South Africa), Perfume: The Story of a Murderer by
Patrick Suskind (Germany), The White Dove of Cordoba and the trilogy The Yellow Canary
by Dina Rubina (Russia), Girl with a Pearl Earring and The Lady and the Unicorn by
Tracy Chevalier (USA-UK), The Children's Book by A.S. Byatt (UK), and finally, Arts and
Wonders by Gregory Norminton, which is the subject of our research. Postmodernism,
whose representatives are the majority of the writers we have named, is a logical
continuation of the traditions laid down by romantics at the turn of the 19th century.
Previously, such a hero existed only in ancient mythology. The greatest honor was given to
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the god Apollo, the patron saint of arts, who delighted the hearing of other gods with his
dances, singing and playing a lyre or a kithara. Orpheus was widely known as a brilliant
poet and musician. People, gods and nature obeyed the magical power of his art. He was
the only mortal human being who was able to infiltrate Hades and return from there.
Legendary poets of antiquity as Ibycus or Arion were also very popular characters of
poems, works of art, etc.

Later, kings and military leaders, rogues and adventurers, wanderers and scientists
became the heroes of literary works, but the artist in the broad sense of the word ceased to
interest writers until the end of the 18th century, when Goethe's books about Wilhelm
Meister (the early version of them had a significant title — Wilhelm Meisters theatralische
Sendung or Wilhelm Meister's theatrical show) and Ernst Theodor Amadeus Hoffmann’s
novels about Johannes Kreisler appeared. The triumphant return of the artist to the forefront
of culture was due to the increased interest of romantics in creative individual. The basis of
their aesthetics was the category of imagination. The desire to reveal their inner world and
to convey the fullness of feelings and emotions, as well as to recreate a "landscape of a
poet’s soul" were their main intents. Since then, the hero-artist has been one of the most
popular literary types, e.g., A Portrait of the Artist as a Young Man by James Joyce or The
Master and Margarita by Mikhail Bulgakov.

Various works of art, both real and fictional, are used in these novels. Different
kinds of literary descriptions of the works of artists are usually called ekphrasis. The
purpose of this article is to examine the features, types, and functions of ekphrasis in Arts
and Wonders by Gregory Norminton.

Materials and research methods

Gregory Norminton (1976) is a modern British writer who is known to the general
public and criticized for his first novel, The Ship of Fools. Arts and Wonders is his second
novel. It was written in 2003, and in it the author continues to develop the creative
principles that were used in the previous work, including the technique of ekphrasis. This
novel is written on behalf of a fictional character, an artist Tommaso Grilli, who sets out his
life story in it. The genre is a confession, a model for which could be the stories of such
famous cheaters as Lazarillo de Tormes or Gil Blas (Shamina, 2016: 305). But we would
not hastily assign the work of Norminton to the genre of a "novel of culture” only on the
basis that it mentions many works of art (Ibid.). It is obvious that the main problem of
Norminton’s novel is the problem of simulation, imitation, copying and creating virtual
reality. For example, the protector of the protagonist, Duke Albrecht, the head of the
fictitious Bavarian principality of Felsengriinde, is trying to imitate Emperor Rudolph II,
even though he had never seen the latter. Not realizing that he can only become a pale and
short-lived copy of his idol, Albrecht not only takes his middle name Rudolph, but spends
the biggest part of his fortune on the Library of Arts, which mainly consists of copies of
famous painting masterpieces fabricated by Tommaso. And Tommaso himself, as Shamina
correctly noted, “becomes the grotesque simulacrum of Arcimboldo” (Ibid.).

An intermediate method of research is used in the article as the main approach to
the study of the interaction of literature and painting. The methodological basis of the work
is works of O. Hanzen-Loéve, Bochkareva and other scientists who have studied the types,
functions and methods of organizing ekphrasis in literary texts (Hanzen-Love, 1983;
Bochkareva, 2004, 2009).

Discussion. A few words about ekphrasis

Despite the wide popularity of The Ship of Fools, Norminton’s other works,
including Arts and Wonders, did not receive the resonance that, in my opinion, they
deserve. There are only a few articles where have been noted such features of the novel as
carnivalization, resemblance Normonton’s work to picaresque and historical novels, myth
of the Renaissance Man (Baratova, Shamina, 2018; Krjuc¢kova, 2012; Shamina, 2016). The
constant appeal of the writer to ekphrasis was noted by Shamina who has analyzed a
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structure-forming function of ekphrasis, that is “the basic principle, on which the whole
novel is built” (Shamina, 2016: 303). But, in fact, the analysis of the functions of ekphrasis
is suspended in this point. However, due to a wide number of ekphrastic descriptions in the
novel and their diversity, their analysis must be continued, which we are going to undertake
in this article.

Before proceeding to a direct analysis of the text, it is necessary to make a brief
review of the literature on ekphrasis. The concept “ekphrasis” is origin from ancient
Greece. In a broad sense, ekphrasis was used as a verbal description that contained such
vivid images and had such a strong effect on the audience that listeners (or readers) could
mentally imagine the subject as if they had seen it in reality (Braginskaya, 1977: 259).
Gradually, the meaning of the concept narrowed and only artefacts become the subject of
verbal description, as was the case with the works of Philostratus or Callistratus. In modern
literary criticism, the understanding of ekphrasis in the narrow sense is more common
(Philostratus, Callistratus, 1996). Many scientists believe that ekphrasis is a verbal
description of a work of art. Perhaps the most famous example of ekphrasis is the
description of the Achilles’s shield in Iliad by Homer (Becker, 1995). However, today such
an understanding of ekphrasis does not satisfy all researchers who have proposed to
consider as an ekphrasis any literary description of a work related not only to the visual
arts, but also to music, architecture, etc. S. Labre and P. Soler give the following definition
of ekphrasis: this is “a decorated description of a work of art within the narrative, which it
interrupts, constituting an apparent retreat” (quoted from: Geller, 2002: 5). This explains
why some researchers appeal to the study of precisely pictorial ekphrasis. For example,
Bochkareva has analyzed the different functions of ekphrasis (narrative, compositional,
parodical, meta-narrative, erotic, allegorical, aesthetic, didactic, plot) in the novel The Ship
of Fools (Bochkareva, 2009). The artist is a central character in Arts and Wonders and in
Ghost Portrait, and the author made it intentionally. In one of his interviews, Norminton
emphasizes that all these novels form a single cycle: “I regard my first three novels as a
kind of trilogy, with painting as the uniting theme” (Karpos-Dedukhina, 2006).

Genre Originality of the Novel and Polemic with Romanticism

The novel Arts and Wonders paradoxically combines the genres of a picaresque
novel, the classic form of which developed in Spain and was actively expanded in European
literature between the 16th and 18th centuries, a biographical novel, a travel book, and a
historical novel (the genre to which Norminton belongs very skeptical as we see from his
interview (Karpos-Dedukhina, 2006)) and an artist's novel (in German: Kiinstlerroman).
The last genre began to arrange in the Middle Ages, but in a classical form was presented in
Wilhelm Meister's Apprenticeship by Goethe. Herbert Marcuse has related an artist's novel
to a Bildungsroman and distinguished two types of this genre: the first one is realistic-
objective and the second one is romantic (Marcuse, 2004). However, it is necessary to add
one more to these types — an adventure novel about an artist which has developed in
postmodernism. And Norminton’s work is one of the best examples of such genre. The
main character of his novel is an artist whose life path is quite twisty. the novel takes place
in the late 16th - early 17th century. This historical period is known as Reformation when
numerous wars broke out in Europe, including Thirty Years' War which fought in Central
Europe (1618 — 1648) and the Battle of White Mountain (1620). Although, these historical
facts and real personalities of the time, for example, a famous Italian painter Giuseppe
Arcimboldo (1527 — 1593) who was known for his portraits made of different objects such
as books, vegetables, flowers, fruits and fish, or Holy Roman Emperor Rudolf Il (1552 —
1612). Norminton has stated that despite of the novel Arts and Wonders «touches on real
events, the central characters are invented and their dilemmas apply equally to our own
age» (Karpos-Dedukhina, 2006).

The writer’s position correlates with the principles of postmodernism, according to
which the author uses historical events and personalities as a material for creating a literary
plot, but has the right to neglect the historical authenticity that realist writers so longed for.
In a postmodern novel, fiction and creative fantasy become fundamental categories that can
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be regarded as reality, and the mimetic (imitative) function of art is rejected. A literary text
is no longer perceived as a reflection of the real world or, using a metaphorical designation
of the relationship between nature and the world of artifacts, as a mirror. It is not addressed
to the reality immediately, but to other texts, and Arts and Wonders clearly demonstrates
this view of fiction. On the one hand, the idea of copying and fakes presented in the book
exposes the secondary nature of postmodernism. On the other hand, Norminton’s novel is
clearly polemicizing with the aesthetics of romanticism, according to which the artist is a
sublime, spiritual person, endowed with a finely sensitive mental organization, which
makes him strikingly different from ordinary people. His whole life is subordinated to a
higher idea, he is not interested in earthly, mundane reality, since all his thoughts are aimed
exclusively at achieving a connection with a spiritual Absolute. His appearance is
completely inconspicuous or repulsive, but his inner world contains infinite spiritual
wealth. Thus, such favorite technique of romantics as a contrast only emphasizes the inner
nobility of the creative person. However, this cannot be said about the main character of
Norminton’s novel. Tommaso Grilli, as we have already mentioned above, is an artist, and
his appearance not only cannot be called attractive, he looks disgusting. Here is how
Tommaso describes himself referring to the reader of his “memoirs”:

“My face, I’ll grant you, was a disaster from the outset; but my limbs, at birth,
must have seemed promising enough. Alas, deprived of affection, like a plant of water, |
put forth unlovely shoots. That is to say that nothing grew in proportion. My anatomy is a
hotchpotch, a fusion of parts from unequal models. Thus my legs, which a plum and hairy
like a faun’s, hunker down to narrow martyred feet. My upper torso is fully developed, with
a ribcage that juts pompously forward, giving me the appearance of being trapped for ever
at the summit of a sigh; yet my hips are narrow, balanced on chunky thighs, and my
buttocks are childishly pert. (In some places | am better endowed. My manhood, for what
it’s worth, is short but uncommonly thick, and I have big hands that look like paddles on
the ends of short, dimpled arms.) But how can you assemble this jumble of parts into a
unified whole? As for my face, will not a list of features (a lush’s nose, a weak chin, a
tongue too big for its cave) merely confuse your mental picture and set lumbering through
this book a gruesome composite, the impossible invention of a fevered brain?* (Norminton,
2004: 7). All this description can be regarded as an allegorical picture of a postmodern
culture, distinguished by eclecticism which is, as the author of the novel has said, a product
of “raving mind” (Karpos-Dedukhina, 2006).

One of the distinguishing features of Norminton's work, which allows us to
attribute it to the genre of ekphrasis, is that the main character is surrounded by artists and
is dedicated to the secrets of their art, into which the storyteller devotes the reader step by
step. For example, when describing the learning process of drawing by Tommaso, specific
terms, such as the names of paints, the process of preparing materials for drawing, drawing
lines and their corrections, and others, are mentioned: Tommaso “learned to fix lines with
ink, how to shade folds with washes and to erase errors using the soft of bread rubbed
between finger and thumb. Then there were parchments to be prepared, and the
monotonous tinting of paper with terre verte and white lead, with beans if vermilion and
bone dust” (Norminton, 2004: 12-13).

The second important feature of the novel is the perception of the world and
people as artifacts, i.e. the narrator is much less interested in reality as such and perceived is
as if it were a sculpture or a picture. For example, Tommaso mentions that because of his
unattractive, even ugly appearance, his relatives perceived him “like a bad painting made in
his dotage by a great master” (Norminton,2004: 9).

Thus, the appearance of a child is judged not as a living creature, but as an image
on a canvas, thereby drawing an analogy between the artist and the Creator, which was
characteristic of Renaissance thinking. And despite the fact that the creator of the
protagonist “fell into insanity” and the picture turned out bad, the narrator calls his creator
“a great master”, which makes the hint completely transparent and easy to understand. In
the same vein, the narrator describes the letters when he informs the reader that for some
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time his last name began to be written a little differently, because “That my family name
(having lately shed the blooming -0 for -i’s barren stem) signified anything so apt was
depressing news” (Norminton, 2004: 26),

The third feature of the novel is the drawing of clear parallels between plot twists
and turns, reflecting cardinal changes in the fate of the protagonist, and the device of the
artist’s workshop, which, in turn, is compositionally organized and has a central focus, as if
it obeyed the rules of the Renaissance perspective. So, when Tommaso once again comes to
his father’s workshop to improve his artist’s skills, he describes it as follows: “Unbidden, |
assumed my place at my work stool. From having tiptoed past my father’s studio, I was
now its focal point, the axis upon which all things revolved”, which gives him reason to
conclude that a “sharp turn” has occurred in his fate. (Norminton, 2004: 13)

Further development of events becomes the realization of an artistic metaphor, the
trajectory of the hero’s fate obeys the rules of organizing the space of a classic work of art.

Ekphrasis # 1. Vertumn

The birth of Tommaso became the cause of his mother’s death and his father did
not want to take care of him. Only once, despite Tommaso’s outward ugliness, his father
showed his love. It happened when he noticed extraordinary abilities of Tommaso as a
painter and asked Arcimboldo to teach his son. The choice of Arcimboldo as a teacher is
extremely significant and eloquent. This Italian artist really worked for Rudolf Il in Prague
and, as was customary at that time (it can be compared with the Renaissance universalism
of Leonardo to Vinci), performed the duties of not only a painter, but also a decorator, party
organizer, engineer, and collected works of art. He became famous for his unusual portraits,
the compositions of which were created from plants, animals, figures of people or various
objects. Roland Barthes has noted that they make a double impression on the viewer
combining disgust and admiration (Barthes, 1985: 139-148). Then public forgot about
painter’s experiments till the 20th century when surrealists became to regard Arcimboldo as
their predecessor and nowadays his work not only regained its former glory, but also
increased it.

To begin with, even the appearance of Norminton’s hero (see the quotation above)
is described in accordance with the rules that Arcimboldo guided, composing pis paintings -
to connect the incompatible. However, if Arcimboldo succeeded in achieving integrity and
even undeniable portrait similarity, as can be seen in the portrait of Rudolf 11, this does not
happen with Tommaso. It happened because one of the principles of aesthetics discovered
in ancient Greece is violated: first of all, harmony suggests the proportionality of the
individual parts from which the work of art is formed (hence the constant search by artists
for ideal proportions).

Like his teacher, who participated in the creation and replenishment of the famous
collection, named The Kunstkammer of Rudolf Il and located in Prague, Tommaso Grilli
built for his patron, the Duke Albrecht Rudolfus, an art library in which he placed works of
sculpture, paintings, and various wonders, turning the library into a mysterious labyrinth.

The acquaintance of Tommaso and Arcimboldo is described in the first part of the
novel, entitled Monstrorum Artifex (Monsters Artist). So, Arcimboldo is showed as a
creator of fantastic grotesque creatures — monsters. The first meeting takes place by chance
in the Milan Duomo in front of the statue of St Bartholomew. Tommaso and Arcimboldo
are interested in the question of how the sculptor managed to convey the structure of the
body, all his muscles and veins with the utmost accuracy. They talk about changes that
have occurred in the approach to the study of nature in the Renaissance comparing with the
Middle Ages. Artists turned from contemplators into experimenters who studied the human
body with the thoroughness of an anatomical scientist. At the same time, Arcimboldo
recalls one of the most famous Renaissance artists — Michelangelo, whose self-portrait, as
many critics suggest, is the image on the skin of St Bartholomew, depicted in the fresco The
Last Judgment in the Sistine Chapel.
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During a second meeting in front of the cathedral Arcimboldo learns that
Tommaso is a self-taught artist. The great painter invites Tommaso to his house, where the
latter gets the opportunity to see the portrait of the emperor as Vertumn. Before proceeding
to the description of the picture, the narrator depicts in detail the unusual home of the artist.
It was explained, firstly, by the fact that he avoided sunlight, therefore darkness reigned in
the room, and the objects located there could be seen only in the faint flickering of candles.
Secondly, the meeting with the picture is preceded by a description of fruits and flowers,
from which, in fact, the portrait was made: “There was a buzzing of flies, and I glimpsed in
the rare spots of daylight decaying fruit, a yawning lily, roses on the turn. It was difficult to
see where | placed my feet. Grapes burst between my toes. | crushed an apricot and nearly
skidded” (Norminton, 2004: 27).

The floor was literally strewn with disgusting remains of plants and it sharply
contrasted with the magnificence of the portrait itself. Nature here gives way to culture,
being only material that is used to make the perfect creation of human hands, and then
ruthlessly thrown away. After describing the room’s atmosphere, the focus of attention
shifts to the artist himself, whose appearance paradoxically combines the features of
animate and inanimate, frozen face masks and spiritualized gaze: “He looked like a wax
effigy, a depiction of the magus; but his eyes shone with childlike ardour” (Norminton,
2004: 27). Tommaso managed to see the masterpiece that was not yet completed, which
became known from Arcimboldo’s commentary: “Very nearly finished,” he said. ‘Just the
nose and the chin. The chestnuts are no good. Half rotten. I’ll improve them from memory”
(Norminton, 2004: 27-28).

Next part of the ekphrasis is a description of the picture seen through the eyes of
the protagonist, who is trying to simultaneously convey his impression. Of course, the
modern reader knows about this painter and his works, but Tommaso begins the description
with an appeal to his contemporaries, who hardly remember Arcimboldo. Here the writer
follows historical facts, which say that despite the huge number of imitators, the artist had
been forgotten for a long period of time, and glory returned to him only in the 20th century.
From an exclamation addressed to readers and conveying regret that they will not be able to
enjoy the magnificent work of art, the narrator also mentions the name of the deity and
gives his brief presentation. After that he proceeds to the description of Vertumn. First of
all, his attention is attracted by blackberry eyes, then his focus slides downward, passing
successively to peaches (cheeks), cherries (lips), a neck, a chest, an onion clasp, and a
flower shirt. He then conveys his admiration, calling the portrait “a feast for the eyes.”
(Norminton, 2004: 27) The culinary metaphor is especially relevant, as the portrait is
basically composed of products usually served on the table during the meal. A couple more
details is mentioned in the completion of this description - a crown of spikelets and a
mustache. And finally, a statement of portrait similarity is ending this fragment. The
following is an ekphrasis of Arcimboldo’s painting:

“Alas, you that know nothing of a neglected painter will have no conception of
that wondrous being, Vertumnus, the Etruscan god of bounty. He stared at me with
blackcurrant eyes: animate, mythical and fainty malevolent. His cheeks were peaches and
his lips red cherries. Marrows, aubergines and a radish constituted his throat and chest, to
which a gown of flowers was pinned by an onion clasp. But my words are blind: a feast for
the eye cannot be matched by ten volumes of prose. Crowned with fruits of the harvest,
with hazelnut husks for a moustache, it was a dazzling conceit and somehow familiar, in
the way of masterpieces.” (Norminton, 2004: 28)

Then the narrator transmits his conversation with the painter, they discuss topics
related to aesthetic problems that artists, philosophers and all who have one or another
relation to art, have been trying to solve for many centuries - the relationship between parts
and the whole in painting, the dialectical unity of such aesthetic categories as “beauty” and
“ugliness”, and the problem of mimesis.

Tommaso was delighted with the painting by Arcimboldo because being made up
of completely different parts, it turned into a portrait of a man, accurately conveying his
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appearance and character: “Each grape and marrow and ear of corn was carefully rendered
as itself; yet each part belonged to the unified whole” (Ibid.).

Compare it with the description of Tommaso’s appearance, which we quoted
earlier. Describing each part of his body individually, the narrator notes with chagrin that
they have remained a “heterogeneous hash”. There is no harmony between individual
elements, they are connected unsystematically and do not add up to unity. And here, in our
opinion, the author of the novel turns to one of the basic principles of ancient aesthetics,
which stated that harmony arises only if all parts of the subject are proportionate to each
other.

In the ancient world, much attention was paid to proportions. They reflected the
basic laws of the universe — the cosmic order. And if we compared the system of
proportions that Vitruvius wrote about in his multi-volume work known as ‘“De
architectura” or Polykleitos’ Kanon with what Tommaso looked like, it would be obvious
that his appearance did not meet a single rule of harmony that ancient philosophers and
artists claimed. Frangois Blondel who was the famous French architect of the 17th century
said: “The satisfaction that we experience looking at a beautiful work of art stems from the
fact that the rules and measures are observed in it, because only proportions are the source
of our pleasure.” (cited from: Voloshinov, 2000: 208) In the competition between nature
and the artist, the latter won. If nature failed creating Tommaso then Arcimboldo achieved
undeniable success. He was able to combine in his works individual elements, which were
exact copies of natural objects, into unity. Moreover, every single detail of the artist’s
paintings evokes a feeling of disgust from a viewer (a viewer in the novel is equal a
narrator), as Roland Barthes accurately noted in his article Arcimboldo: Monsters and
Miracles. He admitted that if you look closely at the image, it turns out that
“Arcimboldesque flesh is always excessive: either ravaged, or flayed (Herod), or swollen,
or sunken, dead.” (Barthes, 1985: 145) However, the monstrosity of each individual part
turns into a miracle when they join together, obeying the artist’s ingenious intuition.
Arcimboldo’s friend, a poet Don Gregorio Comanini in his poem on the painting of
Emperor Rudolf Il as Vertumnus wrote about the dialectical unity of opposites (visible and
hidden) in the portrait:

Though my aspect may be monstrous,

I bear noble traits within.

Hiding thus my kingly image.

Tell me now if your are willing

To discern what | conceal:

Then my soul | will reveal (Kriegeskorte, 2000: 46).

Thus, at the end of the 16th century, the artist and the poet turned to one of the
favorite topics that romantics who loved to create characters that hid noble features under
an inexpressive or ugly appearance would discuss passionately.

Imitating nature, Arcimboldo transformed it into something completely new that
did not exist before, and at the same time achieves undoubted portrait resemblance to
Rudolf 1l who liked the portrait so much that the artist was awarded an honorary title
Pfalzgraf. This is explained the emperor’s love for everything outlandish. It is also
important that Vertumn was the god of metamorphoses, the change of seasons and other
transformations. He could change his form, as, for example, is described in Ovid's
Metamorphoses (XIV), when he took the form of an old man to deceive Pomona.
Furthermore, this is closely connected with the motif of alchemical transformations in
Norminton’s novel. Arcimboldo draws Tommaso’s attention to this fact, saying that
“Vertumnus was also the god of Metamorphosis, He could assume any form he chose”
(Norminton, 2004: 28).

The god metamorphosis is an allusion to numerous anthropomorphic myths about
the emergence of the world from parts of the first man, which Comanini mentioned when
he described Arcimboldo’s work:

And its face is called Olympus,
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Eyeing us with many stars,

Air's the chest, and Earth the belly.

Mountain valleys are its feet,

And the soul which warms and quickens

And enlivens this great body

Is the element of Fire;

Clothed in produce of the earth,

Wearing plants and fruit and grass (Kriegeskorte, 2000: 45).

According to the poet, Vertumn gives life to heavenly bodies, generates the
primary elements of the cosmic universe (air, fire and earth), thereby referring the reader to
such myths as the Chinese myth of Pangu. After the death of this god “his breath became
the wind, mist and clouds; his voice, thunder; his left eye, the Sun; his right eye, the Moon;
his head, the mountains and extremes of the world; his blood, rivers; his muscles, fertile
land; his facial hair, the stars and Milky Way; his fur, bushes and forests; his bones,
valuable minerals; his bone marrow, precious jewels; his sweat, rain; and the fleas on his
fur carried by the wind became animals.” (Shri Bhagavatananda Guru, 2015: 129) Or to
another myth about Ymir (also called Aurgelmir) — in Germanic-Scandinavian mythology
the first living creature, a frosty giant from whom the world was created. And other similar
examples are known well. It is interesting that Norminton’s work refers to this
characteristic of Vertumn, but in a novel it symbolizes the reverse transformation from a
natural creature into a cultural hero, being a mirror reflection of ancient mythology. In this
sense, Norminton’s Vertumn develops the theme of copies and simulacra which
characterize of postmodern culture. Arcimboldo in his work establishes a relationship, on
the one hand, between nature and man, on the other hand, between man and God, which
corresponds to the idea of the likeness of macrocosm and microcosm, man and the
Universe.

The concept of mimesis, which originated in ancient Greece, is also connected
with it. Philosophers Plato and Aristotle concerned that mimesis represented nature. But
according to Aristotle, art surpasses nature because the last one is full of change and decay,
and therefore it is inferior to art that obeys mathematical laws in the search for the
perfection and embodies the essence of all things. This idea of art is literally expressed in
this scene of the novel, where the perfection of the picture is contrasted with decaying fruits
and flowers that cover the entire floor of the workshop, so the artist is forced to draw some
parts of the portrait from memory. Arcimboldo expresses this idea, sharing the secrets of
his skill with Tommaso: “‘For the fabulous image to convince the viewer,” said
Arcimboldo, ‘let its parts be copied faithfully from Nature. It is detail which gives life to an
object. If you wander too far from Nature, nothing you paint will please” (Norminton,
2004: 28).

This statement is correlated with the central dilemma of the novel between the
copy and the original. In a novel originality is achieved by careful copying of individual
elements of nature. Tommaso is convinced of this by comparing a bunch of cranberries and
its image: “The copy was perfect, right down to the twin leaves and the number of berries”
(Norminton, 2004: 28). At the same time, Tommaso, being a skilled copyist, remains just
an imitator, and his attempts to create original canvases fail.

Ekphrasis # 2. The Librarian

The portrait of Albrecht Rudolphus was to be a triumph of Tommaso as a copyist.
He intended to draw it in the manner of Arcimboldo, trying to repeat very accurately even
the environment of Arcimboldo’s work place. The great painter preferred twilight and used
candles to illuminate his models, and Tommaso was completely sure that in this
competition he, the student, would surpass his teacher. And here again the question about
the superiority of the artificial portrait over nature is raised: “The painting would no more
be a mirror of surface reality than the portrait of the Emperor had been when Arcimboldo
transformed him into the Etruscan god harvests” (Norminton, 2004: 181).
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A meticulous reader of the novel can easily make sure that such a portrait really
exists, but it belongs to Arcimboldo. Since the picture is not fictional, it is possible to
compare its literary description and pictorial original, as well as to compare two ekphrasises
— The Librarian and Vertumn. The narrator begins to describe these paintings in different
ways. When it comes to a portrait of Rudolph, the eyes are the first to be mentioned,
because they are the central, most significant part of the image of a person’s face. In the
case of The Librarian, the narrator begins the description of the future picture from the
periphery — a curtain thrown over the model’s shoulder, and then from all the features of the
model’s appearance only mentions disgusting warts and flaws, while emphasizing that he
thoroughly studied the smallest details of Albrecht’s appearance. He also informs reader
about his artistic task: “l needed less the particulars — that patent constellation of warts and
blemishes — than the gist of a likeness, a graspable impression of Albrecht Rudolphus”
(Ibid.). So, he tries to reflect the image of a real person in a painting to create the illusion of
the identity of nature and artifact. The theme was chosen with a clear intention not only to
plausibly convey the resemblance, but to express the very essence of Albrecht’s character,
who was a passionate collector of paintings, antiquities and various monstrous miracles.
After the artist made several quick sketches, he freed the model from posing, then a short
digression follows. Reporting on how the artist selects the appropriate material and
“composes” the composition of the future masterpiece — and the artist has no doubt about
this, as follows from his own assessment of his work — in essence, he describes the real
picture of Arcimboldo, practically without retreating from reality: “Work began on the
stretching out and grounding of a canvas; paints were mixed to pre-determined colours. |
planned to fuse my studies of the Duke’s face with my elaborate conceit. I arranged twenty
or so books of diverse sizes — some of white calfskin with gold filigree engraving, others
with beige or red leather bindings — into a discernible shape on a table, and so began to
trace the outline of a pyramidal torso”. (Norminton, 2004: 182)

During his immediate work on the painting, Tommaso experiences an
extraordinary creative upsurge, a huge impulse of inspiration that even physically
transforms him, sharpening his perception, turning his body into a painter’s brush and
causing him to experience a powerful physical shock throughout my body: “My buzzing
ears were attuned to every rasp of my hand on canvas — to the muted pealing of a water
glass when I stuck it with my bleeding brush, whose stiff bristles found their echo-image in
the short hairs that stood up on the back of my neck”. (Norminton, 2004: 182) To
emphasize the power of creative ecstasy experienced by the artist, Norminton compares it
with a bolt of lightning: “Years later | would experience the same jolt of primary power
when, upon the barren crest of a mountainside, a bolt of lightning grounded itself inches
from my feet”. (Norminton, 2004: 182) But as soon as Tommaso admits that he is talented,
he refutes his ability as a painter. A whole paragraph of the text is reserved for his
reasoning about his own failures, both as an original artist and as a falsifier of other
painters' works.

The following episode of ekphrasis, devoted to the description of the head in the
portrait, is done in extremely detail, especially compared to the description of Albrecht:

“Four brown leather volumes were used to represent the head, with a black ribbon
undulating for eyebrows and two further ribbons, fortuitously catching an improvised light,
doing service as the monster’s eyes. A salmon-pink ribbon tied to the book of his cheek
became the Librarian’s left ear, while two small copies of Euclid represented plump lips
emerging from a beard (flatteringly made fuller than the subject’s own) of sable-tail
dusters. An eighth book served as a long proboscis jutting on a diagonal from the face. It
was impossible within such constraints to convey the human blemishes of the Duke, though
I did brush in, as an afterthought, a red-buttoned clasp to suggest the wart that nestled
alongside his nose. Finally I had only to solve the problem of hair. The greasy straw which
seemed, for shame, so eager to escape the Duke’s speckled scalp could find no counterpart
in my caprice. My solution was to paint an open book (a ledger pilfered from the Treasury
on account of its silk-beaded markers) resting on the impassive head. This ledger rounded
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off the stolid construction of the painting, rather as a dome or pages lent a bird’s plumage
to the effigy — a creamy crest which yet suggested the headgear of a scholar” (Norminton,
2004: 183)

Tommaso’s story not only consistently describes the head of the “Librarian”,
accurately indicating the number, size, color and arrangement of books and bookmarks, but
he also describes the process of creating the portrait and selecting individual details to
convey the appearance of the model as accurate as possible. He focuses on two elements — a
buckle painting a wart and dirty straw, which would be best suited for depicting model’s
hair and which the artist decided to replace with an open book. In addition, this description
consists some hints of Tommaso’s attitude towards his customer, in which flattery (a beard
and hair) is combined with disgust (a wart).

This wart is noticed by Albrecht in the next episode of ekphrasis, which deals with
his perception and evaluation of the portrait. Initial admiration for the artist’s ingenuity is
replaced by anger when Tommaso asks how he managed to convey the similarity of the
image with the model. The duke is disappointed and angry, as he believes that there is no
life in the picture, it is a “carrion” in which he does not see any resemblance to a human
being at all.

The final episode of ekphrasis is devoted to the analysis of The Librarian and its
comparison with Vertumn. Tommaso concludes that Albrecht was right:

“This seemed a brilliant forgery in Arcimboldo’s manner; yet the Duke himself
had Etruscan god had gleamed in the Mater’s studio, fearfully alive, as though at any
moment he might saunter into the breathing world. Something of humanity had survived,
also, in that original painting — something of the Emperor. In my forgery no such spark of
life existed. This was a grim portrait, the likeness if an automaton, an emissary from the
Underworld of Dead Objects. No wonder Albrecht Rudolphus had hated it with such
passion. The Librarian was a sterile being. Its books clasped shut, its eyes unseeing, it could
breed nothing.” (Norminton, 2004: 184)

So, the lifelike is stated as the main criterion for evaluating an artwork in
Norminton’s novel. If a viewer has the impression that a canvas is a reflection and
continuation of reality, and only the invisible border between the two worlds is imaginary
and real, if it seems that images of people can come to life at any time (Pygmalion's motif),
then this work can be considered a masterpiece. Otherwise, it is regarded as a “mechanical
likeness”, a dead imitation of nature. This approach was especially popular in antiquity,
when Zeusxis or Parrasius, according to a historical joke, painted a bunch of grapes so
vividly that birds flew to peck it (Kun, 1954). However, such an assessment of a work of art
has not been unique for a long time, and Johann Wolfgang Goethe said of critics who were
convinced that this episode testifies to the artist’s excellence: “Not at all, it rather proves to
me that these amateurs of art were true sparrows” (cited from: Suzdalev, 1964: 5).

Thus, a complex ekphrasis consists of several alternating and interdependent
levels: a description of the artwork, which is divided into three parts and moves from the
periphery (curtain) to the general characteristic of the composition and after that to the
center where the face of the model. It is supplemented by a narration about the artist’s work
on the painting with an emphasis on his inner statement at that time, which is characterized
as a creative upsurge, on the perception and appreciation of the painting by the customer.
The ekphrasis ends with the reasons for the creative failure, which lies, in the opinion of
both the character and the author of the novel, in imitation, not endowing the picture, in
contrast to original artworks, with the energy of life. Dramaturgically, ekphrasis is based on
an alternation of emotional ups and downs, with a gradual increase in tension. The climax
of the ecstatic plot is a negative assessment of the picture by the customer, followed by the
denouement of the action when the artist admits his defeat.

If the original painting by Arcimboldo bizarrely combines beauty and ugliness,
admiration and disgust, but the viewer is convinced of the artist’s genius, because he
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managed to combine the individual parts into a wholeness, then ugliness does not transform
into beauty in Tommaso’s copy, despite all his efforts”.

Conclusions

Thus, in recent decades ekphrasis has become a widespread literary device, and
one of the main reasons for this popularity is the genre of the novel about the artist, which
writers of different countries turn to. An analysis of Norminton’s novel as one of the most
representative examples of this genre gives us reason to conclude that it was due to a
postmodern reaction to romantic aesthetic principles, which, especially at the first stage of
postmodernism development, were assimilated and supported, although they were mostly
pushed into the field of mass cultures, and are currently undergoing a period of criticism
and rejection. That is what we tried to demonstrate in this article considering Arts and
Wonders as a vivid example of changes experienced by modern literature. An appeal to an
artist's novel allowed Norminton to consider the extremely relevant problem of the ratio of
an original artwork and its copy (fake), which correlates with the currently popular problem
of plagiarism.
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The general regularities and main tendencies of the development of a war novel have
been researched in the article, an attempt of its typology and periodization is realized, the
most common genre models is identified.

The novel about the Second World War as a leading epic genre, which develops the
theme of war in literature, creatively synthesized all the experience gained by the writers
and front-line soldiers, became a noticeable artistic phenomenon and widespread genre
formation in Western European, American and Slavic writing. It is concluded that the
aesthetic and ideological-thematic level of artistic modeling of war reality is localized in
different national literatures unevenly and stipulated first of all for the historical and
geopolitical scope of the involvement of warring countries in hostilities. For example, in
German military romance, is the so-called "Remarkable" novel, as well as a novel with a
marked anti-militaristic nature. The main plot of the French war novel is the resistance
movement, while the Italian one is fascist domination and occupation actions in the
Balkans. Instead, in Britain, which has escaped occupation, military creativity takes a
rather modest place. American writing focuses on war as a social phenomenon, armed
conflicts in Vietnam.

The polivector artistic search, the richness of types and varieties of war novel
(panoramic novel, lyric war novel, anti-fascist novel, soldier novel, war novel-education,
war novel with documentary basis, etc.) demonstrates military novel prose of Eastern
Slavs. In particular, in the development of the Ukrainian war novel, literary critics
distinguish such branches as the war novel, the post-war novel of the first decade, the war
novel prose of the "second wave" (etc. pol. 50's - 60's), war novel 70’s-80’s, as well as
modern war novels.

Keywords: novel, war novel, genre, genre variety, genre model.
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BilIHU 6 Jimepamypi, CUHME3Y6d8 YB8ecb HAOYMUL NUCbMEHHUKAMU-PPOHMOBUKAMU
meopuuil 00C6i0, CMas NOMIMHUM XYOONCHIM AGUUEM [ POZNOBCIOONCEHOI0 3MICMODOPMOIO
8 3aXiOHOEBPONEUCbKOMY, AMEPUKAHCbKOMY mMd CA08 SIHCbKOMY nucbMmeHcmsi. JlilideHo
BUCHOBKY, WO eCemuyHuli ma i0etiHo-meMamuyHuil pigeHb XyO0HCHbO2O MOOeN08AHHS
B0€HHOI OIlICHOCMI JIOKANI308AHUL Y PI3HUX HAYIOHATLHUX TIMepamypax HepieHoOMIpHO ma
3yMo6nenutl nepedycim ICMOPUYHUMU U 2€ONONIMUYHUMU MACUMAOAMU  307Y4eHHS
80I0I0YUX KpaiH y 60€HHi Oii. [Jlo npuxnady, 6 HiMeyvbKill B0€HHIU poMaHiCmMuyi
DPO3NOBCIOONCEHUM € M.38. «PEMAPKUCMICHKULLY DOMAH, A MAKOXC POMAH 3 BUPANCEHUM
anmuminimapucmcokum xapaxmepom. Hamomicmes 6 Anenii, saxa ynukia oxkynayii,
auManizoeanull  JHcamp 3aumac ckpomue micye. 1orosHuM ciodcemom Gpanyyzvkozo
80€HH020 pomany eucmynae pyx Onopy, a imaniticbkoeo — awucmcovke NaAHYaAHHA U
oxynayiuni 0ii Ha banxkanax. Amepuxancoki pomauicmu Cc@OKYCO8aHI HA GiliHI 5K
coyianbHOMY A6uwyi, 30potHUX KoHgaixmax y B emuami.

HonigekmopHicmb XyOOJICHIX NOULYKie, bacamcmeo munié [ pI3HOBUOIE BGOEHHO20
DPOMAHY (NAHOPAMHUL POMAH, JIPUYHUL BOEHHUL DPOMAH, AHMUDAUUCTICOKUL DOMAH,
CONOAMCHKULL POMAH, BOEHHUL DOMAH-BUXOBAHHS, BOEHHUL POMAH 3 OOKYMEHMAIbHOK
OCHOB010 MA IH.) OeMOHCMPYE B0EHHA POMAHHA MBOPYICMb CXIOHUX 108 siH. 30Kpema, 6
PO36UMKY  VKPAIHCbKO20 BOEHHO20 POMAHY JIMEpamyposHasyi 6UOKPEeMII0I0Mb MAaKi
8I02aNYJHCeHHs, AK GIACHE BOEHHUL POMAH, NICIABOEHHUL POMAH NEPULO20 OecAmuUiimms,
B0€HHA POMAHHA NpPo3a «Opyeoi xeuniy (Op. noa. 50-x — 60-mi pp.), eoennuii poman
70-80-x pp., a makooic cyuacna 60€HHA POMAHICMUKA.

Knrouogi cnosea: poman, 60CHHUL POMAM, JICAHD, IHCAHPOBUL DIZHOBUO, IHCAHPOBA
Mooenb.

IMocTanoBka mpodaemu. [lpyra cBiToBa BiiiHa — emoxaibHe sBuile B ictopii XX
CTOJITTS, OUH i3 MaricTpalbHUX 00pa3iB i CIOKETIB XyHOXKHBOI JiTepaTypu. [InchMeHHUK
i miteparyposHasels b. JleoHOB mucaB: «Po3MoBa Ipo BOEHHY JITEPATYpy € B KiHIIEBOMY
MiICYMKy pO3MOBa IpO JITepaTypy B3araii, sSKa 3aBKIW BUXOBYBalla B JIOJIX JIO0OB 10
pimHOI 3eMiIi, IO PIOHOTO HApOAy, a OTKe, popMyBasia B JIOAWHI MaTPioTa, TPOMAISHIUHA,
BOTHa-3axucHUKA batpkiBmuam» [17, c. 324]. ¥V nHi BiffHE JTiTEpaTOPH «KPOKYBAIH IMOPYY 3
TepOsIMH CBOiX MaHOYTHIX TBOpIB TapsSduMH (PPOHTOBUMH INUIIXaMH, XOpOOpo Ommucs 3
BOPOTOM, a KOJIM MOTPIOHO OyJio — BifmaBanu CBOE KUTTS...» [12, ¢. 20], mio, BiacHe, i
CIIOHYKa€ JI0 aKTHBI3allil HAyKOBOTO BUBUEHHS MPEAMETA JIOCIIIKEHH, O0IPYyHTOBY€E HOTO
aKTYaJbHICTh.

[TpoBigHUM eIiYHUM KaHPOM, IO Ha T 300pa)KeHHsI BOEHHOI IIHCHOCTI akTyasi3ye
TeMy BIHHHM B JIITepaTypi, MOPYyLIye LEHTPalbHYy NpoOJeMy BiHM Ta MHpPY, PO3BUBAE
KOHIIETILIIIO JIFOJJMHU Ha BiiHI TOIIO, € BOEHHUH POMaH — MOHSTTS XOY 1 «IOCUTh YMOBHE»,
3aTte «mpaBoMipHe» [24, c. 354]. 3 MeTor YyHUKHEHHS OaraTo3Ha4HOCTEH y ¥oro
TIyMaueHHI I1J] «BOEHHMM POMaHOM» PO3TIIAJaTUMEThCS Yy Mekax i€l craTTi JMine
poMaHicTrka, mpucBsdeHa [pyriii cBiTOBII BiifHi.

3araioM «iCTOpiss BO€HHOI MPO3W BHCTYMAae (...) y 3arajgpHAX JOCIHIIKSHHSIX
MePEBAKHO SK iCTOPisi BOEHHOTO poMaHy» [7, ¢. 21]. TeopeTnyHi Ta iCTOpHUKO-ITiTEpaTypHi
acrekTH »aHpy BuBYanucs y 3aximHomy (Yonrep Asuten, Ilitep JIx. JxoHc Ta iH.),
pociiicekomy (B. Apxunos, C. bemsa, O. bonnmapes, B. Bopuryko, A. Bbouapos,
K. Topb6ynoBa, JI. IBanoBa, 1. Ky3emiuoB, b. Jleonos, I'. Jlominze, M. IlapxomeHko,
II. Tomep, O. LlypranoBa Ta iH.), ykpaincekomy (B. Areesa, B. [onunk, O. JIg4eHko,
O. KoBampuyk, M. JleBuenko, JI. HoBuuenko, B. Ilomoxiii, B. ®amenko Ta iH.)
niTepatypo3HaBcTBi. OHAK y TPAKTHIN CydYaCHUX BITYM3HSHUX JOCHITHUKIB HaMiTHIACS
TEHJCHLS 10 iIrHOPYBaHHSI BUBUCHHS! BOEHHOI POMaHICTHKH, IO CIPHYMHUIO BUHECCHHS
3a3HauCHOT'0 MacuBY JIiTepaTypH Ha nepudepito 00’ €KTHBHOTO HAYKOBOTO aHAII3Y.

Hama meTa — mpocTeXXUTH TOJIOBHI TEHJCHLII Ta 3arajbHi 3aKOHOMIPHOCTI PO3BUTKY
BOEHHOTO pPOMaHy, 3MIHCHUTH HOTrO THUIIOJIOTIIO Ta IEpioau3amlilo, a TaKOX BHSBUTH
HaWOUIBbII MOIMIMPEH] MOAEINI )KaHPY.
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Buxsian ocHOBHOro Martepiaiy. B 3axinHoeBponelchbKiil mpo3i ecTeTHYHUIA Ta i1eHHO-
TEMaTHYHUH PiBEHb XYJ0KHHOT'O MOJeNoBaHHs Jpyroi cBiTOBOI BiiHH JIOKaNi30BaHUIl y
HaIllOHAFHUX JITepaTypax HEPiBHOMIPHO W 3yMOBJICHWH, Ha HAll TOTJSLA, HacaMIiepen
ICTOPHYHIMH Ta TEOTIOITHYHIMH MacIITabaMu 3aTydeHHsI BOIOIOYHMX KpaiH y BOEHHI Jil.

Cepen 3HAYHOTO MAacWBY JITepaTypH, CTBOPEHOTO IPO HaiiMacmTaOHImmMiA 30poitHmi
KOHQIIKT XX CT., BAKJIMBE MICIIe MOCITAI0Th TBOPH HIMEIBKIX MUCBMEHHHKIB, SKi 9acTO
3BEpPTAIOTBCS «H0 KaracTpodiuHoro misi Qamricrchkoi HiMedqunHH OCTaHHBOTO TeEpiomy
BifiHI» [24, c. 283], 3ManboBYIOUH 11 «IK IPOKITTSI MEHYIIOTOY» [24, ¢. 292]. 3Biacu xaHp
HIMEIILKOTO BOEHHOTO POMaHy HEpPIJKO Mae€ BHPAXXCHUH aHTHMUTITAPUCTCHKHN Xapakrtep,
ak-oT pomaH ['enpixa bemns «/le Tu 0yB, Aname?», IpOHU3aHUI «HEHABHUCTIO 10 BIMHU 5K
JKaxXJIMBOTO, IPOTUIIPUPOAHOTO Oe3rmy3si» [24, c. 289].

[ToMiTHUM KaHPOBMM pI3HOBHJOM, IO BH3pIB y Hajpax HIMELUbKOi BOEHHOI
POMAaHICTHKU Ta IIPHKUBCS» B IHIINX HAlllOHAJIBHUX JITEpaTypax, € «peMapKUCTCHKHID)
pomaH, NoB’si3aHuit 3 TBopamu «Tpu ToBapui», «TpiymdansHa apka» ta «Ha 3axigHomy
¢ponTi 0e3 mepemin» E.-M. Pemapka, sSiKi «BiNBHO YW MHMOBOJI CITiBBiTHOCHIIHCS 3
KHUTaMH TpO BiffHY paAsHCHKAX NHCBMEeHHUKIB» [17, c. 194-195]. Tak, B. Apxumos
3ayBaxye, 0 madoc TOAONAHHA Tpari3My CMepTi SK TPHUKMETHa O3HAKa
CXIJTHOCJIOB’STHCBKOTO BOEHHOTO POMaHy «pi3KO 3IIITOBXYE HOTO 3 «PEMapKHUCTCHKHUM»
pOMaHOM TIpO BTpayeHE MOKONIHHSA, POMaHOM NPUTIYIICHUX COIIaJhbHUX IHCTHHKTIB i
MOpYIIeHnX 3BSBKIB i3 3emiiero» [3, c. 281]. B TakoMy pomaHi, MOBIAB, OIHCYETHCS
CMepTh, BOUBCTBO, HACHIBCTBO TOIIO — SBHUINA BOEHHOI JiHICHOCTI, OXOIUJICHI T. 3B. «TEMOIO
MOTHJIN», SIKa MO-PI3HOMY BapilO€ThCS y Ha3Bax OaraTbox TBOpIB mpo JIpyry cBiToBy
BiliHy: «OKuBi i meptBi» K. CumoHoBa, «MepTBi copomy He MatoTb» [. BakmnaHoga,
«MeptBuM He Oossiue» B. Bukosa, «Haarpo6uuit minau» nomsika b. Yemko, «Ha xurrs i
cMmepTh» Oonrapuna /1. Anrenosa, «CMepTh — MO€ peMeciio» ¢paniysa P. Mepas, «Meptsi
3aNUIIAIOThC  MoJoIuMmM» HiMkeHi AnHEM 3erepc, «[om 1 MepTBi» aMepUKaHIIA
H. Meiinepa.

B Amnrmii, sika yHUKIa OKymallii, BOEHHa TBOPYICTh 3aiiMa€ MOPIBHAHO CKPOMHE MICIIE.
3a cimoBamm Yourepa AmieHa, «Jlpyra cBiToBa BiifHa He mopoimia B AHIINIi BIacHe
«BOEHHOI JiTEpaTypwm», SKy MH mam'staemo 3a 20-mm pokamm» [2, c. 185]. Posrpom
aHTITICHKHX Bilicbk min J{roHKepoM, 3axucT JIOHIOHA BiI HANBOTIB TiTIIEPIBCHKOI aBiaii,
MiATOTOBKA 110 OMOpY, il BOEHHO-MOPCHKOTO (IIOTY, «KOHBOWHA Ciyx0a», O00HOBI
orepaliii aHriicbknx 30pOMHUX CHII, BOEHHI JIii B IHIIMX KpaiHaX — OCHOBHUI CIOXETHHI
Mmarepian sl Takux pomadiB, sk «CrpaBa vecti» Ta «Mopcebkuit opem» JI. Onapimxa,
«IToyecHwmii meu» IBiina Bo.

VY ¢paHIy3pKOMYy MUCBMEHCTBI, SK 1 B JiTeparypl iHIIMX KpaiH, 010 OOpOJHCS MPOTH
ritnepusmy, — benbrii ta Hinepaanais, danii # Hopserii, [Tonbmii Ta FOrocnagii, bonrapii
Ta YexocnoBauyunHY, — MariCTpaJibHAM CIOKETOM BHCTymae pyx Omopy. B Iranii, o Toro
K, aKTyalli3yeTbCsi TeMa (pamImcTChKOro MaHyBaHHS 1 OKymamiiHuX Iiif Ha bamkanax, a
TaKOX y4acTi iTaJiiicbkoro Kopmycy y BiliHi mpotu PansHcpkoro Coro3y.

B nentpi yBarm amepuKaHCHKHX IpO3aikiB nepeOyBae B OCHOBHOMY HE BiifHa, a came
apMis K TICBHUHA COLIaTbHUN 1HCTUTYT. ABTOPCHKUI morisin Ha moxii 1939-1945 pp. TyT
3HAQYHOKO MIpOI0 BHM3HA4aBCS Kpi3b INPU3MY «MalliX», «OpyJHHX» BOEH, 30KpemMa y
B’etHami.

OpmHuM 13 HaibimpIIMX BOeHHHMX pomanicTiB He Timpku CIIA, a # yciei cBiToBoi
niteparypu, € Eprect Xewminryeit. Horo inei, Ha xymky Ilitepa . oHca, BTimummcs y
TBOPYOCTI BCIX HACTYIHHX 3aXiJHUX POMAHICTIB, CTaJH, MO CYTi, QYHIAMEHTOM PO3BUTKY
XKaHpy BoeHHOTO pomany. «lls kuura (pomam «Illo womy mnoossiny — T.I'.) mpo
aHTU(aNIMCTChKY BiifHy 3aliMae ocoOnmBe Micue i B TBOpYoCcTi XeMmiHryes, 1 y Bcii
mitepatypi 3axony» [24, c. 222], — pestomye I1. Tomnep.

OToX, pPO3MIPKOBYIOUM HaJ MpobieMaMn TyMaHi3My 1 >OpPCTOKOCTi, BHOOpY Ta
BIANOBIJAILHOCTI, HAJ TPAHWYHO 3aroCTPEHHMMH (POHTOBUMH OOCTaBUHAMH, BOEHHI
poMaHicTH 3axX0/y MO-CBOEMY OCMHUCITIOBAIX BIDIMB BiffHM Ha TICHXOJIOTIFO OCOOMCTOCTI i
Ha CTaH CYCILUJIBHOI CBIIOMOCTI B X0 BiifHH [§, c. 85-86]. SIk HaciIOK, 3aKOHOMIPHOCTI
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(yHKIIIOHYBaHHSI 3aXiJTHOTO BOEHHOTO POMaHYy BHSBHIIMCS B JICUOMY BIIMIHHUMH BiJ
CJIOB’STHCHKUX XYJIOXKHIX MOUTYKIB Y IIbOMY XaHPI.

Bucoky nuHaMiky po3BHTKY IEMOHCTPYE BOEHHA POMaHICTHKA CXiTHUX CIIOB’SH, sIKa Ha
T TOTAJIbHOTO HAca/KyBaHHA IyMKH NP0 YyYacTb Yy BiIHHI «EOMHOTO Hapoza»
po3riIsiganacs y «CIiTbHOMY» KyJIbTypHO-ICTOPHIHOMY TOJIi, B KOHTEKCTi CONpeariCTHIHO1
MapaJurMu, Kpi3b IPU3MY BYJIBIapHO-COIIIONOTIYHUX KAHPOBUX CXEM i1 TpadapeTis, a TOMy
HaIliOHANBHO JU(QEPEHIIIOBANACS JIMIIE 3 NPHCTABKOK «PaNAHCHKHI». [pyHTOM mist ii
BUHUKHEHHS, 32 M. Ky3HeIOBHM, CIIyTyBaB pOMaHHHU €110C PEeBOIIOLIT — poMaHu «[ omuit
pix» b. Ilinbnsika, «3anmizauii motik» O. CepadumoBuya, «XOIIHHS II0 MyKax»
O. Toncroro, «bina rBapamis» M. Bynrakosa, «CrpaBa ApramoHoBuX» M. ['opbkoro.
XapakTepHOIO PHUCOI0 IIMX TEKCTIB € iX IyMaHICTH4YHWI nadoc i repoiuHuil 3mict, «0e3
TBOPIB NPO PEBOIIOIINHY TepoiKy He 3Moria O i3 TaKOK IHTCHCHUBHICTIO PO3BHBATHUCS
pi3HOMaHITHa 1po3a 1po Jpyry cBitoBy BiliHY» [7, . 36].

10. BoHpapeB y pO3BHTKY BOEHHO-ICTOPHYHOTO pOMaHy (TakWil aHaJIOr MPONOHYE
JIOCTITHUK) BHOKPEMIITIOE TaKi eTaIm:

- «nouamkoeuti emany (40-B8i pp. XX cr.). Pomanu mporo mepiogy HamucaHi
JKypHaJicTaMu a00 BU3HAHWMH JHTEpPaTOpaMH, IO CIYXIIH B apMii BIHCEKOBUMH
KOPECIIOHACHTaMH ra3eT. TBOpM AEMOHCTPYBaJM IEpIle, a TOMY HE 3aBXKAW TIHOOKE
Mi3HAHHS BOEHHOI  JIMICHOCTI, XapakTepU3yBalUCS TOCTPOIO  IyOIIIHCTHYHICTIO,
PETIOPTaXHICTIO, KBAIUIMBICTIO pO3moBini. JlokyMmMeHTanpHe (iKCyBaHHS TMOAIH OyIo
HaWLIHHIIIO X AKICTIO;

- «nicissoennull yacy (cepeauHa Ta kiHenb 50-x pp.). CBiil TBOpuHii MOTEHIiAT
BOEHHI POMAaHICTH 3a3HA4eHOI J0OM peaji3yBajd B KHUTaX TaK 3BaHOI «OKOITHOD» Ta
«MacmTadHoi npaBau». He 3amepedyroun Kpaliux TpaauLiii BOEHHOT MpO3H, BOHU HECIIU
3apsaa JKOPCTOKOTO jApamatu3My (iX MokHa Oyino AediHIilioBaTH SK «ONTHMICTHYHI
Tparenii»), Bci€i BaXKKOCTi BifHH. [ OJIOBHIMU TepOsIMH CTaH COJIATH H odilepu 0IHOTO
B3BOZY, POTH, Oarapei um monky. Takuii emoc OyB AWCTaHNiHOBaHWN Bix OyHb-AKOi
iTrocTpamii, B HROMY BIICYTHI AMOAKTH3M, PO3UYYJICHHS, paIliOHATbHA BHBa)KCHICTH,
MiZMiHa BHYTPIIIHBOI IpaBaM 30BHINIHBOIO, a TIEPEBAXKaNa CyBOpa i repoiyHa colaTchka
IpaB/a;

- 60-mi poku sSK «3aKOHOMIpHA BiXa PO3BHTKY BO€HHO-ICTOPHYHOTO POMaHy» [5,
c. 437], mwo cuHTe3yBaja OCHOBHI XYAOXHI MOIIYKH MEpIIOro i Apyroro eramiB. [HTepec
MMCbMEHHUKIB TOJIOBHUM YWHOM 3BEPHEHHUIl /0 JOKYMEHTAIbHOTO Yy3arajbHEHHS Ta
OCMUCJICHHS ICTOPHYHOTO MHHYJIOTO, JI0 BHYEPITHOTO Ii3HAHHS BCi€l MaHopamM BiliHHU,
pekoHcTpyroBaHHs i1 moniil Tomo. [TopynryeTsest psi MaricTpajJbHUX TeM: CBITOBI IOZIi
39-ro poxky, BiiiHa 3 DiHjsHIIEO, HOrOBip 3 HiMEeYunHOIO NpO HEHamai, MiArOTOBKA 0
BiliHM Ta MoOinmizaniiiHi aii, poab ['enmrady, CtaBku BepxoBHoro I'onoBHOKOMaH 1y BaHHS,
JUTIIOMATIT i TEeHepaiTeTy B IUX IOTisX.

3a MpUHIMIIOM «300paKEeHHST MOpPAJIbHOI aKTUBHOCTI repos» [7, c. 151] A. Bouapos
KIacu]iKye BOEHHY NPO3Y Ha KyavMinayitiny Ta Oe3kynvbMinayiiny. B nepmomy BUMaaKy
0iif BUCTymHae SK KyJIbMiHAIisl XapaKTepy, a HE CIOKETY (XO0Y iHKOJM BOHH 30iraroThes).
Jlns oHUX TepoiB 1€ BUCOKE ITIJJHECEHHS, OCSISTHHS, HAIpyra BCIX CHJI, @ TAaKOX BUSIB THX
pHC, SIKI HAKOMMYYBAIMCS Ta BHU3pIBaIM YHpPOJOBXk TBOpy. [lo cyTi, repoism € BHIIMM
NpPOSIBOM aKTUBHOCTI BOiHA. [HIIMX — kaX OMTBU HAJJIOMIIIOE, CITyCTOIIYE, €PYNTYIOUH
HA30BHI €1MHY (HOPMY TIOBEIIHKH — IHCTHHKT camo30epekeHHs. Ta B 000X Bumagkax Oiid
CIpUIAMAEThCA SIK CEpiHo3HE MOpajbHE MOTPSACIHHSA, TOMY aBTOp BHA00YBa€ 3 HBOTO
MaKCUMYM MOXKJIMBOCTEH IS TOCIIKEHHS XapaKTepiB y KPUTUIHIA CHTYaIIii.

BeskynpMiHaliiiHa mpo3a TsDKi€ M0 OIMUCIB YHCICHHUX OOiB i OWTB, OCKUIBKM Ma€ Ha
MeTi He BUBYCHHS iHJMBITyaJbHO-TICUXOJOTTYHUX OCOOJIMBOCTEH, a 300paXkeHHs (aKTiB
MacoBOT'0 Irepoi3My, ()pOHTOBOTO CTAHOBHIIA, Jili BEIMKUX apMIHCBKMX Mac, 1 3a3BHYail
TMOB's13aHa 31 3HAYHOIO MPOTSDKHICTIO Mol y waci. JlociukeHHsT MOPaIbHOTO MOTPSCIHHS
iz yac 6010 He € JUI aBTOpa apXiBaXJIMBUM 1 3aMIHIOETHCS aKTHBHICTIO TEPOS.

Brnache, 3a NpUHIMIIOM JIMHAMIKM PO3BUTKY XapakTepiB A. bouapoB BHOKpeMitoe
HACTYITHI )KaHPOBI ITiIBUIM BOEHHOTO POMaHy:
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- «poman-noodisy 3 HaA3BMYAHO OOMEXKEHHUM Y Yaci CI0XKETOM;

- «poman-0oasy, CPOKYyCOBaHMH Ha CTAHOBJICHHI JIIOJCHKOTO XapakTepy — 5K Y
TOPHWJII TSKKHAX BHIIPOOYBaHB 3apOUKYIOTHCS MOPANBHI SKOCTI BOTHA, BU3piBAa€ TepoiuHe
Ha4JaJio 1 T.11.;

- «pomam-cummenucy, B OCHOBI AKOTOo JexaTh (akté Oiorpacdii, Ge3mocepemHe
JKUTTS TePOsi, KOJIM YUTA9aM yKe BiJoMi HOTO BOEHHI ITOJIBUTH;

- «BOCHHUU 6UXOBHUN poMaHy», TPUCBIUCHUH TeMi 30aradeHHs, 3arapTOBYBaHHS,
OYMINEHHS JIOACHKUX YECHOT Ha BiifHI, 3aKIaJeHUX CIM'€I0, CEPEIOBUIIIEM, CYCITITECTBOM;

- «poman-po3dym». Jlis TakuX TBOPIB PO3rOPTAETHCS HEKBAIUIMBO, 31 3HAYHOIO
KUTBKICTIO O€cii, MOHOJIOTIB 1 JiaJioriB Ta HEOOOB'SI3KOBHX JJIsI BOEHHOTO POMaHY
NOOYTOBHX 3aMallbOBOK, 110, B IIJACYMKY, HIANOPSIKOBAHO TOJIOBHIM MeTi — BUIBHHM
PO3IyMaM aBTOpa «Ipo J00JECTi, MPO NOABHIH, IIPO CIABYY.

Jlirepatypo3nasenp B. BopliykoB nponoHye Taky >KaHPOBY AW(EpEHLIalil0 BETHKOT
MpO3H PO BiiHY:

- «eniuHo20 CcKAAdy» NAHOPAMHUU POMAH 3 SCKPAaBO BHUPAXECHUM ITyOINIIUCTHIHAM
enementoM (I'. Konosanos, K. CumonoBs, O. UakoBCchKuii);

- poman-po30ym, B SKOMY BH3HAUaJIbHHM € HE OITUC, a TIIyMadeHHs MOAiHd (pomaH
B. KoxxeBHikoBa «OmonyiHi Ha COHIYHIH CTOPOHI»);

- peanicmuyHi meopu 3 WUPOKUM BUKOPUCIIAHHAM HAPOOHONOCMUYHUX, (DONLKIOPHUX
momuseie (pomaH A. KemokoBa «3mamMaHa MiAKOBay);

- pOMaHH ¥ TOBICTI SK «QDiNOCOPCOKO-AHANIMUYHI XYOOUCHI «OOCHIONCEHHSY
ncuxonoeii i mopani modunu Ha eitiniy [6, c. 207] (B. bukos, FO. bonnapes);

- nipuuni nogicmi (b. Bacunwes, B. Pocisikos, JI. SIkumenko);

- «eepoiko-pomanmuuni ckazanusy [6, ¢. 207] (nosicti O. T'onuapa, M. Crenpmaxa).

PosranmyeHol0 € THIONOTiST BOEHHOTO poMaHy, 3ampornoHoBana JI. IBaHoBow. B
€BOITIOIIT JKaHPY JOCITITHUIIA IPOCTEKYE IBI OCHOBHI (hOpMHU:

- «bazamonnanoguli, b6azamozepoliHuli pomaH EIYHOTO CKIamy 3 0araTomapoBOIO
KOMIIO3HUIiIfHOI0 CcTpykTypoto» [13, c. 89], 3 rmuOOKMM Ta ICTOPHYHO AOCTOBIPHHM
OCMUCIICHHSM BilfHH, TYXOBHUX i MOPaJbHHUX MPOOJIEM CMOXH, IePEIUICTIHHAM JeKiITbKOX
YaCOBUX BIJPI3KiB (TIpsIME «3POIICHHA» iCTOpii 3 CYyYacHICTIO, PETPOCHEKINisl B MHHYJIE
reposi, 3BEpHEHHS A0 pi3HUX TmepiomiB BiHM)» [13, c. 199]. Takumm B pociiicbkii
mitepatypi € pomanu mpo BiiiHy M. Illomoxoma, K. Cumonoma, }O. Bonpapesa,
I1. TIpockypina, B ykpaiHcbkii — O. I'onuapa Ta II. 3arpebensHoro, B OUIOpPYCBKiH —
A. AnamoBnya.

- «mikpopomar, TOOYIOBaHWI Ha TOCTPOKOH(IIKTHINA CHTYyaIlii, 3 HampyXCHOI
Jpamarusaliero mofii i mpobmem» [13, c. 89], mo Bupic mepeBaXHO 3 IMOBICTI Ta
XapaKTepU3y€eThCsl YUIIBHEHICTIO ONOBiAL. SICKpaBUMHU 3pa3kaMu MiKpOpOMaHy CIYTI'YIOTb
«Y cnmckax He 3HaumMBCs» b. BacmibeBa, «B cepmHi copok yerBepToro» B. boromornoga,
«Harpynauii 3aak «OST» B. CromiHa, «XaTHHCHKA TMOBICTE» A. AaMoBHYA.

BaxnuBuM KaHPOTBIPHUM YHHHHKOM Y BOE€HHOMY pOMaHi € HPHHIMII iCTOPHU3MY,
«3YMOBIICHHH [IaJIEKTUYHOIO €THICTIO iCTOPHYHOI MTPABIUBOCTI B OIHCI MOIH 1 XyI0KHBOL
KOHIenTyanpHOCTI TBOpY» [13, c. 87]. 3 ormany wa me JI. IBaHOBa BUIiNsIE poman, y
CMPYKMYPI AKO20 CYUACHICIb SUPAHCAEMBCA NICTABOEHHUM YACOM, 1 POMAH, 8 AKOMY eNnoxy
8I0MBOPEHO 3 NO3UYILL CYUACHOCMI.

Kpim Toro, 3a MpHUHIMIIOM CIiBBiAHOIIEHHS B POMaHHOMY TEKCTi JOKYMEHTAJIbHOCTI 1
XYIOXHOCTI IOCHITHHUIS BUOKPEMIIIOE POMAH, 8 AKOMY OOKYMEHMANbHUL Mamepian
NOEOHAHO 3 XyO0odicHim («HaWYACTIIE 1€ POMaH 3 PO3raly’)KeHUMHU CIOKETHUMH XOJaMH, 3
BEITUKAM TIOTOKOM COIiaIbHO-ICTOPUYHHX TIOJiH, 3 OaraTbma MepCOHa)XaMH i CKIIATHOIO
KOMITO3HIIIHOIO cTpyKTypoto» [13, c. 47]), Ta poman 3 00KymMeHmabHoio 0CHOB0I0 («MAE,
YMOBHO KaXXy41, MOHOTpa(iuHy CTPYKTYpY, KOJH B IIEHTPi yBaru NMCbMEHHHUKA IepedyBae
oJiH a0 KiJbKa repoiB, sSKi OpraHi30BYIOTh CIOXKET TBOpY» [13, c. 47]).

IcroTHi cymkeHHS po BOeHHMH pomaH 3HaxoauMo B I. KysemiuoBa. Ha ioro mymky,
OCHOBHA BIJMIHHICTb MDK OOBOCHHUM 1 ROBOECHHUM pOMaHOM TONATae y crenudini
MOJIETIOBaHHs 00pa3y repost. Skmo «y pomanax 20-30 pokiB KOMMO3ULIHHUHA LEHTP
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YTBOPIOE TEpexiJ repoiB 31 cTaporo B HOBHUIl SIKICHUI CTaH», TO «B IICISABOEHHI POKH
OCHOBHOIO TYpOOTOIO POMaHICTa CTa€ PO3KPUTTS KpacH (...) JIIOAWHHU Y BCbOMY 0aratcTsi i
pizHOMaHITTI ii Hatypm» [15, c¢. 199]. 3MiHIOETBCS | TPUHIHAI 300paKEHHS Tepost. «SIKIIo
pasime 3HaYHE Micie 3aiiMana Giorpadis mepcoHaxa, iCToOpist HOTo KUTTS, TO TETep repoi
TpuMae icnuT Ha moasHicTe» [15, ¢. 199]. Horo BHIpoGOBYIOTH MPaBIOKO i HEMPABIOKO,
T000B’ 10 1 BifHOIO, TOTOBHICTIO 10 TIOABHTY, iICHHIMH I MONITHIHAMH NIEpEKOHAHHIM,
pi3HUMH OJaramm, cJIaBOIO, CITYKOOBHM CTaHOBHILEM, CMEPTEIHHOI0 HEOE3MEeKOI0 1 HaBiTh
CMEpTIO.

3arajoM €BOJIOLISN aHayi3oBaHOro kaHpy, sk nume [. Ky3bpMmiuoB, TOTOXHa
ICTOPUYHOMY PO3BHTKOBI JIBOX OCHOBHHX BIJITaNyK€Hb: RICISGOCHHO20 Ta CYYACHOZ0
80€HH020 pomaHy. B Mexax OCTaHHBOIO BHHHKAE Ine W (opMma JipuuHozo 60€HHO20
POMaHy, CTPYKTypa SKOr0 Mae cBow crnenudiky. «Tpamuiiiitni OatanbHi KapTHHH 3 X
TYPKOTOM i IIYMOM Yy JIIpUYHOMY BOEHHOMY POMaHi BIJICYBAarOThCSl Ha 3a[Hil IiaH abo
HaBiTh 3HMKAIOTH 30BCIM. OCHOBHHMM CIOXKETOTBOPYHUM €JIEMEHTOM CTa€ He BiliHa, a o0pa3
OmOBiaua, JPUYHKAN TepoH, Bix iMeHi SIKOTO BemeThes posmoBime» [15, c. 189],
HaroJIoIye JTOCHTiTHHUK.

[TommpeHoo XaHPOBOIO MOAM(IKAIIEI0 BOEHHOTO POMaHy TaKOX € HNAHOPAMHUL
poman, B IKOMY ICTOPHYHHH TPOIEC «IIEPETBOPIOETHCSI B OCHOBHUM MpPEAMET OMOBII», a
JIOJTi OKPEMHUX TepOiB «CTAIOTh CIM30JMIHUMH KapTHHAME B pyci pomany» [19, c. 216]. V
TaKAX TBOpPaxX BIATBOPEHO MIMPOKY KapTuUHY HiicHocTi Jpyroi cBiToBOi BiifHH,
3akapOOBaHO OKpEeMi CTOPOHHM JKUTTS THIYy W (poHTy, Ta BogHouac IM OpakyBaso
«eNOXaJbHO-3HAYHOT XYHOXKHBOI 1nel, 3HAYHMX XapaKTepiB, 3aryiMOJEeHHS B CKJIAJHI
MPOTHUPIYYS YacCy, OPraHigHOI €IHOCTI XPOHIKAIHHO-ICTOPUIHOIO i iHAUBIAyaTbHOTO» [22,
c. 92], «minHOi TOKyMeHTaJbHOI Ta icTopuuHOi ocHOoBM» [15, c. 300]. Hanpuknan, yxe
sraganuii . Ky3pMidoB yBaxkaB, 1110 aBTOpHM NaHOPaMHHUX poMaHiB 50-X pOKIB HE 3yMiJH
HigHATH cBOi TBOpH 10 piBHA «Tuxoro JoHy».

Tumonoriyey MOMiIOHICTE JKaHPOBOI CTPYKTYPU NEMOHCTPYE «00 €MHULL B8OEHHO-
icmopuunuti pomany, SKOMY TIpPUTaMaHHI HACTYIHI JETEpMIiHAHTH: HAOIIDKEHICTH [0
XpOHIKH, TOKYMEHTaJbHA W (paKTHYHA OCHOBA, 300pa’keHHS BIIOMHUX iCTOPUYHUX IiSUiB,
OXOIUICHHS BIHHHU B IIMPOKHUX YACOIIPOCTOPOBUX KOOPAMHATAX — B COJIIATCHKOTO OKOILY
1o CraBku BepxoBHoro 'otoBHOKOMaHyBaHHs [ 8, ¢. 206].

VY nocmimxenHi «Cy4yacHuii poMaH 1 OCOOJHMBOCTI JiTEepaTypu Ipyroi MOJOBHHHU
XX ct.» [26] O. LlypranoBa oOrpyHTOBY€ BiIMIHHICTb KaHPOBOI MAPaAUTMH BOEHHOTO Bif
«ammupawucmcbko2o pomanyy: TEPIIOMY BIaCTHBA «UITKICTh MOPAJbHHUX KPUTEPIiB B
OLIIHIII OCOOUCTOCTI Ta JISUILHOCTI JIOAWHMUY», TOJI SIK «B aHTH(AIINCTCHKOMY POMaHi HeMa
(haramizarii gyanizmy go0pa i 31a», a «3arubenb repoiB COpUAMAETHCS SIK ONTUMICTUYHA
Tpareis, siK epemMora ;xutts» [26, c. 17].

Hemo iHmy pediHinito — «aumusoennuti pomawy — mupomonye C. bemsa. Ha
TIepEeKOHAHHS JOCHITHHUKA, CrelHuDiKy i€l 3MiCTOGOPMH YBHPA3HIOE 300pakeHHS JKaXiTh
BilHM, CMUIMBE OTOJIGHHS 11 Tpari3My W aHTHIIOISHOCTI, M0 <«IOCSATAEThCA PI3HUMHU
criocobamu — BiJ| CIICH, IO MEXYIOTh 3 HATYpali3MOM, IO BHCOKOi CHMBOIIKN» [4, c. 139].
3BijicH ¥ BUCHOBOK, III0 «BOEHHUI» pOMaH — IIe 3aBXKIM pOMaH aHTUBOEHHUI» [4, c. 139].

KoHCTHTYTHBHUM (hakTOpOM, IO 3yMOBUB BHIO3MIHM BOEHHOTO POMaHy B IpOIECi
fioro possutky, C. bemsa BBaxae «dimocopcrko-eTnuni mpobnemu» [4, c¢. 140].
BigmoBimHO 10 Mipm X XyIOXKHBOI pempe3eHTallii, JiTepaTypo3HaBelb BHOKPEMITIOE
pOMaHu Mpo BiliHY 3 JOMIHYBaHHSM OJHOTO 3 Hadal: MeOUOAmusHO20, NPUYHO20 YU
OpamMamudHozo.

I'. Jlominze, amamizyroun poman 0. bonmapeBa «['apsamii cHIr», omnepye MOHATTAM
«conoamcokuti pomany. HayKoBelb 3ayBaKye, L0 «IPHHLIMIM IOAUTY PaasSHCHKOTO
BOEHHOTO pOMaHy 3a O3HaKaMH I10cajJ 1 YHMHY» Ha «COJIIATChKHH», a OTXe, 1 Ha
«odinepcrKuii 200 reHepaIbChKUI», JOCTaTHHO HE OOIPYHTOBaHI, 1M03asK «i I'eHepanu, i
odinepu Oy congaramu (...) BIHHM», a «IE€KOJIM HE ICHYBaJIO HIsIKOT PI3HMII MDX JJOJIEI0
odinepa i conmaTa», OCKUIBKM «Iii 1011 OyJIM B3a€EMHO TEpEeIUIeTeHi 1 TICHO MOB’sI3aHi MiX
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coboro» [18, c. 199]. Orxe, BU3HAUCHHS «COJAATCHKUN pOMaH» € JEUI0 YMOBHHM 1, SIK
06auumo, moTpedye OUTBIN AETATEHOTO PO3’ICHEHHS.

Y KaHPOBIM CTPYKTYypi BOEHHOTO POMaHY HEBIII'€EMHOIO € «YACMKA HOMIMUYHUX
momusgiey [21, c. 63]: 300pakeHHA THOOATBPHMX MAacHITa0iB eMOXAIbHUX TOMIMH,
MPOTHCTOSIHHS 1/1€OJIOTIH, COMiaIbHUX Ta0OpiB 1 MPHWHIUIIB MIDKHAPOJHOI MONITHKA
JIepKaB, 3BEpHECHHS IO XPOHIKM XWUTTS HamepemomHi ¥ mimg dac Jpyroi cBiToBoi BiifHH,
MDKIEpKABHUX KOHTAKTIB, TiSUTBHOCTI 3aXiTHHUX CIIEICITYKO, iICTOPUIHOTO TOCBiTy BilfHHU,
il ypokiB s Hamii i mokoiiHp Tomo. Lli Ta iHmI pucH iHOAI CHPHUSUIA OTOTO>KHEHHIO
BOEHHOTO pOMaHy 3 MOJITHYHUM. Takol Joxi, X0 NpPUKIany, 3a3HAIM POMaHU
10. CemenoBa, «bmokana» O. Uakoscskoro, «I oqun y momi Boia» 0. Jonsa-Muxaiinuka.

HauionaneHa cBO€piIHICTE BOEHHOTO POMaHy 3yMOBHWJIA TIOSIBY HOBOI emivHOI JOpMU B
YKpaiHCBKiH JliTeparypi, «Ha sKy Koiuch O. JOBXXEHKO TMOKJIaaB BENUKI Halil, YeKalouH
BiZl HET BUJIATHOTO TBOPY MPO Hapo[ y BiitHi» [25, c. 156]. XynoxHe ci10BO cTaio AiHOBUM
YUHHUKOM Y 60pOThO01 npoTH (aimmsmy, ajpke BKe Majlo YUMaJIMH J0CBi y po3poOLi TeMu
30poitHOi 6OpOTHOM I Yac TpoMaasHCHKOI BiHM. el mocBix yKpaiHChKiI MHCEMEHHUKA
TBOPYO BUKOPUCTOBYBAJH 1 B poku Jlpyroi cBiToBoi Biitanm [11, c. 28]. Tak, y 1aBax mirouoi
apMmii mepeOyBanma TpermHa ckinany CHITKM TNHCHbMEHHHKIB YKpaiHH, cepel SKHX
O. JHoxenko, A. Mamumko, A. TomoBko, M. Bbaxan, B. Cob6ro, C. CkisapeHko,
B. Coctopa, JI. IlepBomaiicbkuii, M. Crenbmax, JI. [Imutepko, I1. Ycenko, B. Kozauenko,
I'. TrotronnuK, O. I'oruap, A. [imapos. Ocs sk nipo 1e 3raaye Cemen CkisipeHko: «Buxop
BIlHM KH/JaB NMHUChMCHHUKA B 30BCIM HecmoaiBaHi Micis... Jleoniga IlepBomaiicbkoro
3HaNM Ha BCIX ykpaiHChkuXx ¢(poHTtax, i B Pymynii, i B IOrocnagii, i B bonrapii. IBan
I'onuapenko i Bacuns Kydyep no ocranuboro aHs Oynu B obnoxenii Ofeci, a mi3Hile B
Cesacromnoni. Bagum Cobko — ywacHuk i1 Berepan OutBu 3a KaBka3. IBam Jle, Aunmpiit
Manumko i me Oarato ToBapuiniB Oynu cBigkamu Craninrpajgcbkoi enonei. Casa
TonoBaniBchkmMiA yBiHmoB 3 gactuHamu YepBonoi Apwmii B Kpum 3i cxoxy, Bim Tamawi.
IBarn Hexoma moOysaB Ha namexkomy KamiHiHChKOMY (QpoHTi. AHatomiit lusH — ydqacHHK
peiiay cllaBeTHOro napTu3aHchKoro resepana Kosnakay [23, c. 111].

Jliteparypo3HaBenp B. JloHUHMK «OE€3CYyMHIBHI BUTOKH POMAaHICTHKH TpO BidHY» [9,
c. 12] BOauae y mamiii mpo3i BOEHHOTO TEpiOAy, MPENCTaBICHOI 30ipKaMH OIIOBiAaHB
«[oemuaok» C. TomoBaHiBchkOTO, «3aBom-¢poprems» . I'pumaiima, «KpoB xkmude»
O. Jlecuska, «Y Bopoxomy tuiy» O. JlonueHka, «3 ¢ponTroBoro Gioxknoray Iana Jle,
«OrmoBinanHs mpo xopodpicte» M. Tpydiaiuni, «Posmiatay A. lusiua.

I[Tepii pomanu npo BikiHY 3 (amn3mMoM 3’ IBISIFOTECS B YKpaiHChKil siteparypi B 1941-
1945 pokax i manexars mepy 5. Bama («Ha Oeperax CnaByTu» — «Baaje IO€IHAHHS
«BUPOOHMYOTrO» 1 «CIMEWHOro» pOMaHIB 3 IEBHHM BUKOPHCTaHHSIM UINUTYHCHKO-
HNPUTOHULBKOTO eneMeHTy» [9, ¢. 11]), JI. CMinsHChKOrO («EBIIAH-31JUIS K «IEPIIHiA
YKpaiHChKUI BOEHHUH «apTU3aHCHKHiD» pomany [9, c. 20]), B. Cooka («Kpos Ykpaiamy),
H. Pubaka («30post 3 Hamm»). Lli mpo30Bi MONOTHA BiA3HAYANUCS MAHOPAMHICTIO Ta
SMIYHICTIO XYNOXXHBOTO BiTOOpaKEHHS CBiTy, IO JOCSTAlOCS, OTHAK, <JIHIIE
OaraTormaHOBiCTIO ¥ 0OaraTorepoiHICTIO», 0€3 «IIMPOTH Yy3araibHeHb, TIHOUHH
TICUXOJIOTIYHUX CHOCTEPEKEHBb (...) BEIHMKOI XYHOXHBOI CHIM 00pa3iB, CIIPaBXHBOTO
apaMaTu3my...» [9, ¢. 19], i Oyiau MiHIMAJIBHUMH OO IHIIHX, OLJBII OMEPATUBHUX 3
TOYKHM 30py pPeakilii Ha BOEHHI MOJIi, TAK 3BAHUX «OKOIHHX)» JKaHPIB: ariTamidHOi moesii,
COJIIATCHKOI MiCHI, (PPOHTOBOTO PEMOPTAXKY, & TAKOK HAPHCY, TIOBICTi, OTIOBiJaHHS.

AKTHBI3allil POMAaHHOTO MHCICHHS BiOYBaeThCS Yy MICISIBOEHHE NECATHIITTS, XOU
«OCHOBHHUM >KaHPOM, IO BH3HAYMB PyX BOE€HHOI TEMH B YKpalHCBKIM XYHOXHIH Ipo3i
MPOTATOM JEKITBKOX POKiB, cTae moBicTe» [20, c. 121]: «Atectar 3pinocti» B. Ko3auenka,
«3emisa ryae» O. T'onuapa, «yma npo nHeBmupymoro» II. 3arpebenbHoro, «ExnHa»
0. 36anampkoro Ta iH. Came 3 moBicteBux ¢opMm Bupic poman O. ToHuapa
«[Ipanoponocui», nosicte C. YopHoOpHBLS «BH3BOIEHHS) 3a1I049aTKyBasa HOTo TPUIIOTiIO
«BwusBonena 3emis» 14, c. 14-15].

PomanicThKa mepuIMx MOBOEHHUX POKIB PO3BUBAJIACS NMEPEBAXKHO B PYCIi XyJOXKHBO-
JIOKyMEHTAJIbHOI, @ TaKOXX KOJIEKTHBHO-CIMEHHOI TeMaTH4YHOT JiHii. BogHOYac MOMITHHM €
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NParHeHHs] BITYM3HSHHUX MUCbMEHHUKIB JI0 CTBOPEHHS «BEIHMKHX EIIYHHMX IOJIOTEH,
NPUCBSIYEHNX BOEHHIN TeMi», a caM «BOEHHHMH pOMaH IIbOTO Mepiogy 3a MaciiTaOHICTIO
OXOIUICHHS IO, SIK Y TIPOCTOPi, TaK 1 B 9aci, TKi€ IO MTaHOPAMHOTO 300paxxeHHs» [16,
c. 53]. PomaHHi 3000yTKH «IIE€pmIOTO0 MHPHOTO aAecaTHpiwds» [9, c. 21] — mmpoki
OaratormanoBi pomannm «lmsax 3opi» B. Cobxa, «IIpamoponocui» O. Toxuapa,
«[liBmennnii 3axin» Isana Jle ta O. JleBamm, «KapOopynmoBuii xamiab» O. JloHueHka,
MepIINA BOEHHUH POMaH «IICHXOJIOTIYHOTO TaTyHKY» «Boumn He mpoimmmm» FO. Cmonnya,
TIOBICTB 3 «POMaHHUM) CIOXKETOM «ATecTtar 3pinocTi» B. Ko3adenka ta iH. — 30aragysamu
TEeMaTHKY LUIIXOM aKTyasi3alii npoOiemMu BiliHUM Ta MHpPY, BUBEJICHHS BOEHHUX IOJiH Ha
MIXKHApOAHI 00pii, BUKOPHCTaHHS PI3HOMAHITHUX IMIJXOJIB JO OCMHCIICHHS BOEHHOI
JIMCHOCTI — SIK ITUPOKO MAHOPAaMHOTO, TaK 1 0COONUCTICHO-TICUXOJIOTTYHOTO.

[Tninni 7iHIT PO3BUTKY YKpaiHCHKOTO BOEHHOTO POMaHy HaKpeCIIOIThCs Ha pyoexki 50-
60-x pp. XX cr., Komu BiIOyBa€TbCs «3HAuyHE >KaHPOBE pO3MAiTTs, 30araueHHs W
YCKJIQHEHICTh POMAaHHHX CTPYKTYp», CIIOCTEpIraloThCs «aKTHUBHI IOLIYKH 3aco0iB
OHOBJICHHS Tpamumitaux Gopm» [1, c. 210], a B 60-70-x pokax XymokHs Tonorpadis BiifHH
PO3IIPOCTOPIOEThCS B HAMPI3HOMAHITHINIMX HANpsAMKax: 3 HOBHUMH IOAPOOUISIMU
300paXkyIOThCS BENWKiI OWTBH, MAPTU3AHCHKI PEHIN, TPyIOBa repoika BiCHKOBOTO THITY,
OopoTthba «OaHImEpiBLIB» Yy 3aXiMHUX O00JACTAX, MOJABUTH MiMIJIHHHUKIB 1 PO3BIAHUKIB,
BCeOIUHO 30arauyeThCs TUTIAX Tepos, CEOKETHO-(PaldybHa o0y J0Ba BOEHHOTO pOMaHYy.

PosBuBatounce y pyciui JOMIHYIOUHX — pealiCTHYHO-aHATITHYHOI Ta JIPHKO-
pomaHTH4YHOI — cTunboBHX Tedid («ILomo mipuko-xumepHoi Tedii, To JyUIsd BUALIEHHS ii B
paMKax BOEHHOT Mpo3u HeMmae miacTasy [1, c. 209]), y TicHOMy 3B’s3KYy 3 IHIIMMHU pOJaMu i
JKaHpaMH JIITEpaTypH, YKpalHChKHII BOEHHHH poMaH 30aravyBaBcs, 3a3HaBaB HOBAIN i
TpaHcdopmaiii, yTBOpIOIOYI HOBI kaHpoBi Moaudikauii. Cepen HHX — Jipo-CHiYHUIA
«pomaH-ioeMa» («Hotupu Opogm» M. Crenpmaxa), 6araTomiaHOBUN MaHOPAMHUN pOMaH
(«Cren» O. Cu3oHEHKa), pOMaH PO OKyHoBaHe ykpaiHceke ceno («Bup» I'. TroTroHHMKE —
«OIWH i3 KpamIuxX TBOPIB YKPaiHCBHKOI JiTepaTtypu Hpo ceio daciB BidtHW» [12, c. 177],
«(ppecka okymanitHoro auxomitTa» [27, c. 77] «binb i rHiB» A. JliMapoBa, «Micsip Hax
MaiinaHom» b. Xapuyka) Ta mpo pobitHuuuit xinac Ha BiiiHI («Hamis» A. bama), «poman
moackkux gonby» («Tomomns Ha Tomy Gepesi» C. ['omoBaHiBCEKOTO — TBip Mpo (hopcyBaHHS
HIMENbKO-(QamuCcTChKUMU  3arapOHuKamu  J[Himporecy),  ¢imocodcbkuii  BOEHHO-
narpiotuunuii poman («lukuit mea» JI. [lepBomaiicbkoro), poman «3B’s3Ky 4aciBy («TBos
3opsi» O. Tonuapa, «Posriny I1. 3arpedensHoro, «Y cepit cBos mam'sth» I1. ['ypineHka),
IO XapaKTePU3YEThCS «YCKJIAJIHEHOI KOMIIO3MIIIE€I0, 3 TMEPEeXPEUICHHSIM, YepryBaHHsIM,
3iCTaBJICHHSIM BiJIAJICHUX YaCOBHX IUIOUIMH, ICTOPUYHUX IUIaHIBY» [1, c. 248], «00’emHui
poMaH XpoHikalbHOrO THIY» (Tpuutorist «Crem», «byna ocinby, «Mera» O. Cu30HEHKa),
IPHUCBSIYCHHUN 3[1eOLIBIIOT0 HAWBAKIUBIIINM, MEPEIOMHHM MOMEHTAM BIifHWY», SKH
«CNHpaBCs HAa 3HAYHY JTOKyMEHTaJIbHy OCHOBY» [1, c. 214]. Poman 0. donba-Muxainuka
«l onuH y momi BOiH» aKyMyJIOBaB JETEKTHBHI €JIEMEHTH, a AWIOTis «EBpoma 45» Ta
«EBpoma. 3axig» I1. 3arpeOenbHOrO — O3HAKH PIAKICHOTO ISl TOMIIIHBOI YKpPaiHCHKOI
MPO3H «IIPUTOTHUIIBKO-NOTITHYHO-TaMpiieTHoro» [20, ¢. 124] xaHpy.

Otox, pomaH KiHIHM 60-x — mepmroi momoBuHH 70-X pp. CHHTE3YBaB Kpallli PHCH
BOEHHO1, 3aCBIYUB TOSBY HOBOI XYAO0XKHBOI sIKOCTi. BiH X049 1 HE BIAMOBHUBCS BiX
3100YTKIB MONEpEIHIX eTaIliB, 30KpeMa JIOCSATHEHb 1 IPOPaXyHKIB MTAHOPAMHOTO POMaHy
MEpIIOro TTOBOEHHOTO JICCSTUPIYUS, TA BXKE BUXOIUB 33 PAMKH «OJIHOTO B3BOJY YH POTH,
Oaranpiiony uu OGatapei» [16, c. 218], B HOTO0 MoOJIE 30py «IOTPAIUISIIOTH 1 JOBOEHHE JKUTTS
TepoiB, i caMe BOEHHE JTUXOITTS, 1 TCISIBOEHHA JIOJISI IEpCOHaxiBy» [16, c. 219].

Bapto HaromocutH Ha iCHYIOWi y JiTepaTypo3HaBUOMY MAHMCKYpCi THHOJIOTii
YKpaiHCBKOTO BO€HHOTo pomaHy. Tak, B ocHOBI kiacu¢ikanii B. damieHka nexurs
THMi3ylo4a Qopma: XydoxHs (IPYHTYETbCS Ha OJHOMY, 3ilEpTOMY Ha pealbHUX
CIIOCTEPEIKEHHSX, Hayalli) Yd XyJA0KHBO-IOKyMEHTaJbHA (Ma€ JIBa CTUILOBHX 1 (pabyIbHUX
Kpwiia). 3aJIe)KHO BiJl TOro, SKMH BHJ THINI3yI04Oi (opMH JAOMiHYe y BOEHHOMY pOMaHi,
JTEepaTypo3HaBeIb BUOKPEMITIOE JIBA YTBOPCHHSI:
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- bazamoecepoliHuil  OOKYMEHMANbHU GOEHHULL POMAH, IUIA SIKOTO JOKYMEHT —
HiAIPYHTS TBOPY W HEBiI €MHHUH CKJIaJHUK KOMIIO3MLIi. 3pa3kaMH TaKoro >KaHPOBOTO
pizHOBHAY ciyryioTh Tprutoris «Crem», «byma ociab» 1 «Meta» O. CH30HEHKA, pOMaH
«barpsHa Bexxa» O. MycieHka;

- mpaouyiiHull B0EHHUU pOMAH, B SKOMY AaBTOPCBKHH BHMHCEN 3imepTuid Ha
peanbHOMY IPYHTI, @ «B IIEHTPI HE HapoA YW HAPOAHM, a JOJIS JIIOACH UM ONHI€T JIIOIUHI
[25, c. 161]. o miei kareropii B. damenko 3apaxoBye pomanu «UopHi OyrmiaTi»
B. JlorBunenka, «HaiiBuruii 3akon» JI. Mimenka, «Iloae 6oro» B. JIncenka.

OnHak HaWOLIBII MOBHOIO BBa)KAEMO THIIOJNIOTIIO, 3ampornoHoBaHy B. JloHuuKoM Yy
MoHorpadii «YkpaiHCbkMH paasHCbkMH poman: Pyx imeit 1 ¢opm» [10], ne
JiTepaTypo3HaBelb OKPECIHMB OJOBHI HMIJSIXH PO3BUTKY YKPaiHCHKOTO BOEHHOTO POMaHy, a
came:

- HeyucieHHa B0€HHa pomanHa nposa 1941-1945 pp. («3amopoxii» I1. Tlanua,
«30pos 3 Hamu» H. Pubaka, «€man-3imus» JI. CminsHebkoro, «KpoB Ykpainn» B. CoOka
Ta iH.). 3yMOBJCHI IHAWBIAYaJIbHUMH NPUIMHAMH W OCOOIHMBOCTAMH Hacy, IO 3HAYHO
MIHIMI3yBaJll MOXJIMBOCTI TIOBHOI[IHHOTO 1 0araTOrpaHHOTO OCMHCICHHS BOEHHOL
IIHCHOCTI, pOMaHHU 3a3HA4YCHOTO Tepioxy He Oymu mo3baBieHi HepomikiB. Ilo cyTi, BOHK
PO3BUBAIN TOCATHEHHS JIOBOEHHOI 1CTOPHKO-PEBOIIIOIIMHOI POMaHICTHKH, HAKPECTIOBAIN
OKpeMi PUCH Ta NUIAXH PO3BUTKY POMAaHIB IPO BiifHy HACTYNMHHX MEPIONIB i, SK «IIepIi
JACTIBKM» B I[bOMY JKaHPOBOMY BIATIY)KEHHI, 3all0YaTKyBalWd HOBY IS YKPaiHCBKOTO
MHCBMEHCTBA TEMY;

- eenuka npoza npo Giuny Opyeoi nonosunu 40-x — nouamxy 50-x pp., m.3s.
«nogoennozo oecsmunimmsy («Juinpo roputh» Jl. bemsuka, «KapOopyHIOBHIA KaMiHb
O. lonuenka, «IIpamoponocrti» O. ['onyapa, «[liBnennuii 3axia» Isana Jle ta O. JleBamwy,
«Artecrar 3pinocti» B. Kozauenka, «Bonu He npoiinumu» 0. Cmonunua, «/lanekuit ppoHT»
B. CoOka, «Bemmka pimas» M. Crempmaxa, «KuBa Boma» 0. fHOBChKOTO Ta iH.), IO
posroprae TeMy BIHHH «BIIHMp, 3a PaxyHOK HOBHX TEMAaTHYHO INPOOJIEMHHX AacCIEKTiB,
CIOXKETIB 1 XapaKTepiB», MPOTE «3HAYHO MEHINE BIIINO, 10 PO3KPHUTTS JIIOCHKOT IICHXOJIOTI,
TOCTPHUX JpaM 1 Tpareliii, MIOBHOTH MPaBIH PO Hapof i moauay» [10, c. 159];

- BOEHHUUl pOMAH «Opy2oi Xeuuni» (nepiod xpyujo8cvkoi «sioaucuy ma 60-mi pp.)
(«JIromuHa i 30poss» O. [N'onuapa, «/lens nus npuiinemraporo» I1. 3arpedenpHoro, «JIuKmid
meny» JI. TlepBomaiicekoro, «Jlyma mpo tebe» M. Crenbmaxa, «Bup» I'. ToTIOHHUKA Ta 1H.)
SIK IOCUTh PO3BUHYTE i BEJIbMH Pi3HOMaHITHE SIBHIIE 32 (JOPMaMH, CTHIIEM I KOMIIO3HUIIIEIO:
PO3MPOCTOPIOETHCA  XYMOXKHsS Tomorpadiss BiHH, NTHCHMEHHHUKH BiJIMOBIISIOTHCS BiJ
CXEMaTHYHOr0 THITy BOpora i IJMOLIe BHHUKAIOTh Yy 3MicT Kareropii ocoOucToi
BiINOBINALHOCTI;

- 6ocnnuii poman 70-80-x («JIumoBuii 1BiT copok mepmoro» b. Boiika, «IukioH»
O. T'onuapa, «bime i rHiB» A. dimaposa, «3emus min konmramu» B. [Ipo3ma, «3eneHi
wimHE» B. 3emisika, «Kopctoke mmimocepas» 1. Mymkernka, «YHotupm Opomm»
M. Crenpmaxa, «XyproBuna» A. lllusgHa Ta iH.) — Ile, TOJIOBHAM YHHOM, POMaH IaMm sTi,
IO aleNioe JI0 JYXOBHUX 1 MOPaJIbHUX 3acajl JIIOJUHM, SKa MPOWIIIA TOPHWIO BilHHM, U
YTBEp/UKY€e, Tak OM MOBHTH, «maMm’sTb moaBury» (B. AreeBa). Boenna pomanictnka
BKa3aHOTO Iepiofy IpeJCTaBlIeHa, MPUMIPOM, POMAHOM <«3B’SI3Ky 4YaciB», COIialbHO-
MCUXOJIOTIYHUM Ta CMYHMM OaraToIuiaHOBUM (0OaTaJbHHM) pPOMAHOM, CLIBCHKAM a0o
CiMEHHHM BapiaHTOM BO€HHOTO POMAaHy, MOETHKA SKHX aKyMYJIO€ Haipi3sHOMaHITHIII
CTHJILOBI JJOMiHAHTH: KOHKPETHO-PEATiCTUYHI, POMaHTUYHO-TICHXOJIOTi9Hi, CHMBOJIIYHi.

ITincymoBytoun, B. JloHunk 3ayBaxye: « YKpaiHCHKUII BOEHHHH pOMaH B IIUIOKYITHOCTI
CBO{H SBHIIE JOCHUTH CBO€pimHE i OaraToluIaHoOBe, CONiTHE, B HBOMY IIPEJCTaBIICHI
YHUCIIEHHI THMU W (opMu poMaHHuX CTpykTyp» [10, c. 392]. BepumuauMm sBuieMm
BITUM3HSIHOI BOEHHOT POMaHICTHKH, SIK «CIIPaBXKH 1 BEJIMKa XyH0XKHS repemoray [9, c. 22],
110 IIPOKJIAJIa «HOBI HUISXM y BOeHHIH Temi» [10, c. 18], €, Ha myMKy nociigHuKa, poMaH
O. I'onuapa «[Ipanoponocii».

BucnoBkun. Poman mnpo [Jlpyry cBiTOBY BiliHy, SKWii CHHTe3yBaB HaOyTHil
NMUCbMEHHUKAMHU «Ha JIiHII BOTHIO» TBOPYMH MJOCBiJ, HE3BAKAIOUYM Ha HEPIBHOMIpHY
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JOKTi3aI[I0 Y KOHKPETHHX HAIlOHAIBHUX JIiTeparypax, CTaB IOMITHHM XYyJOXHIM
SBUIEM 1 TOMIMPEHHM JKaHPOBHUM  YTBOPEHHSM y  3aXiJHOEBpOINEHCHEKOMY,
aMEepUKAaHCBKOMY Ta CJIOB’SHCBKOMY NHCBMEHCTBI XX crT. Hampukmam, y HIMEUbKii
BOEHHI! pOMaHICTHIII PO3MOBCIOKEHNM € T.3B. «PEMAPKUCTCHKHID» POMaH, a TAKOXK POMaH
3 BUPaXCHHM aHTHMIJITapUCTCBKAM XapakTepoM. HartomicTs B AHTIII, fKa YHHKIA
OKyTIaIlii, aHATi30BaHUH >KaHpP 3aliMae TOPIBHAHO CKpPOMHE Micie. ['0JOBHUM CHOKETOM
(hpaHITy3pKOTO0 BOEHHOTO POMaHy BHUCTymae pyx Omopy, a itamiiicbkoro — (ammcTchke
MaHyBaHHS ¥ okymamiiiai mii Ha bankamax. AMepHKaHCBKI poMaHicTH C(OKYCOBaHI Ha
BilfHi SIK COILlaJIbHOMY SIBHIL, 30poiiHUX KOH(]IiKTaX y B’eTHaMI.

BoeHHa pomaHHa Ipo3a CXiJHHUX CJIOB’SIH, HE3Ba)KAIOYM Ha INTYYHE IHTETPYBaHHS Y
«CHUIBHE» Ta «EIMHOINPABUIIBHE» KYJBTYPHO-ICTOPHYHE I10J€, BKJIIOYEHHS B KOHTEKCT
PaIsSHCBKUX >KAaHPOBUX KOHIEMIIH, JAEMOHCTPYE IOJIIBEKTOPHICTh XYIOXHIX IOIIYKIB,
0ararcTBO TUHIB 1 pI3HOBUIIB BOEHHOTO pOMaHy, SK-OT IaHOPaMHHMH pOMaH,
0araToruiaHOBUI pOMaH, JIPUYHMH BOEHHUI poOMaH, aHTU(AIINCTCHKUNA pOMaH,
COJIIATCHKUN pOMaH, BOEHHUH pOMaH-BUXOBAaHHS, BOEHHUN POMaH 3 JOKYMEHTAJIbHOIO
OCHOBOIO Ta 1HIII.

Burokn ykpaiHChKOi POMaHICTHKM TPO BiifHy OOpedHO BOayaTH y Majiil mposi
BOEHHOTO mepiony. B meit wac 3’SMBISIIOTBCS 1 HepIni poMaHHI CIpoOW Tpo BiHHY 3
(ammzmom («Ha Oeperax CmaBytn» . bama, «€Bman-3imiss» JI. CMminsacekoro, «Kpos
VYkpaiam» B. CoOka Ta iH.), 0 3aM0YaTKyBaJIX HOBY AJIS BITYM3HSHOI JITEpaTypu TeMy,
HaKPECIHIH UISIXH CTaHOBJICHHS JKaHPY. 3arajioM e B PO3BHTKY YKPaiHCHKOTO BOEHHOTO
poOMaHy JOLIIBHO BHOKPEMHTH TaKi BiJrally)KCHHS: BJIACHE BOEHHUWH (mepiogy BiiHM)
pOMaH, MICISIBOEHHHH pOMaH IEepIIOro JECATHIITTSA, BOEHHa pOMaHHA Mp0o3a «Ipyroi
xBwI» (Ap. moin. 50-x — 60-1i pp.), BoeHHuii poman 70-80-x pp., a TAKOXK CyyacHa BOEHHA
POMaHICTHKA, SIKa I1le YeKae CBOTO AOCTiTHUKA.
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The article is devoted to artistic reportages by O. Khrystopa a Ukrainian author of non
fiction literature. The artistic reportage of the early 21st century underwent significant
changes, evolving from the literary coverage of the 1920s. Contemporary authors refine
their texts with different artistic techniques, genre-style techniques, which leads to the
emergence of common genres. Such texts tend to be meta-genre in documentary and artistic
discourse. The artistic reportages have a dual nature because they synthesize genre
features of literature and journalism. There is a tendency to saturate artistic reportage with
artistic techniques, expanding the possibilities of literature today.

The aim of the article is to find out the place of artistic reportage in the contemporary
Ukrainian literary discourse and to analyze some texts, in particular the book by
O. Khrystopa’s Ukraine: the Scope 1:1.

The author represented a map of his travels and assignments to different corners of the
country, covering a number of small and large cities. It is noteworthy that he reproduced
urgent topics: unemployment, employment, language, politics, ecology, coal fever,
Chornobyl.

The artist skillfully uses linguistic and imaginative means that focus on poetic micro-
images in the texts of artistic reportages in the book Ukraine: the Scope 1:1. The sound and
visual images give the texts the proof.

The artist imposes the text with the metaphorical, metonymic or amplifying character,
uses simple comparisons, synecdoche, often parses a narrative that helps to focus on the
background of the image; expresses the artistic background with literary allusions,
preserving the tradition of considering one text within another.

The study of the genre specificity of the artistic reportage will be the subject of the
further research.

Key words: meta-genre, non-fiction, fact, reportage, artistic reportage.
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Y emammi posenanymo xyodoocni penopmadsici O. Kpuwimonu — ykpaincvkozo aemopa
simepamypu Hou-@ikuH. XyoooicHit penopmadic nouamky XXI cmonimms 3a3Hae
icmommuux 3min, egonoyionyoyu 8io rimepamypuux penopmasicie 1920-x poxis. Cyuacni
asmopu YOOCKOHAIOI0Mb MEKCMU PIZHUMU MUCTHEYLKUMU NPULOMAMU, HCAHPOBO-
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CMUIbLOGUMY  MEXHIKAMU, WO NPU3800UMsb 00 GUHUKHEHMSI CRIIbHUX Jicanpie. Y
OOKYMEHMANLHO-XYOOHCHbOMY OUCKYPCI MAKI MeKCmu MANCIIomb 00 MEmAaNCAHPOBUX.
XyoooicHi  penopmadici maromes  08oicmy npupooy, momy W0 CUHME3YIMb HCAHPOSI
ocobnueocmi aimepamypu ma sxcypranicmuxu. Cbo200ni 0oMiHye meHOeHYis Hacuuysamu
XYOOJUCHIUL ~ Penopmasxc — MUCTHEYbKUMU — NPULOMAMU,  POSUUPIOIOYU — MONCIUBOCTNI
aimepamypu.

Mema cmammi — 3’acysamu micye XyOOHMCHbO20 pPeENnopmaxcy 8 CYYaCHOMY
VKPAincbKoMy JNimepamypHomy OUCKYPCI Md NpOaHAni3yeamu meKcmu, 30Kpemd KHUeu
O. Kpuwmonu “Yxpaina: macuwmab 1:1».

Aemop 300paszue y KHuzl Kapmoepagilo IACHUX MAHOPIGOK [ GIOPAONCEHb DIZHUMU
KYMOYKaAMU KpaiHu OXONTIOE HU3KY Manux i eeaukux micm. Ilpumimno, wo 6in eucgimaug
310000eHH] memu: Oe3pobimms, 3apobIMUaAHCMBE0, MO8d, NOJIMUKA, eKOA02IsL, 8Y2llbHA
auxomanka, Yoprobuis.

YV knusi  «Vkpaina:  macwma6  1:1»  mumeyvp  ymino  Kopucmyemocs
MOBHOCMULICMUYHUMU Ul 0OpA3HUMU 3Ac00aMU, AKI AKYEHMYIOmbs y8azy HdA NOemuyHUx
MIKpOOOPA3ax y mexkcmax XyOOXCHIX penopmaoicig. 38yKosi ti 30posi obpasu Hadaromo
meKkcmam npasouBoCcmi.

Mumeyv  Hacuadxcye — mMemagopuuHuUM, — MEMOHIMIMHUM YU  AMAIIQIKAYIUHUM
Xapakmepom meKCcmu, S8UKOPUCTNOBYE NPOCMI NOPIGHAHHS, CUHEKOOXY, YACHMO NApYentoe
0no0giob, KA O00NOMA2AE KOHYEHMpYsamu yeacy HA (DOHI 300padiCeHHs; YBUPA3ZHIOE
XYOOJICHE MO JIMepamypHuMu anosismy, 36epicaioyu mpaouyilo  po3ensioy 00HO20
mexcmy 6 Medcax IHulo2o.

Jocnioscennss  olcanposoi  cneyuiku - Xy0odCHb020 — penopmasicy  modxce  6ymu
npeoMemom nooaIbUUX PO3GIOOK.

Knrwuosi cnosa: memasicanp, HoH-Qikuin, haxm, penopmanic, XyO0XHCHIU penopmaic.

Problem statement. Today the literature of fact or ‘“non-fiction literature”
(M. Varykasha, O. Halych, A.Halych, N.Koloshuk, T. Cherkashyna), “non-fictional
literature” (O. Rarytskyi) [2, p. 16] is perceived as a necessity. So the issue of genre-
specific features of artistic reportage acquires great importance. Outlining the documentary
basis and the need to record the reality artistically, we point to its syncretic nature.

The term “new journalism” is an acquisition of the American literature, and it later
originated in other national literatures, in Germany in particular — “die literarische
Reportage”, in Poland — “the literature of fact”, and in the contemporary Ukrainian
literature — the artistic reportage. Today it is “a unique Ukrainian literary and reportage
non-fiction hybrid” [9] (M. Tytarenko, L. Shutiak, O. Yaremchuk) because it appeared on
the edge between literature and journalism. The artistic reportage reveals a genealogical
resemblance with the documentary meta-genre, in which various stylistic elements are
combined.

The genre system of literature is developing rapidly, because its components interact.
The concrete embodiment of these processes was explored by N. Kopystianska, who
emphasized that the combination of different types of art leads to the fact that ... it is
possible to talk about “common” genres...” [5, p. 63]. Ts. Todorov emphasized that
literature is “a system undergoing continuous transformation...” [10, p. 25]. Sharing the
views of T. Bovsunivska and O. Rarytskyi, we affirm that artistic reportage belongs to the
meta-genre as “extra-urban and inter-genre formation” [8, p. 47], which can “... easily
accept genres of not only different kinds of literature but also genres of different kinds of
art” [1, p. 11].

The literary encyclopedia presents a reportage as “... an informative operative genre of
journalism...” in which the author is able to “... think of only some logical connections
between the illuminated facts, resort to emotion, laconicism, and dynamism of the style...”,
and the text can “... sometimes grow into a literary narrative” [7, p. 315]. As for the artistic
component, it is complemented by specific techniques of image creation (scene framing,
sensibility, intertextuality, a wide range of stylistic means of poetic writing, humor, etc.).
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So, T. Bovsunivska’s statement that “any genre can borrow specific features of other genres
and significantly change its internal appearance and order” [1, p. 8] is absolutely correct.
The artistic reportage combines different genre-style techniques, raises serious problems,
shows the presence of the author, deeply unfolds images that are specified by artistic
means.

The artistic reportage gained popularity in Ukrainian literature in 1920s. It is known that
it was the time of creative search, the desire for experimentation. Ya. Tsymbal emphasized
that the reportage was the acquisition of writers, and therefore we consider it a literary
phenomenon: “There were several decades left before the mass television ...” [12].
B. Antonenko-Davydovych (collections “Earth Ukrainian”, “The People and Coal”,
“Zbruch”), S. Golovanivskyi (“The Boot of Europe”), O. Dosvitnii (“Heroes of the
Dawn”), M. Yohansen (“Three Travels”, “Traveling of a Man under the Cap”), K. Kotko
(“The Sun under Minarets”), O. Maryamov (‘“Paths under the Sun (10,000 kilometers)”,
“Airports and Ports”), S. Sklyarenko (“Three Republics”), M. Trublaini (“Letters from the
Long Journey”, “The Great Siberian Way”, “To the Arctic through the Tropics™), etc
worked in this meta-genre.

We trace the features of the artistic reportage in the diary entries published in the books
by O. Zabuzhko’s “Let my People Go: 15 Texts About the Ukrainian Revolution” and by
M. Matios “Pages Torn from the Autobiography”. The writers demonstrated the skills of
writing close to the techniques of the “new journalism”, which led to the revival of stylistic
features of the artistic reportage as a literature-critical meta-genre in the contemporary
Ukrainian literary process. The creators of the Ukrainian artistic reportage are L. Belei,
N. Gumeniuk, V. lvchenko, D. Kazanskyi, O. Kryshtopa, M. Pedorenko, M. Semenchenko,
P. Stekh, O. Yaremchuk, etc.

Analysis of recent research and publications. In American literature the genre of the
“new journalism” is actively developing. K. Kerren and B. Yagoda and L. Williford and
M. Marton dealt with the development and functioning of the “new journalism”.
O. Mykhed explored the role of the “new journalism” in the process of forming an
autobiographical reality novel through the lens of literary criticism. M. Tytarenko, the
author of “The Lab of Reportage” at the “LitAktsent” website, was the first to articulate the
“new journalism” in Ukraine and to promote it actively in the media sphere. L. Shutiak
represents it in the media discourse of Ukraine. Thus, the artistic reportage is of interest for
the study of its genre nature in the literary studies.

The purpose of the article is to clarify the place of the artistic reportage in the
contemporary Ukrainian literary discourse and to analyze some works, in particular
O. Khrystopa’s book “Ukraine: 1:1 the Scale”. To achieve this goal it is necessary to
perform the following tasks: to determine the artistic reportage’s genre-style specificity, to
consider the role of the reportage in the literary discourse as a component of non-fiction, to
identify the means of linguistic expression in O. Kryshtopa’s artistic reportages.

In this paper the analytical-descriptive method was used, in particular the selection, the
systematization, the description and the analysis of the material and also the biographical
method.

The object of the research is the artistic reportages ‘“Ukraine: the Scope 1:1” by
O. Kryshtopa.

The subject of the research is the linguistic and stylistic devices expressed in different
contexts in the author’s book.

Statement of the main material. Facts are the translators of the objective reality, but
“the writer, due to special literary devices and his/her skill, can turn them into a factor of
emotional influence on the reader without crossing the boundaries of fiction” [11, p. 9]. So
the picture of real events is deepened by a certain set of artistic devices.

V. Donchyk summarizing the achievements of the documentary literature, asserted that
“... the literature of fact according to some Western theorists and practitioners of literature
has, until recently, offered up, as they say, the logical and the only replacement for an old
novel, according to their forecasts, fiction or “collage texts” and in general, the new
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journalism is the one that most closely matches the time... ” [3, p. 367]. O. Halych assures
that the Ukrainian literature, as well as the European literature, will be based on the
“documentary literature” [2, p. 10] in the future.

In Ukraine for seven years in a row, they held a Competition in Artistic Reportage
“Samovydets” named after Mike Johansen. In his afterword to the collection “Three
Travels” M. Johansen stated: “... I wrote this book (and thus began a new thing for the
Ukrainian literature.” [11, p. 8]. The artistic reportage of the early 21st century has
changed, evolving from literary reportages of 1920’s. For the most part, this applies to
various techniques and genres used in the texts.

It is not worth to associate the origin of the Ukrainian reportage with journalism only.
O. linytskyi researching Ukrainian futurist writers, argued that “... Ukrainians preferred to
experiment with genres and narrative structures,“destroying” literature and at the same time
creating unknown forms. The literature of fact was resorted not for its own sake, but as an
opportunity to combine techniques of journalism with the artistic ones” [4, p. 376]. Today
there is a tendency to saturate artistic reporting with different artistic techniques, expanding
the possibilities of literature.

0. Khryshtopa is a journalist. His book “Ukraine: the Scale 1:1” won the first prize in
the Competition of Artistic Reportage named after Mike Johansen in 2013. He was working
on it for five years. According to him, it was an attempt to “explore some archetypes, to
understand the elusive but constantly referred to idiom of “Ukrainian mentality” [6, p. 377].
At the base of the book there are real facts from the life of O. Khryshtopa-journalist, which
he had been recording for eight years, traveling around Ukraine. The cartography of his
travels and assignments to different corners of the country covers a number of small and
large cities: Dnipropetrovsk, Zaporizhzhia, lvano-Frankivsk, Kyiv, Kirovohrad, Kosiv,
Makiivka, Odessa, Pyriatyn, Poltava, Uzhorod, Chyhyryn and others.

O. Kryshtopa wrote a collection about Ukraine with the dedication: “To my grandfather
Slavik and Tolik Kuzmenko” [6, p. 3]. The artist showed his own imaginative and
emotional world in his artistic reportages. The starting point in the stories is always Kiev,
where the journalist has been living since 2004.

The author reproduced urgent topics: unemployment, employment abroad, language,
politics, ecology, coal fever, Chornobyl. His reportage “Chornobyl Safari” reproduces the
forgotten reality, shows pictures of historical and ecological disasters: looting, returning of
former inhabitants to the area, excursions with stalkers, transformation of catfish into
“Chornobyl crocodiles” and more. O. Khryshtopa has chosen the darkest colors for the
image of Chornobyl, rightly calling it a “dead city” [6, p. 136], devolving the state of the
settlement. The society has long associated Chornobyl with a dead zone. The author tried to
show that despite the environmental and social difficulties, life in the exclusion zone
continues.

The images of the nature introduced into the text reproduce the author’s frustration from
contemplation of the gloomy landscapes: “And here, on the mountain, a tree sprouted from
the floor. It is young, frail, but it lives...” [6, p. 141], “For the last few days, death is
chasing me” [6, p. 261], “There was not a single living soul for a few kilometers” [6, p. 56],
“Shakhtarsk, Torez and Snizhne died, when the mines were closed” [6, c. 30], “Red cones
lined up in a row. The first, the second, the third. The slagheaps look somewhat like giant
anthills” [6, p. 30]. He calls Donetsk a city that “... readily admits but is very reluctant to
let go” [6, p. 23]. The metaphor summarizes the journalist’s sensation from each trip:
“... my body remembers these always terrible roads, so that sometimes it jumps by itself —
even where a pit was patched” [6, p. 12]. Landscapes near the station are metaphorically
embodied. The author represents very emotionally how, next to the unfinished sixth and
seventh units of the NPP, “... tower cranes powerlessly lowered their arrows, holes are
gaping in the pipes, voids are visible through them, there are pieces of tin and concrete
around” [6, p. 133]. The metaphor in the author’s artistic reportage is the most widespread
means of putting into words associative impressions of the usual processes: “Barely
noticeable, faded white arrows against a blue background drive your car into impassable
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jungle” [6, p. 23]. Landscapes perform the following functions: they reproduce the long-
established pantheistic worldviews: “When the sun begins to go slowly down, the color
changes ...” [6, p. 51]; the scenes of nature inspire: “Any landscape is hidden behind the
thick greenery at the side of the road” [6, p. 47]; visualize the places, where he happened to
visit: “The sloping hillsides covered with vineyards” [6, p. 48], “The narrow green streets
were stretching up. Buildings merged into one ...” [6, p. 49], “The Bogdan’s mountain was
looming over Chyhyryn” [6, p. 162].

The artist reinforces the imagery by correlating it with processes that are not
characteristic to them: “The sun warms the land and it begins to smell spring” [6, p. 14], “I
almost do not remember that trip — it was all sunk (that was the key word) in the holidays,
the Carpathian vertep” [6, p. 164] and clearly demonstrates his presence in the text: “Ivan
Dmytrovych approaches us, he in the first days after the flood, together with rescuers,
scoured the field in search of drowners” [6, p. 188]. He deliberately creates emotional
tension: “And all their pain, all sadness, all regret to themselves suddenly boil in the
clouded mind with malice just to another world unfair to them” [6, p. 35], to show the
mechanism of understanding people’s problems. In the reportage of “The Hero of Not Our
Time” the author explains the essence of the story in which the former prisoner tried to
“... turn the train of history” [6, p. 211] of 90s of the XXth century. Metonymic transfers
are expressions of reduced speech and doubling of information. To denote the generalized
opinion of the inhabitants the name of the settlement was transferred: “People of Chornobyl
say that when the church was rebuilt, five priests arrived at a time, all by jeeps” [6, p. 155].
We learn the fact that looting does not disappear as a phenomenon, from the lines: “The
forest is cut down. Even in this desolation, even after many years after the accident, people
demonstrate their worst features...” [6, p. 141-142]. The metonymic expression of
“logging” emphasizes the fact of cutting down every tree. The author uses his own names
in the sense of the common ones (“Europe and America understood this in the second half
of the twentieth century ...” [6, p. 26] or: “Neither Lenin nor Stalin will do anything about
it” [6, p. 228]), to create a double sense of the phrase, decoding images of the most
influential parts of the planet and previous political leaders. O. Kryshtopa uses the name of
a song or an interactive form of the story instead of the residents who lead them (“Carols
and loud drunken conversations got silent” [6, p. 193]) to demonstrate the absolute silence
that can occur when important news is reported.

In reportage “Traumatism” the author, describing the type of active recreation,
emphasizes that “on wheels” means “to skate”: “We have spent the last few weeks on
wheels” [6, p. 216]. The author transfers the meaning of the name of the performers to the
proper name: “The large tent with the inscription POLTAVA took care of cleanliness and
order” [6, p. 217] in order to clarify the actions of the cleaning participants. In the same
report, the author depicts the leisure of the guests of the capital, who ... in their spare time
from work at the Maidan chased a ball ...” [6, p. 217], that is, they played football. In the
text “Suitcase , Station ... Ukraine”, he refers to the image of a “person” who feels no
boundaries between the states: “One leg is here, the other is there” [6, p. 11].

Actually the author’s aesthetic meanings are represented by A. Khryshtopa’s using
simple comparisons: “The whole economy of this country only sticks to the fact that it is in
the “shadow” — everyone, like a hamster, hides from the state, and stuffs the food behind
his cheeks “for a rainy day” [6, p. 379] or: “Seeing strangers, they, like cockroaches,
instantly burrow and lock their iron doors” [6, p. 34]. The instant process of people
escaping from strangers the author likens to the actions of cockroaches. Significant
shortcomings of Ukrainian roads are outlined in the lines: “The car is swinging, as if on
waves and many feel seasick on land ” [6, p. 47]. The artist conveys the usual feelings:
“Natalka seemed to feel like a fish in Kalmius in Donetsk” [6, p. 21]. In the reportage
“Atlantis” during the flood, the houses are identified with playing cards: “They cracked as
if they were made of cards” [6, p. 166]. The military unmistakably identify the danger by
hearing, as the smallest members of society do: “... that with this monotonous chattering
quietly leave school” [6, p. 14]. O. Kryshtopa describes the impression of the new town:
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“Vynohradiv. The city is surrounded by a moat, as if in the Middle Ages. There is a road
between two ramparts” [6, p. 173]. The author resorts to the means of comic relief, irony in
particular, calling the convict M. “a romantic being a highway robber” [6, p. 209].

The sound images give the reportages truthfulness and confirms that the author was
indeed at the place depicted with the smallest detail: “From afar the explosions of change
are heard. Gup-gup-gup...” [6, p. 44]; “The sea is around and everything comes and comes,
and sounds: only crack, crack, crack, boom” [6, p. 166]. The author emphasizes the feeling
of sadness in the reportage “Atlantis”, which describes the post-flood landscapes of
Transcarpathia: “But it was near. And those... and that road there is long, and we sail there,
but as the water rushed into the boat, so that was it. It went...” [6, p. 187]. In order to
increase the feeling of insecurity of people, the narrator repeats: “Fear, fear, when all the
houses were moving ...” [6, p. 166], and people remained powerless against the cataclysm
of nature; “And they dig, they dig, they dig in search of the black gold” [6, p. 32].

The author places emphasis on poetic microimages in the texts of his artistic reportages
with stylistic figures. O. Khryshtopa resorts to amplification in order to capture events in a
frame-by-frame manner: “In the frame, lights come on, the film cracks. The dosimeter
howls like a fire siren. Some screams are heard, the race starts again” [6, p. 135], “This
place outside reminds of Eden. Water, lots of water, a sea of water, the sun, warmth and
mountains ’[6, p. 48]. With the accusatory purpose the author uses dysphysisms: “... it was
necessary to go on a tree, not everyone agreed respectfully, some pooed into their pants ...”
[6, p. 43], or: “We stopped and went out to piss” [6, p. 162], people “climb in the mines on
their hands and knees” [6, p. 32].

Parceling is a frequent stylistic technique for artistic reportages. The author divides the
sentence into syntagms: “Power lines. Concrete floors. Hills behind which the first, the
second, and the third reactors are recognised. Finally the sarcophagus with the tube” [6,
p. 134], reproducing a picture after picture. Parceling the story helps to reveal the mood of
the society: “— I can’t stay here anymore. Cramped. Cramped! I’ll leave. With you, or
myself, but I will leave” [6, p. 19], to focus at the background of the image and on visual
images themselves: “I have not seen so many cats in any other place. On trees, on roofs,
windowsills, streets, fences, underfoot. Everywhere. Red, black, yellow, even green,
Siamese, fluffy, stagy, on four, three, two paws or even legless” [6, p. 49]. The author
creates an editing effect, combining different time intervals, for example, his own summer
holidays, which were monotonous: “The beach, the stadium, the mulberry tree, the veranda,
where my great-grandmother was doing household chores near the cooker with a gas
cylinder. Zucchini and eggplants, apricots and strawberries. Fishing and chess” [6, p. 160],
situations, locations on the map and etc. O. Kryshtopa is parceling the story, describing the
“dead” mining towns: “On one of the hills, from which the whole city and all its pipes are
clearly visible, there is a cemetery. Pipes and crosses. Lots of fresh crosses. You walk in the
rows and look at the years of birth and death, calculating the average life expectancy. 45,
39, 55, 59, 25, 28, 33, 34. Few lived till 60” [6, p. 28].

Asyndeton is one of the ways of rethinking history: “German soldiers broke doors,
searched homes, peeked into cellars. They caught all men of conscription age and drag
them to the local school” [6, p. 269].

For the most part literary allusions appear in reportages. For example, the sound
engineer, who has not drunk vodka for four years quotes the famous phrase from the
comedy W. Shakespeare: “ — To drink or not to drink, that’s the question” — he replies in a
Shakespearean way, only addressing not the skull, but the glass”. [6, p. 174].
0. Khryshtopa uses allusion as an extra-textual phenomenon, pointing to the authority of
the artist and his work of art: “Then everything was like Hemingway. The old man and the
sea ...” [6, p. 234]. He compares K. Marks and G. Marquez, considering the paronymicity
of their surnames. In the title of the artistic reportage “One Hundred Years of Karl
Marquez’s Solitude”, O. Khryshtopa recounted a story about the billboard that featured
K. Marks. Each time passing the billboard, the narrator metaphorizes that K. Marks will
never lose his place, because he returns: “To his eternal loneliness” [6, p. 292]. The title is
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an allusion to Yu. Lermontov’s novel “The Hero of Our Time”, because the fatalist in
O. Khryshtopa’s story died too.

The author interprets “alien” images in his artistic reportages. The sources of intertext in
O. Khryshtopa’s plots were images of national and foreign literature, cultural and historical
figures, phenomena, etc.

O. Kryshtopa uses proverbs from people’s life in his texts: “In ancient times, rushing
was considered to be worth of condemnation: do not go before your father into hell, if you
hurry you’ll make people laugh, etc. Proverbs remained, the pace of life has changed, and
now vice versa someone’s slowness and equability of mind make other people laugh and
even disrespect” [6, p. 287].

In the text “The Horison of the World” to decipher the end of the world as a projection
to a real event, the artist emphasizes that this is not a place like that of T. Shevchenko,
where “according to the legend small Shevchenko went to search for — to the neighboring
village” [6, p. 96]. The basis is the real story of a 19 years old son of well-to-do parents,
who became the culprit of the crashes that happened simultaniously. The edge of the world
begins where the road and arbitrariness of drivers start: “I found this part of the world. By
accident, but found ... We were making a documentary for 1+1 Channel entitled “Careful, a
silver-spooner is driving” [6, p. 96].

The title of the reportage “The Idiot’s Dream” is a reminiscence of a phrase from 1. IIf
and V. Petrov’s novel “The Golden Calf”. It is treated as a strange, the most desirable
dream. O. Khryshtopa depicts the dream of a local alcoholic to buy the most expensive
wine in the distillery. In the end, the narrator sums up: “But while she asks him to show it,
not everything is lost” [6, p. 215].

In the reportage “The Lighthouse” the narrators are Yurii Ivanovych and Captain
Pechkin (a name possibly borrowed from the Soviet cartoon featuring Mailman Pechkin,
who embodied the flaws of the Soviet society). Yurii Ivanovych performs the duties of
Ukrainian caretaker ... of the Russian lighthouse at the Ukrainian territory. At home
among strangers, a stranger among his own people” [6, p. 62]. The author calls him “Don
Quixote struggling with windmills, a Russian-speaking Ukrainian, who declared a war to
the Russian Black Sea Fleet” [6, p. 62].

The reportage “The Great Ukrainian Depression” is equated with the environmental
depression: “Yellow Pazzas with black stripes on their sides roam the city buried alive in
search of young dead...” [6, p. 29-30]. American Great Depression is nothing, unlike the
most dramatic environmental situation in the “impassable jungle of industrialization” [6,
p. 23], which exists in the mining settlements and small towns of Donetsk region.

The intertextual means stylize contemporary situations by referring to different plots. A
dialogue is created between the texts of O. Khryshtopa and other writers, which confirms
the relevance of the topic or the problem in the content of the text. Thus, the artistic
reportage has particular poetic-style dominants that allow us to trace the linguistic and
stylistic organization of the text.

Conclusions. Therefore, taking into account the current transformational processes that
take place in the genre system of the Ukrainian literature, the appearance of the artistic
reportage is a logical phenomenon. We are sure that it is a meta-genre in documentary and
artistic discourse. As a meta-genre, the artistic reportage is only beginning its appearance in
the contemporary Ukrainian literature.

Modern non-fiction literature is developing dynamically and requires literary analysis.
The rapid development of the artistic reportage texts is caused by the influence of the
information boom we see today, the expansion of the thematic range of topics and the
desire of young authors to join the global literary context. Undoubtedly, the artistic
reportage is a new genre of non-fiction literature, and therefore fully meets the
requirements of the modern literary world.

In his book “Ukraine: 1:1 the Scale” O. Khryshtopa skillfully uses linguistic and
imaginative means to create visual and audio images. Artistic reportages have a dual nature
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because they synthesize genre features of literature and journalism. We consider that the
study of the artistic reportage genre specificity will be the subject of the further research.
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The search of scientists of the XXI century is increasingly focused on a sphere that is
not available for direct observation — the sphere of emotions. Therefore, the issue of the
emotive component of a literary text at different levels relates to priority areas not only of
modern linguistics. Emotions represent the linguistic picture of the artistic universe of the
poet, reveal the inner world of his characters. The existential-sensual sphere is a
manifestation of the subjective attitude of a person to the surrounding reality and himself in
the mental space of the artist.

Ovid subtly reproduces the spiritual world of a loving woman in the inexhaustible
wealth of emotional manifestations and unique individual identities. The main object of
unfortunate love in Heroides is a married woman or hetaera. Ovid is a vivid representative
of the sensually-earthly Eros. The ancient man, for whom the idea of sin was extraneous,
was not embarrassed by the sensual nature of his love in various forms, focusing all his
interest in earthly existence, adored desires. However, the sensual Eros of Heroides with
not the happy ending is aesthetically beautiful.

Having refused from the usual August poetry themes related to the historical past of
Rome or the events of his personal life, Ovid in Heroids turns exclusively to mythological
themes, popular in Neo-Téric poetry or Hellenistic poetry, depicting the heroines of Greek
mythology and Sappho herself by the psychology of contemporary Roman women. Ovid's
Heroides reflects the fact that the psychology of a loving woman has not changed much
since the time of the Roman Empire.
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THowyku euenux XXI cmopivus wopas b6invuie 30pienmosani na cpepy, axa nedocmynua
0J11 NPAMO20 cnocmepedicens — cghepy emoyitl. Tomy numanns emMOmMuU6HO20 KOMNOHEHIY
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BUABOM CYO EKMUBHO2O CMABNEHHS IOOUHU 00 HABKOIUWNBOL OiticHocmi | camoi cebe y
MEHMANbHOMY RPOCIMOPE MUMYSL.

0giditi moHKO 8IOMBOPIOE OYUie8HUIL C8IM THOONAYOT HCIHKU Y HeguyepnHomy bazamcmei
eMOYIUHUX NPOABI6 MA HeNnoB8MOPHO-IHOUBIOYaANbHUX c8oepiOoHocmell. OCHO8HUM 06 €KMoM
Hewacaueoz2o koxanns 'y «lepoidaxy € 3amigcna acinka abo zemepa. 08iditi — sckpasuil
cnigeyb uymmego-semnozo Epocy. Aumuuna nioouna, AKit NoHAmms epixa Oyno wysicum, He
COPOMUNACS YYMMEBO20 XAPAKMEPY C8020 KOXAHHI 6 PI3HUX (opMax, 30cepeodicyionu 6ech
CGill inmepec Ha 3eMHOMY icHysamHi, 06odcHiogana oadxcanna. IIpome uymmesuii Epoc
T'epoio 3 newaciusum Kinyem ecmemuiHo npeKpacHuil.

Biomosusuwuco 6i0 36uunux mem as2ycmogcokoi noesii, nog’s3aHux 3 ICMOPUYHUM
munynum Pumy abo noodismu ocobucmoeo ocumms, Osidiu y «l'epoidaxy 3eepmacmucs
BUKIIOYUHO 00 MIionociunoi memamuxu, nonyusapHoi 6 noesii Heomepuxie abo 6
eniHicmuyHill  noesii, 300padicyrouu  2epoinb  epeyvkoi migonoeii i camy Cangpo y
BIONOBIOHOCMI 3 NCUXOAOIEID CYHACHUX UOMY PUMCLKUX JHCIHOK. «epoiduy — pumopuuno-
0eKIaMamopcoka noesis, 00MedceHd PamMKamu Ccy8opoi cxemu, npome 3 2iUOOKUM
ncuxonociynum Koumexkcmom. «lepoiouy QOgidia ceiouume npo me, WO NCUXOAO2IA
J0ONAYOT AHCIHKU He 3MIHUACA 3 wacié Pumcokoi imnepii.

Knrouoei cnosa: emoyitinicms, excnpecusHicmo, NCUX0I02I3M.

The aim of the article. The study of the means of expressing emotionality in Ovid’s
Heroides, the singer of the great moral, ethical and vitality of the ancient sensual Eros,
which acts as a destructive force in the series of letters of abandoned women, expressed by
a large group of emotional concepts such as pain, separation, grief, treason, useless oaths,
ill-fated Hymen, jealousy, death, etc.

According to the aim, our tasks are as follows:

— to analyze the letters of abandoned women to men who became the subject of pain
and unhappy love of mythological heroines;

— to identify the main motives for the separation of the abandoned and their experiences,
expressed by the emotions of grief, sadness, pain, jealousy, revenge, etc.;

— to show that emotionality and expressiveness are the defining features of the heroic
style of Ovid's art, an important factor in influencing the reader, the psychology of his
feelings;

— to reveal the inexhaustible wealth of emotional manifestations and the unique
individual identities of the heroines of Ovid, noting that the psychology of a loving woman,
her emotional states have not changed much since the time of the Roman Empire;

The object of the research is the work of Ovid, in particular, his work «Heroides», the
presence in the selected work of a mythological component and the belonging of the work
to the chosen subject.

The subject of the research is the specifics of ancient terrestrial Eros with an unhappy
ending and deep psychologism, the discovery of its laws and features through typological
comparisons with the projection of modernity

The concept of “emotive lexis” was first introduced by the Russian scientist V.I.
Shakhovskoy, describing it as a language-mediated attitude of emotionally-sociologized
representations of a person to the world around him [6]. The studies of M. Kulbatskoi, T.
Misha, M. Okhrimenko, and |. Kononenko, N. Ivanov, and other scholars are devoted to the
means of expressing emotionality in works of art.

The relevance of the topic of research is due to the need to study the means of
expression of emotion in Ovid's poetry, a problem not developed at all in modern philology,
although the creativity of a Roman poet, an outstanding “Doctor of Love”, is fertile
material for the study of the topic. He is the author of "Love Elegies" (Amores),
"Heroines", "The Art of Love" (Ars Amatoria), "Love’s Remedy or The Cure for Love"
(Remedia Amoris), "Metamorphosis" by Ovid, in which the poet is an apologist and singer
of a huge moral-aesthetic and vital force of earthly Eros. However, in "Heroes" love acts as
a destructive force, in a series of letters of famous mythological heroines to missing men or
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lovers. Letters become a form of a lyrical monologue. They are written on behalf of those
men who have become the subject of pain or unhappy love. Penelope writes to Odysseus,
Philly — Demofont, Briceida — Achilles, Phaedrus — Hippolytus, Enon — Paris, Ipsipil —
Jason, Dido — Aeneas, Hermione — Orestes, Deyanir — Heracles, Ariadne — Theseus, Molina
— Macarena, Medea — Jason, Laodamia — Protesilaus, Hypermnestra — Linkeya, Sappho —
Faon. Later, three more pairs of messages were attached to Heroides, each containing a
letter from the hero and a response to the heroine. F. Zelinsky calls Ovid's creation of the
ballads-letters [5, ¢.7].

The letters of the women are designed in the style of true quarrels that Ovid perfectly
possessed. They were instructive by nature and were addressed primarily to the feelings of
the audience: the heroines appealed to their loved ones in a manner typical for the Roman
school of eloquence... In all the messages, abandoned women try to persuade their
husbands or lover to come back with a good oratorical argument. The rhetoric of emotional
language comes first. The messages are monotonous in their plot. All letters contain
repeated repetitions in different variations of "Come back! "Come back as soon as
possible!" Because "Come back™ involves a painful separation caused by a duty of duty or
whim. The return after the divorce could be certified by an oath as well as a commitment
made on the merit of a woman in love. The grief of separation sometimes came to
loneliness, to the conviction of betrayal of a loved one. Even the suspicion of treason was
very painful, and even more difficult when the evidence was convincing. Involuntarily
abandoned woman compared herself and her true love with the wickedness of a divorce and
thought arose about her dignity. Then she looked back and a new misery seemed like a
continuation of a bleak past life. She proclaimed the curse of the very first event, which
gave impetus to the developmental fate, that led to the present state of things. There is a
sudden love that justifies it. However, it was an unhappy marriage that tied her to the
traitor. In thought, she sees herself dead ‘with an inscription on the grave. Each heroine had
her billet inscription. Because after such an end the murderer is waited by pathetic glory.
And then, let him ask for advice from his loved ones, and they will open his eyes to
everything he has done. Because the meaning and content of each message are very earthly:
listen to my spells and go back as soon as possible.

Heroines — victims of almighty passion, desirable and restless, which torments them and
gives them no rest. Love is their only sin and moments of bliss they have experienced under
the sound of sea waves or among the shady groves of soft Mediterranean nature. “What am
I guilty for?” Dido asks in the seventh letter to Aeneas(XIl, 164).” And she replies: «I am
guilty because | love» (VI11,164). In the work of Ovid, one emphasizes a huge number of
large and small motifs that Ovid interprets, expressing the emotional pain of women
because of unhappy love.

The main motive is being apart (digress)

It is immortalized at the moment when the grief of the author of the message began.
Penelope, separated from Odysseus by the prolonged Trojan War and the long return of her
husband, writes in a letter that she is indifferent to the fact that Troy is destroyed and once
again a flat place lies were its walls stood. And the separation from Odysseus has not yet
seen an end (I, 47-51). She is looking for her husband with the letters in Pylos, later in
Sparta, but “Sparta” doesn’t know the truth too (I, 65).

The Trojan War separated her dearly loved Laodamia with her beloved husband,
Protesilaus, and all her thoughts, all the troubles of her soul, aimed at preserving life for her
husband.

“ The Roman figure points the numbering of the letter-message, the Arabic - the lines of
the message.
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In her letter, she gives him tips on how to do it. Brigida, the daughter of Brice, after the
destruction of her hometown, the death of her husband, the brothers became the daughter of
Achilles and for a short time. Agamemnon

forcibly took her away. Divorced from Achilles, she writes

a letter to him (111). Anon's nymph woe began with the court of Paris. She recalls how
three of them — Venus, Juno, Athena — went out to Paris to listen to his sentence. He told
her about them — and she trembled with fear (V, 35-38). Ipsipila writes a letter to Jason,
who went to Colchis for the golden fleece. There was no news from him for a long time —
she learns about the state of his affairs from rumors (VI, 9-10). Danaid Hypermnestra,
imprisoned for life-saving for her husband Linkee, writes a letter to him (X1V, 125-126).

Dido is divorced from Aeneas for his purpose to come to the Italian shores because
Aeneas decided to sail back and left poor Dido(VII, 7). Hermione is divorced from Orestes
by the captivity of Pyrrhus (V1I1). Deyanira complains in a letter about the constant absence
of Hercules because of his exploits: her husband is separated from her forever, so her guest
is more familiar with her than Hercules (VIII, 34). Theseus left Ariadne sleeping on the
seafront on a moonlit night — he just ran away from her. Ariadne, barely rising, reaches out
for Theseus to hug, but he has gone (X, 10-11). Medea writes to Jason when he got her out
of his home (XI1, 133-135). Sappho is divorced from Faon by his escape to Sicily (XV).

Wind motive as a source of fear

Laodamia, which is distinguished by all loving women, took great effort to overcome
the grief of separation. Her grief develops in the artificial gradations of a tailwind that
drives the Protesilaus' ship faster and faster beyond the horizon and ends with the young
woman's swoon.

In ancient times, when a man was considered an organic part of cosmic life and
completely dependent on natural cycles and rhythms, the tailwind, as a powerful cosmic
element, was the driving force of many important ancient and Roman events. Think of the
Boeotian port of Avoid, where the future conquerors of Troy gathered before setting off on
a hike, waiting for a tailwind. In Ovid's Heroes, a tailwind triggers a loved one's escape or
departure for a long voyage — the vast majority of Heroic events occur on islands or shores
of the Mediterranean. So Philly's suffering is related to sea attributes. Before her eyes, there
is the image of a harbor, a fleet, and a floating image of a loved one. For her, the tailwind is
a source of pain, vain oaths, and has a negative connotation, because the wind took away
the sails, the wind, and the oaths took away (Il, 26). She was tormented by the bitter
annoyance that she had repaired ships that had been broken by a storm to bring the "more
secure" ship into the Sea of Demophon.

Gentle Briceida, by contrast, hopes for a tailwind that will bring her to the shore of
Achilles' ship (111, 66). The daughter of the great river, the nymph Enon, will watch the
light breeze blow the sail hanging from the raised mast until it disappears. Then the sand on
the shore where she stood would become wet with her tears (V, 53-56). And then she will
see a purple flag on a high mast with Helen and Paris. A fair wind will drive the ship of
both lovers from the shores of the nymph (V, 53-56). Ipsipila builds his speculation on the
rumors that Jason brought his ship to Thessalian shores (VI, 1). Waves with a tailwind
carried Aeneas's ship to the land of the Carthaginian Queen, who hospitably received the
fugitive (VII, 89).

Poor Ariadne, left by Theseus at the deserted shore at night, watches Theseus’s sail
flying, blown by fair Not. In despair, she climbs a high cliff to cover the expanse of the sea
more broadly, searching for her lover and remains alone with her grief, unconscious (X, 25-
33). Laodamia will greedily follow the sail of Protesilaus, who is driven away by the strong
Bore until the sail of his beloved disappears beyond the horizon (XI11, 15-20).

The motive of saying goodbye

Some letters have the motive of saying goodbye. In many women's
messages, the separation was obvious, accompanied by forgiveness.
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Laodamia, released from the embrace of Proteselia, with a silent mouth,
barely says: «Farewell». In front of Philly's eyes, the image of the floating
Demophon is constantly emerging, which is associated with three motives:
the motive of grace, the tailwind, and the farewell word. Paris leaving his
youth friend Enona for far-away bride Elena gets several (some) pieces of
advice from Enola. She subconsciously blesses Paris on her way to the rival.
Ipsipila comes with Jason into the voyage, unaware that marriage to Medea
will end his march. In the last three mentioned examples (Philly, Enon,
Ipsipil), separation leads to betrayal. However, there is no farewell in the
ballad about Ariadne. Theseus left her at night, taking advantage of sleep.
There is no motive of grace, no parting words, no guidance. A high rock
image appears, on which Ariadne rises in search of her lover and a swoon. In
the distance, she notices a sail and loses consciousness, but soon gets well.
The motive of fainting is modified to the motive of brief oblivion. Ovid is
constantly changing variations in motives. Sappho, having learned of Faon's
betrayal, forgets everything. It also mentions the motive of grace, the word
of farewell, and the following tips as possible points, but in a negative form.
Therefore, Sappho could fairly tell Faon that he did not bring any kisses or
tears. Besides the insult, he left nothing in her memory (XV, 101-106).

Insanity motive as a source of despair
For the first time, the motive of insanity is found in Homer. Andromache,
hearing of Hector's death, is likened by the poet to a maenad [3, ¢.372].

The motive of vain oaths and unfortunate Gimenez

In a message to Demophon, Philly reprimands a lover for vain oaths: the wind carried
the sails, the wind, and the oaths (Il, 25). The oath motive is present in Ariadne's letter to
Theseus (X, 79). Brigida, who became Agamemnon's sister-in-law, swears to him that she
remains a virgin (I1l, 75-85). The god of marriage Hymen with a burning torch in the
messages of women disappears or reluctantly arrives with sad paraphernalia. Phillida waits
in vain for Gimenez, he associates in her imagination with sorrow (I, 111-120). In Ipsipila's
letter to Jason, it's also mentioned a torch worthy of lighting only a funeral pyre (VI, 42).
Ipsipila believes that her marriage with lason did not band Juno and Hymen together, but
the evil Fury (VI, 44-45). In Dido's letter to Aeneas scary messengers are mentioned of
unfortunate Hymen for lovers - with a hint of the fourth book of Aeneid by Virgil (VII, 93-
96). Sad predictors of an unfortunate wedding in Eolina Macarey's letter. The marriage of
Molina, her brother's unhappy bride, is sad from the beginning. She rightly reproaches the
god of joyful weddings that he is deceived and asks him to leave this damned place — no
funny lights are needed here (X1, 101-102). Hymen and Juno left the city when the Danaids
decided to kill their husbands on their first wedding night (X1V, 27-28).

The motive of jealousy and suspicion

Another story is Dido, although jealousy is also not her main motive. They arise at the
moment when she imagines her beloved's Italian future (V1I, 15-18). Dido's jealousy breaks
out in the general hostility of the Carthaginian queen to the duty that Aeneas takes away
from her. The real world does not exist for her. She sees not objects, only their features in a
past projection. So she does not believe that Venus is the mother of Aeneas (VII, 35-36),
does not believe that Aeneas rescued the native gods and at the same time forbids him to
touch his saved lares and penates. Aeneas for Dido is an example of piety, justifying her
love and sin. Ovid's Dido is a true Carthaginian queen, both a virtuous Roman matron and
an average woman. It has nothing to do with the tragic majesty of Vergil’s Dido. Ovid
even modifies the mythological story of Aeneas and Dido, developing it intimately: Dido
suddenly feels that she will have a baby, so she considers Aeneas a murderer of two
creatures — herself and a baby (V1I, 133-138).
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Tired of waiting for Odysseus for a long time, Penelope suspects her husband of a new
love far from her (I, 76). Phyllis blames Demofont for a new love (11, 103-104), Achilles
for Brice (11, 72-78). Dido and Sappho also suspect their beloved of possible betrayal.
Sappho considers that the Falcon's victims became Sicilian women (XV, 51), but as the
following messages show, she doesn't care (XV, 53-56). Enon, Dejanir, Ipsipil, Medea are
very jealous of their husbands. However, in each case, the jealousy is unique, as unique in
the psychological aspect of each heroine. In jealousy or their absence, the female soul is
revealed most deeply. So Penelope, suspecting Odysseus of new love, in an affectionately
playful form, talks with the humor of herself as a rustic woman who has only rude yarn (I,
78). She does not believe that Odysseus can betray her (I, 75-78). The story of Penelope
expresses the motive of the short-lived nature of feminine beauty, human life, and the
inevitable old age. The motive of transience weighs on everything: growing up
Telemachus, aging Laert, changing Penelope, which Odysseus left still young, and now will
meet her an old woman (I, 115-116). Along with old age stands the motive of death, the
desire to die with her husband in her native home (I, 102). Penelope is an example of
feminine virtue and loyalty for all ages («Penelope was yours and will bel»). Brigida is an
example of the purity and faithfulness of a woman's soul, whose jealousy is completely
absorbed in love. She does not want to stay with Agamemnon and asks Achilles to take her
with him (111, 85-89).

The motive of revenge for the betrayal

There is nothing in the image of Deianira from the delicately beautiful Sophocles’s
Deianira. The Queen of Lemnos Ipsipila entrusted herself and her kingdom to young Jason
when he and his Argonauts drove to her island. She gave birth to him two twin sons. With
all the hatred of her prejudiced soul, she jumps on Medea, calling her «the witch of
Colchis» (VI, 19). She blames her for everything, does not deny love for Jason, does not
reproach him for anything, except frivolity. Despite the betrayal, she is proud of him and
the children born from him (VI, 119-124). Medea hardly praises her rival. Only where she
imagines how Jason speaks hostilely about her in a gentle conversation with a new woman
—only then she threatens her (XII, 177-185). She directs all the power of her anger at Jason.
In vain, she is trying to curb her soul, anger spontaneously emerges stronger and stronger,
turning humiliating pleas into insults and threats, hinting at extraordinary revenge (XII,
185-200). If Ipsipila is a love that fights with jealousy, then Medea is jealousy that absorbs
love. Ovid’s Medea matches fully to Euripides’s Medea.

The motive of possible happiness

Enon is similar to Phillida and Briceida. All her wishes are focused on the last lines of
the message in which she wants to remain a lover of Paris until the end of her days. She
cannot believe that Paris favored the dissolute Helen and simply believes that Paris will
affect the memories of their young love in the bosom of nature among the groves and
deciduous trees (V, 21-31). She is a nymph for that. Enon's letter shows a motif of a Paris-
cut knife on the trunks of trees of letters with her name. This is the motif of a living
inscription. The tree grows, and with it, the name of Enona grows. The motif of a live
inscription is new in Ovid's ballad and is forever relevant to all times: the poplar stands on
the river bank and today it has carved letters in memory of Enon (V, 21-24).

Loving Orestes, Hermione was forcibly married off to Neoptolemus. She sadly shortens
days and nights, thinking of one, obeying her will to another man (VIII, 101-110). In the
ballad about Ariadne psychology is absent. The interest of the reader is focused on the wide
sea, the cold rock, and a beautiful girl, who desperately runs along the deserted shore.
Molina (Canazei) cannot understand why she is forbidden to love her brother. For her, her
love is the same as any other. And hence the complaints about the fatal consequences of her
love.

The image of Phaedra, created on the drama of the tragedy of Euripides «Hippolytusy,
is different from Fedra Ovid in «Heroes». Phaedrus Euripides is tormented by double
shame [4, c.121]. The first shame is the shame of a gynaeceum. It is external with horror at
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the open feeling; another shame fears the wrath of all-seeing gods. «Poor Fedra, I.
Annensky rightly observes, does not know that with her death she will not be able to settle
up with Cyprida. She does not know that she must not only die but also participate in the
murder» [1, ¢.389].

Ovid’s Fedra justifies his late love for stepson with various arguments on the principle
«Everything conquers love», condemning outdated views on love. In her opinion, pious
fear was fashionable during the time of Saturn. Today it is a thing of the past, it will soon
die completely. Only pious is pious (IV, 131-140). She does not consider her passion sinful
and is trying to instill her convictions to Hippolyta. In Fedra's beliefs, her love for stepson
looks natural (IV, 129-136). Fedra is a contemporary of Ovid with an unconventional
outlook on love.

The motive of tender love and fidelity

Laodamia is a young woman in love whose happiness was adjourned from the very
beginning. All her dreams are aimed at restoring happiness. Her feeling is like a stormy sea
between the last kiss of separation and the first kiss of dating. She lives by the caresses of
Protesila. She hears that the fleet in Avlida is detained by nasty winds and it hurts that these
winds did not blow earlier when her husband was with her. She envies the Trojans, who
will meet and follow their men to war (XII1, 3-4). She passionately imagines the scene of
her husband's return and these caresses with which she will interrupt his story about
military events (XIII, 115-119). She mentally experiences all the hardships of war that
Protesilaus suffers. However, Laodamia feels that her Protesilaus is destined to die and she
tells her forebodings in a letter (XIII, 103-114). In the assessment of women
psychologically different and their husbands, but with different degrees of disclosure —
from the well-known mythological features to their complete absence. Odysseus —
courageous, cunning, lustful; Demophone — a deceiver; Achilles — stubborn; Hippolytus —
outwardly beautiful, but inaccessible; Paris is a traitor, an oath-breaker; Jason for Ipsipila is
a liar; Hercules is powerful, but the lover of women; Theseus is a cruel traitor; Jason for
Medea is a traitor-villain; Protesilaus — incendiary in battles; Faon — a handsome deceiver;
Aeneas is an oath-breaker, a liar, a villain, but beloved, like all men.

One of the heroines of Ovid is Sappho. She is a historical figure. Ovid, who belonged
to the same culture that Homer, Hesiod, Sappho, Alkey, Vergil, Horace created, gives
interesting biographical details from the life of Sappho, which were conveyed in ancient
times and circled the name of the poetess. Sappho is not tall (XV, 33), dark-skinned (XV,
35), but talented (XV, 33-34), with a gentle heart (XV, 79) and with a very nice singing
voice XV, 49). She was an orphan at an early age, at six without a mother (XV, 61). The
poetess talks about the family drama of her brother, who wasted property, contacted a
frivolous woman and became a sailor, to hate his sister (XV, 63-68). The same family
drama Sappho conveys Herodotus in his story [2]. Sappho's daughter also added new
worries to her mother (XV, 70). However, Sappho is a unique contemporary of the poet.
Abandoning the usual August poetry themes related to the historical past of Rome or the
events of his personal life, Ovid in Heroids turns exclusively to mythological themes,
popular in Neo-Téric poetry or Hellenistic poetry, depicting the heroines of Greek
mythology and Sappho herself by the psychology of contemporary him Roman women.
«Heroines» is rhetorically declamatory poetry, limited by a strict framework, but with a
deep psychological context. Ovid subtly reproduces the emotional world of a loving woman
in an inexhaustible wealth of emotional manifestations and unique individual identities.
Ovid's «Heroes» evidences the fact that the psychology of a loving woman has not changed
much since the time of the Roman Empire.

Conclusions. Unfortunate love is the main impetus of the messages of abandoned
women in «Heroinesy. It is destructive — with a happy beginning and an unlucky ending,
expressed by a large group of emotional tokens: pain, separation, grief, betrayal, useless
oaths, the ill-fated Hymen, jealousy, death, suspicion, revenge, old alone, etc. Emotionality
and expressiveness are the defining features of the Heroic style of art, an important factor in
influencing the reader, the psychology of his feelings. Ovid subtly reproduces the spiritual
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world of a loving woman in the inexhaustible wealth of emotional manifestations and
unique individual identities. Ovid's «Heroinesy» reflects the fact that the psychology of a
loving woman has not changed much since the time of the Roman Empire. «Heroines» is
rhetorically declamatory poetry, limited by a strict framework, but with a deep
psychological context. Ovid subtly reproduces the spiritual world of a loving woman in the
inexhaustible richness of his manifestations and unique individual identities. Ovid's
«Heroines» reflects the fact that the psychology of a loving woman has not changed much
since the time of the Roman Empire.
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The paper recounts about the first and still the only attempt to present Ukrainian
literature in the Spanish language which was undertaken by Dmytro Buchynskyi, Petro
Kluk, Dmytro Chyzhevskyi, and Yuriy Shevelov. They tell their Spanish readers about the
key phenomena and names of Ukrainian literature and interpret the latter as reflection of
the Ukrainian identity produced by combination of national spirit and European values. D.
Buchynskyi and P. Kluk, who lived in Spain and wrote Spanish, focused on analysis of
Spanish imagery in the works of Ilvan Franko, Lesia Ukrainka, Spyrydon Cherkasenko, and
Natalena Koroleva. The hermeneutics of D. Chyzhevskyi and Y. Shevelov, whose essays
were translated into Spanish for the special issue of the journal Oriente Europeo dedicated
to Ukraine (1957), reflect a broader European perspective. All Ukrainian emigrant
intellectuals, whose essays are studied in the paper, reject models of understanding
Ukrainian literature which were imposed by the official Soviet literary studies. D.
Buchynskyi and P. Kluk embody this trend by emphasizing religious and humanistic values
in the works of Ivan Franko and Lesia Ukrainka. D. Chyzhevskyi argues that the baroque
Ukrainian literature, which was prohibited in the USSR, was a mediator in exchange of
ideas, including theology, between West and East. Y. Shevelov plays a special role in
undermining the Soviet version of the Ukrainian literary canon of the first half of the 20"
century. He declares the Soviet regime a mortal threat to literary imagination. The
researcher restores the list of writers deleted from the Ukrainian cultural memory by the
Stalinist terror and provides examples of original reading of the works of Pavlo Tychyna,
Mykhail Semenko, Mykola Kvyliovyi, Mykola Kulish and others. The essays about
Ukrainian literature published in Spain is a dramatic episode of the cultural war of the
Ukrainian diaspora against the Soviet version of the Ukrainian literary canon.

Key words: Ukrainian diaspora in Spain, Spanish theme in Ukrainian literature,
literary hermeneutics, canon, ideology, Cold War.
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Y cmammi tioemuvca npo neputy i noxu wo €OuHy ichanomosHy cnpo6y npeocmagneHHs
icmopii ykpaincokoi nimepamypu, sika 6yna 30itichena [mumpom Byuuncexum, Ilempom
Kmioxom, [mumpom Huowcescoxum i FOpiem Lllesenvosum. Bonu snaiiomname icnanomoemy
CRIbHOMY 3 KII0YO0BUMU AGUWAMU MA IMEHAMU YKPAIHCbKOI aimepamypu, a MmMakooic
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NPONOHYIOMb NPOYUMAHHS OCIMAHHBOL K 8I000PANCEHHS YKPAIHCOKOT I0eHMUYHOCMI, W0 €
gernomenom HayionareHum i, 8o0Houac, esponevicokum. [. Byuuncoxuii i I1. Kmok, axi
ocunu 8 Icnamii U nucanu iCNAHCLKOIO MOB0I0, 30CepeOUNUCs HA AHATIZI ICNAHCLKOL
memamuxu y meopax leana @panka, Jleci Yxpainku, Cnupuoona Yepracenka 1t Hamanenu
Koponesu. ITioxoou []. Yuoawcescvroeo ma FO. Lllesenvosa, uui po3gioku 6yau nepexiadeti
icnancbkol0 M08010 Ol CHeyianbHO20 8unycky ocypHany «€gponeticokuti  Cxioy,
npuceauenozo Yxpaini (1957 p.), eupizusaromvca wupoxum eeponeizmom. Yci 3eadani
HAyKo8Yi 3anepeuyroms nioxoou 00 NOMPAKMy8auHs YKpaincoKoi aimepamypu, Ha8 sa3aHi
ogiyitinum paodaucokum aimepamyposnagcmeom. YV JI. Byuuncoxoeo u Il Knioka ys
MeHOeHYIsl NPosiGNAEMbCsL y RIOKpecieHHl 6 00pobky leana ®@panka 1 Jleci Yrpainku
peniciinol ma 3a2anbHON0OCoKol npobaemamuxu. JI. Yuoiceecokuii  cmeepoiicye, wo
VKpaiuceka aimepamypa 3a uacie bapoxo, 3aboponenoco ¢ CPCP, euxounyeana ponv
nocepedHuxa 6 oOMiHi idei, Yy momy uucii penieiunux, mioc 3axooom i Cxodom. Okpema
POb Y «PO3PAOAHEHHI» YKPAIHCbKO20 NiMepamypHo20 KAHOHY nepuioi nonosunu XX cm.
nanexcums FOpito Lllegenvosy, aAKuil 02010ULYE PAOSHCHKUL CEIMOSNAD CMePMenbHOI0
3a2po3or0  aimepamypuiu  yaei. Bin 6I0HOGIIOE CNUCOK KIIOYOBUX PEnpe3eHmanmis
VKPAiHCbKO20 NiMepamypHo20 KAHOHY, SUKDEC]eHUX i3 KYAbMYpHOI nam’smi HAcCHiooK
CMANIHCbKUX penpecii, i NOO0AE NPUKIAOU BilbHOI 8i0 OINLULOBUYLKUX WINAMNIE
inmepnpemayii meopyocmi OKpemMux HAUSANCIUSIWUX NUCbMEHHUKI8, makux sk Ilaeno
Tuuuna, Muxaiine Cemenxo, Muxona Xeunvosuu, Muxora Kyrniw ma in. Pozgioku 3
YKpaincokoi aimepamypu, Ha0pyKkosawi 8 Icnawnii, € AcKpagum enizo0om KyibmypHoi GiliHU 3
PAOAHCHOKUM IMEPpamypHuUM KaHOHOM, SIKY 8eld U 6ede YKpaincovka diacnopa.

Knrwwuosi crosa: ykpaincoka oiacnopa 6 Icnanii, icnanceka memamuxa 6 YKpaiHCbKil
Jaimepamypi, limepamypHa cepmeneemuKa, Kanow, ioeonozis, Xon00ua 8itina.

Beryn

YkpalHChKiI €MIrpaHTH Pi3HUX MOKONIHb 3aBKIM BHTPAYalld KOJIOCAJbHI 3YCHIUISI Ha
KOHCTPYIOBaHHS ITO3UTHBHOTO 00pa3y cBoei baThkiBIIMHY Ha 3aX0.i, i HE OCTaHHIO POJIb Y
X TPAKTHKAX BiMIrparoTh Iparlli, MPUCBSUCHI BUBYCHHIO iCTOPIi YKPaiHCHKOI JTiTEpaTypH.
IcHye ynMaino poOiT aHTJIHCHKOK MOBOIO 3 L[LOTO IMUTAHHS , YOIO0 HE MOXKHA CKa3aTH IPo
CBIT iCTaHOMOBHHMH, X04Ya IPUCYTHICTh Y HBOMY YKpaiHIIB Oyia i 3aJMIIa€ThCsl 3HAUHOIO.
VY wiit po3Binui HaeTbes Mpo Hepily i MOKH 10 €AMHY iICIAHOMOBHY CIIPOOY HPENCTaBUTH
BUIBHY BiJI PaAsSHCHKHX KIIIE ICTOpiI0 yKpaiHChKOI JiTepaTypH, NpO SKy HaBiTh BY3bKi
CrHeliayicTh  JIoci HIYOro He 3HAIOTh. 30KpeMa, MAeTbCs TMpo  iCIaHOMOBHHMH

!Andrusyshen C. H. Ukrainian literature and its guiding light Shevchenko / Constantine
Henry Andrusyshen. — Winnipeg : Ukrainian National Youth Federation of Canada, 1949. —
32 p.; Grabowicz G. Toward a History of Ukrainian Literature (Harvard Series in Ukrainian
Studies) / George Grabowicz. — Cambridge : Harvard Ukrainian Research Institute, 1981. —
112 p.; Luckyj G.S.N. Literary politics in the Soviet Ukraine, 1917-1934/ George
S. N. Luckyj. — Durham : Duke University Press Books, 1990. — 367 p.; Luckyj G. S. N.
Ukrainian Literature in the Twentieth century. Readers Guide / George S. N. Luckyj. —
Toronto : University of Toronto, 1992. — 136 p.; Shtohryn D., Rozumnyi J. Twentieth
century Ukrainian literature : essays in honor of Dmytro Shtohryn/ Dmytro Shtohryn,
Jaroslav Rozumnyi. — Kyiv : Kyiv Mohyla Academy Publishing House, 2011. — 367 p.;
Tschizewskij D. A history of Ukrainian literature: from the 11th to the end of the 19th
century / Dmitrij Tschizewskij. — Littleton, Colo : Ukrainian Academic Press, 1975. —
327 p.;_Tschizewskij D., Luckyj G. S. N. A History of Ukrainian Literature (From the
11th to the End of the 19th Century): With an Overview of the Twentieth Century / Dmitrij

Tschizewskij, George S. N. Luckyj. — Englewood, CO : Ukranian Academic Pr, 1997. —
815 p.; Yatchew J. Ukrainian literature, prefaced by an outline of Ukrainian History / John
Yatchew. — Edmonton : University of Alberta, 1924. — 297 p.
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JitepaTypo3HaBumii 1opobok JImutpa Byunncrekoro, sikuii 3 1950 o 1962 pik npoxusas y
Manpuni, 3axumeny 1971 poky B YHiBepcureti Kommnyrence auceprauito ITerpa Kiroxka,
MpeICTaBHUKA IepIIoi XBWJI yKpaiHCBKOi emirparii B Icmanii, a TakoX mepexianeHi
icnancekolo MoBoro crarti Jmmrpa YmkeBcekkoro Tta IOpis IlleBemboBa, siki Oymm
HAJIPYKOBaHI y CHEHiaTbHOMY IPHCBAYCHOMY YKpaiHi 4Hcii KypHadTy «EBpOmeHCHKHA
Cxiny» (1957 p.).

[epmr HiX mepelTH 10 0e3MocepeHbOr0 BUBUCHHS BHINE3TaJaHNX HAYKOBHX Mpallb,
BapTO 3pOOWTH OJHE BCTYHHE 3ayBakKCHHS, SKE XapaKTepuU3ye poib 1 Micie
JTEepaTypo3HaBUMX JOCTIDKEHb B 1J€OJIOTIYHIM Ta €CTeTH4Hid mporpami YKpaiHCBKOi
nmiacnopu 3aranoMm. Ctucnuil BuKiazn wiel mporpamu Mictutees: me B mpani O. Pscra
(nceBnonim Cumona I[leTmopn) 3 moka3zoBoro Ha3Bow «CyyacHa yKpaiHChbKa eMirpais Ta ii
3aaaHHs» (1921 p.). ABTOp OpoLIypH 3aKIMKAE KOXKHOTO YKpaiHIIs, 10 BHiXaB 3a KOPJIOH
3 CPCP, nuButncst Ha cebe K Ha MOJITHYHOIO eMirpaHTa i IMoclia BJIACHOI KYJbTYpH,
SKAH, HE3aIeXKHO BiA NpOo(DEeciHHOI NPHHAIEKHOCTI, MOBHHEH CIPHATH MOIIUPEHHIO
npaBauBoi iH(poOpMaIlii po YKpaiHy B KOXHi# KpaiHi, 10 skoi BiH motpanus [6, ¢. 30—71].
Bin BmacHe ¢imonorie (MOBO3HABIIIB, ITEpaTypO3HABIIIB, IEPEKIAIadiB TOMIO) I
nporpamMa BHMarae OOOB’SI3KOBOTO BKJFOUEHHS B KOJO CBOIX HAyKOBHX JOCIHIIKEHb 1
TBOPYUX TIPOTPaM YKPaiHOLEHTPUYHOI NpoOIeMaTHKH. JIeTko 3po3yMiTH B IOMY
KOHTEKCTI Ty pOJIb, SIKa BiABOAUTHCS AOCIIKEHHSIM 3 YKPaiHCBKOI JiTEpaTypH, ajpke caMe
ii 3acobamu BimOYBa€TbCcs (QOpPMYBaHHA IMHPOKOTO KOJIA HAIIOHANBHUX IIHHOCTEH Ta
ineaniB. Y TOH ke yac BUaHi IHO3eMHHUMHU MOBAaMHU JIITEPaTypHi TBOPH i HAYKOBI PO3BiIKU
PO HUX CIIYTYIOTh BI3UTIBKaMH YKpaiHu.

OkpeclieHi CKJIaJ0Bl «KYJIBTYPHOTO KOJIEKCY IOBEJIHKH YKpaiHCBKOTO eMiIpaHTay
MOBTOPIOE 3aKNIOYHA CTaTTd «YKpaiHCbKka eMmirpamiss y BUIbHOMY CBITI» SlpocnaBa
CrenbpMaxiBa,  BiJIOBIJAJILHOIO  pElaKkTopa  CICLIATBHOTO  BHUIYCKY  JKypHAIy
«EBpomneticekuit Cxim» [18, c. 243-250]. Lompasna, B peanisx 1950-x pp. us mporpama
HaOyBae cnenu(iYHUX PHUC, OCKUIBKH IHTETPYETHCS B TJI00aNbHE MPOTHCTOSHHS MiX
3axogoM i CxomoMm, MiX CBITaMH KamiTani3aMy H KOMYHI3MY, CIPHYUHEHE XOJOIHOIO
BilfHOI0. YKpaiHCHKIi JIiTepaTypO3HABI, IO APYKYBAJIX CBOi PO3BiOKH B IcmaHii mpoTarom
1950-x pp., O6ynu Ha 3axizHomy Oomi. Ixmi momitTmumi mornsam 6ynm pisHEMH, arTe
COJIiJapu3yBaJIUCS BOHH B OJJHOMY — Y CBO€EMY IIOCHTIZJOBHOMY HETIPHUHHSATTI KyJIbTYPHHX
MoJiesiel YKpaiHChKOT HalllOHaJIbHOT II€HTUYHOCTI i, 30KpeMa, NPUHILHUIIB CTPYKTYPYBaHHS
icTopii ykpaiHChKOT JliTepaTypH, 110 HaB’s3yBaiucsi CPCP. ¥V pesynprari JiTepaTypo3HaBdi
KOHBEHIIIi, SIKKMH BOHH IOCJIYTOBYBAJIHCh, BiIOOPAXKAIOTh AIbTEPHATHBHE Pa/ITHCHKOMY
PO3YMiHHS YKPaiHChKOT 1EHTHYHOCTI SK SIBHINA TIIHMOOKO HAIIOHAJHHOTO H BOIHOYAC
€BPOIIEHCHKOTO.

JAmutpo bByunHcbkmii

Jdmurtpo I'puropoma Byumucekuit (1913—-1963) 0e3 mepeOinbimieHHsT OYB CHpPaBXKHIM
MepPIIOBIAKPUBAaYEeM YKPaiHCHKOI JITepaTypd B ICITAHOMOBHOMY CBITi. biorpadiuni mani
PO HBOTO MOXKHA 3HaWUTH B «EHImKIONE il cydacHoi Ykpaiam» [4] ta B «EHIukmonenii
HaykoBoro toBapuctBa im. llleBuenka» [7]. € indopmaliist mpo HHOrO i B YKpaiHCBHKiii
Bikinenii. [I. ByduHChbKHil € aBTOPOM ICTOPHUKO-JTiTepaTypHuX mpais npo Opis Kinena [3]
it Tapaca IlleBuenka [2]. Hemae ceHCy moOBTOprOBaTH BCi BifioMi (pakTH, IIO CTAaHOBIATH
HOT0 XUTTEBUH IUIAX, ajie BApTO MiJKPECIUTH Ti aCTIeKTH Horo GaraTorpaHHOi IisUIBHOCTI,
SKI CIIPHSUIN TIOMIMPEHHIO 3HAHHS TPO YKPAiHCBKY JiTeparypy B Icmanmii. Bin mepekiar
icnaHchpkol0 MOBOIO «CioBO 0 mOJNKy IropeBim», oOpraHi3oByBaB BHCTaBKH KHUT Yy
Hamionanpshiit Oi0mioreni Icmanii, perynsipHo 3BepraBcs A0 JTEpaTypo3HaBYOi Ta
KyJIbTYpO3HaBUOI NMpOOIEMaTHKN y CBOIX XXYpHaJICTChKUX MyOmikauisx. Jl. ByanHcbkuid
BUCTYIIAB i3 JOTMOBIAIMH Nepe] YKPaiHCBKUMH CTYJIeHTaMU-EMIrpaHTaMu, sIKi HABYAINCH Y
Manpuai. 3okpema, BiH TOBOPHB IIPO Taki TeMu, ik «dinocodis CxoBopoau, KyiasT JiBn
Mapii B YkpaiHi, xutts i TBopH Haranenu Koponesu, Tapac IlleBuenko, IBan ®@panko» [8,
c. 78], sAKi BioOpakaJli KOJIO HOro HAyKOBHMX 3allikaBJeHb 1 BIIOWINCH y HOro BIACHUX
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JiTEepaTypO3HaBUMX PO3BiJIKaX, a TaKOX y HaykoBux npausx Ilerpa Kiroka, ogHoro 3 tux,
XTO OyB NPHUCYTHIH Ha IIUX 3yCTpivax.

T'oBopstam mpo icnmanoMoBHUIT nOopoOok J{. BydmHCEKOTO, BapTO 3YMHUHHUTHUCS Ha HOTO
crarti «IBan ®panko i icmaHckka siteparypa» («lvan Franko y literatura espafiola)y,
HaJpyKOBaHiil y mepmomy umcii >xypHany «La revista de literatura» («liteparyprmuii
KypHai») 3a 1953 pik. Ha 1o po0GOTy MOCTIHO MOCHIIAIOTHCS HAYKOBIN, IO BHBYAIOTH
pemerniito CepBanteca # Kampmepoma B VYkpaiHi, ane cama JiTepaTypo3HaBda
TepMEHEBTHKA, KOO MmociuyroByBaBcs Jl. BydwHCHKMIA, 30Kpema, iIe0JI0TigHO-€CTeTHIHI
3acaay, 3 SKUX po3risigaethes peHomen [Bana dpanka, 1mie g0ci HE CTaBaJM IPEIMETOM
aHayjizy.

3aBnanHs po3Biaku [l. BydMHCHKOTO — 3alpOINOHYBAaTH albTEPHATHBHE PaISHCHKOMY
NPOYMTAHHS JKUTTS 1 TBOPYOCTI yKpaiHChKOro kilacuka: [Ban ®dpanHko mocrae He sK
PEBOJIIOIIIOHEP-IHTEPHAIIIOHATICT, a SK PpENpEe3eHTaHT Hal[lOHaJbHOI yKpaiHChKOi Ta
eBporeiicbkoi ayxoBHocTi. Lle cumBon eBpomneiickkoi Ykpainu. «BiH € crpaBXHIM CHHOM
HAIIIOTO Hapojy, 0e3 HaBiTh HaliMEHIIOI TiHi (aNBIIMBOTO MATPIOTHU3MY, SKHH IUII CBOIX
nronelt OaxkaB nmine cBOOOMM, IO HE MOPYIIYE MpaBa BiIbHOT JOAWHM 1HIIUX Halii» [9,
c.56]. B inrtenekryanpHomy moptperi I. @panka, 3mamboBaHomy JI. ByuuHChKHM,
MPEBATIOIOTh PHUCH €BPONEHCHKOTO T'yMaHICTa PEHECAHCHOTo Tuly: «llnchMeHHHWK OyB
JIOIMHOIO, SIKA MPArHylIa OXOMUTH iHTepecH mojacTBay [9, c. 57]. Moro racma — «mpans,
macts i ceobomar [9, c. 58].

J. ByunHchkuid 3Beprae yBary Ha Toil (akt, mo IBaH ®dpaHko OyB mepuIMM, XTO
BIIKPUB YKpaiHCHKOMY 4YHMTaueBi 0araThbOX KJIACHKIB CBITOBOI JiTepaTypu i HesKUX
HalBUIATHINIMX MUCEMEHHUKIB [cniaHii Ta BUKOpUCTaB iClIaHCHKI MOTHBH LISl CBOIX TBOPIB,
30KkpeMa, B noesii «Konkicragopuy». Bin 3poduB nepekas «/lon Kixoray i migrorysas s
yKpaiHchkoi ciienn «Canameiicbkoro anbkanbaa» Kamsaepona [9, c. 69]. IToemy 1. ®panka
«[Ipuroau Jlon Kixota» nocmigHuK BH3HAYae sIK «mnepepoOky (transformacion) pomany y
Bipmax, s;ka posmoBimae mpo npuroan Jon Kixora B TryMOpHUCTHYHOMY TOHI, aime 0e3
HaaMipHOI kapukaTtypHocTi; JloH Kixor ®@paHka — 1me repoii i numap, skuit OopeTbes 3a
Tpiym¢ npasau Ha 3emii» [9, c. 70]. Komentytoun o6pa3 [expo Kpecno, 1. Byuuncekuii
ninkpecmoe, mo . ®@panko nepernmcas «CanaMeHChKOTO albKallblay, TOMY IO «y TBOPI
Kanpnepona € onuH 4yfOBHH THI CENITHMHA, AJIS SKOTO TpaB/a i CIpaBeUIMBICTH € HE
TIJIBKH METOIO JKUTTS, a i caMuM >KuTTsIM. [ToeT 30cepeinB CBOIO yBary Ha BHCOKIH MopaJti
tBOpy Kanbaepona, B pe3ynbTaTi CTBOPHB MepepoOKy, abW MiJKPECIUTH iICt0, IO
yKpaiHellb TOBMHEH HACJiIyBaTH MOpalbHy cuiy (icraHchkoro mepcoHaxka — O.B.) i
HAaBYMTHUCS y HHOTO 3aXHMIIATH CBOI IpaBa, CBOIO YECTh, HE3BAKAOYHM HA CTATYC TOTO, XTO
fioro obpaxae: imanbro, BiicbkoBuit a0 HaBITH cam KOpouby [9, ¢. 74].

J1. By4rHCBKHI 3aBepIlIye CBOKO PO3BIAKY OIIMCOM CIUIBHUX PUC YKPATHIIB Ta iCHAaHIIIB:
1 Ti, ¥ IHIOI «IpOTSATOM OaraThOX CTOJITH OOpPONHUCS 3a Ti caMi ifeanw, 3a cBOOOIXY,
cripaBeTUBICTh 1 cBOOOY nyxy» [9, ¢. 77]. 3a norikoto [I. Byuuncekoro, IBan ®dpanko 3a
JIOTIOMOTOI0 CBOIX «IIEPEKNIaiB» iCIIaHChKOI KJIACHKM 3MallbOBye 00pa3 YKpaiHu SK
eBpomnelickkoi Kpainu. IlpuHaiiMHI BiH BKa3dye Ha €Bpolry, 30kpemMa Ha IcmaHio, sK Ha
MO3UTUBHUH NPUKIIAJ, IKOMY YKPaiHIll MAlOTh CJIiAyBaTH.

BaxnuBo migkpecnutd, 1o nofiOHow Jorikoro J[. ByunHChkHME  KepyeTbes i
BuOUpatoun noesii IBana @paHka 1uis IpyKy Y BIACHOMY IepeKiaji B 56 4ucii )XypHaiIy
«Icmanceka moesis» («Poesia espafiola») 3a 1956 pik [12, c. 26-28]. YBary ykpaiHCbKOTO
IHTEeNeKTyana TpUBEpHyna moesiss «Xpucroc i XpecT», HammcaHa IIKOM Y JIyci
iCIaHCHKHX MICTHKIB, 1 3rajanuil Bume Bipm «KoHKicTamopm», sSIKUil OCIiBy€e 3aBOIOBAHHS
Awmepukn Epnanom Koprecom. VY mpomosi  [I. BydnHCEKHIT TOBTOpIOE  CBOIO
xapakTepucTuky IBana ®paHka sk KBiHTeceHLIi HAIIOHAJIBHO CBIZIOMOIO YKpaiHCTBA, IO
BOJHOYAC € pENpEe3eHTAaHTOM BiJKPUTOTO THUIy CBIIOMOCTI Ta €BPONEHUCHKUX
TYMaHICTHYHUX HiHHOCTeH: «PpaHKo € OpaToM ycix JIfoeH, He3BaXKalouy Ha HalllOHAJbHI
abo nepkaBHI KopoHU. BiH BipuTh Y JIOACTBO, 1 TOMY mporojoiye: “Toif, XTo Mae dnucre
ceple i 4YecHy AYMKY, BUIBHY CBIJIOMICTH, HIMPICTh BIIYYTTS, 1 Y YHIX IpyIsix Hajae
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CMUIMBICTb, — TOW IIOBUHEH CTaTH Ha BEJIMKHUH Oiif 3a 100po, 32 cBOOOYy 1 3a miacTs BCix™»
[10, c. 26].

Herpo Kok

[Ile omamM mmKepenoM 3HaHb MPO YKpaiHCBKY jditeparypy B Icmanii 1950-x pp. Oymna
Tpyla CTyIeHTiB-eMIirpaHTiB, ski Bumimcs y Manpuni B LleHTpanbHOMY yHiBepCcHTETI
(3apa3 YuiBepcurer KomiuryTeHce) i B JesKUX iHIINX YHIBEPCHUTETaxX iCIIAHCHKOI CTOJHIII.
JoxnanHy iHpOpMaIio Npo el emi3oa B icTopil yKpaiHCHKOI Jiacnopyd MOXHA 3HAUTH y
KHU31 crioraniB Bonoanmupa Slpumosnua, Onekcanzapa binuka Ta Mukonn BoauHcbkoro
«Hapwuc icropii Ykpaincekoi Ctyaentcskoi I'pomanu Ta Ykpaincekux [locenens B Ecnanii
1946-1996», sixa O0yna Bumana 1997 poky y ®inaaensdii Ta Maapuni [8]. Lleit nokymeHT
yke OyB IpOaHaji30BaHUN aBTOPOM Ii€l po3Biaku [16], TOMy B MoJanbIIoMy BHKJIAJl Mae
CEHC NMOBTOPUTH TUIBKH JESKI HaWBaKJIMBIilIl (aKTH, JOTUYHI 10 ICTOPUKO-TITEpaTypHOT
poOIeMaTHKH.

I'pyma ykpalHCBKHX cTynmeHTIB (opmyBamacs 3 BiiicbkoBomoioHeHUX i3 amBizii CC
«[anmmanHay, Mo 3a paxyHOK CTHIEHAII Bix opraHizamii «Pax Romanay, miarpuMyBaHOl
BarukanoM, 3 1946 mo 1962 pik HaBUanmcs B iCHAaHCHKIN CTOJMII Ha Pi3HUX (DaKyIbTeTax i
CTBOPIJIM BJIAacHy opraHizamito «OO0HOBa», MiANOPAIKOBaHY KEpiBHOMY MLEHTPY Y
OenepatuBHii PecryOmimi Himeuunmna. 3a cBOiMH TMOINIIAaMH BOHH Oy TIPaBUMH
HalliOHAICTaMH, ONM3BKUMHU 10 (paHKi3Mmy, odiuiliHOi imeosnorii Icmanii Tux dyacis.
VYkpaiHcbka rpomaza Oyjla HEBEIMYKOW, aje ao0pe 3rypToBaHOI. ABTOpPH CIIOTajliB
MOBIIOMIISIIOT, 1O moHan 70 yKkpaiHCBKHMX CTYAEHTIB HaByamucs B Mazapuni, 3 Hux 90
BiZICOTKIB oTpuMaiu auruiomu [8, c. 189]. Ilicns 3aBeplieHHss HABYaHHS OUIBILIICTB 13 HUX
nepeixanu no CLIA, Kanaau, AprentuHu, ABctpaiii, B pe3ynbrari yoro «OOHOBa»
NPUIMHIIIA CBOE ICHYBaHHS.

UneHn yKpaiHCBKOI CTYAEHTCHKOI TpoMaand 3pOOMIM TOMITHHH BHECOK Y
PO3IIOBCIOKEHHS YKpaiHChKOI KyJIbTypH B Icrianii. Boru cTBOpHin xop, sikuit OpaB ydacTsb
y JTYyprifix i BHUKOHYBaB YKpalHCBHKI HApOJHI TICHi, BiJ3HaYalyd HAaliOHAJbHI CBSATA,
MiATPUMYBaIN JPYKHI CTOCYHKH 3 i€papXaMH ICIIAHCBKOI KaTOJHMIBKOI IIEPKBH,
BiBiAyBaIIM KyIBTYpPHI 3axomW, opranizoBaHi JlMuTpom bByuwmHCRKHM, iHIIHIMHA
IHTEJICKTyaIaMu JiacropH, siki abo »uiau B Maapusi, abo BiIBIAyBaIl MiCTO, — TAKUMH SIK
Jleownin ITonraa, Bomomumup Ilactymyk Ta iH. BoHu chiBnpamtoBanu 3 yKpaiHCHKOIO
penakuiero IcnaHchkoro HarioHanbHOro panio, ske 3 1951 mo 1973 p. TpaHcmoBaio
nepenaui ykpaincbkoto Moo Ha CPCP. Xoua cepex wieHiB rpomaiau Oyiio Juiie
JieKisbka npodeciiHux (iy1oJoriB, yKpaiHChKi cTyneHTH B Maipuni Hikonu He 3a0yBanu
PO YKpaiHCBKY JTEpaTypy, SKy, IONpPaBaa, TIyMadWin y CleHU(iYHOMY i€0JIOrTYHOMY
BuMipi. [Ipukimagom 1pOro Moxke CIyryBaTh KoMmeHTap Bimomoi moesii bormana-Irops
Antonmua «[licHa mpo Ajbpkazapy», mepekian skoi OyB BukoHaHuil J[. BydawmHChKHM 1
nojgapoBannii Memopiany 3axucHUKIB Anbkacapa B Tonemo B 1956 p. mix wac nmpuizay mo
Icnanii Bimomoro ykpaiHcbkoro JiHrBicrta SlpocmaBa PynHuipbkoro, sikuili mpoxuBaB y
Kanagi. B. SpumoBmu, O. bimuk i M. BonwHCBKHIT TakuM CIIOBaMH KOMEHTYIOTBH ITIO
NoAi0: «3axoIJIeHU BiBarow i unHaMu o0OpoHLIB AJbka3apy, Hai noet b. . AHTOHNY
HanucaB Toxi y JIbBoBi cBiil Bipm "CiioBo npo Ajbkazap" i MPHUCBATHB HOTO XOpPOOpHM
reposim Tux Tmoxii. Komiro 1poro Bipma mnpuBiz i3 coboro mgo Ecmanii mpod.
S. PymHUNOBKWHA, IIKUTBHUE TOBapuIn 1 WPHUATENs 13 CTYASHTCBKHX 4YaciB TmoeTa
b. Aarornya. 3aBmsxu 3axomaMm a-pa J[. Byamncekoro Oymno 3po6ieHO rapHO BHKOHaHI
TEKCTH YKPaiHChKOTO OPHITHATY Ta €CIaHCHKOI'O MEepeKIaay [bOro Bipila, OIpPaBICHOTO B
paMKu 1, TCJISi OTPUMAaHHsS JI03BOJIly B TeHepasa Mockapna, NOMIIIEHO Ha OJHOMY 3
Kpamux Micipb AJbKa3zapy, sike Jerko mobaduTt Binm Bxomy» [8, c. 141]. IlpouuToBanuit
TEKCT HE 3aJMIIAE CYMHIBY 3 IIPHBOJY TOTO, IIO YKpaiHCBKI €MIrpaHTH mepiroi XBWII
IHTEPIIPETYBAIM IO CKJIAIHy M cynepewinBy moesio b.-I. AHTOHHYA LINKOM CYrojIocHO
(paHKICTCBKIH 1/1€0JIOTIT: SIK OCHIBYBaHHS BEJIWYi W Tparesii, a TaKOX JIMIAPCHKOTO TyXY
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I'pomansacbkoi BiitHM B Icmanii 1936-1939 pp., mo Haifsckpasimie mposiBUBCS Mijx 4ac
obnoru Anekacapa B Toeno.

OpHa mocTaTh cepeq MPeICTaBHUKIB YKPATHCHKOI CTYIEHTCHKOI TPOMaan 3acIyroBy€E B
wiit possimmi Ha okpemy ymary. Lle ITerpo Kmok (1922 poky Hapomxkenus)[5], aBTop
MepIIoi AUCepTallil mpo yKpaiHChKy JiTeparypy B Icmawnii [14]. Bona Oyna 3axumeHa I
Ha3BOI0 «IcmaHChKa TeMaTHKa B YKpaiHCHKil moesii» B Manpuacekomy yHiBepcuteti 1971
poKy Tmmix kepiBHHIITBOM Mapist menms ITimap ITamomo Backec (Maria del Pilar Palomo
Vazquez) [14]. Martepiai, npoaHai3oBaHuii aBTOPOM JHCEPTAIlii, MOYKHA TIOIITUTH HA TPH
tematnyHi Omoku: 1) obpaz Jon XKyana ([lonm Xyana) B ykpaiHCBKiil niTeparypi, 2)
icmaHchki MOTHBH i TemMu B IBana ®panka, 3) Oiorpadiunuii TBip «IIpemox» Haranenn
KoponeBu, ykpaiHChbKOI MHChMEHHHII 3 ICIAaHCHKUM KOpiHHSAM. ['OBOpSYM IIpo mepuIui
acriexT po3Binky, I1. Kok BuBuae TexctyasbHi 38’53k npamu Jleci Ykpainku «Kaminuui
rocrozap» i3 dinocoderkoro apamoro Tipco ne Momian «CeBUIbChKUHA KapTiBHUK» (a0
«CeBibCHKUIT OOMaHeLb» y AiaciopHOMY mepeknai). Cepes IHIINX KJIACHKIB 1CITAHCHKOT,
CBITOBOI Ta yKpaiHCBKOI JiTepaTypH, siki Oymu Bigomi Jleci Ykpainmi #f y Toit um iHIIwiA
cnoci6 mornmm BImMHYTH Ha 11 3amym, I1. Kimox sramye Cepsanteca, Jlome me Bery,
Copinpto, Mombepa, I'opmana, [Tymkina, I1. Kymima. Ha mymky II. Kiroka, B igeiiHOMY
wrani TBip Jleci YkpalHKM 30cepemXeHHI Ha MpoOiemMax BIagd i cBOOOAM, TOJOBHI
MIEPCOHAXI1 I’ €CH € CIMBOJIAMH YKPaiHCHKOI IIHCHOCTI, a HaHOUIBIIOTO 3HAYCHHS B IpaMi
HaOyBarOTh iean >KiHKHM Ta TONITHYHO-comiaibHi imei. Ciig BiA3HAYUTH, IO IUCEPTALis
I1. Kmroka moci HeBiioMa YKpaiHCBKUM Ta 1HO3eMHHM fAociigHukaM «KaMiHHOTO
rocrojaps», Xo4a B JeIKHX CBOIX CIIOCTEPEKEHHSIX (30KpeMa, Y BiJ3HAYCHHI POJIi JKIHKH)
HaykoBellb Oarato B yomy BumnepenuB 4ac. Kpim on Xyana Jleci Ykpainku, I1. Kok
NpUAUIAE YUMally yBary Iie oJHoMy TBopy — apami «/loH Xyan i Poszita» Cnupumona
Yepkacenka. Jlpyra wactuHa mauceprailii € posputkoMm imed JI. ByduHchKOTO, sSKHi
JOCTIIKYBaB iCIIaHCEKY TEMAaTHUKy B TBOpYOCTi IBaHa @panka. I1. Kirtok posrmsamae «Biiira
3anmametricekoroy (mepepodky «Camamelcpkoro anpkansaa» Kanpnepona), «[Ipuroan Jon
Kixora» # Bipm «Konkictamopu». Ille nBoma BipmoBanumu Tekcramu . @panka, ae
PO3pOOIsIEThCS ICIIAHChKa TeMaTnka, € poMaHcH «Jlobpa mouka» i «BipHa XiHKa», B IKUX
YKpaiHCBKHH MOET OCIIBYE TaKi IIHHOCTI, XyA0KHFO OCMHCJICHI B iCIIAHCBHKIN JiTeparypi,
K KIHOYi YeCTh 1 BIpHICTh. Y dacTHHI po3BiAku, mpucBsdeHiii Hatameni Koponesi,
I1. Kirox moBifomiisie ¢axtu i Giorpadiunoro 3B’s3ky 3 Icmaniero, posrisiiae apxiBHi
Marepiaiy, a TaKoX ICHAHChKI Tpaaulii, sKi J03BOJSIOTH PO3KPHUTH Lieil 3B’SI30K B
aBToOiorpagiuHomMy TBOpi nuckMeHHHII «[Ipenoky». 3aBepiuyroun orisn A0pobky [lerpa
Knroka 3 ykpaiHChKO-iCITAaHCHKOI TEMAaTHKH, HE MOXKHA HE 3rajiaTd HOro mepexiaj Apamu
«Kaminauii rocmomap» («El duefio de piedra») Jleci Ykpainku [15], 3milicHenuit 3a
nmormomororo nmpodecopa Kapnoca Ximeneca.

IcTopia ykpaiHcbKoOl JiTepaTypy Ha CTOPIHKAaX cHeliaJbHOr0 BUIYCKY KYpPHAaJy
«€Epponeicbkuii Cxin»

Kypuan «Esponeticekuii Cxiny («Oriente Europeo») sugasascs 8 Maapuai mix 1950 i
cepeaunor0 1960-x pp. LIeHTpOM CXiTHUX MOCTIIKCHb, SIKUM KepyBaB €3yiT CaHTBATO
Mopinbo. B nibomy Lentpi cniBnpairoas Jmurpo Byunncekuii. Cam Cantbsiro Mopinibo
BukianaB y 1930-ti poku B ceMminapii B M. [lyOHO i micist mogatky pyroi cBiToBoi BiitHH
nmoBepHyBcs a0 Icmanii, ne chokxycyBaBcs Ha JTOCIHITHAIBKO-TIPONIATaHANCTCHKIN po0oTi 3
KpaiHaMH €BpOMEHCHKOTO cXOoay i, 30kpema, Ykpainoro [13]. Bim xe OyB omHuM i3
MaTPOHIB 1 HACTAaBHHUKIB YKPATHCHKHUX CTyAEHTIB-eMirpaTiB [8, c. 32, c. 38]. Takum uyuHOM,
yci 0coOH, IpUYETHI A0 CTBOPEHHS iCTAaHOMOBHOI Bepcii icTopii yKpaiHCBKOI JliTeparypH,
yui mpani po3risaroThCs B Iill cTaTTi, OyJIM NOB’s3aHI MK cO0OI0 W CTAHOBWIM MilHE

! ®ororpagiio Ilerpa Kimoxa MoxHa mobaunty Ha caiiti Dinanenshilichkoro ocepeaxy
HayxkoBoro ToBapuctBa Tapaca LlleBuenka Amepuku [1].
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A1po. 3aBIaHHS KypHAIY IOJSITalo B TOMY, 1100 i3 XPUCTHSHCBKHX 3acaj] «BHCBITIUTH
HaHrOCTpilly MOpalbHy MpobieMy CydacHOCTI — BHHHIICHHs JrofsHocTi (la estructura
humanam) BilicbKOBEUM Ta iI€OJOTIYHO-TIOMITHYHAM TPUTHIYEHHAM, SKE pPaISHITMHA
(sovietismo) BramrtyBana B mosoBusi €spor» [11, ¢. 102-103]. Pemakmist mpakTuKyBaia
MOHOTpadigHi BUITyCKH, IPUCBAICHI KpaiHam, 1o onuHHcs i BiirBoM CPCP: IMombmi
(Ne 25), Yropuusi (Ne 27), Himewunsi it ABctpii (Ne 28) ta in. 1957 poxy mobaumiio cBIiT
gucno 26, Temoro skoro Oyma YkpaiHa. Jlo cmiBmpari Oynm 3airydeHi i€papXu TpeKo-
KaTOJHMIIBbKOI IIEPKBH, a Cepel aBTOPIB (irypyBasid Taki BioMi YKpaiHCBKi iHTEIIEKTyaH,
sk Omnekcannp Ulynerin, JleB Binac, JImutpo AnnpieBcekuii, bornan Kopmiok, Bacunb
Mapkyc T1a iH. XKypHan mictuB my0Ouikauii npo icropito, eTHorpadiro, reorpadito, HepKkBy
VYxpainu. TekcTu crienianbHO MUCATUCS AJIS )KYPHAITY, a HOTIM MepeKIIalaliucs iICIIaHChKOIO
MOBOI0. B pe3ynbrari unTauy MaB crpaBy 3 HaA3BHYalHO ()axOBUM BUJAAHHSM.

ABTOpamMH JBOX JIITEPaTypO3HABUYNX PO3BIIOK CTaIM HAWBIAOMIII YKpaiHCHKI (iogorun
XX cr. Amutpo Umxencokuid 1 HOpiii 1lleBensoB, mo 3aiiBuil pa3 CBIIYUTH NPO BHCOKY
HAyKOBY SIKiCTh XKYpHAIy. [XHilf MaXig 10 OCMUCIEHHS yKpaiHCHKOI JTiTepaTypH K SBHIIA
HalliOHAIFHOTO Ta €BPONEHCHKOTO JEIIO BiJIPI3HAETHCS Bif TOTO, SIKMM ITOCIYTOBYIOTHCS
Jmurtpo Byumucekuit 1 [letpo Kimrok. SIKmo octaHHI pO3TIIANarOTh TBOPH YKPAaiHCBKUX
KJIACHKIB Kpi3p MHpm3My icmaHckkoi oOpasHocti, To Jl. UmkeBcekuit i O. llleBenboB
JVBILITECS HA YKPATHCBHKY JIITEpaTypy K Ha IHTETPAJIbHY YaCTHHY 3arajlbHOEBPOINEHCEKOTO
JTEpaTypHOTO MPOIIECY.

Y upoMmy ceHci BHOIp TeMU YKpaiHChKOTO 0apOKO BHIJISINAE IIIKOM TMPHPOTHHM.
Jdmutpo UmxeBchkuil y po3iaui «bapoko B ykpaiHCBKiil jiTeparypi» BHXOAWUTH i3 TOTO
(dakTy, MmO I1eW mepion € OIHUM i3 HAWBHIUX JOCITHEHb YKPAlHCBHKOI JITEpaTypH.
Po3’sicuuBiIn Horo crnenudiyHi pucH, HayKOBElb CTBEPXKYE, IO TOAI B YKPaiHCBKY
KyJIbTypy AaKTHBHO IIPOHUKAIOTh TEMH ¥ 00pa3d €BpOICHCHKOI aHTUYHOCTI, SKi
BUKOPHCTOBYIOTbCS U UTIOCTpamii XpUCTUSHCHKUX HiHHOCTeH. JImurpo YirkeBchbkmit
migkpecmoe, mo IBaH BUIIEHCHKMH, OOWH 13 MEpHIMX TBOPIIB OapoOKOBOTO CTHIIIO B
Ykpaini, 1o0pe 3HaB MHCTELTBO W JIITEpaTypy MOJIBCHKOTO 0apOKO, IO CTAJI0 OCHOBOIO
HOro BIIACHOTO OPWIIHAJIBHOTO  IHTEJIEKTYaJIbHO-XYJOXXHBOTO  CBITY. AHAJIOTIUHY
TCH/CHIIII0 BIIUCYBaHHS €BpOINEHChKNX (eHOMeHIB [I. UmKeBChbKHH criocTepirae B mpamsix
Mernertiss Cmotpunpkoro, Kupuna Tparkeimiona CraBpoenskoro, Jlazaps bapanosuua,
I'puropiss CxoBopoju Ta Oarathbox iHmHMX. KpiM KyJbTypHOro i XyZOXHBOTO CHAJKY,
yKpalHChke 0apoKO HaJa€e HOBOI'O KHTTS 3axiMHUM (i0cO(CHKO-TEONOTITYHUM ifesM.
J. UrkeBChKUI MEPEKOHIIMBO JI0OBOANTD, IO KHUIBChKI XPUCTHSAHCHKI iHTenektyann XVII-
XVIIl  cromiTh 3aBIsIKM MOUIMPEHHIO €3yiTCHKOI MOJENI OCBITH, SKa AaKTUBHO
BUKOPDHCTOBYBaJla IPaKTHKH T[EpeKiIaly 3 TIpelnbkol Ta JaTHHH, Oyld JOCTaTHbO
O3HAWOMJICHI 3 1MesIMH HAWBIIMBOBIIIMX €BPOMEUCHKUX MHCIMTENIB BiApomKeHHs 1
Oapoko. «byma TakoX BimomMa W pemiriiHa IiTepaTypa, sfKa 3iHCHIOBajla BIUIMB Ha
JTEepaTypy CBITChKY (HANPHKIIAJ, PENiriiiHi MicCHI, TBOPH MICTUKIB Ta iH.)» [19, c. 88-189].
Jo6oro 0apoko MaTYIOTBCS MepIn Cepio3Hi CIpoOW IMepeKIafaTH yKPaiHCHKOK MOBOXO
Tpaktatu [Imyrapxa, IlumepoHa Tomo (Tak 3BaHi MepeKIaJAN-PEKOHCTPYKIi, 3IiiCHEH]
I'puropiem CrkoBopomor). Ha mgymky JI. UmkeBChKOTO, KyJIbTypa YKpaiHCBKOTO 0apoKo
3arovarkyBaja mnpouec eBporneizanii Bciei CxigHoi €Bpory, BKIHOYaroud MOCKOBIIO.
JlokazaMu €BPONEHCHKOTO AYyXy YKPAlHCHKOrO 0apoKo, Ha SIKUil BKa3sye MOCTIIHHUK, €
iCHyBaHHS yKpaiHCBKOi IIKONM B IIOJNBCHKiM OapoKOBifl jiTeparTypi, a TaKoX BIUINB
YKpaiHCBPKMX NHCBMEHHHMKIB TOTO 4Yacy Ha NHChMeHHHUKIB lleHTpampHoi Ta IliBnenHoi
€ppormn. Oxpue cioBo, JI. UiokeBChKMII TpeAcCTaBisie yKpaiHCbKe Oapoko SK (EeHOMEH
rMOOKO HAIIOHATBHHM 1, BOJHOYAC, ITIJIKOM 1HTETPOBaHUH B OOMIH iesiMu Mixk 3aX00M i
CxomoM. bararo 3 Toro, mo crBepiukye [l. UnkeBchkuid, Bxke a00pe BiOME Cy4acHOMY
YyHUTaueBi, aje BapTO LIe pa3 HaramatH, Mo Huerbes npo 1957 pik, Koau caMuii KOHIENT
«ykpaiHnceke 6apoko» 6yB y CPCP min 3abopoHoto, i npo Icnaniro, st sKoi came ciIoBO
«YKpaiHa» 3By4ajo SIK CyliJbHA €K30THKA. BpaxoByroun 1i 00CTaBUHH, CHOTOHI MOXHA
TUIBKN JMBYBaTHCS CMUIMBOCTI M TEPEKOHJIMBOCTI Ti€i PUTOPHKH, SIKY BUKOPHCTOBYBAaB
J. YwkeBchbKu IS TOTO, OO MiTHECTH YKPATHCHKY JIITEpaTypy Ha PiBEHb €BPOIEHCHKOI.
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e ogun aBtop IOpiii llleBenboB y po3Biaui «TenaeHuii ykpaiHCbKOI JliTepaTtypu 3a
4aciB BJaJM COBETIB» IPONOHYE HAPHC ICTOPIi YKpaiHCHKOI JiTepaTypu pPaastHCHKOTO
nepiony. barato 3 TOJOXEHp, HAKPECICHWX KPUTUKOM, HaOynH Hag3BUIalHOL
akTyaipHOCTI Bxke micisa 1991 poky. Icropito ykpaincekoi miteparypu Big 1917 p. mo 1950-
x pp. IOpiit 1lleBenroB moxinsie Ha AEKUIBKA MEPiOMIB, SKI XPOHOJOTIYHO 30iraroThCs 3
etarmamMu 0opoTeOM ykpaiHmiB 3a Hezamexnicts: 1917 p. — mouarok 1920-x pp. — emoxa
BU3BOJBHUX 3MaraHb, KOJH 3’SBIISIFOTHCS IPENCTABHUKH YKPAiHCHKOTO HAIiOHAIHHOTO
MOJIEpHI3MY ¥ aBaHTapay; modatok 1920-x pp. — 1933 p. — emoxa CTpiMKOTO PO3BHTKY
YKpaiHChKOI JiTepaTypH 3a 4aciB «KopeHizamii» (xoua nei xonuent lO. IlleBensoB He
BxkuBac); 1933 p. — mowarok Jlpyroi cBiTOBOi BifHM, KONM BigOyBaeTbCs HUILECHHS
YKpaiHChKOI JIiTepaTypy; MOBOEHHI POKH, IiJl Yac SKHX ITOHOBJECHHS TEPOpY HETaTHBHO
BIUIMBAa€ Ha JIeAb IOMITHI W ciabKi crnpoOW yKpailHCBKMX DPaJsIHCBKUX MHChMEHHUKIB
BiJTHAWTH CBilf OPUTiHAIBHUI TOJIOC.

Heski croctepesxennst 1O. IlleBenboBa BpakaroTh CBO€I0 BIYYHICTIO, HOBH3HOIO W
akTyaipHicTIO. Tak, ToBOpsuM mpo paHHboro Ilasma TuawmHy, KPUTHK 3ayBaXkye, IO MTOET
Ipe/CTaBisie abCOMIOTHO OPHTiHANBPHUK HAIliOHAJIBHUN THII CHMBOJI3MY, HE CXOXHH Ha
3axigHOeBponeHichkMil. Moro 03HaKol € 3aKOpiHEHiCTh y HAIIOHAIBHHH IPYHT,
MaTepialbHICTh, sIKa HApPOIKYE IIOCTHYHI Bi3ii, IO BHPIZHAIOTECT «PIITOCOPCHKOIO
TIMOWHOI0, (PYHIAMEHTAIFHO MY3UYHAM XapaKTepOM i OHOBJICHOKO €IHICTIO 3 MiCEHHOIO
tpaauuieo» [17, c¢. 212]. KomOiHaliis nux TpboX YHMHHHUKIB meperBoproe IlaBna Tuumny
«Ha HaiBHAaTHImIOro ykpaiHcekoro moera 1920-x pp.» [17, c¢.212]. VYkpainceka
HanioHaypHa peBomonis 1917 poky npooynuna B I1. TUUMHI YyTIUBICT «J0 BHYTPIIIHBOT
MY3HKH CBITY, siKa JI0 ICBHOTO Yacy craja B yKpaiHChKii Hamii» [17, ¢. 212].

Bucoky orinky B FOpis IlleBenboBa micTae TBOPYICTh HEOKIACHKIB, 3aBISKH SKHM
«yKpalHCBKMI CBIT BHEpIIe, B YCIX CMHCIaX IIbOrO CJIoBa, HaOyBae CIpaBKHBOI
0araTo3HAYHOCTI, SIK 1€ BiI0YBAEThCS B 1MOE3ii CUMBOJIICTIB 3axigHoro cBity» [17, c. 213].
Heokmacuku, paszoM i3 ¢yrypucramu, CHpUSUIM OCTaTOUHIM e€Bpomei3amii yKpaiHCBHKOT
mirepatypu. O. llleBensoB HasWBa€ HAWACKPABIIOrO MPEACTaBHUKA YKPaiHCHKOTO
¢dyrypusmy Muxaiing CeMeHKa TEpIINM CIPaBXHIM croiBiem ypOanizmy. Kpim Toro,
3HA4YeHHA (YTypuU3My «...€ HAJ3BHYAaifHO BENHKE, OCOOJMBO KONM WAEThCA IIPO
BIOCKOHaJICHHsI (hOpMH HOBOI YKpaiHCchKoi moe3ii» [17, ¢. 213].

Iepion xopewnizamii FOpiit [lleBenr0B Ha3WBAa€ 4acoM 3arpaBaHHs OLIBIIOBHKIB 13
YKpaTHCHKOIO HALI€I0, SIKE BOJHOYAC BiAKPUBAE MOXIIMBICTH Ul HAaHOLIBIIOTO PO3KBITY
ykpaincekoi nitepatypu. FOpiit 1lleBenboB nae TianOOKi XapaKTEpUCTUKHU HaisICKpaBillIuM
YKpalHChKUM IMHCbMEHHHKaM Toro 4acy ['puropito Kocunui, Bonogumupy Cocropi, FOpito
SlHoBchkoMy, Banepiany Ilinmorunsaomy, bopucy Antonenky-JlaBunosuuy, Bonogumupy
xunpkomy, Onekci Cricapenky, Maiiky Horanceny, FOpito Cmomuuy, I'puropito Emiky,
IBany IllleBuenky, Apkanito Jlro6ueHKy Ta iHmmM. 3ramye Kputuk eceictuky (. JoHmoB) i
60poTHOy UMCIIEHHUX yrpynyBaHb. [IpoTe Haiibutbiy yBary lO. llleBenboBa npuBepTaroTh
JIBI TIOCTATi, SKi HAWITOBHIIIE PO3KPHBAIOTH TPArelit0 YKPailHCHKUX HAaIliOHAJI-KOMYHICTIB,
CIOKYIICHUX KBa3iMapKCHCTCHKOIO PUTOPHKOIO, 0 mormupioBanacs B YPCP. Inetscs po
Muxony XBuinboBoro Ta Mukony Kyiirra.

IneiiHO-ecTeTHYHA  €BOJIIOLIS  MEPLIOro € IJIKOM IIOKa30BOK:  PO3MOYABIIN
3axOIUICHHSIM 1/leallaMi KOMYHI3My, BiH 3aBeplllye po3dapyBaHHsIM 1 racioMm «['eTh Bin
MockBu!» Ta mporpamoro «aziarcbkoro perecancy». oms Mukonu Kymimma cknanacst He
MeHII apamatndHo. Moro micie, Ha aymxy [O. IlleBenboBa, B oxHOMY psiay 3 I'eoprom
Kaitzepom, FOmxuraom O'Himowm i1 XKanom Xupoxy. Henepeciunuii Tanant gpamarypra gae
M. Kynimry 3Mory migHecTH yKpaiHCBKY MpoOJeMaTHKy Ha pPiBEHb 3arajJbHOCBITOBOTO
3ByuyaHHs. HeBumnankoBo kputuk mopiBHioe m’ecy M. Kymima «Hapoxnuit Manaxiit» i3
«Jon Kixorom» CepBanTeca. «3rajjaHa jpamMa HalycaHa y TPOTECKHOMY TparivHOMy TOHI,
i BoHa € 1o cyTi HoBOIO Bepciero "Jlon Kixora". Manaxiii Haragye mocraTh Juuaps 3 Horo
6e3HaiitHOI0 6OPOTHOOIO 3 yClIIKUM 3110M; BogHO4ac pucu Cando [lancu npencraBieHi B
ob6pasi Kyma, iforo ToBapwuina, nozbasnenoro iHimiatuu» [17, ¢. 218]. Komeniss Muxonu
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Kynmima «MuHa Ma3zaiino» sBisie caTMpy Ha PpaasHCbKY YKpaiHi3alilo, a Tpareais
YKpaiHCchKoi peBotolii HallnoBHime po3kpura y «[lateTnuniit conari».

IO. lleBenbOB  MiAKPECHTIOE, IO HACHIAKH PaIsSHCBKOTO TEpopy Ui YKpaiHCHKOi
IyxoBHOCTI Oymm darampHuME: Tichst 1933 poky HacTaB «isi YKpaiHCBKOI JiTepaTypH
MIOBHUH KOJIATIC pa3oM i3 HaCHJIBHHUIIBKOIO pycudikariero. Biaroni He mo6aunB cBIT KOeH
BaskyuBHE TBip» [17, ¢. 223]. Curyartist He 3MiHMIACS Ha Kparie i micns Bifian. Heuncnenni
TaJIAHOBUTI MUTII CJI0Ba, 110 3aymmnuincs B CPCP, Tikaau abo 10 HOCTaJIbIIHHUX CITOraziB
npo autuHCTBO (O. JloBXKEeHKO), abo y BuranmaHi citu koxauHs (Onece 'oHuap i Auapii
Mamumko). Y Oynp-sSKOMy — BHIAIKy  yKpaiHCBKI ~ aBTOpM  BHMYIIGHI  Oynn
MPUCTOCOBYBATHUCS JI0 MAHIBHOTO AUCKYPCY COLpeati3my.

Cnuparounice Ha 3ailicHeHuid anami3, IOpiii IlleBeaboB poONUTH BUCHOBOK, MIO
PaIsSHCBKUI CBITOINIAJ € 3ryOHMM JUIi TBOPYOCTI, ane, IOIpPU BCE, 3aBEPUIYE CBOIO
PO3BIJKY KPUTHK Ha ONTUMICTHYHIA HOTI: yKpalHChKa JIiTepaTypa NpOJOBXKY€E iCHYyBaTH, i
1€ € CIIpaBXXHIM AMBOM. bijbiie Toro, «ykpaiHCbKa JliTepaTypa Hac BUNTh, IO yKpaiHChKa
HAIlisl HIKOJIM He CTpHiiMaa i Ha MaiOyTHE He CpHMaTHME POCiChKOTO OKymanTa» [17,
c. 224]. Ulonpasna, Haiikparii il HpeICTaBHUKH 3i0paiucs Ha emirparii, 3a Mexamu
kopaoHiB CPCP. Came BOHH MaioTh CBOOOAY # MOMJIHBOCTI, a0M «BUPA3UTH TyMKH, MPii
Ta crpaxHi baxkanHs Haii» [17, c. 224].

BucHoBku

JlyxoBHI 3100yTKH YKpaiHCHKHX IHTEJIEKTYyaliB eMirpaii, yui npaii OyJiu BUCBITIICHI Y
CTaTTi, CNiZi BU3HATH BUAAaTHUMH. KapTHHa jiTepaTypHOro npolecy, HamanboBaHa HUMH, €
JIOBOJII TTOBHOIO HABITh 3a Cy4acHUMH Mipkamu. KpiM TOro, BOHM 3yMilu 3amnponoHyBaTH
BUKJIQJICHUH 3pO3YMUIOI0 3aXiJHOMY 4YHMTa4yeBi METaMOBOIO HapaTHB, SKHH PO3KpUBAE
HalKpalli JTOCATHEHHsl yKpalHChKOI JiiTepaTypu: ii po3KBIT 3a 4aciB 0apoko, TBOpYICTh il
HaMBIMOMIIINX KIACHKiB, Takux sk IBaH ®panko it Jlecs YkpaiHka, a TakoX Tpariany
icTopiro JiTeparypHoro mporecy Mk 1917 — mouatkom 1950-x pp.

IIpore  3HaueHHs  icmaHoMoBHHX  po3Bimok  /JI. byumncekoro,  II. Kiroka,
. Umxescbkoro i O. IlleBenpoBa mossirae HE TINBKH B camMoMy (akTi O3HAOMIICHHS
ICTAaHOMOBHOI CIIUTFHOTH 3 IMEHAMH Ta SBUIIAMH YKPalHCBKOI JiTeparypd, a H y cmpodi
MPOYUTATH OCTAHHIO Y BiINOBiIHOMY Kitodi. CyKyHHICTb IXHIX F€pMEHEBTUYHUX NPAKTHK
MOYKHA PE3IOMYBATH B TakuX pucax. 1) BoHH IUBISTHCS Ha yKpalHCHKY JiTeparypy sK Ha
BiZIoOpa)KeHHs! YKpaiHCBhKOT iZIEGHTHYHOCTI, 1110 € ()eHOMEHOM HalliOHaJbHUM 1, BOJHOYAC,
€BpOIEHCHKUM. YKpalHa JUls HUX — HE YacTHHA KOMYHICTHUYHOI iMIepii, He COBETH30BaHE
HaceJIeHHs, SKe )KMBE B MEXax MITyYHO CKOHCTpyHoBaHHMX KopaoHiB YPCP, a HeBin’emHa
yactuHa 3axigHoro ceity. JI. bByumucekuit i I1. Kinrok peani3yioTh 10 PUTOPHKY uepes
30JMDKCHHST YKPaiHChKUX aBTOpiB 3 IcmaHi€ro, 110 3pO3yMijo, OCKIJIbKH 00HIBa
iaTenektyamn kwnmd B Magpuni.  Ilimxomm  [I. YmkeBcekoro 1 O. IlleBenpoBa
BIJIPI3HAIOTHCS 3HAYHO HIMPIIAM €BpomneisMoM. 2) Po3Bimku 3 ykpaiHCBKOI JiTepaTypH,
CTBOPEHI HAYKOBIIMH, € €Ii300M TOTAIbHOI BIHHM 3 paJJHCBKUM JIITEpaTypHUM
KaHOHOM, SKUI Bema 1 Beie ykpainchka pmiacmopa. Y . Byumucwekoro # I1. Kirroka me
NPOSIBISIETHCS B 3allepeUeHHI MOTpaKTyBaHHs TBOp4ocTi IBaHa ®panka Ta Jleci Ykpainku
SK PEBOJIOI[IOHEPIB, HATOMICTh OOHIBa JJOCIIJHUKH HAroOJIOMIYIOTh Ha PENriHHUX
CKJIQJIHUKaX CBITOIIISAY LUX YKpPailHCHKUX NMHCbMEHHHMKIB, a TaKOXX Ha MOTpedi BUBYATH
nopobok Hartamenu Koponesu. Lo miHit0 skicHO mo-HOBOMY po3BuBae JI. UnkeBChKUH,
KWW, TpEeACTaBIAI0uN 100y 0apoko B YKpaiHCBKIH JiTeparypi, HiIKpEecIioe 3HauYCHHS
VYkpaiHu gK TmocepeiHHWKa B OOMiHI ifel, y TOMYy YHCII PeNirifHuX, MiX 3axoaoM i
Cxomom. OkpeMa pojb Y «pOo3pajssHEHHI» YKPAaTHCHKOTO JIITEPAaTypPHOTO KAaHOHY MEpIIoi
nonoBuHU XX cT. HanexuTh IOpito llleBenboBy, sikuil oronomye paasHCHKUNA CBITOTIISN
CMEPTENBHOIO 3arpo30l0 JIiTepaTypHid ysBi. BiH TakoX NpONOHYE albTepHATUBHHUN
odiniiiHoMy CIMCOK iMEH KIIIOYOBHX PENpPE3EHTAHTIB KAHOHY Ta I0/Ia€ NPUKIAAN BUIBHOT
BiZi OUIBIIOBUIBKMX MITAMINB I1HTEpHpETalii TBOPYOCTI OKPEMHX HANBaXXIIMBIIINX
MHCHbMEHHHUKIB.
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BuBYeHHSs iCTaHOMOBHHUX JIITEPaTYpO3HABUYMX PO3BIIOK JOCIIIHHUKIB A1acliOpy Mae Ie
OMH BUMip. IXHi HAayKOBi TEKCTH iHTErpoBaHi B KyJbTYpHY 60pOTHOY YKpaiHCHKOT
emirpamii 3 CPCP. IIpoanamnizoBaHi y CTaTTi JOCTIIHUIBKI MMpami — Kparuit B 0e3MeKHOMY
OKeaHi IHTENeKTyaJ bHOI MPOMYKIIii, MO 3’SBIsUIacs B Pi3HUX YaCTHHAX CBITY MPOTATOM
JECSITWNITh, aie BimoOpakama Ty camy Mpito mpo YKpaiHy, BUTBHY BiX paasSHCBKOTO
NOHeBOJICHHA. Kpi3p MI0 Kpamumro IikaBo W KOPHCHO IMBHTHCS Ha NPAKTHKH CYYacHHX
YKpaiHCBKUX JITEpaTypO3HABIIB, fKi, 9aCTO TOTO HE YCBIJOMIIIOIOUH, HAYTHh IIIIXaMH,
TOPOBAHUMH TIOTIEPETHUKAMI. IxHi iMena Ta moci HeBigoMi Tparli CJIiJ BiAKpUBaTH HAHOBO,
abu BIOTBOPUTH YSIBJICHHS IIPO TOBHOTY U HENEPEpBHICTh TIIIOOANBHOI YKpaiHCHKOT
JiTepaTypo3HaBYOl TpaauLii, IKa MPOJOBXKYE MiKUBIIIOBATA CBOIMH 11€5IMA METOJIOJIOTIO
Cy4acHMX BITUYN3HSIHUX 1 3aKOPJOHHHX JOCIIIHUKIB KPACHOT'O IIMCHbMEHCTBA.
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The aspectological context of sequences of successive actions is considered to be very
important for expressing actional meaning of boundedness of an action in German. The
sequences of successive actions are characterized by the meanings of temporal contact and
semelfactivity of the corresponding actions as well as their correlation with a definite
moment of time. The aim of the paper is to investigate the influence of conjuctionless
sequences of successive actions on the expression of semantics of an bounded semelfactive
action with the help of nonbounded or just potentially bounded verbs. There are identified
lexical-semantical groups of verbs that can express the meaning of the bounded
semelfactive action in the respective context as well as the frequency of using of sequences
of successive actions as the main means of expression for expressing the bounded
semantics of semelfactivity of an action in the analyzed works in German.

In the paper the sequences of successive actions are analyzed that are realized in the
multi-component sentences with one subject, in the conjuctionless multi-component
sentences with different subjects and in the syntactical structures where we can distinguish
between adjacent sentences that may be parts of different paragraphs and reactions to
direct speech. Based on the obtained data we consider the sequences of successive actions
to be situated near the near-core zone of the functional-semantic microfield of
semelfactivity of an action in German.

Key words: semelfactivity of an action, boundedness of an action, sequences of
successive actions, actional semantics.
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Acnexmonociunuil KoHmexkcm psdié 36’A3anHux y NocrioogHocmi Oill 8iOHOCAMb Y
HIMEYbKIU MOBI 00 BANCIUBUX 3AC00I8 BUPAIICEHHA AKYIOHATLHO20 3HAUEHHS SPAHUYHOCTI
0ii. Psou 36’a3anux y RNOCAI008HOCMI Oill Xapaxmepusyromvcs 3HAYEHHAMU YACOB8OT
KOHMAKMHOCMI ma 00HOPA3080CMI 8I0N0GIOHUX Olll, A MAKOJIC iXHIM CNIBGIOHECEHHAM i3
KOHKPEeMHUM MOMEeHmoM yacy. Y cmammi 00caiodiceHull 6nau8 6e3CnoiyuHuKosux psaoie
368 ’A3aHUX Y NOCHIO0BHOCMI Oill HA BUPAICEHHS. 2PAHUYHOI CeMAHMUKU 00HOpa3080cmi Ol
3a OONOMO20K0 HEeSPpAHUUHUX abo Juuwe NOMEeHYIUHO 2paHuynux odiecnis. BusHaueno
JIEKCUKO-CEMAHMUYHI  2pynu  OIECi6, SAKI MOJNCYMb GUPAJICAMU 3HAYEHHS ZPAHUYHOT
00HOPA3060i Oii' y 6i0N0GIOHOMY KOHMEKCMI, @ MAKOJIC YACMOMHICIb UKOPUCMAHHS PAO0IE
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36’A3aHUX Yy NOCAIO0BHOCMI Oill AK OCHOBHO20 3ACO0Y ONsl GUPAJICEHHA 2PAHUYHOT
ceManmukyu 00Hopa30680cmi Oii y NPOAHANI308AHUX MBOPAX HIMEYLKOIO MOBOIO.

Y cmammi  npoananizosani paou nocaiooguux Oid, WO  peanizyiOmvca Yy
0a2camoKOMNOHEHMHUX — peYeHHAX 3  OOHUM  niomemom, y  0e3CNONYYHUKOBUX
0a2amoKOMNOHEeHMHUX peyeHHAX, Oe Oii 8I0HOCAMbCA 00 PI3HUX NIOMemis, d MAKoxiC y
CUHMAKCUYHUX CIMPYKMYPAX, ceped AKUX OKPeMO MOAICHA SUOLIUMNU CYMIJNCHI peyenHs, AKi
MOHCYMb 8IOHOCUMUCA 30Kpema 00 pisHux absayis, ma peakyii Ha cnoga npsamoi mosu. Ha
OCHOBI OMPUMAHUX OAHUX BIOHOCUMO PSAOU 36 SI3AHUX Y NOCHIO008HOCMI Oiti ONU3LKO 00
npusaoepHoi  30HU  PYHKYIOHATLHO-CEMAHMUYHO20 MIKPONOIA 00HOpA308ocmi  Oii  y
HIMeybKill MOBI.

Knrouosi cnosa: oonopaszosicmo 0ii, epanuunicms 0ii, paou 36 SI3aHUX Y NOCTIO08HOCMI
Oill, AKYIOHANIbHA CEMAHMUKA

Beryn. MOXIMBICTh BHPaKGHHS y PI3HMX MOBaxX acleKTyaJbHHUX Ta aKIiOHAJIBHHX
3Ha4YeHb, IOB’S3aHUX i3 crmocoboM mepediry mii Ta il okpemmMu (hazaMu, 3aJTHAIIAETHCS
aKTyaJbHOI0 TEMOIO JIHTBICTUYHUX AOCTIKEHb BXe MOHAA CcTOMTTI. OcOoOINBO BaXIIHBI
Taki JOCHIIDKEHHS B HEACHCKTyaJbHHX MOBaX, 30KpeMa HIMEUbKii, e BiICyTHI
rpaMaTivHa KaTeropis miecmiBHOTO acrekTy. OcoOmmBa yBara TyT MNPHUIUIIETHCS
pi3HOpiBHEBUM 3aco0aM BHPa)KCHHS BIATIOBINHOI CEMAaHTWKH, a KIFOYOBY pPOIb 3aBXKIH
BiJirpae  IIMPIINA  KOHTEKCT. 3arajioM  (DyHKIIOHAJILHO-CEMAHTHYHE  MAaKpOIIOJie
ACMEeKTYaJIbHOCTI CKJIJAa€ThCsl 3 MOJIB 'PAaHUYHOCTI Ta HErpaHUYHOCTI [ii, SKi, B CBOIO
4epry, MiCTATh B CO01 HM3KY MIKpomnousiB. SIK oJHe 3 TakuX (PyHKIIOHAIbHO-CEMaHTUYHUX
MIKpOIIOJIIB OTHOPA30BICTh [i1 BXOMUTh Y (DYHKIIOHAJIbHO-CEMaHTUYHE I10JI€ IPAaHUYHOCTI
aii. Ilpy npoMy mix rpaHUYHUMH MM PO3YMIEMO Taki cUTYyalii, SIKi ONUCYIOTh NPOLECH Y1
nii, mo mepenb®adaroTh NMEBHUH KyIbMIiHAIWHUN TYyHKT (Hamp., [Osen, sterben) abo
BITHOCATHCS J0 IX ITOYATKOBOI Y KiHIEBOi (a3u (Hamp., ansprechen, aufessen) [1, c. 408-
409]. [diecmoBa, II0 BHpaKalOTh 3HAUYCHHS IParHEHHs 0 MEBHOI MeXi, a He 11 MoJoNIaHHs,
HAa3UBAE€MO MTOTEHINIITHO TpaHUYHUMH (Hatip., einen Apfel essen, ein Haus bauen) [mop. 2].

[Ipo psian 3B’S3aHMX Yy MOCHIJOBHOCTI Jilf MOXKHA TOBOPHUTH Y THX BHINAJAKaX, KOJH B
pEUYCHHI MPUCYTHI 3HAYCHHS YacOBOi KOHTAKTHOCTI Ta OZHOPA30BOCTI IMX Jii, a TaKOX
iXHe CIIBBITHECCHHS 13 KOHKPETHHM MOMEHTOM 4Yacy [3, c. 7]. Ilepmum mpo 3B’si3aHICTH
Il y 1X TOCIIOBHOCTI SK IPO OJHH 13 3aCO0IB BHUPaKCHHS aKIIOHAIHHOIO 3HAYCHHS
rpaHuyYHOCTI Jii B HiMenpkid MoBiI mouaB roBoputu b. M. bamin. Bin 3a3nauus, mio
“HaMOLTBII  MONIMPCHOI) CHUTYAIli€l0, [0 3YMOBJIIOE 3HAYEHHS JOKOHAHOCTI Yy
HETPaHUYHOMY JII€CJIOBI, CIIiJ BBaXkaTW 3’ €IHAHICTh il y mocmimoBHocti” [4, c. 90].
T. H. AnekcanipoBa TakoX 3a3Hayae, IO Yy HIMEIbKIH MOBI 3B’s3aHiCTh i Y
MOCTITIOBHOCTI Mae “HaifOiNbITy CHITy acleKTyaJdbHOTO BILUBY™ [5, c. 13]. BrumB psaiB
3B’SI3aHMX Yy TMOCJIJIOBHOCTI Jilf HA aKIiOHAJIbHY CEMAaHTHUKY HIMEI[bKOTO PEYeHHs, a caMme
BUPaXXCHHS TIIOYaTKOBOCTI Ta 3aBEpIICHOCTI [ii, TI3HIIIE JOCHiIKyBalia TaKOXK
€. C. bamkupuesa [3]. V poborax [6; 7] po3DIAHYTI YaCTOTHICTH BHKOPHCTAHHS DSIIB
3B’S3aHUX Yy TOCHIJOBHOCTI Jil AN BHpaKeHHS (a30BUX TPAHWYHUX 3HAYCHb
MOYaTKOBOCTI Ta OOMEXEHOi TpUBAJIOCTI Jii 3a JIONOMOTOI HErpaHWYHUX JIECTIB Y
Xy[IOXKHIX TBOpax y HIMEIbKiii MOBI Ta MicClle Takoro acreKTOJIOTIYHOTO KOHTEKCTY Y
BINOBITHUX (PYHKIIIOHAIFHO-CEMAHTHYHUX MIKPONOIIX. TakuM YHHOM, XO4a BIUIMB
ACTIEKTOJIOT1YHOTO KOHTEKCTY PSAMIB 3B’S3aHMX Y TOCHIJOBHOCTI Jif Ha BHUPaKCHHS
aCTIeKTyaJbHOI Ta aKIIOHAJIFHOI CEMaHTHKU B HIMEIIbKiil MOBI B)Ke JOCII)KYBaBCsI paHilie,
IpoTe Hapas3i KOHKPETHO HE BH3HAUEHI JIEKCHKO-CEMAaHTHYHI TPYIH HETpaHWYHHX abo
MOTEHIIHO IPaHUYHMX JIECTIB, SIKI Y Psi/li MOCTIIOBHUX I MOXYTh BHpaXKaTH TPaHUIHY
CEeMaHTHKy oJfHOpa3oBocTi Aii. KpiM 1poro, Iie He BCTAaHOBIJICHE 3HAUCHHS PAIIB 3B’ SI3aHUX
y TOCHIZOBHOCTI il Ayl BUPaKEHHS CEMaHTHKH OJHOPA30BOCTI [ii y IMOpPIBHAHHI 3
IHITAMU 3ac00aMU BUPAKEHHSI IOTO aKI[IOHAIEHOTO 3HAYCHHS B HIMEIIbKii MOBI.

Mera wiei crarri momArae |y BH3HAUEHHI pOJI  ACIEKTOJIOTIYHOTO KOHTEKCTY
0e3CIOoyYHUKOBHUX DSIiB 3B’S3aHUX Yy IOCIIJIOBHOCTI Jill NpH BUPaXEHHI CEMaHTHKU
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OJJTHOPA30BOCTi, OJHOAKTHOCTI Aii, Ta Yy BCTAHOBJICHHI pPO3TAlllyBaHHS TaKoro 3acoly
BUPKCHHS Y (YHKIIOHAJIbHO-CEMaHTHYHOMY MIKpPOIIOJi OJJHOPA30BOCTI Jii B HiMEIbKil
MOBi. JIyii HOCATHEHHS TIOCTAaBICHOI METH TIOTPIOHO BHWKOHATH TakKi 3aBIAHHSA: a)
BU3HAYUTH JIEKCHKO-CEMAaHTHYHI TPYITH HETPAHUYHUX a00 MOTCHIIHHO TPAHWIHUX JI€CIIB,
AKi B psAOax MOCIITOBHUX Mi MOXKYTb BHPAKaTH 3HAUYCHHS TPAaHUIHOI OIHOPa30BOi Ail; 0)
BU3HAYNTH YaCTOTHICTh BUKOPUCTAHHS TAKOTO ACHEKTOIOTIYHOTO KOHTEKCTY SIK OCHOBHOTO
3aco0y Uil BHUPaXCHHS TPAHWUYHOI CEMAHTHKHA OTHOPA30BOCTi, OJHOAKTHOCTI Hii y
MIPOaHAaJI30BaHUX XyAOKHIX TBOpaX HIMEIBKOI0 MOBOKO. 0’ €KTOM IIi€i CTATTI BUCTYIIAIOTh
0e3CnoyYHUKOBI PSAIM 3B’S3aHUX Y MOCIIIOBHOCTI il Y HIMEUBKIH MOBI, Y MeXax SKHX
HerpaHu4Hi a00 MOTEHLIHHO rPaHUYHI JI€CIIOBa MOXXYTh BHpaKaTH IPaHUYHY CEMaHTHKY
OJTHOPA30BOCTi, 0JHOAKTHOCTI [ii. IlpemMer cTarTi — CEeMaHTHKAa TPaHUYHOCTI Jil, a came
IrpaHWYHA CEMaHTHKa OJHOPa30BOCTI [ii.

JlocnimKeHHs] TPOBOJUTRCSI HA OCHOBI aHaji3y TBOPIB XyAokHboOI miteparypu: F. Kafka
“Amerika”, B. Schlink “Der Vorleser”, JI. lepem “TloxmoHiHHS sipii” Ta X mepekyiaiB
YKpaiHCBKOIO Ta HIMEUBKOI0 MOBaMH BIiANOBITHO. Y pPOOOTI 3aCTOCOBYIOTHCS TNPHIAOM
CyHTbHOI ~ BHOIpKM 11 BHOKPEMJICHHS  NPUKJIANiB,  OMHCOBO-aHANITHYHUH,
KOHTEKCTyaJIbHO-IHTEpIIpEeTaIliHII METOI! Ta KIMBKICHHUN aHaJIi3.

PesyabraTu fmociuimskeHHsl. Psom 3B’SA3aHMX Y TOCHIJOBHOCTI Oi  TEpPEeBa)KHO
AKTHBI3YIOTh KOHKPETHO-(PAKTUYHE PO3YMIHHS CHUTYAIlill i Iiif, IO ONMUCYIOTHCS. 3aBIAKH
IBOMY TIPH BiJCYTHOCTI CHeEIiaJlbHUX KOHTEKCTYyallbHHX 3aco0iB, siki 0 BKasyBall Ha
iTepaTHBHICTh [il, Taki Oil po3yMmiloThcs AK omHOpasoBi. [Ipu mpomy y Takux psgax
3’€IHAHUX Y TOCHIMOBHOCTI Jiif iICHYIOTh NMEPEBAYKHO WICHH PsIY, A€ TPAHUI il BiKE
peaii3oBaHa, i 3aJEeXHUN 4YJICH psly, aKl[iOHalbHa CEMaHTHKa SIKOTO BHU3HAYAETHCS Yy
MOPIBHSHHI 3 HIIOKO Ji€l0 BinnoBiaHOTO psaay [3, c. 8]. Ha Bigminy Bin oOcTaBuH Yacy 4u
CIOJIYYHHUKIB MiAPSAHUX PEUCHBb Yacy, PsLId 3B SI3aHUX Y MOCHTITOBHOCTI il BiTHOCATH 11O
IMILUTIIUTHAX 3ac00iB BUPaXCHHS TAKCUCHOI JIOKaTi3amii Jiid y Tekcri [8, c. 22-23].

VY mif cTarTi po3mITHEMO INPUKIAH, A€ TaKWH acleKTOJOTIYHHH KOHTEKCT (OKycye
yBary Ha ()akTi OZHOPA30BOCTi, OJHOAKTHOCTI BUKOHAHWX TPAaHWYHHUX NIl 9 TPOIIECIB.
Skmo B yKkpalHCBKil MOBI psiaul Aii, 3B°s3aHi y CBOIH MOCIHITOBHOCTI, TUTHKH MiACHIIOIOTH
3HAUCHHS OJHOPA30BOCTI Iii, IO BHPAXKAETHCS BXKE 3a JOTIOMOTOI0 CaMOIO JIECIOBa Y
¢opmi nmoxonanoro Buay ([B), To B HiIMEIbKii MOBI acCHEKTOJOTIYHUI KOHTEKCT
0e3rnocepesIHb0 IOCIIIOBHUX JIi BIJirpac BENMKY pOJIb IPU BUPAKEHHI TPaHUYHOT
CEMaHTHUKH OJHOPA30BOCTI, OMHOAKTHOCTI [ii. Taka CeMaHTHKa MOXE pealli3yBaTHCS B
HIMCIbKI# MOBI B  0araTOKOMIIOHCHTHHX PCEYCHHSAX 3 OJHUM  MIiJAMETOM, Yy
0e3CnoNyYHUKOBUX 0araTOKOMIIOHEHTHUX pEUEHHsX, A€ [il BIIHOCATBCSA OO PI3HUX
MiIMETIB, a TaKOX y CHHTAKCHYHHMX CTPYKTYpax, cepesl SKUX OKPEMO MOXXHAa BHIUIUTH
CYMDKHI pEYeHHs, SIKi MOXKYTh BIJJHOCHTHCS 30KpeMma J0 pi3HHX a03auliB, Ta peakiii Ha
cioBa mpsmoi MoBH [3, ¢. 8-13]. 3aramomM acmeKTONOTIYHUN KOHTEKCT PANiB 3B’SA3aHUX Y
MOCTITIOBHOCTI NIl MiJCUITIOE 3HAYCHHS OIHOPA30BOCTI [il, B3a€EMOIIIOYH 13 II€CIOBaMH,
CTAIMMHU  Ji€CTiBHO-IMCHHUKOBUMH  cioBocronydeHHsaMu  (Funktionsverbgefiige) um
MPOCTUMH CTAJIMMH CJIIOBOCIIONYYEHHSIMH, IO BXE MICTATh TaKy CEMaHTHKY (Hamp., einen
Schritt machen, einen Blick werfen, einen Fluch ausstoffen), Ta akTHBi3ye BUpaXKCHHS
IPAaHUYHOI CEMAHTHUKH OJHOAKTHOCTI ab0 OJHOPAa30BOCTI [il y HErpaHuvYHUX abo
MOTEHINHHO MPaHUYHHUX JI€CIIOBAX, IO BiTHOCATHCS 10 KIaciB [iif abo misutbHOCTEH (HAamp.,
nicken, fiihlen, stiitzen). Hmx4e peraipHIIIE PO3MISHEMO BIUIUB pSIiB 3B S3aHUX Y
MOCJIITOBHOCTI i HAa BUPA)KSHHS 3HAYEHHS OJTHOPA30BOCTI il 32 JOMOMOTOIO JII€CIIB, IO
HaJIeKaTh [0 KjaciB Jid a0o [JisuibHOCTEH. BakimBo 3a3HayuTH, M0 3TIAHO 3
knacudikamniero 3. Benanepa, aiecnosa kiacy niit (Activities) XxapakTepH3yIOTECSI O3HAKaMHU
[+ mumamidHicTB]|, [+ TpUBANiCTH| Ta [— IPaHUYHICTH|, a Mi€CIOBa KJiacy IisUIbHOCTEH
(Accomplishments) — [+ quHaMi4HiCTB], [+ TpuBaIicTh], [+ rpannuHicTs] [9; 10].

[IpoBenenuii anHani3 moOKa3zye, IO 3HAYEHHS OJHOAKTHOCTI, OJHOpa3oBOCTI 1ii B
NPOaHaNi30BaHUX  TBOpPAaX  HIMEUBKOIO  MOBOIO  HaiyacTilie  BHPaXaeTbcs Y
6araToKOMIIOHEHTHHUX PEYEHHSIX 13 OJJHUM MiAMeToM. [IpH 1IboMy KOHTEKCT PS/IiB 3B SI3aHUX
y TIOCIIiIOBHOCTI i} aKTHBI3y€ TaKy CEMaHTHKY y JI€CIOBAX, [0 MO3HA4YaIOTh: a) yaap abo
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KOHTaKT (Hamp., driicken, schlagen, faffen); 0) pizHOcnpsiMOBaHMH pyXx (Hamp., nicken,
springen, sich beugen), B) 4yTT€Be CHOpUUHATTA (Hamp., sehen, ansehen, héren); T)
nepemimieHHs 00’eKTiB (Hanp., nehmen, werfen, schleudern); 1) ¢pismuny abo ¢iziomoriuny
IiSUTBHICTE (Hamip., zeigen, beiflen, gdhnen); m) MoBIeHHs (Hamp., griifien, salutieren,
danken); e) emomii (Hamp., seufzen, reagieren, zuldcheln). 3a cBOiM iHBapiaHTHUM
3HA4YEHHAM OUTBIIICTD i3 BUSABJICHUX II€CIIB MO3HAYAIOTh HETPaHWYHI iTepaTHBHI Aii (Hamp.,
nicken, schlagen, beifsen, seufzen) abo TpHBaly TOMOTEHHY Hifo (Hamp., sehen, horen,
fiihlen). Y (1) mpukinani iTepaTHBHI Ji€cioBa packen Ta stoflen, O OMUCYIOTh KOHTAakT Ta
yAap BiINOBIIHO, MMO3HAYAIOTh OJHOPA30BI IPaHWYHI Jii 3aBASKH TOMY, IO BUCTYIAIOTh
YJeHaMH psAy 3B’sA3aHMX Y TMOCHIJOBHOCTI [ii. Hamre 3arambHe 3HaHHS —CBITY
YHEMOXKJIMBIIIOE PO3YMiHHS OMUCAHUX NIl K OJJHOYACHUX 1 JOIyCKAae BUKOHAHHS JIpyrol Jii
JMIIE TICJs NMOBHOTO BUKOHaHHA mepiioi. [Ipy oMy mMpHIMHA KOHTEKCT BKasye Ha
OJTHOPA30BICTh OMKCcaHOl curyauii. Herpanuune niecnoBo ansehen, 1m0 NO3HA4Yae 30pOBE
CIPUUHATTS, BUCTYNAE y (2) NPUKIAAi OCTaHHIM WICHOM 3-WJIEHHOTO PSTy MOCIiIOBHUX
Iiff 1 3aBOSKA TAKOMY AacIeKTOJOTiYHOMY KOHTEKCTy IIepelae€ 3HaueHHS OIHOPa30BOI
rpaHUYHOL Mii, O BimOymacs BiApa3y Miciisl BUKOHAHHS IBOX IormepenHix mid. CeMaHTHKA
OTHOAKTHOCTI Aii 30epekeHa TakoXK B YKPaiHCHKUX MEpeKIafax BiIIOBIIHUX pedeHb: y (1)
npuKiani i mepenarote niecnosa y ¢popmi AB cxonumu i muybnymu, a'y (2) — Hi€cIoBO y
tdopmi IB enanymu. Ilpu ipOMy OCTaHHI Ba II€CIOBA BiTHOCATHCS A0 CEMETb(HaKTHBHOTO
pony miecmiBuoi mii (PAJ). ¥ (3) pedenHi ykpaiHcbke cemenbhakTHBHE HiecioBo B
30pucHymucs nepeKiIajeHe Ha HiMEIbKY MOBY 32 JIOIIOMOTOI0 HETPaHUYHOTO iTEPaTUBHOTO
3a IHBapiaHTHUM 3HAuUeHHSAM JiecnoBa zusammenzucken. CeMaHTHKy OJHOpPa30BOi
BUKOHAHOI [l IIe JI€CIOBO TEpenae 3aBAsSKH PsAAY 3B’S3aHUX Yy IMOCHTITOBHOCTI i, 1e
zusammenzucken BUCTyIIa€ MEPIIOIO 3 JBOX IMOCITIIOBHUX Jiif:

(1) “(..) aber anderseits hatte sie die Zudringlichkeit der beiden Diener schon satt,
packte deshalb eine Tasse und stiefy sie Robinson gegen den Leib (...)” (Kafka, 325) — “(...)
i Habpuona HacmMupiugicmv Yux 060X CIYIHCOK, MOMY 60HA CXORUAA AKYCb MUCHUHY i
muysHyna 6 2pyou Pobinconosi (...)” (Kadxa, 246)

(2) “Ein Pferd?” Sie Ioste sich von mir, richtete sich auf und sah mich an.” (Schlink,
69) — “Kinw? - I'anna giocynynacs, niosenacs i enauyna na mene.” (ILLnink, 68)

(3) “Deoa 30pucnysca i 3amosx.” (Hepem, 160) — “Fedja zuckte zusammen und
verstummte.” (Deresch, 164)

CeMaHTHKa OJHOPA30BOCTI  Jii  peayli3yeTbcsi TakoK Yy  OE3CIOIyYHUKOBHX
0araTOKOMIIOHEHTHHX PEYCHHAX, M il BIOHOCATHCS [0 PI3HHUX BHKOHABINB. Psau
3B’S13aHMX y TOCIIZOBHOCTI JIil aKTHBYIOTh y TaKMX PEUEHHSX y MPOaHaTi30BaHUX TBOpax
3HAYEHHS OJHOPA30BOCTI Jii y Mi€CIOBaX, IO MO3HAYAIOTh: a) yaap abo KOHTAKT (HArp.,
anstofen, kiissen, pfeffern), 6) pisHOCUpsiMoBaHuil pyx (Hamp., sich driicken, nicken), B)
nepeMimieHHs 00’ exTiB (Hanp., schwingen, nehmen), T) Gi3W4HY IiSUTBHICTE (HATIP., zeigen),
T) 4yTT€BE CIPHUHHATTS (HAIp., spiiren), 1) 3ByKU (Hamp., platschen). Y (4) pedeHHi psix
3B’s13aHUX Y TOCIITOBHOCTI il CKIaJa€ThCS 3 3 WICHIB, A€ MepIia i TPEeTs i BiTHOCATHCS
IO OIHOrO IigMeTa, a Jpyra — J0 iHIIOro. 3aBIsSKH KOHTEKCTY Oe3HnocepeaHbo
HOCIIIOBHUX [Iiif HErpaHUYHE HIi€CTIOBO PYXY nicken MO3HAYa€ HE iTEPaTHBHY, a OMHOAKTHY
niro. CeMaHTHKa OJHOAKTHOT JTOKOHAHOT 11ii 30epekeHa TaKOXK 1 B yKPaiHChKOMY MepeKIa/i,
ne 1i nmepenae cemenbdakTuBHe miecaoBo y opmi B xusHymu:

(4) “Aber dann fliisterte die Frau etwas ihrem Manne zu, er nickte und sie rief gleich
Karl an (...)” (Kafka, 985) — “Arne mooi scinka wennyra wocb Ha 8yX0 YON0BIKOSI, Gil
Kuenye i oopasy 3azykae 0o Kapna (...)”° (Kadxka, 258)

VY (5) npuknangi omwucaHi JBI TOCHIMOBHI [Mii, IO TaKOX BITHOCATBCS 1O PI3HHUX
BUKOHABIIB. OCKIJIBKH Jpyra i psoy HOCTIIOBHHX [iif, MO3HAa4Ye€HA HETPaHHYHUM
iTepaTUBHUM JII€CIIOBOM MOBIEHHS dchzen, poO3yMieTbcs K peaklis Ha OIHOPa30BY
rpaHnuHy nito anblicken, MO BHCTyNae NEPIIMM WICHOM LBOTO DSNY, dchzen Takox
BUPA)Xa€ TPaHNYHE 3HAYCHHS OTHOAKTHOCTI Jii:

(5) “Uszsinka 3no8y ensnyna na meue, i s MuxeHbKo axuys 6io epaoicinma.” (Jepem, 59) -
“Dswinka blickte mich wieder an, ich dchzte vor Begeisterung.” (Deresch, 63)
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Cepen CHHTaKCHYHHMX CTPYKTYp, IO CKJIQJAIOTHCS i3 JIBOX CYMIXKHUX PEYEHb OKPEMO
PO3IIIIHEMO BIUIMB acCHEKTOJIOTIYHOTO KOHTEKCTY TOCIIAOBHOCTI Jii, 0 pealizyeThes: a) y
BJIaCHE IIBOX CYMDKHHX PEUCHHAX, I€ Iisl IPYroro peueHHs BigOyBaeThCS Bigpasy MiCIs
BUKOHAHHA il UM Ail IepIIOro pedeHHs, Ta 0) y peueHHsX, ¢ MOBa iJie Mpo peaxilio Ha
clioBa MpsAMOi MOBH. Y TIIepIIOMY BHIAIKy TIpaHHYHA CEMaHTHKA OJHOAKTHOCTI,
OTHOPA30BOCTI Jii HaWYacTille TEepeNacTbcs 3a JOMOMOTOI0 TEPEBAKHO HETPaHUIHUX
ITepaTHBHUX IIECTIB, IO TO3HAYAIOTH: a) PI3HOCHPIMOBAHUN pyX (Hamp., zucken, nicken,
tauchen), 0) ynap abo KOHTakT (Hamp., kiifen, fassen, rammen), B) 30pOBE CIPHHHATTS
(uanp., sehen, blicken), T) Gi3uuny un (izioNnoriyHy AISAIABHICTH (Hamp., zeigen, schlucken),
I) IepeMineHHs 00’ €KTiB (Hatp., nehmen, abwerfen), n) emoltii (Hanp., dchzen, ldcheln), €)
MOBJIEHHS (zusagen), €) 3ByK (krachen). 3okpema y (6) npukiaai HerpaHU4YHE iTepaTHBHE
JI€CIOBO zusammenzucken Tepeaae 3HaUYCHHS OJHOAKTHOI I'PaHUYHOI Jii 3aBISKH 4acoBil
KOHTAKTHOCTI 3 JIi€I0 3 TONEPeaHboro peucHHs fallen. Y (7) pedeHHI Ti€CTIOBO zusagen
MO3HAa4Ya€e OJJHOPA30BY BUKOHAHY 0, IO BiaOy:iacs Biapasy Micis il 3 MEpIIOro pedeHHs,
OTIMCAHOI Ji€CIIOBOM MOBIICHHS fragen:

(6) “Jlycouxu xopu nocunanuca Ha O6nuckyyy 6i0 nomy wwuro leopuua. Mene
nepewapnuyno (...).” (Jepem, 40) — “Rindenstiickchen fielen IThorytsch in den von Schweifs
glinzenden Riicken. Ich zuckte zusammen (...)” (Deresch, 46)

(7) “Trotzdem wurde ich gefragt, ob ich mit einer Gruppe von Studenten iiber
Weihnachten auf eine Skihiitte mitkommen wolle. Verwundert sagte ich zu.” (Schlink, 159)
— “Ane 6ce-maxu mene 3anumanu, yu Ha Piz060 s noidy 3i c60€10 cmMyOeHMCbKOI0 2PYnoI0
Ha 2ipcokonudxchy 6azy. 30usysasuucs, s 0ae 3200y.” (1lLnink, 153)

OnHOpPa3oBy, OAHOAKTHY IPaHHYHY IO SIK PEakKililo Ha MPsIMy MOBY B MPOaHaIi30BaHUX
TBOpaX BUPAKAIOTh MEPEBAKHO HETPAHHYHI JIECIOBA, IO BIAHOCATHCSA JO CEMAHTUYHHUX
TPy, sKi MO3HAYAIOTh: &) PI3HOCHPSMOBAHUI pyx (Hamp., winken, sich setzen); 0) ynap abo
KOHTAKT (Hamp., driicken, dreschen); B) 30poBe CpUHHSTTS (HANp., hintibersehen, schauen);
r) Qi3UYHY FisITBHICTE (zeigen); T) emouii (anldcheln). Herpannune niecinoBo anldcheln y
(8) pedenHi ommcye OMHOAKTHY TPAHWYHY IO, OCKUJIBKH CJIOBA MPSMOi MOBH BH3HAYAIOTH
KOHKPETHUH 4Yac, JiBY 1 MpaBy TPaHUINO M€l Aii Ha 9aCOBil OCi, BUKIIOYAI0YH MOXKIIHBICTh
iHTepnpeTamii BiamoBimHOI mii sk iTeparuBHOI. lle 3HaUeHHS ONHOAKTHOI BHKOHAHOI il
NPHUCYTHE TAKOXX B YKPAiHCBKOMY IIEpeKJIalli i BUPAXKAEThCS CeMENb(aKTHBHUM JiECIIOBOM
y dopmi IB yemixuymucs. Y (9) npukiaai mpsmMa MOBa TaKOXK BKa3ye Ha KOHKPETHHI dac,
KOJIM BigOymacs Jis, MO3HA4YeHA HErPAaHHYHUM JIECIOBOM sSfoffen. 3aBAsKu 4YacoBiil
KOHTaKTHOCTI mpsMOi MOBH Ta [ii, 10 BigOysacs miciis Hel, JI€CIOBO Sfoffen BHpaKae
CEMaHTHKY JOKOHAHOI OHOAKTHOT il

(8) “Die Philosophie hat die Kinder vergessen”, er lichelte mich an, ‘“fiir immer
vergessen, nicht nur fiir manchmal, wie ich euch.” (Schlink, 136) — “@irocogis 3a6yra npo
Oimeitl, — ycmixXHy8csa 6iH MeHi, — 3a0y1a HA3A8COU, A He MAkK, K 5 Npo 8ac, MilbKu
inkonu.” (ILmink, 131)

(9) “4 menep y nemnio. Pesko! — sin Oonaue nxmye nicmonemom y me micye, Kyou
yinueea.” (Hepemt, 170) — “Und jetzt in die Schlinge. Hopp! — er stiefs mit der Pistole
schmerzhaft dorthin, wohin er zielte.” (Deresch, 174)

OTpuMaHi pe3yNnbTaTH MOCIIKEHHS BIJIHOCHO BIUIMBY aCHEKTOJOTIYHOTO KOHTEKCTY
psany 3B’S3aHMX Y TOCHIJOBHOCTI Jid Ha BHUpPaXEHHS CEMaHTHKH OJHOAKTHOCTI/
OJTHOPA30BOCTI il 32 JOMOMOTOI0 HETPAHWYHHMX a00 MOTEHI[IHO TPaHWYHUX JIECTIB, IO
BiJTHOCSITHCS JIO KJIAciB JIiK 00 ASUTLHOCTEH, BioOpaXkeHi y TaOIuIll HIKIE:

Tabmms 1
Bnnue acnexmonociunozo konmexcmy psoie 36 ’s13anux y nocaiooeHocmi Ol Ha
BUPAICEHHS SDAHUYHOT CEMAHMUKU 00HOPA3080CMi OIi 8 HIMEYbKIll MOBI

baraTrokoMmnoHeHT- CuHTaKkcHuHi 3arajbHa
HiecioBa knaciB | Hi 0e3cnOTyYHUKOBI CTPYKTYPH, 110 KUIbKiCTH

106 «Dinonoeciuni mpaxmamuy, Tom 12, Ne 1" 2020



aii ado pevyeHHs CKJIAIaI0TheA i3 2-X NPUKJIATiB
HisiIbHOCTEi, 10 CYMiKHUX peyeHb

Oaun Pizui
MO3HAYAIOTh:

migMer miaMeTn

1) pyx (narmp., 47 3 27 77
springen, nicken)

2) ynap/KOHTaKT
(marp., schlagen, 68 5 19 92
fassen)

3) ayTTEBE
CIPUAHATTA (HATIp., 48 1 19 68
sehen, fiihlen)

4) nepeMilieHHs
(umamp., werfen, 29 4 2 35
nehmen)

5) ¢izuuna yn
¢izionoriuaa
IiSUTBHICTB (Harp., 17 2 7 26
klingeln, spucken)

6) MOBJICHHS 16 - 1 17

(narmp., griifien,
rufen)

7) emorii (Hamp., 9 - 3 12
seufzen, ldcheln)

8) 3ByK (Hamp., - 1 1 2
platschen, krachen)

Bcenoro: 234 16 79 329

BucHoBku. Y crarti OyB pO3IVISHYTHI BIUIMB aCIEKTOJIOTIYHOTO KOHTEKCTY PSIiB
3B’3aHUX Y TIOCNIJOBHOCTI Iiif Ha BHPaKCHHS TPaHUYHOI CEMAHTHKHA OJHOPA30BOCTI/
OTHOAKTHOCTI il y HiMenpkii MoBi. [laHi, OTpMMaHi TpW aHaTi3i TBOPIB XyZOXKHBOI
miteparypu F. Kafka “Amerika”, B. Schlink “Der Vorleser”, JI. Jlepem “IloxmoniHHS
AMIpIi” Ta IXHIX TepeKyaaiB Ha YKpaiHChKY 1 HIMEIIEKY MOBH BiJITOBITHO, MTOKA3yIOTh, IO
psAAM 3B’S3aHUX Y TOCTIOBHOCTI [if BIIrparoTh BAXIIMBY pOJb MPH BHPaKCHHI
OJTHOPA30BOCTI/ OHOAKTHOCTI il y JAOCHTIKyBaHii MoBi. [Ipu mboMy B mporieci aHamizy
BPAxXOBYBAJINCS JIMLIE Ti BUMAJKH, JIe TPAHUYHY CEMaHTHKY OJHOPA30BOCTI/ OJHOAKTHOCTI
Ji1 BUpaKkalld HerpaHW4Hi a0o MOTEHIHHO I'paHWYHI J€CIOBa, a B PEYCHHAX He OyJio
HISIKMX 1HIIMX KOHTEKCTYaJIbHUX 3ac00iB (Hanpukiiaa, 00CTaBHH 4acy abo 00CTaBUH MipH i
CTYIICHS), 1[0 MOTVIM O BKa3yBaTH Ha IPAHUYHICTH Ta OJHOPA30BICTh BiAMOBIIHOT Aii.

IIpoBeneHuii aHAITI3 BUOKPEMIICHUX MTPUKIIA/IIB [TOKA3YE, 110 ACTIEKTONOTIYHUNA KOHTEKCT
psNiB 3B’SM3aHMX Y TMOCHIJOBHOCTI i Hal4acTille aKTHUBI3ye BIANOBIJHY TPaHUYHY
CEeMaHTHKY B iTepaTUBHHX a00 FOMOTEHHMX Ji€C]IOBaX, L0 MMO3HAYAIOTh yAap a00 KOHTAKT
(nanp., stofen, driicken, fassen), pisHOCIpIMOBaHMU pyx (Hamp., zucken, springen, sich
setzen) abo uyTTe€Be CHPUHHATTS (Hamp., fiihlen, schauen, hiniibersehen). Pimme Ha
OJTHOPa30BICTh ab0 OJHOAKTHICTH Aii y psnax 3B’S3aHUX y MOCITIJOBHOCTI il BKa3yloTb
JiecoBa KiaciB Iiif abo MisUTbHOCTEH, IO MO3HAYAIOTh IMEpeMIlleHHs 00 ’€KTiB (Hamp.,
legen, werfen, schwingen), Gizudny 4u ¢i3i0J0TiUHY TisSUIBHICTH (HAID., spucken, zeigen,
schlucken), moBnenHs (Hamp., griiffen, zusagen, salutieren), emomii (Hamp., seufzen,
zuldicheln, dchzen) abo 3Byku (Hamp., krachen, platschen). Ilpu oMy B mporieci aHamizy
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BU3HAYEHO, KU THI KOHTEKCTYy HalyacTille CHpUsE€ BUPAKEHHIO TPAHHMYHOI CEMaHTHKU
OJIHOPa30BOCTI Aii 3a JOMOMOTOI0 HErpaHMYHHUX ab0 IMOTEHLINHHO TPaHWUYHHUX Mi€CIIB:
HaOUThIIa KINBKICTh TPUKIAAIB BHUABICHA Yy OaraTOKOMIIOHCHTHHX pCYCHHAX, JIe
TOCTiOBHI il BimHOCSTBCSA M0 oxHOro mmiaMera (234 mpukianu 3i 744 mpoaHasi30BaHUX
CTOPiHOK). 3HAYHO pifiIe CeMaHTHKa OJHOPA30BOCTI, OJHOAKTHOCTI il BHpa)XxaeThCs 3a
JIOTIOMOTOI0 HETpaHWYHUX a00 TOTCHHIHHO TPAaHMYHUX MI€CTIB Y CHHTAKCHIHUX
CTPYKTypaX, IO CKJIaJaloThcs 3 JABOX CYMDKHHX pedeHb (79 mpukiazgiB), Ta y
0araTOKOMITOHEHTHHX OE3CHONYYHHKOBUX pPEUYCHHSAX 13 pi3HEMH migMetamu (16
npuKnaaiB). TakuM YWHOM, 3aBISKU BEJHMKIH KiJTBKOCTI BHUSIBJICHUX NPHKIAAIB BiTHOCHUMO
psaau 3B’S3aHUX Yy MOCTIMOBHOCTI Mil 1O 3ac00iB BHUPAXKCHHS TPAHUYHOT CEMAaHTHKH
OJIHOPA30BOCTI Jii, IO pO3TAIIOBaHi ONW3BKO JO MpPUSAEPHOI 30HU (YHKIIOHAIBHO-
CEeMaHTUYHOT'O MIKPOIIOJISl OTHOPA30BOCTI Aii B HIMEIbKiH MOBI.
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This article deals with the problem of the design of the linguoemotive model of the
epigraphs of a postmodern text. The research object is a postmodern text, the research
subject is the linguoemotive models of epigraphs in modern English literary discourse. The
material of the research is the postmodern novel The French Lieutenant’s Woman by John
Fowles. The research methodology is based on the anthropocentric paradigm in the
framework of communicative linguistics. Modelling is a process of the design and
application of models. The aim of text modelling is to analyse and describe transfer,
perception and interpretation of texts and situations verbally and non-verbally.
Linguoemotive modelling of a postmodern text can be characterized as fragmented,
incomplete, having different levels of generalization and interpretation. A situational
emotive component that is presented linguistically enhances the sense of a text. The
specificity of the novel The French Lieutenant’s Woman by John Fowles consists in
emotively loaded epigraphs. Interaction of a text and a situation on the basis of emotion-
modified propositions reflects the author’s idiostyle.
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Y ecmammi posensoaemuca npobrema nobyoosu nineeoemomusHoi mooeni eniepagie
nocmmooepHicmcvkoeo mekcmy. Q6 €kmom 00CHIOANCEHHS € ROCHMOOEPHICMCLKULL MeKCHl,
a npeomemom OO0CHLONCEHHST BUCMYNAIOMb JIHZ80EMOMUBHI MOOEL enicpaqhie 6 CyHacHoMy
AHETIOMOBHOMY  XYOOJCHbOMY  Ouckypci.  Mamepianom — Odocridocenns — cuyeye
nocmmooepuicmewvkuil poman [ocona @aynza «Kinka gpanyysvrkozo neumenanmay (The
French  Lieutenant’s Woman). Memoodonozis = docriddcenns — basyemvcs — Ha
AHMPONOYEHMPUYHIL NAPAOUSMi 8 PAMKAX KOMYHIKAMUBHO20 Hanpamy ninesicmuxu. 1Tio
MOOENI0BAHHAM PO3yMiEMbCst npoyec nobyoosu i 3acmocysanns mooenei. Memoio
MOOENOBAHHS MEKCMy € aHali3 ma Oonuc npoyecy nepeoaui, CHpuiHAmMms ma
iHmepnpemayii Xy002iCHb020 meKcmy i cumyayiu uepe3 8epOanvHi Ul He6epOalbHi 3acoou.
Jlinzgoemomuene MOOENOBAHHA NOCMMOOEPHICIICbKO20 MEKCMY  XAPAKmMepu3yemsCsi
@pazmenmapuicmio, HeNnOBHOMOW, DIZHUM pIGHEM Y3A2albHEeHHs ma IHmepnpemayii.

© Storchak M., 2020
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Emomusnuii komnonenm cumyayii, npedcmagnenutl 1iHe8ICIMUYHUMU 3aCO0AMU, POSULUPIOE
cmucn mexemy. Cneyugpixa pomany Jcona @aynza The French Lieutenant’s Woman
nojsiede 68 BUKOPUCMAHHI eMOMUBHO HABAHMAdCeHux eniepagis. Bzaemoldia mexcmy i
cumyayii' 3 6UKOPUCIMAHHAM MOOUGiKo8anux emoyiamu eniepagis idobpasicae iouocmuo
asmopa.

Knrouosi cnosa: enicpagh, iouocmuns, 1ine80eMomusHe MOOEN0BAHH, MOOelb, MEeKCM.

MogenroBaHHST SK METOA IMi3HAHHS 3HAWINIO INMPOKE 3aCTOCYBaHHS B HAayKOBHX
JOCII/DKEHHSAX 3 JIBOX NPHYHMH: MOJAENb J03BOJISIE, MO-TIEpIle, ONUCATH OpHUIiHAl i, 1O-
JIpyTe, CTBOPUTH MCHII CKJIaJIHUI, HIXK OpUTiHAJ, 00'€KT. Y JIHTBICTUYHUX JOCIIIKSHHIX
MOJIC/IIOBaHHST O0'€KTIB HaJa€ MOXJIMBICTh BHUHTH 3a MeXi O€3MOCEpe/IHbO JaHOI
iHpopManii MpuM BUBYCHHI MOBJIEHHEBUX, MOBHHMX 1 KOMYHIKaTUBHHMX sBUIN. [lig
MOJICTIIOBaHHSIM PO3YyMIi€Thcs Tpolec Mo0ya0BH, BUBUCHHS W 3acTocyBaHHS mozenei [1,
c. 146]. 3aBnaHHAM MOJENIOBaHHS TEKCTY € aHAJII3 1 OIUC Mpolecy nepenadi, CIpUHHITTS
it inTeprperanii iHGopMmariii 3a TOMOMOT0I0 BepOaIHHHX 1 HEBEpOATBHIX 3aC00iB.

Mera cTaTTi noJisrac B MPOBEICHHI HAYKOBOI PO3BIAKH B TEOPil0 MOOYHOBH 0a30BOI
JMIHTBOGMOTHBHOI MOZETI TEKCTy. AKTyalbHICTH CTarTi OOyMOBIEHa pO3MHPECHHSIM
00'€KTIB JIHTBICTUKHU ¥ IOCHIJICHHSAM POJIi MOJICITIOBAHHS B JIIHTBICTUYIHUX AOCIHIPKCHHIX.

O0'eKTOM € TEKCT, a MpeAMeTOM — JIIHFBOEMOTHBHI MOJENI XYyIOXXHBOTO TEKCTY.
OpuHUICIO aHAIi3y € emirpad, Mo KOAye 3MICT y TeKCTi. [ MOCATHEHHS MOCTaBICHOT
METH B pOOOTi BHUPIIIYIOThCS HACTYITHI 3aBIAHHS: JTIHTBICTHYHHI 1 CEMaHTHYHHNA aHAIi3
enirpagiB, pPO3IIUPEHHS 3MICTY TEMAaTHYHOI MOBIICHHEBOi CHTYyallii, JIHIBOEMOTHBHE
MO/ICTIFOBaHHSI TEKCTY 3 BUKOPUCTAHHSIM erirpada.

MarepianoM JOCTI[PKEHHS € pOMaH aHIJIHCHKOro MUChbMEHHUKA-IOCTMO/IEPHICTa
xona ®aymsa (1926-2005) The French Lieutenant’s Woman.

MeToaoJiorist fociiDkeHHS 0a3yeThbCcsl HA aHTPOIOLEHTPUYHIN MapaanrMi B paMKax
KOMYHIKaTHBHOTO HANPSAMKY JIHIBICTUKH. TEKCT pOMaHy pO3IIIAAAETBCS SK XyTOXKHSA
KOMYHIKaIfis.

[NonimapagurManbHICTh YSABIEHb PO MPUPOAY MOJCIIOBAHHS B TYMaHITapHUX HAayKax i
BEIMKA PI3HOMAHITTSA MJOCHIIKyBaHUX OO'€KTIB YCKIATHIOIOTh BH3HAYCHHS MOHATTS
mozaem. Y nocmimkennsx II. M. JleancoBa NpHBOAWMTHCA KiNbKa 3HAYeHb TepMiHA
«Mojnenby: 1) MOJedb SIK CMHTAKCMYHMH MAIIIOHOK (pasu; 2) MOAeNb SIK JeIyKTHBHA
cucreMa; 3) MOJEJNb SIK JOIOMIDKHa MOBa, CTBOpEHA Ul sIKOI-HeOyb crieruiqHol MeTH;
4) Mozenb K iHTepmpeTalis (GopMaIbHOI CHCTEMH; 5) MOJIENb K MOAIOHICTh mpeaMeTa B
SKOMY-HeOy b MacuiTa0i. 11i BU3HaUCHHs MO/IEIi MOXKYTh 3aCTOCOBYBATHUCS B YCIX Taly3sx
Hayku [5, ¢. 113-114].

VY JHrBICTUYHOMY ACHEKTI TEPMIH «MOJIEIbY, MOXJIIMBO, yepiie, yxus 3. Xeppic ajst
MO3HAYCHHS pe3yNbTaTiB omucoBoi Meronxororii E. Cemipa. ¥ MOBO3HABCTBI il MOJEILTIO
pO3yMi€TbCSL  aOCTpakTHE TOHATTS eTaloHa abo 3paska sKOi-HeOy/[b CHCTEMH,
MIPE/ICTABIICHHS CaMMX 3arajlbHUX XapaKTEePUCTHUK SIKOT0-HeOylb MOBHOTO SIBUINA, 3arajibHa
cXeMa OIMMCYy CHUCTeMH MOBH a0o sAKoi-HeOyns 11 mimcuctemu [8, c. 25]. Mogens, 3a
Bu3HaueHHsAM B. B. BorycnmaBcpkoi, me marepianpHHAN a00 TpeACTaBICHUH Yy MUCICHHI
00'eKT, SKMU y TpOIEeci AOCHTIHKEHHS 3aMiliae 00'€KT-OpUIiHai, a Horo Oe3mocepenHe
BUBUEHHSI Ja€ HOBI 3HaHHA npo oO'ekr-opurinan [1,c. 146, 147]. Y wonorpadii
M. 1O. OnemxoBa «MoenfOBaHHA KOMYHIKaTUBHOTO MPOIIECY» i MOJAEIUTIO PO3YMI€THCS
cxema Tpoliecy (sSBHINA) SK iHBapiaHT, A€ MOJAENbh MPUITYCKAE peai3allilo BCiX MOMXJIUBHX
KoHpirypamiii y mnparmaTudHOMY H mnoTeHmiiHOMy acmektax [10, c.43]. Cy0O'ext
TUSTIBHOCTI, sIK BigzHavae P. M. ®pymkiHa, Oyaye Moielh HABKOJHMITHLOTO CBITY, JI€ CIIOBO
“MoieNnp” MiIKPECIIIOE, 110 JIIOAWHA MAa€ CIpaBy HE 3 KOINEIO CBITY, a 3 NEPETBOPEHHAM
BXIIHUX CHUTHAJIB, IO aJanTylTbcsA a0 moTped nromuHu [12, C.96]. Ilix momemto
PO3YMIETBCSL y3aranbHeHa, QopMalizoBaHa CTpykTypa abo mpomec i crocid omucy
«mexanizmy» mMoBu [10, c. 63].

[Ipobnema BiHOIICHHSI MOBH It eMOLliil IPUBEPHYJIAa MWIBHY yBary JIHTBICTIB y ApYyTii
nosoBuHI XX-TO CTOJITTS Y 3B'I3KY 3 TOSBOIO aHTPOIIOLEHTPHYHOT mapaaurmu. [Ipobinema
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eMoLiii y MOBI OOIDYHTOBaHa TCOPETHYHO B pPOOOTaX BITYM3HSHUX Ta I1HO3EMHHUX
JIOCIITHUKIB. MU BUKOPUCTOBYEMO B IIi#f poboTi metomonorito S. O. Bonkoroi (2014) [3;
4], B.O. Camoxinoi (2017) [11], B.I. IIlaxoBcekoro (2008, 2010, 2016) [13-16] i
JUx. Jlakodda (2016) [18].

Y HamoMy IOCTiIKeHHI MOJICIOBAHHS JTIHIBICTUYHOTO 00'€KTa MICTHTH y co0i aHawi3 i
CHHTe3 #oro ¢opmambHOI ¥ eMoriifHol ckiamoBux. IIpm MomemoBaHHI €MOTHBHOTO
aCTeKTy KOMYHIKaTHBHOI CHTyallii B TEKCTI XyOOXKHBOI JITEpPaTypH OIIHIOIOTHCS, SIK
nporioHye 1. O. BonkoBa, yMOBH CHiIKyBaHHS W mapaMeTpu KomyHikamii [3],
BUKOPHCTOBYBaHI JUId Kiacugikauwii curyaniii cmijkyBaHHsA. J[0 yMOB CIIUIKyBaHHS
BIIHOCUMO Miclle, yac 1 ckJlaJ KOMYHikaHTiB. Jlo mapaMeTpiB KOMYHIKallil HajexaThb
KOMYHIKaTHBHA YCTaHOBKAa, KOMYHIKaTHBHa MeTa a00 KOMYHIKaTUBHUIN Hamip, Xapakrtep
CHIJIKYBaHHsI, Ha0ip BepOajbHUX 1 HeBepOaILHUX 3ac00iB, peakiis agpecara i aapecaHTa.
[1ix KOMyHIKATUBHOIO YCTAaHOBKOIO MU PO3YMi€MO BHYTPIIIHIO aheKTHBHY OpI€HTALi0, 10
3aJICKUTh BiJl MHHYJIOTO JOCBIY, siKa MOTJIa 0 MOsICHUTH [iii ocobucrocri [2, ¢. 45].

VY nocmimkyBanomy pomani J[xona daymsa mporecn KOMYHIKaIlii pO3BEPTAIOTHCS B
1860-ti poxm ©Ha miBgeHHOMy cxoni Amrmi. Ilpomec komyHikarii, sK BiI3Ha4ae
B. A. MacnoBa, migmaetbess cermentanii [9, c. 17]. CermMeHTOM KOMYHIKaIii BH3HaHHN
KOMYHIKaTUBHHH aKT, IO BKIIOYae B cebe ABI CKIamoBi — curyarito i amckypc. Ilig
CHUTYAIII€I0 PO3YMIETHCS PparMeHT 00'€eKTHBHO ICHYIOUYOi PeaJbHOCTI, YACTHHOIO KO MOXKE
cratn BepOampHWil akT [9, c.17]. Ilix TekcToM po3ymieThcs 00'€mMHAHA CMHUCIIOBHM
3B'SI3KOM TOCIIIIOBHICTh 3HAKOBHUX OJIMHUIIb, OCHOBHHMH BJIIACTHBOCTSIMH SKOI € 3B’SI3HICTh
i miicHicts [17, c. 507], a mijg OpoCcTOPOM TEKCTYy — MOJIENb ceMioc(epH K CeMiOTHYHOT
MOJIeTi MUpY, 3aKpimyieHoi B JaHii KyabTypi, sk BimsHadae 0. M. Jlorman [7, c. 136].
JocnijmkyBaTi TEKCT O3HAyae JOCTIDKYBaTH KyJIbTypy, COLIOKYJIBTYpHI (akTopu W
IHMBITyaIbHI OCOOIMBOCTI aBTOpa TEKCTY.

Poman [[rxona ®ayn3a Bximodae 61 rmaBy it 80 emirpadis, mo 3amo3WdeHi 3 HAYKOBHX
npars Y. {apsina, K. Mapkca, K. JliHHes, cTaTHCTHYHHX 3BITiB, TEeKCTiB razer XIX-ro
cropiuust, moetmyHux 30ipHEKIB T. apmi, A. Tennicona, A.X.Kmada, npo3u Ixeitn
OcriH Ta iH. Y miif poOOTi MH PO3TIIAAAEMO JIIHTBOEMOTHBHE MOJICITIOBAHHS TEKCTY POMaHY
Ha mpuKiani emirpadiB sSK BHUXITHUX TEKCTOJOTIYHMX ONUHHUIL. MeTor ermirpada €
PO3rOpHYTE BUPaXKEHHSI MOBHOI CUTYALl, Y sIKili pO3BEpPTAETHCS OIIMCaHa aBTOPOM Aist [6].

VY neprmioMy po3jiii MOYaTKOBUM €JIEMEHTOM pOMaHy € emirpad, npeicraBlieHHui
nepioro crpogoro Bipura «3aragka» (The Riddle) anmrmiiicekoro moera Tomaca Tapmi
(Thomas Hardy (1840-1928)):

Stretching eyes west Over the sea, Wind foul or fair, Always stood she Prospect-
impressed; Solely out there Did her gaze rest, Never elsewhere Seemed charm to be [19,
c. 1].

Ilepma crpoda Bipma Tomaca [Mapmi, KUl CHOBiqy€e arHOCTUYHUH CBITOTIIS i SIKOTO
Ha3UBAIOTh MOTIEPEIHUKOM MOJIEPHI3MY, 3BYUIHTS SK (hitocodchka JipHuKa i He Ja€ HisIKOTo
YSIBJICHHSI 1IPO T€, Y SIKOMY HanpsMKy Oyzae po30ynoByBaTucs ctoxeT pomany. Tomac [apai
HapoauBcs B rpadcTBi JlopceT Ha MiBASHHOMY 3ax0i AHIIIT # MPUCBITHB Oarato CBOIX
TBOPIB ONUCY MPUPOJHU U JIIOJAEH, SIKI IPOKUBAIOTH Y IbOMY PETiOHi, TOMY, HE JUBHO, IO
xon @ayn3 o0paB y sikocTi emirpada HanucaHWH y BIKTOpiaHCBKY ernoxy Bipii. Yurau
JIOXOIUTh BUCHOBKY, IO 1€ €KCIIO3WIlis Bipiia, TOOTO Ta HOro uyacTuHa, sKa HE Jae
YSIBIICHHS TTPO MOJJAJIBIINHA PO3BUTOK CIOXKETY BipIa.

Enirpad cuHTE3y€THCS 3 HACTYITHUM TEKCTOM POMaHy TaKMM YHHOM, IO 3B'I30K 3MICTy
emirpada 3i 3MiCTOM pOMaHy IOYMHAE MPOSCHIOBATUCS HAIPHKIHII MepiIoro po3aity: the
other figure on that somber, curving mole. It stood right at the seawardmost end... . Its
clothes were dark. The wind moved them, but the figure stood motionless, staring out to
sea, more like a living memorial to the drowned, a figure from myth, than any proper
fragment of the petty provincial day [19, c. 3] («apyra ¢irypa Ha TOMy MOXMypOMY
BUTHYTOMY MOJIi. BOHa cTosia IpsIMO Ha caMoMy Kparo ... Il oasr 6yB TeMHOTO KOIBOPY.
Birep po3mysas fioro, ane dirypa He pyxanachk, BAMBISIOUHCH y MOpe, 0 Oyio Oiible
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CXOK€ Ha MOHYMEHT THM, XTO IIOTOHYB, Ha Qirypy 3 Mmidy, a He Ha SKUICh-TaM
XapakTepHUi (parMeHT 3BUYalHOrO NMPOBIHLIIHHOTO AHS». — Iepekian Mii). Y npyromy
posnini, EprectrHa, onHa 3 repoiHk poMaHy, Ha3WBae IO Qirypy *KiHKOO (HpaHITy3HKOTO
neiirenanra (the French lieutenant’s woman), i 3HOBY aBTOp OMHCY€E 30CEPEKEHUIA TIOTIIST
KIHKHM 1 cusbHUMN mopuB BiTpy: her stare was aimed like a rifle at the farthest horizon.
There came a stronger gust of wind [19, c. 7]. ¥ unTaua BUHHKAE acoliarisi, sIKa OB’ I3y€
nepcoHaxka emirpada 3 mepcoHakeM pomMaHy — TaeMHMY0I0 Qirypoto (figure), sxy 3BaTn
Capa Bynpad. B enirpadi BxuBaroTscs 3aiimennuk she (Bona) i dpasu stretching eyes west
(cipsiMmyBaBIIM TOTTISN Ha 3axid), her gaze (i1 munmbHWE MOTJSI), IO MOSCHIOIOTH
eMoLiifHuii cTaH mepcoHaxa emirpada — prospect-impressed (BpaxkeHa npocTopom) i Never
elsewhere seemed charm to be ( 3maetbcs, w0 Hime Hikomu He OyJIO HIYOrO YapiBHOTO). B
enirpadi 3aKk010BaHUH 3MICT YaCTUHH POMaHy.

[Ipoananizyemo emirpad i HaCTyNHHUH TEKCT MEPILOrO i JPYyroro po3ailiB 3 METOIO
CTBOPEHHSI JIIHTBOEMOTHMBHOI Mojeni 1, BUKJIABIIM yMOBHM CIIUIKYBaHHS W Iapamerpu
KOMYHiKaIii [4].

YMoBH ciiKyBaHHS: 1) Miclle — MICTEUKO Ha MiBJCHHOMY cXoxi AHrii; 2) wac — 1867
pik; 3) ckilax KOMYHIKaHTIB — aBTOp 1 UHATAY.

[TapameTpn KOMyHiKaIIii:

1 KomyHikaTHBHa ycTaHOBKAa YHWTada: 3HaHHA moe3ii (TBopuocti Tomaca Tapmi) i
(imocodii.

2 KomyHikaTBHa MeTa (KOMYHIKaTMBHMH HaMmip) aBTopa: KOJyBaHHS 3MICTy
HACTYITHOTO TEKCTY 3a JOIOMOTOI0 KaTeropiil «O4iKyBaHHS», «HANpPYra», «CaMOTHICTBY 1
«pO34apyBaHHS.

3.XapaxTtep CIIKyBaHHS: HEUTpaIbHUN 1 He(OPMaNbHHIA, ONUC TOAIT i BHYTPIIIHBOTO
CBITY JIBUHHH.

4. BepbanpHi 3aco0u: Bipmr 19-ro cromiTTs Ha 9 pAmKiB, puMa, CKIAIHE 1 IBa MPOCTI
pedeHHs 3 emdasoro.

5.HesepOanpHi 3aco0m: emirpad € po3MIICHHM IMOCEpEeIUHI apKymia, 30epirarodu
(hopmy Bipma, o 2-4 coBa B PAIKY.

6.Peakuis agpecara: MpUTrHOOJICHUH CTaH MICIIS MPOYUTAHHS BipIlla — OCTAaHHE PCUCHHS
emnirpada Mae HETATUBHO 3apsPKEHUH eMOLIHHIA 3MICT.

7.Peakuis aapecanTa: TeKCT BOUpae B cede Bipm Tomaca ["apai 3a J0MOMOTO0 MIPSIMOTO
UUTyBaHHs, aBToOp 3anpourye T. I'apai B criBaBTOpU — BiZI0YBa€THCS PO3LUIMPEHHS TEKCTY
pOMaHy 3a paxyHOK emnirpagiuHOro TeKCTy.

Capa Bympad, romoBHa TepoiHsi pomaHy, SKy 3a IJia3a Ha3HMBaIOTh >KIHKOIO
(dpaHIy3bKOrO JIeHTEHaHTa, CKOMIIpOMETyBaia cebe 3ycTpidamMu i3  (paHIy3oMm,
BUKJIMKAIOUU OCyJ rpomajcbkocti. dpaniy3 nokuHyB AHriito, a Capa mocTiiiHO XOJIuTh
Ha HaOepe)xHy, MapHO OYIKYIOYHM IOOAYuTH CYIHO, Ha SKOMY IOBEPHEThCS II KOXaHHH.
Tema emirpaiqHOTO TEKCTY — Tyra CaMOTHBOI JKiHKH. Tema MakpoTekcTy Oepe Iov4aToK y
MIKpPOTEKCTi, ToOTO Tema pomany [xona daymsa OGepe cBiit moyarok B emirpadi Tomaca
lapmi. Curyanis Bipia BXOIWTH O CKIAAY MOl poMaHy, CTBOPIOIOYH €IMHUAN MPOCTip
JIBOX TBOPIiB — TeKcTy, HamucaHoro [xoHom aym3oM, i Tekcty, HamucaHoro Tomacom
Tapni.

Jpyruii po3ain mictuts 1Ba enirpadu. [lepumii emirpadiyHuii TEKCT € MPO30K0:

In that year (1851) there were some 8,155,000 females of the age of ten upwards in the
British population, as compared with 7,600,000 males. Already it will be clear that if the
accepted destiny of the Victorian girl was to become a wife and mother, it was unlikely that
there would be enough men to go round. (E. Royston Pike, Human Documents of the
Victorian Golden Age) [19, c. 4].

[Ipoananizyemo nepmmii emirpad Apyroro po3airy i HACTYHHHUI 32 HUIM TEKCT JPYroro
po3Iiny 13 METOI CTBOPEHHS JIIHFBOEMOTHBHOI Mozeni 2, BUKIABIIM IapamMeTpu
KOMYHIKaIlil, OCKIIbKM YMOBH CIIUIKYBaHHS 3aJIMIIAIOThCS 0€3 3MiH.

[MapameTpu KoMyHiKarii:

1.KomMyHikaTHBHa ycTaHOBKA YMTaya: 3HAHHS COLIOJIOTII 1 icTopii.
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2 KomyHikaTBHa MeTa (KOMYHIKaTMBHMHM HaMmip) aBTopa: KOJyBaHHA 3MICTy
HACTYITHOTO TEKCTY, BUKOPHCTOBYIOYH COILIOJIOTIYHI JIaHi MPO CIiBBIHOLIEHHS JOPOCIUX
YOJIOBIKIB 1 XiHOK y Benukobpuranii B 1851 pori.

3.Xapakrep crinkyBaHHs: opManbHUil hakT, omuc qemMorpadivHoi cuTyarii.

4 BepbanpHi 3aco0m: 0GiMiHO-AIIOBHN CTHIB, ABAa CKIAQAHAX PEYCHHS, JaHi 10
HapOJIOHACEIJICHHIO.

5.HesepOainsHi 3acobu: enirpad po3MimeHnii mocepeanHi apKyIa.

6.Peakuis anpecaTta: HeUTpaIbHUI eMOIIMHNI CTaH TP OfepKaHHI iHpopMaIii Tpo Te,
mo y BenukoOpuranii B 1851 poui KiNbKicTh iHOK cTapmux 3a 10 pokiB nepeBHiIyBaia
KiNBKICTE 40JIOBiKiB Ha 555,000 ocib.

7.Peakuiss agpecaHTa: aBTOp 3HAHOMHUTH 4YHTa4a 3 pEAIBHOIO AeMorpadiuyHo0
CUTYAIII€IO.

Tema nepioro emirpada Jpyroro po3aily BHpakeHa Ha JIIHFBOEMOTHBHOMY PiBHI SIK
JIBO3HAYHICTh CTAHOBHMIIA JiBYAT: POJIb MaTepi i JPYKHUHU, 3 OTHOTO OOKY, 1 HEMOXKIIUBICTD
BCTYITUTH B 3aKOHHHH NUTIO0, 3 IHIIOTO OOKY.

Hpyruii enirpad Ipyroro po3niury mpencTaBIeHUH CTPOQOIO 3 HAPOTHOI TiCHi:

I'll spread sail of silver and I'll steer towards the sun,

I'll spread sail of silver and I'll steer towards the sun,

And my false love will weep, and my false love will weep,

My false love will weep for me after I'm gone. (West country folksong: “As Sylvie Was
Walking”) [19, c. 4].

JliHrBOEeMOTHBHA MOJICTh 3 MPEICTaBIICHA MapaMeTpaMH KOMYHIKaITii:

1.KomMyHikaTHBHA yCTaHOBKA YMTaya: 3HAHHS HAPOJHOI TBOPYOCTI.

2 KomyHikaTBHa MeTa (KOMYHIKaTHBHHII Hamip) aBTOpa: KOJIYBaHHS 3MICTy 3a
JIOTIOMOT 010 emirpada: mapyook IIe3HyB Ha KOpaOJIi, 3aJHITUBIIN TOAPYKKY.

3.XapakTtep CHiNKyBaHHS: HEPOPMAITBHHMA.

4. BepbanbHi 3acodu: cTpoda 3 HapomHOI MICHI, JBa MPOCTI pEeUYEHHS MOBTOPIOIOTHCS
IIBiYi, OJTHE IPOCTE PEUCHHS — TPHUI.

5.HesepOainsHi 3acobu: emirpad € po3MilmeHIM mocepeIiHI apKymia y (opMari micHi.

6.Peakuis anpecaTta: eMmaris 10 AiBYUHH, Ky 3aJIHIIUB MapyOOK.

7.Peakuis anpecaHTa: BifoOpaXeHHS CUTYallii pOMaHy Y paMKaX OJHi€i cTpodu.

Capa Bynpad, siky 3anumm ¢paniny3skuit odinep, cToiTh Ha camMoMy Kpai mipca mif
HeOe3eYHNMH OPUBaMH BITPYy, HEHaue YOCOOINIOIYH TeMY TPEThoro emirpada — CyMHY
JIOJISL TUX JIIBYAT, SIKI NPUIMAIOTh HECEepHO3HHI CTaTyc TMOAPYKKHU, OCKIIBKU 3r0JJOM BOHU
TipKO IIKOJYIOTh ITPO CBill BUMHOK.

ABTOp BUKOPHCTOBYE JBa emirpadu mnepen APYTMM pO3IUIOM 3 METOK 300pasuTh
peanbHICTE JBOMa crocobaMH — Mpo3aidyHO (CTaTHCTHKA) M MOETHYHO. 3aayM aBTopa
NPOSIBISIETHCS B JIOTIOBHEHHI CTAaTUCTUYHHUX JAHUX MOSTHYHUM CBITOCHPHUIMAaHHAM IpH
300pakeHHI 1071 KoHKpeTHOI mogmHu — Capu Bynpad. EMOTHBHICTE mocsraeThcs 3a
JIOTIOMOTOI0 300paKeHHA CyMHOI O miBYaT. J[Ba MIKpPOTEKCTH y BHIIIAII emirpadis
(hopMyYITIOIOTH JIGHTMOTHB JPYTOTO PO3AUTY — HE3aBHUIHE ITOJIOKEHHS CAMOTHIX JiBYAT, SKi
B CTaHI po3mady MOBOJATHCS HEPO3BAXINBO. ['pomana HEXTye HUMHM W yHHUKae iX,
Hanpukiag, OpHECTHMHA, NOJApYXKa Yapiiza, NMpoCHTh HOro TOBEpHYTH Hasal, 100
YHUKHYTH 3ycTpiui i3 Caporo: Please let us turn back.

Y nmoermunomy emirpadi mpucyTHi ABI KoHIentyamsHi Metadopu «BITPUIIO
KOPABJIS LHE BIKTOPIAHCBKA EITOXA» i «I[IOAPYXKKA LIE MUHVYJIE». Toro, xTo
CXBaJIFO€ LIHHOCTI BikTOpiaHCHKOT €110XH, YeKa€e CBITIIE MaOyTHE, a TOH, XTO OPIEHTYETHCS
Ha MUHYyJe, Oyae MKOIyBaTH Mpo Ie. Y APYromMy po3iili eMOTHBHUIM aCHEeKT CHUTYyallii
MPE/ICTABIICHO KATErOPIEI0 «PO3UapyBaHHSD.

BucnoBkn. Takum uwmHOM, ocobmuBicTio pomany J[Dxona @ayma «Kinka
(paHIy3bKOTO JEHTEHAHTa)» € eMOTHBHO HaBaHTaxeHi emirpadwu. Ilin miHrBoeMOTHBHOIO
MOJIEJUTIO TEKCTY PO3YMIIOTHCS XapaKTEpUCTHUKH (parMeHTa TEeKCTy i KOMYHIKaTHBHOT
CUTyallil, BUpP@XEHI yMOBaMH CIIJIKyBaHHA (Micue, 4Yac, CKJaJ KOMYHIKAaHTIB) 1
napaMeTpamMM KOMYyHikamii (KOMyHIKaTHBHa yCTaHOBKAa M IIb, XapakTep CIIJIKYBaHHS,

114 «Dinonoeciuni mpaxmamuy, Tom 12, Ne 1" 2020



BepOasbHI i HeBepOabHI 3aco0M, peakuis aapecara i agpecanra). Temu enirpagiuHux
TEKCTiB MPOSCHIOIOTHCS Micis O3HAHOMIIEHHS 3 TEKCTOM poMaHy. EMoTHBHa omiHkKa
CHUTYaIii 32 JOMOMOTOIO JIIHTBICTUYHUX 3aCO0IB PO3IMIUPIOE 3MICT TEKCTY.

Y mepcneKTHBi TOCTIHKSHHS CITiJT HAIIPaBUTH Ha TIOOYAOBY JIIHTBOEMOTHBHHAX MOJIEIEH
TEKCTY 3 BUKOPHUCTAHHSAM LHWTAT, aQOpH3MiB, amro3iif, mapemiii, TOMOHIMIB, CTOHIMIB i
pemiHiciieHnid y pomanax Ixona @ayimsa.
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PSYCHOLOGICAL BASIS OF THE IMAGE OF A DEAD LOVER
IN MYTHOLOGY OF TRANSCARPATIA AND P. KULISH’S STORY
ABOUT, WHY THE PESHEVTSOV POND WAS DRIED UP
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In Ukrainian mythology as in world mythology, there is an idea of the possibility of a
love relationship between a human and a demonic creature — a dead lover or a devil. Thus,
F. Potushnyak’s article Dead Love in Folk Beliefs (1944) is devoted to this theme.

Folk beliefs about demonic lovers precondition the relationship between them and a
human, and methods of their overcoming are examined in this article. In the short story
About, why the Peshevtsov pond was dried up in the town of Voronezh (1839) written by
P. Kulish, we can find a very interesting interpretation of folk beliefs when a dead husband
visits his wife. The writer modeled the tragic story of the woman, whose husband
disappeared, with the help of folk mythological stories. And because of her deep regret, she
became a victim of a demon who appeared in the image of her beloved husband. In the
article, the psychological basis of the appearance of visions, in which the main figure is a
dead object of love, is analyzed. Through the prism of Jung’s theory, the image of a dead
lover is considered as a personification of one of the archetypes of the collective
unconscious (Animus, its negative aspect). Destructive display of this image has the same
psychological basis both in mythological legends and in P. Kulish’s short story About, why
the Peshevtsov pond was dried up in the town of Voronezh. The woman’s consciousness
refuses to take the reality as it is and creates an alternative variant for herself — the dead
lover comes to her at night (when unconscious dominates — our wishes, fears, etc. are
implemented in night dreams). The line between conscious and unconscious life is erased
and the woman becomes a hostage of her own fantasy, which removes pain of loss and
gives hope to renew the lost emotional and spiritual balance for a moment. Folk stories in
the spirit of Christian morality contain “recipes” of fighting a dead lover. However, mostly
these rituals cannot help the woman, who is obsessed with love to her dead lover as it
happened in P. Kulish’s story.

Key words: folk beliefs, perelesnyk, psychoanalysis, romanticism, P. Kulish, Ukrainian
mythology, F. Potushnyak.
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B ykpaincokii, sax i 6 ceimogii migponoeii, nobymywoms YAGIEeHHA PO MONCIUBICHIb
JHOOOGHUX CMOCYHKI MIJC HOOUHOI) MA OeMOHIYHOK ICMOMOI — NOKIUHUM KOXAHUM aOo
orc wopmom. 30Kkpema, yill memi npuceauena cmamms 3aKapnamcbKo2o emuozpaga ma
Gonvknopucma D.Ilomywnaka ««Mepmea nobos» 6v Hap. erpysanioy (1944), Oe
PO32IAHYMO HAPOOHI GIPYE8AHHA NPO OEMOHIYHUX KOXAHYI8, NepeoyMosuU 6CHAHOBNIeHHS
38’A3KY MidC HUMU U JIOOUHOIO ma cnocobu ix nooonanna. Llikasy xyoooscHio
inmepnpemayito HAPOOHUX BIPYBAHbL NPO NOOAYEHHA OJHCIHKU 3 NOKIUHUM YOA08IKOM
3Haxooumo 6 onogioanni Il Kyniwa «O mom, om uezo 8 mecmeuke Boponesice evicox
Hewesyos cmasy (1839). I[lucomerHuK, SIOWMOBXYIOUUCL 6i0 HAPOOHUX MIQOLOSIUHUX
onogidetl, 3M00eN08as MpaziyHy ICmopiio JICIHKU, KOmMpa uepe3 2IPKUil CyM 3a C80iM
SHUKIUM HONIOGIKOM CMANA JCEPMBOI0 0EMOHA, WO NOCMAs neped Her 8 obpasi KOXaHo2o.
Y cmammi npoawnanizosano ncuxonoziuni nepedymosu noseu 6udiHb, 6 AKUX @icypye
nomepauii 06 ’ekm koxanus. Kpizv npusmy meopii K.-I'. FOnea 0bpas mepmeoco Koxanozo
PO32ISIHYMO K NePCOHIPIKayilo 00HO20 3 apXemunie KOAeKMUBHO20 HEeC8i00MO20
(Animyca, tioeo HecamusHo2o acnekmy). Pylinienuil 6use yvboeo obpasy 6 mighonoziuHux
necenoax ma 6 onosioanti I1.Kyniwa «O mom, om uezco 8 mecmeuxe Bopowedice 8vicox
Ilewesyos cmagy mae o00naxkose ncuxonociyne niorpynums. Cgioomicmeb  JHCIHKU
BIOMOBIAEMBC CRPULIMAMU PEeAbHICIb MAKOK, KO0 80HA € HACNPABOI, 1l CIMBOPIOE 05
cebe anbmepHamueHUl 8apianm — Mepmeuii KOXaHUll NOCMAE 8 00pa3i HCUB020 BHOUI (KOU
enacue Ui OOMIHYE HecgiooMe — V HIUHUX CHOBUOIHHAX Peani3o8ylombCs HAull OaxdCamHsl,
cmpaxu mowo). Meosica midc c8iOOMUM T HECBIOOMUM IJICUMMAM, MIdJC HECHAHHAM i
CHOBUOIHHAM CIMUPAEMbCS, JICIHKA CMAE 3apy4HUYer0 61acHoi hanmasii, ska ycyeac 6inb
ympamu U Ha SAKYCb MUms 0apye HAOIl0 HA BIOHOGLEHHS. 8MPAYEHOI eMOYIUHO-0YX08HOT
pienosazu. Hapoowui onogioi 6 0yci Xpucmusucovkoi Mopani micmams «peyenmuy 60pomuvou
3 MepmeuUM KOXAHUM, OOHAK y Oinbuiocmi eunaoxis, sx i 6 onosioanni I1. Kyniwa, maziuni
pUmMyanu He 30amHui pSMY8AMU HCIHKY, 00ePAHCUMY KOXAHHAM 00 NOMeEPJIO20.

Knrouosi cnoea: napoowi sipysamnHs, nepeiechux, ncuxoananis, pomaumusm, I1.Kyniw,
yKpaincoka migonozisa, @.IlomywHsaxk.

The folk beliefs of Ukrainians of Transcarpathia about a love relationship between a
living person and a dead object of love are considered in F. Potushnyak’s folklore and
ethnographic work “The Dead Love in Folk Beliefs” which was published in the middle of
the XXth century. This work has not been the object of the research till now. Many folk
beliefs fixed by F. Potushnyak have something in common with motives of P. Kulish’s
story “About, why the Peshevtsov pond was dried up in the town of Voronezh”. The image
of a dead lover is very similar to the image of a perelesnyk, a demon, a devil, a vampire or a
two-soul man in Slavonic mythology. Folk beliefs of such demonological images can be
found in the works of N. Varkhol, L. Vynogradova, V. Gnatyuk, O. Poritska, P.
Chubynskiy, V. Shukhevych.

Relevance of this article is predetermined by the typological analysis of folk beliefs of
Transcarpathia about a love relationship between a human and a dead man/two-soul man
and reconsidering similar beliefs by P. Kulish in his story “About, why the Peshevtsov
pond was dried up in the town of Voronezh”. The typological parallels which were made in
the article help to understand the specifics of the mythological motive mentioned above in
the folk beliefs of Eastern and Western Ukraine and have features for their reconsidering in
literary work.

P. Kulish’s story “About, why the Peshevtsov pond was dried up in the town of
Voronezh” is less researched, but a very interesting analysis of its folklore basis was made
by V. Ivashkiv. [3, p. 36-41]. The researcher focused on the specifics of mythologism of
this story. He specified precisely that “Kulish usually introduces a mythological element for
literary work only when the character breaks some (as usual Christian, god-fearing) norm
(code) of behavior: communication of a young wife with her beloved husband, who left
home with chumaks, with the help of dark power” [3, c. 34]. According to V. lvashkiv the
idea of the story “About, why the Peshevtsov pond was dried up in the town of VVoronezh”
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consists in inevitableness of human atonement for this relationship (which was not realized
by the heroine here) with mysterious, supernatural, “black” power and it is evident because
of the motive of premonition [...], which becomes the motive of distress for the lover” [3,
p. 40].

Aim of the article is to consider special features of the image of a dead lover in folk
beliefs of Transcarpathia and in P. Kulish’s story “About, why the Peshevtsov pond was
dried up in the town of Voronezh” in the light of psychoanalysis emphasizing on the
semantics of archetypical images.

The subject area of the research is the folklore and ethnographic work “The Dead
Love in Folk Beliefs” written by F. Potushnyak and the story “About, why the Peshevtsov
pond was dried up in the town of VVoronezh” written by P. Kulish.

The specific topic of the research is the image of a dead lover in the F. Potushnyak’s
work and P. Kulish’s story.

Methods of the research: psychoanalytical, structural-semantic, structural-typological,
comparative-historical, genetic.

Obviously, the myths of a love relationship between gods and women caused the
appearance of beliefs about communication between a woman and her demonic lover. In
particular, A. Calmet studied such folklore stories and stressed that “belief of physical
contacts between gods and people can be found in ancient pagan religion. Priests claimed
the plan of some god to contact with some woman [...] A priest brought the invited person
to the temple and left her there for all night. At midnight a god came into the temple and
spent some time with the woman. [...] Many ancient people, especially Persian and
Egyptian, had such kind of customs. [...] According to Greek mythology, Zeus visited
women very often with that purpose” [4, p. 97]. Later, according to F. Potushnyak, “on the
basis of that belief the set of rituals appeared. It deals with saint prostitution (direct or
indirect which means to spend the night in the church for rehabilitation)” [8, p. 33].

Some gods transformed into spirits and demons in folk imagination with decay of pagan
religion and ideas about perelesnyks, perelesnyts, incubus and succubus appeared. P.
Chubynskyi described the ideas of Ukrainians about perelesnuk: «Perelesnyk is an evil
spirit which appeared in front of somebody in the image of a dead lover. A great amount of
young people who miss their lovers can see perelesnyks. They appear in front of such
inexperienced people, talk to them, kiss them and satisfy their passion. But it is not good
for this person — she or he loses weight and then dies”. [9, p. 193]. N. Varkhol mentioned
perelesnyk in her works in such a way: “According to folk beliefs of Ukrainians of Slovak
Republic, perelesnyk is a tempter of young women. He flies in the air and appears in the
image of a lover at night. This male demonic creature mainly hurts a person who is unlucky
in love” [2, p. 121]. In the world mythology there were similar creatures — incubi — male
demons who wanted intimate relations with women. Incubi caused terrible dreams and
hallucinations; they made illusion of intimate relationship on the unconscious level of a
victim. A female analogue of this demon is called succubus (a female-demon who seduced
men in night dreams). F. Potushnyak mentioned these personages as a form of “otherness of
god” in the mythology of Egypt, Judea, Greece. According to his observation, in
Babylonian magic “notion of demon called Ardat Lily was described the most vividly. This
demon divided into male and female forms: Lila (incubus) and Lilit (succubus) and they
had the features of an air demon” [8, p. 32], and then, in the medieval times, the features of
a devil. These demons seem to be “air demons” maybe because they had connection with a
dream when a human soul can fly as a bird. “That air character (as phenomenon of a dream)
found its reflection in the belief of Romans: the spirit of the forest appeared in a person’s
dream and had sexual intercourse with her as elfs, kobolds, veelas or our povitrulyas and
others” [8, p. 32], — wrote F. Potushnyak.

Lately stories about a love relationship between a human and a devil or even a dead
man appeared in Ukrainian folklore. The folklorist, M. Dmytrenko, recorded some of such
stories: “Coming dead man” [7, p. 110], “Why dead men come and how to ward they off”
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[7, p.111], “The deceased comes to a woman” [7, p. 109-110], “Don’t cry for a dead for a
long time” [7, p.107], “A dead husband comes to his wife” [7, p. 114-115] .

There is an interesting interpretation of folk beliefs when a woman meets a demon in
the image of her absent (maybe dead) husband in P. Kulish’s story “About, why the
Peshevtsov pond was dried up in the town of Voronezh”. On the basis of folk mythological
stories, the writer simulated a tragic story of a woman who missed her lost husband very
much and, because of this great sadness, she became a victim of a demon which was in the
image of her lover. Natalka, the main heroine of the story, was described by P. Kulish as an
intuitive, emotionally impressible type, she has close connection with unconsciousness, but
she is not able to resist destructive influence because of certain infantile attitude.
Particularly, before her husband Hrytsko left home and went to Crimea, Natalka had felt
that something terrible would happen and she would not see her husband alive again. In the
spirit of a romantic style P. Kulish described thoughts and psychological state of the
heroine: “She hugged him crazily and sobbed violently and she could not say farewell
words to him [...] When her husband left home Nataka cried bitterly as if he died”. [5, c.
209]. Thus, P. Kulish masterfully made a story situation which can be interpreted in two
ways: 1) Natalka’s consciousness models pictures of possible death of her lover and in
such a way she helps to materialize them (such a psychological attitude is typical for
mythological outlook which implies the possibility of materialization of thoughts, desires or
fears); 2) Natalka has a close spiritual and emotional connection with Hrytsko and she
intuitively predicts what will happen in the future and this unconscious knowledge
generates pain and sufferings.

P. Kulish made artistic reception of folk beliefs describing time and preconditions of
activity of demonic power in the story “About, why the Peshevtsov pond was dried up in
the town of Voronezh”. “Here the full moon shines brightly [...] but it is silent, it is empty
under the sky [...] in an hour after the midnight, — when all alive fall asleep and the life,
which is unknown to the people, begins. In that time unbaptized children roll on the cold
wet grass and climb the cherry-tree in the light of the moon in the dark gardens. At the
cemetery recently buried people, who grieve for this world, come out of their airless graves
and swing on the crosses [...] And around the pond some shades slither the wet shores, but
they are so light and weak that they cannot go through the air with their sound; they only
move back and forth as foggy haze” [5, p. 209-210]. At the same time this episode will
prepare the reader for further development of the events where all beliefs come to life and
become a reality for Natalka. After midnight when there is a full moon in the sky, all people
sleep and the time of demonic activity begins and Natalka does not sleep. And according to
logic of the story, this violates normal life and the heroine joins the world of darkness and
becomes open for the communication with the representatives of the other world. “As pale
as a shadow she sits on the doorstep of her cellar opposite to the moon and thinks about
Hryts...[...] Oh dear, fly to me as a falcon or an eagle! Oh, come to me my dear Hryts!
Come to me at least for an hour...break up sadness in my heart...” [5, p. 210]. Natalka
makes magical actions intuitively: she says her request on the doorstep and, according to
the folk beliefs, this place is a border between the worlds (here demonic creatures can
appear); she looks at the moon and asks it to make her wish come true. The answer to such
an emotionally desperate request is materialization of the heroine’s wish — suddenly Hryts
appears. Natalka tries to get to know how he can appear near her, because he is so far away,
somewhere in Crimea. The heroine wants to explain herself the possibility of such a
relocation of Hryts through space and time, “she began to examine him from head to foot.
But it was really him, he was definitely her Hryts! She was very happy and at the same time
she felt some fear. But Hryts hugged her — and love spoke more loudly than fear” [5, p.
212].

Her husband urged her not to ask him how he appeared near her and kept their meetings
in secret: “T will tell you everything but not now. Keep silent, for God’s sake; do not tell
anybody about me, otherwise it will be bad for us!” [5, p. 211]. The woman’s
consciousness refuses to perceive reality as it is and creates an alternative variant — an
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imaginary demonic creature in the image of her husband appears at night suddenly (when
unconsciousness dominates — our wishes and fears are realized in our dreams). A border
between conscious and unconscious, between dreams and sleeplessness erases, Natalka
becomes a hostage of her own fantasy, which takes away the pain of solitude and, for some
time, gives her hope for retrieval of a lost emotional-spiritual balance.

An alternative reality, created by a psyche of a person exhausted by the grief, seems to
be very plausible. In his article F. Potushnyak analyzed similar folk beliefs of Ukrainians of
Transcarpathia: A dead young woman (young man) visits her lover, kisses him, hugs him
and then, they have sexual intercourse” [8, p. 31]. The scholar separates person’s “night”
and “day” perception of dates with a dead lover. At night impossible can seem as possible,
desirable things are realized in dreams or delirium (hallucination): “At night an alive
perceives it with fear and is happy as if this is in real life, but she is afraid in the morning”
[8, p. 31]. However, in P. Kulish’s story Natalka was not afraid at once, she felt fear only
after eight meetings with unreal Hrytsko.

According to S. Birkhauser-Oeri, “In psychological terms, fora woman the meeting with
the devil could mean anexperience of the negative animus. We are talking about a totally
destructive psychological mechanism which can takecontrol of a womanwhenshe
approaches the unconscious.” [1, p. 122]. Archetype Animus is a personification of male
side in the woman’s psyche, it periodically and in different ways influences women’s
behavior, it is “a type of spirituality which is often in need of development. If this does not
occur she will fall a victim to a negative animus.” [1, p. 53].

As any archetype animus is ambivalent and, that is why in the woman’s dreams, myths,
fairy tales, mythological stories, its bright and dark aspects are objectified. Negative
Animus often appears as a demon, a teratomorphus creature, an evil-minded dead husband
or, a ghost. The motive of meetings of Natalka and pseudo-Hrytsko and her refusal to look
for a rational explanation of possibility of these meetings is a metaphorical display of a
psychological process of the woman’s obsession with negative Animus. Natalka modeled
the image of an imaginary lover in her dreams and got rid of anguish, despair and fear of
loneliness for some time. Reluctance of death acceptance or absence of a lover as a true fact
conduced the woman’s unconscious to simulate the life scenario where somebody who was
dead or was far away from home because of certain circumstances became alive or
achievable.

However, the illusiveness of these meetings became evident for Natalka after her
conversation with a villager. “On the eighth day, the neighbor, who was with Hrytsko in
Crimea, came back home and brought Natalka a present from her husband.” [5, p. 212].
The neighbor informed Natalka that her husband came back home very soon and, that fact
caused a conflict of two realities, which contradict each other in the heroine’s
consciousness. Society, rational perception of the other people destroys myth, which is
modeled by the woman’s unconscious. “Who came to me at night? — thinks Natalka. —
There was something bad” [5, p. 212]. And awareness of how dangerous and sinful these
meetings are takes place in the daytime, after getting objective information from a real
person. This made her tell her mother about the night guest.

This mystic situation, which happened to the heroine of the story, was solved with the
help of a witchdoctor who explained these night meetings of Natalka and Hrytsko as a
result of summoning a soul of her lover (either alive or dead) and gave her
recommendations of how to get rid of these meetings. “Natalka missed Hryts too much and
she made his soul to come to her [...] Such things happened. A person’s soul is very
sensitive, it knows what was happening hundreds of miles away, and when a person is
happy, it gets to know that something goes bad and, a person becomes sad. And if two souls
are sad because they are far away from one another, then the soul who loves stronger
summons another one. Oh, then the trouble cannot be avoided: either soul of an alive
person and a dead one does not like when somebody summons it” [5, p. 212-213]. Similar
description of folk beliefs can be found in F. Potushnyak’s article: “ Not only a two-soul
man but even a usual dead man or woman can come to his/her lover at night, and sexual
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intercourse can happen both in dreams and in reality when there is a reason for this. This
happens when they love each other very much during their lives — that is when someone
misses the lover very much. Such a kind of love calls the soul back and makes it active
(non-magically)...” [8, p. 31]. According to the folk world outlook, the development of
such a scenario is sinful and destroys a person's soul, who lived in the past. This person is
not able to accept the true reality as it is and simulates an imaginary world comfortable for
him/her, avoiding pain and loneliness.

The witchdoctor in the story “About, why the Peshevtsov pond was dried up in the town
of Voronezh” explains the nature of a soul as a creature who can feel either its pain or
someone else’s pain and irrationally gets information. All this reflects the hypothesis of
psychoanalysts of the possibility of the contact between the consciousness and unconscious
(more exactly between archetypes of the collective unconscious) in certain crucial moments
of life, state of affect, aggression, or nervous excitement. It was interesting that Hrytsko’s
soul, which was coming to Natalka at night, was interpreted by the witchdoctor according
to folk beliefs about a two-soul man. F. Potushnyak described the character of those people:
“Except for that soul, which leaves the body because of death, there are souls, who are in
bodies, but they can leave them and be outside them separately. This can be done only by
some people, the so-called “two-soul men”. The two-soul man is a person who has one or
two souls except for the usual one”. [2, p.37]. Thus, Hrytsko’s soul who is able to travel
when the body sleeps can be interpreted as demonic, it co-exists with a light soul that does
not know about the existence of another. In P. Kulish’s story “About, why the Peshevtsov
pond was dried up in the town of Voronezh” a witchdoctor tells about the results of such
traveling of a soul according to the folk beliefs. She says to Natalka’s mother: “We will
ward off Hrytsko’s soul; if it comes back to the previous place and stays there, then thank
God for that; but if it does not like Hrytsko’s body it will fly all over the world until it calls
Natalka’s soul and pushes Natalka to death” [5, p. 213]. Thus, the lovers must be together
— either alive or dead.

It was found out that Hrytsko’s soul was a metaphoric projection of negative Animus of
Natalka (her inner masculinity). Generally, the objectification of Animus as a devil is not
accidental for Christian women. According to S. Birkhauser-Oeri, “Thedevilis a figure of
the Christian imagination. He is the dark complement of God. And so it is not accidentally
that Christians, as soon as they turn toward the unconscious, face the problem of
suprapersonal evil. It is the fate of anyone rooted in a Christian culture to be confronted
with this difficult question as they move away from the surface toward their own depths
and at the same time their natural drives [1, p. 122]. Symbols of the fight against Hrytsko
show the archetypical nature of his image. When the man came to Natalka for the eighth
time, the woman did not respond to him, combing her hair silently and “sat at the doorstep
facing a garner” as the witchdoctor suggested to her. [5, p. 213]. Hrytsko got angry because
of such Natalka’s behavior, “he hit her head and disappeared” [5, p. 214]. From the point
of view of psychoanalysis, «hair grows from the head and it could be seen as unconscious
thoughts and ideas [...] hair is thus a particularly good image for autonomous parts of the
psyche we are unaware of” [1, p. 143]. Evidently, the fact that the heroine combs her hair
sitting at the doorstep symbolizes her desire to order her thoughts and realizes their
destructive aspect and also the nature of her inner masculinity. The doorstep as a border
between the worlds must help to identify and objectify the demonic character of Natalaka’s
unconscious because spirits and demons could appear at the border at midnight. As it was
mentioned above, Natalka sat facing the garner, and this action metaphorically expressed
the woman’s undesirability to see somebody, who could come through the door, and her
desire to avoid the meeting with a night guest.

The result of Natalka’s rituals was Hrytko’s disappearance and her death on the third
day. “She sits on the doorstep at midday on the third day. Suddenly, a black kite flew and
caught a chicken. Natalka ran out of the yard. The kite, as if purposely flew away for a little
and sat down on the road, and Natalka still was chasing it. When they came up to the pond,
it sat on the log protruding from the water. Natalka went into the water to the waist, and
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suddenly she dived into the water, and only black braids floated on the surface.” [5, p. 214].
According to the prediction of a witchdoctor, Hrytsko’s dark soul does not want to return to
his body, and it means that he was dead. His dark nature of a two-soul man was doomed to
wander at the border between the worlds. He wanted to be with Natalka and, that is why he,
in the image of a black kite, provoked her to die - the woman drowned in the pond, her
body disappeared, funeral rituals were not performed, and this was a precondition to her
wandering between the worlds together with Hrytsko. According to psychoanalysis,
Natalka’s death is a result of her obsession with negative Animus, which subordinates a
woman’s ego and provokes her to suicide. She thought that death was the only way to avoid
psychological dissociation and to join her dead husband.

In his article, F. Potushnyak pointed out that in folk imagination, a dead man continued
to live, but in the other hypostasis, however, at the same time, he had human needs and was
able to communicate with those who were close to him. The appearance of Hrytsko’s soul
in the image of a kite is shown in P. Kulish’s story, according to those folk beliefs. “In that
world a dead needed everything that he or she had, when he or she was alive, especially that
thing which he or she liked the best; if the needs were not satisfied during the life he or she
wanted to achieve them after death.” [8, p. 32-33], — wrote F. Potushnyak. Hrytsko went to
Crimea unwillingly, because he got married only a month ago. Happy family life, wife’s
love were those things which Hryts could not enjoy fully, so he took Natalka to the beyond
world in case to compensate the lost time.

The human obsession with love to the dead and stories about meeting a dead lover “is
considered to be a very awful and difficult phenomenon, which cut to the quick the whole
group and filled it with fear, moreover, they do not hesitate that its origin was from the
other world. However, it happened either because of the punishment of sins or because of a
dead man’s desire.” [8, p. 31]. F. Potushnyak mentioned different magic rituals and means
which can help to get rid of a dead lover. “The house, where an obsessed person lives, has
to be consecrated. Holy water, poppy seeds, and a knife are put into bed, “protur” (special
stick) has to be hammered into the doorstep for the night, and during the day axe has to lie
on the doorstep with the blade looking upwards.” [8, p. 31]. A person, who wants to get rid
of a demon coming to her, “has to go to the cemetery and before sunset, this person has to
throw his or her “ordure” tied up with the rip on the tomb of a dead person who chased him
or her. The rip must belong to a dead person (any dead person). When it does not help, and
attacks of demons happen more often, a victim goes to bed wearing a consecrated old alb
(these clothes are kept in the church for “such attacks™). When this does not help too, then
epitrakhiy is added, and the wreath is put on the head. Also, seven consecrated things have
to lie around the bed: holly dora (bread), watch night dora, holly water, a consecrated knife,
a consecrated wreath, “ozhog” and chalk. A circle is drawn with that consecrated chalk
around the bed.” [8, p. 31-32]. F. Potushnyak partly explained a symbolical meaning of
those things which were used in that ritual: “All these things are holly even after the
following usage of them in real life; a wreath symbolizes purity and innocence of the
object” [8, p. 32]. These things became very strong talismans which protected people
against a dead person. A dead “walks around the bed, gets angry, appears, scares and
howls” [8, p. 32]. At the same time, according to the folk beliefs of Transcarpathia, if a
person stays alone and goes out of the circle drawn around the bed with consecrated chalk,
the dead will kill this person immediately, because “spirits have power only over one
person.” [8, p. 32]. Sometimes to get rid of a demonic dead person this ritual has to be
performed ninth times.

In his article F. Potushnyak identified two types of intimacy between a person and a
representative from the beyond world: 1) willing, if they loved each other (a dead husband
or wife comes as a night guest), 2) unwilling (a devil, a demon or a two-soul man make
personal contact if a person has been a hostage of sin or destructive amoral behavior in
some sphere). “A devil can have sexual intercourse with a woman without her consent if
there is a reason for that (as with witches during Sabbath)” [8, p. 32]. Such folk belief about
intimacy between a witch and a devil literalizes the psychological process of a woman’s
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obsession with archetype Animus, its destructive aspect that is destructive content of
collective unconscious. In myths and fairy tales, this process is shown metaphorically: a
girl or a princess is captured by a dragon, a demon, or a terrible groom.

According to the folk beliefs of Transcarpathia, a demonic lover of a woman also can be
a vampire (a two-soul man turn into a vampire after death). “In dreams she sees him alive,
feels his touches. He usually does not leave her until he tortures her at all. — As a result she
pines and then dies or gets crazy” [8, p. 32], — wrote F. Potushnyak. According to S.
Birkhauser-Oeri, “A human being's meager strength is no match against the devil. In such
circumstances one must adopt a religious attitude in the purest sense, as Job did when
confronted by the dark side of God, knowing that he too had an advocate in heaven; ...
However, a person requires a strong conscious mind and a deeply serious attitude to take
the strain of this problem” [1, c. 123]. Appeal to religious rituals and faith in a kind God
represents metaphorically human desire to achieve the level of Self and has to become a
guaranty of release from the destructive content of the unconscious.

F. Potushnyak remembered folk beliefs according to which contacts between a woman
and her dead husband or a demon in the image of him cannot only happen at night but also
at midday because it is the time boundary when the door between the human world and the
beyond world can be opened: “there are cases when a dead appears at midday in his image
and talks to her” [8, p. 32]. A dead wife also could come to her husband if she was a two-
soul woman (two souls exist in her body): “A wife can come to her husband (or to the other
object chosen by her) in the same way if she is a two-soul woman” [8, p. 32]. Also, there
are folk stories about povitrulyas who kidnap “young men and live with them” [8, p. 32],
and sometimes they can turn into a human woman because of love. F. Potushnyak pointed
out that it is important to separate the images of dead people who come to the alive and
demons, two-soul men. Although, the initiators of these meetings with the representatives
of the beyond world are people because of their great sadness, and they allow to
subordinate their consciousness to these demonic representatives. “Here the reason is a
psychic phenomenon which is caused by the clear psycho-physical state, physiological
results of which can reflect in human dreams (and dream is perceived as a reality in folk
beliefs), — wrote F. Potushnyak. — [...] with it is associated a certain type of images with
great sensuality, their influence is great and their echo is heard after awaking” [8, p. 32].

Conclusions. Thus, Potushnyak, like representatives of K.-G.Jung school, stresses a
tendency that usual people can interpret unusual, exciting, and awful (that is archetypical)
dreams as the stories which happened in reality. In such a way, a different personification
of fears and evil appeared (demons, vampires, living dead people), and with them, people
contacted at night — the time of their greatest activity. P. Kulish created a wonderful artistic
interpretation of folk beliefs and old stories about contacts between a woman and her dead
husband in his story “About, why the Peshevtsov pond was dried up in the town of
Voronezh”. This work is similar to ballad plots, and it is written according to the rules of
romanticism, full of symbols and archetypical images. It was demonstrated that the
negative aspect of Animus was projected to the image of Hrytsko, and the plot of the story
was metaphorical objectification of the psychological process of a woman’s obsession with
the destructive content of the unconscious. And that was the reason for her death.
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The message of national identity is delivered in different types of discourse - political,
economic, the discourse of show business and sport, advertising, tourism discourse, and
more. The article describes the way the linguistic and pragmatic parameters of the
phenomenon of patriotism form messages of national identity in the newspaper discourse,
since with the increasing globalization of the communicative space, the types of
communication aimed at manifesting national identity, namely, national branding, gain
special significance. Providing conditions for the development of a national brand of any
country is extremely relevant in view of integration and civilization processes, social,
economic and geopolitical situation, and mass media propaganda. Cultural symbols, which
are mental-cognitive units focused on a certain idea of the country and represent the
typical reality, a typical phenomenon or a characteristic feature of civil life, play an
important role in messaging the national identity. A cultural symbol may be expressed by a
keyword denoting a cultural-labeled concept, stereotype, or a precedent. The phenomenon
of patriotism, which is formed upon the higher feelings, is the basic axiological dominance
of society, although the modern rethinking of value associations has led to the formation of
changes in the concept of patriotism: noticeable tangible adjustments have been made by
historical and social conditions over time. Patriotism is based on the emotional aspect of
the nation-state outlook. Linguistic and pragmatic aspects of the phenomenon of patriotism
in English-language newspaper texts reveal informative, evaluative, and instructive
functions. Being formed under the influence of traditions, life experience, the system of
values of the country they create prerequisites for the attitude of a person to his
compatriots, the country, and the whole world.

Keywords: national brand, national identity, the phenomenon of patriotism, the
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Togioomnenuss HayioHanbHOI i0enmuyHocmi 8i00Y8A€MbCA Y PISHUX 8UOAX OUCKYPCY —
NOAIMUYHOMY, eKOHOMIYHOMY, OUCKYDCI woy-0i3Hecy ma Cnopmy, peKiaMHOMY, OUCKYPCI
mypusmy mowjo. Y cmammi OKpecieHo, AK JNiHe80NpasMamuyHi napamempu ¢heHomeny
«nampiomusmy QopmyIoms noGiOOMIEHHsT HAYIOHANLHOI IOeHMUYHOCMI Y 2a3eMHOMY
OUCKYDCI, OCKINbKU 31 3pOCMANHHAM 2100a1i3ayii KOMYHIKAMUBHO20 NPOCMOPY 0COOIUBO20
3HAYeHHs Habyearomv mi UOU KOMYHIKAYIl, w0 Maiome HA Memi UA8 HAYIOHANbHOU
ioenmuunocmi, a came: HayioHanbHuti Openoune. Cmeopenuss ymo6 01 PO3GUMKY
Hayionanwbnoz2o 6pendy Oyob-aKoi Kpainu € 6Kpatl akmyaivhe 3 02140y Ha IHmMespayitini i
3a2anbHOYUGINIZAYIUHI NpoYecU, COYIATbHO-EKOHOMIYHY | 2e0NOAIMUYHYy cumyayiio, mac-
MeOitiHy nponazandy. Basxciuey ponv Vv nogi0omieHHi HAYIOHANbHOI I0eHMUYHOCMI
gidicpaome  KVIbMYPHI CUMBOIU, WO € MEHMANbHO-KOSHIMUBHUMY OOUHUYAMU, SIKI
goxycyromv y cobi nesHe ysagnieHHs Npo KpaiHy i noswauaroms munosy 0is Hei peaiiro,
munoge Aguue YU Munogy O3HAKY dcumms epomaoan. Kyremyprui cumeon modxce 6ymu
BUPADICEHULl  KTIOYOBUM  CNIOB0OM, WO HO3HAYAE KYAbIMYPHO-MAPKOBAHUL  KOHYenm,
cmepeomunom abo npeyedenmuum penomernom. Penomen «nampiomusmy, opmyouucs
HA BUWUX NOYYMMAX, € OA306010 AKCIONOIIHOI0 OOMIHAHMOIO CYCRIILCMEA, XOUA CYYACHe
NEePeoOCMUCIEHHs. YIHHICHUX —acoyiayiili CRPUYUHULO (DOPMYSAHHS 3MIH Y  NOHAMMI
«nampiomusm»: NOMIMHO BIOYYMHI KOPEKMUBU HACOM, ICMOPUYHUMU MA COYIATbHUMU
ymosamu. Ilampiomuunicme IPpYHMYEMbCA HA  eMOYIUHOMY ACNeKmi HAYIOHATbHO-
0eparcasHuybko2o cgimoanndy. Jlineeonpazmamuyni acnekmu (peHOMEHY «Nampiomusmy 6
203eMHUX AH2IOMOBHUX MEKCMAX BUABIAIOMb IHQYOPMAMUBHY, OYIHHY Md HACMAHOGHY
@yHkyii, cghopmosani nio enaUeOM MPAOUYIL, HCUMMEBO20 00CBIOY, CUCMeMU YIHHOCmel
Kpainu, cmeoprooyu nepedymosy CmagieHHs JI0OUHU 00 CRIBGIMYUSHUKIB, KPAIHU, YCbO20
ceimy.

Knrouosi cnosa: wnayionanvuuii 6OpenouHz, HAYIOHANbHA I[0eHMUYHICMb, (DeHOMeH
«nampiomusmy, moga cyyacuux 3MI, ninceonpazmamuuni napamempu.

Introduction. With the increasing globalization of the communicative space, the types
of communication aimed at conveying national identity, national branding being one of
them, gain particular significance [1, p. 80]. Cultural symbols, which are mental-cognitive
units focused on the idea of the country and mark the country's typical reality, a typical
phenomenon or a typical feature of life, play an important role in the message of national
identity. A cultural symbol may be expressed by a keyword denoting a cultural-labeled
concept, stereotype, or a precedent [2, p. 392], which is the phenomenon of patriotism.
Formed on higher feelings, it is the basic axiological dominant of society.

The modern rethinking of value associations has led to changes in the concept of
patriotism: there are noticeable tangible adjustments to times, historical and social
conditions, especially in the context of globalization when the national culture is replaced
by the mass culture. Accordingly, the concept of the text as an object of the analysis
gradually changed: the text is viewed together with the features of the context that
determine its communicative, structural, semantic, and rhetorical features. Linguists
distinguish four basic communicative (pragmatic) functions of the text: signifying,
informative (influence on the intellectual sphere of the recipient through the description of
things, phenomena, and events); evaluative (influence on the system of views, change of
attitude of the addressee of the message to phenomena, objects, etc.); instructive (influence
on the behavior of the recipient of the information) [3, p. 12].

The relevance of the research is determined by the special place of the phenomenon of
patriotism in the linguistic worldview and its importance for the individual, as well as the
linguistic community as a whole. Until now, the means of explicating patriotism in the
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English-language worldview still have to be considered, so the analysis of contemporary
English-language newspaper discourse will contribute to a deeper understanding of the
dominant values of society.

The message of national identity occurs in different types of discourse - political,
economic, discourse of show business and sport, advertising, tourism discourse, etc. [1,
p. 81]. In this paper, we explore the ways linguistic and pragmatic parameters of the
phenomenon of patriotism shape messages of national identity in the newspaper discourse.

The founders of the concept of national branding are Ph. Kotler, S. Anholt, W. Olins, K.
Dinnie, P. Van Ham, J. Hildreth. Such authors as G. Szondi, Y. Fan, N. Kaneva, and L.
Fomenko further developed this concept; K. Bliznyuk, O. Markova, L. Pisarenko, O.
Sklyarova, M. Yegorov, and others considered the phenomenon of patriotism in terms of
linguistics.

The purpose of the article is to analyze the linguistic means of implementing the
phenomenon of patriotism in the creation of a national brand used in the language of
contemporary English-language media.

The subject of the research is the phenomenon of patriotism as an important element of
national branding.

The subject of the research is linguistic mechanisms of constructing the phenomenon of
patriotism, its characteristics (lexical and semantic), and pragmatic functioning in
contemporary English-language media.

Materials of the study were sources of illustrative material (electronic versions of the
Daily Mail, Morning Star, Mirror, The Telegraph, and Sunday Express).

The continuous sampling method of English-language newspaper texts in the period of
2008-2019 revealed 600 cases of use of the lexical item of “patriotism”, as well as 100
cases of its indirect nomination.

Results of the research. National identity is a subjective relation, individual and
collective, with the national community, a sense of belonging to it, its history, territory,
culture, its political and economic interests [4, p. 11]. Therefore, national identity, as a
special form of social identity, is created and reproduced, as well as being changed and
destroyed in the discourse [5, p. 4].

The need to form a national brand and a favorable perception of the country in the
international arena indicates the importance of scientific analysis of existing theoretical
approaches to the interpretation of modern national branding strategies. National branding
is a series of measures in the fields of exports, tourism, culture, domestic and foreign
policy, and investment in developing and implementing the state brand building strategy
aimed at improving the image of the country, perceived by the local population and
foreigners and enabled by a variety of instruments (communication, marketing, public
diplomacy, etc.) [6]. It is impossible to study the state as a brand without defining national
identity.

A well-developed strong sense of national identity has the power to be a productive and
enabling force within the society, providing positive social capital, with benefits such as
improved cooperation with others, improved information flows, and more effective, better
functioning government and other democratic institutions. National identity is the sense of
belonging one has to a state or a nation, or a sense of solidarity one feels towards a
particular group, disregarding one's actual citizenship status. If one views national identity
positively, it is typically called “patriotism” [7, p. 77].

Patriotism presupposes pride for material and spiritual achievements of people,
motherland, and a desire to save its characteristic features, its cultural acquisition, and
protection of interests of the society, the nation as a whole. The associative images of these
feelings can be colors, illustrations, signs, symbols, sounds, smells, which in some way are
connected with the identification of a certain nation, people [8].

Patriotism, as a mental quality of human consciousness, is a kind of abstract unit that a
person uses to reflect the experience of generations. The Philosophical Encyclopedic
Dictionary defines this phenomenon as follows: patriotism (from the Greek "patria” —
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“motherland”) is a love for the native land, responsibility for its fate, and willingness to
serve its interests; in case of need, selfless defense of the achievements of its people; socio-
political and moral principle, which in a general form expresses the above-mentioned
feelings and emotional states in general [9, p. 471].

Patriotism is based on the emotional aspect of the nation-state outlook. Formed under
the influence of traditions, life experience, value system, feelings, etc., patriotism creates
prerequisites for a person's attitude to his compatriots, country, and the whole world. That
is why it is important to realize that patriotism manifests a wide range of meanings, such as
love, traditions, and beliefs.

The lexical and semantic feature of these linguistic units in the English-language
newspaper discourse manifests itself in the heterogeneity of their meanings. Thematic
indicators of belonging to different categories are the basis for the classification of the
elements of the phenomenon. Any language means expresses the main indicator of the
meaning of the notion: a lexical item, a phrase, a context:

1) Beliefs:

- formed by the tradition of positive perception: To defend my country was once
called patriotism [10, Jan 26, 2019]. True love of your country means contributing fairly to
build a decent society, as well as cherishing values of fairness, freedom, decency, and
tolerance [11, Jun 25, 2017]. There is nothing wrong with patriotism - nationalism is
maybe another matter — but I’'m proud of my country and there is no shame in that [11, Nov
1, 2016]. | believe patriotism is a normal and healthy thing and the very opposite of
nationalism [12, Apr 26, 2004];

- formed by the tradition of negative perception: President Donald Trump will
preside over July Fourth Independence Day celebrations on Thursday with a speech about
patriotism and a show of military might that critics say is politicizing an important holiday
and wasting taxpayer money [10, Jul 4, 2019];

- a person’s cognitive process: “Patriotism is something that I think” [12, Jan 13,
2019], “I do love Scotland, but if the love for your country is all you have, you're in a
desperate state,” he said, adding that he hated anti-English sentiment [13, Apr 13, 2018];

- a belief imposed by society: True love of your country means contributing fairly
to build a decent society, as well as cherishing values of fairness, freedom, decency, and
tolerance [13, Jun 25, 2017]. Patriotism requires you to put your country's needs before
your personal wishes, so the country wins [13, Jan 18, 2019]. Was motivated by a sense of
patriotism inspired by Independence Day [10, Jun 5, 2018];

2) Love: Patriotism is the love of one's country [12, Mar 31, 2007]. Patriotism, one is
meant to feel, is an unrequited love [12, Jul 01, 2019]. Patriotism, according to the Oxford
English Dictionary, which must surely be considered the right authority on this matter, is
the quality of ‘love or devotion to one’s country’ [13, Sep 7, 2017].

3) Traditions:

- self-fulfillment: The England skipper said: “The patriotism we have in our
country | don't see anywhere else. At times like this, you will never see anyone like the
English in the world” [14, Jan 13, 2004]. Australians have always gone to great lengths to
profess their love for the sunburnt country — with many inking their patriotism to their
bodies. But beyond the standard South Cross tattoo — or even an Aussie flag — some are
expressing the patriotism in a rather more elaborate fashion [10, Jan 26, 2019]. European
is who we are and who we have always been. Our members are Remain. Our values are
Remain. Our hearts are Remain [11, Jun 18, 2019]. There is nothing wrong with patriotism
... I'm proud of my country and there is no shame in that [14, Nov 1, 2016];

- symbolism (flag, outfit): MAGA apparel as a symbol of patriotism [10, March 1,
2019]. His patriotism is evident in his new home, where a painted American flag hangs on
the wall [10, Jan 24, 2019]. Both are dressed down in a casual style for the weekend, with
Hoda — who reported on the 2016 Olympics for NBC — showing her patriotism in a Team
USA jacket [10, Oct 12, 2018]. Knowing all the words to your national anthem: flying a
flag above your home, You'd argue or fight with someone who insulted your country,
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Watching the Queen's Speech every Christmas, Only buying products or food from your
own country, Wearing clothes with your flag on them, Being able to name all the Royals,
Having your country's flag on your car license plate, Knowing the Queen's birthday,
Having your country's flag on your car [13, Apr 19, 2018]. The bald eagle, designated as
the national emblem of the United States in 1782, has long symbolized the American ideal
of freedom. For people like Kevin Fossett, a U.S. Navy veteran who likes to check up on a
nest in Florida, the sight of the birds stirs feelings of patriotism, especially with the
approach of Independence Day [10, July 3, 2019]. The rule of raising of the national flag
is to strengthen national consciousness, help religious believers better practice socialist
core values and carry forward the tradition of patriotism [10, Aug 3, 2018];

- pride: the London Olympics will provide a boost in patriotism and pride [14,
Nov 22, 2011].

The inner content of patriotism is the signs - the results of the process of understanding
the essence of a certain social phenomenon, presented in the newspaper discourse. A
characteristic feature of contemporary media is the search for new, striking means: words,
images, and stylistic techniques. To enhance the expressiveness and emotionality of the
language, to more accurately translate the content and express a generalized meaning, to
create an appreciable effect in the language of the media, various stylistic tropes are used. A
significant body of examples that illustrate the phenomenon of patriotism in the English-
language newspaper discourse is represented by such stylistic means as metaphor, epithet,
and comparison.

Metaphor as a phenomenon of consciousness is manifested in language, as well as in
thinking and in action: “Our everyday conceptual system, within which we think and act, is
essentially metaphorical” [15, p. 256]. For the most part, this stylistic tool is used to tune
the addressee's behavior to an emotional level, which organizes and structures the human
perception of the surrounding world [16, p. 53]. In the English-language newspaper
discourse, metaphors have been found to fill the notion of “patriotism” with the following
characteristics:

- a way to cause a negative reaction of the reader — lexical units that give the
notion of patriotism a pejorative connotation: in tumult of patriotism [12, Apr 21, 2003]; a
strong dose of patriotism [10, May 28, 2019]; patriotism suddenly looking phoney [11, Jan
22, 2019]; show of patriotism [10, Jun 30, 2016]; is fashionable to deride patriotism [10,
Jun 30, 2007]; patriotism — it’s the last refuge of a scoundrel according [10, Jun 19, 2016];
patriotism and pageantry [12, March 5, 2019]; orgy of patriotism [10, Jun 10 2006]. Of all
the moral and intellectual nonsenses available to us, patriotism is among the dumbest. To
be proud of others' achievements is the same as standing in your living room, awarding
yourself a medal for the performance of Paula Radcliffe at the marathon [12, Mar 31,
2007]. We're going to do everything short of what's downright criminal. Ethics don't
matter. Patriotism doesn't matter [13, May 11, 2019]. Patriotism is love of one's country,
but are countries really appropriate objects of love? [12, Mar 31, 2007]; crack of
patriotism [10, May 17, 2003]; patriot games [12, May 21, 2009];

- manipulative use of patriotism: capitalize on Olympics patriotism [12, Aug 20,
2012]; can't hide behind patriotism [12, Aug 14, 2017]; in tumult of patriotism [12, 21 Apr,
2003]; grief and a mist of defiant patriotism [12, Jul 01, 2019]; lure of false patriotism [12,
Mar 28, 2014]. 1T appears to be obligatory for analysts on CBS and Fox to wear American
flag pins on their lapels during coverage of NFL games. Pundits' patriotism is complete
overkill [13, Jan 18, 2012];

- a way to arouse a positive reader reaction — lexical units that give the notion of
patriotism a positive and solemn connotation: a wave of patriotism [13, Mach 8, 2019]; to
stoke patriotism [10, Aug 15, 2018]; the dance was “a display of patriotism” [10, Oct 4,
2013]; the heinous crimes against patriotism [10, Jun 22, 2009]. The battle that ensued as
a fight for nothing less than civilization itself that was won by Allied forces who were
driven_by spirit, patriotism and military might [10, Jun 6, 2019]; patriotic sentiment [14,
Oct 8, 2018]; responding to the anger with a measure of patriotism [14, Oct 2, 2018];
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patriotism is back in intellectual fashion [12, Dec 27, 2005]; patriotism is back [12, Jan
25, 2011]; a bit of patriotism could make us all happier [12, Apr 22, 2012]; forward to
sharing their patriotism [13, Nov 30, 2015].

Epithets being the most popular linguistic means vividly representing the phenomenon
of patriotism reveals the author's vision of the world picture. The epithet helps to give a
clearer assessment of a certain fact, to sharpen the reader's attention, characterizing the
object from the point of view of the author's perception, necessarily contains a subjective
assessment of the relevant fact [17, p. 127]. In the English-language newspaper discourse,
epithets were found to fill the notion of patriotism with the following characteristics:

- sensitivity: heart-felt patriotism [8, Jun 20, 2018]; compassionate outward-
looking patriotism [12, May 13, 2019]; defiant patriotism [12, Sep 12, 2002]; quiet
patriotism [12, Apr 01, 2003]; cultural patriotism [12, Nov 19, 2001]; wounded patriotism
[12, Feb 10, 2017];

- prudence: not blind patriotism [12, Jan 7, 2014];

- effectiveness: embattled patriotism [10, Jun 22, 2014];

- condemnation: phoney patriotism [13, Jun 25, 2017]; vacuous patriotism [13,
Jan 22, 2019];

- mockery: feigned patriotism [10, Mar 18, 2018], patriotism is not arrogant, or
overbearing [10,, Jul 6, 2018];

- disrespect: plastic patriotism [13, Apr 13, 2018];

- disgust: foul patriotism [13, Aug 9, 2012];

- scale: radical patriotism [9, May 3, 2019]; party's patriotism [12, Oct 09, 2003];
local patriotism [12, Mar 18, 2004];

- territoriality: France’s economic patriotism [12, Aug 30, 2005]; British
patriotism [14, Mar 12, 2019]; Chinese patriotism [11, Sep 4, 2012]; Welsh patriotism [9,
Mar 25, 2019]; German patriotism [10, Mar 20, 2001]; English patriotism [12, Apr 22,
2012]; Russian patriotism [12, Aug 27, 2005]; Italian patriotism [12, Dec 7, 2016];

- manipulability: forced patriotism [13, Aug 4, 2013];

- positivity: good honest patriotism [10, Mar 24, 2005]; cultural patriotism [12,
Nov 19, 2001].

Comparison gives the expression particular clarity, expressiveness, and associativity
[18, p. 200]: Tory Cabinet Minister Andrea Leadsom’s patriotism is all the hypocrisy of a
well-heeled banker waving a cheap plastic Union Jack made in China [11, Jun 25, 2017];
patriotism ambiguous and conveniently pliable tool [11, Sep 7, 2017]; American patriotism
is a revelation [12, Jul 2, 2015]. The introduction of this stylistic tool helps the author
create a clearer reader’s idea of the events described in the text [19, p. 8].

Conclusions. Thus, the usage of the phenomenon of patriotism in the newspaper
discourse is contributing to the formation of the country's national brand. Each newspaper
text contains certain linguistic and pragmatic parameters of this notion that have a
significant impact on its semantic structure. Newspaper texts are designed to attract the
attention of the readership and arouse interest in the issues of national identity. This is a
part of the process of national branding by means of the newspaper language. While
pursuing the goal of informing the public about the situations with patriotism, journalists
often resort to expressive means to emphasize the meaning of words and influence readers'
perceptions. Thus, the linguistic and pragmatic aspects of the phenomenon of patriotism in
the language of contemporary English-language media fulfill certain functions. They are
informative (influence on the intellectual sphere), evaluative (influence on the system of
views, change of attitude of the addressee of the message to the phenomenon), and
instructive (influencing the behavior of the recipient of information using lexical and
grammatical and stylistic linguistic means). We see the prospects for further research in
considering the multimodal nature of national branding and the phenomenon of patriotism
as its integral part.
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The article is devoted to the study of the concept of «gratitude» relevant in modern
discourse on the material of the media texts combined in the book Thanksgiving day (of the
daily All-Ukrainian newspaper «Day»). An attempt is made to determine the conceptual
content of the concept of «gratitude» through the verbalized means of objectifying this
ethnocultural formation.

The concept of «gratitude» in the analyzed texts plays the role of the semantic
dominant, viewed through the prism "Without memory there is no gratitude, and without
gratitude there is no historical (institutionalized) memory" which defined their semantic
structure.

An attempt was made to identify the axiological potential of «gratitude» as the
dominant of a nonfiction text, where expressive expression is a means of achieving
maximum impact on the reader. The leading meanings-values are gratitude-self-esteem,
gratitude-happiness, universal cultural regulation.
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KOHIENT «BAAYHICTb» AK BEPBAJIBHA TA HIHHICHO-CMHUCJIOBA
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Cmamms npucesuena 00CHIONCEHHIO AKMYATbHO20 Y CYYACHOMY OUCKYPCI KOHYEnmy
«80AYHICMbY Ha Mamepiani mediamexcmis, 00 '€Onanux y KHusi «/env @OsAuUHOCMIY
(wooennoi Bceykpaincekoi ecazemu «/envy). Pobumwvca cnpoba eusnawumu nousmiiine
HAaNOBHEeHHs. KOHYEeNnmy «8OAYHICMbY uepe3 8epOanizosani 3acobu 00 ckmusayii ybo2o
eMHOKYIbIYPHO20 YIMBOPEHHS.

Konyenm «gosunicmo» 6 ananizosanux mexcmax 6idiepac poib CMUCI080i OOMIHAHMU,
wo posenadacmuvcs uepes npuzmy «bez nam’ami nemac e0ssunocmi, a 6e3 80auHOCMi HeMA€E
icmopuunoi (IHcmumyanizo8anoi) nam’amiy, aKa i GUHAYULA U020 CMUCTO08Y CIPYKMYPY.

3pobrena cnpoba Gussumu axcionoiuHUull NOMEHYIAT «BOSAYHOCMIY AK OOMIHAHMU
nYONIYUCTIUYHO20 —MeKCMY, Oe eKCNPeCcUusHicms B6UCIO8Y € 3Acob0M  OOCASHEHHs
MAaKcumanbHo2o 6nausy Ha uumava/ peyinieuma. Ilpogionumu cmucramu-yiHHOCMAMU €
B0AUHICMb —CAMON06A2A, BOSIUHICMb — WACISL, 3A2ANbHOKYIbIMYPHULL Pe2yIsImus.

Kniouosi cnosa: 60sumnicmo, Konyenm, OOMIHAHMA, YIHHICHA OYIHKA, CMUCI,
akciono2ivHull nomenyian
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VY cy4acHOMY JHCKYpCi aKTHBHO BUKOPHUCTOBYETBCS TaKa MOJIENb PEeNpe3eHTallii 3HaHb
K «KOHIeNnT» (Bix JaT. cONCeptus — ayMmka, MOHSTTS, CMHUCI), IO YBIMIIOB y HAayKOBHM
00ir y 90-ux pp. XX c1. Hdedininiro Tepmina, HOro CyTHICTH Ta IPHUPOIY, OaraTomapoBy
CTPYKTYPY, 3aKOHOMIpHOCTI (YHKIIOHYBaHHS y pI3HAX HAayKOBHX IDIOIIMHAX
JOCITIKyBany BiT4m3HsIHI MoBo3HaBHi: 0. CremanoB, H. ApytroHoBa, H. Psbuesa, B.
Kapacuk, b. Bopyxos, P. Posima, O. KyOpskosa, C. Hikitrina, T. PamgieBcpka, A.
Bexounrka, B.Temisa, H. Ciyxaii, 1. JlitBinosa (Jumnntrok), O. 3aituerko Ta iH. HaitGinpm
TPYHTOBHO AaHANI3ye€ThCSI HAYKOBIFIMH KOHIIENT SK €THOKYIBTypHE YTBOPEHHA abo
eTHokoHuenT. «Llst Monenr Oa3oBaHa Ha YCBIIOMJIEHHI TOTrO 3HAYEHHS, SKE Mae
HalliOHAJIbHA KYJIbTYpa B JKHUTTI COLyMY 1 BioOpa)kae YsIBIEHHS IPO Te, IO KOHLENT SIK
CTHOKYJIbTYPHE YTBOPEHHS € TOYKOIO IEPETHUHY CBITY KyJIbTypH I IHIUBIITyanbHUX
cmucisy [1, c. 269].

Ha waci € mnuTaHHS CIHIBBIJHOIICHHS KOHLENTY 31 3HAYEHHSMH MOBHOTO 3HAKa,
MOXITMBOCTSIMH MOJICIOBaHHS KoHIenTy. HaOyTku B 1iil napuHi npeacraBlieHi 30KpeMa B
KoJIeKTUBHiHT MoHOTpagii «Konnentu i konTpactu» (Omeca, 2017), okpemuid po3ain sKoi
MIPUCBSYCHUN MOBHIH penpe3eHTarii KOHIENTIB Y Pi3HUX THIAX TUCKYPCY (MOIITHIHOMY,
Mac-MeIiHHOMY, TiIOBOMY TOIIO), KOHTPACTYBaHHIO 1HIHBITyaJbHUX KOHIICTITIB y CKIIAJi
aBTopchkoi KC (kaptunu cBiTy) Ta iH. [2]. PenpesenTariii uepe3 TEKCT KOHIENTYaIbHOI
MOJIETi TIEBHHMX CBITOTVISIAHUX TIOHATH YKPAiHIIB NPHUCBSYEHUH PO AWCEPTALIMHUX
JIOCITIJDKeHb OCTaHHIX JECSITH PokiB, 3okpema H. B. Baosuuenko (Oxeca, 2015) [3], A. I1.
bonornikosa (ITontaBa-3anopixoks, 2018) [4] Ta iH.

VY cyuacHiil JIHIBICTHIII aKTMBHO BUBYAIOTHCS i PEKOHCTPYIOIOTHCS Pi3HI KOHIETITH,
cepell SAKUX <(OKUTTS», «Mpisy, «piaHUN Kpaiy, «Ykpainay, «KuiB», «CoH», «I000BY,
«KOXaHHS», a TAKOK MOPAJIbHO-ETHYHI — «I0OPO», «3JI0», «IPIX», «COPOMY, «OJIaroaaTe,
«cmaciHHs», «cB00OOa» TOWIO.

Jlo MopanbHO-eTHYHHX KOHIENTIB SK JIHTBOKYJIBTYpPHUX VHiBepcamiii (3a H.
BroBuueHKO) BiTHOCUTBCA W KOHIENT «BISAYHICTHY. IlepIn Hi’k TOBOPUTH MPO TIUOWHHE
MOBHO-1H()OpMalliiiHe HAaOBHEHHS KOHIENTY «BISYHICTB», CIiJ aKIEHTYBaTH yBary Ha
tpakToBLi 0. CTenaHOBUM MOHATTS «KOHLIENT» — «KOHYENMU He Juule MUCTAMbCS, GOHU
nepesicusaiomscs...» 1 nam muryemo 3a 1 JIiTBiHOBOIO, — Ie “HIOM 3TYCTOK KYIBTYPH y
CBi/IOMOCTI JIIOAWHY; T€, Y BUIVISA/1 YOTO KyJIbTypa BXOJUTh Y MEHTAIBHHUH CBIT JIIOAWHH. |,
3 Apyroro OOKy, KOHIENT — L€ Te, OCEPEAHUIITBOM HYOT0 JIFOJIUHA — NIepeciuHa, 3BU4yaiiHa
JIIOAMHA, HE “TBOpeEIh KyJIbTYPHUX IIIHHOCTEH — caMa BXOAMTH y KyJIbTYpPY, a B AEIKHX
BUIAJKAX 1 BIUIMBA€E Ha Hei.... BoHM — mpeaMeT eMolliid, CuMmaTiil i aHTUmaTii, a 1HOI i
3iTKHEeHb. KOHIIeNT — OCHOBHA YapyHKa KyJIbTYPH B MEHTAIBHOMY CBITi toausu” [3, ¢.6].

KoHuenr «Bas4HicTb», o nepedxcusacmovcs (3a H0. CrenmaHoBUM), HA HaIly OYMKY,
JOTHYHMH JI0 3MICTY KOHIENTY «BBIWIMBICTB», Pa30M PENPE3CHTYIOTh OJMH 13 €JIEMEHTIB
KOMYHIKaTHBHOI CBIJIOMOCTI WIEHIB yKpaTHChKOI eTHOCHIbHOTH [4, ¢.37].

Mososnasens C. bornan 3a3Hauae, 1o cloBa 0AKa, NOOsKA, OAKY6amu TPUALIIH B
yKpaiHchKy MOBY 3 1. HiM. Dank, danken uepes ueckky, notim monbsebky MmoBu. Y XVII cT.
(Jlexcukon 1627p.) — cT. cun. OmaromapeHie ClIOBaMH “ISIKOBaHbE ailbo 00poe
noaskoBanuee” [5, c. 283]. PociiicbkoMoBHE 6i1acodapums 31 CT. ci. Onaromaputu
SIBJISIETCS KaJdbKOM Tped. eucharistein «ObITh GrarogapHbiMy, Iae U — 61d20 «XOPOIIOoy,
charistein or charizomai «maputh (1enats) IpUSITHOE», KOPEHb Char- «penecTs, MUIOCTb,
kpacotay (L{piranenko I'. Otumonorndeckuii cnosapsp, 1989).

VYV «Cnoapi ykpaiacekoi MoBm» 1909 p. (b. I'pindenka) nmomana mediHimis iMeHHHKA
«IAKay SK OJaroJapHoOCTh, 1 Apyre 3HaueHHs — «2) Oxora, xenanie. SIk Mamn JsKy, 10
3p06. Bx. Jlem. 413». JliecnoBo «uskyBatn» — «bmaromaputs. skye kpacHo. AJl. 1. 16.
Jsikyto ToOi, MaTH, Ja 0 TH MOPOJMIA, TUIBKO HE JIKYIO, 110 He oxeHmia. Yyo. Yoro
cunuir, MapyceHbKo, 4oM He Askyemn OaTeHbky? Met. 225. Ot He nskyit meHi, Opare. K.
Hocs. 84. lsixysatu ['ocnionési. barogaps boray [6, c. 283]. Omxe, cTprkHeBe 3HAUCHHS
— Oaro JapuTh CJI0BaMH, JapyBaTH MHJIICTb , Kpacy.

Cy4acHUH CIIOBHUK YKpaiHChKOT MOBH (hikCye Taky Ae(iHILiio ClIoBa «BISYHICTB» Ta
mian. «Baska» — «[lodyTTs TOASKM, TOTOBHICTh BUUASYMTH 3a IIOCIYTY, IOIOMOTY,
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3pobsiene 100po». CemaHTHKa ClIOBa pO3LIMpeHa: «SIKMil BHIpaBIOBYE IOKJIAJEHI Ha
HBOTO Ha[il, CTABJICHHS 0 HBOTO i T. iH. [7, ¢. 79]. ¥V TpakTyBaHHI «IOISKI» MOIAETHCS —
«... BUSAB 1BOTO mOuyTTsA. // CnoBa, sIKi BHpakalOTh BISYHICTB, cmacuOi. // Odirmiiiaa
TIO3UTHBHA OIliHKA YH€i-HeOY b MisUTBHOCTI, Tpari i T. iH. ... Ha 3HaK TOTOBHOCTI BiIISIUTH
3a TOCIyTy, JOMOMOTY, 3poGiene mobpo i 1. iH» [7, c. 825]. CemanTHuHHil psn
PO3IIUPIOETHCS: HE TIIBKH MOYYTTS IOJSAKH, SKE IIO3UTHBHO CIPHHAMAETHCS CHIJIBHOTOIO, a
{f TOTOBHICTP HOTO BUSBHUTH, — 80A4HICMb Y Oil.

CyuacHuii  ¢QiT0CO(DCHKHAN  CIOBHHK BIJHOCHUTH «BAAYHICTB» [JO IIIHHOCTEH,
(MigKpeCTIOEThCS  AUCKYCIHHICTh 1IHOTO TMOHATTA Yy ¢inocodii XX cT.) CTpHUIKHEBHM
3HAYEHHSM IOHSATTS € «...I[UJIICHA OpraHiuHa peaKiis JIIOJUHH, KA CTOCYEThCS IPUUHATTS
a00 HENpUIHATTA SKHUXOCH SIBHIN... € SBUIIEM BHYTPINIHEOTO BHOOPY JIIOJWHH
JIOJIChKOI cBoOOau. 1. ymonvHa He obupae, a... BiAHAXOJIUTH cebe BXKE IHTErPOBAHOIO Y
HCBHI IIHHOCTI 200 camuM crnocoOoM xHTTA mpuiydeHowo a0 HuXx...(Iligkpecneno JI.
Spemenko). [lepBuHHA WidicHA peakiist IPUHHATTS a00 HEPUHHATTS YOTOCh MOCTAE caMe
[IHHICHOIO PEAKLI€I0 ... PETyIATOp JIOACHKOI MisutbHOCTI» [8, ¢.238]. Takum umHOM €
3araJlbHOKYJIFTYPHUMH PETYIATHBAMH, IO BEAYTh 10 COLIANBHOI 3ronu (TIOPSIOKY).

VY «Cy4acHOMY CIIOBHUIKY 3 CTHUKH» «BISYHICTH» — L€ «CTaBJICHHS JIIOIUHU JO TOTO,
XTO 3pOOUB 1if MOCITyTY, ONAarOisHHS, IKE BHABIAETHECSA B OCOOIMBOMY MOYYTTi TOTOBHOCTI
BIJIIOBICTH B3a€MHHUM OJaromisHHsIM». Lle TOHATTI TOJA€ThCS IyalnbHO 60AuHicmb//

HegOsluHicmb — « ... B. BCTymae B cylepeyHicTh 3 IHIIMMH NPUHIMIAMH MOpalmi —
YeCHOCTI, MaTpioTU3MY TOILIO, TOOTO MPHHIMIIAMH BHIIMMH Bia npuHimny B. JloBoxutscs
OyTH “HEBISIYHUM’, HANPUKIAJ, IO TOTO, XTO IiJ0WBae TeOe HAa aMOpallbHI BUHHKH 5K
BigmmaTy 3a 3poOiieHy ToOi mociyry». | B sKocTi imocTparii B CIOBHHKOBIH CTaTTi
HaBOJAThCA aopusmu — “BrsaHicTs — 03HaKka Omaropoxacrsa aymni” (E3om); “BasaricTs —
Oopr, sKuil TOTPiIOHO CIUIATHTH, ale SKOTo HixTo He Mae mpaBa uekatu” (OK.-)K. Pycco);
“BasgHiCTh OUTBIIOCTI JIOACH — HE OLIBIIE K NPUXOBaHE OYIKYBaHHS IIe OLTBIINX
onaromistas” (®. Jlapomdyko). [9, ¢.71-72].

Ha ocHoBi HaBeneHux nediHiliii MOXHa BHIUIMTH OCHOBHI 3HAu€HHS CJIOBa
«BISIYHICTBY (J5IKa) Ta OTO AEPHUBATIB 60AUHULL , OSKYE8AMIL, BOSIYHO:

1) npuewmHi, rapHi (4apiBHi) cI0Ba;

2) TOYYTTS MOJSKHU SIK BHSIB TIOBArd JI0 apecara;

3) TOTOBHICTB (0XOTa, XKeNaHie) BIAAIIUTH 3a 3pobIieHe 100po (BASUHICTD Y Jii);

4) odinifiHa MO3UTUBHA OLlIHKA YHEI-HEOY b MISUTBHOCTI, MPALl;

5) BAsSuHICTH He JHIIE 3a 3pOOJIEHY MOCIYTY, alie i 3a Ty, o e Oyae 3pobiieHa;

6) npuxoBaHe OUiKyBaHHS Ha € OLTBII BArOMI MOCIYTH, CIPUSHHS, MiATPUMKY.

MeTa HayKOBOi PO3BIJJKM — BU3HAYUTH IMOHATIHHE HAIIOBHEHHS KOHIENTY «BJISTYHICTH)»
yepes BepOai3oBaHi 3aco0M 00’ €KTHBAIIi IIHOTO €THOKYJIBTYPHOTO YTBOPEHHS, 1[0 TaK UM
IHAKIIe XapakTepu3ye Ta iMeHTH(IKYe HOCI{B IMMEBHOTO €THOCY, NUISIXOM JIHTBICTHYHOTO
aHaJIi3y TEKCTiB, MPeJCTaBIeHUX y KHu31 «JleHb BasuHocTi» [10].

OO0’€KT JOCIIPKESHHSI — MOBa Mac-MEAIMHUX TEKCTIB, 00’ €IHAHUX OJHIEI0 CTPATETIEI0
Ta TEMATHKOIO (y Me¥Kax 3aBEPILICHOr0 IHTEIEKTYaIbHOTO MPOJIYKTY - KHUTH).

IIpeaMeT IOCTIKCHHS — KOHIENT «BASYHICTB» SIK I[IHHICHO-CMHUCJIOBA JOMIHAHTA
TEKCTY.

MarepianoM JOCIHIJKEHHS CTalIM OKpeMi Hapucu apyroro posniry «/dyx Cioso Ines.
O6pa3 Ykpaiuu y cBiTOBiil KynbTypi» KHUTH «JleHb BastuHOCTI» (2019 p.) 3 6iGmiorexn
mopaeHHoi BeeykpaiHebkoi razetu «JleHby.

HaykoBa HOBM3HA — KOHLENT «BJSYHICTHY» Yy CYYacHid JIHTBICTHILI 1€ HEJOCTATHHO
BUBUCHHMH 1 peKoHcTpyioBaHWi. PoOurhcst cmpoba mnpoaHamizyBaTH e KOHLENT SK
eTHOKYJIbTYpHE yTBOpeHHs (eTHokoHuenT 3a H. Cnyxaif) Ha mepeTuHi CBiTYy KyJnbTypH U
IHAWBITya TbHUX CMHUCIIIB y MEXaX Mac-MEiIfHOTO TEKCTY.

Kuwnra «J/leHp BOSYHOCTI» — I pe3yibTaT KiIbKapiYHOTO IHTENEKTYaJTbHOTO IPOEKTY,
IO peaji30ByBaBCS Ha INMAajibTax Ili€i BceykpaiHchkoi razetu. JI. IBmmHa, romoBHHMA
penakTop yaconucy, y «CJoBi 0 YMTadiB» 30KpeMa Bii3HAUWNa: «4 nam ’same i 60sunicms
Oyoice MicHO nos’sa3ami, 60HU 00HA 6e3 00HOI He ichytomb. bez nam’sami nemace 8oaunocmi,
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a 6e3 gosiuHoCcmi Hemae icmopuurol (tnemumyyionizosanoi — J1. IBiumna) nav smi. /s Hac
v «[dui» ye oyoce easicnusoy [10, c.5]. IlpuHarinHO Cciim 3a3HAYUTH, IO OJHUM i3
TIOMITOBXIB J0 TPOEKTy # Iii€i KHUTH y 568 CcTOpiHOK cTaB BYMHOK Mepi PoGiHCOH —
npesunenrta Ipmangii (1990-1997), sxa y 150-piuHHIIO TPHOXIITHROTO TOJOAY B KpaiHi
(3abpaB >KHTTS TIBMINBHOHA IpIAHIIIB) TOiXaja 10 AaMEpPHKAHCHKOTO iHAIaHCHKOTO
ruieMeHi 9okTo B mTati Okaxoma, mo0 HOosIKyBaTH oMy 3a 310paHi Ta HaJicIaHi HaBeCHI
1847 p. 173 pmomapm Ha momomory kepTBaM roiony B Ipmanmii. «IIpo mIisxeTHI BUMHKA
TaKOK MOTPIOHO TaM’SITaTH,» — 3asBHiIa pe3uaeHT M. PobincoH [Tam camo, ¢.12-13].

TyT nexkcema «BISYHICTBY PO3LIMPIOE CBOIO MapajurMy: BISYHICT (HOAsKa) HE TLIBKU
SK BHSB IOBArM JI0 aJipecara, a il «... Oiibuioio Mipoio 60AUHICIb 8AdNCIUBA 01 HAC, MUX,
xmo i eucnoguoe . Bosunicme — ye moeymmuiti ¢imamin pocmy uayiiy ... «emimu 6ymu
BOAUHUM ..., WOO UUMU 00 MO20 CMAHY, KOAU MU 8IOUY8AEUl, WO Meopuul padicmo i
modicew 6ymu wacausum» [10, c.19].

TinpKy BASYHA JFOIUHA [0-CIPABKHHOMY IIACIUBA. TOMY TaK Ba)KIIMBO BYUTHUCS OyTH
BISIYHUM, TOOTO TPHWBHOCHUTH CBOi IHAWBIAyadbHI iHTepIperamii (CMHCIH) BISYHOCTI Y
JAaHUH MOMEHT i CHTYaliko.

CnoBO «ISKyrO» — IIe JIWIIe HeoOXiTHIH MiHIMyM. AJie me OUTBII HiHHOKO € 80sUHICHb
AK Ois. «BAS4HICTh € 000B’I3KOM, a CIIOBHEHHS 000B’sI3Ky — 4eCHOTOIO» (Mutpomomut A.
[MenTrpKmiA).

Tomy BBaxkaemo cirymHOO nyMKy . JIiTBiHOBOi, mo «koHOent (y Hammiid po3Bimmi
«BISTYHICTHY») TMOCIAE CBOE OCOOJNMBE MICIIC Cepel SIBHUI IHCHOCTI SK AaKTUBHE il
nepetBoperms» [11, c. 9]. Maemo 3adikcyBaTé HOBe 3HAYCHHS JOMIHAHTHOTO CIIOBA B
HapamurMi: ymMo6a epoMAdsHCLKO20 3POCMAHHA, WACIUBO20 JHCUmms, nepedymosa Oii,
nopyxy oyuli.

Tpeba Takoxk 3a3HAYUTH, IO KOHIENT «BASYHICTB» K SBUILE aKTUBHOTO IEPETBOPEHHS
CY4JacHOTO JKUTTS YKPAaiHIIiB € HAa Yaci, € BocTpeOyBaHNM Y IDIOMHKHI Hamoi po3Biaku. [Ipo
IO CBIMYUTH | MOMYJISIPHO-HayKOBa Tpams (KaHp BHU3HA4eHWil aBTopoMm) S. PaneBmua-
Bunaunpkoro «Heykpainmi, skuM BasuHa Ykpaia» (JIeBiB, 2015), ne Bmimeno 78
HEBEJIMKUX CTPYKTYPHO YHi()iKOBaHMX HApPHCIB IMPO JIOACH pi3HUX HAIIOHAIBHOCTEH, IO
CIIOBOM 1 MJIJIOM HpPUCITYXWIHCA YKpaiHi, BOauanm B Hill egponeiicokicmb. HaykoBelb
3a3Ha4mB: «MU HEe MOXEMO BHMAraTd BiJl HEyKpalHIIB CHUMIIaTii, eMIarii 9u Jr000BI 10
Hac, aje Hall CBSITUH OOOB’SI30K 3HATH 1 HAJIEKHO I[IHyBaTH HaBITh HAaWMEHI BUSBH
00’€KTHBHOTO I aJJleKBaTHOT'O CTaBJICHHs 10 Hac. ... JloOpi moau Ta IXHi q00pi cripaBu i
BUYMHKM HE MiUIAraroTh 3a0yTTio. lle He muiie rigHuil 3Bu4ai, a i 000B’ 30K HaIii, sKa
cebe moBaxkae»[12, c¢. 5-6]. OTke, € CIyIIHOK IyMKa HAayKOBI[B, IO HArOJOIIYIOTb:
«Konuenr sixk 00'eMHe MEHTaJIbHE YTBOPEHHS BOMpae B ceOe He TINbKU iHBapiaHT 3HAYEHb
CJIOBa, MpeZCTaBisie Horo, a it abcopOye iHBapiaHT 3HAYCHB CIIOBOTBIPHOT'O THI3/a TOTO XK
ceMaHTHYHOro moJjs» [13, ¢.48-49].

«BasyHicte» sAK O000B’SI30K JIIOAMHW/HAINI, sKa cebe ImoBa)ka€, SK IIOKa3HUK
€BpONEHChKOCTI. B sKocTi mpukiamy, eced Ipo KPUMCBHKOTO TaTapuHa AraraHreia
Kpumcpkoro, ogHOTO 3 HAaHOUTBIIUX CXOMO3HABINB, YKPaiHCHKOTO BYECHOTO, MOJITJIOTA,
nepekianada, opranizatopa Hayku, 9ue iM’s ['enepanpaa Acam6nes FOHECKO Brecna mo
nepesniKy BUAATHUX HisiuiB cBiTy. OJIHUM i3 acrekTiB HOro BHECKY B yKpaiHCBKY CIpaBy,
KpiM JieKCHKOrpadiqHOi MisIBHOCTI BHUCOKOi HayKOBOi SIKOCTi, € BHPOOJEHHS MpaBHII
npaBomucy ykpaincbkoi mou 1921,1928 pp. [12, ¢.302-303].

He MoxeMo He 3BepHYTH yBary Ha Te, 1[0 MaTepiajioM JUIs HAIOro JIOCHI/PKEHHS CTalln
OKpeMi HapuCH Ta CTaTTi, HPUCBSIYEHI BHIATHUM MEPCOHATISIM-HEYKpATHILIM, OyiHu
MiATOTOBIIEH] cneyianbHo U TIPE3CHTAallli Ha MaibTax M0JIeHHOI BeeykpaiHehkoi razetu
«leHb», M MWUPOKOi MiTbOBOI ayAWTOpii — Pi3HOMAHITHOI 32 BIKOBHM Ta COI[aIbHUM
CKJIQJIOM, — Y MeXaX MeAlaTeKcTy, MyONiIUCTHYHOTO CTWIIO JIiTepaTypHOi MOBH,
NpU3HAYeHOro Uil Tepefadi MacoBoi iH¢popmarii. MoBa aHami3oBaHMX myOJiKamii
BIJITIOBIZTHO «... EMOLIIHO 3a0apBieHa, ITiTHECCHa MOBA 3 O3HAKAMU BOJBOBOI OIIHHOCTI (y
I[bOMY 3HAa4Y€HHI BHCTYNAa€ CHHOHIMOM JIO NOHSTH «OPAaTOPCHKHH CTWIIBY», «PUTOPHYHMI
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CTHJIBY»), ... MOBHI 3ac00M NPU3HAYEH] Ul EMOLIIHOrO BIIMBY Ha YMTaya, ciayxada» [14,
c. 501], nepexoHaTH y HaraJbHOCTI, BAXJIUBOCTI iH(popMarii.

OTxe, 3MICT Ta3eTHUX TEKCTIB € eKCIUTIIUTHO BHPAXCHUM. «3arajJbHOBIIOMHII BHCIIB
«Koxna moba Mae cBOI0 MOBY» HacaMIlepe] CTOCY€ETHCS COLIATBHUX OLIHOK, IO HasBHI B
MOBIi Tpecm» [Tam camo, ¢.323]. Haykosemns T. Ky3nenoa Haromomrye: «KoHIenTt, Takum
YHUHOM, y TEKCTi BiIirpa€e poJb CMECJIOBOI TOMiHAHTH, SIKA OPTaHi30Bye HOTO CMHCIOBY
cTpykTypy. Opi€HTamis Ha KOHIENT SK HAa PEMPe3eHTAaHT CMHCIY TEKCTY TO3BOJIIE
pO3TIIIATH WOTO (KOHIIETIT) SIK «pe3epByap» CYKYIHOCTI CMHCIHIB-IIHHOCTEH, a OTXKe, 5K
[[IHHICHO-CMUCJIOBY JIOMIHAHTY Mac-MeiiiHoro Matepiany» [15, c. 340].

[IpoBinHMM cTae eMoUiiHMII BILIMB Ha 4MTaya 3 O3HAKaMHU 601b080i oyinnocmi. He
MOXKHa HE MOTOAMTHCS 3 JTyMKOIO MoBo3HaBuli I'. Carad, sika Harojomye : «Kuse ciioBo
npezactaBHUKIB 3MI mae OyTu Ha piBHI NMPEKPacHOro, IiJHECEHOTo, MO3UTUBHOTO, a HE
MOTBOPHOI'O, 3HIXEHOI'O, HEraTHMBHOTO, MAaHIMYJSATHBHOIO. ... Bumuii MopanbHuI
iMneparuB npeactaBHUKIB 3MI Ykpainu — riiHO MpeAcTaBIsITH Halilo! — 3’€IHYBaTH, a He
P03’ €IHYBATH “UHCTHM CIIOBOM TIpaBan” “3ropbOBaHMX cepiieM Jiromei ” [16, ¢.8].

[Ile onmHi€r0 MPUKMETHOIO OCOOJMBICTIO aHANI30BaHHUX TEKCTiB-HAPHCIB (CTaTei) € Te,
II0 BOHM HAaNHWCaHI pI3HUMH aBTOpaMH — HE TUIBKM JKypHalicTaMH, a W BUCHHMH-
eKCIepTaMH, HAyKOBUMH criBpoOiTHHKaMu iHCTHTYTIB HAH VYkpaimm. Ane mpu mpomy
aBTOPH € OJHOAYMIUIMHM, TIOCTIHHUMH JIONMCYyBadyaMH Ta3eTH, Aii KOTPHX CIPSIMOBaHI Ha
MOMIYK “‘apTe3iaHChKUX CBEPATIOBUH, « ... 3 AKUX MOJICHA 83AMU PEANbHO YUCTY 800Y, AKY
He 3aCMIMUaU 6Ci NONYAICIUYHI GIAHHA 3 IXHIMU «aK-HeOYOb | no-npocmomy» [10, ¢.19].
Omxe, BHYTpimHS dopMa KOHIENTY «BaguHicTby (3a 0. CTemaHOBHM) BiIKpUBAECTHCS
daxiBusgm. TakuM uyMHOM, «... aBTOp Nepelnae BilacHe OavyeHHsS peaybHOI JiCHOCTI,
BKJIaJia€ y TEKCT BJIACHI OIIHHI cMHCIK. UnTau HamaraeTbes iX «ymiiiMaTuy, ... 3p03yMiTH
ABTOPCHKHUIA 3ayM, «IpOYUTaTH» Horo cmuci». [15, c. 340]. 1o 3abe3neuye mmpoke
aKcioJoTiuHe BimOOpaKeHHS IIHCHOCTI SK eMOyio2eHHUX CMUCTi6é (cumeonig) Ha piBHI
MyOMiIUCTHIHOTO a00 KOMYHIKaTUBHOTO akTy(3a A. @ypmanom, 2001) [17, c. 28].

Bucokwmii cTymiHb eMOIiTHOT TPHUBaOIMBOCTI BXKE 3aKJIaICHHUI Y 3ar0JIOBKY ITyOmiKarii.
Tak, napuc, npucesuenuid O. [epreny, mae Ha3By «TpuOyHa coBicTi» 1 mepmmid
MiA3arooBoK «EaHICTE MomiTHKA Ta Mopaini 3a Onekcangpom ['epuenom» (aBTop 1.
CroHII0KOB — penmaktop Biaminy «Ictopis Ta «S» dwacommcy); i 3aKIMK-3BEpHEHHS Ha
MOYaTKy: « A THM 4YacOM BapTO TUIBKM BIIMOBUTHUCS BiJ| IPHUMITHBHO-HITLIICTUYHOTO
MiIX0/Ay A0 CHAJIMHU KIAcHKiB («HY, IO MeHI MOXyThb jaatu [IparomaHos, Yaanaes,
I'pinuenko, ®panko, ['epuen... BoHu yci JaBHO momMepiH, a MU KUBi!»), 1 3 MOTUBOM
BUSIBIISIEN, HACKUIBKM iXHi i7ei CIiB3By4HI HammM HuHIiIIHIM cropam» [10, ¢.220]. 1
pUTOpPHYHE TMUTAHHS, ONTUMAJBbHUI 3aci0 ymIMBY: 4MM ONM3bKMH HAIIOMY CTOJITTIO
Iepuen-muciutens? Kinbka ypokiB s Hamankie — 1) «Mu He nikapi, MU Outb», —
roBopuB ['epueH-myONmiHUCT PO MiCil0 HAWKpaIIUX MPEACTaBHUKIB IHTENITeHIl; 2)
piakicHa mupoTa cBitorsny ['epueHa-dinocoda — «HE3aMKHYTICTh TYMOK» (32 BUCIIOBOM
¢dinocopa A. Bomomina): OyB pillyduM TIPOTUBHHUKOM IIa0JIOHHUX, CIIPOIICHO-
MPUMITHBHHX BiIIMOBiei HA HAWCKIIAMHINII TUTaHHS OyTTS.

VY TeKCTi HapuCy aKTUBHO pPEali3yeThCsi OCHOBHA O3HaKa aHAJI30BAaHOTO KOHIENTY:
«KoHuent akryajpHO iCHye B JaHiii MOBHIM KyJbTypi sIK 3aci0 B3a€MOpPO3YMiHHS K
crinkyBanas» [18, ¢. 79], ToOTO peami3yeThCs 3aAyM IHTEICKTYyaJbHOTO MPOEKTy U Iriel
KHUTH «JIeHb BASYHOCTI» — «... uui scummesi 00 MU MAEMO UBHAMU U NAM SMamu, daie
ye nepuii kpoxu 1t nompionuil nanpsamy [10, ¢.18].

Omxe, I'epueH-TIONITHK MPO30OPIMBO, 3 MO3MIIA TyMaHi3My W JIeMOKpaTH3My, JaB
BIZINOBiZIb Ha MHMTAHHS: peBOOLisA 4 pedopma? Lluryemo 3a aBTOopoM Hapucy: «Hoswuit
MOPSJIOK, IO BCTaHOBIIIOETHCS, MA€ IOCTaTH HE TIABKM MEYeM, 10 pyOae, a W CHIOI0
OXOPOHHOIO. ... BiH HE TUIbKH IIOBUHEH BPATYBAaTH BCE, 110 B HHOMY TijJIHE TOPSATYHKY, alle
{ 3aJIMIIUTH Ha CBOIO JIOJIIO BCE Te, L0 HE 3aBakae, Pi3HOMaHITHE, CBOEPiTHE» [TaM caMmo,
c.222].

1. CronmrokoB, aBrop marepiany npo O. I'eprieHa, 3ampoirye 4utadiB 3aMUCIUTUCS TIPO
CYTb OOpO2OYIHHUX ICIMOPUYHUX YPOKIG, SIKI CIIB3BYYHI 3 CYYacCHHUMH JHUCKYCIIMH Y
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CYCHIJIbCTBI, Haraaye, 30kpemMa, npo crartio Onekcanapa IBaHoBuua «3 nmpuBoay JMcTa 3
Bomuni» (rpynesp 1861p.), me romoBHa aymka Taka: «BuU3HAEMO kK pa3 1 Ha3aBKIH SK
HEe3MiHHY iCTHHY, III0 HIKOTO He Tpeba aHi pycudikyBaTH, aHi IIOJIOHI3yBaTH, IO HIKOMY HE
CIiJ 3aBa)KaTH TOBOPUTH I MyMaTH, BUMTHCS W THCATH, SK HOMY 3aMaHETHCS... 3apaad
YOro yKpaiHemb... MPOMIHS€E CBOIO PiIHY MOBY... Ty, sika 30epirae B HOTo MICHSAX yCIO
icTopifo #oro, — Ha MOBY 3pagHHIBKOTO ypsamy...»[10, ¢.225]. I B mpoMy HampsMKy
mranoOmmBe ctaieHHs O. 'epuena no T. lleBuenka — «llleBueHKko — iCTHHHO HapOIHUI
MIOET, 0 TOJIOCY SIKOTO MPHCITyXaeThcs BCSl YKpaiHa», HE BTPATHIIO CBOEI aKTyalbHOCTI 3
IUIMHOM 4acy.

Jpyra mocrarh, sKa BHUKJIMKAa€ B YKPaiHCHKOTO YHWTaya 3aBXIM IMEPBUHHY LITICHY
MO3UTHBHY pEaKkLilo NPUHHATTA U cxBalieHHS, — ue AHTOH IlaBnoBuu YexoB. ABTOp
Hapucy «AHTOH YexoB: ykpaincbkuii Bumip» (C. I'paboBCchKHii) 3p0OMB aKIEHT Ha JIHCTax
MMCbMEHHUKA, MOB’s3aHUX 3 YKpaiHoto. L{i psaxu »MBOT 4eXOBCHKOI MOBH Ta OILIIHOK HE
NOTPeOyIOTh aBTOPCHKMX KOMEHTapiB, a MPOCTO aleNIO0Th J0 MaTPIOTHYHHUX IMOYYTTIB,
HaragyloTh TpO HaHKpami pHCH YKpaiHCBKOI MEHTAIBHOCTI, CTAlOTh pecyiamusamu
nosedinku, coyianvnoi 3eo0u (B. Ilerpymenko, 2018) ykpaincekoi cmimpHOTH XXI CT..
«[Tumry Bam u3 Termoro u 3eneHoro naieka... . JKuBy g B ycanpbe 61m3 Cym Ha BBICOKOM
Oepery peku Ilcna ... Bokpyr B OenbIx XxaTax KUBYT XOXJIBL. Hapos Bce CBITHINA, BeCebIi,
Pa3roBOpUMBEIN, OCTpOYMHBIH... Hummx Her. [IbsHBIX g eme He BHIEN, a MaTEpIIMHA
CJIBIIIATCS OYEHb PENKO, a M TO B (opMe Oosiee MM MEHEe XyAOKeCTBEHHOW» . I maui
eTIOJTHO JIAKOHIYHMI omuc yKpaiHcbkol Houl — «Tuxue, OGiaroyxaroomige OT CBEKEro CeHa
HOYH, 3BYKH XOXJIAI[KOW CKPHIIKH... — BCE TO TaK K€ HMIMPOKOJIMCTBEHHO, KaK XOXJIalKasi
3€JIeHb, U IOMECTHTHCS B KOPOTKOM THChMe He cymeet [10, ¢. 229-230].

VYV mmcrax A. YeXxOB 4YacTO BHKOPUCTOBYE Jiekcemy “xoxon” (y Toi yac He Oyia
00pa3nuBoro), 1 cebe Ha3MBaB “XOXJIOM”, ‘“‘MaJOpOCISHMHOM”, Mi3Hillle BHKOPHUCTOBYBaB
yKe iHIIy, MoAepHinry ¢opmyiny — «Y MOIX >KWiax Tede ykpaiHcbka KpoB». HaBenena
aBTOPOM MENiHHOTO TeKCTY OHA i3 KUTPKOX Ha3B Hapony y mapamurMi UexoB i YkpaiHa,
MO-IHIIOMY TPaKTOBaHA y Cy4YacHOMY IHUCKYpCi, BUKJIMKA€ y YHTadiB LIMPOKY MATITPy
acormiariif, cummariéi Ta anTunariit (3a FO. CtenmaHoBuM), a 3HAYUTH CBITYUTH PO TOSBY
HOBUX CMHCIIIB, OI[IHOK OCHOBHOTO KOHILIENTY «BISYHICTBY, AK JIKU NPOMU NPOGIHYIIHOCHI
1t menwosapmocmi (J1. Ismuaa «CiioBO 10 9uTaviBy, c.19)

Tak, yepe3 cBiii komentap C. I'paboBchkuii, aBTOp Hapucy, — « ... Te, o YexoB mir
a/ICKBATHO OLIIHUTHU JKUTTS «IIeH3an», SIK BIH B OJJHOMY 3 JIUCTIB ipOHIYHO Ha3HMBa€ CEJsiH
(yTiM, ipOHIs TYT pajlie CrpsiMOBaHa Ha 3BUYHY CTHIIICTHKY MOBJICHHS YaCTHHHU TOJIIIHBOT
OCBIY€HOI BEPCTBH, HIXK HA CAMUX CEJISIH), CYMHIBIB HE BUKJIMKae. Xouya O TOMY, 1110 BiH He
npocto OyB  INPOHMKIMBUM  JIOCTOMHHUKOM  POCIHCBKOT  KYJNBTYpH  YKPaiHCHKOTO
MOXOJ/KEHHsI, a i BIJIBHO BOJIOAIB YKPaiHCHKOIO MOBOIOY» [TaM camo, ¢.231], — KoHCTpyro€e
HeoOXiHI HoMy CMHUCIH. A 4WTadi, B CBOIO YEPTY, CNpUliMarome ix y pisHux pakypcax, iz
DpizHumM cmynenem 3posyminocmi [15, ¢.340], smywieni ix inmepnpemyeamu.

Cepen anamizoBaHux Hamu TekcTiB 1. ByHiny, HoGeniBcbkoMy saypeaty, MpHCBSIICHE
ece (mpo¢. B. [Tanuenka) 3 HAYKOBUMH KOMEHTApsIMH ¥ MOCHIaHHAMH. AKIIEHTYEMO yBary
Ha OBOX Horo wactmHax — «Bigkputts Ykpainu» 1a «CioBo o monky IropeBim»,
leBuenko, J{HinpoBi noporu ...». lllupoka ykpaiHcbka YnTalbKa ayIuTOPisl TEX BiAKpHUIIA
Ui cebe TO0-HOBOMY YKPAiHCBhKI JOPOTM POCIHCHKOTO MHChMEHHHKA, SKHUA TIHOOKO
6ioyysas uap Yxpainu (€. Mananwok). Lle BITUyTTsS €K30THYHOTO, MPUBAOIMBOTO CBITY
Ykpaiau moyanocs 3 mpoyuTaHHs HUM TOBIcTi M. T'oroms «CTapOoCBITChKI MOMIIIUKIY, 3
nepioi rHaIpKoi mogopoxi Jainpom Ha Oapiii «Yaiikay (BiiTky 1890 p.).

Sx i1 Yexos, I byHin BigkpuBaB “HOBHIl THN JIONEH — MaJOpOCIB”, YHTAEMO HOTO
HOTaTKU: «XOXJIM MEHI JIyXe CIojo0aucs 3 Mepuioro norisiny. S oxpasy moMiTuB pizKy
BIAMIHHICTh MIX MYXXHKOM-BEIHKOPOCOM 1 XOXJIOM. ... A XOXJIM CIIPABJSIIOTH NPHEMHE
BpPaKEHHS: POCIi, 30POBi ¥ MIIHI, TUBJIATHCS CHOKIHHO ¥ JIarilHO, OJSTHEHI B YHCTHH,
HOBUI omsr... | nmamed ng (micus 3a KypchkoM) Tak >KMBOIHMCHO TPHUKPALIAETHCS
KypraHamu, L0 CHHIIOTb, 1 CHIIyeTaMH CTPYHKHX TOMOJb Ha Xytopax» [10, c. 241-242].
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OTxe, Jenio HEeraTMBHUH OLIHHMH CMMCI «XOXJW» (AMB. BUlle) HaOyBae MHOCTYIIOBO
TIO3UTHBHOI OIIHKH.

Icropuunnit ypok 1. ByniHa s cydacHWX YKpaiHIIB — [ B IEpHIy depry Horo
3agapoBaHicTe «CimoBoM o monky Iropesim». Ilpudomy 1fo yHIKaJdbHY maM STKY
POCIHCHKIIT MICEMEHHNK 0a4MB Y KOHTEKCTI YKPaiHCHKOI KyIbTYPH, ICTOPHYHIX MICEHDb Ta
IIyM, HiJiecTipsiIMOBaHO cTynitoBaB Bumanuii y Kuesi B 1874 p. Tom «cTopuueckne mecHu
Malopycckoro Hapopa...» I «gap» (€. Mananwok) «Cnoga...» 3mycu 1. byrina 3pooutn
3ynuHKY B IlyTHuBmi, mix gac noizaku no Kuesa (y 1890 p.) — untaemo OyHIHOBCBHKI PSIKA B
ece: «3a [lyrusnem, 3a npesHim [lyTusnem, ae Komuch miakana SpociaBHa, Iiakaia paHo-
BpaHIli Ha «3a0opodi» 3a Iropem, — 51 TOKMHYB MOT3/ 1 BUPIMINB iTH KiNbKA JAHIB MIIIKN»
(muB. HOBeny «Ko3anbkuM XomoM», emirpadom 10 gKoi B3sATo psiaku 31 «Ciosa...» — «O
Juernpe, cnoByTHIIO! — ThI MPOOMI €CH KaMEHHbIE TOPbI CKBO3e 3emitio [lomoBerkyto!..»)
[10, c. 245]. Tomi x , yniTky 1890-ro, muceMenHuk oOyBaB y Kanesi Ha Tapacosiii ropi. 3
MOYYTTSIM TJMOOKOi moBaru, mierery HazBaB 1. llleBueHka «ykpawenuem pycckoi
UMepamypuly, «BeIUKUM YKPAUHCKUM HOIMOMY», «YKPAUHCKUM KOO3apem».

BaxnmBoro, Ha Hamly AyMKY, € peMapka, 10 KiUTbKa pa3iB IOBTOPIOETHCS aBTOPOM 32
€. ManaHokoM, 1 € pedpeHOM Y TEKCTi — pOo30UBIABCA «20201IBCLKUMUY OUUMA,
202021i6Cbka cmpyna y npo3i (TeHeTHIHNH 3B'A30K 3 BEIUKUM IOTIEPEIHUKOM) i YKpaiHa —
«l Oymae 5 npo me, AKa nNpeKpacHa we 00ci Ys Kpaina, Hao KO NPOHECIOCS CIINbKU BIKI8
Kpugagux iun i pozopamy...». OTxe, «ypok» l. ByHiHa Mg yKpailHCBKOI CIIIIBHOTH —
BUBYATH, IOJOPOXKYBATH DPIJHOIO KpaiHOIO, BINUYBATH, W0 MEOpUul padicmv i Modiceul
6ymu wacausumy (J1. Ipumiina).

[Tocrats Kaszummpa ManeBuya-KusiHUHA, JIIOAMHU-KOCMOCY, B IIGHTpI Hapucy
«HaiiBigomimmii y cBiti kusHuB» (aBrop O. KibocoBa) mpe3eHTye HOBI OLIHHI CMHCIHA
«BISTYHOCTI» 10 TOMEPEIHIX, [0 CTAIOTh TMOTIM «SBHIIEM BHYTPIIIHHOIO BHOOPY
JIOAWHHU. .. JIIOJAChKOI cBoboam» [8, ¢.238]. Ykpaincekuit ¢inocod B. €pmoneHko mucas:
«JIrochka TBOPYICTh HIKOJH HE BiZAOYBAEThCS «3 Hidoroy», €X nihilo, BoHa 3aBxau MimuTh
IIOCh i3 TOTO, IO € HaJ TOJIOBOIO, HABKOJIO, Il HOTaMH, y JIETEHAX, Hepeq ounma”. Ay
MarneBnya mepen ounma Oyna came YKpaiHa i «... TpaauIiiiHi IPUMITHBHI 300pakeHHS Ta
Bi3epYHKH Ha YKpaiHCBKMX XaTax 1 CTald MepIiuM 3HaiioMcTBOM Manesuda 3
MHUCTENTBOM...] BiITOIi BiH MOYaB MiJUIYKYBaTH Pi3HOMAaHITHI MOXJHMBOCTI Ta (opMmu
BUPQ)XEHHSI CBOT'O BHYTPILIHBOTO «rOJOCY», SIKU MPOKHHYBCS TaM, B YKpalHCbKOMY celi
Ha XapkiBouai» [10, c. 263]. ABTOp HapuCy HaroJjoInye, II0 SICKpaBa MaliTpa MOJOTEH
MHUTI, 30KpeMa «binuii kBagpaT Ha Ginomy Taim(1918 pik) nmoBepHyJacs, KOJIU BiIKPUBCS
KUIBCBKMI acriekT MaiieBuya [Tam camo, c. 265-266]; crana 3po3ymijio iges apyroro
censsHChKOro 1uKIy (1920- mowarky 30-ux pp.) — «BoHm (cemsHu) He Manu oOnHY,
KIHIIIBOK, OYyJIM HEBaroMmi, 3 OMyIICHUMH JOHHU3Y CTOIAaMH, HiOU Jisutbku. JIro1u, mo30aBieHi
MIITHOCTI, CXO0i Ha CBATHX 13 TPABOCIABHHX iKOH, /IO SKHX MHTEIh BIIYyBaB OCOOIUBUIL
Tpener me 3 FOHOCTI». Tak XyIOXXHHK-TPOMaJSHWH MEpPEKUBAB KOJEKTUBI3alil0 Ta
Tosonomop sk BiacHe rope pa3oM 3i cBoiM HapoaoM. OTke, «BASYHICTE» SK IaM STh , 5K
000B’SI30K JIIOZMHHY, SIK €JIEMEHT €BPONEHCHKOCTI.

BucnoBku. Ha ocHOBI 311ifiCHEHOTO aHaIi3y KOHIENTY «BISYHICTHY (BiX J1aT. conceptus
— JyMKa, TOHATTS, CMHCJI) HamH Oyjia akleHTOBaHa yBara Ha IHOro axkTyajlbHOCTI Yy
cyyacHOMY mHCKypci. KOHIEenT «BASUHICTE» y Cy4acHId JIHTBICTHIN BITHOCHTHCS [0
MOpPAJIbHO-eTHYHHX SIK JIIHTBOKYJIBTYPHHX YHiBepcamiii (3a H. BroBuueHko), o € TOUKoro
MIEPETHHY CBITY HAI[iOHAIBHOI KyNbTYpH 1 iHANBIAyalbHUX CMUCIIIB.

BusnaueHo mnoOHATIIIHE HANMOBHEHHS KOHIENTY «BISYHICTH) dYepe3 BepOani3oBaHi
3acobu #oro o0’exrmBarii. Bumaingemo OCHOBHI 3HAUEHHS CIIOBa «BASAYHICTH» (BapiaHT
«IsIKa») Ta HOro NepuBaTiB 0AuHull , 0sAKyéamu, 60s4Ho: 1) TIPUEMHI, TapHi (YapiBHi)
CJIOBA; 2) MOYYTTS IOJSIKM K BUSIB IOBAaru A0 ajpecara; 3) TOTOBHICTh (0XOTa, JKellaHie)
BIIITYUTH 3a 3po0iieHe MoOpo (BASYHICTH Yy Aii); 4) odiliifiHa NO3UTHUBHA OI[iHKA YHEI-
HeOy/b JisTIbHOCTI, Mpalli; 5) BASYHICTH HE JIMIIE 33 3po0JeHy Hochyry, aie i 3a Ty, 1o
me Oyne 3pobieHa; 6) MpUXoBaHE OYIKYBaHHS Ha Ie OUTBII Baromi IOCIyTH, CHPHUSHHS,
MiATPUMKY.
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OCKITbKY MaTepiajaoM JOCIiPKEHHS Oyl OKpeMi Mac-MeliliHi TEKCTH pealli3oBaHOro y
KHU31 «JleHb BASYHOCTI» IHTEJEKTYaJbHOTO IMPOEKTY LIOAEeHHOT BceykpaiHcbkoi raseru
«/leHpy, BIAPaBHOIO TOYKOIO aHAJI3y MOCITYKMIa KOHIIEIIisS bOTO TPOEKTY: «A TaM’sTh
1 BOSYHICTH QyXe TICHO IOB’s3aHi, BOHM OJHA 0e3 oxHO{ He icHyIoTh. be3 mam’sarTi Hemae
BISIYHOCTI, a 03 BATYHOCTI HeMae icTopryHOi (iHcTUTyIioNMi30Bano1 — JI. IBmmHA) mam’sITi.
Hdus mac y «dui» me myxe BaxkmmBo» [10, c.5]. Bymm B3aTi mo yBarm #l CTHIICTHYHI
0COOIMBOCTI Mac-MeIIHHUX TEKCTIB, aKIIEHTOBaHA yBara Ha €MOMLIHHO 3a0apBiieHil MOBI
BUKJIATy 3 O3HAKAMH 60.16060i oyinnocmi [14, c.501].

KoHuenTt «BasuHICTE)» B aHAII30BaHUX TEKCTAX BIJIrpaBaB POJIb CMUCIIOBOI IOMiHAHTH,
sKa BH3HaYaja HOro CMHCIIOBY CTPYKTypy. 3poOiieHa cripoOa BHOKPEMHUTH Mapaurmy
CMHCIIB-IIIHHOCTEH, 110 YTBOPIOIOTH IO JOMIHaHTY: YyMOBa TPOMAJSHCBKOrO 1
HalliOHAILHOTO 3POCTaHHS, €JIEMEHT CaMOIIOBAry JIIOJMHU (JIIKM MPOTH MPOBIHIIIHHOCTI 1
MEHIIIOBAPTOCTi), MOKA3HHUK €BPOMEHCHKOCTI, BMIHHS OyTH BISYHUM, BISYHICTH Y ii,
YCBIJOMJICHHS BIITYHOCTI SIK IIEPEAYMOBH IIACIUBOro XUTTA. L{i miHHICHI peakuii ynTadiB
MOBUHHI CTaTH 3aralbHOKYJIBTYPHHMH PETYISITUBAMH, IO BEAYTh O COLIaNLHOI 3TOIH,
nopsaaky [8, c.238].

[lizaATa HamMmM TemMa NOTpeOye MOAANBIIOTO ONPALOBAaHHA, IO0 BOHA OTpHMAana
TPYHTOBHE 3aBEPILICHHS.
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This article deals with the evolution of a disenfranchised type of person in the works of
small prose of Ukrainian and Russian emigration writers in the period between 1919 and
1939.

In the stories by V. Leontovych and V. Fedorov the type of disenfranchised person is
presented and formed under the conditions of the Bolshevik Regime. Thus, the characters of
the works find themselves in situations of alienation or conflict with the Bolshevik
authorities: among these we encounter Sarah Solomonivna, a professor, the nationalist
Kost, Olexander Levenets (stories by V. Leontovych «Sarah Solomonivhay, «Hynut Mriyi»,
«Vyhnantsi»), and the peasant Varenyk (stories by V. Fedorov «Sud Varenyka»). These
disenfranchised individuals have no place in the new society.

The stories show how these individuals perceive hostility of the new order, the last one
catching them all up gradually, and how each of these characters is being subjected to tests
and trials by the new government. The attitude towards the protagonists from their
neighbours and colleagues changes, giving place to arising suspicion and distrust.

The main characteristics of the new type of disenfranchised person of the 20—40s are
alienation from both the politics of the new government and from the native environment,
accompanied by a deep mental fatigue caused by the painful loss of the motherland, the last
one developing into existential loneliness.

Keywords: small prose of emigration writers of the interwar XX century, Volodymyr
Leontovych, Vasyl Fedorov, type of a new disenfranchised person.
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Biosnaueno, wo eonu giouysaromv sopodicicms 3 OOKy HO6020 1Ay, AKA HA3002AHAE
yeix ix nocmynogo, i KOJCeH i3 NepCOHAdCI8 ON0GI0aHb YKPAIHCLKO20 Ul POCIUCHKO2O
NUCbMEHHUKIE  NPOX0OUumd  CBOEPIOHI  BUNPOOYBAHHA HOBOW  61A00K. 3MIHIOEMbCA
cmasnents 00 2epoie meopia i 3 60Ky cycidie ma Konee, 3 A61A€mbCa nido3pda, Hedosipa 00
HUX.

Busnaueno eonosni  pucu, npumamanni Hogitl «3augiy aouni 20-40-x pp.:
8I0UYIHCEHHS 8I0 NONIMUKU HOBOI 611a0u, 8i0 PIOHO20 cepedosuwyd, enuboKa OyuieeHa 8mMomu
8i0 8mpamu 6iMuU3HU, WO NEPEPOCMAE 8 eK3UCEHYIANbHY CAMOMHICTNG.

Knrouosi cnosa: emicpayiina mana npo3a Midce0e€HH020 08adysmuiimms, Borooumup
Jleonmosuu, Bacuno @edopos, mun HOB0I «3ali0i» IHOOUHUL.

Central problem. At each stage of the historical development, there were characters
with tragic fates, alienated from society by their own and collective norms and principles of
existence. The type of disenfranchised individuals emerged due to I. Turhenev
(«Shchodennyk Zayvoyi Ludyny») and found feedback in numerous works of the world
literature remaining a subject of interest for literary critics. This «crisis type» (D. Fedorov)
differed from all of the previous ones at various stages of literature development. Russian
critics (V. Belinsky, M. Dobroliubov, M. Chernyshevsky, and M. Saltykov-Shchedrin),
researchers of the Soviet era (V. Vorovsky, G. Bursov, G. Bely, and G. Makohonenko)
contributed widely to this research. Y. Mann pointed out the main features of a superfluous
person: «alienation from official Russia, from the native environment, a sense of
intellectual and moral superiority, accompanied at the same time by mental fatigue, deep
skepticism, disorder between word and deed» («siduyorcennsn 6io odhiyitinoi Pocii, 6i0
PiOHO20 cepedosuya, NOYYMmsi [HMENeKMYaIbHol U MOPAIbHOI nepeéazu HAO Helo,
B00HOUAC OVUIEBHA BMOMA, 2AIUOOKUL CKenmuyusm, po3nao misxc crogom i oinomy) [Cit. for:
4, p. 204].

Ukrainian researchers add further inherent traits of a disenfranchised person: «alienation
from the environment, intellectual and moral superiority over the inert surrounding, which
did not take notice of the individual, squeezing him onto the periphery of its existence,
feeling deep skepticism, typical for that time» («siduyocennss 6i0 Ooskinis,
IHMeneKmyanbHa 1 MOPAIbHA 36ePXHICMb HAO IHEPMHUM OMOYEHHAM, KOmpe U020 He
CRpULIMANO, SUMUCKAIOYU HA Nepugepiio 6020 ICHYBAHHS, NEPEeHCUBAHHS 2IUOOKO20
CKencucy, npumamaHHo20 mo204achomy nokoainnior) [5, p. 379].

Modern literary critics such as A. Khazova, N. Popovych, D. Fedorov, O. Danylov,
E. Nikolsky, and N. Fedoseenko, among others, actively study the disenfranchised type of
person as an eternal, constantly present type, concept, and image, embedded into the
context of contemporary works of Russian and Foreign literature. V. Fedorov underlines
the merit of the Russian prose of the 1920s., «based on the classical tradition, [...] managed
to develop a universal literary concept of the Soviet disenfranchised person, who would be
defined in a more detailed way, vary, and will be filled with new content» («cnuparouuce
HA KIACUYHY Mpaouyilo, 3Mo2na upoOUmu 3a2aibHOIIMepamypHy KOHYenyito paosaHcbkol
«3aueoiy MOOUHU, Kompa 0yode YMOUHI8AMUCS, 6API8AMUCS, HANOBHIOBAMUCSH HOBUM
smicmom») [10, p. 208]. Since the characteristics are varied and multi-layered, researchers
claim the definition of the type of a disenfranchised person is quite ambiguous. E. Nikolsky
rightly distinguishes the image of a disenfranchised type of person went beyond the works
of art and became an independent cultural phenomenon. The disenfranchised individual is a
single character who was not only a figment of the writer's imagination but became «a
painful phenomenon in the life of the society caused by the crisis of the entire social
systemy («xeopobausum seuwem y JHCUMMI CYCRIIbCMBA, BUKIUKAHO20 KPU30K YCiel
coyianvrol cucmemuy) [6].

Comparative literature also studies the features of the image of disenfranchised
individuals. Thus, O. Vechirko explores the concept of a disenfranchised character in works
of English and Russian literature of the X1X century [1] while E. Nikolsky and D. Valchak
investigate this type in Russian and Polish literature [7]. However, we did not come across
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any work researching the issues described above in either Ukrainian or Russian literature,
which is where the relevance of the present work lies.

The purpose of the present work is to reveal and underline the typical characteristics of
a «superfluous» person in Ukrainian and Russian emigration literature of 1919-1939 on the
examples of works by Volodymyr Leontovych and Vasyl Fedorov.

Results of the research. When speaking about the literature of the twenty-year interwar
period of the 20th century, we would have to put “superfluous people” into the quotation
marks, given this artistic type arose and is too distant from the environment when compared
to the last century. However, we still use this term since it is the closest to the literary type
of the mentioned characters, who were against Bolshevik Regime and felt alien to the new
government.

The new type of disenfranchised personality is presented in the stories by
A. Chekmanovsky («Kolhoz imeni Lenina»), M. Dykanko («Didova revoljuziyay), I. Savin
(«Pianaya ispoved») and others [2, p. 100-120]. N. Fedoseyenko rightly points out that: «...
we will consider the protagonist the typical character of the «superfluous persony,
genetically related to the romantic tradition». Some features of such a character can also be
traced in realistic works of the emigration prose: «the hero's confidence in himself is
destroyed by the will of fate, unsuitable for the hero», «the perception of his «superfluity»,
based on the feeling of being alien towards others and everything around himy» («...6yoemo
seadcamu Munoa0iuHUM xapakmepom «3aU60I MOOUHUY ceposl, ceHemu4no noe '13aH020 i3
pomManmuynolo mpaouyicioy. [eaxi pucu maxoeo Nepcomadica 8i00ANEHO MOJICHA
NPOCHIOKY8amu Ul Y peanicmuiHux meopax emiepayitinoi npo3u: «ynegHeHicmv 2epos y cooi
PYUHYEMbCS BOJIEI0 HENPUXUIbHOI 011 2epost O0LY», «CHAPULHAMMSA CE0€EL «3au8oCmiy
2epoeEMy, AKA MPUMANACA HA YYHCOCI THUUM [ 6cbomy omouenntoy) [11, p. 125, 127]. This
is how the characters are portrayed in the works of the Ukrainian writer V. Leontovych
(1866, Poltava province — 1933, Prague), and the author V. Fedorov (1895, Kherson —
1959, Prague) who wrote in Russian.

The main character of V. Fedorov's story «Sud Varenykay is a typical Ukrainian. His
house stands alone, on the Dnipro’s bank. With the arrival of Bolsheviks, the life of the
hero was neatly divided into two parts — the one before their arrival and another one
afterwards. Before the Bolsheviks came to power, Varenyk was a hard-working farmer, but
became a kulak afterwards, after the incident with a commission consisting exclusively out
of Slobodyan people: «they discovered the last bag of flour in the canopies with hard-
working zeal which could have been compared to that of mice» («cmpydonobusvim
peenuem mbluiell OmKonana 6 cenyax nocieonuit mewox myxuy) [9, p. 183]. The author
compares Varenyk to Diogenes, since he would sit on a barrel near the shore, and his
appearance reminds of the ancient philosopher: «His bare feet would hang down the same
way as those of Diogenes, and even his gray eyebrows reminded of Diogenes» («Ilo-
OUO2EHOBCKU CBUCANU GHU3 e20 Docvle Hoeu, U cedvle OpOBU JIOXMAMUIUCL NO-
ouozenosckuy) [9, p. 181].

Varenyk could not get rid of various obsessive thoughts («strange thoughts»).
Throughout the story V. Fedorov emphasizes that everything «seemed ridiculous to himy:
why have they taken «his own property: a bag of flour earned by the callosities of his
hands...», why the owners even took away rotten potatoes, and why it had to be the former
barchuk from among the students expelled high school. The hero is even afraid to die the
new way, without a bishop. The present life for Varenyk is similar to a soldier’s mess,
where everything is mixed in one — «and the dirt, and all the dirty tricks». The hero
perceives his uselessness: «...Imagine, now | feel as if | were superfluous... And what is
with their lives?» Another time the author includes these thoughts in an internal
monologue, in which the character tries to understand whether he is a «superfluous persony»
at present...» («...I[hywaii s menepsb 6pode Kak AuwiHuil... A um ymo 3a dcusnv?y». Inwum
PA30M A8MOP BKIIOUAEYL OYMKU Y HYMPIUHIL MOHOL02, 0€ 2epoll HAMA2AEMbCAZPO3YMIMU,
YU i Cnpagoi «IUWHULL OH YeN08eK NO HblHeWHUM epemenam...») [9, p. 187, 191].
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Varenyk even turned out to be an unwanted guest in his own daughter’s house as he
came to congratulate her on the birth of Marx, his grandson, though the ungodly name
depressed him altogether. Not only the behavior, but also the face of his daughter seems to
him «alien and over-painted». For him, the passers-by of Dniepropetrovsk are «...people
[who are] superfluous and unfamiliar to himy», the guests at christening parties are
«parasites» in his eyes, and the glance of the son-in-law is unbearable for Varenyk», «he
face he came to hate, as the face of the devily («wuyo, nenasucmmnoe emy, xax auyo
Ovseonay) [9, p. 194-201].

The heroes of the works by V. Leontovych seem to be disenfranchised, too: the
commissioner Sarah Solomonivna from the story with the same title, and the 65-year-old
professor, nationalist from the old generation Kost («Hynut Mrii») and the county marshal
(the leader of the nobility in pre-revolutionary Russia), Olexander Levenets («Vyhnantsi»).
The hostility of the new system catches up with all of them gradually, and each of the
characters gets tested by the new government. One observes the changing attitude on the
part of neighbors and colleagues, as suspicion and distrust arise.

Internal monologues consisting of numerous rhetorical questions make up a significant
part in the works. Difficult obsessive thoughts torment the protagonist of the story «Hynut
Mrii»: «Where am | going? What will happen? What will 1 do? Is everything that takes
place now, the only sense of the whole life, and is it at all human, all that is being done
currently? ... And what good can happen between all these people? ... He remembers the
«hostile glance of the peasanty, and realizes he must flee, but does not know where: «In the
city where the Bolsheviks rule — away from his neighbours, from his countrymen to the
Bolsheviks?» («Kyou s i0y? Ha sxuil xineys? [LJo pobumumy? I neeoce 6ce, wo dicmuvcs,
€OUHUIL HACTIOOK YCb0O20 JCUmmsi, i Hegoice ye H00cbke — me, wo pobumvcs?..d wo modce
ymeopumucs 006pozo cepedyux niodeii?..». Homy npucadyemvcs «eopodicuii nozisno
CeNAHUHAY, MOMY 2epoll po3yMie, wjo mpeba mikamu, dane He 3HAE, Kyou: «Y 2o0pod, Oe
RAHYIOmMb O0NLUESUKU — 00 COIX CYCIO, 00 C80IX 3eMIsKi8 00 bonvuesuxie? ») [3, p. 204].

Also the life of Sarah Solomonivna becomes difficult with the communists’ appearance.
The same way as Aaron Nusimovych, Sarah does not want to adapt to changes, but desires
to eat her bread, her meals, in an honest way: «l earned it, therefore it is mine, and if it is
mine, then no damn person can take it away from me, and if they give it to you today for
being a communist — it means today they want communists and therefore give it, — but if
tomorrow they will change their mind, they would even take away what they have given
you today... In that case I don’t want it...» («3apobuna, max moe, a ax moe, maxk woo
HIAKUU YOpm 3a6upamu 1020 6 MeHe He 8AadNCUBCs, d AK 0alomb 3a me, Wo Mmu CbO20OHI
KOMYHICIULL, CbO2OOHI CXOmAmb — 0A0YMb, 3A6Mpa He CXomamv — i me, wo 0auu,
3abepyms... mo xaii 6oHo ckazumuvcs...») [3, p. 310]. Feeling herself superfluous, as if her
life were of no meaning or would make no difference, the woman finds courage to flee
abroad to her daughters by using tricks to obtain permission to leave the Ukraine. She is sad
to leave Kyiv, dismal to remember the past. But two years later, when she finds out about
hunger and fear in the Ukraine, and the situation was getting worse and worse, she thought,
«l am not happy here, but still, thank God, I'm not there» («Tym meni 3ne, ma osaxysamu
Bozosi, wo maxu s ne mamy) [3, p. 314].

Levenets turned out to be a disenfranchised citizen, too. His life changed drastically
after the arrival of the Bolsheviks. He was respected by all, rich and poor. Since the marshal
had worked in various public services for twenty-five years, he was certain to have
«deserved the respect of people», which proves the autobiographical basis of the author’s
work who obtained a law degree and was engaged in agricultural and cultural activities
before the revolution and participated in the work of local self-government. Moreover, he
was a magistrate and influenced decisions of economic provincial regions by solving
various issues of Poltava region for about a quarter of a century [8, p. 35-37].

The hero of the story by V. Leontovich gradually finds himself alienated. During their
second invasion, the Bolsheviks arrested Levents, and villagers from the nearby villages
came to ask for him and, thus, he was released. But the hatred towards the new government,

146 «Dinonoeciuni mpaxmamuy, Tom 12, Ne 1" 2020



which burned, plundered, killed, and abused of people, kept growing inside him with every
day. Levenets was struck by grief, very similar to Varenyk from the story by Fedorov. He
saw that the new government «had no sense and was wild». Olexander Ivanovych was
seized by horror which «troubled his soul, darkened his thoughts» («orcax crkaramyuysas
oyuy, memapus Oymkuy) [3, p.294]. Besides, he was disturbed by lynching of the
community over the peasants who denounced the Bolsheviks. Prokip Hryhorovych tried to
explain everything («Do we really have to endure it, lower our heads till our hands will be
tied? This is how we save the best we can: <..> we destroy our own communists»
(«Hesoice sic nam oyio Hanacmv max [ mepnimu, Hegxce XUiumu 20108y, NOKU CKPYMsimb?
Ocb i pamyemo, ax ymiemo: <...> nawux xomynicmie [ nuwumoy) [3, p. 298]), but sad
thoughts and despair did not abandon Levents.

Alexander lvanovich, who subsequently was forced into exile, as well as some other
people, about whom the hero came to know later from the magazine, turned out to be
«superfluous»: «In the N-district in Poltava Bolsheviks surrounded and broke the so-called
Pugach’ «gang», which has been destroying Soviet institutions everywhere in Poltava and
has been killing communists and Soviet officials for several years...» («B H-coxomy nogimi
na Ilonmaswuni 6onbwesuKy omouunu ma po3ounu max 38aHy «bandyy Ilyeaua, axa
npomsAcoM KiIbKoX poKie posbugana ckpizb Ha Ilonmaguuni paosHCbKi YCMAaHO8U,
3abusana KoMyHicmie ma paodsHcbkux ypsoosyis...») [3, p.302]. The disenfranchised
person tried to at least hurt the hated power, similar to Anarch, the character from «Povist
pro Sanatoriynu Zonu» by M. Khvyliovyi who remarked: «Earlier, in other centuries, there
were superfluous people, but now these extra ones are not only superfluous, but also
became harmful. <...> We are the last of the Mohicans, the last phalanx of superfluous
people» («Pawniw, 6 inwi cmoximms, 6yau 3aiei 100U, a menep yi 3auei He MiLbKU 308,
ane u wxionusi <...> Mu — ocmanni 3 mocikan, ocmannsa aranea 3aisux mooeiiy) [12,
p. 512].

Varenyk reminds of «the last of the Mohicans» as he arranged a lynching for his son-in-
law who had a strong desire to serve the Soviet power with all his might. As he could not
endure further tortures, he tricked Stephan into the barn, with a promise to rewrite his
property on his name, and said pulling the trigger: «l sentence you to death» («K
paccmpeny st mebs npucyouny) [9, p. 205].

The characters of the works by Leontovych and Fedorov are the personification of the
spirit of their time. The opinion on behalf of the disenfranchised person of the Bolshevik
era is expressed by the professor of Leontovych's story «Hynut Mrii»: «What is the future
of such people? How can one live on with an empty heart, without love, love no one, live
without faith and without a hope!..» («fxa 6yoyuuuna maxozo napooy? Ax moosicna scumu
oani 3 nopoxcHim cepyem, 6es n0bosu, 60 robumu Hikozo, 6es eipu it nadiil..») [3, p. 205].

Conclusions. Thus, in the emigration literature there is a type of a new «superfluent»
person formed under the conditions of Bolshevism. Such a person presents the following
inherent characteristics: alienation from both, politics of the new government as well as
from his native environment, a feeling of deep mental fatigue from the loss of his
homeland, which develops into existential loneliness. The «superfluent» people in the
Ukrainian and Russian literature of the interwar period are the best, the brightest people of
their time, who are suffering and are rooting for the fate of the state. They are usually alien
to everyone: villagers who do not understand and denounce them to the Bolshevik
authorities, frequently they are not even needed by their families. They especially feel
alienated from a new power which uses inhumane methods on them. Usually, the new
«superfluent» person cannot or does not want to be tested by the Bolshevik authorities,
which he/she hates, therefore the individual chooses one of the following ways: or
emigration / armed struggle, as in the works of small prose by V. Leontovych and
V. Fedorov analyzed, or suicide as in «Beetle» by Teffi, «Black Swans» by G. Hazdanov,
and others works still awaiting research.
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REVIEW

UKRAINIAN AND ENGLISH PROSE WORKS
IN THE LIGHT OF EXISTENTIALITY

Devdiuk 1. V. Existential Discourse of the Ukrainian and British Prose Works of the
Interwar Period. lvano-Frankivsk: Publisher Kushnir H. M., 2020. 484 p.

Scientific interest in the comparative and typological studies of multinational literary
phenomena, considered in a discursive aspect, has noticeably revived recently. lvanna
Devdiuk's monograph belongs to this type of research. There is no doubt about the
topicality and relevance of the research since it carries out a comparative analysis of the
existential discourse of Ukrainian and British interwar prose works for the first time in
Ukrainian literary science. The subject area of the research is the intellectual, philosophical,
and psychological prose of the interwar time (1918-1939), marked by the congenial
features of the artistic implementation of existential images and motifs at the level of
character presentation, conflict development, and compositional structure.

The monograph substantiates and consistently implements the research strategy
represented in the introduction. Literary, philosophical, culturological, cultural, and historic
problems, considered in the first part, are the theoretical and methodological basis of the
practical sections, which focus on the artistic modifications of the spatiotemporal existence
in the works of Ukrainian and British authors, the analysis of emotional and behavioural
paradigms of the characters in borderline situations as well as the specifics of understanding
the entity through the prism of the category of sex.

In the first section, the author singles out the comparative component of the study,
determines the methodology of her work and argues the need for a set of methods
(comparative and typological, phenomenological, existential, hermeneutic, cultural and
historical, psychoanalytic, etc.), which, depending on the problems of subsections, allowed
to solve the outlined tasks. Basing on the works of Ukrainian and foreign literary critics, the
author justifies the use of the typological analogies classification by D. Diuryshyn,
according to which an important condition for the validity of comparative studies is a
systematic coverage of all the typological relations at the level of ideological and thematic
proximity, social and political, cultural, philosophical and world views, psychologically
conditioned analogies, etc. These attitudes form a set of the research tasks aimed at
elucidating the dynamics of the critical reception of the existential discourse of Ukrainian
and British literature of the XX — early XXI centuries, determining cultural and historical,
individually authorial factors of its actualization in the literary and modernist context of
each country, defining common and distinctive features of the ideological and thematic,
plot and image manifestation of the existential concepts in the fiction of the interwar period.

It should be noted that a thorough analysis of the problem of existential discourse as a
subject of comparative analysis, presented in the first section, deepens and concretizes the
theoretical and methodological aspects of the study of the artistic phenomena created in a
typologically similar cultural and historical context. Defining “existentiality” as the central
ideological category of the research, Devdiuk I. V. dwells in detail on the differences
between the concepts of “existentialism”, “existentialist aesthetics”, and “existentiality”.
The first one is understood by the researcher as the direction in philosophy, the second one
— as the scientific theory of aesthetics, and the third one — as the qualitative specificity of
the relation of the person to being, artistically shown in existential. In fact, the focus of the
research is on the existentials that appear in the texts as phenomena.

The monograph raises a number of important historical and literary issues, including the
reception and transformation of the worldview ideas of existence philosophy in the
Ukrainian literature of the twentieth century, starting with the early models and ending with
the middle of the twentieth century. Ivanna Vasylivna considers the existential worldview
to be spiritually close to the mentality of Ukrainian and British, and, therefore, its
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penetration into the cultural space of Ukraine and Britain was natural, because, in the works
of H. Skovoroda (Ukraine), W. Shakespeare (Britain), writers of the XIX century one can
trace the tendencies which have found the full-blooded embodiment in the modern thinking
of representatives of the new generation. Taking into account the above considerations, the
author thinks about existentialism as a worldview and stylistic dominant of the Ukrainian
and British interwar prose, which correlates with the modernist intentions to
subjectivization of the creative process.

The theoretical positions have formed an existential conceptosphere of the practical
parts focused on the basic ontological problems of ‘“being-in-the-world”, choice
(borderline situation)”, “gender existence” in the prose of the Ukrainian and British authors.
Taking into consideration the works of modern writers (V. Melnyk, 1. Kurylenko,
R. Movchan, S. Pavlychko, H. Tokman, Zh. Yashchuk, etc.), I. Devdiuk reveals the key
patterns of functioning of the philosophical ideas, artistic images, motives of the existential
philosophy in Ukrainian and British literature, confirming her generalizations with
successful examples from the works of V. Pidmohylny, M. Khvylovy, Ye. Pluzhnyk,
M. Mohyliansky, V. Woolf, A. Huxley, D. H. Lawrence, V. S. Maugham, and others. It is
important that in the first place in the work — the literary aspect, the author skillfully
"balances” between theory and practice, focusing primarily on the problem of the artistic
actualization of existential ideas in the prose works of Ukrainian and British authors.

At the centre of the comparative analysis of the third section there are the ontological
problems of human existence in space and time (“here and now”) in the social and cultural,
geopolitical, national, and individual aspects. Particularly successful in the monograph is
the analysis of the topos of the "city" as an urban existence caused by ambivalent
experiences of the realities of the metropolis. The researcher's views on the city as a kind of
metaphor of modernity, in which the expression acquires a new worldview, different from
the traditional, is worth noting. Focusing on the peculiarities of the actualizing the
experience of characters in the city, 1. Devdiuk emphasizes the mode of fallenness, by
which the Ukrainian (V. Pidmohylny and 1. Vilde) and English (D. Lawrence,
R. Aldington, A. Huxley) writers indicate the state of the characters in borderline situations
when the “I” either projects itself into the future, or plunges, “falls” into everyday
existence, or abandons himself. As a result of a careful analysis of different images of the
city, V. S. Devdiuk comes to a reasonable conclusion about the dominance of a concentric
model of the city in the Ukrainian prose works, the semantics of which indicate the authors'
understanding of the city as an important cultural and educational centre. Instead, in
English novels, the eccentric and eschatological visions of the metropolis are more
noticeable, signalling the ideas of destruction and decline.

The typological study of space and time existence in Ukrainian and English works of
the interwar decades finds a logical continuation in the fourth section, devoted to the
analysis of the textual representation of the emotional and volitional states of the characters
who face a choice between themselves and others, between freedom and dependence,
authenticity and non-authenticity. Revealing in the works of M. Mohyliansky,
Ye. Pluzhnyk, V. S. Maugham, V. Woolf, and others, different modes and levels of the
characters’ awareness of their own existence, the researcher emphasizes the transcendental
ability of the phenomena of ‘creativity’, ‘solitude’, ‘love’, ‘death’, etc, which are
considered an important prerequisite for the personages’ existential awakening and access
to a higher level of self-awareness.

Guided by the principles of a comparative approach, |. V. Devdiuk pays special
attention to the problem of analogies and differences in the writers’ descriptions of the
crisis consciousness which asks and searches. The profound study of Ukrainian and British
intellectual prose works leads the author to the convincing conclusions about the
predominance of the decadal denial of the reality in the English works, while in the works
of Ukrainian authors, a tendency to search for the national and cultural identity in the
communicative dialogue between “I” and “You” is observed.
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In conclusion, it should be noted that the monograph of lvanna Devdiuk makes a
positive impression by the author’s awareness of Ukrainian and world literary context, the
specifics of the modern approaches to the literary interpretation of texts, the ability to
systematically present the results of the study. The above statements give grounds to assert
that the analysed book is a thorough scientific study that will promote the further study of
the cultural interactions of our literature with the world's artistic and intellectual discourse.
It will be useful for philologists in preparing special courses on the history of Ukrainian and
English literature, comparative literature, and discursive analysis.
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