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VORWORT

Buchprojekt ‘Ukraine und ukrainische Identitit in Europa:
Beitrige zur Standortbestimmung aus / durch Sprache, Literatur
und Kultur’

Nicht zuletzt aufgrund der politischen und militdrischen Ereignisse in
der jingsten Vergangenheit ist ‘Identitdt’ in der Ukraine und fiir die Uk-
rainer von einem — wie dies auch international der Fall ist — lediglich
viel strapazierten Modewort zu einem zentralen nationalen Begriff und
Wert geworden. Die meisten wissenschaftlichen Beitrdge zur nationalen
ukrainischen Identitdt bzw. zu den sie konstituierenden Identitdtskomp o-
nenten stammen allerdings bisher aus der Politikwissenschaft oder aus
der historischen Forschung.

Vor diesem Hintergrund zeichnet sich der vorliegende Sammelband
durch einige Besonderheiten aus: Er will zum einen den aktuellen Stand
der Diskussion um drei zentrale Aspekte erweitern, die bisher nicht ge-
biihrend einbezogen wurden, jedoch im Kontext von Diskursen {iiber
Identitdt eine Schliisselrolle spielen — Sprache, Literatur und Kultur.
Zwar wird auch in vielen 6ffentlichen Beitrdgen insbesondere ‘Sprache’
als Identitditsmerkmal nahezu schematisch benannt, es fehlt jedoch eine
iiber die bloBe Erwédhnung hinausgehende Zugangsweise nicht nur zur
Rolle von ‘Sprache’ an sich, sondern erst recht zu ihrem Wirken in und
mit Literatur und Kultur. Der in diesem Sammelband in den Vordergrund
gestellte philologische Zugriff will somit nicht nur vorhandene Positio-
nen aus anderen Disziplinen ergédnzen und mit ihnen in einen Dialog tre-
ten, sondern eine Fiille von neuen Daten, Beobachtungen und Anregun-
gen vorlegen. Sie sollen den spezifischen Beitrag von Sprache, Literatur
und Kultur unterstreichen und dem aktuellen Diskurs iiber die ukraini-
sche Identitét in all ihren Facetten neue Impulse vermitteln.

Eine weitere Besonderheit dieses Sammelbandes liegt in der Art der
Gewinnung und Auswahl der iiber 30 Textbeitrige von Wissenschaftlern
aus der Ukraine, Deutschland, Polen und Kanada, die sich aus ganz un-
terschiedlichen Perspektiven Fragen der ukrainischen nationalen Identi-
tit widmen. Das Institut fiir Slavische Philologie der LMU Miinchen
konnte hier an seine Internationale Virtuelle Internetkonferenz ‘Dialog
der Sprachen — Dialog der Kulturen’ ankniipfen, die es seit 2010 jahrlich
mit stetig wachsendem Erfolg und steigenden Teilnehmerzahlen veran-
staltet. Von Anfang an war es ein wichtiges Anliegen, damit insbesonde-
re jingeren Fachleuten aus der Ukraine ein zeitgemédfBes Forum zu bie-
ten, um sich ungehindert iber die vielfiltigen und aktuellen Themen der
ukrainischen Sprache, Literatur, Kultur und Bildung international wis-
senschaftlich auszutauschen. So konnte ein mafigeblicher und aktiver
Beitrag zur weiteren Stiarkung der Ukrainistik im gesamten européischen
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Wissenschaftraum geleistet werden, wie dies auch die jahrlich publizier-
ten Konferenzbidnde anschaulich belegen. In vielen Konferenzbeitrigen
auch bereits vor Einfithrung der Kategorie ‘Grundlagen der ukrainischen
nationalen Identitdt’ im Jahr 2014 war dabei deutlich geworden, welche
zentrale Rolle Fragen der ukrainischen Identitdt spielen. Die Grundlage
des vorliegenden Sammelbandes bilden deshalb ausgewaihlte Texte aus
den bisher durchgefiihrten acht Internetkonferenzen, die neue Ansitze,
Sichtweisen und SchluBfolgerungen von Représentanten gerade der jiin-
geren Generation von Wissenschaftlern in der Ukraine reflektieren. Er-
gianzt wurde dieser Kern durch einige weitere Textbeitrdge, um insge-
samt zu dokumentieren, dal3 das Interesse an der Ukraine und insbeson-
dere am Diskurs iiber ihre nationale Identitdt nicht nur auf die Forschung
beschriankt ist, sondern daB} diese Identitdt auch Gegenstand des 6ffentli-
chen Interesses in Bayern, in Deutschland und in ganz Europa ist.

Wir freuen uns, daB3 dieser Band im deutsch-ukrainischen Sprachen-
jahr 2017/2018 erscheinen kann, das zum 25. Jahrestag der Aufnahme
der diplomatischen Beziehungen zwischen Deutschland und der Ukraine
und mit dem Ziel des weiteren Ausbaus der Zusammenarbeit in den Be-
reichen Bildung und Kultur von den AuBenministern beider Lander be-
schlossen worden war. Als Besonderheit darf sicher auch gelten, dafl ne-
ben Vertretern des Instituts fiir Slavische Philologie der LMU Miinchen
auch Prof. Dr. Oleksandr Pronkevy¢, Leiter des Instituts fiir Philologie
der Nationalen Schwarzmeer-Petro Mohyla-Universitit Mykolajiv sowie
der international renommierte Ukrainist und Germanist Prof. Dr. Leonid
Rudnyc’kyj, langjdhriger Rektor der Ukrainischen Freien Universitét
Miinchen, als Mitherausgeber gewonnen werden konnten.

Um den Sammelband einem breiten Publikum zugénglich zu machen, wur-
den die Texte erforderlichenfalls ins Englische oder ins Deutsche {ibersetzt. Fiir
die Textauswahl und die Gesamtorganisation des Sammelbandes gebiihrt Dr.
Olena Novikova unser groer Dank. Fiir die akribische Korrektur der englischen
Fassungen danken wir sehr herzlich Edward Schoffield, fiir technische Unter-
stiitzung Olena Bader. Unser Dank gilt des Weiteren dem Verlag readbox uni-
press sowie dem Referat Elektronisches Publizieren der Universititsbibliothek.
Die Drucklegung wire ohne die grof3ziigige finanzielle Unterstiitzung durch die
Miinchener Universitdtsgesellschaft nicht moglich gewesen. Dafiir sowie fiir
weitere finanzielle Unterstiitzung durch das Institut fiir Slavische Philologie
(Prof. Dr. Riccardo Nicolosi) sind wir besonders dankbar.

Ulrich Schweier
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L. DIE LITERARHISTORISCHE DIMENSION DER NARRATIVE
DER UKRAINISCHEN NATIONALEN IDENTITAT

THE UKRAINIANS IN UKRAINE AND ABROAD:
MARKED BY ‘BEZGRUNTIV"JA’

Svitlana Antonovy¢
(Ukraine)

The paper is dedicated to the problem of losing touch with the native land
and the paternal home (‘bezgruntiv'ja’), typical for Ukrainians because of the
need to migrate in the 20th and 21st centuries. It deals with the phenomenon of
‘bezgruntiv'ja’ which has received aesthetic realization in the dramatic works
of Ukrainian emigrant writers of the middle of the 20" century (Ju. Kosac,
I Colhan, L. Kovalenko, A. Jurynjak, I. Bahrjanyj). It concludes that the Ukrain-
ian variant of the phenomenon of losing touch with one’s native land and pater-
nal home has an additional feature: it is weighed down by the pointlessness of
human existence and it is perception of the human condition in the context of the
universe as a whole.

Key words: losing touch with early the native land and paternal home
(‘bezgruntiv'ja’), displaced person, emigrant, dramatic art, a play.

YKPATHIII B YKPAIHI TA IIO3A il MEXKAMM:
M1 3HAKOM BE3IPYHTIB’SI

Csimnana Anmonosuyu

Cmammio npucesyeno npobnemi empamu 38 a3Ky 3 pIOHOI0O 3emer ma
6amvKiecokum 0omMom (be3rpyHmis ’'s), munosii 0iist YKpaincbko2o Hapooy uepes
Heobxionicmv miepyeamu ¢ XX cmonimmi 1 na novamky XXI cmonimms. ¥V
pobomi poszensioacmuvcs peHomen Oe3[pYHmMIe s, AKUL OMpUMAg eCmemuyHy
peanizayito 8 Opamamypeii YKpaiHCbKux NucbMeHHUKi6-emiepanmis cepeounu
XX cmonimms (FO. Kocay, I. Yonean, JI. Kosanenko, A. FOpunsik, 1. bacpsanuii).
Pobumvcs 6ucnosox, wo yxkpaincokuu eapiauwm seuwa 0Oe3rpyHmie’s mae
ocobusicmy: 8iH 0OMANCEHUU eK3UCMEeHYIANICMCbKO Npodaemor be3eny3-
docmi I0OCbKO20 ICHY8AHHS U MO8 SI3AHUL 31 CAPULHAMMAM JHOOUHOK C8020
Mmicys y ceimi il YHigepcymy 6 yinomy.

Kouosi cnosa: empama 36’513y 3 pioHOI0 3emier0 ma OamvKi6CbKUM
domom (be3rpynmie’s), nepemiujena ocooa, emiepanm, opamamypeis, n’eca.

Losing touch with the native land and paternal home (‘bezgruntiv'ja’) is a
symbolic problem for the Ukrainian nation, which has acquired a special mean-
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ing in the 20" century and is typical for the early 21% century. It is a historical
fact, that Ukrainians had to migrate either within a country (the Soviet Union or
independent Ukraine), or to Germany, Poland, Canada, the USA, Latin America
etc.

Migration has been a necessary step for countless Ukrainian people, first of
all for cultural or political personalities, due to social, economic, political and
religious factors to save themselves from physical or moral destruction. “Agrari-
an overpopulation”, persecution of ‘enemies’ and other realities of the Soviet
epoch are the reasons why many Ukrainians left their homes. The life of the citi-
zens of modern Ukraine is substantially changed after the annexation of Crimea
and the war in the Lugansk and Donetsk regions. Thus, since the beginning of
the armed conflict in eastern Ukraine in April 2014 over 1.7 million people have
had to leave their homes. And this is not the final figure.

The feeling of ‘bezgruntiv"ja’ is one of the main characteristics of being ei-
ther Ukrainian emigrants of the mid-20" century, or of the internally displaced
persons (IDPs) of modern Ukraine. This feeling manifests itself as fear, loneli-
ness, and chaos. The phenomenon of ‘bezgruntiv"ja’ expresses a problem of the
national spiritual, cultural and historical unity of the Ukrainian people. Old, rare-
ly expressed traditions from the homeland suddenly become more important in a
foreign country. This situation is an illusory way of filling in the historical and
cultural emptiness, which is a result of people’s migration.

For Ukrainians, losing connection with their native land, the place where
they were born, even within the territory of Ukraine, is an existential disaster. It
is due to the psychological attachment which Ukrainians have to the earth as the
Mother-Guardian. The sacred importance of the ground in the mental portrait of
the Ukrainian nation corresponds to their traditional agricultural crops.
L. Kozubenko aptly noted that Ukrainians imagined the ground as a mother that
had a protective maternal function (Kozubenko 2012, 170). So called ‘Antejizm’
was the source of their ideological pattern, the basis of ethnic thinking. The abil-
ity to provide protection as a mother is its main characteristic. It symbolizes the
aspiration of the Ukrainians to find their roots and life basis in general.

Ukrainian emigré playwrights of the mid-twentieth century are a notable
phenomenon in the history of the Ukrainian culture. Its specific character is a
special type of reflection caused by the DP situation. Recently, scholars studying
the cultural, artistic, political and other processes of Ukrainian society of the 20"
and early 21% century note an existential feeling of loss and melancholy
(T. Hundorova, M. Lipovec’ky, A. Etkind etc.). In particular, melancholy is a
condition inherent to DPs. It is deeply endured by a person for a long time or
forever defines emigrants’ being in a new space, causing a state of resentment
and distrust (Hundorova 2012, 219). As written by T. Hundorova, melancholy is
a consciousness, generated by a feeling of loss, including the loss of oneself, as
a perfect, adult, socialized person (Hundorova 2012, 175). This condition can
also be interpreted as a consequence of the raw, traumatic memory of the Soviet
past (Hundorova 2012, 161).
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The hard ‘boundary’ situation is caused by loss of the native land and ap-
pears in the Ukrainians as panic and fear either for themselves or their place in
life, in cultural and historical processes. V. Aheeva clearly declared: such an al-
tered state of the world and human consciousness requires the ability to recon-
cile with relativity, multiplicity, particularity of the truth, with the right of eve-
rybody to construct their own hierarchy of values. It gives more freedom, but
also imposes much greater burdens of individual responsibility (Aheeva 2006,
176-177). Sanctification of the homeland distinguishes the feeling of ‘bezgrunt-
iv"ja’ and emphasizes its destructive force for Ukrainians as representatives of
their nation.

Ukrainian artists tried to understand the phenomenon ‘bezgruntiv'ja’ in the
early 20" century. Let us remember Kaminnyj chrest (1899) by V. Stefanyk, Na
kameni (1902) by M. Kocjubyns’kyj, Bez gruntu (1928) by G. Epic and others.
In the middle of the 20™ century in Ukrainian diasporic literature there is in-
creased attention to the artistic study of ‘bezgruntiv'ja’. In particular, at this
time there are such famous works as Enej i Zyttja insych (1946) by Ju. Kosac,
Bez gruntu (1948) by V. Domontovyc.

Of course, ‘bezgruntiv'ja’ is an organic part of the Ukrainian emigration
context of the mid-20™ century. Understanding of it can be found directly in the
works of the diaspora’s cultural figures, including Ju. Lavrinenko and
Ju. Serech. It should be mentioned a series of articles Zustri¢i z Zachodom
/Meetings with the West/ (Vid Kocjubyns’koho do Rosselini, vid Rosselini do
Kocjubyns’koho /From Kocjubyns’kyj to Rossellini, from Rossellini to
Kocjubyns’kyj/ (1950), Don Kichoty promiz nas (“Narodnyj Malachij” Zana
Zirodu) /Don Quixotes among us (“National Malachij” by Jean Giraudoux)/
(1948), Zachid je Zachid, a Schid je Schid /The West is the West and the East is
the East/ (1952)), written by Ju. Serech. The author considers the problem as the
most representative of the 20™ century: all the historical processes of that time
are specially intended to deprive a person of the ground (Serech 1998, 390).
Ju. Serech, taking into account the socio-political situation of the epoch, empha-
sizes Ukrainians’ feeling of fear: the modern concept of fear consists of an im-
portant and typical component for the 20™ century that is the fear of losing
ground, the fear to be blown away or to start all from the beginning (Serech
1998, 390).

Ju. Lavrinenko is also interested in the problem. The researcher describes
this phenomenon as “fatally gone” (Lavrinenko 1971, 139). For the Ukrainian
diaspora, including, above all, the political situation of the epoch, such a mood
is completely well founded. Ju. Lavrinenko names the reason by which a person
is consciously forced to live without their ground as “terrible epoch idiocy”
(Lavrinenko 1971, 139).

The phenomenon of ‘bezgruntiv"ja’ has received aesthetic realization partic-
ularly in the dramatic works of Ukrainian emigré writers of the mid-20" century,
because in the drama ideological positions and the mental state of the hero
emerge brightly and emotionally expressively. The personality crossing cultures
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with a “destroyed” biography, the personality who loses the ground under their
feet is the main topic of the diaspora’s literature of that time. For the most artists
of this period such a situation arose from personal experience. Ukrainian play-
wrights who had psychological trauma due to loss of the motherland, tried to
understand the emotional state of the DPs, deprived of their homes and detached
from native roots. The forced emigés’ existence was marked by nonsense. In the
plays of such emigré writers as Ju. Kosa¢ (Dijstvo pro Jurija-Peremozcja /The
Performance of George Victorious/), I. Colhan (Dity Dazboha /Dazhboh’s Chil-
dren/, Zahublenyj skarb/The Lost Treasure/, Son ukrajins koji noci, abo Man-
drivka cumaka Mamaja dovkola svitu /The Dream during a Ukrainian Night, or
Cumak Mamaj’s Journey around the World/, Chozdenije Mamaja po druhomu
sviti /Mamaj’s Going to the second world/, Mamaj nevmyruscyj /Immortal
Mamaj/, Duma pro Mamaja /The Ballad about Mamaj/), L.Kovalenko
(Pryjichaly do Ameryky /Came to America/), A. Jurynjak (Na dalekych sljachach
/On the Long Journey/), 1. Bahrjanyj (Rozhrom /The Defeat/) and others is de-
scribed the hard ambiguity emigrants’ situation which indicates a special type of
DPs’ existence. Losing touch with the native land and paternal home becomes
an impulse that raises people’s awareness of their value, their destiny and their
affirmation. The question of national identity acquires ontological meaning. It is
associated with the desire of the Ukrainian people to declare themselves as a
force in the world, historical and cultural space.

Emigrant fury of the first half or the middle of the twentieth century is not
the root cause of the problem of ‘bezgruntiv"ja’ in Ukraine. For O. Cernenko the
Ukrainian roots departure from the most leading Ukrainian elite was a negative
consequence of autocratic and imperial policy which operated in two modes un-
der Tsarist and Communist Russia. It stopped the development of Ukrainian
identity and intellectual education of Ukrainian intellectuals, often causing an
inferiority complex (Cernenko 1994, 107). Such policies often become the cause
of ‘inner emigration’. This is a situation when people that remained in Ukraine,
but mentally did not accept the Bolshevist system had to become isolated from
the world around them (Lavrinenko 1964, 7). And then almost everyone re-
mained a stranger in this new reality, and an eternal dreamer to turn to the native
land of his heart, his recollections and thoughts (Lavrinenko 1964, 8). However,
the concept of ‘inner emigration’ is not a subject of interest for our work. It is
appropriate to refer to the works of those playwrights who had to leave their
own homes and homeland.

The problem of psychological adaptation of those who had recently emigrat-
ed interested Ukrainian diaspora writers. The mental state of DPs is character-
ized by the fear of the fugitive and the fear of the unknown. For instance, fear is
a peculiar feature of life in exile for Zurbenko’s family in a play Pryjichaly do
Ameryky /We Came to America/ by L. Kovalenko. The wife of the main charac-
ter Ivas’ very often speaks about the fear. Olena Zurbenko sees her natural call-
ing in creating psychological comfort and a sheltered spot for the family. How-
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ever, her life is full of the foreboding of danger. Fear turns to standby evil. “My
wife is a cowed creature” (Kovalenko 1956, 128), — Ivas’ said.

In society fear determines person’s place in the world. It is the factor of self-
improvement of a personality, culture and civilization. The philosophical under-
standing of fear provides the latest cultural and historical opportunities to revive
the human capacity for new growth itself on the principles of humanism and in-
dividualism (Turenko 2006, 9). According to L. Kovalenko’s conception for em-
igrants the fear can be defined as a “social and psychological human disaster”
(Andrusenko 1991, 131). This condition is a result of significant disagreement
between different meaning benchmarks.

The Zurbenkos are forced to adapt to the new rules of life. Loss of personal
documents and the unnecessary registration the moment they come to America
causes indignation. Now the possibility of being sent to Russia becomes less
pronounced, the main thing is the preservation of their own names. And for
someone suffering from ‘bezgruntiv'ja’ the most important thing was not to lose
their identity and, maybe even their national identity. On this occasion it is re-
markable moments that raise the question of belonging to a certain nationality.
In the play Pryjichaly do Ameryky L. Kovalenko repeatedly follows the actions
in which one of the main characters, Ivas’, defends his origin: “I am not Rus-
sian, I am Ukrainian” (Kovalenko 1956, 106). The author seeks to distinguish
Ukrainian people and Ukrainian culture against the background of Russia. L.
Kovalenko describes the Ukrainians compared with the Russians and partly the
Americans as proud and moral people. However, in the case of ‘bezgruntiv'"ja’
this feeling becomes topical, emphasizing emigrants’ fear to find themselves in a
situation of ‘identification shift’.

A. Jurynjak also describes the feeling of fear in the play Na dalekych
Sljachach /On the Long Journey/. The author pays attention to “the repatriation
fury” (Jurynjak 1955, 4). In the preface to the work the playwright explains his
conception: “... it was a wild and incomprehensible horror: how is it that the
Bolsheviks can with impunity seize and kill people whose only ‘crime’ is that
they want to live in freedom! [...] This is not just about the actual victims of So-
viet repression. It is about the strength of millions of people living under the So-
viets, living in the grim knowledge that there was nowhere to flee to” (Jurynjak
1955, 4). Therefore there are logically words of a character of the play “On the
Long Journey’: let it be the devil, but not the Bolsheviks (Jurynjak 1955, 28).

The total fear of the emigrants creates a new state of chaos. DPs are once
again forced to adapt to new conditions, because rational and traditional order is
always destroyed. This position is a symptom that clearly indicates the imperfec-
tion of the universe and demonstrates the vulnerability of people in new life re-
alities.

A. Jurynjak focuses on the concept of fear as an attribute of emigrants’ lives.
In the play a sense of horror is dominated because of repatriation. The author
traditionally accentuates the Soviet Union as a center of physical and spiritual
destruction of people and compares it with a source of evil. The playwright em-
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phasizes characters’ uncertainty in the future by the mood of anxiety, frustration,
confusion which are typical for them. Their internal state contrasts with the
hopes of a “new” life in exile (Jurynjak 1955, 51). The position to go “a long
way away together” (Jurynjak 1955, 54), to maintain their contacts is typical for
emigrants. Their cohesion is evidence of a national, cultural and spiritual con-
nection between DPs. The linkage between emigrants is interpreted as the last
thread that connects them with the native land. Perhaps the greatest tragedy for a
person, the playwright says, is the situation when these people are “going to die”
on their long travels (Jurynjak 1955, 44).

The human existence beyond the homeland, isolated from the cultural and
historical traditions, is absolute nonsense. The lack of ground as a support, as a
way to balance life is filled in by characters’ constant talks about Ukraine in the
play Na dalekych sljachach by A. Jurynjak. The characters have created an illu-
sory model of the homeland which symbolizes their spiritual comfort. Interpret-
ing the problem of ‘bezgruntiv"ja’ the author uses dreams as a literary method
because this technique allows A. Jurynjak to discuss the problem by showing the
action in another dimension. According to the play, Rostyslav, one of the char-
acters, had a dream, in which he and defenders of Ukraine had to leave their na-
tive land. A. Jurynjak tries to recreate the emotional state of people who have to
emigrate. Psychologically dominant here is a spiritual connection with the
homeland, memory and sense of unity with the native land. The soldiers proudly
talk about their roots (Jurynjak 1955, 34). The replicas show the love of their
land. “T wither in a foreign land, — one of the soldiers says. — Melancholy and
the shadow will be with me without the Ukrainian sun” (Jurynjak 1955, 34).
Another character declares: “For the freedom of the motherland I preferred to
put my head here. Too little consolation I managed to incur from the fields, for-
ests and meadows...” (Jurynjak 1955, 35). Certainly, A. Jurynjak, describing the
beauty of the Ukrainian land, emphasizes its life-giving force.

In the play Na dalekych sljachach by A. Jurynjak the dream reveals emi-
grants’ homesickness. It also motivates the ideological position of DPs in the
diaspora. In the drama A. Jurynjak emphasizes: “I believe you proclaim the truth
of Ukraine in the world. Strike the wall of lies that have been put around us by
Moscow...” (Jurynjak 1955, 35).

The plays by I. Colhan are diverse and interesting in the context of a phe-
nomenon of ‘bezgruntiv"ja’, in particular, Dity Dazboha /Dazhboh’s Children/
and Zahublenyj skarb /The Lost Treasure/, devoted to DPs life. In the play Dity
Dazboha 1. Colhan describes life in exile in a special place (camp), so-called
“fortress” (Colhan 1990, 293) or “Zelenyj horbook” /“Green Hill”/ with “torn
by wind and rain flag which is a symbol of emigrants’ destiny” (Colhan 1990,
294). It is symbolically to compare DPs’ camp with the ground, because it
demonstrates the loss of the defenses a home of one’s own gives a person.

According to the play Zahublenyj skarb 1. Colhan focuses on preserving the
spiritual connection with the homeland: “This is a treasure for all of us, a part of
our souls and hearts, this is a symbiotic link, a thread that connects us with the
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native land” (Colhan 1990, 393). The heading of the play has a conceptual im-
portance, it leads to the problem of finding spiritual ground, because such
“treasures” assert person’s belonging to a nation.

In the play Zahublenyj skarb by I. Colhan it seems meaningful that the name
of the DPs’ camp is “Sadok vySnevyj” /“Cherry Garden™/. It raises a number of
associations, including the gardens of the native land with famous T. Sevéenko’s
cherry garden etc. The displaced persons’ camp gives the impression of idyll. In
the exile emigrants feel anxiety and loneliness, that is why they turn the camp
into the search for defense themselves. The camp once again becomes a sacred
place, signs of the own home, the native land. The characters of the play empha-
size in their song: “It is a national ground, /It is Ukraine in a foreign land...”
(Colhan 1990, 356). It is illusory protection and the result of a psychological
trauma of a fugitive. Therefore attributes of Ukrainian culture as a symbol of
angst often appear in the play: steppe, river, poplar, a black horse, bandura etc.
The reaction to ‘bezgruntiv"ja’ is the removal and preservation of Ukrainian
museum treasures by one of the characters, that symbolize the spiritual connec-
tion with the homeland (“our historical relics” (Colhan 1990, 392)). In the inter-
pretation of the diaspora it is indestructible cultural tradition.

The next point that deserves attention in the context of the phenomenon of
‘bezgruntiv"ja’ concerns Ukrainian traditions, folklore, mythology, customs,
rituals. Such elements are widely used by diaspora playwrights, including
L. Kovalenko, Ju. Kosag, I. Colhan and others. Things that have always been in
Ukrainian houses, folklore, keeping the traditions in a foreign land, psychologi-
cally “compensate” for the lost homeland. All of them create the illusion of a
full human being, preserving the national identity.

For example, in the play Pryjichaly do Ameryky by L. Kovalenko accentu-
ates mentioned aspects, especially the author writes about Ukrainian customs.
The song, which sounds repeatedly during the drama, has the conceptual im-
portance for it. It not only creates a state of sadness, depression, loneliness, but
also spiritually complements one center of Ukrainians, formed in the bar by Ste-
panjak — one of the characters in the play.

The play Dijstvo pro Jurija-Peremozcja /The Performance of George Victo-
rious/ by Kosa¢ has a special meaning: the playwright refers to the idea of as-
serting national roots, searching for them in the past. The author describes the
events of the seventeenth century, particularly the government of Yurii
Chmel’nyts’kyj. The playwright saturates his work with historical and cultural
concepts which are typical for that time. For example, Kosa¢ writes about a sto-
ry “Alexandria”, popular among Cossack intellectuals. He refers to works dedi-
cated to historical, political, cultural, religious and other issues. The specific
language of the play demonstrates the spirit of the age. The author includes an
interlude which introduces the activities of so-called itinerant philosophers. The
play aims to emphasize the “continuity” of Ukrainian customs and traditions. It
strengthens the originality of the Ukrainian people with their unique spiritual
heritage in the global, cultural and historical space.
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This approach is typical for Colhan’s dramatic art, particularly when the
writer refers to Ukrainian mythology. In the plays Dity Dazboha and Zahublenyj
skarb the playwright introduces an image of Dazboh, who is the Slavic god of
the light and the sun. According to a national tradition, Dazboh is popular for
good deeds, is a guardian of human destiny and prosperity, gives ‘white day’,
happiness and love (Vojtovyé 2005, 124). For I. Colhan Dazboh’s “children” are
emigrants, “expelled overboard alive without a homeland and relatives...”
(Colhan 1990, 342). The image of the Slavic god is a symbol of national connec-
tion for DPs.

I. Colhan uses the image of Mamaj, typical for his dramatic art (Son ukraj-
ins koji noci, abo Mandrivka cumaka Mamaja dovkola svitu /The Dream during
a Ukrainian Night, or Cumak Mamaj’s Journey around the World/, ChoZdenije
Mamaja po druhomu sviti /Mamaj’s Going to the second world/, Mamaj
nevmyruscyj /Immortal Mamaj/, Duma pro Mamaja /The Ballad about Mamaj/).
In the Ukrainian tradition Cossack Mamaj is a legendary hero. He is the embod-
iment of Ukrainian character, the image of freedom and immortality of the na-
tion (Vojtovy¢ 2005, 233). There are many stories that extol his glory.

The playwright describes Mamaj’s image in the context of the ancient
Ukrainian tradition of Gumakuvannja. I. Colhan introduces the character into the
artistic cosmos for nationalistic reasons. The ¢umak’s image is a hidden attempt
to revive national identity, ideology and values. For example, in the play Son
ukrajins ’koji noci, abo Mandrivka ¢umaka Mamaja dovkola svitu there are the
words about a world that breaks into atoms (Colhan 1990, 116), a comedy polit-
ical system (Colhan 1990, 121), satire on the political and social order, discuss-
ing the national identity. In the play the author writes about the shooting of a
Hollywood film on a Ukrainian material, singing Ukrainian folk songs, an exhi-
bition of Ukrainian embroidery etc. This kind of spiritual “compensation” gives
the characters an opportunity to experience a feeling similar to harmonious ex-
istence in the motherland.

In the final part of the cumak’s journey, entitled Duma pro Mamaja
L. Colhan portrays Ukrainian people’s life in America over the past forty years.
The play is a kind of summary of all I. Colhan’s works. Mamaj’s image com-
bines different time intervals from the past to the future Ukraine, stressing the
historical ‘continuity’ of the country and state of the Ukrainian people. At the
end of the play Mamaj flies by rocket to his native village Paskivka to awaken
the national spirit. The character of the Cumak represents generations, they be-
long to the Ukrainian national space. The imaging of Ukraine by I. Colhan in
diachronic terms of time is accompanied by a feeling as if hard ground disap-
pears or is slipped out from under somebody’s feet all the time. Then each plot
is intended in some way to remind a person about the social, spiritual and na-
tional roots.

In diaspora literature one can find an interesting interpretation of the prob-
lem of ‘bezgruntiv'ja’ in dramas that depict events from the Ukrainian past and
discuss the national idea. From the psychological point of view such emigrants’
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position testifies about the hope to compensate the lack by referring to historical
events and important figures.

One of the emigré writers, I. Bahrjanyj, proposes his own pictures of nation-
al myths in the play Rozhrom /The Defeat/, devoted to the years of the German
occupation of the Ukrainian territory. Olha Urban’s family represents an ideal of
the Ukrainian nation, and the image of the main character Olha is characterized
by the understanding of the national problems. The author focuses on her figure
as a new type of conscious Ukrainian personality. In the play the Ukrainians are
described as a highly educated and moral people. Olha Urban’s family is distin-
guished by features of internal unrest and the feeling of national unity. The spir-
itual connection between people is important and necessary for Ukraine in trial
situations. Overcoming crisis has to serve as a basis for the self-affirmation of
the Ukrainian nation. “It is not important, what the enemies think about us. It is
more important what we think about ourselves, it is more important to realize
who we really are. It is difficult, my dear, to find ourselves, to understand our
historical mission” (Bahrjanyj 1948, 96), — the main character of the play says.
Olha, referring to other characters, puts ideologically important questions: “Who
are we, that others want to deny us or do not admit our existence?!” (Bahrjanyj
1948, 96).

The question of national identity goes into the existential dimension. The
recognition of the Ukrainian nation as one with equal rights and the equal power
of making history forms the consciousness of its representatives. 1. Bahrjanyj
interprets the desire to eradicate the inferiority complex, typical for an oppressed
country, turning into the idea of spiritual and intellectual “superiority” of the
Ukrainians. Portraits of T. Sevéenko, M. Chvylja, H. Kosynka, B. Antonenko-
Davydovy¢, M. Johansen, M. Kuli§ etc., hanging on the walls in Urban’s apart-
ment, form the cultural aura of the family (society). In the play the author re-
peatedly refers to Olha’s library with books in the original by prominent figures
of the German culture: A. Schopenhauer, H. Hegel, F. Nietzsche, J.-W. Goethe,
K. Marx and others. The playwright compares one of the characters, the artist
Hryts’, with Rafael. Such moments in the text are designed to expand the cultur-
al space, depicting the Ukrainian nation equal in their spiritual heritage and his-
torical potential to other nations. This recognition contributes to self-realization
in society. For example, Hryts’ as a talented artist is very popular among the
Germans. The occupants are delighted by Olha’s erudition and Herr Mathis
acknowledges her timely views on the emergency situation in the world. The
heroine says reassuring words: “No, we are developing as a separate historical
force, undeniable and real, not understandable and alien for others” (Bahrjanyj
1948, 97). Olha is a symbol of the absolute faith in the revival of the nation in
the future. Tomorrow is a great day for the Ukrainian nation (Bahrjanyj 1948,
97).

1. Bahrjanyj seeks to embody features of a new generation in Olha’s image,
emphasizing the exclusivity of the Ukrainian nation. Absolute belief in the supe-
riority of her own people becomes a reliance for her and other characters of the
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play Rozhrom. They declare the idea of a promising historical moment, when
you have the chance to create a new Ukraine. Considerations on the problem of
human existence and self-affirmation especially excite Olha. The characters of
the play talk about the willingness to die for their beliefs, because they are afraid
of slavery and dishonor. The idea of the revival of a free Ukraine and free
Ukrainians is declared with pathos in I. Bahrjanyj’s work.

It should be noted that the feeling of ‘bezgruntiv"ja’ is a part of the world
outlook and self-perception. The need to adapt to the new conditions, a system
of values, sometimes foreign culture causes the emergence of migrant trauma.

Of course, today it is difficult to talk about the aesthetic realization, particu-
larly in dramatic art, of the political problems of the modern Ukraine and espe-
cially the problem of ‘bezgruntiv"ja’. However, as we know, refugees from the
combat zones of the Lugansk and Donetsk regions try to arrange a new house as
“at home” or put a thing “in the same place”, thus creating the illusion of wel-
fare, stability, security, peace, and fullness of life. The problem of finding one’s
place in another space (in a new organization or school) borders on the fear of
being heard by no one in this environment. The state of fear and chaos leads to
unity, cohesion of the migrants, indicating the national, cultural, spiritual con-
nection between them and the state-potential of the Ukrainian people.

The Ukrainian emigré playwrights define the isolation from the homeland,
cultural and historical traditions as determined by the arbitrariness of the uni-
verse. In accordance with this, the Ukrainian phenomenon of ‘bezgruntiv'"ja’
features something extra: it is weighed down by the pointlessness of human ex-
istence and it is perception of the human condition in the context of the universe
as a whole.
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UKRAINIAN LITERATURE ABOUT THE JEVROMAJDAN
AND THE REVOLUTION OF DIGNITY

Halyna Bilyk
(Ukraine)

The paper provides a typological study of publications about the Jevro-
majdan and the Revolution of Dignity. The author focuses on subject matter of
the literary and artistic works, devoted to the event, analyzes their genre, and
stylistic features. The research concentrates on explaining a number of ideolog-
ical and artisctic phenomena in the Jevrodajdan literature. Among them are his-
toricism, non-fiction, and fictional elements of writing about ‘history’; genres of
‘chronicle’, ‘annals’, ‘notes’, and ‘diary’; mixed structure and hypertext com-
position, intermediality; use of visual arts components; socio-political engage-
ment of the Jevromajdan literature.

Keywords: Ukrainian literature in 2013-2015, Jevromajdan and Revolution
of Dignity, typology of publications, generics, historicism.

YKPATHCBKA JITEPATYPA ITPO EBPOMAMJIAH
I PEBOJIIONIIO I'TJTHOCTI

Tanuna binuxk

Cmamms npononye munoao2iuny kiacugixayiro euoans npo €8pomaiioan i
Pesonioyiio I'ionocmi. OcHosHy yeazy CnpsamMo8ano HA JimepamypHO-XyO0OoICHI
meopu yici memamuxu, 6CMAHOBIEHO MAKI IXHI JCAHPOBO-CMUTLOBI OOMIHAHMU,
AK  icmopusm, He@ikyiunicmb, po3pobka ‘icmopii’, ‘Xpowixu’, ‘nimonucy’,
Banucox’, ‘woOeHHUKa’, MIKCmoga cmpyKmypa il 2inepmeKcmosa KOMHO3UYis,
inmepmeodianvHicmy, — 6a2oMull  LIIOCMPAMUGHULL  KOMNOHEHM,  GUpPA3HE
COYIanbHO-NONIMUYHE AH2AXHCYBAHHI MOUJO.

Knouoei  cnosa: ykpaincoka aimepamypa 2013-2015 poxis, mema
Espomatioany i Pesontoyii I'ionocmi, munono2is 6u0aHs, 2eHepuxa, icmopusm.

In the late autumn of 2013, Ukrainian literature clearly delineated a new
thematic niche associated with the Jevromajdan and the Revolution of Dignity.
Nowadays, it is a vast multi-genre list of literaturary products numbering several
dozens of books (see: list of books about the Jevromajdan, 2016 Ukrainian revo-
lution, Jevromajdan) and hundreds of publications in periodicals, collective
books and the internet. Journalists and writers of fiction, public and political ac-
tivists and religious leaders try to comprehend this extremely important histori-
cal event of our time, to create its image, which will express thoughts, emotions,
characters, motivations and aspirations of the people at the barricades, their her-
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oism and tragedy, moral messianism and civic engagement. And, of course, to
record the details of the Majdan events in their multiple interpretations, with all
their conflicts, twists and turns, role incarnations, pathos, tendencies, the lan-
guage of the newest Ukrainian revival and assertion of the national state. It is
essential that the writers in their creative search always feel the attention of the
public, especially the young people who became the symbol and the driving
force of the Jevromajdan.

It makes sense to remind that the motive of the ‘Majdan struggle’ in the
Ukrainian literature (like in the whole model of our national exercising) has its
history. It appeared in TyCyna’s verses “Revolution goes / on the square near
church. /— Let the sheepman be a chieftain, / — all exclaimed”, created in 1918;
in the texts about the Revolution on the Granite of 1990 and the Orange Revolu-
tion of 2004, etc. In the meantime, the literary production about the Jevromajdan
surpasses in its amount and its artistic quality everything which has been written
about the phenomena before. It is really a powerful trend in the Ukrainian con-
temporary literature.

The publications about the Jevromajdan released between 2013 and 2015
one can find in Wikipedia. It currently includes 84 titles. Among them are
‘memoirs’ (15), ‘poetry’ (21), ‘prose’ (15), ‘collections of articles’ (9), ‘mono-
graphs’ (6), ‘photo albums’ (10), ‘miscellaneous’ (9) written in English (7), Ital-
ian (1), German (5), Polish (3), Russian (5), Ukrainian (55), French (1), some-
times bi- (6) and trilingual (1). Scholars are only beginning to study this literary
corpus. At the same time, there are many critical essays and reviews related to it.
In particular, Ja. Polis¢uk was one of the first to suggest theoretical principles of
considering the issue. He defined the Ukrainian Revolution of Dignity a signifi-
cant event in both local and global dimensions, which marked the beginning of a
new calendar for both Ukraine and Europe and the world. The powerful infor-
mation flow, produced by the event, is dominant in the contemporary literature.
According to Ja. PoliS¢uk, it has restarted readers’ trust in the printed word and
significantly modified it by socializing, subjectivising, accentuating works of
verbal art, both emotionally and tendentiously, and by enriching them from the
formal viewpoint. “A kind of post-majdan fiction will grow”, concludes the re-
searcher (Polis¢uk 2015, 16). In another book Reactivity of Literature
Ja. Polis¢uk suggests looking upon the Jevromajdan as a breakthrough towards a
qualitative renewal of the national literature (Polis¢uk 2016).

The interest in these texts is high, because they pinpoint the eternal values of
the Ukrainian people, show the nation at a time of exceptional unity, provide a
powerful expression of the best mental features, and strength of mind of every
honest citizen multiplied by a clear commitment to the society. The Jevromajdan
pathos and experience have cathartic, therapeutic, and forming functions. This is
also a kind of memorial, which will forever remind how and why the wheel of
history turned so dramatically. Therefore, scholars should actively collect the
research material in order to be ready for the inevitable increase of social de-
mand for studies of the Jevromajdan phenomenon in the nearest future.
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The corpus of the Jevromajdan literature consists of works/collections, writ-
ten by particular authors, and of collective books of texts created by various
writers (in this case the have the name of their compiler or maker). They can be
writings of socio-political and literary (artistic, documentary and artistic) pur-
pose. Besides printed texts, the corpus contains products of visual arts. In many
cases the pictorial component (photographs and drawings) becomes dominant.
According to the social function, the corpus includes journalist production (arti-
cles, sketches, essays, talks, interviews, notes), artistic works (poems, songs,
fairy tales, short stories, novellas, essays, narratives, novels), memoir (reminis-
cences, diaries, memos, letters, chronicles), pieces of mass information (reports,
lists), other types of literary products and art publications. We summarize them
somewhat arbitrarily (because many books, for example, contain illustrative
components, and some of them were meant to be genealogically mixed) in five
genre groups, namely:

— Majdan lyrics: 1. Bojc¢uk. The power of words. Chmel’nyc’kyj, 2014;
A. Bondar. Songs of Song. Collection of low poetry and primitive lyrics.
Cernivci, 2014; Fight and you will overcome! Poetics of the revolution /
O. Uliscenko. Charkiv, 2014; S. Vesna. Slaves are kept out of paradise. Kyjiv,
2014; Majdan is speaking. Collection of revolutionary poetry. Kyjiv, 2014;
O. Danyljuk. Semiconductor. Praetorians: after and before the revolution. Kyjiv,
2014; N. Dycka. Milestone light of Majdan. Kyjiv, 2014; To the barricades. An-
thology of Kirovohrad Revolutionary Poetry. Kirovohrad, 2014; Jevromajdan.
Lyric chronicle / V. Karpjuk. Brusturiv, 2014; O. Irvanec’. Songs of War. Po-
ems of the recent years. Kyjiv, 2014; Maternal prayer. Female Ukrainians — to
heroes of Majdan: Poetry. Kyjiv, 2014; Heavenly Hundred. Anthology of Maj-
dan poems / L. Voronjuk. Cernivci, 2014; D. Pavly¢ko. Poems from Majdan.
Kyjiv, 2014; Ju. Ruf. Time of Revolution. L’viv, 2014, etc;

— Majdan epic: V. Amelina. November Syndrome, or Homo Compatiens.
Brusturiv, 2014; V. Baziv. Armageddon on Majdan. Kyjiv, 2014; Jevromajdan:
Chronicle of sensations / V. Karpjuk. Brusturiv, 2014; Jevromajdan. Chronicle
in novellas / V. Karpjuk. Brusturiv, 2014; V. Ivéenko. 2014. Kyjiv, 2015;
A. Kokotjucha. Fire winter. Charkiv, 2015; Ch. Lukascuk. Fairytale about Maj-
dan. L’viv, 2014; V. Medvid’. Indestructible. Luc’k, 2014; S. Procjuk. Under
the Wings of the Great Mother. Mental Majdan. Brusturiv, 2015;
I. Rozdobud’ko. Button-2. Ten years later. Kyjiv, 2015; M. Rudnevy¢. I’'m from
the Heavenly Hundred. Kyjiv, 2014; 1. Semesjuk. Diary of a Ukrainophobe. Ky-
jiv, 2014, etc;

— Majdan chronicle, including albums: K. Berdyns’kych. There are people.
Warm stories from Majdan. Kyjiv, 2014; K. Halusko. Majdan semester. Revolu-
tionary Chronicles of a Kyjiv Lecturer. Cernivci, 2015 (in Russian); N. Huk.
Jevromajdan (usual heroes). Kyjiv, 2015; 94 days. Jevromajdan as seen by TSN
/ A. Ceg. Kyjiv, 2014; M. Dymyd, K. Dymyd. Stones of Majdan. L’viv, 2014;
Jevromajdan diary. Revolution as seen by journalists from “Reporter”. Book 1.
November-December 2013 (in Russian) / O. Strel’nykov. Kyjiv, 2014; Chroni-
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cle of eyewitnesses: nine months of Ukrainian resistance / T. Teren. Kyjiv,
2014; Majdan people. Chronicle. Photo album / L. IvS§yna. Kyjiv, 2014; N.
Musijenko. Arts of Majdan. Kyjiv, 2015; Ju. Orlova. 111 days of Majdan. Notes
of female Kievan. Kyjiv, 2014 (in Russian); Insurgent alphabet. Kyjiv, 2014; S.
Sevéenko. Majdan of Dignity. Kyjiv, 2014, etc;

— memorial books: “Heavenly Hundred” requiem book / T. Sachivs’ka. Ky-
jiv, 2014; Majdan of Dignity! (in memory of “Heavenly Hundred”) / S. Kozak.
Kyjiv, 2014; Heavenly Hundred / O. Trybusyna, I. Solomko. Kyjiv, 2014, etc;

— opinion journalism: 1. Zahrebel’nyj. Majdan. Chronicles of underevolu-
tion. Dnipropetrovs’k, 2014; S. Koskina. Majdan. Untold story. Kyjiv, 2015;
A. Muchars’kyjj. Majdan. (R)evolution of spirit. Kyjiv, 2014; M. SlaboSpyc’ky;j.
Gambit of hope. Kyjiv, 2014 etc.

The literature about the Jevromajdan and the Revolution of Dignity should
be qualified as historic, although it records the history of today. These works are
genetically linked to the conspicuous fact often based on real events. They are
addressed to a particular time and space, localized mainly in the three-month
existential period — the people’s protest on Independence Square in central Ky-
jiv. Non-fiction component of the texts is accentuated by the true names of
streets, squares, parks, buildings, institutions (Hrusevs’kyj Street, Instituc’ka
Street, European Square, Ukrainian House, Marijins’kyj Park, October Palace,
Trade Unions Building, Kyjiv City State Administration, etc.) and by situation-
ally actualized circumstances and realia (pavement, barricade, molotov cocktail,
shield, helmet, ‘berkut’, snipers, ‘sotnja’, ‘samooborona’, volunteers, etc.),
names of politicians, public figures, journalists and ordinary protesters, heroes
of the Heavenly Hundred (like Serhij Nihojan, Michail Zyznevs’kyj, Jurij
Verbyc’kyj and others). The writers reflect more or less the same experience and
comprehend the episodes of the Revolution as the common plot. They try to
model more or less complete image of the event. They speak of historical figures
or use them as prototypes, creating rather recognizable characters. They talk
about the lessons of the revolution and express hope for its positive effects.
Thus, the Second Majdan becomes the bridge between the past to the future of
Ukraine, and serves for updating the national project by thinking over the
events, by working on the mistakes, and by depicting the prospects, which have
to change the future existence of Ukraine.

The historical format of texts about the Jevromajdan and the Revolution of
Dignity predetermine their peculiarities on the level of geneology and poetics.
As far as prosaic texts are concerned, they can divided into the following
groups.

1) Documentary-artistic essay stories, notes, sketches, interviews about ac-
tive participants of the protest (local Majdan defense, volunteers — people of all
ages, incomes, professions) and random comers on the Square, who often espe-
cially arrived in Kyjiv not only from all over Ukraine, but also from other states
to join the exciting human sea, to share its power (“There are people. Warm Sto-
ries from Majdan” by K. Berdyns’kyj, “Jevromajdan. Ordinary Heroes” by
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N. Huk); self-reflection stories of authorship — about their perception of the
Majdan (“My Jevromajdan” by Ju. Seljazenko, “My Revolution” by
A. Jurkevy¢, “Majdan ... Who, if not me?” by V. Rozumenko); the memorial
stories recorded in the books of the Heavenly Hundred.

2) Fictional stories (tales) are represented by:

a) the traditional fairy-tale narrative (“Fairy Tale about Majdan” by Ch.
Lukascuk),

b) the novella-like narrative (“Jevromajdan: Chronicle in Short Stories”), the
short novel (“I am from the Heavenly Hundred” by M. Rudnevyc),

¢) the novelistic narrative (“November Syndrome or Homo Compatiens” by
V. Amelina, “Armageddon on Majdan” by V. Baziv, “Fire Winter” by A. Ko-
kotjucha) — the Majdan events (often with names of real civil, social, and politi-
cal figures) told as a work fiction (use of fictional plot structure).

3) Artistic journalist alternative stories. They are kitsch-satires and fu-
turologic provocations representing the Revolution of Dignity and post-majdan
events through controversies, achievements of laughter culture and authors’ vi-
sions of Ukraine’s future (“Majdan. (R)Evolution of Spirit” by A. Muchars’kyj
(in its artistic part), Diary of a Ukrainophobe by 1. Semesjuk, Revolution Pendu-
lum and “Kyjiv Junta City” by D. Sav¢enko).

The historical text format usually tends to time linearity and chronotopos
continuity, so chronicles, annals and — as their variants — notes, diaries are quite
common among the works of the Jevromajdan. We can cte as examples
Brusturiv Majdan trilogy (Jevromajdan. Lyrical Chronicle, Jevromajdan:
Chronicle of Sensations, Jevromajdan: Chronicle in Novellas), Majdan Semes-
ter. Revolution Chronicles of a Kyjiv Lecturer by K. Halusko, Eyewitnesses’
Annals: Nine Months of Ukrainian Resistance by S. Alexievich, 111 Days of
Majdan: Notes of a Woman from Kyiv by Ju. Orlova; Jevromajdan Diary. The
Revolution As Viewed by Journalists from “Reporter”. Book 1. November-
December 2013, Private Diary. Majdan. War by M. Matios).

The authors of historical texts about the Revolution of Diginity take infor-
mation from different sources. As a result, their publications use of hypertext —
fragments of posts in social networks, blogs, columns, streams, online fictional
works, articles, and documents created in real time by authorized or anonymous
contributors — history ‘witnesses’. The authors and compilers pick these segment
statements, encrusting with them into the architecture of the whole body of a
text. This corresponds to the existential purpose of publications: they are aimed
at creating the most truthful, detailed, vociferous image of the Jevromajdan that,
after its tragic coloring, outgrew the dimension of a static fact and got fluctuat-
ing as the process in which each member of the Maidan community has a role
and responsibility. “It was written for friends, it was written for myself and was
not going to become history, but it did, — S. Alexevi¢, Nobel laureate, comments
on the realities of transforming a personal view of a speaker from one style field
into another, in the preface to Eyewitnesses’ Annals — <...> normally it’s missed
history, it disappears without a trace — history of human emotions. <...> And a
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modern man, deceived by TV and books a thousand times, has even stronger a
desire to learn: how was it then in reality? How it was in the war, in Cernobyl’
.. on the Majdan ... To learn not from a writer, but from the same person as
oneself. One takes that person’s word with the last faith” (Eyewitnesses’ An-
nals: Nine Months of Ukrainian Resistance 2014, 3). The hypertext combina-
tions are used by A. Muchars’kyj in the kaleidoscope book (artistic and cultural
project) “Majdan. (R)Evolution of Spirit”, by A. Savyc’ka and A. Myrhorod-
s’kyj in the book “Fanromuas 601p #maidan” and so on.

The publications contain a significant illustrative base (up to 80% of the size
in albums), which reproduces details, accentuates expressions, increases the
depth and magnitude of reception, and highlights the historical plan of Majdan
creativity. Pictures document of the Revolution of Dignity stop the moments that
can be thought over for years without losing its profound impact on the specta-
tors. Drawings (in particular, texts for young readers), diagrams and other sup-
porting means of expression help authors to form the picture of Majdan more
concisely and to represent it in their works more brightly. They focus attention
on the facts of time — typographic and fine art solutions or some technical points
of an author’s narrative.

Another important sign of the analyzed texts is their undisguised socio-
political engagement. In particular, we observe in them the fullness of imple-
mentation of civil pathos — patriotic, political, social, told unobtrusively, not bi-
ased, in a burst of intellectual and sensory rise. Of course, it is typical of the
Majdan poetry first of all — thousands of verses of descriptive, confessional,
meditative, satirical and other nature, which primarily focus on the analytical
position of a persona. The persona strives to understand the unexpected “disin-
tegration” situation and seeks to correct it by self-determination, by correlating
his/her own position to the governmental one and the people’s one. The poems
become voices of the people who publicly proclaims their own views, peacefully
oppose the wrong course of statesmen, join a nationwide mobilization to fight
against the authorities’ force and aggression against the protesters, compete with
self-denial on the verge of life and death not only for the Jevromajdan ideals, but
also for human dignity that the new-found criminal dictatorship is trying to
crush. The annotation to the Jevromajdan. Lyrical Chronicle collectiont stresses
that bloodshed on the Majdan — this innocent holy sacrifice — became a point of
no return for the Ukrainian people, the beginning of a new life: “When people
have experienced the shock from the first bloody events, anger of revenge and
cold bloodedness of the defense — global structural reflection of the new reality
began. Poetry is the first attempt to understand what has happened” (Jevro-
majdan. Lyrical Chronicle 2014, 2). In fact, this is the climax of the shooting at
the Majdan. The book, containing 32 skillful poetical works, starts with this
tragic episode. Each verse in the collection refers to the religious “New Testa-
ment” topos of the Messiah, sacrifice, the suffering mother, enlightenment, res-
urrection — whether weeping for the dead, condolences for grief of the people
who have lost relatives, imagined monologues of the brave heroes from the
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Heavenly Hundred, recitations of living fighters for the renewal of the country,
word to the “worried Europe”, foreshadowing even more terrible darkness for
Ukraine and others. Thus, the poems assert the idea that a living soul marked by
the moral law is able to restore order in their “Promised Land”.

The poetess N. Dycka in her book Milestone Light of Majdan treats Jevro-
majdan as the “High spirit of PURPOSE. / And sword of Good. / And cry of
Hope”, “HEARTS’ highest HEIGHT” (Dycka 2014, 7-8). The real Jevromajdan
chronicle — from beating the students (“Christmas tree”) to the ascension of the
heroes (“Heavenly Hundred”) — is created by D. Pavlycko in one of the poetic
cycles (22 poems) that gave its name to his whole book — Poems of Majdan. Ei-
ther go to Europe, or die!) (PavlyCko 2014, 22). In it the poet records the initial
goal of the popular protest, when there were no ‘tituski’ and snipers. One of the
largest collections of poetry about the Revolution of Dignity is the Cernivci edi-
tion Heavenly Hundred. Anthology of Majdan poems that presents works by
more than 250 authors (in Ukrainian, Russian, Belarusian, Polish, French and
other languages). It is truly patriotic, anxious lyrics, peppery and sometimes
quite keen satire. It uses a broad spectrum religious, folklore, culturological and
philosophical imagery. “Revolutionary Poetry”, particularly with bitterly satiri-
cal content (by Ju. Vynnycuk, O. Ljuty, A. Polezaka) constitutes a separate se-
ries of Majdan. (R)Evolution of Spirit book by A. Muchars’kyj. ‘Low’ Majdan
lyrics addressed toward its socio-political background and other problematic re-
alities is offered to readers by A. Bondar — Songs of Song collection and so on.

One of the most exquisite examples of the Ukrainian Majdan poetry (and lit-
erature in general) is the oratorio “Heavenly Hundred” by B. Bojcuk (2015), pa-
triarch of the emigration track in our literature, one of the founders of the New
York Group. The work was written during February and March 2014 in Kyjiv —
the time when the “Duck is Floating...” song continually sounded on the capi-
tal’s Majdan and Ukraine paid last respects to its martyrs of newest times — to
the people killed by criminal bullets because they wanted to defend their Euro-
pean choice. The phrase “The Heavenly Hundredhanks™ was coined by Tetjana
Domasenko in her poem “Heavenly Hundred of Majdan Warriors” on February
21, 2014 (DomasSenko 2014, 34-35). The oratorio by B. Bojcuk is a kind of
psalm trenos, though the author adds drama, mob-scenes, elements of liturgy
and monumentalism to it. The piece of music presents the Revolution of Dignity
in the context of the continuing tragedy of Ukrainian national life, treating it as
one episode of the everlasting people’s struggle for the Promised Land. Another
oratorio “God with us” directed by S. Proskurnja, dedicated to the heroes of the
Heavenly Hundred and the ATO soldiers was performed for the first time in
2014 on the occasion of the 23™ anniversary of the Independence of Ukraine on
the Sofia Square in Kyjiv.

The epic of the Revolution for Dignity of the Second Majdan is interpreted as
a kind of the “New Testament” of Ukraine (it makes recollect the poem “And
you have ever struggled like Israel...” by Lesja Ukrajinka). So, Ch. Lukas¢uk,
telling its metaphorized plot to children in “Tale about Majdan”, concludes:
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“And a new tree sprouted from the heroes’ blood midst the Majdan. It grows to
half the world. New life matures in the shadow of its mighty crown. And at the
top — in the blue blue sky, — God'’s pigeons circle” (LukasCuk 2014). In the cited
fragment the writer unfolds a closed (elliptical) image of time that everything
eventually returns to its original teleologicality. Majdan represents Ukraine in
this narrative field, a tree (of life) is its future fate, newly consecrated with blood
and happy for sure.

M. Rudnevy¢ in his short novel “I am from the Heavenly Hundred” and
A. Kokotjucha in his novel Fire Winter, in order to emphasize the pivotal role of
the Revolution of Dignity in Ukrainian history, use the “inverse” time-space
technique — countdown to the beginning of the “Majdan” period in the life of the
central character of the text: a completely new story happened, for which the
character had been born. A tragic format of the Jevromajdan developments is
consistently highlighted in these works of prose, and the protagonist of the novel
perishes. The writer V. Ivéenko introduces the technique of odyvnennja (making
wonder) into his two-volume epic of Jevromajdan (Book 1) and ATO (Book 2).
One of its characters (an accountant) is actually a “cyborg” (endowed with a
special gift from cosmic people of the future: “I have a superpower finger. <...>
I've destroyed a tank with it” (Iv€enko 2015, 429)). He brings an extraordinary
liberation to himself and his friends imprisoned in the enemy’s basement. The
introduction of such a science fiction element into a realistic and very tragic text,
in our opinion, emphasizes its ‘artificiality’. However, it can be a result of the
desire of both the author and reader to see the favorite characters as almighty
and immortal.

The prologue (introduction) and the epilogue, which frame the plot, intensify
the epic pathos in the above-cited works and some other novels about the Jev-
romajdan. They contribute to creating a synergetic effect, used to present the
Jevromajdan people as superheroes. They seek to form order from the chaos of
life, and if they do not manage to do it (for example, to achieve law and justice
for everybody), they strictly follow their own individual moral codes. It proves
the situation of choice, in which they are inlvoled. However, the socio-political
engagement mentioned above as one of the characterists of the works about the
Revolution of Dignity does not impoverish their artistic quality at all. High eth-
ics, the generosity and intellectualism of the heroes of the Second Majdan turn
them into the inheritors of ‘spiritual aristocraticism’ of the Executed Renais-
sance and the 1960s Generation movement.

The pathbreaking nature of literature about the Jevromajdan and the Revolu-
tion of Dignity has a special meaning not only for ideological renovation but
also for developing artistic experiments in the Ukrainian literature and arts. The
texts, included in the corpus, impress by their ‘vocalic harmony’. It is a result of
openness and heteroglotic character of poetics, which combine elements of mass
literature and intellectualism, meta-genre, intermediality and kitsch. Those fea-
tures are not new in the Ukrainian culture, but it is for the first time when they
were used as a coordinated effort aimed at changing the Ukrainian national con-
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sciousness as a whole. The works about Jevromajdan and the Revolution of
Dignity will bring generous fruit and will influence the readers’ minds and
hearts. They will help to make the Ukrainians successful people, which are able
to implement into practice the image of the future, about they are dreaming.
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AXIOLOGY OF UKRAINIAN NATIONAL IDENTITY
IN THE MEDIA TEXTS BY OLES’ BUZYNA'

Hanna Cernenko
(Ukraine)

The author studies discursive strategies of creating negative and reductive
images of the Ukrainian identity in the media texts, created by Oles’ Buzyna.
The paper highlights the complicated structure of O. Buzyna’s identity and his
controversial attitudes towards the Other.

Keywords: assessment proposition, media text, Ukrainian national identity,
O. Buzyna.

AKCIOJIOTTSA YKPATHCBKOI HAIIIOHAJIBHOI ITEHTHYHOCTI
B ITYBJIINUCTHULI OJIECA BY3UHHU

I'anna Yepnenko

B cmammi oocrioscytombca OuckypcusHi cmpamezii, AKi 6UKOPUCTOBYE Y
ceoix nyoniyucmuunux mexcmax O. Bysuna, wobu npedcmasumu yKpaiHcoKy
i0enmuyHicms K He2amueHy ma pedyKo8awy. 30iliCHeHull aHani3 6Uceimiug
CKNAOHY CMPYKMypy IOeHMuuHOCMI CamMo20 asmopa i 1020 CMmasnenHs 00
PI3HUX HAYIOHATILHUX MONCCAMOCTEII.

Kouosi cnosa: oyinni nponosuyii, nybriyucmuunuil mekcm, YKpaiHCbKa
Hayionanvna ioenmuunicms, O. bysuna.

The objective of the paper is to analyze discoursive strategies, used by Oles’
Buzyna (1969-2015), the notorious journalist and writer, to create the negative
images of the Ukrainian national identity. Those strategies have specific features
in comparison to the methods of constructing representations by others, studied
by Teun A. van Dijk (van Dijk 2003). In particular, their aim is not only axio-
logical negation, i.e. the negation of a nation’s values, or negative evaluation of
the Ukrainian historical heroes, prominent figures etc. They also lead towards
existential negation and represent an attempt to deny the unigness the Ukrainian
nation as such. Thus, in some cases, the author refuses to recognize that Ukrain-
ian nation does exist.

To understand the roots of O. Buzyna’s ideology, it makes sense to take into
account the identity of the author. As it will be demonstrated in the final part of
the article, one can get some interesting data when considering an author’s iden-
tical collisions and his/her discursive behavior in general.

! Oles’ Buzyna: Oles’ Buzina.



33

Oles’ Buzyna’s essays are fruitful material for research concerning national
identity for two reasons. First, most of of his texts are concentrated on the con-
cepts which are essential for the Ukrainian identity. They are the Ukrainian lan-
guage in relation to Russian, well known historical and political persons, famous
writers and artists of Ukraine. Publications by Oles’ Buzyna on these subjects
have generated a wide resonance and have been labeled as Ukrainophobic. Thus,
in 2000, his book Taras Sevcenko — vurdalak (Taras Sevéenko — vampire) was
published. In it he consistently dishonours this iconic Ukrainian writer. Then,
after the National Association of Ukrainian Writers acused him of being anti-
Ukrainian, it was recognized that Oles’ Buzyna really ignited hatred towards the
Ukrainian nation in his works and that he defamed the national poet. However,
he managed to avoid criminal punishment. He was amnestied as the only work-
ing parent in the family with a minor child. It was also declared that his actions
did not represent a great social danger (Buzyna: Buzina. Biohrafija Zzurnalista).

In the context of the social and political events in Ukraine in 2014-2017, we
can conclude Buzyna’s Ukrainophobic propaganda was really dangerous. Feet-
ing-twenty years before the situation was different. In that time a writer and
journalist in Ukraine had an opportunity to openly make the statement in an in-
terview for the newspaper “Day” (1999) that his ideal was the reconstruction of
the Russian Empire (Desjateryk 1999). On October 16, 2016 Oles’ Buzyna was
shot dead in front of his own house. There were different speculations about
what had happened. Among them was the suggestion the murder was a terrorist
atack of the Ukrainian nationalists against him. However, it is doubtful because
of the lack of evidence. In particular, it was impossible to prove that it was a act
of revenge and the assassination was a threatening signal for the victim’s sup-
porters. Another suspicion fell on pro-Russian political forces in Ukraine, as
Buzyna cooperated with them and could have come into a conflict with them.

We cannot ignore Oles’ Buzyna’s works and send them to propagandistic
spam with disgust. It could be fruitful material for the Empire discourse studies
if he weren’t a Ukrainian. That is why the situation is more complicated, and the
texts of this author gain the researchers’ attention. They can be included in the
now fashionable discussion about the Ukrainian identity which is not yet formed
(Hnatjuk 2005; Korostelina 2005), about the ways of identity construction in
general and with help of language means particularly (De Cillia, Reisigl, Wodak
1999; Ribeiro 2009). But to do it, we have to arrange the author’s rhetorical ef-
fects on shelves and to try to catch the reference ‘identification’ point in the tex-
tual structure, i.e. the point of view that can be identified with a certain national
identity, from which Oles’ Buzyna departs when he is engaged in dialogue con-
cerning the identities of the Ukrainian Other.

It is impossible for the author not to take in account the Other. Texts with
the attempt to construct or deconstruct a national identity almost always contain
positive or negative attitudes towards the Other. I admit that it is possible to cre-
ate a portrait of a national character, history, culture in a purely objective mode,
which is a result of systematizing a number of relevant denotates. However,
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such a task probably involves the ability of situational annihilation of an au-
thor’s national self-consciousness. It is hardly possible from the psychological
perspective. Thus, the essays by Oles’ Buzyna may be regarded as an axiologi-
cal structure, a special hyper proposition” where the predicate contains approv-
al/disapproval of the Other and the object is national identity.

The author distinguishes between Ukrainian and Western Ukrainian, Galici-
an identity (Buzyna: Buzina. Ukrajina ne HalyCyna). He calls Galicians “anoth-
er ethnic mutant — a little charming folk that adore, like legendary hobbits, to
hide into hiding places caches. They fancifully connected in their mentality the
features of both Russians and Poles” (“‘ouepednvim smuuueckum mMymaHmom —
MANEHLKUM — 0YAPOBAMENbHbIM HAPOOYeM, 000NCAIOWUM NpPU  NEPBbIX  Jice
NPUBHAKAX ONACHOCMU NPSAMAamsCs, NOOOOHO Jle2eHOApHbIM X000umam, 6
CXPOHAX, U NPUYYOIUBO COCOUHUBUIUM 8 CBOEll NCUXUKE Yepmbl KAK PYCCKUX,
max u nonaxkog” (Buzyna: Buzina. Ukrajina ne HalyCyna). By declaring the
propositions “Ukrajina ne Halyéchyna” and “Galicians are not Ukrainians”, the
author denies Ukrainians features which are significant for their identity. These
features, including the the West Ukrainian substratum of the Ukrainian vocabu-
lary, are important fragments of cultural and historical memory; for example,
Buzynthe participation of Si¢ Riflemen as a part of the Austro-Hungarian Em-
pire troops in the battle with the Russian Imperial army on the Makivka Hill®
during the First World War, the guerilla warfare of the Ukrainian Insurrection-
ary Army (UPA) etc. The features rejected by the author as not Ukrainian (be-
cause they are Galician) are those which distinguish Ukrainians of other nation-
alities. Their annihilation leads to reduction, simplification of structure of the
Ukrainian identity.

To undermine Ukrainian identity and to delete its important positive cultural
and historical characteristics, Buzyna also uses such communicative strategies of
accusing Ukrainian historians of manipulating information about the past: “No-
body cares about its <brilliant family tree> credibility”, “Describing our ances-
tors as good-natured guys <..> our historians violate the truth” (“O ee
<b6necmaweii poO0OCIO8HOU > 00CMOBEPHOCMU HUKMO He 3abomumcs”, ,, Pucys
Hawux npawypos 6e306udHbiMuU 00opauKamu <...> omeyecmeeHuble UCHOPUKU
Kpenko epewiam npomue ucmunst”’) (Buzyna: Buzina. Tajnaja istorija); ,, ...it is a
brutal falsification that has nothing to do with reality” (“...omo epybas
noomacoeka, He umerwas Huue2o obuezo c¢ pearvrHocmuro” (here Buzina
means the special part of Galicia in the development of the Ukrainian independ-
ence idea (Buzyna: Buzina. Ukrajina ne HalyCyna).

For the same purpose — to reduce and cast doubt on the reality of the identity
— Buzyna tries to dissociate the ethnonym ‘Ukrainians’ from the phenomena

% If there exists a hypertext, a hyper proposition also can exist. It is a judgment verbalized by
an author in various ways, and even by several authors in many texts.

* The Austro-Hungarian Empire troops included a special Ukrainian military unit named Si¢
Riflemen. Si¢ Riflemen distinguished itself in the battle with the Russian army for the Makiv-
ka Hill (Carpathian) in 1915.
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denoted with it (““...Ukrainians from villages, who did not yet know that they
were ‘Ukrainians’ and called themselves simply ‘rusyns’ (“...ykpaunyvl u3s cena,
euje He 3HAGUIUe, YMO OHU ‘YKpauHyvl’ U Ha3vleaguiue cebs npocmo pycunamu’”)
(Buzyna: Buzina. Ukrajina ne Haly¢yna) and narrowing the meaning of the top-
onym Ukraine (“Neither the Kyjivan, nor the Cernihiv principality, nor even
Volyn belonged to it <Ukraine> in the 16" century. It was just a narrow string
of land at the border with the Wild Field” (“Hu Kuescxoe, nu Yepnucosckoe
KHsicecmea, Hu Oadice Bonvime k el <Vkpaune> ¢ XVI cmonemuu He
OMHOCUNUCL. DMO ObLIA NPOCMO Y3eHbKAsL NOIOCKA 3eMau Ha pybedice ¢ [lukum
Ilonem” (Buzyna: Buzina. Ukrajina ne HalyCyna).

When it is impossible to reject the existence of a positive characteristic or
phenomenon, Buzyna resorts to the following strategies:

- enantiosemy transformation of value from positive into negative one, shift-
ing the focus of attention to the negative characteristics of phenomena and per-
sons that are commonly recognized to play a positive role in creating Ukrainian
identity. “So, was he [Roman Halyc’kyj] ‘the founder’ of the Halyc ko-Volyn’
state”? No, and once more no! He was a troublemaker, brave soldier and
bloody usurper, who captured Haly¢ only with foreign support.” (“Tax o6win u
on «coz0amenem I anuyxo-Bonvinckou oepowcasory? Hem u ewe paz nem! Ou
Ovin banamymom, 6pasvim GOAKOU U KPOBAGLIM Y3YPHAMOPOM, 3AXEAMUGUIUM
T'anuy monvko brazodapsa unocmpannot noodepxcke”’ (Buzyna: Buzina. Tajnaja
istorija); “...Ivan Franko. It is he who wrote “The Stonemason” and “Boryslav
is Laughing” with which teachers used to torture us in our childhood”(” Hean
Dpanko. Imo ou nanucan «Kamenapy u «bopucnas cmicmocsy, komopvimu Hac
mpasunu 6 demcmee”’) (Buzyna: Buzina. Ukrajina ne HalyCyna); “At the end of
the 16" century, unable to accommodate and feed a new Cossack elite,
voracious and impudent, Zaporizzia exploded into a series of insurrections (“B
xonye XVI eexa, ne @ cunax emecmums 1 NPOKOPMUMb HOBYIO KA3AUbIO DIUMY,
NPOACOPAUBYIO U  HA2AYI0, 3anoposxcve 630p6ai0ChL cepuell 80ccmaHuul”’
(Buzyna: Buzina. Tajnaja istorija);

- reduction of of positive appraisal, downplaying the significance of a phe-
nomenon: “...the library, where there were hardly more than several dozens of
volumes” (about Jaroslav Mudryj’s library; Buzyna: Buzina. Tajnaja istorija),
“..it was big, sprawling, but nonetheless a village, even a mega-village, if you
like, but never a city” (“...0011 OH npoOCMO OOTLUIUM, PABPOCUUMCS, HO BCe-
maxu cenom. Jlasxce mezacenom, eciu xomume, HO HUKAK He 2opodom’”’ (about
the Majdanec’ke settlement, named a proto-urban one; Buzyna: Buzina. Tajnaja
istorija).

In the latter case, Buzyna uses an axiological anachronism — a shift of the
chronological reference point while appraising an object: several dozens of vol-
umes are not an enormous number for modernity, but they were a real library for
Jaroslav Mudryj’s epoch; two thousand houses in the Maydanec’ke settlement
could form a little town even today, not to mention the times when it was built.
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He uses anachronisms when he speaks about historical persons with the help
of axiologically makered lexemes which are typical of the contemporary vocab-
ulary: “If these defenders of the Russian lands had been able to write, in the
column column ‘occupation’ they would have written ,with a clear conscience
‘racket, trade of stolen goods’” (“Vwmei smu 3awumnuxu 3emau Pycckoil
nucams, mo 8 epage ‘pod samamul’ OHU MO2IU Obl C HUCMOU COBECMbIO
svigecmu: ‘pakem, mopeoens Hacpabnenuvim’”) (about the soldiers of prince
Svjatoslav); “heavenly patron of hired killers” (about Jaroslav Mudryj; Buzyna.
Tajnaja istorija). This technique contributes to desacralizing the princes of the
Ancient Rus’, who are canonic for the Ukrainian history.

Thus, Buzyna tries to present as negative not only persons and events related
to the history of defending and establishing Ukrainian independence. He writes
about the Kyjivan Rus’ period. As a result, not only the Ukrainian identity, but
also the East Slavs are depicted in a negative way: “... the ancient Slavs did not
even invent their own pot, and only imitated slavishly its provincial Romanian
variant” (“OpesHue cnagaue dadice eopuKa ceoe2o He uz00bpenu, a MoIbKo no-
00e3bsiHbU  ‘CAAM3UU ™ €20 PUMCKULL nposunyuatvhulil éapuanm’) (about the
pots from Cernihiv settlements); “Everything would have been fine, if the Slavic
princes had not been so fond of fighting against each other” (“Bce ObI X0po1to,
He 000’Kail cIaBsSHCKUE KHI3BKH JIPaThes ele 1 Mexay coboi” (Buzyna: Buzi-
na. Tajnaja istorija).

Oles’ Buzyna speaks about the East Slavic identity positively or neutrally
only when it is connected with the concept ‘unity’, i.e. when he writes about the
East Slavic harmonic unity: “Before the Mongol invasion all East Slavs were
friends, all of them professed Orthodoxy with strong remnants of paganism. All
of them sang the same epic songs of the Kyjiv cycle about Ilja Muromec and
Dobrynja Nikitic” (“/[lo moneonbckoeo nautecmeuss 6ce S0CMOUHbIE CABIHE
oviiu Opye O Opyea ‘ceoumu’ <...> Bce ucnogedosanu npagocnasue c
CUTbHBIMU  NEPENCUMKAMU  sI3blyecmBd. Bce nenu o0nu u me dice Ovliunbl
Kuegckoeo yukia o6 Hmve Mypomye u JJobpvine Huxumuue” (Buzyna: Buzina.
Tajnaja istorija). In the same way, when speaking about Ukrainians of the Rus-
sian (Soviet) Empire epoch, Buzyna positively characterizes not those Ukraini-
ans who succeeded, but the benefits of international unity, which, in the au-
thor’s, opinion, prevailed in the Russian Empire and provided opportunities for
self-realization to all ethnic groups: “Success in Petersburg destracted us from
the problem of local government for a long time. Field marshal Paskevic from
Poltava takes Warsaw at the head of the Russian army and is on friendly terms
with Nicholas I” (“Ycnexu ¢ Ilemepbypee Ooneoe epems omenekanu HAC Om
npobrem mecmnozo camoynpagnenus. Ilonmasuanun gpenvomapuan Ilackeeuy
bepem 6o enage pycckoii apmuu Bapwaesy u opyocum ¢ Hukonaem I (Buzyna:
Buzina. Tajnaja istorija); “The Life under the Romanovs’ scepter was so
comfortable <...>; that boredom and idling made it possible to generate any
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idea — even dreams about flying into of space , which maloross-revolutionary’
Kibalci¢ tried to justify” (“Kusuv noo cxunempom Pomarnoswvix Oviia max
Kom@hopmua <...> umo om CKyKu u 0e30e1bs MONCHO ObLIO NOPOOUMD TOOYIO
udero — oadice NOIEMO8 8 KOCMOC, KOMOPYIO 0OO0CHO8AN <...> MAIOpPOCC-
pesoaoyuonep Kubanvuuy” (Buzyna. Ukrajina ne HalyCyna). At the same time,
Buzyna uses the default figure: he deletes the concept “Russification” from the
statement. He says that “a Ukrainian in the Russian Empire is successful”. As a
result a modifier of place and time (the Russian Empire) is stressed and turns
into a modifier of reason: “Life under Romanovs’ scepter was so comfortable”,
“Success in Petersburg”.

When Buzyna describes Ukrainians who were not prominent servants of the
metropolis, or modern Ukraine and Ukrainians, he always evaluates them nega-
tively: “Ukraine is a provincial country with pauper oligarchs” (“Yxpauna —
nposunyuanbHas cmpana ¢ Huwumu oaueapxamu”’ (Buzyna: Buzina. Tajnaja
istorija); “The country itself was neither beautiful, nor rich, just another simple
old maid among many other old maids from large families of Malorossija of that
time” (“Cama sce ona <...> He OMAUYANACH HU KPACOMOU, HU 602amCcmeom —
obviuHasA, 3acudesulascs 6 0e8Kax OapbluiHsi, KAKuXx NOAHO Obllo 8
MHO200emHbIx cembsix moeodauineli Manopoccuu” (Buzyna: Buzina. Ukrajina ne
Haly¢yna).

He does not take into account probable subjectivity or prejudice of the au-
thors whose works he cites and takes truth in the highest instance: “They say,
these people <...> attack all neighboring tribes, — as Leo the Deacon wrote in
his “History”. And continued: “Divine Ezekiel also speaks about it in such a
way: “Here I direct Gog and Magog at you, the prince Ros’”. Be proud, com-
patriots! Our ancestors were described as a God’s penalty!” (“O mom, ymo
amom Hapoo <...> cogepwiaem HANAOEHUs HA 6ce coceOHue niemend,
ymeepoicoaom Muozue, — nucai 6 ceoell «Hcmopuuy Jles [uaxon. U
npooomncan: «losopum 06 smom u 0Oodcecmaennviii Hezekuuio maxumu
cnosamu: «Bom s nHagoocy na meba ['oea u Mazoza, kuaza Pocy. I'opoumecy,
coomevecmeennuku! Hawux npedkog onucwvisanu kax boocwvio kapy!” (Buzyna.
The Secret History); “Pastor Daniel Krman from Slovakia, who came to
Ukraine with the army of Charles XII in 1709, characterizes picturesquely the
local clergy: “Some priests can not read even in their own language. I observed
that all Rusyn priests are rude, uncouth, and stupid as donkeys” (“Ilacmop u3
Cnosaxuu Janusne Kpman, oxasaewutics na Yxkpaune ¢ apmueu Kapaa XII 6
1709 200y, oan makyro HA2IAOHYIO XAPAKMEPUCMUKY MECHHbIM CILYHCUMEIM
Kynvma: «Hexomopule cesujeHnuku ne ymeiom yumamo 0agice no-ceoemy. Y
6Cex pPYCUHCKUX NON08 5 HAOMOO0AN 2pyOyIo HeomeCaHHOCMb U OCIUHYIO
enynocmuvy” (Buzyna: Buzina. Mrak prosvescenija).

* Maloross — humiliating label for Ukrainians in the Russian Empire — from Malorossija
(Ukraine).

> Buzyna evidently assumes that the name Prince Ros is used here for denoting a governor of
the ancient tribes of Rus’.
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Thus, Ukrainian identity in Buzyna’s texts is demonized. Equally, the east
Slavic ethnos is also defamed. The identity of other non-Slavic ethnoses is used
only as a background for evaluating Ukraine negatively in the context of con-
flicts with Russia. Buzyna cites only “those experts” whose opinion about
Ukraine coincide with his own outraged attitudes towards Ukraine.

However, in the essays of Buzyna one can find two types of contexts, in
which Ukraine has positive image. First, it happens when he speaks about cen-
tral and eastern Ukraine juxtaposed to HalyCyna (“...this word <na razi> is
borrowed from the Polish language. It symbolizes deviation of the Ukrainian
language in Halyéyna under the Polish oppression. The Great Ukraine, the in-
heritor of the Cossack spirit, did not know it. And it does not want to know it”
(“...cn060 smo <ua pazi> nNoabCKOe — CUMBOIUSUPYIOUeE UCKAICEHUE
VKpauHckozo szvika Ha 1 anuuune nod noavckum eHemom. Benuxas Yxpauna,
NPOHUKHYMASL KA3AyKum O0yxom, e2o He 3Hana. M sname ue xouem” (Buzyna:
Buzina. Virus of “na razi”).

Second, the other case of looking upon in a ‘positive way’ is Buzyna’s
prophesies of Ukraine’s ‘happy future’: “Yes, the number of people is decreas-
ing. At the same time, people’s quality is increasing. And when it reaches an op-
timum state, the population will begin to breed again. But then those people will
be really ‘new’ Ukrainians” (“/[a, konuuecmeo napoda naoaem. 3amo pacmem
Kavecmeo. M xozoa oHO OocmucHem ONMUMATLHO20 COCMOSHUS, NONYISAYUS
cHo6a HauHem paszmuodcamvces. Ho  yoice  Oeticmeumenvho — «HOGbIMUY
ykpaunyamu ) (Buzyna: Buzina. Problema nomer odyn); “We are descendants
of the Kyjivan Rus’ and the Great Victory® <...> I am sure, that some great fu-
ture awaits Ukraine” ,,...mb1 — nomomku Kuescxou Pycu u Benukoii Ilobedw
<... > yeepen, umo Yrpaumny sicoem brecmawee 0yoywee” (Buzyna: Buzina.
Dvadcat’ let nezavisimosti).

The author praises the Russian imperial identity as political but not as ethnic
one (rossijskajia, not russkaja). If the Russian identity is self-sufficient and
ready to separate from Ukraine it deserves condemnation: “These envious mi-
crobes do not have an ideology <...> They can only repeat the old-fashioned
slogans about “little cozy European Russia” ('Y smux 3aseucmausvix Muxkpooos
Hem uodeonoz2uu <...> Bce, umo oHu MO2ym — 5mMo NOSMOPSNb 3A€3NCEHHbIE
JNO3YHeU O «MaNeHbKOoUL yiomHoul egponetickou Poccuuy” (Buzyna: Buzina. Prov-
al antiputinskogo marsa).

Russian-speaking Ukrainians, whose identity Buzyna defines as ‘a Russian
intelligent’, are always described as positive persons. He identifies himself with
this type. On his behalf he speaks: “...a letter has been sent from the Kyjiv intel-
ligentsia to the head of the Kyjiv city administration Alexandr Popov’ <..> I
have also signed it” (“...enage xueeckou Iopadmunucmpayuu Anexcanopy

® The Victory in the I World War and the role of the Soviet Army in it is meant.

7 Alexandr Popov — Head of Kyjiv City State Administration in 2010-2013, member of the
Party of Regions (Viktor Janukovy¢, President in 2010-2014, was the head of it). He was
dismissed in January 25, 2014.
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Ilonosy 0Ovi0 HaANpasieHo NUCLMO OmM  KUEBCKOU uHmeiueenyuy <...>
Toonucancs noo num u s”’) (Buzyna: Buzina. Neobchodimo otbrosit’ vsjakuju
politiku).

It is important to stress that Buzyna distanced himself from Ukrainian identi-
ty and identified himself with the Russian (imperial) intelligentsia. He proclaims
it openly: “...I accept his <the Galician’s> love to his ancestors and I am ready
to respect it. But only if he understands and accepts my love to my grandparents
in Russian uniform and if he understands and accepts my love to myself wearing
this uniform in my youth and not being ready to deny myself” (“...a npunumaio
€20 <eanudanuHa> n0606b K €20 npedkam u 20mos yeaxcams ee. Ho moavko 6
MoM clyyae, eciu OH NOUMem U npumMem Mmoo 10608b K MOUM 0e0dM 8 PYCCKOU
Gopme. U xo mme camomy, 6 MoA00OCmU MY HOPMY HOCUSUWEMY U
ompexamvcsi om cebs ne coouparowemycs’’) (Buzyna. Ukrajina ne Haly¢yna).
These words prove Oksana Zabuzko’s statements about those colonized Ukrain-
ians who did not want to feel themselves independent and whose only escape
was serving metropolis (Zabuzko 2001).

Without going into details about the phenomenon of self-denial and hostility
towards those country-fellows who have avoided it, it is interesting to trace
whether Buzyna is consistent in cultivating his non-Ukrainian identity. It is suf-
ficient to consider which ethnonyms the author uses in phrases which contain
pronouns we, I, our and in phrases which contain the ethnonym Ukrainian and
its derivatives. As a result, Buzyna uses the following models:

‘I = Russian and it is good’ — non-acceptance of Ukrainian identity + posi-
tive self-esteem:

“...if he understands and accepts my love to my grandparents in Russian
uniform and if he understands and accepts my love to myself wearing this uni-
form in my youth and not being going to deny myself” (“...eciu on notimem u
npumem moio 1i0b608b K MouMm oedam 6 pycckou gopme. M ko mue camomy, 8
Monodocmu  omy  opmy HOcugwiemy U ompekamvcsi om  cebs  He
cobuparowemycs”’ (Buzyna: Buzina. Ukrajina ne HalyCyna).

‘I am not Ukrainian’ <implicitly: and it is good «— Ukrainians are bad> —
non-acceptance of Ukrainian identity + positive self-esteem:

“Ukrainians complained that great nations prevented them from building
their own house for such a long time that the Almighty had given them <not us —
H.C.> such an opportunity. But the result still is not a new Versailles but a
wattle and daub hut” (“Yipaunyvl max 00120 H#cano8anucy Ha Mo, Ymo GeuKue
Hapoovl mewaiom um <He Ham — [.U.> cmpoums cobcmeennyio xamy, umo
Bcegviwnuii  cocanuncs u npedocmagun um maxyio 8osmoodicnocms. Ho 6
pe3yrbmame 8ce pagHO NOAYYUICA He Hoeblll Bepcanv, a mazanxa’) (Buzyna:
Buzina. Oborotni v vySyvankach).

‘I am Ukrainian and it is bad’ — acceptance of Ukrainian identity — negative
self-esteem:
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“I still think how unpretentious our ancestors were! They called beautiful
even a typical Polovcian maiden® who defecated just near her cart” (“Mue xce
dymaemcss — Kak GCe-makiu Henpuxomaugvl Oviiu Hawwu npeoku! [adce
MUNUYHAA NONOSEYKA 0e6Ka, 2a0Auds NPAMO He OMX00s Om 603d, KA3aldcCb
um «kpacrnoiiy”’; ) (Buzyna: Buzina. Tajnaja istorija); “...most of our people ap-
preciate not education but a document about it” (“...nawu n100u 6 macce ceoeli
yenam He obpazosanue, a bymascky”) (Buzyna: Buzina. Mrak prosvescenija).

‘I am Ukrainian (without connotation)’ — acceptance of Ukrainian identity +
neutral self-esteem:

— acceptance of Ukrainian identity + neutral self-esteem:

“I do not exclude even the fact that one of my ancestors could be a Galician
far back in the past. Reading the documents from L viv State Historical Archive
published in the book “Social fighting in L’viv city in XVI-XVIII centuries”
(Edition of L’viv University, 1961), to my surprise, I came across the case of a
certain Simon Budzyna — the printer, which had a conflict with a Lviv bishop in
1604. Next time the name of Buzyna appeared in the Cossacks’ Zborovsk
register” (“A ne uckmouaro Oadice mozo, Ymo Kmo-mo u3 Moux npeokos 6
oanekom Npowniom moz Ovimb 2anuyanunom. Ilepeuumvieasi OOKymMeHmbl U3
JIb6806CK020 20CYOAPCMBEHHO20 UCMOPUYECKO20 apXusd, ONnyONUKOBAHHbIE 6
xuuee «Coyianvua 6opomvba 6 micmi Jlveosi 6 XVI-XVIII cm.» (Budasnuymeo
Jlvgiscvrozco ynigepcumemy, 1961), 5, k ceoemy usymaenuio, HamxkHuyacsa Ha 117-
U cmpanuye na Oeno nexoeeo Cumona byosumvl — munocpagha, umeswezo 6
Odanexom 1604 200y xonghauxm c¢ nvgosckum enuckonom. B caedyrowuii pas
¢damunuss Bysuna ecniaviia 6 ucmopuu 6 xazauvem 360poeckom peecmpe’”’
(Buzyna: Buzina. Ukrajina ne HalyCyna).

‘I am not a West Ukrainian and it is good — acceptance of reduced Ukraini-
an identity + positive self-esteem:

“The state (it means us all together, because I am sure we do not separate
ourselves from the state as long as we have not gone away and stayed here) has
to find itself again <...> But we are descendants of the Kyjivan Rus’ and The
Great Victory. We are not made in made in hiding places and we are not going
to hide ourselves in woods” <implicit proposition — “we are not Galicians”’>. 1
am sure that an excellent future awaits Ukraine” (“Cmpane (a snauum, u écem
Ham, ubo Mmvl, yeepen, om nee cebs He omoensieM, pas He yexanu, a OCMAIUCy)
CHO8a HYJHCHO uckamy cebs <...>Ho mvl — nomomku Kuesckotl Pycu u Benukoti
Ilobeovi. Hac me 6 «cxpouey Oenanu u Mvl He codoupaemcss no .Jecam
npamamoecs. A ysepen, umo Ykpauwy orcoem 6necmsawee 0yoywee <..>"
(Buzyna: Buzina. Dvadcatyj god nezavisimosti).

The diversity of the models indicates the instability of author’s self-
identification. Though sometimes he tends to accept his Ukrainian identity and
looks upon it in a positive way, he never agrees to include the West Ukrainian
substratum and excludes the components which have not been authorized by the
Russian Empire.

8 Polovcy — steppe tribes that lived in the neighborhood of the Kyjivan Rus’ (11.-13. ¢.).
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Unbalanced national identity and lack of coordination among its various
components provokes... nausea (according to the author, in a literal sense of the
word). He describes a case when an officer from the Security Service of Ukraine
(SBU) called him on the phone and asked why Buzyna did not love Ukraine. O.
Buzyna confesses that “I simply and politely asked him go back to his place. |
claimed that I was not going to dispute my love to Ukraine with a former officer
of the KGB (‘Komitet gosudarstvennoj bezopasnosti’ — Committee for State Se-
curity in the USSR). It was the first time in my life when I was going to vomit. [
am ready to respect a KGB officer if he really was a KGB officer. I am also
ready to respect an officer of the Security Service of Ukraine if he does not just
pretend to be an officer. But I cannot talk to a semi-KGB/semi-SBU mutant”
(“...npoCmo U 6eNHCIUBO OMNPABUNL 360HUSUIE20 MYOd, OMKYOQd OH NOAGUILCH,
3amemus, Mo He coOupaioch paszeoeapusamv ¢ ObIBUIUM KaA2IOIUHUKOM O
068U k Ykpaure. Bnepeuvie 6 orcuznu mens oeticmsumenbno mowinuno. A comoe
veascamv opuyepa KI'B, eciu ou 6vin Hacmoswum opuyepom. A 2omog
maxkaice yeasxcamo opuyepa CBY, a ne npumeopsiowezoca makogvim. Ho ne
Mozy  Oaxce  becedogamb € MYMAHMOM  —  NOJYKA2eOeutHuKoM-
noayacooyunuxom’’) (Buzyna: Buzina. Oborotni v vySyvankach). The discur-
sive axiological analysis of Buzyna’s the above-cited text proves, that Buzyna’s
identity is as bifurcated as the identity of the officer who had called him. The
concept “nausea” emerges in this context not by chance. There are a number of
fragments in Ukrainian fictional texts with the motif of vomiting as a symbol of
cleaning from a colonized victim’s fears and insults (Cernenko 2008). Buzyna’s
nausea can be interpreted as a symbol of self-non-congruent feeling (are Ukrain-
ians us or them?) caused by the call from the Committee for State Security.
However, the purification of the mind did not take place. The reflection was
stopped and the feeling of nausea was re-directed towards the officer who was
calling.

The analysis of the axiological structure of O. Buzyna’s mass media texts
reveals some important nuances. He does not only present the Ukrainian identity
as something negative by using manipulative strategies, but it is also reduced
from the spatial and temporal perspectives. Not only Ukrainians but also Eastern
Slavs and even Russians become ugly when they are not identified with the Rus-
sian Empire. Ukrainian identity is preseneted positively only in ‘futurological’
coordinates and in the context of opposition between Central-Eastern Ukraine
and Haly¢yna. The images of other identities are used for proving that the
Ukrainian and Russian identities are inseparable.

Linguistic study of mass media texts written by Oles’ Buzyna demonstrates
the complicated unbalanced nature of national identity typical of many Ukraini-
ans. In order to better undertstand how deep the Ukrainian identifation crisis is,
scholars need to analize texts created by other Ukrainians, who love their coun-
try or are just learning to how do it and do not hate and despise it as Oles’
Buzyna did.
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THE PROBLEM OF SELF-IDENTIFICATION
IN THE STORY “WITHOUT ROOTS. BIOGRAPHY
OF A CONTEMPORARY” BY NATALENA KOROLEVA

Ol’ha Firman
(Ukraine)

The paper studies the story “Without Roots. Biography of a Contemporary”
by Natalena Koroleva through the point of view of an autobiography. The autor
of the paper pays much attention the novelists’ self-reflection and self-analysis
in the context of the European and Ukrainian social, political and cultural
tendencies of the epoch.
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IMPOBJEMA OCOBUCTICHOI'O CAMOBU3HAYEHHSA
Y HOBICTI “BE3 KOPIHHSL. ’KUTTETINC CYYACHUIT”
HATAJIEHUA KOPOJIEBOI

Onvea Dipman

Y emammi oocnioscyemsca nosicmoe Hamanenu Koponesoi “Be3 kopinHs.
JKummenuc cyyacnuyi” kpize npusmy asmoobiozpadizmy, 30kpema 3uaua yeaza
npUOINAECmMbCs camopeqpiiekcii ma camo3aziubienio NUCbMeHHUYI @ KOHmeKcmi
3A2aTbHOEBPONEICLKUX MA VKPATHCOKUX CYCRINbHO-NOMIMUYHUX | KYIbMYDHUX
meHOeHYill enoxu.

Kmouosi crosa: asmobiocpagis, ioenmuunicmob, nogicms, camosaziubiens,
camopedprexcis.

Natalena Adrianivna Dunin-Borkovs’ka’s works are an original and distinc-
tive page in the Ukrainian literature. She started her writing career in the French
language. That was a hard period when the philosophical principles of the Euro-
pean culture and literature were being Ctransformed with the aim of moral and
spiritual growth and harmonization of human relationships, especially for re-
evaluating historical experience, modification of aesthetic principles, reflection
on the axiomatic paradigms of idealistic, and irrational philosophical thoughts.
In the Ukrainian literature the modernism discourse produced deepening aesthet-
ics, psychology, intellectualism and historical philosophy which led to the dom-
ination of neo-Romanticism, symbolism, psychological realism in a stylistic as-
pect. The idealistic, cultural, social and political background determined Na-
talena Koroleva’s development as a writer of high quality. In 1919 she “started
writing in the Ukrainian language taking the advice of Vasyl’ Koroliv-Stary;j”
(Misani¢ 1991, 637). The writer’s works were influenced by historical events in
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Western Ukraine, Bukovina, Transcarpathia, Czechoslovakia and were pub-
lished in the journals “Dzvony” (“Bells”), “Literaturno-naukovyj visnyk” (“The
Literary and Scientific Bulletin”), “The Young Ukraine”, “Meta” (“Goal”),
“Nova hata” (“The New House”), “Novyi ¢as” (“The New Time”). Natalena
Koroleva signed them in a different way: Natalia Kovalivs’ka-Koroleva, Natalia
Koroleva, Ljacerda. Consequently, her prose works “Ancestor”, “Shadow
Dream”, “They are in days”, “Another World”, “1313”, “Autobiography”,
“Without Roots. Biography of a Contemporary” brought her popularity in the
mid-1930s.

The story “Without Roots. Biography of a Contemporary” (1936) was Na-
talena Koroleva’s first serious attempt to render literarily and historically true
one remarkable and defining episode of her own life — one year of studies in Ky-
jiv at the school for noble ladies. The author skillfully builds the story. It tells
about her self-reflections which we consider to be the important means of self-
identification and self-awareness. Self-reflection is an artistic means based on
the complex process of self-awareness and self-analysis of the narrator, the re-
flection on one’s own thoughts and feelings. In the text it is realized with the
help of psychologisation, in particular with the psychological parallelism of the
characters’ language, flexible time and space, self-communication etc. Self-
reflection in the novel “Without Roots. Bio-graphy of a Contemporary” by Na-
talena Koroleva is shown through the revelation of the narrator’s world concen-
trating on internal collisions and emotions.

It is worth mentioning that at the beginning of the 20™ century, in Kyjiv, be-
ing a seventeen-year-old girl, she took music lessons from Oleksandr MySuha
and Mykola Lysenko. The latter dedicated to her a miniature musical piece “A
Star with The Moon”. At that time Natalena Koroleva knew Spanish, French,
Latin, Italian, and Arab. While living in Kyjiv with her father, she began learn-
ing four Slavic languages: Polish (to talk to her father), Czech (to talk to her
step-mother who hated everything related to Spain), Russian (as the state lan-
guage of the empire) and Ukrainian (to talk to servants and people in the Kyjiv
streets). In the narrative of “Without Roots. Biography of a Contemporary” she
deliberately embeds her father’s speech concerning the Muscovite (Russian)
language: “You know that our nation is not the last one. It was and is strange for
this land. Even more, it is exotic, and a lot of ‘ours’ is unclear for ‘them’. A year
at the school may serve you for good because you will see how different ‘we’
are from ‘them’ (Muscovites — Russians — O.F.) ... But what is more important
you will learn what you shouldn’t do. It doesn’t matter that you don’t know the
language well, at first what you know will be enough. Don’t forget that speaking
‘their’ language fluently won’t suit you. Be careful when speaking ‘their’ lan-
guage, make sure everyone listening to you will be able to recognize that the
language is strange for you” (Koroleva 2007, 62). These statements affected Na-
talena Koroleva’s self-development as a Ukrainian writer. Without any doubt,
her creative mentality was ambivalent, which caused painful divarication caused
by the feeling that Ukraine seemed unpleasant and thus strange for her: “We
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were sledging by the same yellowish grayish mass which was in the yard and
occasionally metal was screeching and sparks were flying. Both sides of the
street were lined by indefinite endless colourless fences or waste ground was
spreading which Noel looked at with surprise and worry ... She was comforted
by her father’s calm voice who himself looked more like Verdi than her true fa-
ther” (Koroleva 2007, 48). The writer creates a depressing landscape using the
psychological parallelism where negatively coloured vocabulary determines
readers’ reception.

In the Reference Book of Literary Studies edited by Roman Hromjak self-
reflection is explained as the emotional analysis of the author of his/her experi-
ence, thoughts about changes of his/her mental state shown in the fictional work.
This kind of psychological self-analysis is mostly used in lyrical poems and oth-
er similar genres (poems in prose, lyrical drama) which reveal the spiritual
world of a person” (Hromjak 2007, 578).

In the chronotope of her world the dream as a means of self-expression and
self-comprehension plays a significant role. These are night dreams which prove
that the heroine is extremely sincere and vulnerable: “The girl was dreaming that
various instruments were being tuned for a large orchestra. Then very disharmo-
nious music began, despite the fact that the orchestra was directed by her favor-
ite Giuseppe Verdi with great “brio”. She didn’t wake up even when the colour-
ful figure of Marusja turned up near her bed ... The touch of cold duka¢ woke
Noel up. Smiling at a “sleepy ghost” she hugged Marusja’s neck and then woke
up and realized it was reality. She wanted to inquire and talk, remembering her
childhood which began to emerge more clearly than at the monastery, but they
both were silent: they knew no language for each other” (Koroleva 2007, 60).

The means of self-analysis which have already been mentioned are im-
portant in interpreting the multiple identities of the author’s biographical texts.
Literary critics have provided different classifications of the biographic prose. In
diachronic aspect the autobiography is divided into the ancient, medieval, Old
Rus’, Renaissance, Romantic, Modern and Postmodern.

Autobiography is defined as description of the author’s life. The researchers
emphasize a self-reflective nature of autobiographical writing. Wilhelm Dilthey
states that “autobiography is a meditation of a person about his/her life presented
in a literary form of expression” (Dilthey 1927, 142). Jean Starobinski argues
that autobiography is self-interpretation, which is built on the identity of the nar-
rator and the hero of the narrative (Starobinski 1970, 83). The autobiography is
usually characterized by the attribute ‘subjective’. Taking into account the theo-
retical foundations cited above we can state that the novel “Without Roots” is an
artistic declaration of the author’s life, as it is based on the real events from Na-
talena Koroleva’s life which is artistically described with the help of a plot,
events, and extended descriptions. This novel was influenced by the contempo-
rary emigration memoirs (which is quite justified). As a result, the autobiograph-
ical text is full of descriptive elements of travel, impressions of meetings with
famous people, deep psychologisation of characters, the use of self-reflection as
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a means of understanding national identity. These features were not typical of
classical autobiography. As a rule, autobiographical works with similar features
were usually created in the periods of important events in society marked by
conflicts.

“Without Roots. Biography of a Contemporary” is intimated due to the at-
tention of the author to her life space. The text appeals to the category of God,
the reflective descriptions of the environment which at the beginning of the nov-
el causes fear, which Noel feels to the places where she will have to live for a
long period of time. The word ‘biography’ suggests that the text is going to tell
about the narrator’s life but really it tells about a brief period, which is described
in details. There are not many events in the novel “Without Roots” but it is char-
acterized by the abundance of life stories insignificant at first sight and descrip-
tions which, due to self-reflection, become the source of understanding the per-
sonality of the author.

Natalena Koroleva’s autobiographical novel is viewed as a multi vector re-
construction of her life in the recreation house. However, the main attention we
focus on the author’s self-reflection. Analyzing the relationship between the au-
thor and the character (Noel) we can see the constant opposition Self/Other.
Such a dichotomy is explained by the perception of the self in the context of
other people’s words. That is why the emotional tone of self-description and re-
flections is often set by other people. Thus, her father’s opinion, who she per-
ceives as an apologist of the chivalry, first of all the moral one, is always im-
portant to her. The theory about the unconscious influence of the environment
on the self-reflection process of the author was substantiated by Michail Bacht-
in, who stated that any text contains the information which the author absorbs,
rethinks and then presents it in a transformed form. On this stage the autobiog-
raphy and biography are synthesized to the utmost.

Autobiographies are often divided into extroverted and introverted types
(Ju. Kovaliv, M. Cermins’ka, E. Ametova). Objective or extroverted autobiog-
raphies are externally oriented. Besides, the introverted are focused on the spir-
itual, psychological and physical life of the author. We would like to cite a
statement by Marija Cermins’ka who argues that the European tradition of auto-
biographical writing has two ways of storytelling: the evidence (where the au-
thor is the witness of the events), and the confession (where the author “reaches
the depths of the soul” (Cermins’ka 2008, 403).

In her autobiographical prose Natalena Koroleva focuses on her own self.
Thus, the self-reflection as a means of understanding herself plays the main role
in the novel. Despite this, Ukraine and Spain were always described with much
pathos. For example, the writer’s father, Dunin-Borkovs’kyj, speaks about his
family that is of Spanish origin but deeply rooted in the Ukrainian nobility. This
explains his Ukrainian-centered viewpoint: “I am happy to observe in you some
traces of our nation. I believe you are ‘ours’ and you will remain ‘ours’. So, re-
member the descendant of knights should be brave and independent. Do what
you think is just, honest, moral” (Koroleva 2007, 63). Thus, the narrator depicts
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a highly spiritual image of Noel’s father as a spiritual aristocrat. By means of
self-reflection, the writer admires his noble, strong character and his strong pat-
riotic position. This detail helps to understand why the story “Without Roots”
was published thirty two years after Natalena Koroleva’s studies in Kyjiv. Her
social and political opinions and values had been developing during this period
and had formed a solid Ukrainian nation-directed system. In our opinion, key
things in the writer’s self-identification were Dunin-Borkovs’kyj’s thoughts,
which can be interpreted as the author’s self-reflection: “A family that counts
the centuries of its existence can voluntarily or under pressure change their dom-
icile, country or nation. It is a law of eternal movement, constant changes with-
out which there will not be life itself. But two things remain unchangeable: first,
duty to the nation in which you live. Especially when this nation is aggrieved
and hurt, you are not allowed to treat it unfairly or arrogantly or disloyally. Be-
cause a knights’ duty and oath is to defend the hurt and to fight for the weak.
The second thing is this. Changing battle into battle is not a treasure. But the
treasure and eternal disgrace is to repudiate your family and your coat of arms.
To break honesty, motto and promises” (Koroleva 2007, 64). This extensive
monologue points out that the novel “Without Roots. Biography of a Contempo-
rary” genetically, semantically and aesthetically substantiates the presence of the
protagonist in the Ukrainian environment and in the spiritual being of the nation.

It is important to mention that in the national aspect the works of Natalena
Koroleva have not been the object of study yet. According to Jurij Kovaliv, ‘na-
tional’ in literature “is the organic feature of writing which distinguishes it from
another, it is caused by ethnic and genetic memory, customs, traditions, lan-
guage and type of world perception” (Kovaliv 2007, 108). The Ukrainian men-
tality is characterized by harmony, cordocentrism, lyricism, romanticism. These
features are reflected in texts of different genres. For example, the poets of the
Prague School opposed the so called “philosophy of rank™ to the “philosophy of
the heart”. Natalena Koroleva synthesized these two concepts by combining eu-
ro-centricity and the Ukrainian cordocentrism, which enable her to renovate lit-
erature on the semantic level.

It is worth mentioning that the existence of literature beyond the national is
impossible. Although it is a universal category, it reflects account cultural and
historical realities which influence its origin and development. A Spanish phi-
losopher, Miguel de Unamuno, stated that universality is characteristic of each
person as he/she is first of all the offspring of a nation, religion and culture.
Therefore, every writer, no matter what his/her ethnicity is, “may have some
meaning, which he/she can and is able to tell the whole of educated humanity. It
concerns the great matters which stir his/her soul, and he/she says this word in a
form which would match his/her national temper” (Franko 1981, 33).

In the novel “Without Roots” by Natalena Korolevska the national character
of a Ukrainian is portrayed through the perspective of her “philosophy of the
heart” and of the European, Spanish viewpoint, which is expressed in the pre-
disposition for rationality and solid moral rules. “Each prominent contemporary
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writer — whether his is a Slav or a German, French or Scandinavian — is like a
tree which roots deeply and strongly into his national ground, and tries to absorb
and digest its vital juice and its stub and crown immerse into the international
atmosphere of ideological interests, scientific, aesthetic and moral contest”
(Franko 1981, 35). It was Natalena Koroleva who transformed the artistic com-
prehension of ethnical reality into the unity of ‘own’ and ‘alien’ and surpassed
the binary oppositions. As far as the Ukrainian modernism is concerned, it is
worth mentioning the fact of the combination of universal and national tenden-
cies. In the novel by Natalena Koroleva the Ukrainian national character (with
its lyricism) and the European Renaissance form a unity.

Visible varieties of characters who are vivid representatives of their nations
prove that Natalena Koroleva clearly understood that “the land is like a beloved
woman: when you love sincerely, your love is only for one. When there are two
beloved women, it is called, sorry for the expression, profligacy or a game”
(Koroleva 1991, 623). The core of the story “Without Roots. Biography of a
Contemporary” is a seventeen-year-old girl’s self-reflection and description of
one study year which has been very hard for her because she feels like “a plant
without roots”. The curriculum was not hard: learning good manners, good be-
haviour, ability to act in society. However, the Russian Imperial history was too
complicated for Noel, and besides, the rules and values of the Northern neigh-
bour were also strange to her (forcing, obedience, false principles and keeping to
them mindlessly). They provided a contrast with her mentality and worldview.
From the first days of her studies Noel observes harsh dissonance between her
own life philosophy and the behaviour patterns imposed by teachers: “Yes, yes
... Life! And undesirable thoughts interweave into words from the obligatory
lecture. Life seems to be full of future joys ... Without boring lectures, without
obtrusive talkative “class dames”, without obligatory Thursday liver pate, with-
out black sorrel Friday kissel ... Life is like a real paradise without shadows,
sadness, sorrow, mere joy, joy and clarity” (Koroleva 2007, 66). Sometimes the
students walked around the city but the heroine did not like the excursions be-
cause they walked along the same streets near general Drahomyrov’s residence,
which was supposed to be a prestigious place. The historical reminiscences,
thoughts, personages confessions relevant to the author’s ideas specify her na-
tional world image and choice of main spiritual values.

The formula ‘writing-reading’, suggested by Jean-Paul Sarte contains an ap-
proach towards understanding the problem of the national identity in literature,
in a literary work and of its author: “projected by the author” is the ‘antithesis’
to “the one realized by the reader” (Sartre 1968, 138). Sartre emphasized the
importance of the role of the author which presents “the consciousness of the
active participants of literary communication”. At the same time, he pays atten-
tion to the ‘passive reader’. He mentions that text as a work of fiction is made by
a reader relying on where the reader’s consciousness is directed by the author.
The latter is always the identifier of his national identity and the national direc-
tion of a literary work.
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They are defined by language, geographical, ideological, and religious fac-
tors of historical memory. We only can talk about the self-identification of the
author when his national identity is identified by the national identity of his
texts. For example, Samuel Beckett, who wrote his plays in English and French
remained Irish (as A. Lieber, the translator and producer of S. Beckett’s works,
claimed). As far as the spirit and the energy of the texts are concerned, the recip-
ient identified the playwright as a representative of the Irish literature. In a simi-
lar way, we can also talk about the autobiographical writings of Natalena
Koroleva as marginal. During her life the author felt her difference. The emigré
writers among whom she lived with her husband often reproached her that she
wrote in the Ukrainian language which was foreign to her. In our opinion, her
interest in the Ukrainian language and culture was one of the ways of telling
people about her creative destiny on the margins and of distinguishing main as-
pects that united her with an ethnically alien culture. As a result, the novel
“Without Roots. The Biography of a Contemporary” broadens the frames of tra-
ditional memoir from the narrative perspective: the omnipotence of the depicted,
is more objective, it is a third person narrative, but not the first person narrative
which is characteristic of the genres of memoirs literature. The author does not
identify herself with the main character: her name is Noel-Maria-Stalle de
Liacherda, but not Carmen-Alfonsa-Fernanda-Maria de Liacherda. The facts of
the novel are not absolutely true. The researchers of Koroleva’s work should
forget the notes of O. Moch in which he says that by the request of Vasyl’
Korolev-Senior some biographical information about Natalena Koroleva was
concealed or changed: for example, the fact about her birth in Luc’k and about
the origin of her step-mother Ljudmyla Los, who was of Czech but not Galician
origin.

Moreover, in the first edition of the novel the surnames of her fellow stu-
dents were changed, too. Some years later the writer confessed that Ol’ha
Bohdanova is Ol’ha Bohdanovy¢, Ol’ha Vasylevs’ka is Ol’ha Bazylevs’ka, Ma-
rija Roznykova is Marija Riznykova, etc. In our opinion, the transformation of
the family names is one of the literary devices, which the author uses to create
the effect of objectification and to produce the generalized typical characteristic
of a certain epoch. Havriil Kostelnyk stated that Natalena Koroleva in her bio-
graphical literature did not tell about her life but wrote the “lyrical epos of the
Ukrainian sentiment, which was smoldering at the bottom and finally drove off
from any alien splendor and gave roots of life even to such alien souls as Noel”
(Kostelnyk 1937, 48).

A work of art expresses the national identity of the author no matter whether
this expression is conscious or unconscious. The Hungarian comparatist Tibor
Klanichay argues: “Linguistic, geographical and political data are really very
important ... But neither the first nor the second are sufficient for defining the
national identity ... National character is a system of national differences of lit-
erature, a set of phenomena that distinguish the art of one nation from the other
... The national literature is a literature which satisfies the needs of the devel-
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oped national society. It reflects life and affairs of a certain society no matter
whether they are an autonomous state or not” (Janac¢ek-Ivanickova 1989, 88).

The author, personification of the Ukrainian national codes, fills the national
world image of the story with folk elements, which repeatedly stress the Ukrain-
ian identity. Describing the schoolgirls’ routine, she depicts the Ukrainian carni-
val traditions — Masljana (masljanycja). According to O. MySany¢, Natalena
Koroleva’s style mostly in its outer formal aspects shows a synthesis of two cul-
tures — the Western European and the Ukrainian. She brought a new European
stream and authenticity into Ukrainian culture which is traced not only on the
level of the topic but also on the level of spirit, high intellectualism, even Euro-
pean writing style (MySany¢ 1991, 639). The personal and the writer’s identities
overlap each other. Natalena Koroleva’s reception of the Ukrainian traditions is
caused by lots of reasons. In her “Autobiography” and in the novel she mentions
some Ukrainian books which she read when she was spending four years in
Volhynia with her grandmother Teofila. There she sang Ukrainian songs and
had a Ukrainian friend Marusja about whom she later wrote in her novel “With-
out Roots. Biography of a Contemporary”.

The main problem of the story is the self-identification of Noel, the protago-
nist of the work. The thing is that ethnically she was not Ukrainian, but she felt
an attraction to the land where she was born. She keeps the warmest memories
about her grandmother Severyna. Noel’s friend Tajonia perceived this woman as
an archetypical symbol of Ukraine, which accepts any enslavement by other
masters and becomes a submissive servant of all of them. However, in any situa-
tion she preserves herself, her traditions in the songs, beliefs, traditions, and cus-
toms. Dunin-Borkovs’kyj encourages Noel to spend time with Marusja who rep-
resents the romanticism and folklore of Ukraine. Noel always recollected her
with affection warmth because she taught her to sing Ukrainian songs, to speak
the language and how to feel gratitude to the land which provided her with shel-
ter.

Natalena Koroleva realistically depicted the development of the national
consciousness among the Ukrainian intelligentsia of the late 19" century. Myko-
la Lysenko is depicted in the novel as a patriot of his native land. After graduat-
ing from the university, Tajonia becomes a nurse and helps peasants in the vil-
lage. Noel also admired the Ukrainian culture. Love of the Ukrainian language
was somewhere in her genetic memory. Having knight’s genes she has always
strived for justice. That is why the author stresses her character’s negative atti-
tude to everything Russian. But it is not the rejection of the Russian culture, be-
cause Natalena Koroleva admired the works of Puskin and Lermontov. It is the
Russophilism, supported by the sate, that caused a protest. Noel has always im-
agined the Russian words ‘pozalujsta’, ‘vzaimootnoSenie’, “‘udovletvorenie’ as
some bizarre plants and animals. Hence we understand that the problem of a
student was not that she was unwilling/was not able to study Russian but in mis-
understanding the basis of the mentality. Noel juxtaposes the world around her
to her native Spain. It is shown in the text through description of the scenery
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which is psychologized and creates sad, dark and somewhat Gothic images of
life. Noel perceived the world through the dichotomy of ‘own’ and ‘alien’. The
anaphors ‘here’ and ‘there’ only intensify her perception of life on the margin.
‘Here’ is the country which cannot be explained by logic (the Russian Empire)
where people scholastically obey orders. Meanwhile, ‘there’ is the warm South,
Spain, sincere people and real belief in God.

The autobiographical novel “Without Roots™ is a synthesis of national tradi-
tions and European innovations. The author skillfully uses the device of retro-
spective for deepening self-reflection and stressing psychological contrast: real
life in Kyjiv is interweaved with vivid recollections from the past life “with
roots” “in her own reality”. The recollections are intensified by phantasmagoric
pictures of the vulnerable girl’s imagination, scenes from early childhood, from
the legendary past of her family: “They are not here, my dear, dear people ...
Only reminiscences have remained. And this one ..., that you want to throw
away with petals from the far far away like a little sacrifice on the Teacher’s
grave. Let them flow to the Bajkova mountain in Kyjiv, as they flew from the
ancient Hellenes’ hands to their dear shadows in Elysium, as they flew from our
ancestors to the Brahmins to the powerful Indian waters” (Koroleva 2007, 166).
The writer depicts her character’s special way, the one with trials by one year of
her life “Without Roots”. Noel clearly understood that her sense of being a for-
eigner is not of national but of philosophical nature: “Yes, she is a stranger ...
Let it be so. But she is a stranger at home, too because her stepmother runs all
things there. In the whole world where she has happened to live she is a
stranger. Probably, she will be a stranger in the life that they are preparing her
for. Let it be, without ‘her’ people, without those who are close to her ... but
there is a place where she feels at home ... in every Catholic church she can hear
the same familiar and of pleasant words” (Koroleva 2007, 131).

The religious motifs in the work visualize the image of the national world of
Natalena Koroleva. The problem of the coexistence of Catholicism and Ortho-
doxy is unexpectedly but quite reasonably treated in the novel. The long struggle
between the churches had both historical and social reasons. The Poles which
colonized the Ukrainian lands repressed the Ukrainians. In turn, it caused a re-
volt in order to preserve the traditional religion. For the Ukrainians religious
dogmas were even less important than national self-identification because the
Orthodox religion was in the consciousness of the Ukrainians a symbol of free-
dom, while Catholicism symbolized enslavement.

Religious discourse heightens Natalena Koroleva’s national image. The
Catholic school has determined the way of her inner development, the essence
of her outlook which starts to make sense in the story: Noel is a deeply religious
person, who lives in the midst of the general background of spiritual decline.
The girl is going to be expelled from school because of her religiousness, as it is
taken as fanaticism. The author uses religious and philosophical contexts in or-
der to say that, according to the Apocrypha, each person has the chance to
choose a means of self-perfection and self-sacrifice for the sake of salvation and
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love as the highest gift from God. Noel chooses the pious path through practic-
ing self-reflection. In hard moments she recollects “her” monastery mother-
mentor’s words: “At moments of loneliness and despair (because everyone once
has such “Gethsemane moments”) you will find all of us in your prayers at the
foot of the altar. And then your burden will become lighter as you will share it
with all of us. And your loneliness will not be so hard” (Koroleva 2007, 133).

In the novel “Without Roots. Biography of a Contemporary” the transfor-
mation and evolution of the author’s social and political views can be clearly
traced diachronically. In our opinion, the Ukranian national idea in Natalena
Koroleva’s interpretation is framed by a romantic nationalist's (narodnyks”) con-
ception represented by Noel who possesses a lively and rebellious nature and a
revolutionary mind. The Russian empress’s arrival to the school only empha-
sized the stagnation of the empire. Noel was the only one to dare to greet her
according to the well-known French traditions in spite of the fact that she was
punished for disobidience.

As an autobiography, “Without Roots. Biography of a Contemporary” re-
flects the features of the original style of Natalena Koroleva who innovatively
inscribed her family history and her own life into the national Ukrainian para-
digm. In this way she expressed her national identity in a European literary
form. The problem of national self-identification was solved by means of the
original synthesis of the Catholic religiousness and conservative outlook, on one
hand, and by the struggle for a personal patriotic position and noble personality,
on the other hand. In this context Natalena Koroleva demonstrated a new level
of understanding of the problem of national identity, spiritual freedom, and na-
tional self-analysis.
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THE SUGGESTIBLE CHARACTER
OF THE DIGNITY REVOLUTION POETRY

Halyna Horisna
(Ukraine)

The paper studies peculiarities of patriotic poetry which appeared due to
Majdan as a historical sociocultural and spiritual phenomenon of the contempo-
rary Ukraine. The poetry is considered through a cultural and artistic para-
digm, which draws attention to the Ukrainian literary critics. The paper proves
that the poetic texts of the Dignity revolution are created by the emotional shock
of the whole nation. It is conscious and subconscious perception of the cata-
strophic events that model the inner psychological state of the lyrical hero with
the existential outlook. The distinguishing feature of psychoemotional expres-
sions of Majdan poetry is suggestibility. It influences the reader by means of as-
sociative view, visualisation (contrast, landscape), sound expressions, narrative,
exclamations, background accompaniment, etc. The author of the paper focuses
her attention to the intermediate aspect of the suggestibility in Majdan poetry.

Key words: intermediate aspect, the Dignity Revolution poetry, poetics, sug-
gestible poetry, poetic worldview.

CYI'ECTUBHUM XAPAKTEP MMOE3Ii
PEBOJIIOLII I'JTHOCTI

T'anuna I'opiwna

Y ecmammi posxpumo ocobausocmi noemuxu epomadanHcukoi noesii, nosgy
saKoi 3ymoeue Matioan — icmopuyHuil, cOYioKyIbmMypPHULL, OYXO8HUL OPIEHMUD
cyuacnoi  VKpainu AK  KYIbMYpPHO-XYOOJICHbOI  mpaouyii, wo GUKIUKAE
3ayikasienHs 6 VKPAIHCbKUX Aimepamypo3Hasyis; GUSHAYEHO, W0 HOemuyHi
mexcmu Pesontoyii I'ionocmi, nopoosiceHi eMoyiiHuMyu ROMPACIHHAMU HAyYil,
c8i0oMUM 1l RIOCBIOOMUM CHPULIHAMMAM KAmMacmpo@iunux nooii, Mo0enonms
GHYMPIWHI NCUXONOSTYHI CMAHU JIPUYHO20 NEPCOHAdNCA 3 CEIMOBIOYYmMmIM
c60600u.  Ilcuxoemoyiiine  8upasiceHHs,  30Kpema  CyeeCmMUeHicmo,  —
susHauanvHull paxmop 6 noesii Matidawny, 0e 3acobu HABIIBAILHO20 BNIUBY HA
yumaya peanizyiomscs uepes acoyiamuene 6auenms, sizyanizayiro (kowmpacm,
neusasc), 38yKoge HABAHMAIICEHHA. MOGHEe 0a2amo2oaoccs, ucyku, QoHosull
cynpogio mowo.

Knrouosi cnosa: noesis Pesontoyii' ['ionocmi, noemuxa, cyeecmugna nipuxa,
XYOOICHIU C8im, XYOOUCHS EOHICMb.



55

Poetry as an art form is characterized by its suggestible nature. Poetry of the
revolutionary events is typically based on socio- and psychoemotional upheav-
als, and Majdan poetry is not an exception. The Dignity Revolution as a remark-
able event in Ukrainian history, which caused the tragic deaths of more than one
hundred people, evokes existential spirit. The authors’ psychological state after
having experienced revolutionary events is vividly expressed in Majdan poetry
which is closely connected with the Dignity Revolution by the time of its ap-
pearance and by its ideology and contents. That is why poetry dedicated to the
Revolution is extremely emotional and appeals to readers’ spiritual worldview.

An analysis of the influence of literature on the recipients is done in Ivan
Franko’s works. In particular, his fundamental work “On the Secret of Poetry
Writing” begins with a reflection on the suggestible influence of poetic work:
“In order to produce an effect of suggestion, poets must awake their entire spir-
itual personalities, awake their feelings, stir their imagination, in other words,
they must experience themselves not only in reality but then reproductively, in
their souls, all that they wish to embody in their poetic works, experience all that
to the full extent so that they could express all they felt and experienced in words
relevant to real experience” (Franko 1981, 45-46). 1. Franko emphasized a
strong poetry influence on the recipient: “suggestion must awaken the reader’s
whole inner personality by instilling new life experience, new feelings” (Franko
1981, 46).

The relevance of this article is determined by the evident necessity to sys-
temize and analyze in details the psychoemotional influence of Majdan poetry
on the recipient. The emotive factor is crucial for understanding this kind of po-
etry influenced by existential psychoemotional outbreaks. The phenomenon of
suggestion which is vividly expressed in the poetry is usually caused by the state
of poets’ minds which are often changed in a descrutive way. The aim of this
research is to examine and systemize the means of suggestible influence of Maj-
dan poetry on the readers and to analyze the psychoemotional influence of poet-
ic texts on the recipients.

Contemporary scholars distinguish the phenomena ‘suggestion’ and ‘sug-
gestible poetry’. Thus, Ju. Kovaliv states: “suggestion is peculiar for literature
as a genre. It is based on nuance tones, additional senses of hints, premonition.
Referring to the emotional sphere, to the subconsciousness, it evokes the au-
thor’s thoughts and feelings in readers’ minds” (Literaturoznavca enciklopedija
2007, 443). The researcher defines the origin and evolution of the term basing
on the works of V. Johns, Ch. Wilson, B. Lavrin, L. Jagustina, I. Cerepanova
and others. He pays special attention to the meaning of suggestion in psychology
as “influence on human spiritual sphere”. According to the literary dictionary,
suggestible poetry is aimed at “producing such states of soul that are impercep-
tible for the rational structures. The main things here are various associational
connections, bright metaphors, the synthesis of expressive means expressed in
polysemantic romantic plot, activization of rhythm and melody” (Literaturoz-
navcyj slovnyk-dovidnyk 2007, 648). A. Makarov defines suggestible poetry as
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an inheritor of “ancient verbal magic”. He underlines vivid expressiveness as a
substitute of intellectuality and analyticity (Makarov 1990, 236). The mono-
graph Poetry of Multimeaningful Subcontexts by A. Hryzun is dedicated to the
analysis of the evolution of the suggestion from folklore to modern poetry. The
researcher considers “suggestible poetry” as an example of “the multimeaning-
ful subcontext combined with evoking effects that influence firstly recipients’
subconsciousness” (Hryzun 2011, 21). Suggestible poetry is analyzed in Ju.
Dzuhastrjans’ka’s dissertation that pays attention to “the poet’s sacred role in
different cultures”. The scholar distinguishes suggestion as “a phenomenon of
unconscious interrelation between the author and reader which takes place by
means of fictional (or poetic — in our case) texts”, and suggestibility as “the
ability of work of literature to influence the readers in a special way, to make
them feel certain emotions” and suggestible poetry as “overgenre categories of
texts which are characterized by the ability to influence the recipients and to
evokeemotions, impressions, feelings, making the recipients reflect on some-
thing” (Dzuhastrjans’ka 2009, 6-7).

Imminent influence on recipients is considered to be a core of the sense layer
of Majdan poetry. Turning to the essential human need ‘to live’, readers learn
about such appalling facts as the mass shooting of peacefully protesting citizens,
torture, witnessing the colleagues’ deaths, complete neglect of moral principles,
mothers’ crying for their children, also impressions from the events in impres-
sionistic aspect which can definitely influence readers’ minds. Under the influ-
ence of current existential impulses, the authors do not only express their feel-
ings but intensify them with the help of expressive means. Thus, we deal with a
powerfully energetic effect on readers’ worldview, consciousness, psychology.
Although the analysis of poetry is hardly possible without taking into account
the context, we will try to distinguish the most significant elements of the sug-
gestible influence on the readers.

The attempt to comprehend reality through poetry results in the projection
where the reality is perceived by means of sacralization. Characters in poetry
quite often appeal directly to God or the Virgin Mary, or some other saint or an-
gel.

Preparing the recipient for the spiritual perception, sacred images create the
impression of inconsolable grief and sorrow which can be also evoked by the
saints in despair. The Virgin Mary cries over the dead as as if over Her own
sons: “Blessed Virgin Mary, Mother of the world burst into tears/ the sharp hor-
rible sword was pricked into Her wound” (Nebesna sotnja 2014, 25), “because
Virgin Mary Oran ta / was weaving a thread to each body (Nebesna sotnja
2014, 33); or the rhetoric exclamation addressed to God: “Will the time of peni-
tence come?” (Nebesna sotnja 2014, 35). Concentrating on tragic feelings of
God, one can feel the intensiveness of the grief and the sense of loss which make
suggestive influence on readers more powerful. This function is also performed
by prayers as one of the most important rituals in Christianity. So, protesters’
prayers who rely on God’s will as on the highest justice show the highest degree
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of the display of psychologically tense situations. Authors view the prayers as
the last chance for survival: “Oh, Lord, give us strength and belief in victory /
Give us, Lord, staunchness and great love” (Nebesna sotnja 2014, 56), “Oh,
Lord, listen to my begging / To my prayer and sorrowful singing” (Nebesna
sotnja 2014, 56), they sometimes interweave ‘revolutionary’ meaning into ca-
nonical prayers: “Our Father, True and Saint, Who art in Heaven, / Thy King-
dom come, - the song flows over the crowd, - / Oh, Lord, listen to us! Save and
protect us!” (Nebesna sotnja 2014, 193), “In the name of the Father and of the
Son - / deliver us from evil, -/ - Petro will ride the white horse -/ his forehead
cut/ and the blood spilled will be cursed!” (Jevromajdan 2014, 45). The picture
of the very process of praying is described especially emotionally: “In the tears
-/ -A prayer to God is flowing” (Nebesna sotnja 2014, 19), “Tearing hair from
grief, - / Pouring hot / heated wax into soul. <...> - Howling as a wolf in the
field, - / She prayed to Jesus sincerely” (Nebesna sotnja 2014, 215).

In Majdan poetry the reality is sacralized through metaphorical depiction of
angels’ presence after life on earth: “The grey-haired archangels will lie -/ - on
your bloody bed” (Nebesna sotnja 2014, 87), through catharsis prayers and wor-
ship of God: “Bend your head low only to God.-/- ask Heaven why it is sad. -/
And pray long” (Nebesna sotnja 2014, 329). In the poem “The Dwelling From
God” by 1. Mandy¢, the author describes the vision of the Lord’s justice where
“A grey-haired God with sad eyes” prepares a house for the “Heavenly Hun-
dred” himself without anybody’s help proving that the heroes deserve it since
they sacrificed their lives for their country and were treacherously killed. The
effect of the recipient’s presence in the text chronotope was created by means of
dialogical narrative. The talk with God is being conducted personally by M.
Savka. The poetess creates an almost real God’s presence at the Majdan as the
highest power that accompanies and supports the protesters, as ‘their’ mentor
who is always nearby. A similar picture of God’s presence is described in the
poem “To the Barricades, Ukraine!” by Ju. Kosivéuk: “To the barricades,
Ukraine! God is coming to you in train ...! / You are welcoming God from train
/ You are welcoming the saints without helmets / They are echelons! Echelons!”
(Nebesna sotnja 2014, 154). The author shows the chaos and absurdity of the
revolutionary events by means of repetition of such words as ‘hysteria’, ‘eche-
lons’, the lexical meaning of which intensifies the feelings of anxiety, fear, des-
pair.

The important element of suggestible influence is reactualization of histori-
cal facts and figures relevant to the Majdan. In particular, the image of Luk"jan
Kobylycja who initially tried to improve peasant lives legally but failed and then
took radical action is presented to show the parallel with the Majdan: “From
Luk'jan Kobylycja / I am gathering old thoughts / And I will weave them into
plaits / As Majdan thoughts” (Nebesna sotnja 2014, 43), and other killed nation-
al heroes and chiefs are mentioned: “We are called by Taras! Konovalec’ and
Petljura’s voices are heard, Bandera calls, summons everybody - / so that we
don’t fall asleep!” (Nebesna sotnja 2014, 86). The above mentioned historical
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figures represent the intellectuals who stood for the dignity and independence of
the Ukrainians. In the same context Majdan poets refer to heroic ancient times:
“Heavenly Hundred’s archangel’s wings / from Volyn’ to the Si¢ everywhere
are graves, graves...” (Nebesna sotnja 2014, 52), “The winds are cooling down
/ Ukraine — from Sjan to Don, / The waves are beating/ Kyjiv by Dniepr... /
Maybe, the ancestors / ring the bells” (Nebesna sotnja 2014, 73), “The past of
the youth is sweetly breathing / Instytuts’ka is filling with freezing .../ Colder
and colder so that soul is chilling” (Nebesna sotnja 2014, 143). Such historical
excursions prove the innocence of protesters’ intentions and also inspire the re-
cipients to struggle for a better future of the country. The events of the 20™ cen-
tury are also revitalized, which allows us to look at nowaday Ukrainian reality
diachronically: “In the centre of the capital — Kruty” (Nebesna sotnja 2014,
101), “Holodomor, Cornobyl, the abyss of disasters. / And these Golgothas are
endless” (Nebesna sotnja 2014, 108). High emotionality and tragic world per-
ception (such as “Dovzenko’s phrase has grown real today/ Ukraine is in Fire”
(Nebesna sotnja 2014, 36)), symbolic images of active strugglers for justice such
as T. Sev&enko, I. Franko, Lesja Ukrajinka, the Sixtiers have become powerful
motivators to affirmative actions in the Dignity Revolution: “... We have forgot-
ten that Lina and Symonenko / Would hardly ever have needed those helmets”
(Nebesna sotnja 2014, 184). Ukrainian classics’ citation proves intertextuality to
be a means of suggestion in Majdan poetry. Such associations determine deeper
comprehension of the revolutionary events, reveal their new aspects, create sug-
gestion in combination with compared phenomena, since recipients add impres-
sions from revitalized elements to modern observation.

Rebels’ psychoemotional state is created at the background of nature, which
helps to understand the injustice of the real position of things, the disharmony of
social reality. They personify the image of night evoking sadness due to its tradi-
tional perception as a dark time: “The night scares, unpleasant thing” (Nebesna
sotnja 2014, 13), “and every dawn thanks the night for surviving ~ (Nebesna
sotnja 2014, 47), contrasting different seasons where the clear sky as a symbol
of peace opposes to night which can mean changes for the better: “The sky in
Ukraine has cleared up <...> Night is painted in daytime” (Materyns’ka molyt-
va 2014, 29). Existential motives are strengthened by colouristic symbolism: “7
see a bloody ray of long-expected freedom through black clouds” (Nebesna
sotnja 2014, 45), intensified by vocabulary of negative connotation in order to
accumulate negative energy of the events and to leave the hope for better future,
as the dirt will burn and the black clouds will disappear: “The sky is black from
despair, / Will burn to the grounds!” (Nebesna sotnja 2014, 164). The black sky
is a specific projection of the revolutionary events as burning tyres filled the air
with black smoke which adds dark colours to the sky. Consequently, a clear,
cloudless sky means victory of the Dignity Revolution. In poetry the means of
contrast and comparison dominate, authors personificate nature with the help of
bright metaphors and making landscapes and the state of characters psychologi-
cal. The figurative symbol of thunder evokes admiration for the strong will of
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the protesters: “What lips couldn’t say/ was roared by a thunder” (Nebesna
sotnja 2014, 164), “And the sky burst / thunder broke the blue” (Nebesna sotnja
2014, 183). Suggestible influence of the water archetype conveyed through
Christian tradition evokes a range of emotions such as belief in the better, in the
purification of the world from the inner and outer dirt: “God will bless with rain,
and the world will blissfully drink to the end. / And red snow will melt / thaw in
the Earth bowl. /We edge the shield for the iron heart by the steel of kindness, /
and will sharpen the memory of hundreds of graves by prayers” (Nebesna sotnja
2014, 170), “snow falls ... /souls purify” (Materyns’ka molytva 2014, 32).
Majdan poets deliberately avoid pastel colours, preferring red, black, white,
sometimes grey, which provides the recipients with a clear vision of the events,
not allowing half tones. The rain’s cry is suggestibly intense, the weather’s sor-
row allows to touch the slightest strings of human souls, makes the effect of
fullness and entireness, and on the other hand, it creates the effect of tragedy,
grief, sadness: “The wind quietly bends old branches from side to side/ And the
rain has been crying for three days / for the sons. Scream!” (Nebesna sotnja
2014, 275). The chronotope of the city is an active participant of the events. It
experiences everything together with the characters. Its description in dark col-
ours is built on the contrast before and after: “There my favourite city is burn-
ing, / And black smoke holds the breath, / The crowd of the extremists, the big-
gest in the world, / falls down dead for their own freedom” (Nebesna sotnja
2014, 256), “My city smells with fire and blood. / Once the land of chestnut’s
blossom and Dniepr waters...” (Nebesna sotnja 2014, 274). The authors pile on
negative influence factors, increasing the degree of fear, despair and anxiety to
the extreme, for instance: “Oh, black pain! Bloody and bitter // The arrow of
sorrow fills souls... / The land is in grief... Motionless” (Nebesna sotnja 2014,
288), “The winter has burnt in flames of fighting, / In stained spots of blood on
flags, / when frost poisoned black smoke/ and courage burst into veins” (Ne-
besna sotnja 2014, 338).

Majdan poetry uses suggestible means such as contrast, comparison and hy-
perbole. They clearly specify the dissonance of the good and evil in Majdan and
also colourfully characterize the event or the participants. In this context, the
authors’ vision of everyday things such as weather conditions: “autumn boots
remind us of fall” (Nebesna sotnja 2014, 66) and pictures of victims depress and
scare: “fo climb up the stairs / up the corpses” (Nebesna sotnja 2014, 178). The
tragedy of the situation is revealed, for example, through the comparison of cob-
bles with bones. Dramatic contrasts impress the recipient: “These are not cob-
bles, they are mere bones, / Mere knees, elbows and joints” (Nebesna sotnja
2014, 171). It is strengthened by the comparison of the wedding wreath with the
black kerchief which symbolizes the girl’s sorrow for the dead bridegroom:
“And the bride is coming to the church / But not in a wreath — in black kerchief”
(Nebesna sotnja 2014, 205). The paradox of the events is found in the following
lines: “The day when children saw their first dead body” (Jevromajdan 2014,
14), “fire of peony blooms in the barrels at night, / and listens to extremists
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playing Chopin” (Nebesna sotnja 2014, 41), and also in the image of a son-
defender for whom a mother was carrying a gift: “She was going, Snow spar-
kling on the grounds. / Frost was bitten into cheeks. Wind was howling./ She
was carrying a gift to an “extremist”: / Hot tea and half a kilo of halva” (Ne-
besna sotnja 2014, 313). An important means of contrasting is oxymoron: “Here
defending they aim at your head <...> pour you with water in snow”. These
means are used in poems “You see, [ am in such a trip” by T. Vlasova and “The
poem written in Majdan” by O. Hadzij and others.

An essential suggestible quality of the Dignity Revolution poetry is its lexi-
cal contents. Thus, the lethal limit — the most impulsive for the authors — causes
the appearance of common lexemes in different poems such as: ‘blood’ as an-
titheses of the embodiment of life and death where the last one usually domi-
nates, which creates an existential feeling: “pouring with blood / the sun in the
sky” (Nebesna sotnja 2014, 178). The affective perception of the disastrous real-
ity in poetry is intensified by phantasmagorical visions: “on the bank covered
with sorrow /wild fury shouts from blood” (Nebesna sotnja 2014, 312).

The strongest suggestible means is sound accompaniment which intensifies
the depressive mood of the poems. Authors mostly appeal to hearing and tactile
senses. The means which is able to depict them is metaphor which personificates
the images and conveys a general psychological state with the help of acoustic
backgrounding: “Majdan went deaf from grenades” (Nebesna sotnja 2014, §),
“Fighting alarm is beating inside - / Ahead! Fight for your views” (Nebesna
sotnja 2014, 291) or “And the sky burst / thunder broke the blue” (Nebesna
sotnja 2014, 183). Acoustic images can be intensified by additional background
accompaniment. Thus, the images such as siren, scream, church chime are al-
ready acoustic and the authors strengthen them with noise effects of cry, roar,
howl: “And the siren was wailing so loudly - / Was weeping for pain and des-
pair” (Nebesna sotnja 2014, 18), “barricade knocking was roaring” (Nebesna
sotnja 2014, 142), “The churches bell all over the country today...” (Nebesna
sotnja 2014, 96), “can you hear that shriek / that pierces the sky” (Nebesna
sotnja 2014, 98). Sound accumulation is a widespread phenomenon that can be
accompanied with repetition: “Bells toll! /Bells toll in a painfully furious alarm.
<...> Bells were ringing and ringing on a white belfry. / A sexton was getting
deaf ringing as loudly as he could. <...> The bells were begging like by spells.
<...> The bells were ringing getting crazy with scream” (Nebesna sotnja 2014,
193), “you are my revolution / drum in my ears / convulsion <...> can you hear
a melody everywhere? / piano, shooting, bells and people...” (Nebesna sotnja
2014, 273), “Stones. Shots. Grenades. / And sons all in blood” (Materyns’ka
molytva 2014, 35).

The emotional perception of the chaotic and confusing revolutionary reality
is expressed by use of synesthesia: “The soul is wailing so bitterly” (Nebesna
sotnja 2014, 93), “snow rustling”, “the words are shivering in a throat”. Com-
bining silence and noise, the author builds a sacral metaphor of the moment of
death: “I wish for the silence to hear souls fly” (Nebesna sotnja 2014, 249).
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Negative emotions are created by the comparison of the bell to the sound of
weeping: “Can you hear St. Michael’s bells? / It’s weep of your children” (Ne-
besna sotnja 2014, 331). The punishment by bell chime provides the contrast of
the greatness of the sacral sound and the petty soul of a torturer. This metaphor
awakens the feeling of justice and pride or the fear of justice: “May this bell
chime full of sorrow / from churches that have become the last shelter/ strike the
torturer’s petty soul! ” (Nebesna sotnja 2014, 274). Personification of the images
of inanimate objects which cry or feel sorrow produce the excitement in a moral
reader: “Did you hear granite crying in Majdan - / bitterly and long?” (Ma-
teryns’ka molytva 2014, 38).

Rhythmomelody, which is an inseparable part of poetry, often suggestibly
influences the recipients. In Majdan poetry it is built by means of synonymic
repetition or other types of repetition, word games (puns), punctuation (exclama-
tion sign, ellipses). In Poetics of the Open Work U. Eco states: “the search for
“suggestibility” is a deliberate attempt to “open the text” for the recipients’ free
interpretation. Fiction that “makes think” is also a text which can be done by an
interpreter due to his/her emotions and imagination. Reading poetry, each time
we try to adapt our world to the emotional world of the text” (Eco 2004, 89).
The author adds that the writer tries to awaken the recipient with the help of po-
etic devices so that “a deeper answer rises on the surface”. This answer is able to
express deeply the main idea of the text. In Majdan poems this function is per-
formed by different types of open forms such as blank verses, free verses where
authors convey an emotionally chaotic perception of the apocalyptical events of
2014. Abrupt lines and dialogues, simple sentences, misuse of punctuation al-
lows the readers to perceive the poems in one acoustic stream and put their own
accents defining rhythm and melody of the poem. Noise effects are demonstrat-
ed by the acoustic block of poetry. Thus, lines about storm are full of noise ef-
fects, the sound of knock is intensified by ‘r’, church bells are imitated by the
sound ‘dz’ and others. The beauty of Majdan poetry is in its musical sounding,
that is why a number of verses were made songs (“Don’t Cry, Mother” by O.
MaksymySyn-Korabel, “Mother, I am an extremist” by N. Krisman). Lyrics are
also present in the anthology of Majdan poetry “Heavenly Hundred” among
which are “A dark cloud is coming” by S. Lirnyk, “I will not allow!”, “Go
Ahead!” by M. Tymofijcuk, “A slight sound of string” by M. Fedorjuk, “Wood-
en Shields” by O. Jarmola (“Hajdamaky”), a singing poem “We will never be
brothers” by A. Dmytruk that has over 7 million views.

A. Hryzun considers word repetition to be “a main component of sugges-
tion”. Repetitions disturb readers and activate their perception. As a rule, ex-
clamation repetitions form the general background for further text perception,
for example: “The sky is falling! Falling! Falling! Shout loudly, Ustym!” (Ne-
besna sotnja 2014, 87). The author desperately attracts attention to a young pro-
tester’s death, reinforcing his sorrow by means of rhetorical questions: “what a
deadly pilgrimage?”. Suffering from the revolutionary scenes can be heard in
these lines: “Burn, burn, burn... / BURN! BURN! / Heart hurts...” (Nebesna



62

sotnja 2014, 92). The similar function is performed by a word game (pun), evok-
ing minor thoughts in the recipient: “pale snow / pale snow / pain ... / on the
frozen ground - / there are traces of bloody faces” (Nebesna sotnja 2014, 158).
Almost each line of the poem “On The Days of Grief” by T. Belimova devised
by means of an anaphora. It begins with the word “cried” which awakes tragic
perception of revolutionary events.

Rhetorical questions in Majdan poetry make readers think over vital revolu-
tion aspects such as unarmedness of protesters who consciously went to death:
“Young boy / behind a grey shot shield / what arms have you got / except for
God belief?” (Nebesna sotnja 2014, 82), “And again devil’s attack/ how could
we survive and win?” (Materyns’ka molytva 2014, 41); or such as innocent sac-
rificial deaths: “What, my brother, was your guilt?” (Nebesna sotnja 2014, 12);
or the pain and depth of defenders’ deaths “Is it easier to cry when the sky is
crying with you? ” (Nebesna sotnja 2014, 110), “Sorrow stiffens on night’s gate /
When will we forget? When will we forgive?” (Nebesna sotnja 2014, 339). In
this way, author-existentialist (V. Paharenko’s term) moulds a range of psy-
choemotional states for deeper understanding of the protesters’ motivation, in
addition, brilliant use of metaphors helps to embed them in readers’ minds. As a
result, we can observe the suggestible fusion of the author’s and reader’s per-
sonalities. Majdan poetry often uses first person plural narration which calls to
stand for one’s personal position actively: “Without hesitation and decoration /
somebody is dying for us” (Nebesna sotnja 2014, 17), persistently: “We are un-
able to move back” (Nebesna sotnja 2014, 30), according to moral and spiritual
values: “Except for arms we possess dreams in souls / A man consists of not on-
ly body” (Nebesna sotnja 2014, 187).

The recipient is influenced suggestibly when the poems are referring to a
specific person using, mostly, first person singular narration. The author creates
the effect of talking with readers, incorporates them in the poem’s chronotope.
This creates the impression of appealing directly to them: “My ordinary Ukrain-
ian” (Nebesna sotnja 2014, 14), “My friend, I am waiting! When will you come?
<...> we are in frozen, why aren’t you with us?” (Nebesna sotnja 2014, 32),
“Hey, kozak <...> Join the ranks <...> Let’s build, my friends, glorious
Ukraine” (Nebesna sotnja 2014, 42), “Listen, brother? Majdan is calling you!”
(Materyns’ka molytva 2014, 29). The cases of referring to “friend” and “broth-
er” are popular; the poet uses image-symbols that indicate a knight-like person-
age’s character, spiritual kinship and common convictions of the author and re-
cipients, trustful attitude to the readers. Another device of psychoemotional in-
fluence is the appeal of the dead to the living, mostly to mothers, referring to the
instinct of gender preservation. Suggestible influence is reinforced by cradle
songs as a genre of mother’s poetry. The image of the mother which is one of
the brightest in Majdan poetry becomes monumental when a dead son asks his
mother to sing him a cradle song on the deadly bed and not to cry over his death.
He awakens a range of emotions: “Kiss me, mum, and hug, /Sing me a lullaby
<...> A white Angel spreads the wings / And listening to him, my mum/ I will fly
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to paradise! (Nebesna sotnja 2014, 84). An emotionally powerful device is the
appeal of the alive son’s mother to a dead son’s mother in inconsolable grief.
This can be understood only by another woman-mother and Earth-mother: “Hel-
lo, lonely lady, with eyes / cried out <...> Cry and I'll cry with you. And let the
sky cry with thunderstorm! / Let the Earth splits into halves from the pain of the
lost!” (Jevromajdan 2014, 28); and appealing to God as God-father and God-
creator or to angels: “Oh, my angel, they need you, beg you angel protect them /
an ancient coffin maker wakes up early and hews a coffin for somebody / Lord,
tell me how You got over it” (Jevromajdan 2014, 29), “My Lord, having swal-
lowed bitter smoke ,/ In the dark and fire and of course without helmet / you are
standing behind your favourite sons — invisible- / in order to hold your hands if
they are destined to fall down” (Nebesna sotnja 2014, 279). The poet draws at-
tention to the power of feelings when God suffers, which definitely influences
readers’ minds.

“Great inclination to aphoristic language because of various circumstances
was embedded in Ukrainian poetic tradition”, - says E. Solovej (Solovej 1991,
251). Aphoristic poetic is a typical feature of Majdan poetry. We observe that
the main call of the Majdan became word codes to understand the aim of the
revolution and that are embodied in poetry, such as democratic position: “4
people is not a word, but the highest degree / a healthy body and soul — alive”
(Nebesna sotnja 2014, 329). Respect and dignity lie on the basis of moral values
for the protester and their national identification is reflected according to norms
of Christianity: “...For Jesus who rose to Heavens, / A bloody nail wasn’t an
obstacle” (Nebesna sotnja 2014, 184). E. Solovej also states that some samples
of aphoristic language were determined by the social and political situation, so
they were “aphoristic only for their time” (Solovej 1991, 248). These samples
masterlfuly embodied in metaphors are often found in Majdan poetry: “blood
doesn’t freeze on snow / the truth is evident in frost” (Nebesna sotnja 2014,
175), “hot blood will heat nobody” (Nebesna sotnja 2014, 159), “Slavery in
genes can be treated by a rebellion” (Nebesna sotnja 2014, 162). Known apho-
risms, proverbs, and sayings (such as “Human blood is not water, no one may
spill it”) help to perceive the poetry: “Slaves are not allowed into Paradise” or
“And freedom is not a gift, / not given: it must be fought / In fire, in fighting/ in
blood. Only blood is not water!” (Materyns’ka molytva 2014, 52).

In Majdan poetry self-suggestion creates meaning as this poetry aimed at
self-analysis and emotional stabilization and has become a kind of poetry-
therapy. Introspection and profound analysis of revolutionary events performed
on an impressionistic level evoke existential feelings, among which are self-
reflection and self-analysis, for example, or the affectionate state during disas-
trous events: “Revolution takes away your mind when you go ahead during
fight” (Nebesna sotnja 2014, 10). In the poem “Angel” by O. Bilohlazova the
protagonist expresses his feelings after a soldier’s death in a talk with his heart:
“Burst, my heart, into bitter tears, / Because you ‘ll never see him among the liv-
ingalive” (Nebesna sotnja 2014, 31). Such self-reflection vividly shows the au-
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thor’s jerks of the soul. The protagonist of the poem “000 290 by
Ch. Venhrynjuk talks with himself: “I am walking through bullets like a child in
an orphan house” (Nebesna sotnja 2014, 47). In the next poem “000 291" the
author analyzes the events and retranslates them in the following way: “And on
those barricades... / angels were regularly sitting on shoulders” (Nebesna
sotnja 2014, 48). Introspection of the characters is massively embodied in Maj-
dan poetry: “The soul is weeping, each word is getting pale, / silence is growing
quieter from pain” (Nebesna sotnja 2014, 56), or “So loudly grief slammed the
door - / That echo spread over whole world!” (Nebesna sotnja 2014, 264).
M. Savka renders her tragic recollections in a poem “The Coffins are Floating
on The Sea” identifying the Majdan world with the sea: “The coffins are float-
ing on the sea like boats - / on the sea of hands, of tears and fury. / And in the
boats torn sons are sailing / on the waves of prayers and songs” (Nebesna
sotnja 2014, 278). Her psychophysical state is conveyed at the emotional top
event — Majdan was parting with its heroes: “As if blood was freezing in veins, /
and then blood voice is beating in head / for those who lived but passed on / the
bells were tolling as for Heroes” (Nebesna sotnja 2014, 278). The attempt to
clarify their roles in historical events, their tasks and their personal feelings
through recollections and thoughts can be found in the poems*I am an extremist
girl” by K. Bohutska, “Forgive me and I’ll forgive you all” by V. Vynohradnyk,
“Majdan” by V. Huk, “I am the smoke of a burning tyre” by Kovaliova, “Moth-
er, I am an extremist” by N. Krisman, “Mother, you know, how I’d like to live
on” by O.Maslyhan-Javorenko, “She was tearing hair from sorrow” by
O. Maklascuk, “I sleep like a log” by M. Padalko, “I am an extremist” by
O. Perechrest, “Spirit awakening” by T. Jarovycyna, “I am a boy” by
Je. Bilcenko and others. In these poems, authors’ existential feelings are con-
veyed through dialogues, monologues which refer to others or to the self. In a
poem “To tituskas-janissaries” by M. Tymcak the personage appealing to the
opponents tells them about his feelings, thoughts and impressions from the expe-
rience: “Oh, no, you don’t know how broken bells howl, / how angels cry from
the sky” (Nebesna sotnja 2014, 308). The protagonist claims that only the sup-
porter of the Revolution of Dignity could proudly and bravely experience this
pain and grief: “and to move the stone from the tomb of aroused freedom” (Ne-
besna sotnja 2014, 308). The poem “A man said” by A. Ljubka is built as ren-
dering the dialogue with a dead hero: “A man said: “I am not to see the sun, /
And I will meet my children only at my grave. / My body is full of lead and
strontium, / But death couldn’t stop me” (Nebesna sotnja 2014, 187). The char-
acter explains his own ideals motivating recipients to stand for their own politi-
cal position: “The fire is licking corpses and wounds, / Ukraine is beginning
from me” (Nebesna sotnja 2014, 187). What is important is that most Majdan
poems contain elements of self-suggestion.

The poetry written under the influence of deep psychological stress is always
expressive. Mass shooting and torture of peaceful protesters who defend their
right for a dignified life and universal human values lie on the basis of the Dig-
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nity Revolution poetry. That is why it has become a kind of poem-therapy that
reveals affects and helps to get over the depressive state. It is intensively sug-
gestible as it renders historical reality and it is impressionistically coloured. We
consider that in Majdan poetry each element makes it suggestible: contents, vo-
cabulary, punctuation, narrative, image-symbols and others. The basic antinomy
of life/death which is always present in it prepares recipients to sacral projec-
tions (the fact that religious characters experience apocalypse together with the
whole Majdan points out the greatness of the tragedy) determines existential
feelings of grief, pain, suffering. Prayers and appeal to God possess sacral sug-
gestible power. Christian plot and images proclaim that human beings are mortal
and that the higher justice gives belief in victory of the good and punishment of
the evil. The important element of suggestion is re-actualization of historic facts
and persons who died for national ideas, and also artists whose life was connect-
ed with proclaiming moral values or their works which received new meaning in
modern conditions. The methods of confronting and comparing them, using cita-
tion provides strong emotional influence on the recipient. This function is also
performed by archetypical image-symbols of earth, fire, water, purifying power
of which provides hope, though nature is often described as something full of
anxiety by means of depicting thunderstorm, thunder, rough night which intensi-
fies the visions of apocalypse when the Earth splits, causing worry in the pro-
tagonist’s soul. In general, the main devices of expressing suggestion are con-
trast, comparison, dialogization, word game (pun), hyperbole, gradation, stylistic
tautology, synesthesia, personification, anaphor, allegory, oxymoron and others.
Thus, a bright author’s metaphor is an aesthetic and suggestible means. The
suggestible factor of Majdan poetry‘s perception is also rhythmomelody, rhetor-
ical questions, exclamations, abrupt sentences, punctuation absence which con-
veys inner anxiety, destructive and affective perception of historical events. The
author often appeals to a certain recipient putting him/her into text chronotope.
Another factor of similar importance is self-suggestion expressed by self-
analysis and reflection over Majdan events. Majdan poets clearly state their pat-
riotic position and their pro-European views which are demonstrated by means
of their personal presence at Majdan or by their support for the revolutionary
ideas. The powerful national element in this poetry makes readers repeatedly
experience the tragic events of the early 2014 and form their own national posi-
tion and patriotic beliefs. Therefore, we consider suggestible aspect to be the one
that specifies readers’ national identification. Thus, the Dignity Revolution poet-
ry accumulates the variety of the revolutionary’s feelings and masterfully re-
translates them into suggestible poetry filled by existential feelings of suffering,
sadness, sorrow, pain from dead heroes but always with pride of their brave and
heroic nation.

Dzuhastrjans’ka, Ju. (2009): Suhestyvna liryka kincja XIX — pocatku XX st.:
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UKRAINISCHE IDENTITAT, NACH AUSSEN VERMITTELT:
ZUM UKRAINE-BILD IN DEUTSCHEN
LITERATURUBERSETZUNGEN

UND IN DER LITERATURWISSENSCHAFT

Marija Ivanyc’ka
(Ukraine)

In dem Artikel werden zwei friihe Tendenzen in der Prisentation der Ukrai-
ne, ihrer Kultur und Identitdt im deutschsprachigen Raum von der Mitte des 19.
Jh.s bis in die 30-er Jahre des 20. Jh.s analysiert. Zum einem werden Uberset-
zungen und literaturwissenschaftliche Werke erfasst, die die Ukraine im Rahmen
ihrer politischen Zugehérigkeit beschreiben und zur russischen Kulturwelt zdh-
len, zum anderen geht es um Werke, die das ukrainische Volk als selbstindige
Subjektgrofie mit einer langen Geschichte und einer spezifischen Kultur inter-
pretieren. Es werden Attribute der Identitdt aufgezeigt, die in der damaligen
Prdsentation der Ukraine dominieren.

Schliisselwérter: Ukraine(r), Stereotyp, Ubersetzung, Literatur, Kultur,
Identitdt.

VYKPATHCBKA IITEHTAYHICTH, CIPOEKTOBAHA HA3OBHI:
OBPA3 YKPATHH V JITEPATYPHUX IMEPEKJAAX
TA JITEPATYPO3HABUUX PO3BIJIKAX

Mapisa Ieanuyska

Y cmammi i0emvca npo 06i panni menodenyii npedcmasnenns Ykpainu, i
KYIbmypu ma i0eHmuyHoCmi y HiMeybKOMOBHUX Kpainax 6i0 cepedunu XIX cm.
0o 30-ux poxie XX cm. Ilpoananizosani nepexkiaou ma Jnimepamypo3Haeui
PO36IOKU, AKI ONUCYIOMb  VKPAIHCbKY KYIbmypy y 6umipax nomimuuHol
NPUHALENHCHOCME Ma PO327150aioms il y medicax pociticbkol KynomypHoi cghepu. 3
iHWo20 60Ky, po3eNAHYmMI npayi, Wo MIYMaA4yams YKPAiHCKuil HApoo 5K
camocmitiny cyo’ekmuy GeluuuHy 3 GIACHOI0 ICMOPIEI0 Ma CBOEPIOHOIO
Kyiomyporo. Buznaueno ampubymu ioemuynHocmi, w0 OomiHyiome Yy i
MO20YACHI NPOMOYI].

Kniouosi cnoea: yxpainyi, cmepeomun, nepexnao, aimepamypa, Kyibmypa,
ioenmuyHicme.

Was sind die Quellen, aus denen deutsche Leser ihre Vorstellungen iiber die
Ukraine, ihr Volk und ihre Kultur sowie iiber die ukrainische Identitét schopfen?
Sicher gehoren zu den wichtigen Quellen Reise- und Medienberichte, wissen-
schaftliche Publikationen und Literaturwerke. Da ukrainische Literaturwerke
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dem deutschen Lesepublikum eher in Form von Ubersetzungen zugiinglich sind,
tragen auch Ubersetzungen sowie ihre Para- und Metatexte zur Herausbildung
des Ukraine-Bildes bei.

Die Polyfunktionalitit von Ubersetzungen im Vergleich zu Texten der Ori-
ginalliteratur 14sst sich nicht bestreiten: Sie machen die Leser eines Landes nicht
nur mit Werken und Autoren einer anderen Literatur bekannt, sondern sind im
Stande, bestimmte Stereotypen iiber eine fremde Kultur zu bilden oder existie-
rende Vorurteile zu entkréften und zu politischer bzw. kultureller Rezeption ei-
nes fremden Landes zu verhelfen. Jede Ubersetzung, wie auch literaturwissen-
schaftliche oder literaturkritische Texte iiber eine fremde Ausgangsliteratur, tra-
gen zur Anerkennung dieser Literatur durch die Vertreter der Zielkultur bei und
verleihen ihr zusdtzliches symbolisches Kapital (in der Terminologie von
P. Bourdieu 1986). Besonders wichtig ist das fiir die kleinen Literaturen, die
sich frither im Schatten einer groen Literatur befanden (Bachleitner 2010, 9).

Ubersetzungen samt Para- und Metatexten tragen zur Herausbildung des
Imagotyps eines Landes bei, der zur Reduktion vieler Eindriicke zu einem einfa-
cheren Bild dient, das eine bestimmte Mdglichkeit der Identifizierung bietet
(Bausinger 1988, 13-19). Dabei stoft aber die literarische ErschlieBung eines
fremden Landes auf epistemologische Regeln, nach denen unser Erwartungsho-
rizont so die Rezeption beeinflusst, dass eine bestimmte Realitétsblindheit beim
Rezipienten entsteht. M. Beller weist darauf hin, dass dabei die Rede nicht von
der Entstehung objektiv richtiger oder falscher stereotyper Bilder ist, sondern
davon, dass im Prozess der Inventarisierung das Bild eines fremden Landes von
der Perspektive und Deutung des Mittlers abhingig ist (Beller 2006, 180). Somit
wird klar, dass ein Mittler, sei es ein Ubersetzer oder ein Verlagslektor, ein Lite-
raturkritiker oder Rezensent, einen unmittelbaren Einfluss auf die Rezeption der
tibersetzten Literatur ausiiben kann und entsprechend — auf die Rezeption eines
fremden Landes und seines Volkes, also auf den Rezeptionskanon. So gibt es
z.B. in der deutschen Literatur(kritik) einen bestimmten Kanon der Rezeption
der russischen oder franzosischen Literatur, man spricht iiber den ‘deutschen
Diskurs’ der englischen oder spanischen Literatur, {iber das deutsche Italien-
oder Amerika-Bild (Hahn 1987, 28).

Da aber die Ukraine in Deutschland nicht durch eine sehr grofle Zahl von
Ubersetzungen vertreten war und ist, kann man behaupten, dass ein Rezeptions-
kanon, wie ihn die Deutschen etwa hinsichtlich der russischen oder spanischen
Literatur haben, noch bei weitem nicht herausgebildet ist. Der Rezeptionskanon
der Ukraine besteht vielmehr aus verschiedenen oft widerspriichlichen Bruchtei-
len, was seine Griinde in der kultur-politischen Situation der Ukraine und in der
Geschichte ihrer Prasentation nach auflen hat.

Die Geschichte der literarischen Prisentation ukrainischer Kultur und ukrai-
nischer Identitdt in Deutschland hat ihre Wurzeln im 19. Jh., als mehrere Uber-
setzungen aus dem Ukrainischen sowie literaturwissenschaftliche Arbeiten pu-
bliziert wurden, die die deutsche Rezeption der Ukraine bis in die zweite Hélfte
des 20. Jh.s beeinflusst haben.
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Eine der ersten bedeutenden Quellen, die Deutschen die Ukraine vorstellte,
war die 1845 in Stuttgart herausgegebene Sammlung ukrainischer (im Original —
“kleinrussischer”) Lieder “Die poetische Ukraine”, die von dem deutschen Phi-
lologen und Dichter Friedrich Bodenstedt iibertragen und mit Erklarungen und
Kommentaren versehen wurde. Das Buch wurde zum ersten deutschen Wider-
hall der ukrainischen Volksdichtung in der Epoche der Romantik und deutete in
einer expressiv geschriebenen Einleitung Herkunft und Eigenschaften des ukrai-
nischen Volkes.

Bodenstedt (1819-1892), der in Gottingen Philosophie und Philologie stu-
dierte, lebte eine gewisse Zeit in Russland, war Lehrer bei dem Fiirsten Michail
Golicyn, iibersetzte Puskin, Lermontov und Shakespeare und machte sich einen
Namen mit dem Buch “Lieder des Mirza Schaffy”. Wéhrend seiner Reisen
durch das russische Zarenreich lernte er ukrainische Schriftsteller kennen, die
ihn auf die reiche ukrainische Folklore aufmerksam machten und ihm bei der
Ubersetzung ukrainischer Lieder halfen.

Die von Bodenstedt verfasste Sammlung enthilt Ubertragungen von 33 uk-
rainischen Volksliedern, zehn Dumen’ und von Ausziigen aus dem heroischen
Epos “Igorlied”'’; im Vorwort und in der Einleitung setzt sich Bodenstedt mit
der Geschichte der Ukraine und insbesondere des Kosakentums'' auseinander.
Da dieses Buch einen wesentlichen Beitrag zum Informationstransfer {iber die
Ukraine nach Deutschland leistete, darf man nicht unterschitzen, welches Fun-
dament es fiir das deutsche Ukraine-Bild schuf: Es war das romantische Bild
eines groflen Volkes von tapferen Kriegern mit “einem eigentiimlichen Gepra-
ge” und “ergreifenden” Volksliedern, die Bodenstedt sehr hoch einschétzt: “In
keinem Land hat der Baum der Volkspoesie so herrliche Friichte getragen, ...
wie bei den Kleinrussen” (Bodenstedt 1845, 16).

Die geschichtlichen Darlegungen Bodenstedts in Paratexten und seine Deu-
tungen der Entwicklung des ukrainischen Volkes rufen jedoch mehrere Fragen
hervor. Seine Erlduterungen stiitzten sich auf Kenntnisse, die Bodenstedt in
Russland gesammelt hatte, auf damalige historische Arbeiten, darunter die des
polnischen Schriftstellers und Historikers Michat Grabowski und des russischen
Schriftstellers und Historikers Nikolaj Polevoj. Man muss annehmen, dass die
Lektiire dieser Quellen einen widerspriichlichen Einfluss auf Bodenstedts Wahr-
nehmungen hatte, da seine Einleitung iiber die Wurzeln der Ukrainer recht ver-
wirrend ist.

? Eine Duma ist eine Gattung der ukrainischen Folklore: Ein lyrisch-epischer Gesang rezitati-
ver Art, der meistens die Heldentaten von Kosaken im Kampf gegen Tiirken und Tataren ver-
herrlicht und begleitet von Volksinstrumenten wie Kobza oder Bandura vorgefiihrt wird.

1 In der Kyjiver Rus’ entstandenes Epos iiber den Feldzug des Fiirsten Igor’ gegen die Polo-
veer (12. Jh.).

"' Die ukrainischen Kosaken waren Gemeinschaften freier Reiterverbiande, die am Dnipro
Siedlungen griindeten und die ukrainischen Territorien vor Feinden schiitzten.
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Aus seinen Erorterungen tiber die Zeiten des ,alten Russlands‘, die ‘Russen’
und die “russischen Fiirstentiimer”'> geht hervor, dass er im zeitgendssischen
Russland den alleinigen Nachfolgerstaat der mittelalterlichen Kyjiver Rus’ sieht
und entsprechend der russischen Historiographietradition das damalige Ethno-
nym ‘Russisch’ retrospektiv auch auf die Kyjiver Rus’ projiziert, so dass das
ganze Territorium ab dem 10. Jh. als russisch erscheint.

Aufler der romantischen Begeisterung fiir den “Reichtum von Farben” in
der Geschichte der tollkithnen Kosaken und fiir die ukrainische Volkspoesie bie-
tet Bodenstedt dem Leser nur wenige geographische oder kulturologische Anga-
ben iiber die Ukraine selbst, wobei fiir den Leser das schon bekannte Ethnonym
‘Russe’ durch die neuen, untergeordneten Ethnonyme ‘Kleinrussen’ und ‘Ukrai-
ner’ erweitert wird. Da Bodenstedt die Bewohner Kyjiver Rus’ und auch ihre
Nachfolger ‘Russen’"” nennt, wird die Geschichte der russischen Nation von
Kyjiv abgeleitet, Ukrainer bzw. Kleinrussen werden nur als spitere Kinder
(bzw. adoptierte Kinder) dieser Nation vorgestellt.

Die Ukrainer leitet Bodenstedt von den Kosaken ab, die er mal als ein buntes
nationales Gemisch, mal als einen Stand, mal als ein Volk bezeichnet, das im
harten Kampf gegen seine Unterdriicker entstand. Bodenstedt beschreibt einige
Zweige der Kosaken, wie etwa die Don-Kosaken und die Dnepr-Kosaken, und
legt fest, dass die Dnepr-Kosaken den “Keim des Volkes der Kleinrussen oder
der Ukrainer” bildeten (ebd., 11): “der Stand der Kosaken nahm seinen Ur-
sprung in den siidlichen Provinzen, wo die russischen Fiirsten mit ihren Bojaren
umgekommen waren, wo die geistliche Macht gesunken war ... als die siidli-
chen Fiirstentiimer RuBlands unter der Uberschwemmung der Tartaren und spi-
ter der Litthauer verschwanden, die russische Nation zwei Jahrhunderte hin-
durch in einer politischen Erstarrung lag” (ebd., 5 u. 9).

Es wird deutlich, dass Bodenstedt {iberwiegend auf dem Standpunkt der
(damaligen) russischen Historiker steht, die das Zentrum der ostslavischen Ge-
schichte in Russland (‘russische Nation’) sahen; in seiner Beschreibung benutzt
er auch typisch russische Historismen (‘Bojaren’), die eher mit Bezug auf das
Fiirstentum Moskau benutzt werden. Der Ubersetzer lie sich auch durch die
Meinung Nikolaj Polevojs beeinflussen, der darauf bestand, dass die Ukraine
nicht zum groBrussischen Erbe gehdre, sondern von Russen erobert worden sei.
Das Zitat Polevojs liber die Ukrainer: “In diesem Volk sehen wir nur zwei wich-
tige Elemente der alten Rus’: den Glauben und die Sprache, aber auch die haben
sich mit der Zeit verdndert. Alles andere ist nicht unseres: Physiognomie, Ge-
miit, Gebdude, Alltag, Poesie, Kleidung” (zit. nach Nazarenko 2009, 164; Uber-
setzung von mir, M.1.) sehen wir fast wortwortlich bei Bodenstedt wiederholt:
“Zwei Elemente des alten Rufllands: Sprache und Religion, verwebten sich mit
seinem Organismus und sind bis jetzt die einzigen Zeichen der Ahnlichkeit zwi-

12 Darunter wird die Zeit des mittelalterlichen GroBreichs Kyjiver Rus’ verstanden, das ver-
schiedene Stamme um Kyjiv vereinigte.

Y Im Ukrainischen gibt es unterschiedliche Benennungen dafiir: Die Bewohner der Kyjiver
Rus’ werden u.a. als ‘rusy¢i’ bezeichnet, keinesfalls aber als ‘Russen’.
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schen Kosaken und Russen geblieben. Es leuchtet ein, dass bei dem seltsamen
Gemisch, aus welchem das Volk (der Ukrainer, M.1.) entstanden war, sich alles
Uebrige, wie seine Lebensweise, seine Physiognomie, seine Sitten, seine Ver-
fassung, seine Geschichte und Poesie auf eine ganz eigen-tiimliche und neue
Weise entfalten mufBite” (Bodenstedt 1845, 9). Auch diese Sichtweise schreibt
den Ukrainern eine spatere Entstehungszeit und eine gewisse unklare Herkunft
zu, wobei die Russen als Subjekt nachhaltiger historischer Entwicklung fungie-
ren. Nach Bodenstedt nahmen die ukrainischen Kosaken “die russische Sprache
und griechisch-katholische Religion an” (ebd., 7), was der Realitdt widerspricht.
In der Zeit, die Bodenstedt thematisiert, bedienten sich die ukrainischen Kosa-
ken der ukrainischen Sprache, wovon die Dumen zeugen, und ihr Glaubensbe-
kenntnis war christlich-orthodox: Gerade gegen die katholische und die grie-
chisch-katholische Kirche kdmpften die ukrainischen Kosaken hartnéckig.

Einige Bemerkungen Bodenstedts betreffen die ukrainische Sprache und die
Charakterziige der Ukrainer. Ukrainisch wird von dem Philologen als “die Toch-
ter der polnischen und russischen” Sprache und als der “wohlklingendste aller
slavischen Dialekte” gedeutet (ebd., X). Bodenstedts Beschreibungen der krie-
gerische Geschichte der Kosaken lassen ihn “das Ritterliche im Charakter der
Aristokratie Kleinrullands und das Wilde im Charakter des Volkes” (ebd., 15)
sehen.

Ein derartiges Ukraine-Bild hat der deutschsprachige Leser also Mitte des
19. Jh.s erhalten, das durch weitere Pridsentationen der ukrainischen Literatur
vertieft wurde.

Einige Jahre spéter, im Jahre 1862, hat die meistgelesene deutsche Zeit-
schrift “Die Gartenlaube” (Leipzig) einen Aufsatz {iber den ukrainischen Dichter
Taras Sevéenko verdffentlicht, der als Nachruf konzipiert war. Der Artikel hatte
den Titel “Ein russisches Dichterleben”, begann mit den Worten “Die Ukraine,
jene Gegend RuBlands, die der Dnepr durchflutet ...” und deutete Sevéenko als
einen kleinrussischen Dichter, der “in den letzten Jahrzehnten nicht blof in sei-
ner Heimat, der Ukraine, sondern im ganzen grofen RuBlland vielfache Aner-
kennung gefunden” hat, die “ebenso durch seine Bedeutung als volkstiimlicher
Dichter, Kiinstler und Mensch, wie durch seine Erlebnisse hervorgerufen wur-
de”. Die hohe Wertschitzung des volkstiimlichen Dichters wird mehrmals zum
Ausdruck gebracht, denn “den Volkston der Ukraine verstand niemand besser
anzuschlagen als er” (ebd.).

Dieser Artikel in dem populdren und beliebten Massenmedium, dessen Auf-
lagenhdhen ca. 10.000 Exemplare erreichten, spielte fiir das Verstdndnis der uk-
rainischen Identitét in Deutschland zweifellos eine zwiespiltige Rolle. Zum ei-
nen trug er dazu bei, dass deutsche Leser mit Taras Sevéenkos Leben und Werk
bekannt gemacht wurden, zum anderen aber wurde diese Bekanntmachung aus-
driicklich mit Russland verbunden, wobei die Begriffe ‘russisch’, ‘kleinrussisch’
und ‘ukrainisch’ auch hier gleichgestellt wurden. Obwohl Sevéenko als ukraini-
scher Autor beschrieben wird, der sich der ukrainischen Sprache bediente, ord-
net der Titel den Poeten der groen russischen Kultur unter.
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Der Autor des Artikels, Dr. Hermann Leopold Zunk, der nach dem Studium
an der Leipziger Universitdt in Russland lebte und angeblich mit russischen In-
tellektuellen bekannt war (Zymomrja 1999, 19), hat noch konsequenter als Bo-
denstedt den Standpunkt der offiziellen russischen Geschichts- und Kultur-
schreibung représentiert, demzufolge alle im Reich lebenden Kiinstler zu der
russischen Kulturwelt gehdrten. Somit wurde eine Tendenz eingeleitet, die der
ukrainischen Literatur noch bis vor kurzem zum Verhédngnis wurde: Sie sei nim-
lich ein Teil der russischen Kultur, da die Ukraine ein Teil des russischen Zaren-
reiches war. So war auch der nichste Baustein zum Image der Ukraine in Euro-
pa entstanden, und die Einordnung in den russischen Kulturraum wurde im wei-
teren von den deutschen Lesern als selbstverstiandlich angenommen.

Einige weitere Publikationen bekriftigten diesen Imagotyp. 1864 publiziert
die “Zeitschrift fir slavische Literatur, Kunst und Wissenschaft” einen Artikel
“Ueber die kleinrussische Sprache und Literatur”, der Uberlegungen zur Ukraine
(Kleinrussland), zu ihrer Sprache und Literatur thematisierte. Indem der Autor
die Entwicklung der ukrainischen Literatur von den Anfingen bis in die zweite
Halfte des 19. Jh.s skizziert und die ukrainische Poesie sehr hoch einschétzt, ge-
langt er zu dem Schluss, dass die kleinrussische Mundart sehr gut zum Gebrauch
im Alltag und in der Volksliteratur geeignet sei, dass aber fiir offizielle Zwecke,
fiir den Unterricht und die Unterhaltung von gebildeten Leuten nur die groBrus-
sische Sprache verwendet werden solle (Chanenko 1864, 212).

Die im ukrainischen Milieu aufgewachsenen oder dort lebenden Deutschen
hatten allerdings andere Ansichten iiber das ukrainische / kleinrussische Volk.
Besonders ausdriicklich kommen sie im Schaffen von Karl Emil Franzos (1848—
1904) zum Ausdruck, der in einer jiidischen Familie in Galizien geboren war,
eine ukrainische Amme hatte und im multikulturellen Czernowitz arbeitete. Zu
seinen Kulturbildern gehoren u.a. die literaturkritischen Skizzen “Die Kleinrus-
sen und ihr Sanger” (1878), “Die Literatur der Kleinrussen” (1889) und “Das
Volkslied der Kleinrussen” (1890), in denen der Schriftsteller detailliert iiber die
Eigenart der ukrainischen Kultur, Literatur und Sprache berichtet und sie der
russischen Kultur und Sprache gegeniiberstellt, indem er iiber zwei verschiedene
Volker spricht. Franzos skizziert die Geschichte des ukrainischen Volkes, wobei
er die Kleinrussen als ein Kernelement der Kyjiver Rus’ interpretiert. Auch er
gebraucht das Ethnonym “Russland”, aber in Klammern — neben “Rus”, ansons-
ten bedient er sich des damals iiblichen Ethnonyms “Kleinrussen”. Bereits die
Zeiten der Kyjiver Rus’ schildert Franzos als eine Periode, in der sich das klein-
russische Volk unabhéngig fiihlte, und Kyjiv bezeichnet er als die wichtigste
Stadt des damaligen Russlands. Er berichtet empdrt liber die Zeiten “der russi-
schen Unterdriickung und Assimilierung als Politik groBter Riicksichtlosigkeit”
(Franzos 1912, 269), als Versuche unternommen wurden, das kleinrussische
Volk zu entnationalisieren. Franzos protestiert gegen die von der russischen Re-
gierung “festgehaltene Fiktion, dass der Siiden gleichfalls von Russen bewohnt
sei, deren Sprache nur eben im Lauf der Jahrhunderte durch einzelne Polonis-
men entstellt worden wire” (ebd., 271). Er hilt das kleinrussische Volk fiir selb-
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stindig, geistig aktiv und stark, aber eher naiv, und er bedauert dessen histori-
sches Schicksal, unterdriickt zu werden, “im zdhen Kampfe um Sprache, Glau-
ben und Eigenart” (ebd., 241). Letztendlich aber schildert er das Bild eines Vol-
kes, das die eigene Kultur tiber Jahrhunderte doch bewahrt hat und nicht aufgibt
(ebd., 334).

Im letzten Viertel des 19. Jh.s wuchs das nationale Bewusstsein der Ukrai-
ner, die danach strebten, ihre nationalen Rechte geltend zu machen, von der
Weltgemeinschaft als Volk anerkannt zu werden und den anderen selbst die ei-
gene Kultur zu priasentieren. Diese Aufgaben stellten sich deutschsprachige Uk-
rainer, die im Osterreichischen Galizien und in der Bukowina lebten und rege
Kontakte mit der deutschsprachigen Welt pflegten. Die von ihnen angefertigten
Ubersetzungen erschienen in den deutschen und dsterreichischen Literaturzeit-
schriften “Die Gesellschaft” (Leipzig), “Die Zeit”, “Das literarische Echo” (Ber-
lin), “Vorwérts”, “Das Magazin fiir die Literatur” (Berlin-Leipzig), “Aus frem-
den Zungen” (Stuttgart-Leipzig), “Slawisches Tageblatt” und “Neue Revue”
(Wien). Mit den Redaktionen dieser Zeitschriften haben die ukrainischen
Schriftsteller und Ubersetzer Ivan Franko und Ol’ha Kobyljans’ka, die in beiden
Sprachen schrieben, sehr aktiv zusammengearbeitet. Gebiirtige Ukrainer griinde-
ten in Wien die deutschsprachigen Halbmonats- und Monatshefte “Ruthenische
Revue” (1903-1905) und “Ukrainische Rundschau” (1905-1915), um deutsch-
sprachigen Politikern, Diplomaten, der Presse und Kulturszene Informationen
tiber die Ukraine, ihre Geschichte und Gegenwart, Kultur und insbesondere Lite-
ratur zu liefern. Dies stellte eine breite Selbstdarstellung der Ukrainer dar und
war Zeichen davon, dass die Ukraine ihre Identitit in Kontakt mit anderen euro-
péischen Kulturen zu etablieren suchte.

Im Laufe von zwei Jahren hat die “Ruthenische Revue” 59 Werke von ukra-
inischen Autoren in deutscher Ubersetzung sowie 24 literaturkritische Artikel
publiziert, die der ukrainischen Literatur gewidmet waren (vgl. Symomrja 1984,
172). Nach Angaben von Woldan (2001, 612) wurden in der Zeitschrift ca. 30
ukrainische Schriftsteller vorgestellt und 20 Ubersetzer beschiiftigt. Die Zeit-
schrift hatte eigene Korrespondenten in Kyjiv, Lemberg, Czernowitz, Berlin,
Miinchen, Hamburg und pflegte rege Kontakte mit vielen deutschen Zeitschrif-
ten, die Materialien aus der “Ruthenischen Revue” nachdruckten.

Nach zwei Jahren Titigkeit wurde der Name “Ruthenische'* Revue” durch
“Ukrainische Rundschau” ersetzt (1905). Diese Namensverdnderung zeugt von
der Vertiefung des Prozesses der Selbstidentifizierung der Ukrainer und davon,
dass sie sich nach auBlen als Vertreter eines Volkes préisentieren wollten, das
zwar in verschiedenen Staatsgebilden lebt, aber eine Sprache und eine Kultur
hat. AuBBerdem verdeutlichte diese Namensidnderung den Willen der in den &stli-
chen Kronlindern der Osterreich-Ungarischen Monarchie und in der sogenann-

' Die Ukrainer wurden in Osterreich als Ruthenen bezeichnet, im Russischen Zarenreich als
Kleinrussen.
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ten “GroBukraine”" lebenden Ukrainer zur Vereinigung in einem eigenen Staat.
Aus diesem Grund ermunterte der Redakteur der “Ukrainischen Rundschau” W.
Kuschnir auch Wissenschaftler und Schriftsteller aus beiden Teilen der Ukraine
zur Zusammenarbeit — viel mehr, als dies sein Vorgidnger Roman Sembratovy¢
getan hatte.

Diese Medienpublikationen trugen dazu bei, dass allmdhlich auch in den
deutschsprachigen Léndern ein anderes Ukraine-Bild entstand, und dass das
Verstiandnis wuchs, dass die Ukraine nicht identisch mit Russland war, sondern
eine eigene alte und reiche Kultur aufwies. Dieser Gedanke wird sehr deutlich in
einer literarischen Studie des Slavisten Alfred Jensen, die 1916 in Wien ge-
druckt wurde. Sie trug den Titel “Taras Schewtschenko. Ein ukrainisches Dich-
terleben” und deutete den Werdegang der Ukraine ganz anders als z.B.
F. Bodenstedt, und auch breiter als K. E. Franzos: “Bereits im 5. Jahrhundert
war die Ukraine groftenteils slawisiert und Kyjiv wurde nach der warjagischen
Ansiedelung am Dnipro im 9. Jahrhundert bekanntlich die Hauptstadt und der
Kulturherd des ersten ukrainischen Reiches” (Jensen 1916, IX). Fiir die Be-
zeichnung der Kyjiver Rus’ gebraucht Jensen nicht mehr das Ethnonym “Russ-
land”, wie viele andere europdische Wissenschaftler, sondern “Ruthenenland”
und unterstreicht somit den ukrainischen Anspruch auf die Geschichte und Kul-
tur der Kyjiver Rus’: “Als das alte Kyjiv auf der Hohe seiner Macht stand und
Beziehungen mit dem Abendlande ankniipfte, war das kulturelle Niveau in dem
damaligen Ruthenenlande ungleich hoher als 500 Jahre spater, da Iwan Grosnyj
das moskowitische Einheitswerk vollendete” (ebd., XIII). Bei der Beschreibung
spéterer Zeitperioden benutzt Jensen fiir die Russen das Ethnonym “Moskowi-
ter” und unterscheidet so zwischen Russen und Ukrainern. Die Deutung der Be-
ziehungen zwischen Russen und Ukrainern lassen sich in AuBerungen wie fol-
genden ablesen: “In der 6stlichen Ukraine machten es sich die Moskowiter be-
quem” (ebd.), oder: “Das Vernichtungswerk der russischen Regierung wurde
1783 mit der endgiiltigen Aufhebung der kosakischen Heeresorganisation ge-
kront” (ebd., XII).

Jensen duflert sich auch zum Thema der ukrainischen und der russischen
Sprache, indem er ausdriicklich von einem “wesentlichen Unterschied zwischen
den beiden” spricht: “Mogen die Gelehrten auch noch so heftig iiber den sprach-
lichen Charakter des berithmten Igorliedes streiten — es steht fest, dafl diese ei-
genartig frische und lebensfrohe Poesie niemals aus moskowitischem Boden
hervorsprieen konnte” (ebd., XIII). Die Kosaken schildert Jensen nicht mehr
als wildes Gemisch, sondern als einen “wichtigen politischen Faktor in Osteuro-
paund als Vorkédmpfer fiir die nationalen Forderungen der Ukrainer” (ebd., X).

Ein derartiges Bild der Ukraine schuf Jensen zweifellos unter dem Einfluss
ukrainischer Kulturschaffender wie Ivan Franko sowie dank den zahlreichen
Publikationen in den oben erwdhnten Zeitungen und Zeitschriften, deren Zahl
vor und wihrend des ersten Weltkrieges wesentlich zunahm. Insbesondere stie-

15 Unter GroBukraine versteht man die ukrainischen ethnischen Territorien, die zum Russi-
schen Zarenreich gehorten.



75

gen die Publikationsaktivititen mit der Griindung des “Bundes zur Befreiung der
Ukraine”, der versuchte, die Idee einer unabhingigen Ukraine in Europa zu po-
pularisieren'®. Die vom Bund herausgegebenen “Ukrainische Nachrichten”
(1914-1917), die Wochenzeitung des Ukrainischen Hauptrates ‘“Ukrainisches
Korrespondenzblatt” (1914—-1916) / “Ukrainische Korrespondenz” (1916—1918),
die Zeitschrift “Ukrainische Blétter. Zeitschrift fiir die politischen und kulturel-
len Bestrebungen des ukrainischen Volkes” (Wien) stellten dem europdischen
Leser ein breites Bild der ukrainischen Geschichte, Gegenwart und Kultur vor
und wiesen auf die eigenstindige Kultur der Ukrainer und auf das Recht hin, in
ihrem eigenen Staat zu leben. Es sei auch die Rolle der deutsch-ukrainischen
Gesellschaft (1918-1926) erwéhnt, die von dem Politiker und Publizisten Paul
Rohrbach (1869—-1956) gegriindet wurde und in ihrer Zeitschrift “Die Ukraine”
sowie in anderen Publikationen'” die Deutschen aufgerufen hat, die Bestrebun-
gen der Ukraine nach einem selbstindigen Staat zu unterstiitzen'®. An dieser
Idee arbeiteten viele ukrainische Emigranten, die sich in Berlin niederlieSen und
danach strebten, die deutsche Offentlichkeit fiir die ukrainischen Freiheitskimp-
fe zu sensibilisieren.

Eine dieser Anhingerlnnen der ukrainischen Freiheit war die deutsche
Schriftstellerin und Ubersetzerin Anna Charlotte Wutzky (1890-1952)," die
sich der ukrainischen Thematik unter dem Einfluss der ukrainischen Emigranten
zuwandte. 1918 publizierte sie das Biichlein “Ad astra!: 3 Marchen von der geis-
tigen Ukraina”, das drei in Berlin lebenden ukrainischen Kulturschaffenden und
Politikern gewidmet war: “Eugen Turula,” Alexander Skoropyss von Joltuch-
owsky?' und W. Kozlowsky”?. Die drei Marchen thematisieren in allegorischer

' Der Bund hat 50 Biicher und 30 Broschiiren herausgegeben, u.a. auf Deutsch “Ukraine und
ihre internationale politische Bedeutung” (Wien 1915) und “Ukraina. Land und Volk” (Wien
1916).

17 Dazu gehdren u.a. folgende Arbeiten: Der Aufsatz von P. Krimer “Die Ukraine”, der ukra-
inischen historischen Liedern gewidmet war, die Skizze von Je. Levyc’kyj “Die wiederer-
wachte Ukraine”, die die ukrainische nationale Wiedergeburt thematisierte, die Broschiire
“Die Ukrainer” von Prof. R. Giinter, der die Selbstindigkeit der ukrainischen Sprache nach-
weist, die ukrainische Literatur charakterisiert und die ukrainische Hymne in Ubersetzung
anfiihrt.

'8 Die politische Titigkeit von Paul Rohrbach wird von den meisten deutsch- und englisch-
sprachigen Autoren negativ bewertet: Er sei ein “Rassenchauvinist, der nicht zuvorderst das
Selbstbestimmungsrecht der Volker, sondern die Hegemonie Deutschlands in Osteuropa im
Sinn gehabt habe” (Bieber, H. [1972]. Paul Rohrbach — ein konservativer Publizist und Kriti-
ker der Weimarer Republik. Berlin, S. 249).

19 A. Ch. Wutzky schrieb Biicher iiber F. Grillparzer, J. StrauB und F. Schubert und gilt als
bekannte Romanistin.

20 prof. Eugen (Jevhen) Turula (1882-1951) war Komponist und Dirigent aus Galizien, der
zum “Bund zur Befreiung der Ukraine” gehdrte und Chére in Kriegsgefangenenlagern organi-
sierte. Moglich wire, dass Wutzky gerade von ihm ukrainische Volkslieder gehort hat sowie
Gedichte von Sev&enko. Man kann annehmen, dass die Beschiftigung mit der Musik der
Grund fiir die ndhere Bekanntschaft war.

21 Alexandr Skoropys-Joltuchovs’kyj (1880-1950) war Politiker und Publizist, eines der ak-
tivsten Mitglieder des “Bundes zur Befreiung der Ukraine” und einer der Griinder des Ukrai-
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Form die Ukraine, ihre Lieder und ihr Schicksal. Schon der erste Satz des Gelei-
tes belegt, dass sich die Dichterin in der Geschichte und derzeitigen Situation
der Ukraine auskennt: “Voll Schwere ist dein Joch... Ich flehe, dass nur ein’s
der Himmel dir vergonne / Dass sie nicht von dir flichen, die Besten deiner S6h-
ne” (Wutzky 1918, 3). Die Autorin benutzt Zeilen aus dem Gedicht “Reflexion”
des ukrainischen Dichter Ivan Franko, dessen Gedichte sie hoch schétzte und ins
Deutsche iibersetzte™. Das Schicksal der ukrainischen Emigranten lief die
Schriftstellerin nicht gleichgiiltig, und sie wurde durch deren Kampf fiir die Un-
abhingigkeit der Heimat inspiriert. In ihren drei Méarchen dominieren fiir die
ukrainische Literatur und Folklore typische Bilder: Leiden des Volkes, Kampf
fiir die Freiheit, Hoffnung auf eine bessere Zukunft. So lesen wir im Méarchen
“Ikaria” iiber die “leuchtende Ruhmesfackel eines groflen Landes” und die K&-
nigin Ikaria, die “den Geist ihres Volkes aufwirts in lichte Hohen” lenkte (ebd.,
25), auBerdem iiber den Kampf des Volkes gegen neidische Feinde, der aller-
dings erfolgslos war, obwohl “edelster Heldenmut im Volke emporflammte”
(ebd.). Einen Erloser sieht die Autorin in der Figur des Dichters: “Wenn ein sol-
cher Prophet deinem Volke erwiéchst, darf es darin ein Zeichen erblicken, dass
es nicht flir ewige Zeiten zur Finsternis und Knechtschaft verdammt ist. Denn
nie ward einem Volke Geistesgut verlichen, auf dass dies Gut verkiimmere”
(ebd., 28). Auf diese Weise chiffriert die Autorin die wichtige Rolle des poeti-
schen Wortes fiir das ukrainische Dasein sowie die Rolle des Poeten fiir die uk-
rainische Wiedergeburt.

Das wiederkehrende Motiv des poetischen Wortes als geistliches Epizent-
rum der ukrainischen Kultur und der ukrainischen Identitdt kommt bei vielen
Ubersetzern der ukrainischen Literatur vor: Fiir die Sevéenko-Ubersetzerin Julia
Virginia (1878-1936) war der Dichter Symbol des ganzen ukrainischen Volkes,
der Schriftsteller und Literaturwissenschaftler Gustav Specht (1885-1956) hielt
Sevéenkos Leben fiir eine Widerspiegelung des geistigen Schicksals des Volkes.

Die enge Freundschaft Wutzkys mit ukrainischen Schriftstellern, insbeson-
dere mit Bohdan Lepkyj, hat ohne Zweifel ihre Wahrnehmung der magischen
Kraft der ukrainischen Dichtung verstdrkt. So schreibt A. Wutzky in dem Arti-
kel “Bohdan Lepkyj in der deutschen Literatur”, der in der ukrainischsprachigen
Zeitung “Svoboda” in den USA herausgegeben wurde, dass das Werk Bohdan
Lepkyjs eine allgemeinmenschliche geistige Atmosphére vermittele, die “uns
zum Verstdndnis von weiten und fremden nationalen Gefiihlen fiihrt. Eine sol-
che Atmosphére ist nur einem echten Kunstwerk eigen. ... Wenn man in
Deutschland das ukrainische Land kennt, seine Menschen (menschliche Men-
schen) und seine Natur versteht, so geschieht es dank den Novellen Lepkyjs.

nischen Wissenschaftliches Institutes in Berlin sowie der Gesellschaft “Freie Ukraine”; er war
auch Autor des Aufsatzes “Die Bedeutung der selbstédndigen Ukraine fiir ein européisches
Gleichgewicht” (1913).

22 ysevolod Koslovs’kyj (1877—1933?) war Sekretér des “Bundes zur Befreiung der Ukraine”
und 1918 Sekretir der ukrainischen Botschaft in Berlin.

3 Wutzky, A. (1921). Aus dem Ahrenlande. Ukrainische Lyrik in deutscher Nachdichtung.
Berlin.
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Und wenn Deutsche die politische Tragddie des ukrainischen Volkes verstehen,
so geschieht es dank seinen Gedichten, insbesondere «Nocturno»” (Wutzky
1922, 2).

1920 hat Wutzky die Sammlung “Bandura-Klinge: Zwolf Ukrainische
Volkslieder und die Nationalhymne «herausgegeben, die von ihr iibertragene
Volkslieder samt Originalen und Noten enthielt: Historische und scherzhafte
Lieder, ein Weihnachtslied und ein Tanzlied «Kolomyjka» sowie das Gedicht
«Ne pora» von Ivan Franko («Ukraina, du herrliches Land, das dem Grabe der
Knechtschaft entstieg»)”, das von der Ubersetzerin als Nationalhymne bezeich-
net wird*. Mit dieser Wahl prisentierte die Ubersetzerin den Reichtum der uk-
rainischen Folklore und deren Vielfalt, aber auch die Idee des selbstaufopfern-
den Kampfes der Ukrainer fiir die Freiheit.

1921 publizierte Wutzky die Sammlung “Aus dem Ahrenlande: ukrainische
Lyrik in deutscher Nachdichtung” mit 16 Gedichten von Ivan Franko und fiinf
von Lesja Ukrajinka. Diese Ubertragungen sind von hoher Qualitit und groBem
Wohlklang und zeugen davon, dass ihr die ukrainische Kultur und Mentalitét
sehr nah waren.

Noch Ende der 30-er Jahre wurden Ubertragungen Wutzkys von der Gesell-
schaft der Freunde des Ukrainischen wissenschaftlichen Institutes herausgege-
ben.

Dieses Institut wurde allerdings in vielen deutschen und auch sowjetischen
Quellen als nationalistisch und ‘profaschistisch’ (Pohrebennyk 1988, 243-244)
gebrandmarkt, da es von ukrainischen Emigranten gegriindet und von deutscher
Seite finanziell unterstiitzt wurde, insbesondere aber, weil in Publikationen des
Institutes die sowjetische Kulturpolitik als diktatorisch und imperial kritisiert
wurde. Dass das Ukrainische wissenschaftliche Institut in Berlin das Ziel hatte,
Kenntnisse iiber die Ukraine im deutschsprachigen Raum zu verbreiten, die Be-
ziehungen der Ukraine mit Westeuropa zu untersuchen und ukrainische Wissen-
schaftler und Studierende zu fordern, wurde haufig negativ interpretiert; dabei
wurde nicht beriicksichtigt, dass viele Werke der ukrainischen Literatur und
wissenschaftliche Forschungen tiber die Ukraine im Rahmen der Tétigkeit die-
ses Institut verdffentlicht wurden. So erschien z.B. 1930 das Buch “Das geistige
Leben der Ukraine in Vergangenheit und Gegenwart”, das die ukrainische
Sichtweise auf die Geschichte Osteuropas présentierte und reiches Material {iber
ein breites Spektrum der ukrainischen Kultur enthielt. Es war einer der wichti-
gen Schritte bei den Bemithungen der ukrainischen Diaspora, an deutsche Leser
der Weimarer Republik zu appellieren und auf ihrer mentalen Landkarte Euro-
pas das ukrainische Volk préasent zu machen.

Einen lesenswerten Artikel, der die Besonderheiten der ukrainischen Menta-
litdt und Kultur thematisiert, finden wir 1939 in der Zeitschrift “Slavische Rund-
schau. Berichtende und kritische Zeitschrift fiir das geistige Leben der slavi-
schen Vélker”. Der Autor, Prof. M. Rudnyc’kyj, schrieb in diesem Artikel iiber

 Das Gedicht wurde angeblich unter dem Titel “Nationalhymne” schon 1897 in Leipzig
publiziert: https://uk.wikipedia.org/
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die ukrainische Romantik und ihren Unterschied im Vergleich zur europdischen
Romantik, womit er offensichtlich das in der Literaturwissenschaft hiufig be-
handelte Thema “ukrainischer Dichter und das ukrainische Volk” aufgreift. Eu-
ropdische Romantiker, so Rudnyc’kyj, schopften aus der Volkspoesie Inspirati-
on, wobei sie vergallen, dass sie ihr dies schuldig sind. Ukrainische Romantiker
dagegen schopften aus den Quellen der Volkspoesie, um sofort das dort Geborg-
te zurtickzuzahlen. Die ganze ukrainische romantische Literatur sei romantisch,
weil sie sich auf den Altar der Heimat opfere — sowohl die eigenen Werke als
auch die eigenen Talente. Ohne die ukrainische Romantik sei die ukrainische
Nationalbewegung undenkbar (Rudnyc’kyj 1939, 191-192).

Ungeachtet zahlreicher Versuche, die Aufmerksamkeit der deutschen Of-
fentlichkeit auf die ukrainische Identitit und die Spezifik der ukrainischen Kul-
tur zu lenken, fanden diese Stimmen zu wenig Gehor; die staatslosen Ukrainer
hatte keine politische Lobby, so dass sich im Kollektivbewusstsein Deutschlands
kaum Kenntnisse iiber die Ukraine als ein Subjekt der europdischen Geschichte
herausbildeten. Vereinzelte Pladoyers wurden durch immer lautere Politparolen
tiber die sowjetische Identitét schnell geddmpft.

Dies zeigt sich auch, wenn man sich an Versuche sowjetischer ukrainischer
Schriftsteller erinnert, mit deutschen Schriftstellern der Weimarer Republik
Kontakte zu kniipfen, um die ukrainische Literatur zu popularisieren.

Eine solche Mission unternahm der Sekretdr des Allukrainischen Verbandes
der proletarischen Schriftsteller Ivan Mykytenko, der mit einer Delegation ukra-
inischer Autoren nach Deutschland fuhr. In seinem Reisebericht, der in Form
eines Buches publiziert wurde, erzéhlt Mykytenko iiber das Gespriach mit dem
Verleger W. Herzfelde, dem ein Brief des ukrainischen Verlags “Ukrajins’kyj
robitnyk™ iiberbracht wurde. Da dieses Gesprich die vorherrschenden Vorstel-
lungen veranschaulicht, méchte ich hier daraus zitieren:

— Sie sind wohl nicht sehr gut tiber die ukrainische Literatur informiert, fra-
ge ich.

— Alle Werke der russischen Literatur, die in deutschen Ubersetzungen er-
schienen sind, kenne ich gut. Alle.

— ... Aber ich frage nach der ukrainischen Literatur. Nicht nach der russi-
sche, sondern nach der ukrainischen ...

— Wie? — fragte er endlich. — Selbstdndige ukrainische Literatur?

— Vollig selbstandige.

Da zuckte er mit den Achseln.

— Ich weiB nicht, ich habe nichts davon gehort, kann nichts sagen ... Und
eine selbstindige Sprache?

Da war ich und nach mir auch Peter Kosch ratlos.

— Ja klar! — rief Peter unzufrieden.

— In der Tat. Absolut selbstiandig. — fligte ich hinzu.

Herzfelde schaute uns {iberrascht an.

— Vielleicht ein Dialekt?
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— Kein Dialekt! — rief Peter. — Eine selbstdndige Sprache, die alte ukraini-
sche Sprache, eine sehr reiche Sprache von vierzig Millionen Menschen. Zeig
ihm das Album mit den Portréts eurer Schriftsteller! (Mykytenko 1965, 99).

Wieland Herzfelde, Publizist und Begriinder des “Malik-Verlags”, der sich
auf kommunistische Literatur spezialisierte, war Mitglied der Kommunistischen
Partei Deutschlands, hatte Kontakte zu russischen Schriftstellern und Herausge-
bern und unterstiitzte in seiner Tatigkeit die Sowjetunion. In den 20-er Jahren
publizierte er in grofen Auflagen Ubersetzungen russischer Autoren. Aber auch
nach den Erkldrungen Mykytenkos hatte sich an seiner Wahrnehmung der ukra-
inischen Literatur als eines Teils der russischen nichts gedndert. Davon zeugt
z.B. die Sammlung “Dreissig neue Erzéhler des neuen Russlands. Junge russi-
sche Prosa”, in die u.a. die Erzdhlung “Much Makar” des ukrainischen Autors
Petro Pan¢ aufgenommen wurde. In der biographischen Notiz, der kiirzesten von
allen, wird angegeben, dass Pan¢ Ukrainer sei und zu der jungen Generation der
Schriftsteller gehdre, die dank der nationalen Selbstéindigkeit der Ukraine ins
Leben gerufen worden sei (Dreissig 1931, 614).

Aus diesem kurzen Uberblick l4sst sich schlussfolgern, dass die Zugehorig-
keit eines groBen Teils der Ukraine zur russischen Monarchie nichts daran geén-
dert hat, dass die deutsche Rezeption diesen ganzen multiethnischen Raumes als
einheitlich russischen Kulturraum aufgefasst hat; eine eigene ukrainische Identi-
tat wurde allenfalls innerhalb dieses russischen Gesamtrahmens wahrgenom-
men. Die aus den chemaligen Osterreichischen Gebieten stammenden Kultur-
schaffenden waren sensibler gegeniiber nationalen Kulturen, vermochten aber
dieses Stereotyp kaum zu zerstoren. In beiden Féllen wird in den Darstellungen
die ukrainische Identitdt mit dem schweren Schicksal und dem Freiheitskampf
des Volkes verbunden; die am haufigsten erwéhnten, fiir sie charakteristischen
Phénomene sind Sprache, Kosakentum und Dichtung.
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THE PROCESS OF THE DEVELOPMENT OF UKRAINIAN
NATIONAL IDENTITY AND THE QUESTIONS ABOUT VALUES.
THE CASE OF MAJDAN LITERATURE

Katarzyna Jakubowska-Krawczyk
(Poland)

In this paper the author analyses accounts of the events of the dignity revo-
lution focusing on the value system and its impact on the identity of the partici-
pants of the Majdan. The goal of the study is to expose the way in which the nar-
rative and the self-narrative is constructed as a means to raise awareness, to
evaluate and interpret events. At the same time, it is investigated how, according
to the authors of the analysed texts, the identity changes evoked by the revolu-
tion affect the society as a whole and how they should shape its future.

Key words: Majdan literature, narrative, value system, identity

IMPOLIEC TBOPEHHSI YKPAITHCBHKOI HAIIIOHAJILHQT
ITEHTUYHOCTI TA IUTAHHS IIIHHOCTEMN.
JITEPATYPA MAWUJIAHY

Kamaswcuna fAxydosecvka-Kpasuuk

Y cmammi npoananizoeano ceiouenns aemopie npo noodii Pesontoyii
Tionocmi 3 oenady na cucmemy yinnocmetl, siKa it meopuna, a maxkodc ii 6nius
HA MOMOJNCHICMb YHaACHUKI8 nodili na Matioani. Memotw oocniodcenns €
npeocmasnents cnocoois no6yoosu Hapamusy ti 0OHOHYACHO - ABMOHAPAMUBY
5K OOHUX 3i CNOC00i6 BOpMYSanHs c8i0OMOCMI, OYIHKY U IHmepnpemayii nooit.
Ipoananizoeano sk, Ha OYyMKy asmopie, 3MiHA — MOMONCHOCMI, BUKIUKAHA
Pesontoyicio, ennusac na yine cycninbcmeo ma Akuii ye Mamume Niu8 Ha 1020
MauoymHe.

Knouosi cnosa: nimepamypa Maiidany, Hapamug, cucmema yiHHOCHEL,
MOMOJICHICMb.

Revolutions and wars are always a testing time for the people involved. Ex-
tremely difficult experiences require constant decision-making: whether one
should get involved, where the boundary should be set between the private and
social life, to what extent one should give up personal interest for the common
good. As Katarzyna Rosner writes: “The understanding of a human being [...]
exposes reflexivity, thinking [...]. A thought, understanding is guided firstly by
the individual, his or her development and changing life situation.” (Rosner
2003, 6). During the hard months of 2013-2014 all of those questions that were
faced by the Ukrainians not only allowed them to determine their position on the
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Majdan events, but mainly changed themselves. Especially that, as the philoso-
pher further notes, “(self-understanding) becomes the main factor constituting
the consciousness of the individual. It can be said that their identity is not some-
thing given here, but inflicted, calling for definition, whilst the term (self-
definition) develops in time, similarly as the very existence of the individual and
— as long as it lasts — it is never final. [...] the identity constructed by reflection
(self-understanding) accompanying its existence.” (Rosner 2003, 6).

During the Kyjiv Majdan, the values and identity were subjected to particu-
lar trials. It is no accident that these events were named the revolution of dignity.
It is very well illustrated in the fragment of text “Majdan vid perSoji osoby”, in
which the authors demonstrate how strongly, in their opinion, the need to fight
for dignity was present in the Ukrainians — an inseparable element of the every-
day life of every human. Therefore, the attitude of those ruling Ukraine, who
have shown that they do not respect their citizens, treat them instrumentally and
deprive them of subjectivity, sparked the protests of millions of Ukrainians
(Kovtunovy¢, Pryvalko 2015, 29). As Katja Petrovs’ka writes: “In the West it
was said that they were in favour of democracy, but they only demanded their
own dignity, quite ordinary things, which are so hard to define, to not look at
each other with embarrassment, with an almost physiological need to simply
remain a human being and defend one’s right to be a human.” (Andruchowycz
2014, 52). Cardinal Lubomyr Husar emphasises that the Majdan is a community
of people of different ages and with varied education, who believe in similar
values (Kovtunovy¢, Pryvalko 2015, 314). In the collective journal of the revo-
lution “Ohien’ Majdanu” the same was highlighted by Oleksij Polehkyj, who
stressed that this was not so much about the geopolitical, linguistic or historical
conflict, but about values. It’s a problem of identity. A change of consciousness
is taking place, verification of the way of thinking about decisions and motiva-
tions (Gluza et al. 2015, 63).

This reflection is very well mirrored in literature, as the narrative is one of
the ways to build awareness. In the self-narration a human organises their world,
assigns values to things and events, places them in appropriate categories. What
is more, they create themselves, interpret the past and project the future. All this
then leads to the creation of one’s own system of values, which on the one hand
is made by the identity, and on the other hand — co-created by oneself.

For the analysis of the category of values in the context of the revolution of
dignity, the elements of E. Bielicki’s definitions are useful. The researcher be-
lieves that “values co-create the qualities of awareness, and thus they are ele-
ments modifying the recognition of important situational factors.” (Bielicki
1983, 48-49). The revolution of dignity could not have had such power, if there
had not been for profound changes in the consciousness of not only individuals,
but also entire groups. Violation of principles followed by the society led to
enormous fatigue of citizens, and in consequence — to opposition: “I stand on the
Majdan, because I’ve had enough — lies, bribes, tax scams, rudeness” — writes
Viktor Teren (Gluza et al. 2015, 60). Ordinary people in a very tangible way ex-
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perienced in their lives that humanist values organise the every-day reality in a
way that serves the community well. And only thanks to such a position they
were willing to commit to far-reaching austerity and sacrifices. These kind of
awareness processes, however, occur at a particular point in time; taking into
account its volatility “a good concept must be woven into [...] understanding of
own life as an unrolling story. We must perceive our life as a narrative.” (Rosner
2003, 35). Moreover, building such a concept, we consider it in various perspec-
tives: past, present and future. Thus, in the literature we analyse, the authors re-
fer to the Ukrainian history, especially the latest. They invoke the events preced-
ing the protest, the present times of Majdan, and the projected future, i.e. that
what may happen after the revolution. As noted by the researcher of human
identity, Charles Taylor: “That who I am must be understood as that who I have
become. In order to make a proper assessment, we must look both behind, and
forward. The point is, that as a creature that develops and becomes, I can know
myself only through my history of maturation and regression, history of victo-
ries and failures. My self-understanding has, out of necessity, the time dimen-
sion and is based on the narrative.” (Taylor 1995, 94). Thanks to this we can
consider the human life, but also the life of nations, as a constant existence —
continuance, subjected to various processes and tests.

The first time perspective I would like to concentrate on are the pictures of
the past, presented by the authors. In many texts the authors, looking back at
their life, and the life of Ukrainian society, in a certain way examine their own
conscience. They wonder how it is possible that so many illnesses affect their
country. Many of the Majdan texts are an attempt to settle the past, critically
look not only at the authorities, but also at themselves. A good example is a re-
flection of Olena Den’ha: “Janukovy¢ lives in each one of us. [...] Through our
actions (or inaction) we caused this gang to be in power. It is not about the pres-
ident’s chair, place in the parliament or deputy status — this system crawled eve-
rywhere, from minor to major officials. Who, if not us, spoiled them with
bribes? I will not believe that there are people who did not hand even the small-
est compensation to the official — because they wanted to circumvent the law or
make it work. [...] Seemingly, we don’t support it globally, but sometimes one
wishes to solve something faster, easier... [...].” (Gluza et al. 2015, 54).

The authors raise the problem of not only the authorities, but also mecha-
nisms that led to them; they are trying to demonstrate the need for change in
every single citizen. While analysing the selected texts, K. Zygulski’s division
may prove helpful, into three types of hierarchy of values, namely: declared,
recognised and practical (Zygulski 1975, 49). Those declared in the past were
often dominant, as in the case of the above quotation, in which the fact of the
universality of functioning of bribes in the face of numerous declarations of their
disapproval is exposed. The recognised values remained attractive most often
only in the intellectual sphere. The fact is that the struggle for dignity was an
important component of the worldview of many Ukrainian citizens, but until the
revolution only a small percentage was involved in it actively. As noted in the



84

“Zwrotnik Ukraina” Katja Petrovs’ka, the majority only moved within well-
known, safe routes: family, friends, professional, etc. (Andruchowycz 2014, 52).

Those two above-mentioned categories of values and the way of their per-
ception by the Ukrainian society significantly affected the third type, namely the
practical values, so those organising the every-day life, allowing efficient navi-
gation in the surrounding world. There was also an inverse correlation. In order
to deal with every-day matters, one had to modify the system of values.

The discrepancy between the values deemed as important and the possibility
to implement them led to mass protests, as on the one hand, they are a vital ele-
ment of the human psyche; on the other hand, they are connected to the human
emotions. These two factors, combined with the processes of processing infor-
mation, acted so strongly that the Ukrainians decided to go out on the streets en
masse. Especially that the moral assessment of the authorities’ deeds remained
completely contradictive to the system of values deeply-rooted in Ukrainian cul-
ture. “Ukraine will not forgive the assassination of its children” — writes Marija
Matios in her diary (Matios 2015, 18). It is the moment when, according to the
narrators, there is no longer any choice. These cases support the theory of politi-
cal anthropology of Critchley, who identifies anger as a key ingredient of politi-
cal experience and calls it “the first political emotion”, the “emotion that pro-
duces motion, the mood that moves the subject.” (Critchley 2008). It triggers
resistance, and without it most democratic processes would take a very different
course. According to the authors, it is necessary to protest against the current
state of affairs and lead not only to political changes, but also social ones, start-
ing with one self. “To stand on the Majdan is not everything. Help to become
different” — writes Marija Matios (Matios 2015, 21).

At the time of describing these events, in the narratives the identification of
values with action takes place. Referring to the definition of A. Adler, the belief
is pushed to the foreground that “the evaluation of single individuals or the col-
lective may be explored only using their actions. This way the action is the only
empirically known aspect of values.” (Misztal 1975, 28). Hence, for the authors
the basis for assessing people taking part in the protests are precisely their ac-
tions.

The analysed texts, the picture of the Majdan is a patchwork of several cate-
gories of values. Firstly, there are social values, measured with involvement in
the common good, co-creation of structures, involvement in social activity, as
well as the assessment of phenomena in terms of the good of the nation. This
kind of values in analysed texts attracts most attention. Self-sacrifice, selfless-
ness and devotion of people coming to the Majdan is emphasised. Anna
Wolochowa states: “it turned out quickly that there were more people bringing
food than ones in need.” (Gluza et al. 2015, 30). The rector of the Greek-
Catholic seminary, Petro Zuk, notes that everyone performs tasks assigned to
them. There is no consensus on violence, and one must not be silent when the
evil happens. He emphasises a very strong need to unite, and internal solidarity
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in the struggle for the good of Ukraine. The examples of such activities are
found in all readings devoted to the revolution of dignity.

In the analysed texts an important position is taken also by the allocentric
values. Interpersonal relations were one of the most important issues discussed.
Help to others and building a strong community were one of the basic rules
shaping the Majdan. As noted by the Polish journalist, Pawel Boblowicz, cited
by T. Kovtunovy¢ and T. Privalko, he for the first time got to know a Ukraine
deprived of the legacy of the Soviet Union at the Majdan, a Ukraine filled with
kindness, a cultural Ukraine, in which the good of the other human being was
important. The journalist concludes: “It was simply the system of organising the
country that did not allow their values to be values in force.” (Kovtunovyc,
Privalko 2015, 30). Oksana Zabuzko, on the other hand, emphasises the surpris-
ing openness and readiness to help of the people encountered both the simple,
and those holding prestigious positions, e.g. a notaries: “Come if help is needed,
I have friends ...” (Kovtunovy¢, Privalko 2015, 302).

According to the authors, creating a strong community during the revolution
was an incredibly important experience for the Ukrainian society, turning away
from the intensifying processes of individualisation and closing into one’s own
world, favouring the good of a group over an individual’s, as well as readiness
to sacrifice not only one’s own wealth and position, but also one’s life — for oth-
ers.

The examples I have analysed fit well into the classification of citizens’
identities (Westheimer, Kahne 2004) and their typical activities. All of them
were observed during the dignity revolution. The first involves individuals tak-
ing responsibility for the events, in our case: financing medicines, food, clothing
etc. The second one — the participative one, requires greater involvement;
providing food and segregating and distributing medicines are but a few exam-
ples. As noted by Karolina Starego, these models are “based on responsibility,
skills, individual values, disposition and attitudes. They are apolitical, because
they replace the political with the social or the individual. They are functional,
because the civic activism they promote is mostly directed towards achieving
social cohesion (Biesta 2011)” (Starego 2015, 50). Finally, Joel Westheimer and
Joseph Kahne identify the third type, “oriented towards social justice”, which is
aimed at answering the questions about the antecedents of the current situation
(the outbreak of the rallies, the crippled law enforcement in Ukraine etc.). Those
who followed this model would engage in the Majdan upon reflection on various
aspects of this action. This approach involves a broader perspective, based on
the critique of the current system and calling for long-lasting systemic change
(Westheimer, Kahne 2004).

Revolution was also a kind of reactivation of the social capital, which, ac-
cording to F. Fukuyama, “has its source in such ‘irrational’ phenomena as reli-
gion or traditional ethical forms, and its generating and maintaining is necessary
for correct functioning of ‘tangible’, modern economical, political and also so-
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cial institutions.” (Adamczyk 2015, 128). For their development and strengthen-
ing, it is necessary to reach out to culturally rooted values.

According to the authors, an important role in maintaining the embers of
revolution was played by emotional values. As the researchers claim, a human
being has a tendency to attach more weight to strong experiences, regardless of
whether they assess them as positive or negative. The power of experience
counts above all. And there was no shortage of those with great emotional
charge in Kyjiv, at the turn of the year 2013/14. Especially in the cases of violat-
ing human freedom, autonomy, and even respect for life the basis for modern
European morality and culture (Taylor 2001, 25). The described emotions were
associated with severe disappointment and disapproval of the current situation.
As explored by Critchley, this is the starting point for the construction of “nor-
mative principles that might enable us to face and face down the present politi-
cal situation” (Critchley 2008, 10), because according to the author “philosophy,
modern post-Kantian philosophy, begins not in an experience of wonder at what
is, but from an experience of failure and lack.” (Critchley 2008, 45). Such an
experience helps verify the evaluation of the situation and realize the necessity
of creating new social and political ethics based on universal moral judgment.

The face of revolution were also aesthetic values. Contrary to many others,
the Ukrainian revolution of dignity paid much attention to the role of beauty and
art in building a new social order. Standing on the Majdan artists tried to intensi-
fy the protests referring also to the aesthetic experiences: “And at the Majdan
creativity blossomed. They sang, created, painted posters, there was the “artistic
barbican”, where at night time the poems were read. We had positive intentions,
we were driven by an internal need [...]” — writes Mila Ivanova (Gluza et al.
2015, 52). At the same time, the interaction with the beauty not only had a civi-
lising effect, but also brought people together. Antuanetta Mis¢enko confesses:
“When I play here, those around act as if they have known me for a long time. I
feel they are very close to me. They come closer, talk, listen, sing. I have a sense
of community; I connect to my audience. They even caught my tone.” (Gluza et
al. 2015, 52). In the authors’ opinion, this unification around the common values
closely brought strangers together and meant they could construct a strong wall
against the enemy forces.

The centre of description of the world introduced in literature becomes the
tendency of sharp division between good and evil. On the one side, the messen-
gers of the forces of good stand, on the other — those of the impure. In “Ohien’
Majdanu” a fragment of the “Proclamation of the civil sector of EuroMajdan”
was quoted in which we read: “Tomorrow, on 30"™ December, we will surround
the kingdom of darkness. Come at 12:00 to the HrusSevs’kyj Street. [...] We will
stand before the cordon of militia with mirrors and make them look into their
own eyes.” (Gluza et al. 2015, 59). In the analysed texts a clear opposition ap-
pears between that what is ours and represents right reasons, and the alien, iden-
tifying evil, or even more: that which is cursed. This is a kind of demarcation
between the sacrum and anti-sacrum, chaos. Sometimes presented in a very viv-
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id and poetic way in order to highlight their significance, the “Black Helmets of
‘Berkut’ and Internal Military brought the associations with the force of evil,
which drifted from all directions toward the bright circle of the Majdan. The bell
of the Mychajlivs’kyj Orthodox Church intensified this impression. Everyone
had one thought: to stand until morning, to endure” — confesses Sonja Koskina
(Gluza et al. 2015, 43). Petro Zuk operates with similar poetics, evoking a very
symbolic image of priests, who, in order to prevent the bloodshed, stood be-
tween the Berkut and the protesters. In many texts the division into good and
evil is so clear that, in turn, he writes also about the priests blessing those
marching to the frontline with the Molotov cocktails (Kovtunovy¢, Privalko
2015, 122). Despite many tragic accounts, in most narrations the most important
seems to be the conviction that good remains, and evil that was defeated goes
into oblivion (Kovtunovyi¢, Privalko 2015, 312).

As Ostap Kryvdyk writes, at the Majdan a new country emerged: “The Maj-
dan is a territory free from the rule of Ham — the fortress of freedom. The place
of legal, medical, public protection of citizens. [...] It is a place of remem-
brance. The place where we are to be witnesses [...]” (Gluza et al. 2015, 61). The
author calls it the university of freedom, in which those were tutored, who in the
future are to build a strong, free Ukraine. Oksana ZabuZzko adds that in her opin-
ion, it is there the Ukrainian nation finally formed, a civil society, the sense of
causative individuals (Kovtunovyc¢, Privalko 2015, 302). Many highlight the ed-
ucational values. First of all, recalling Freire’s research, one should mention the
strong Majdan model of social education “is > should be”, guided by a norma-
tive perspective. Individuals should learn competence and skills that are sup-
posed to achieve the expected outcome; the expected reality is the reference
point. They should identify as “good citizens”. As Karolina Starego notes, “the
outcome is the taming of the identity in the form of specific attributes and, inevi-
tably, the dissolution of its political dimension (Biesta 2011, 142). But what is
more important, is the normative pre-assumption of “bad” identity hidden in the
figure of the good citizen, which becomes stigmatized in the light of the criteria
of good citizenship” (Starego 2012, 176). Yet several authors note that these
changes represent a long and difficult process. Taras Prohas’ko, in turn, warns
against giving up and disappointment, instead of undertaking a difficult and per-
sistent work. The protests, in the view of the writer, will not change the face of
the country, only the consciousness of the people, will awaken in them the sense
of a civic duty to seek modifications in the system (Kovtunovy¢, Privalko 2015,
201-203).

The values that until the Majdan in many cases remained only in the sphere
of ideas, took on real shapes with practical consequences. During the revolution
of dignity, the conviction was strongly heard that they are an important element
of identity, and, what follows, also social life. The analysed texts resonate well
with Skorowski’s comments, who notes that “It is necessary [...] to look at the
democracy towards which we are heading, not only at the political system as one
of many, i.e. not only in terms of political and social planes, but also, and maybe
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primarily, in terms of the ethical plane. For the requirements of democracy ex-
ceed the purely political frameworks and on their own adapt the ethical dimen-
sion. Without this perspective, many a generation have already turned democra-
cy in its caricature”. The authors of the analysed texts postulate the building of
new social life with particular attention to the moral responsibility of individuals
manifesting itself also in the active civic life.
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THE ISSUE OF THE NATIONAL NATURE OF UKRAINIAN
LITERARY PROSE AS A GENRE IN THE PERIOD OF ITS
FORMATION IN INTERACTION WITH THE FOLK NARRATIVE

Zanna Jankovs’ka
(Ukraine)

The period of the formation and development of new Ukrainian literature
and authored prose in particular (the 1830s — 1860s) coincides in time with the
presence of Romanticism in Ukrainian culture, which foregrounded the most
profound appeal to folklore and folk traditions in general. It became one of the
sources of national uniqueness in literature by the authors of that period. There-
fore, the emergence of prose literature occurs in close connection with the folk
narrative, which is adopted in it on the worldview, aesthetic, poetic and other
levels, including the genre one.

Keywords: genre, short story, novelette, novella, novel, folk narrative,
adopting relations.

JIO IATAHHS ITPO HAIIIOHAJIBHY IIPUPOJIY YKPATHCBKOI
JITEPATYPHOI ITPO3M K JKAHPY B ITEPIOJI CTAHOBJIEHHSI:
Y CHIB/II 3 HAPOJTHUM HAPATUBOM

Kanna Aukoecoka

Ilepioo cmanosnenns ma po3eumky HO80i YKpaincvkoi aimepamypu ma
asmopcuvikoi nposu 30kpema (30 — 60-mi poxu XIX cmonimms) 30icacmvcs 8
uqci i3 noOymyeaHHAM Y HAWitl Ky1bmypi pOMAHMU3MY, SAKUL 3AKMYanizyeas
Haubinbw enuboKe 36epHenHs 00 QOIbKIOPY, HAPOOHOI mpaduyii 3a2arom, wo
cmano  OOHUM I3 Odicepell  HAYIOHANbHOL  CAMOOYMHOCMI — ME0pPYOCHi
nucbmeHHuKie mozo uacy. Tomy nocmanus aimepamyphoi nposu 6i06y8acmocs
Y MICHOMY 36 83Ky 3 (DONbKIOPHUM HAPAMUBOM, 00 K020 80HA PEYenmye Ha
CBIMO2NAOHOMY, €CMEeMUUHOMY, NOEMUKANbHOMY Ma [HWUX PIGHAX, y MOMY
YUCai 1 HCAHPOBOMY.

Kniouosi cnoea: owcanp, onosioanws, Hoeena, NOGiCmb, pPOMAH, HAPOOHULL
Hapamue, peyenmueHti 36 sI3Ku.

The formation of the genre system is directly related to the folklore genre. In
Ukraine, this process experienced the most active phase in the late 18" — early
19" centuries. As Uediat Dalhat claims, the way of interaction between the folk-
lore and literary genres “has its own peculiarity of stages, developing from a
simple (mono-genre) dependence to a more complicated one (poly-genre syncre-
tism)” (Dalhat 1981, 22). Similarly to many writers who begin their writing ca-
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reers with short genres (in prose, with a short story) literary epic in general start-
ed its development with small forms. In the manual “Literary Art of the Writer”
(Literaturna maisternist’ pys ‘'mennyka) by Hryhorij Semenjuk, Anatolij Huljak,
and Natalija Naumenko, the authors rightly claim that “the analysis of a genre
form helps to elucidate the peculiarity of the artistic implementation of a topic,
to perceive and comprehend the content of a particular literary work” (Semenjuk
2012, 61).

The theory of the development of genres is fairly well-represented in
Ukrainian literary and folklore studies. However, new research methods for lit-
erary works analysis require revisiting of and amendments to understanding the
peculiarities of genre studies and inter-genre relations, and explanation of how
these peculiarities and relations with mental composition and the aesthetic out-
look of Ukrainian people are conditioned in general. Therefore, in the context of
this paper, it is worthwhile to clarify the meaning that the scholars attribute to
the concept of ‘development of genres’ since modern genre studies utilize such
new terms as ‘poly-genre work’, ‘synthesis of genres’, ‘genre matrix’ etc. In this
respect, the most complete definition appears to be the one by Ivan Denysjuk,
who claims that this concept includes “its genesis and the stages of evolution,
reflected in its certain modifications that get an expression in structural kinds of
works, generated by the diffusion and transformation of genres of intra-system
and extra-system nature” (Denysjuk 1986, 18). According to the scholar’s
views, at the early stages, “the elements of a certain genre vegetate in bodies of
other genres until they are recognized in genre studies as independent ones
among critics and readers” (Denysjuk 1986, 18). A deeper insight into the pro-
cess of the development of genres comes together with new methods of their
studies which appear at every stage of evolution of arts and humanities as well
as interdisciplinarity. It is important to add, that if a literary genre stems from an
interaction with a folklore one, this separation happens gradually, and at every
stage of literature development, such works contain a different share of inherited
folk and poetic substrata, which proceeds from different ways of reception of
folk literature and, consequently, defines different forms and levels of adaptation
of folklore in a literary work. This, as well, frequently influences the definition
of “content essence of a genre” (Denysjuk 1986).

By contrast, Viktor Ky¢yhin characterizes a genre as closed (“it always has a
definite structure”), due to which “one can refer a work not only to a certain lit-
erary genre..., but also to a certain topic...” (KyCyhin 1986, 52) and in the
meantime as an open form (“to the past”), the development of which “occurs
through the overcoming of its completeness, closure and moves in two direc-
tions. From the inside, the accumulation of a new content occurs, which requires
changes to the inner structure and, eventually, its transformation into a new
quality. From the outside, there is a combination of one genre structure with an-
other content structure” (Ky¢yhin 1986, 52). Considering the process of the de-
velopment (‘movement’) of a genre in the process of an author’s interaction
with folklore by the example of Hryhorij Kvitka-Osnovjanenko’s works, the
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scholar notes that the writer “immerses himself into the deep waters of folk
memory, the artistic thinking of the people, rises to the level of this thinking,
grasps its features at one of the most interesting moments in the history of liter-
ature development, enters the process of crystallizing a literature genre per se”
(Ky¢yhin 1986, 53). On the basis of the dialectic of such relations and mutual
influences of ‘national memory’, ‘folk's artistic thinking’, the author's creative
identity and their personal attitude towards the ethnic culture and various forms
of its transformation into authored texts, one can figure out the national charac-
ter and the extent of the adaptation of folklore in their works. This process is
particularly notable in the period of the formation of Ukrainian national prose
(the first half of the 19™ century) as the time of its closest interaction with the
folk culture tradition in general.

The term and the phenomenon of a literature genre are quite complicated to
define and explain, as they encompass various characteristics and features of a
literary text. In addition, within a certain main genre of literature, there is no
clear demarcation among its categories, as the individual author’s style disrupts
formal ‘frameworks’ of their definability, as well as the process of creativity,
which conforms not only to the rational laws of making of a genre, but mainly to
the creative idea in the implementation of which an interaction of genres, the
emergence of genre syncretism and genre modifications are more frequently ob-
served. Therefore, the ideal genre canon is rarely adhered to. A characteristic
feature of the genre space in literature in the 1830s and 1860s was the simulta-
neous and, apparently, most complicated interaction between the genres of two
systems of literature — those composed by authors and traditional, folk ones. The
functional elements of the genre structure, according to Ivan Denysjuk, include
the plot and the composition of the work, genre forming elements of the style,
and subordination of all these elements to the agenda and the content (Denysjuk
1986, 7).

Researchers define a folklore genre as “united by a common poetic system
collection of works for everyday life purposes, of everyday performance and
music forms” or as “a type of literary form (often a musical one as well), estab-
lished in people’s everyday life and connected with the repetition of certain ele-
ments of content” (Leksykon zahal’noho ta porivnjal’noho literaturoznavstva
2001, 598).

Transferring this definition of a genre to literature, we must rigorously con-
sider the semantics of the term, as ‘genre’ translated from the French meaning
‘genus’ or ‘type’. However, a literature ‘genus’ or classic form (the same for
folklore) as “the top-level category” (epos, lyrics and drama) in Ukrainian litera-
ture studies is determined separately and means the most general classification
of works by common features of content and form, which, accordingly, affects
the way of performance (reading) as well. Literary ‘genera’ or classic forms in
their turn are subdivided into genres of ‘the middle-ranking categories’, which,
respectively, are epic, lyric, and dramatic. Thus, a literary genre is often referred
to as “a type of literary work, one of the main elements of classification of liter-
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ary material”, which “classifies literary works by the types of their poetic struc-
ture” (Literaturoznavcyj slovnyk-dovidnyk 2007, 406), or as “a themed, techni-
cally established type of a literary work, specific to each kind of art, which is
determined by the originality of the image” (Semenjuk 2012, 66). However,
“genre syncretism is inherent in some works, which is the existence of elements
of several genre forms in one work that are of an indiscrete, undeveloped na-
ture” (Bilous, Levcenko 2012, 88).

With regard to genre as a category that combines the attributes of content
and form of a work, it should be noted that this is not a mechanical blending but
a closely interacting and diffusing unity, integrated and correlated with its com-
ponents. Therefore, a literary work of a particular genre is the aesthetic and se-
mantic field where the content is taking place in its traditional or original form,
which is caused by the peculiarities of the content.

Speaking about the correlation of folklore and literature genres in general, it
is worth emphasizing, that folklore genres and works that represent them in the
form of a creative ‘product’ emerge as a demand, a need of the collective in a
verbal and aesthetic expression of a certain sphere of being. By contrast, literary
genres and the works respectively are the ‘product’ of the individual thinking of
an author as a creative personality, and in conjunction with folklore genres they
act as a plan and means of his or her fulfilment, as a manifestation of national
uniqueness and the author's creative identity, his or her artistic and aesthetic
thinking in general.

The process of adopting folklore in the genre sphere at the initial stage of lit-
erarary development cannot be considered as a simple and unilateral one, but
rather it should be regarded as an interaction between two systems of literature.
On the one hand, writers do take their cue from the aesthetics of folklore genres,
to some extent emulating and imitating them. However, by doing so, some au-
thors refer to one of the genres of folk literature (as a rule, clearly congruent),
and some authors appeal refer to several at once. Sometimes a folklore motif,
borrowed from one folklore genre, can be revived in a variant of work written
by another author of a completely different genre, for instance, a ballad plot in a
literature narrative. The most complicated genre correlations occur in big epic
works like novels, epopees, dramatic poems etc. when an author loses the de-
pendence on folklore genres, but in their components, one can notice certain re-
flections on them. At this stage, the creative personality of the author becomes
the most expressive.

Prose fiction (short stories, novelettes, novellas, novels, and several short
forms like fables etc.) relates to epos. It is worth noting that epic prose is more
subdivided by genre categories in folklore since it encompasses fairy tales, leg-
ends, tales, stories, parables, jokes, riddles etc., whose main feature is their nar-
rative nature. This feature is best adopted in short prose literature forms — short
stories and partially novelettes and novellas, which sometimes contain “small”
narrative forms (like jokes). This is the reason why in the abovementioned peri-
od of formation and orientation towards folk works, folklore and authored narra-
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tive are distinguished. Researchers determine significant differences between the
short story and the novelette as a later developed genre with the domination of
the authored component over the folklore one. In particular, Ivan Denysjuk’s
work cited above, The Development of Genres in Ukrainian Literature in the
late 19" — early 20" centuries / Rozvytok Zanriv v ukrajins kij literaturi kincja
XII - pocatku XX stolittja / is devoted to this issue (Denysjuk 1986).

The novel is mostly the figment of an author’s imagination that covers an
extensive time span, has a large-scale composition, multiple storylines, a broad
system of events and images, so only certain transformed elements of a narrative
nature (which may be found in bigger or smaller numbers) can be traced, alt-
hough, the degree of adaptation of folklore at the expense of other means and
modifications of folklore and literature connections can be quite high. Analysing
the novel The Black Council (Corna rada) by Pantelejmon Kuli§, Anatolij
Huljak, apart from the common constant features of this epic genre, singles out
certain specific ones which, probably, are not attributed to the genre as norma-
tive, but they give the opportunity to identify it among other epic genres in the
system. First of all, they are “the presence of the triad author — narrator — hero”
and “the expanded chronotope with prevailing time and space cuts, angles,
which provides the diversity of narration, reproduces the human in their specific
historical relations with the world” (Huljak 1997, 219).

Sometimes in literary criticism, the concepts of ‘short story’ and ‘novelette’
(‘news’ in Italian) are used as identical, which is based on their length and single
storyline. Considering these features, such an approach can be justified. Howev-
er, concerning short prose in the formative period of modern Ukrainian litera-
ture, which was developing in very close association with folk narratives, it is
better to use the term ‘short story’ for its differentiation as it did not involve
such features of a novelette like ‘an unexpected ending’ (as a rule, similar to
folklore works, it was predictable), ‘condensed and vivid action’, ‘laconicism’,
‘accurate and established structure’, “the presence of accurate and compact
composition with a vividly expressed composition centre” etc. (Literaturoz-
navcyj slovnyk-dovidnyk 2007, 497).

Ivan Denysjuk defines three stages of development of Ukrainian prose litera-
ture in the Pre-Soviet period (before the October Revolution in 1917) that can be
relevant to other literatures as well: “1) the stage of adding literature features to
folklore genres; 2) the stage of social and psychological short prose; 3) the stage
of novelettes, based on the psychologism of the late 19" — early 20™ centuries”
(Denysjuk 1986, 20). At each of these stages, the creativity of the author has its
own ethnically identifying (marked) poetics and means of expression.

The correlation between genres of folklore and authored narrative depends
on many factors, including the historical stage of literary development, the dom-
inating trend, and, therefore, the originality of the national perception of the
world, its understanding, expression and affirmation, literature-ideological and
aesthetic orientation. At the early stage of formation of Ukrainian prose litera-
ture, the traditions of folk narration as the ‘memory of genre’ are still clearly
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identified in it. In fact, for the first time in romantic literature, there appears a
person and people who are already aware of their history, culture, moral and
aesthetic principles and the whole set of features that define the notion of ‘men-
tality’, i.e. these works are not devoid of ethnicity and historicism. The resource
and ideological materials for its implementation by the romantic writer were
mainly folklore works. Along with this, the character-hero, acting as a “national
person”, a representative of Ukrainian culture, is very different (i.e. we can
speak about a rightly depicted controversial Ukrainian character): from the calm,
sensible, lyrical, peaceful grain farmer like Naum Drot (“Marusja” by Hryhorij
Kvitka-Osnovjanenko), or Hryc’ko Suhaj (“Homebody” (Domontar)) by Hanna
Barvinok) to emotional, even unruly like Kyrylo Tur (The Black Council (Corna
Rada) by Pantelejmon Kuli§). Comparing the hero of Ukrainian prose in the
second half of the 19" century with a similar character in the previous period
(first half of the 19" century), Tamara Hundorova wrote about the latter that “in
the descriptive epic structure of a work the author characterized the hero through
their generalized image or type or through biographical history, describing quite
fully the cycle of life relations that nurtured and formed the hero, defined his or
her actions, psychology, and eventually the evolution of character” (Hundorova
1986, 123). This emphasizes very close connections between literature and, in
particular, prose, of this period, with the folklore environment, while the litera-
ture of the later period rather ‘conjectured’ these connections and relations.

As mentioned above, the development of prose genres in Ukrainian literature
is inextricably linked to the epoch of sentimentalism and romanticism. It is well
known that these trends significantly foregrounded the inner, reconsidered ad-
dressing to folklore, including the narrative genre. Denying the rationalism of
Enlightenment, on the ground of historicism, the romantic writers paid great at-
tention to the elevation and education of a person that is spiritual, resting on tra-
ditions, religion, folk literature and deep emotions. In this respect, Teofil Ko-
marynec’ noted that “in romantic art, a socially determined person, in whom the
first elements of good and justice are encoded, acted primarily as nature’s crea-
tion and only then as a product of social and economic conditions” (Komarynec’
1983, 8). In view of this approach, the importance was given not only to the pro-
cess of cognition of the world and the human, since the personality was per-
ceived as a micro-world. And this primarily relates to the personality’s spiritual
structure, the substance of ‘spirit’ and ‘soul’, as the emotions (emotio) in the
works of romantic writers play a role that almost equals that of the images which
they belong. The great achievement of romanticism was the attachment of art to
the life of a certain average person with his or her problems, worries, inner
world, and that is the essence of its value and ideological aspect. Moreover, the
depiction of the national person, national reality and space (a feeling of home-
land) and the traditional way of life distinguished Ukrainian romanticism, which
emerged on the basis of patriotism, from the Western-European one. In addition,
the above mentioned researcher considered as one of the achievements of the
aesthetics of romanticism, “the reasoning about the concept of the national liter-
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ature as distinctive and traditional in its basis, the calling of which is to unveil
specific features of human character and behaviour caused by geographical and
historical environment” (Komarynec’ 1983, 12).

Comprehending the folklore phenomena and their own works in the context
of historicism and defining the typological affinity between these two literature
systems, romantic writers have repeatedly proclaimed the statement that their
works are the direct continuation of folk literature.

In the literature of romanticism, Mykola Jacenko distinguished four “main
trends based on themes and style: a folklore one, a folklore-historical one, a civil
one, and a psychological-personal one”. According to the scholar, within their
frameworks, “different ideological positions of writers are manifested”; their
development is not always “of linear and non-contemporaneous” nature. They
can occur even simultaneously in works of the same writer as if going through
“the way of development of an artistic consciousness — from the very initial and
impersonal forms (often mythological) to the establishment of the individual and
psychological uniqueness of the hero” (Jacenko 1987, 14). In the quoted artistic
process, folk literature is a determinant to romantic writers for the entire dura-
tion of this literary trend, and the continuity of the varying intensity is such that
its adoption can be traced in the following periods of Ukrainian literature.

Considering all the above-mentioned, the short prose of the analysed period
can be divided into the following types according to its genre and theme peculi-
arities: 1) works based on historical themes, within which short stories with real
as well as with fantastic and legendary plot are produced; 2) works of ethno-
graphic and social-domestic nature; 3) works of humorous nature. However,
some of the short stories do not “fit into” this classification under certain fea-
tures, such as, for instance, idylls or works with a parabolic-didactical content,
which have a certain moral or a lesson as their conclusion (like “Treasure”
(Skarb) by Oleksa Storozenko). On the basis of such plot and theme characteris-
tics, researchers divide short prose into genre ‘subcategories’ such as folklorized,
ethnographic-domestic, idyllic, social-problematic, social-domestic, psychologi-
cal-domestic, industrial, or political short stories (Semenjuk 2012, 146).

In particular, talking about sentimentalism as a trend in Ukrainian literature
in the early decades of the 19™ century, it is worth noting, that even though ini-
tially it takes its European model as an example, Ukrainian sentimentalism rap-
idly gains its specific traits, and is distinguished by its connection to the folklor-
istice emotional appeal. The formation of this trend was characterized quite apt-
ly by Ivan Franko in his article “Ukrainian-Ruthenian (Little-Russian) litera-
ture” (Ukrajins ko-rus 'ka (malorus ’ka) literatura), where he noted that the new
literature “first, took European spirit, filtered through the Great-Russian sieve,
but soon, though, just after the Napoleonic wars, it imposed direct and active
contacts with Western Europe and became modern, European literature by its
form, language, and content...”, which, in view of the existing society demands,
“from its own soil, native folk life is trying to give them an original form and
find a solution for them” (Franko 1984, 83). This suggests that, while being
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within the imperial supranational state, Ukrainian culture (including literature)
claimed and strengthened its status more and more steadily as a national one
(although provincial in those conditions), oriented towards the native word, its
own ethnic reality, and its own folk creativity, because, as Pantelejmon Kuli§
noted “there is great power in a simple people’s word and in a simple folk song,
and the secret of that power is in people’s hearts but not in people’s minds”
(Kulis 1914, Book 38, 25).

The ethnographic localization of Ukrainian romantic sentimental prose, its
folk worldview specificity, made this trend in our literature a ‘domestic’ one,
albeit, as it has been mentioned above, with the pretension of modernity. This is
supported by the judgement of Michail Bachtin, that “there are certain aspects of
human life, which can be comprehended and justified only in a sentimental
light”, that according to the scholar, “cannot be universal or cosmic” and “nar-
rows the world, makes it small and isolated” (Bachtin 1979, 365). In his article
“The Problem of Sentimentalism” (Problema sentimentalizma) he laid stress on
the fact that in the basis of sentimentalism there “lies a special, deep, essential
approach to the human being and the world”, “which allows seeing and compre-
hending... such aspects of reality, which had not existed before other trends”,
and whose characteristic feature is “re-evaluation of the scope, magnifying the
small, weak, approximated, re-evaluation of age and life status (a child, a wom-
an, an oddball, a beggar)” as well as “re-evaluation of a life detail, trivium, par-
ticular” (Bachtin 1997, 305). Thus, against the background of this trend, not
only the display of the heroes’ inner states in interpersonal relations became
foregrounded, but the growth and representation of the sense of homeland (often
a small one — a village, a region), the native land, the kindred, and the family.
Such feelings often even contradict public opinion (like in the short story
“Homebody”’(Domontar) by Hanna Barvinok), but they establish and glorify
cardiocentric moral and ethical principles of the supranational being, that is
based on sentimentalism as a mental trait of Ukrainian character. As Oleksandr
Borzenko noted, “a new national consciousness started to be formed by idealiz-
ing provinciality and, what is important, common people” (Borzenko 2006, 18-
19).

The emergence of Ukrainian folkloristics as a study, recording and publish-
ing folk works (first, song compilations), the formation and development of nar-
rative genres that take a folk narrative as an example — all that united advanced
Ukrainian writers and scholars in their aspiration to understand and represent the
real life of people in all the variety of forms and cultural expressions. Analysing
the compilation of songs, published by Mychajlo Maksymovy¢ in 1927, Mykola
Jacenko wrote: “He is trying to encompass all aspects of folk life, specify the
concept of the people from within through its psychology, the nature of spiritual
and domestic life” (Jacenko 1987, 221).

Writers were trying to do the same but in their own works on the level of
adopting, transforming and reflecting different forms of national consciousness.
Therefore, in this regard, it is possible to speak about the concept of ‘literary
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space’, which by its semantics adopts the concept of ‘folklore space’. As for the
first notion, the researcher Petro Bilous noted that “literary space includes every-
thing that a human perceives, knows and feels. (...) Literary space models a per-
son’s inner world and soul” (Bilous 2012, 7). With the course of time and
changes in society, which means changes in the conditions of existence, ‘folk-
lore space’ as well as ‘literary space’ is subjected to ‘permanent updating’ (Ivan
Denysjuk), which causes not only the transformation of existing forms and gen-
res but the emergence of new ones. However, these two ‘spaces’ have a com-
mon ‘field of existence’, which is a possibility to be embodied in a word, a liter-
ary form. Thus, the term ‘literature’ as a generic feature is used for both kinds of
writings with the need to specify the features of each kind, in the first case, it is
oral, folk literature, in the second case it is the authored, written kind.

The short prose in this period is especially close to folk literature by both ex-
ternal and internal features. Experiments with folklore directly influenced the
literary interests of the writers of the mentioned period, the plots, language, im-
agery means and their works. Using folk material, they created such a thorough-
ly original, harmonious integrity, that their short stories prove to be highly artis-
tic works of this genre. The main criteria in these works are traits of romanti-
cism and realism and characteristics of the people focus on reality. This is also
supported by the use of folk poetic motives, artistic principles, means of genre
and style. By means of adding literary features to folklore narrative genres, writ-
ers developed their own type of short story that is allegedly situated on the bor-
der of folklore and literature. The artistic nature of these short stories is often
defined by the genre features of folk works, which are used as a basis by the
writers; however, some short stories are purely authored even though they keep
the folk poetic structure of the narration. For instance, analyzing “A Soldier’s
Portrait” (Saldats’kyj partret) by Hryhorij Kvitka-Osnovjanenko, Viktor
Kyc¢yhin wrote about the combination of two forms of artistic thinking, folk po-
etic (oral) and literary (written). The researcher believes that “through their cor-
relation, the author makes an attempt to create a new poetic system, a new kind
of the artistic whole, in whose basis there lies a personal experience of reality”
(Kyc€yhin 1986, 55). Therefore, with regards to the genre of the abovementioned
short story, which is situated on the edges of the folk and the authored narrative,
the researcher emphasized the fact that it is “difficult to define because this is
not a genre, but its prototype” (Ky€yhin 1986, 55). Hence, there is the ambiguity
and patchiness that is manifested at all levels.

The prose of this period is largely focused on the tradition of the culture of
laughter (especially on its narrative forms), which is naturally inherent in the
Ukrainian ethnos. Regarding this, Oleksandr Bilec’kyj claimed that “the national
peculiarity of Ukrainian narrative literature should be considered as an extensive
development of satirical and comical fairy tales, novelettes and anecdotes in it”,
and, in connection with that, the scholar noted “echoes of anonymous creations
of folk humour” (Bilec’kyj 1965, 148). Tracing the continuity of the establish-
ment of a new Ukrainian literature from its ‘germ’ in the 17" — 18" centuries to
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the early decades of the 19th century, the researcher emphasized that that period
of time was very difficult and uncertain for the authored literature, “which was
created either in separation, isolated in time and space, units or in random, non-
durable societies, and which had neither a permanent press nor certain reader-
ship” and thus he calls this period “the ‘pre-history’ of new Ukrainian literature”
(Bilec’kyj 1965, 152).

Therefore, the development of Ukrainian prose as a genre (this applies to the
formation of the genre system of the new literature in general) is greatly influ-
enced by the folklore aesthetics and folk narrative literature on the whole, the
“flowing” of which into authored literature is not discredited, but becomes al-
ienated, continuing its ‘free’ life in the folk environment and becoming fixed at
a certain stage of its existence in a literary work. In the meantime, it is perform-
ing another mission of establishing the national uniqueness of written works.
The ‘genre matrix’ of authored romantic prose in the analysed period as “a ge-
netically conditioned complex of the most established features” (Semenjuk
2012, 136) is characterised by a special sensitivity to folk narrative and comes
into direct adopting relations with it on different levels, thus indicating its open-
ness to “types and genres diffusion” (“genre synthesis”), which is characterised
by the diffusion of elements.

A specific feature of the genre formation in the era of Romanticism is, ac-
cording to Ol’ha Jeremenko, “the divergence of genre structures” (Jeremenko
2007, 260). However, it needs to be noted that the prose of the period was deep-
ly individualised. There is no difficulty in recognizing the individual style of
writing of each author, including their own specific forms of interaction with
folklore. Some works are characterised by being on the border of trends (mostly
of romanticism and realism with perceptible elements of sentimentalism) and
sometimes on the border of genres and genre-receptive relations. Therefore, ana-
lyzing the works by Pantelejmon Kulis, the abovementioned researcher noted
“the lack of a clear genre matrix, in fact, its amorphism, ambiguity, orientation
to creative experiments” (Jeremenko 2007, 260). This feature is more or less
intrinsic to all the writers of this period.

Having outlined the peculiarities of the development of narrative genres in
Ukrainian literature in the first half of the 19" century in terms of the utilised
adoption of folk narrative, it is worth noting that a certain ‘open’ scheme has
been created, the mechanism for analyzing either a separate work of a certain
period or a prose work by a certain writer, or even a literary narrative in general,
has been defined. This “scheme” can be filled with particular examples, compar-
isons, parallels and even exceptions, as they also exist. We can definitely say
that having a folktale, a legend, a short story, a fairy tale, as well as a ballad, a
song (mostly as a motive) as an example, the mentioned writers showed the
world highly artistic harmonious samples of prose writings, which by means of
their different features gravitate towards folk narrative.
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DIE MODERNE ‘OKRAJINA’ DER JAHRHUNDERTWENDE:
LESJA UKRAJINKA

Svetlana Kazakova
(Deutschland)

Lesja Ukrajinka (1871-1913) ist die wichtigste Vertreterin der Frithmoder-
ne in der ukrainischen Literatur. Sie hat ungemein zur Entwicklung des orna-
mentalen Impressionismus in der ukrainisch-russischen Kultur der Jahrhun-
dertwende beigetragen.

Der Aufsatz befasst sich hauptsdchlich mit der Dramaturgie Ukrajinkas, in
der die meisten ihrer Innovationen bestehen. Dabei werden Sequenzen heraus-
gearbeitet, die als tragende Merkmale einer neoromantischen Asthetik sowohl in
der Problematik (Eros und Thanatos) als auch in der Poetik (Artifizialitdt, or-
namentale Stilistik) gesehen werden.

Aufgrund aufschlussreicher Vergleiche mit der impressionistischen Kunst
wird schlieflich die entscheidende Rolle der Kiinstlerin aus der Peripherie fiir
die Etablierung des Fin de Siécle nicht nur im einheimischen, sondern auch im
gesamten slavischen Raum erkennbar.

Schliisselbegriffe: Fin de Siecle, ornamentaler Impressionismus, neoroman-
tisches Drama, kulturelle Peripherie und Zentrum.

CYUYACHA ‘OKPATHA’ HA PYBEXKI CTOJIITh:
JIECS YKPATHKA

Csimnana Kazaxoea

Jlecsa Yrpainka (1871-1913) € naiiguoamuiwior npedcmasHuyer0 paHHb020
MOOepHIZMY 6 YKpaincokitl aimepamypi. Ha pybeoxci cmonimes 6ona 3pobuna
3HAUHUL GHECOK Y PO3BUMOK OPHAMEHMANbHO20 IMUPECIOHI3MY 6 VKPAIHCbKO-
pociticoky kyaemypy. Ll po3zeioka npucesuena nepuiouepeo8o OO0CHIONCEHHIO
opamamypeii JI. Yrpainxu, 6 saxitl HaagHi 6invwicms Hogayiu nucomennuyi. Ilpu
YbOMY pO3POOIAEMBCA CUCMEMHICMb, 5KY MONMCHA pPO3210Amu K OCHOBHI
O3HAKU HEOPOMAHMUYHOI ecCmemuKky He MIiAbKU y 3A2aibHill npodremamuyi
(Epoc i Taumamoc), ane i makodc 8 noemuyi (WmMyuyHiCMb, OPHAMEHMANbHA
cmunicmuka). Ha ocHO8i pi3HOMAHIMHUX NOPIGHAHL 3  MUCMEYMBOM
IMRPECIOHIZMY 3Deuimoio  GUHAEMbCA  GUDIWUATLHA PONb  NUCOMEHHUYL 3
nposinyii' y cmeopenni ma pozeumky ‘Fin de Siecle’ ne nuwe y simyuzusanomy,
ane i 3a2anbHOCI08 THCLKOMY KOHIEKCM.

Kniouogi cnosa: Fin de Siecle, oprnamenmanvuuil imnpecioHizm, Heo-
PpoManmuuna 0pama, KyabmypHa nposiHyisa i yeHmp.
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1. Europdische Moderne (Impressionismus und Fin de Siécle)

Die Etablierung der Frithmoderne wird in der Regel mit der Entstehung oder
gar Aktualisierung geistiger Bewegungen in Verbindung gebracht, bekannt als
Stilformen aus der Zeit der Spétgotik und der Romantik. Da ihre &sthetische
Doktrin von den Errungenschaften des Symbolismus des 19. Jahrhunderts Ge-
brauch machte, sollte man die ersten Ansédtze der Moderne auch im Kontext der
idealistisch-irrationalen Tendenzen damaliger Kunstvorstellungen betrachten.
Der vom Naturalismus bekannte Rationalismus erfasste primir die Wesenheiten
des Daseins, das Phdnomenale, und schloss a priori die Metaphysik des Jenseits
aus. Er lehnte alles, was einer empirischen Deutung entglitt, als von vorn herein
nicht existent ab. Gerade die Gefahr, dass einem grofen Bereich der Phantasie
‘das Recht auf Existenz’ verwehrt werden konnte, rief den ganzen Widerstand
des 19. Jahrhunderts gegen die bis dato beherrschenden aufklarerischen und ra-
tionalistischen Ideen hervor.

Der neue, durch die décadence entstandene Antirationalismus suchte
zwecks seiner Demonstrationen die Ausdrucksformen der christlichen Tradition.
Interessant wurden vor allem die unterdriickten und kaschierten Elemente der
Kirchenmalerei als Ausdruck der dunklen, ‘nichtlichen’ Seite der Existenz. Die
bekannte symbolistische Einfiihlung sollte nun den modernen ‘kiinstlerischen’
Menschen charakterisieren, umgekehrt suchten die bizarrsten Kunstformen nach
einem subjektiven Bezug zum Leben der Seele. In seinen “Bléttern der Kunst”
schrieb Melchior Lechters: “Die Sehnsucht schwiilt aus jedem Winkel, jeder
Falte der Seele; nach erstem Anfang, nach letztem Ende, nach Aufldsung in
Gott” (Sternberger 1977, 24). In diesem Sinne befruchtete gerade die flambo-
yante Phantasie der spatmittelalterlichen Kunst die Entwicklung einer neuen Or-
namentik in der européischen Frithmoderne. Vor allem die englischen Préraffae-
liten D. G. Rossetti und E. Burne-Jones erkannten, inwiefern der Stil der Spétgo-
tik fir die moderne Kunst der Jahrhundertwende fruchtbar gemacht werden
konnte (Hardy 1990, 19-20).

Parallel zur Entfaltung dieser Kunst, die vor allem an die “Erlésung durch
Schonheit” glaubte (Sternberger 1977, 18), verlief auch die Untersuchung neu
entstehender Phdnomene. In den Fokus gelangte neben den stilistischen Innova-
tionen alles, was die menschliche Existenz per se betrifft. Physiologische und
medizinische Studien iiber die Symbolik menschlicher Verhaltensweisen oder
des Gesichts (C.G. Carus, E. Kretschmer) fiihrten zur allgemeinen These, dass
die menschliche Seele ein symbolisches Addquat in Mimik, Gestik oder Hand-
schrift finde (Hofstitter 1963, 7). Mit der Einfiihrung der Psychoanalyse S.
Freuds erlangte das Unbewusste eine beachtliche Stellung nicht nur in der Psy-
chologie, sondern auch auf allen Gebieten des kulturellen Lebens. Bei den mar-
kierten Tendenzen des Jahrhunderts erwarb die geliiftete ‘ndchtliche’ Halfte der
menschlichen Natur den Sinn von neu entdeckten und zugleich anerkannten As-
pekten der Wirklichkeit. Freuds Beobachtungen iiber die unbewussten Triebe,
die sich im Leben der Phantasie offenbaren, begriindete er groftenteils mit den
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ethnologischen Untersuchungen von J.G. Frazer. Popularitit genoss ebenso das
psychologische Intervenieren in die Mythologie und die Folklore, die in der Ar-
chetypenlehre von C.G. Jung als vertikale Kontexte der menschlichen Seele in-
terpretiert und zur Entschliisselung von Grundsituationen im geistigen Leben
aktiviert wurden.

Das wesentliche Merkmal des Fin de Siécle im Vergleich zur restlichen
Kunst des 19. Jahrhunderts besteht in der Tatsache, dass sich diese Richtung mit
einem einzigen Kunststil nicht identifizieren lasst. Vielmehr beweist sein Prakti-
zieren als impressionistische Asthetik, dass er grundsitzlich zu einem neuen Le-
bensstil heranwachsen wollte. Dieser iibte seine Wirkungskraft im geistigen
Raum, geformt vom Naturalismus und dem eng mit ihm verbundenen Historis-
mus aus. Indem man letzteren als unerschopfliches Erbe der Vergangenheit in
der Gegenwart verstand, liel sich der aus dem Naturalismus entstandene Im-
pressionismus als natiirliches Kontinuum der neuen Stilbewegungen wie Ju-
gendstil und Art Niveau verstehen. Er hat sie, nach K. Bauch, doch “in seiner
eigenen Entwicklung mit vorbereitet” (Bauch 1989, 286).

Zu diesem éasthetischen Ausgangspunkt muss bemerkt werden, dass im 19.
Jahrhundert die groBen ethnologischen Schulen in Europa diejenigen waren, die
das Interesse fiir die Mythologie und Folklore mitsamt der Kunst primitiver
Vélker kultivierten. Dadurch wurde ein neuer Blick auf die natiirliche Ordnung
der Dinge potenziert, existenzielle Taten paarten sich mit artifiziellen Regungen
und bedienten impulsiv das gesamte Lebensensemble. Diese naturphilosophi-
sche Quintessenz generierte das Prinzip der génzlichen und allgemeinen Be-
trachtung der Dinge — priméren (existentialen) und sekundéren (textuellen) Cha-
rakters. Der Schaffende und sein Werk mussten daher in ein gesamtes Kontinu-
um gestellt werden, anders als deren stereotype Isolation im Positivismus.

In Anbetracht vielféltiger Gattungsunterschiede vermutet eine Definition des
Fin de Siécle (variiert durch den Asthetismus) ein breites Register von Merkma-
len. Obwohl diese Kunst teilweise als symbolistisch charakterisiert wird, zéhlt
dazu auch der dekorative Impressionismus, mitsamt Jugendstil bzw. Sezession,
aufgrund ihrer starken neoromantischen Komponente. R. Schmutzler nannte die
moderne Kunst der Jahrhundertwende iiberhaupt “biologische Romantik”, und
den neuen Historismus - einen “biologischen Historismus” (Schmutzler 1989,
304). Fakt ist dabei eine durchaus dekadente Uberfeinerung der Gestaltung, wo-
bei archaische Inhalte und Formen bewahrt werden, die ihrerseits zu Allegorie
und Stilisierung fithren. Die allgemeine Tendenz hiel derweil Aufbau eines
vollkommen artistischen Stils.

2. Der Impressionismus in Russland

Der russische Impressionismus demonstriert Besonderheiten, die Ahnlich-
keit mit dem europdischen Diskurs aufweisen. Dazu zdhlen z.B. der &sthetische
Absolutismus von Autoren wie Konstantin Bal’mont, Valerij Brjusov, Ivan
Konevskoj sowie die klar ausgewiesenen ornamentalen Tendenzen der Sezessi-
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onsisthetik im Werk von Nikolaj Gumilev oder der Kiinstlergruppe ,Die Welt
der Kunst’ (Mir iskusstva). Dabei handelt es sich um Autoren in Russland, die
den Einfluss des franzosischen Parnassismus und Symbolismus mit der typi-
schen Artistik und Exotik der Sezession vereinten. Sie legten grolen Wert auf
die vergangenen kulturellen Epochen wie auch auf das Naturerleben. All das
sollte nun zu einer dekorativen Erfahrung stilisiert werden.

Ein betonter Subjektivismus zeichnete die temperamentvolle Asthetik des
qualitativ neuen Romantismus der Kiinstler aus der Petersburger Gruppe ‘Die
Welt der Kunst’, bekannt als Retrospektivisten, aus. Es handelt sich um Maler
wie Aleksandr Benua, Leon Bakst, Konstantin Somov, Mstislav Dobuzinskij
und Evgenij Lansere, die als Symbolisten bekannt wurden, jedoch alle Charakte-
ristika des ornamentalen Impressionismus in ihren Werken zeigten. Die Mitglie-
der der Gruppe verabschiedeten sich von den akademischen Tendenzen in der
Malerei und wandten sich unter der Anfiihrung des Theoretikers A. Benua den
Praraffacliten W. Morris, A. Beardsley, den europdischen Symbolisten P. de
Chavannes, G. Moreau und den Vertretern des Miinchner Jugendstils zu. Ahn-
lich ihren westeuropdischen Mitstreitern, erhoben die Mitglieder des Vereins
‘Der Welt der Kunst’ den Asthetizismus zur fithrenden Doktrin. “Die Schonheit
in der Kunst ist Temperament, das sich in Bildern ausdriickt”, schrieb der Griin-
der der Zeitschrift ‘Die Welt der Kunst” Sergej Djagilev (Rusakova 1995, 115).
Aber auch die Musikalitit, welche die moderne Lyrik der Russen besonders aus-
zeichnet, wurde zum Kult. Die Begeisterung fiir Wagners Musik mit ihrem Ne-
omythologismus und formalen Neuerungen sowie fiir Debussy und Strawinsky,
inspirierte manche der Gruppe nahestehenden Maler wie Viktor Borisov-
Musatov oder Mikalojus Ciurlionis zu unglaublichen ‘musikalischen’ Land-
schaften.

Mit ihrem verfeinerten kiinstlerischen Geschmack bezogen die Petersburger
Kiinstler die groten modernen Maler der Jahrhundertwende wie Michail Vru-
bel, Konstantin Korovin und Filipp Maljavin zur gemeinsamen Wirkung bei
Veranstaltungen und Ausstellungen mit ein. Letztere wurden durch ihre impres-
sionistische Suche nach einem Lebensimpuls bekannt und stellten damit die rus-
sische Variante der Sezessionskunst dar. Der Vergleich mit H. Bergsons ¢lan
vital liegt nahe, da auch hier die Suche nach einer ewigen Lebenskraft mit-
schwang (Schmutzler 1989, 305). Zusammen mit ihren Mitstreitern aus ‘Der
Welt der Kunst’ ernteten sie groe Erfolge auf der europidischen Biihne, nicht
zuletzt durch ihre Teilnahme an der ‘neorussischen’ Sektion bei der Ausstellung
der Miinchner Sezession im Jahre 1896. Als Leiter der literarischen Abteilung
der Zeitschrift fungierte der Poet Dmitrij Filisofov, der auch einer der Organisa-
toren des Vereins war. Er kiimmerte sich darum, dass bekannte Philosophen wie
Vasilij Rozanov und Lev Sestov sowie symbolistische Dichter wie Dmitrij
Merezkovskij und Nikita Minskij fiir die Arbeit in der Redaktion engagiert wur-
den. Fachliche und freundschaftliche Verhéltnisse verbanden die ‘Weltkiinstler’
aulerdem mit den bekanntesten Jungsymbolisten wie Aleksandr Blok und
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Andrej Belyj, aber auch mit den Poeten impressionistischen Charakters wie
V. Brjusov und K. Bal’mont (Sarab’janov 1993, 64-65).

Die Tatsache, dass andererseits Bakst, Dobuzinskij und Somov den wohl
damals bekanntesten Treffpunkt der Jungsymbolisten, den ‘Turm’ (Basnja) von
Vjaceslav Ivanov besuchten, bestitigt die gemeinsamen dsthetischen Ziele und
Absichten der Kiinstler — ndmlich die Umwandlung des Lebens durch die Kunst
(Ziznetvorcestvo). Der schopferische Genius eines der eigenartigsten Vertreter
der Gruppe, Michail Vrubel, 16ste die Verwirklichung dieses Programms durch
seinen symbolischen Monumentalismus. Ahnlich wie Benua und Bakst trug
auch Vrubel zur Pragmatisierung der Kunst in der europdischen Sezession bei.
Er schuf einerseits Panorama-Bilder, andererseits aber auch Kirchenmalerei und
Schmuck, stellte innere Ausstattungen sowie Biihnenbilder her, machte Skizzen,
Architekturprojekte, illustrierte und entwarf Mobel. Auf dem Weg zur beliebten
impressionistischen ‘inneren Natur’ der Dinge, entdeckte der Kiinstler eine neue
Art, die Struktur des Gegenstandes zu begreifen, und zwar durch schillernde
kristallartige Symbolik (Rusakova 1995, 91).

3. Der Beitrag von Lesja Ukrajinka zur russischen Moderne
3.1. Die Affinitiiten der Kiinstlerin

Das allgemeine geistige und kulturelle Klima in Europa um die Jahrhun-
dertwende, welches die Welle der Moderne ausloste, hatte in der Kiinstlerfigur
von Lesja Ukrajinka (1871-1913) eine wiirdige Vertreterin des Fin de Siécle in
der Ukraine gehabt. Ihr richtiger Name war eigentlich Larysa Petrivna Kosac;
das Pseudonym wurde von ihrer Mutter ausgedacht (Udolph 2007, 270). Bereits
zu Beginn der 1890-er Jahre griindete die damals 18-jdhrige Lesja Ukrajinka
zusammen mit gleichgesinnten gebildeten jungen Ukrainern die Gruppe ‘Pleja-
de’, die das Programm aufstellte, die breiteren Leserkreise in ihrer Heimat mit
herausragenden Werken européischer Autoren bekannt zu machen. Der Dichte-
rin schwebte dabei die Idee vor, durch Ubersetzungs- und Schaffenstitigkeit im
Sinne eines modernen ‘Westlertums’ zu erreichen, dass aus “unserer Literatur
jener missratene Dilettantismus verschwindet, der in ihr so dominiert” (Wedel
1994, 67). Selbst ihre iibersetzerische Leistung aus sechs Literaturen der Neu-
zeit (der englischen, deutschen, franzdsischen, italienischen, polnischen und rus-
sischen) sowie die Bearbeitung einschlagiger Motive mit internationalen Bezii-
gen sollte zur Européisierung der eigenen Literatur musterhaft beitragen. Die
Ambitionen der Kiinstlerin nach groBtmoglicher Entfaltung ihrer schopferi-
schen Individualitdt bezeugt ihre sarkastische Rhetorik: “Bin ich denn wirklich
schlechter als Andrej Belyj?” (Wedel 1994, 82). In einem Brief vom Oktober
1893 teilt Ukrajinka ihrem Onkel und geistigen Mentor Mychajlo Drahomanov,
der in dieser Zeit als Universitdtsprofessor in Sofija titig war, mit, dass sie in
Kyjiv mit Hilfe der ‘Plejade’ einen ‘Parnass’ griinden wolle und hoffe, dort ei-
nige Reformen durchzufiihren (Ibid, 64).
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Die Tatsache, dass unter den zur Ubertragung empfohlenen Dichtern Flau-
bert, Gautier, Leconte de Lisle, Hugo und Zola standen, bestétigt das Interesse
Ukrajinkas fiir den aktuellen damaligen Naturalismus und die aus ihm heraus-
wachsenden artifiziellen Fliigel der Moderne: Parnassismus, Neoromantik und
Sezession, die der gemeinsame Begriff des Fin de Siécle am besten vereint. Der
Hang Ukrajinkas zu verschiedenen Stromungen der Moderne zeigte sich in ihrer
Vorstellung von der Dekadenz: Fiir sie war die dekadente Kunst keine Mode,
vielmehr wiirden die Dichter sie aus innerer Uberzeugung schaffen. Dazu zihl-
ten der kalte kosmische Pessimismus des Leconte de Lisle und des José Maria
de Hérédia, der Satanismus von Charles Baudelaire, die iibermenschliche Ver-
achtung von Friedrich Nietzsche, die Trauer der Uberséttigung und die From-
migkeit des Entsetzens bei Paul Verlaine, der moralische Nihilismus des Arthur
Rimbaud, der ewig leidende Asthetizismus des Gabriele D’Annunzio und der
verriickte Lunatismus von Sar Péladan (Bojko-Blochin 1994, 23).

3.2. Eros und Thanatos

Als Trager einer Fin de Siécle-Stimmung vereinigte die Sezession ihre ds-
thetische Begriindung mit derjenigen der Neoromantik und dadurch mit der ur-
spriinglichen Natur der Phanomene. Der ganze Kosmos mythologischer Helden
und mirchenhafter Schemata entsprach der Idee einer Kunst, die in Bildern,
Skulpturen und literarischen Texten die urexistente Natur poetisiert. Somit aktu-
alisierte sich die archetypische Perspektive des Weiblichen; die Dekadenz stili-
sierte iiberhaupt die Frau zum stérkeren Geschlecht. Dies motivierte ihre Semio-
tisierung als Urpotenz, die in Union mit den entsprechenden Accessoires die
Rolle einer dominierenden Kraft erwarb (Hansen-Love 1989, 383). Der Kiinstler
war nun bemiiht, in Berithrung mit der Urspriinglichkeit der Natur zu kommen:
Er versuchte, hinter den Schleier der Maja, hinter das Rétsel der Sphinx, in das
Geheimnis des Seins einzudringen. Dieses Geheimnis fiihrte seinerseits zu Bild-
strukturen der gebarenden (strickenden, webenden) Mutter Natur, der sogenann-
ten Magna Mater. Der Kiinstler kehrte zu diesem Bild zuriick, um das Vergéng-
liche, Momentane zu iiberwinden, das die Magna Mater auch symbolisiert: das
Ewige im Prozess seiner Verwirklichung und Konstituierung.

Schon in den fritheren lyrischen Texten der Dichterin stellt man die Wich-
tigkeit solcher Motive fest, so die Rolle der Sphinx — als Sinnbild des Rétselhaf-
ten und Geheimnisvollen, das fiir die erotische Weiblichkeit in der Kunst des
Fin de Siecle steht. Wie auffillig die Gestalt von Shakespeares Ophelia bei der
ukrainischen Lyrikerin ist, wurde bereits vermerkt (Wedel 1994, 97). Dabei
handelt es sich hier um eines der markantesten Motive der Sezessionsésthetik,
das sogenannte Ophelia-Motiv. Kennzeichnend fiir diese Perspektive in der Mo-
dernitdt von Ukrajinka erweist sich aber auch das romantische Ambiente mit
mittelalterlichen Szenerien vor Burgen, Rittern, Turnieren, Damen und Pagen,
die cine legenddre Atmosphére vermitteln. Ebenso metaliterarisch wirken die
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Musengestalten, die letztlich die Idee der kiinstlerischen Inspiration versinnbild-
lichen sollen.

Die Liebesemotion bei Lesja Ukrajinka ist obsessiv. Die Autorin erldutert ih-
re unterschiedlichen Aspekte, sie bleibt aber immer schmerzhaft und doch le-
bensbejahend. Das dramaturgische Debiit von Ukrajinka ‘Die blaue Rose’
(Blakytna trojanda, 1896) zeigt eine radikale Abkehr von dem damals auf den
ukrainischen Biithnen herrschenden Ethnographismus und die Zuwendung zur
naturalistisch gekleideten Psychologie der Gefiihle. Durch den innovativen Lie-
beskonflikt erhebt die Dichterin ihre weibliche Heldin Ljubov, die eine talentier-
te Replik zu dem von der Tradition losgeldsten Frauenbild von Ibsen und
Hauptmann darstellt: Sie begeht Selbstmord, weil sie das Leben von Orest we-
gen ihrer Schizophrenie nicht verderben mdchte. “Ljuba handelt also selbstlos,
altruistisch, und nicht aus Furcht vor dem Im-Stich-gelassen-Werden oder aus
Verzweiflung” (Kipa 1994, 154). Ljubov tradiert das Motiv des Liebeswahns, so
dass man sagen kann, dass ihre Gestalt das bereits erwdhnte Ophelia-Paradigma
bedingt.

Zum Inbegriff kompromissloser Frauenliebe, die (nach romantischem Mus-
ter) dem Tod gleicht, wird die Mirijam® aus dem Dramastiick Ukrajinkas ‘Die
Besessene’ (Oderzyma, 1901). Das Leben der Heldin ist vollkommen dem Mes-
sias gewidmet, jedoch schmerzt sie die Ungerechtigkeit, dass er fiir die Anderen
sein Blut vergieBt, selbst aber nichts verlangt, weswegen “keiner von euch sei-
ner wiirdig ist” (Ukrajinka 1994, 243). Der Konflikt entsteht aus der Unverein-
barkeit zweier Liebesvorstellungen: Mirijam ist bereit, fiir die Liebe zu Gott
umzukommen, kann allerdings seine Lehre einer allgemeinmenschlichen Liebe
nicht akzeptieren (“Doch diese Liebe, die ich von Dir will,/ muss so sein, wie
die Sonne — allen scheinen”; Ibid, 237). Der Messias kann ihr demnach nur
Frieden schenken. Mirijam lehnt sich gegen die passive Erwartung des Wunders
derjenigen auf, die ihr Gliick vom Lehrer bekommen. Threr Meinung nach muss
jeder dafiir selbst kimpfen. Markant im Text erscheint die Metapher der Natter,
durch die der Hass von Mirijam auf die Feinde des Messias versinnbildlicht
wird. Die Protagonistin ist von den beiden starken Gefiihlen — Liebe und Hass —
besessen, deren Offenbarung ihr den Hass der Anderen bzw. die Strafe durch
Steinigung einbring (“Messias! Ich gebe jetzt fiir dich mein Leben.../ Und nicht
fiir Gliick...das Himmelreich.../ nein...aus Liebe!”; Ukrajinka 1994, 246). Die
Idee des Gliicklich-Werdens, indem man gibt, und nicht indem man nimmt, er-
klingt auch in den Gedichten der Kiinstlerin wie in ‘Abschied’(Proscannja),
‘Opfer’ (Zertva) u.a. Mit dieser Art von unermesslich starker Liebe versieht
Ukrajinka auch die Figuren von Kassandra, Priscilla, Mavka, die alle Hingabe
und Selbstaufopferung ausdriicken.

AuBerst innovativ scheint auBerdem das dramatische Gedicht Ukrajinkas
‘Auf dem Blutacker’ (Na poli krovi, 1909) zu sein. Fiir J. Hahn stellt der Text
ein neues, originelles und sogar geniales Judasdrama nach Inhalt und Idee dar

% Die Namen werden nach der deutschen Ubersetzung, in diesem Falle von J. Hahn, ange-
fithrt.
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(Hahn 1994, 212). Das Poem verinnerlicht und iiberspitzt das Drama des Verra-
ters, indem es die charakteristische Problematik zur elitiren neoromantischen
Dramatik werden lésst. Zentrierend im Dramastiick wirkt der Verrat durch einen
Kuss, als iibliche Begriifung im Orient. Der verzweifelte Verrdter hat an seinen
Lehrer geglaubt und alles fiir ihn getan, doch: “Nein, er hat niemals mich/ ge-
kiisst...niemals...” (Ukrajinka 1994, 229). Gemidf3 der Predigt von Jesus gibt
Juda®® sein ganzes Hab und Gut den Armen, doch das Reich Gottes bleibt ihm
fern (“Sein Drang war grof3, sein Stolz!/ Er konnte aber nie etwas vollbringen./
Sein ganzes Tun versickerte in Worte”; Ibid, 224). Die Ambivalenz des
Hauptcharakters (Huzar 1973, 98) verstérkt die Dichterin durch die Ambivalenz
des Wortes. Juda mag den Messias, allerdings muss er ihn verkaufen, um vom
ergatterten Acker selbst leben zu konnen. Wieder einmal setzt die Dichterin das
Symbol der Schlange ein, mit dem der Pilger im Text als Kontrahent von Juda
diesen anprangert. Nach dem Gestdndnis des Juda war sein Kuss kalt, da er
dadurch nur ein Zeichen setzte. “Erst dieses Sakrileg, der Missbrauch zartlicher
Gefiihle im Okzident fiir einen Schurkenstreich bringt den Pilger auller Fas-
sung”, beteuert Hahn (1994, 207). Empdrt vergleicht er Juda mit einer Schlange,
die todbringend, also als Allegorie des Satanischen fungiert:

Pilger (vor Empoérung zitternd):
Kein Wort mehr! Schweig! Ob warm die Schlange ist
Vom Liegen in der Sonne oder kalt,
sie bleibt doch giftig!
(Ukrajinka 1994, 230)

Das akzentuierte Frauenimage im Kontext des Fin de Si¢cle verlagert die
Aktualitdt auf die Rolle der Sphinx, die ein Zwitterwesen aus Frau und Katze
(Lowe, Tiger oder Leopard) mit den Fliigeln eines Vogels ist. Die Gestaltung
von Frauen als Raubkatzen ist typisch fiir die Poesie der russischen Impressio-
nisten K. Bal’mont, N. Gumilev, V. Brjusov. Sie verkorpern in der Regel das
Déamonische (in) der Frau, indem sie das Paradigma der sogenannten Femme
fatale aus der Romantik neu aufwerten. Hierher gehdren auch gefahrliche my-
thologische Gestalten wie die Gorgo-Medusa sowie gewaltsame Frauenfiguren
wie Circe und Judith/Salome aus der Zeit der Romantik, die von der Moderne
iibernommen wurden. Das Weibliche bekam einen neuen Klang, und zwar den
eines “schillernden und glitzernden Naturwesens, eines prahistorischen Tiers,
der Schlange oder Katze nahe und verwandt” (Sternberger 1977, 57-58). Die
Figur der Sphinx agiert als Hiiterin des Naturgeheimnisses, und zwar jenes der
Menschwerdung. Sie vereinigt in sich Leben und Tod, und es liegt in ihrer
Macht, das Geheimnis des Menschen — geboren von der Frau — zu beherrschen.
Daher birgt das Symbol die ganze Tragik des menschlichen Daseins, wie die
Dramen Hugo von Hofmannsthals es belegen.

%6 Auch hier ist die Ubersetzung von J. Hahn maBgeblich bei der Anfiihrung der Namen.



108

In der Tragddie ‘Kassandra’ (1907) erschafft Ukrajinka ihre Variante der
starken ddmonischen Frau: In das Bild der stets unheilverkiindenden Kassandra
setzt sie die Idee des Lebens, das sich nur im Wirklichen, im Konkreten zeigt
und sich somit im Tod verfliichtigt. Die Priesterin prophezeit zwar das Ende
Trojas, doch als es stattfindet, sicht sie das vergossene Blut und die Ruinen als
Hochzeitsfeier und als Leben. “Dass Leben eigentlich Tod, Tod aber Lebens-
rausch, eine Art Befreiung ist, scheint ein Grundgedanke der damals modernen
Dekadenz zu sein”, schlieft H. Rothe (1994, 125). Zur Stilisierung der Kas-
sandra als Femme fatale trdgt auch hier das Schlangenmotiv bei, dessen Trag-
weite von der schlangenhaften Klugheit der Prophetin iiber den schreckeinja-
genden Medusa-Blick bis zum schlangenartigen Schmuck auf ihrem Arm reicht.
Dabei ist die Gorgo-Medusa-Problematik auch doppelseitig interpretiert. Einer-
seits steht Kassandra selbst wie versteinert vor der Schicksalsgottin Moira, da
sie nur eine Betrachterin der furchtbaren Geschehnisse ist (“so als ob Medusa
ihren Blick auf dich geworfen hétte”’; Ukrajinka 2007, 133), und zugleich fl683t
sie durch die Wahrsagung den Menschen nur Entsetzen ein.

Durch das Bild von Kassandra stellt Ukrajinka auferdem das Problem der
Wahrheit und der Liige dar und sorgt damit fiir eine interessante philosophische
Sequenz im Dramastiick. Die Heldin erklirt ihre Wahrsagung so: “ich fiihle und
ich sehe stets das Unheil, / doch ich bin nicht imstande, es zu zeigen” (Ukrajinka
2007, 43) aulerdem: “denn ich sehe, wovon ich spreche. Ich sehe Trojas Ende”
(Ibid, 45). Es handelt sich hierbei nicht um eine Theodizee, sondern vielmehr
um die Rolle der Sprache, die fiir die moderne Literatur der Jahrhundertwende
von grofer Relevanz war. Im Gesprach mit Kassandra dufert ihr Bruder Helenos
(auch Priester) den Gedanken, dass Moira richtet, doch sie gibt auch der Hoff-
nung eine Daseinsberechtigung, wie der Wahrheit und gleichermalien der Liige.
Auf diese Weise verlagert sich das Verhdltnis zwischen Wahrheit und Liige auf
die Ebene der Sprachontologie. Folglich wird dadurch die Doppeldeutigkeit des
Hellsehens von Kassandra und schlieBlich die Hauptsuggestion des Werkes er-
reicht:

“Glaubst Du, die Wahrheit zeugt die Sprache?
Ich meine, dass die Sprache Wahrheit zeugt.
Wie konnte man das Wahrheit nennen,
was eine Liige zeugte? Hast Du nie
eine Zeugung von dieser Art gesehen?
Ich sah’s unendlich oft. Fruchtbares Wort
bringt mehr hervor, als die Urmutter Erde”
(Ukrajinka 2007, 137)
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3.3. Neoromantische Artifizialitdt

Dank den Impulsen, die aus dem damals Ssterreichischen Lemberg stromten,
entwickelte die Dichterin in ihrem Werk Merkmale, die fiir M. Nevrly auf den
Nenner der Neoromantik gebracht werden konnen. Der Autor entdeckte daher
die Gemeinsamkeiten zwischen H. von Hofmannsthal, als “Schopfer des poeti-
schen Dramas der Moderne aus den Wurzeln der klassischen und romantischen
Traditionen”, und Ukrajinka, die, neben Cechov, “den Hohepunkt des modernen
Dramas in den slavischen Literaturen” reprasentiert (Nevrly 1994, 106). Beiden
gemeinsam waren die Bezeichnungen ihrer Stiicke als dramatische Gedichte,
dramatische Poeme oder Etiiden, manche davon waren Versdramen, und es gab
schlieBlich auch viele Einakter. Ukrajinka fiihrte iiberhaupt das neoromantische
Drama mit seinen typischen Charakterziigen in ihre Nationalliteratur ein. Dabei
stehen im Mittelpunkt der Handlung mancher Texte nicht die historischen Er-
eignisse oder schwierige Fragen der menschlichen Existenz, sondern deren Es-
senz, nimlich die kunstvolle “ideelle Beleuchtung” der Fakten (Nevrly 1994,
109).

Da in dem modernen Drama der Jahrhundertwende die Konflikte von Ideen,
Wahrnehmungen und Weltanschauungen getragen werden, qualifiziert man die
dramaturgische Kunst Ukrajinkas als Ideendrama; sie war die erste Vertreterin
dieser neuen Gattung in der ukrainischen Literatur. Die Autorin distanzierte sich
vom nationalen Provinzialismus und war iiberzeugt, dass “die neoromantische
Stromung am meisten dem Zeitgeist entspricht” (Medvedovska 2005, 94). Sogar
kiirzere dramatische Gedichte, wie “Wenn ich nur wiisste’ (ohne Titel, 1898)
und ‘Auf den Ruinen’ (Na rujinach, 1904) belegen die rebellische Position der
Dichterin. Vor den urhistorischen Kulissen erscheint alles in diesen ‘babyloni-
schen’ Texten allegorisch, jedoch présentiert sich die Autorin ziemlich authen-
tisch. Im Agon mit einem imagindren Opponenten (X) stellt sie z.B. in “Wenn
ich nur wiisste’ ihre nietzscheanisch geprigten Gedanken so dar:

L. — “Wer Gott nicht fiirchtet, der ist auserwahlt,

Denn Gleicher geht zum Bunde nur mit Gleichem”
(Ukrajinka 2005, 21)

Schon das erste Dramastiick der Kiinstlerin ‘Die blaue Rose’ verrdt den gro-
Ben Einfluss des deutschen Naturalisten Gerhart Hauptmann, dessen Drama
‘Vor Sonnenaufgang’ sie zu ihrem Erstling inspirierte. Der Titel rekurriert auf
das bekannte Motiv der blauen Blume aus der Zeit der deutschen Romantik, be-
kannt von Novalis und Eichendorff. Die Hauptfigur Orest tritt in dem sehnsiich-
tigen Image eines mittelalterlichen Liebesritters auf, und durch sein Schicksal
wird die romantische Tradition der edlen h6fischen Minne mit dem Mérchen der
Moderne verbunden. Nach H. Rothe schuf Ukrajinka dies “lange bevor Ahnli-
ches im russischen Symbolismus bezeugt ist” (Rothe 1994, 113), z.B. Bloks
‘Rose und Kreuz’ (Roza i krest, 1910). Vieles im Text spricht dafiir, dass es sich
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um reine Salonliteratur handelt, wie allein die Kollision zwischen Vernunft und
Herz in einem intelligenten Milieu dies verrdt. Sowohl Orest als auch seine Ge-
liebte Ljubov sind Intellektuelle, ebenso sind die beiden krank. “Man spiirt Ib-
sens Psychologismus, Zolas Auffassung vom Gesetz der biologischen Verer-
bung, die Schicksalsgottin Moira schlieit ihre Opfer in die Arme, doch die ro-
mantische Attitude schldgt auch durch” (Rothe 1994, 20). Bekanntlich steht die
blaue Blume fiir das gute Gliick und Zufriedenheit, sie wird aber auch als Sym-
bol eines Zustandes hochster synésthetischer Wahrnehmung artikuliert, bei dem
alle Sinne ineinander verschmelzen. Wenn man bedenkt, dass der Symbolismus
auf Korrespondenzen beruht, und der Impressionismus die syndsthetischen mo-
mentanen Reize lobpreist, kann man das Dramastiick ,Die blaue Rose’ nicht so
sehr als Vorbild bzw. Beginn des psychologischen Dramas in der russischen Li-
teratur sehen, sondern eher als ein impressionistisches “Stimmungsdrama”
(Chropko 1973, 85).

Zu ihrem Meisterwerk ‘Das Waldlied’ (Lisova pisnja, 1911) wurde Ukrajin-
ka, wie sie selbst bekanntgab, durch Hauptmanns Mérchendrama ‘Die versun-
kene Glocke’ angeregt. Ahnlich wie Hauptmanns Bezeichnung der ‘Versunke-
nen Glocke’ als Mairchendrama nannte die Kiinstlerin ihr Drama ‘Feenspiel’
und spiter ‘Feerie’. Auf Hauptmanns Gebrauch germanischer (regional schlesi-
scher) Mythen antwortete sie mit ukrainisch / wolhynischen Mythologemen in
ihrem Dramastiick (Bojko-Blochin 1994, 18). Der Hauptkonflikt wird aufgrund
des Zusammenpralls zwischen mérchenhafter Naturwelt und prosaischem All-
tagsleben konzipiert, um wieder einmal die selbstlose, reine Liebe siegen zu las-
sen. Sie zeigt sich im Bild der Waldfee Mavka, die zum Symbol der unsterbli-
chen edlen Schonheit aufsteigt, da “alles, was den Menschen veredelt und erhoht
— nicht zerstorbar ist” (Kipa 1994, 162). Auch der Mensch in der Gestalt von
Lukas§, der durch die Musik die Liebe von Mavka erweckt, kommt zur Entfal-
tung seines Wesens und erlebt eine Steigerung in seiner Natur und seiner Kunst.

A. Kipa vermerkt die Rolle des psychologischen Parallelismus im Drama-
stiick als strukturbildendes Prinzip. Auf dieser Basis qualifiziert er die Darstel-
lungsart des Textes sogar als naturalistischen Impressionismus. Es handelt sich
in ‘Feerie’ in der Tat um eindeutige impressionistische Ansitze, die an die mys-
tischen Codierungen bei Maeterlinck (‘Der blaue Vogel’) erinnern. Die Kiinstle-
rin baut die Vorstellung eines “verlorenen Paradieses” auf, welches die Sehn-
sucht des Menschen nach Harmonie mit den mystischen Kréften der Natur aus-
driickt (Sulym 2006, 13). Dabei lédsst sich die idyllische Atmosphére des magi-
schen Polissien funktional in einen bereits existenten Kontext in der russischen
Prosa der Jahrhundertwende einbetten. Allein die Betitelung der bekanntesten
Novelle von A. Kuprin, ‘Olesja’, aber auch die Poetisierung der ukrainischen
Natur darin fiihrt zuriick zu Polissien und seiner Naturmagie. Auch hier wird die
Geschichte einer Waldhexe erzéhlt, die in Opposition zu dem stidtischen Intel-
lektuellen steht, doch seine Liebe gewinnt. Das Werk hatte anscheinend die
gleiche poetische Aufgabe wie die ‘Feerie’ von Ukrajinka, zu erfiillen: die Natur
auf eine numinose Art zur Enklave gesunder Emotionen und Schonheitssugges-
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tionen zu stilisieren. Auch hier spielt der Parallelismus eine entscheidende Rolle
bei der Entwicklung des Sujets und bei der Gestaltung der Landschaftskulisse.
Gleichsam erlebt man die Selbstaufopferung der Heldin, was die Erzdhlung von
der ritselhaften Olesja in ein dekoratives Mairchen iiber die Stirke und die
Schonheit des Volkscharakters und dessen Unsterblichkeit verwandelt. GroBar-
tige Poetisierungen der provinziellen Natur trifft man ebenso in den impressio-
nistischen Kurzgeschichten von Boris Zajcev (Kaluga als russische Urheimat)
sowie in der Naturdichtung des jungen Ivan Bunin (aus Poltava) an, die die Vor-
bilder einer neuen Stilistik zur Jahrhundertwende lieferten.

3.4. Dekoration und Ornament

In der Feerie ‘Das Waldlied’ stellt Ukrajinka ihre Fahigkeit, die Waldbiihne
in ein méirchenhaftes Dekor zu verwandeln, unter Beweis. Zum einen wird die
romantisierte Handlung von einer folkloristischen Entourage vorangetrieben, die
der ukrainischen Ddmonologie angehort: Feldnymphe, Wassernymphe, Wald-
schrat, Wassermann, Flattergeist, Berggeist, Gnom etc. Zum anderen spielt der
Akt des Ausschmiickens bei der ‘Kostiimierung’ der Akteure eine grof3e Rolle.
Die Szenen wechseln sich im Einklang mit den unterschiedlichen Jahreszeiten
ab; entsprechend sehen die Blumenkrinze und das ganze Naturgewand der
Hauptheldin — der Waldnymphe Mavka — aus. Die Dichterin schrieb ihre ‘Fee-
rie’ innerhalb weniger Tage in Kutaisi 1911 und gestand dabei: “Eine Uber-
macht von Bildern raubt mir den Schlaf in der Nacht und quélt mich mehr als
die Krankheit, dann {iberfdllt mich ein Damon, noch schrecklicher als die
Krankheit, und zwingt mich zu schreiben ... In solchem Zustand habe ich «Das
Waldlied» verfasst” (Sulym 2006, 11).

Nach dem typischen Muster des ornamentalen Impressionismus &sthetisiert
die Autorin die Naturphdnomene, indem sie Edelmetalle sowie natiirliche
Chromatik funktionalisiert: “dort verhiillt die Sonne ihr Purpurgewand,/ um in
Meerestiefen ihr Gold zu versenken./ Wir besuchen Sterne, die Silbergarn
schenken,/ und weben daraus einen Schatten aus Samt” (Ukrajinka 2006, 69).
Durch das geschickte Spiel mit Licht, Schatten und Farbnuancen schafft sie es
sogar, die so seltenen impressionistischen Girlanden als aufleuchtende und ver-
16schende Blitzerscheinungen herzustellen. Dabei arbeitet die Kiinstlerin gezielt
mit der pulsierenden Wiederholung dieser Effekte, die letztendlich in einem
Tanzgebilde ihre Form finden (Sternberger 1977, 65). In vielen Szenen des
Dramas kommt man zum wirbelnden Verein von Geistern und Naturelementen,
deren rhythmische Bewegung schlangenartig vorkommt: “Er wirbelt mit ihr in
schnellem Tanz. Der Silberschleier auf Mavkas Kopf fliegt in die Hohe, wie ei-
ne glinzende Schlange, die schwarzen Haare sind aufgelost und mischen sich
mit den feuerroten Locken des Flattergeistes” (Ukrajinka 2006, 159).

Die geschwungene S-Linie des Jugendstils (Michalski 1989, 11) wurde
frithzeitig als kompositionelles Element des neuen Stils bestimmt. In ihrer indi-
viduellen Arbeit suchen die meisten Vertreter des Jugendstils eine urspriingliche
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Stiitze in der Organik und der Bewegungskraft der Natur. Diese eindeutig vom
Impressionismus iibernommene Tendenz erschien abstrahiert durch die Stilisie-
rung, die ohne Ubertreibung in ein elegantes Muster {ibergeht. Die neue Kunst-
richtung zeigte groBes Interesse fiir die japanische Kunst und Kultur, vor allem
fiir die klare Flache von Wasser- und Luftlinien in den japanischen Radierungen
(z.B. bei K. Hokusai). Letztere erwiesen sich als artistisch den Blumen- und
Tierdominanten untergeordnet, die so wichtig fiir die Gestaltung der Oberfléche
waren. “Die gekriimmte, flieBende «japanische» Linie wurde der Natur abge-
schaut, durch ein hochentwickeltes Gespiir fiir Formen gefiltert und in hoch abs-
trakte Formen und Muster iiberfiihrt” (Hardy 1990, 23). Einen Teil der ‘Feerie’
Ukrajinkas macht in der Tat die spiralartige Bewegung im Text aus, wie dies der
Flattergeist beschreibt: “Schau wie das Spinnennetz dort fliegt,/ wirbelt umher,
dreht sich, kreist in der Luft ...”, um dann zu schlieBen: “schon ist nur das, was
sich ewig bewegt!” (Ukrajinka 2006, 159).

Mavka agiert als Mérchengestalt, und nach ihrem Liebestod erféhrt sie eine
phantastische Auferstehung. Sie verwandelt sich in eine Birke, aus deren Zweig
eine Pfeife geschnitzt wird. Das Motiv des Friihlings und der Wiedergeburt ent-
spricht der natiirlichen Zyklizitdt einer Mythopoetik, so dass am Ende des Stii-
ckes die ewige Wiederkehr triumphiert. Beachtlich ist dabei doch die Akzentuie-
rung der seelischen Komponente, die eindeutig fiir die neue Kunst der Jahrhun-
dertwende spricht. Dank ihrer Liebe zu Luka$ erwarb die Waldnymphe eine
Seele, und das ist ihr Wert, trotz des verlorenen fritheren Lebens: “Geliebter/, du
gabst mir die Seele, wie ein scharfes Messer/ einem stummen Weidenzweig
Stimme verleiht” (Ukrajinka 2006, 207). Dann bekommt die Idee der Wieder-
kehr erst richtig ihre Bestdtigung: “mein Ende hat hier seinen Anfang erreicht”
(Ibid, 209) - rekapituliert Mavka.

4. Die Rolle der Peripherie fiir die Etablierung der Moderne

Man muss unterstreichen, dass sich gerade am Beispiel des Kiinstlerkreises
‘Die Welt der Kunst’ ein charakteristisches Merkmal der modernen Kunst Russ-
lands bemerkbar machte. Konzentriert in Petersburg brachten die Maler des auf-
gehenden Impressionismus die europdischste Stromung auch in Russland zum
Blithen, doch diese wurde von der russischen Provinz vorbereitet. Die meisten
Kiinstler der vorhergehenden Generation stammten ohnehin aus der Peripherie
und haben durch ihren Provinzialismus die Besonderheiten russischer Kunst aus
der zweiten Halfte des 19. Jahrhunderts bestimmt. Auch die ‘Weltkiinstler’ ver-
traten um die Jahrhundertwende diese Tendenz: Der Organisator der Gruppe S.
Djagilev kam aus Perm’ in die Metropole; L. Bakst war Sohn eines Héndlers
und verbrachte seine Kindheit in Grodno; DobuZinskij wurde in Novgorod gebo-
ren und hatte mit seiner Familie als Jugendlicher in verschiedenen Provinzstid-
ten gelebt. Das kulturelle Verhiltnis zwischen Kulturzentrum und Peripherie hat
sich also an der Jahrhundertwende gedndert. Es ist z.B. kein Zufall, dass das
provinzielle Saratov eine beeindruckende Malerschule hervorbrachte, an deren
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Spitze V. Borisov-Musatov stand. Im Programm von ‘Die Welt der Kunst” wur-
den vor allem die kiinstlerische Individualitét, die Autonomie der Kunst und die
Schonheit als Hauptthema des Kunstschaffens verkiindet (Sarab’janov 1993, 66-
67).

Die ‘Wolgaer’ Schule, deren Lehrer V. Borisov-Musatov war, reprisentierte
die zweite Phase des russischen Impressionismus und situierte sich in Moskau.
Der Name dieser neuen Malerkonstellation war kein anderer als ‘Die blaue Ro-
se’ (Golubaja rosa). Borisov-Musatov war fasziniert von der durch die Zivilisa-
tion nicht beriithrten Natur in den Bildern von Gauguin, und im gleichen Maf3
vom Vater des malerischen Symbolismus de Chavannes mit seinem Hang zur
monumental-dekorativen Malerei. Auf der Suche nach Harmonie verwandelt er
die Landschaft in einen wirkenden emotionalen Faktor, der die Bildidee mani-
festiert. In seinen Bildern ‘Harmonie’ (Garmonija) und ‘Ein Herbstmérchen’
(Vesennjaja skazka) erkennt man den romantischen Lyrismus des Kiinstlers,
dhnlich den Etiiden russischer Impressionisten und élterer Symbolisten. Borisov-
Musatov war auf der Suche nach wohltuender Schonheit, die aus seinen poeti-
sierten Frauenbildern riihrt, sie verkorpern seine Sehnsucht nach Harmonie. Of-
fensichtlich beeinflusste ihn dabei die Idee D. Merezkovskijs iiber die Liebe als
hochste Naturkraft — jenseits von Gut und Bose — als oberste Freiheit und
Welterkenntnis durch die Schonheit (Rusakova 1995, 205).

Die jungen Mitglieder der ‘Blauen Rose’ Pavel Kuznecov, Sergej Sudejkin
und Nikolaj Sapunov fanden Begeisterung an den Dramen von Hauptmann, Ib-
sen und besonders Maeterlinck und standen der melodidsen, ‘vielfarbigen’ Poe-
sie von Bal’mont, wie auch der grellen Bildhaftigkeit Brjusovs, d.h. den literari-
schen Impressionisten, nah. Andererseits galten sie als Mystiker, dank des auf-
fallenden Einflusses der Jungsymbolisten A. Blok und A. Belyj auf ihre Kunst;
sie druckten ihre Arbeiten in der symbolistischen Zeitschrift ‘Das goldene Vlies’
(Zolotoe runo) und trafen sich dort mit ihren literarischen Kollegen. Der Name
der Ausstellung 1907 in Moskau — ‘Die blaue Rose’ — wurde von Belyj oder
Brjusov vorgeschlagen und sollte ein Symbol fiir mystische Liebe, assoziierbar
mit der Unendlichkeit, sein (Rusakova 1995, 342).

Der Impressionismus in Russland, welcher der eigenen Peripherie (Okraina)
viel zu verdanken hat, bildet den natiirlichen Kontext fiir die Literatur der gro-
Ben ukrainischen Dichterin Lesja Ukrajinka. “Lesja Ukrajinka gehort zweifellos
zu den bedeutendsten Dichterinnen der europdischen Moderne”, so formuliert es
L. Udolph (2007, 274). In ihrer zweiten Schaffensperiode (1896—1913) iiberwo-
gen die dramatischen Werke, die einen weitumspannenden Themenbereich um-
fassen — das alte Agypten, Babylon, Hellas, das romische Imperium aus der Zeit
des frilhen Christentums, die Gegenwart etc. und ihr die groBte Popularitit
brachten. Damit fiihrte sie ein neues Genre in die osteuropidische Literatur ein,
namlich das dramatische Poem, dem sie eine ungewohnliche Bildsymbolik und
einen unerwarteten Ausgang verlieh (Sulym 2006, 11). Mit ihrer innovativen
Poetik trug sie zur Etablierung der Kunst des Fin de Siécle nicht nur im ukrai-
nisch-russischen, sondern auch im gesamten slavischen Raum bei. Durch die
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europdischste Stromung, die sie talentiert vertrat, nimmt sie schlieBlich eine
zentrale Stelle in der Entwicklung der slavischen Literaturen ein.
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THE WORKS BY THE CONTEMPORARY UKRAINIAN SCIENCE
FICTION AND FANTASY AUTHORS MARYNA AND SERHI1J
DJACENKO, HENRY LION OLDIE AND ANDRIJ VALENTYNOV
IN THE EUROPEAN DIMENSION

Natalija Krynyc’ka
(Ukraine)

The article is an attempt of reviewing the creative achievements of Maryna
and Serhij Djacenko, Henry Lion Oldie (pen name of the co-authors Dmytro
Hromov and Oleh Ladyzens’kyj) and Andrij Valentynov, the European Science
Fiction Society’s Best Writers of Europe competition winners in 2005, 2006 and
2013 respectively, in terms of the place of these authors in the contemporary
literary process and the traditions of Russian-language fantastic fiction created
by residents or natives of Ukraine, in particular. It is noted that the concept of
modern Ukrainian national identity is complex because it goes beyond the
Ukrainian language and tends to hybridity, characteristic of postcolonial cul-
tures and multicultural societies, combining Ukrainian, Russian, Jewish and
Polish roots. Provided that more high-quality translations appear, this hybridi-
ty, writing skill and deep interest in the moral, philosophical, aesthetic and psy-
chological problems of all humanity may promote the recognition of books by
M. and S. Djacenko, H.L. Oldie and Andrij Valentynov by European readers
and raise the perception of the Ukrainians in Europe to a new level, creating
better conditions for cultural integration.

Key words: science fiction, fantasy, genre, national identity, hybridity, hy-
brid identity, noosphere.

TBOPUYICTh CYYACHUX YKPATHCHbKAX ®AHTACTIB MAPUHHU
I CEPT'TA JAYEHKIB, TEHPI 31AI710HA OJIAI TA
AHJIPISI BATEHTHHOBA B €BPOIIEMUCBKOMY BUMIPI

Hamanin Kpunuyska

Y emammi 30iticneno cnpoby oenady meopuux 3006ymxie Mapunu i Cepeis
Mauenxis, I'enpi Jlationa Onoi (ncegdownim cnisaemopis Imumpa I pomosa ma
Oneza Jlaouocencvkoeo) 1 Auopis Banemmunoea, eusHanux Kpawumu
panmacmamu €sponu y 2005, 2006 ma 2013 poxax 8ionoeioHo, iz mouxu 30py
Micys yux asmopie y CyuacHoOMy JiMepamypHoMy npoyeci ma mpaouyii
POCIICbKOMOBHOI  (hanmacmuyHoi imepamypu, CmMeopeHoi dcumenimu abo
suxioysmu 3 Yrpainu, 3oxpema. Hazonowyemvcs ma ckiadHocmi nosmms
CYyHacHoi YKpaincbkoi HAYIOHATLHOT I0eHMUYHOCMI, AKA BUXOOUMb 3A MeXNCT
VKpaincekoi  moeu 1 mAxcie 00  2iOpuoHocmi,  XapakmepHoi O
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HOCMKOJOHIAbHUX KYIbIYP Ma MYTbMUKYIbMYPHO20 CYCNITbCMEA, NOEOHYIOUU
YVKpaiHcbKe, pocilicbKe, €8pelicbke ma noivcovke Kopinna. Came ys 2iopuouicmo,
NUCLMEHHUYbKA — MalicmepHicmb  ma  2iuboKull  iHmepec 00 MOPATbHUX,
Qinocopcorux, ecmemudHuUx ma NCUXOJOSTUHUX NPOOIEM YCbo2O TI0OCMBA, 3d
HaseHocmi OOl  KITbKOCMI  AKICHUX —NepeKknaodis, MOJCYymb  CHpusmu
eusnannio kuue M. ma C. Jauenxie, I.JI. Onoi ma A. Barenmurnosa
€BPONEUCLKUMU YUMAYAMY MA BUBOOAMb CNPULHAMMS YKpainyie y €eponi Ha
HOBULL PI6EHb, CIBOPIOIOYU KPAWL YMOGU OJis KYJIbMYpPHOI iHmezpayii.

Kniouosi cnosa: nayxosa ¢anmacmuxa, enmesi, dcaup, HAYiOHANbHA
i0enmuynicmy, 2iOpuOHicmy, 2iOpUOHa i0eHmuyHicms, Hoocgpepa.

The problem of national identity became very painful and urgent for most of
Ukraine’s citizens in 2014 when the hybrid war for independence broke out,
changing the lives of millions of people, their survival sometimes dependent on
the correct and swift distinction between friend and foe. Language (Ukrainian or
Russian) has become a rather effective identifier, but thousands of true Ukraini-
an patriots who fight and die for Ukraine are Russian-speaking, and this fact
along with many other issues shows the multiplicity of the contemporary
Ukrainian identity and the complexity of the personal choice of belonging to a
certain state and/or nation.

The spouses Maryna and Serhij Djacenko from Kyjiv, the two co-authors
Dmytro Hromov and Oleh Ladyzens’kyj (aka Henry Lion Oldie) and Andrij
Valentynov from Charkiv, honoured as the European Science Fiction Society’s
Best Writers of Europe in 2005, 2006 and 2013 respectively, are primarily rus-
sophone authors, but, according to sincere long-term readers’ feedback and
many awards, they have made a great contribution to the high poetic, philosoph-
ical and psychological level of modern literature written in Ukraine. My family
and friends are among their loyal readers who wait for the publication of their
new books and whose inner worlds have been influenced by these writers since
the 1990s. Hence, the aim of this article is to show that the authors mentioned
above deserve high literary status and recognition at an international level, and
that Western readers ought not to be deprived of the aesthetic and intellectual
pleasure of reading these writers’ fiction, as it expands the horizons of the con-
temporary Ukrainian identity in the globalised world.

In psychological terms, national identity is viewed as “an awareness of dif-
ference”, a “feeling and recognition of ‘we’ and ‘they’” (Lee 2012, 29). The
writer’s identity is also connected with the awareness of difference that is
shaped by the ethnicity, language, trend, generation, genre, style and other bor-
ders and determines the author’s niche in the literary process. The above-
mentioned russophone writers of Ukrainian, Russian and Jewish origin are born
in Ukraine and are united by the same “feeling and recognition of ‘we’ and
‘they’ because they have had to pave their hard way in contemporary literature,
helping each other like true warriors.
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Maryna (born 1968) and Serhij Djac¢enko (born 1945) tend to be primarily
fantasy authors; they denote their trend as ‘M-realism’ never explaining the
meaning of the term (‘M’ may stand for magic, mythological, marvellous, meta,
Maryna’s, etc.). Most of their fantasy worlds resemble Eastern Europe of the
10™-21* centuries. Another important genre for this writing duet is soft or social
SF with modern Europe as its background again. Maryna, as a former actress
and Serhij, as a former biologist and psychiatrist successfully complement each
other, combining romanticism and analytical thought (Andreeva 2013, 215-250,
257-261). Their fiction has something in common with the best works of Ursula
Le Guin, Nikolaj Gogol’, Evgenij Svarc, the Strugatskij brothers, Michail Bul-
gakov, Stanislaw Lem and Andrzej Sapkowski, but the spouses Djacenko defi-
nitely have their unique writing style. Serhij is also a professional screenwriter;
his script to the movie “Famine-33” (1991) based on the novel “The Yellow
Prince” by Vasyl Barka about the tragedy of the Ukrainian people became a
very important and heroic step towards revealing the historical truth (Andreeva
2013, 271-276).

Sir Henry Lion Oldie (or H.L. Oldie) is skilled at different genres: Dmytroj
Hromov and Oleh Ladyzens’kj (both were born in 1963) are good at heroic, ep-
ic, mythological or urban fantasy, magic realism, soft SF, space opera, steam
punk, etc. In 1991 they defined their main genre as ‘philosophical thriller’, and
the critics suggested using the term of ‘mythological realism of the postmodern
period’ (Andreeva 2013, 73). Dmytro Hromov, a fan of rock music, worked as a
chemistry engineer, and Oleh LadyZens’kyj used to be a theatre director. They
both are seriously engaged in karate and support beginning writers by giving
workshops and organizing conventions and festivals (Andreeva 2013, 23-51).
The setting of their fiction covers many parts of the earth and imaginary planets.
The readers of Roger Zalezny, Michael Moorcock, Jorge Luis Borges, Michail
Bulgakov, Nikolaj Gogol’, Nikolaj Gumiljov, the Strugatskij brothers, David
Gemmell, Andrzej Sapkowski, Isaac Asimov, Peter Brett, Neal Stephenson,
Gordon Dahlquist or Megan Whalen Turner should appreciate Henry Lion Old-
ie’s beautifully written fiction.

Andrij Valentynovi¢ Smalko, aka Andrij Valentynov (born 1958), a friend
of Dmytro Hromov’s and Oleh Ladyzens’kyj’s, is a historian and archaeologist,
associate professor at Charkiv National University (Andreeva 2013, 143-157).
Valentynov’s genre is often defined as ‘cryptohistory’ or alternate (secret) histo-
ry (Hromov, Ladyzens’kyj: Gromov, Ladyzenskij 2000). Profound knowledge
of European history from the ancient times to the present makes his exiting
worlds thoroughly planned and detailed. He also works successfully in all the
genres in which Henry Lion Oldie writes, except space opera. An experienced
reader will find the parallels between Valentynov’s books and the fiction by
Michail Bulgakov, Umberto Eco, Nikolaj Gogol’, Henry Rider Haggard, Bram
Stoker, Aleksej Tolstoj, Michail Solochov, Ivan Bunin, the Strugatskij brothers,
Victor Hugo, Miguel de Cervantes Saavedra, George R.R. Martin, Terry Pratch-
ett, Edith Pargeter and many others.
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These Ukrainian writers even collaborate, producing books together: Henry
Lion Oldie and Andrij Valentynov are the co-authors of four novels: “We Are to
Live Here” (1998), “Shooter” (2006), “Alumen” (2011) and “Fortress of My
Soul” (2013), and all the five talented persons united their efforts for a kind of
Nikolaj Gogol’ tribute in “The Boundary” ( novel, 1998) and “The Pentacle” (a
novel-cycle of 30 short stories, 2004-2010). Both books are deeply rooted in
Ukrainian folklore and mysticism.

It is very symbolic that Maryna and Serhij Djacenko, Henry Lion Oldie and
Andrij Valentynov cooperated on the basis of Gogol’s motifs. Nikolaj Gogol’
(1809—1852), a native of the Poltava region, is a famous Russian writer of
Ukrainian and Polish ethnicity who lived in Europe for many years. During the
epoch of Romanticism he reflected in his fiction the beautiful, mysterious at-
mosphere of Ukraine and created a new myth of his homeland, based on its his-
tory and folklore (Valentynov, Hromov, Ladyzens’kyj: Valjentinov, Gromov,
Ladyzenskij 2004, 381).

Moreover, all these authors to some degree have been influenced by Michail
Bulgakov (1891-1940), a native of Kyjiv, another brilliant Russian writer best
known for his novel “The Master and Margarita”, which has been called one of
the masterpieces of the 20™ century.

And, finally, the brothers Arkadij (1925-1991) and Boris Strugatskij (1933—
2012), great Soviet-Russian science fiction authors of Jewish and Russian
origin, whose parents came from Ukraine. The Strugatskij brothers became like
a tuning fork for the consciousness of many intelligent people of the Soviet and
the post-Soviet era and had a significant influence on Maryna and Serhij
Djacenko, Henry Lion Oldie and Andrij Valentynov.

Hence, these contemporary authors continue a strong fantastic tradition
based on a Ukrainian, Russian, Jewish and Polish ethnic background that was
developed in Russian by Gogol’, Bulgakov and the Strugatskij brothers. In my
humble opinion, this writing tradition of ethnic diversity, unique romanticism,
true heroism and self-sacrificing, deep lyricism, critical thinking, soft humour
and sharp satire is the soul of Ukraine and it reflects the national identity better
than many books written in Ukrainian.

Here the term of national identity needs some clarification from the perspec-
tive of postcolonial criticism, because Ukraine is definitely a postcolonial coun-
try and, to some degree, our current war is anticolonial too. In the early 1990s
works responding to multicultural awareness emerged written by the principal
theorists of postcolonial criticism Homi Bhabha, Néstor Garcia Canclini, Stuart
Hall, Gayatri Spivak and Paul Gilroy. Homi Bhabha introduces the terms of cul-
tural ‘hybridity’ and ‘hybrid identity’ meaning ‘mixture’ that derived from a
biological discourse: “These ‘in-between’ spaces provide the terrain for elabo-
rating strategies of selthood — singular or communal — that initiate new signs of
identity, and innovative sites of collaboration, and contestation, in the act of de-
fining the idea of society itself...” (Bhabha 1994, 2). H. Bhabha also refers to
this phenomenon as the ‘third space’ — a space where there is a new position that
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is not only the sum of two parts, but something more. Since then, “hybridity has
become a master trope across many spheres of cultural research, theory and crit-
icism, and one of the most widely used and criticized concepts in postcolonial
theory.” (Kraidy 2002, 316).

So, the hybrid identity allows for the perpetuation of the local, in the context
of the global. It means that Maryna and Serhij Djac¢enko, Henry Lion Oldie and
Andrij Valentynov give a brilliant example of forming the hybrid variants: na-
tional, gender, genre, etc. Two duets (the spouses Djacenko and H.L. Oldie)
make the ‘third space” when 1+1 is more than 2; the trio (2+1: Dmytro Hromov,
Oleh Ladyzens’kyj and Andrij Valentynov) is more than 3; the quintet of all of
them (2+2+1) is more than 5... They are the masters of ambivalence, of combin-
ing local and global, and their works and lives can be a very interesting object of
further cultural studies from the contemporary perspective.

But, unfortunately, as Andrij Valentynov argues, these authors exist in a
kind of literary ghetto, since they, like other modern science fiction / fantasy
writers, “...are together because of circumstances not so much creative but his-
torical and partly accidental... The current fantastic community has been formed
because everything extraordinary, not fitting into the old framework, has been
pushed to this community.” (Valentynov 2004, 411).

Thus, the main factors that determined some alienation of Maryna and Serhij
Djacenko, Henry Lion Oldie and Andrij Valentynov from the ‘canonical’ con-
temporary Ukrainian writers are the Russian language and the genre of SF and
fantasy. It should be mentioned that in the post-Soviet countries the academic
prejudice against speculative fiction is stronger than in the Western world be-
cause the totalitarian authorities did not need people with a developed imagina-
tion and critical thinking, and only ‘realistic’ works or science fiction about the
happy communist future were published after thorough censorship. The years
have passed, but we still live within this post-Soviet system of views, and the
professors, editors and publishers in many cases are the same or do not think any
different.

In the 1990s Maryna and Serhij Djacenko, Henry Lion Oldie and Andrij
Valentynov had to fight for the recognition of fantastic or speculative fiction as
an equal genre that could be considered as ‘serious’ literature deserving critical
attention and publication. Moreover, even when the books of many Western
masters of SF or fantasy were translated into Russian or Ukrainian and were
mostly recognised by the readers, critics and publishers in the post-Soviet part of
the world, the local authors were still ignored. This is one of the reasons why
Dmytro Hromov and Oleh Ladyzens’kyj — who, by the way, have together trans-
lated English-language SF and fantasy - took the English-sounding pen name
‘Henry Lion Oldie’ using a merger of their names, Oleh and Dmytryj, respec-
tively, and deriving the initials from their family names in Cyrillic (I'pomoB and
Jammxencexuit) (Cornyj 2001, 302-303 ).

To survive in the new market conditions, the local SF and fantasy writers
had to achieve the sophistication of the foreign authors and even surpass them,
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and about twenty years of their successful and diverse writings prove that
Maryna and Serhij Djacenko, Henry Lion Oldie and Andrij Valentynov have
accomplished this task.

Generally speaking, any attempt to make science / fantasy fiction better, to
cross the genre borders and to approach the artistic level of ‘highbrow’ literature
is connected with the following aspects:

1. The concepts and ideas of the book and/or their realisation should be orig-
inal and fresh;

2. The plots are exiting and unexpected, grasping the readers’ attention and
letting the authors express old themes with a new twist, while making their mes-
sage to the readers not banal;

3. The authors try to create and describe in detail the alternative worlds that
have much in common with the reality in which we live (for example, the peo-
ple’s psychology), but with some fantastic elements, making the readers wonder,
feel, think and admire;

4. The characters are primarily humans, and their psychology is very believ-
able; it is shown with skill and arouses the readers’ sympathy and understand-
mg;

5. The language is rich and poetic, its style matches the worlds which are de-
scribed.

Of course, it is very difficult to fulfil all the aforementioned aspects in every
book, but the literary standards of Maryna and Serhij Djac¢enko, Henry Lion
Oldie and Andrij Valentynov are very high, as can be proven by their aims and
background.

First, these authors are very intelligent, educated and read a lot of fiction of
high quality in different genres. They know the tracks of world literature and
philosophy very well and can find the new paths or passages in the huge forest
of human culture.

Second, Maryna and Serhij Djacenko, Henry Lion Oldie and Andrij
Valentynov are skilled plot makers, absorbing the readers’ attention from the
first page. They experiment with the traditional quest structure and hero’s jour-
ney, making the parallel plot lines, engaging multiple of points of view, decen-
tration , fragmentation, polyphony, collage, open ending and the ‘iceberg meth-
od’. Henry Lion Oldie often mixes prose and poetry and applies to the musical
forms. Maryna and Serhij Djacenko, who are also screenwriters, use some cine-
matographic technique in their works.

Third, their imagination, education and background help them to create very
believable fantastic worlds where rationality is mixed with irrationality and sci-
ence — with poetry. Henry Lion Oldie and Andrij Valentynov are great demiurg-
es, but the former tends to be more science fictional and universal, with the huge
bulk of worlds including the outer space, while the latter is more concentrated
on the past, on the esoteric mysteries of the human history.

Fourth, they all are the masters of psychological prose; moreover, Maryna
and Serhij Djacenko are even more focused on the depth of human psyche than
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on the plot structure or on the well-planned creation of a fictional world. This
often brings them closer to mainstream literature than to science / fantasy fic-
tion.

Fifth, Maryna and Serhij Djacenko, Henry Lion Oldie and Andrij
Valentynov are good stylists; their language is rich and poetic. Oleh La-
dyZens’kyj and Andrij Valentynov are gifted poets, and their metaphorical
thinking makes their imaginary worlds unforgettable.

All these qualities allow the Djacenkos, H.L. Oldie and A. Valentynov to be
level with the best contemporary authors, to be read and loved in Europe and
America. For this they need some luck, good translators and enthusiastic pub-
lishers. At Eurocon (The European Science Fiction Society’s convention) in Ky-
jiv in 2013 I found out that most Western fans of SF and fantasy knew only the
Ukrainian author Andrej Kurkov (born 1961), who writes in Russian and is ra-
ther popular in Europe. I dare say that as for the talent and philosophical depth
Kurkov is not a whit better than Maryna and Serhij Djac¢enko, Henry Lion Oldie
and Andrij Valentynov, but he has more opportunities to better promote his stuff
in other countries because his wife is English.

Unfortunately, European readers are mostly ignorant of the wonderful
worlds created by Andrij Valentynov, a very modest and honourable man, who
has no translations of his books except “The Boundary”, a novel written in col-
laboration with the Djac¢enkos and H.L. Oldie and translated into Polish in 2004.

According to the information that was kindly given to me by Oleh La-
dyzens’kyj, the works by H.L. Oldie have been published in Ukrainian (eight
novels), Lithuanian (two novels and one story), Polish (six novels), French
(three novels and two stories), Czech (one novel) and Spanish (1 story), but it is
a very small part of their work.

As the official site of Maryna and Serhij Djacenko asserts
(http://www.rusf.ru/marser/books/bibl.htm), they have published sixteen novels
in Ukrainian and got recognition from the Polish translators who adapted fifteen
of their novels and novellas. Four novels have been translated into English, one
novel — into German, one novella — into Estonian and Hungarian, and two sto-
ries — into French. Like H.L. Oldie and A. Valentynov, these writers are still
waiting for thousands of potential readers in the European countries.

These readers might be interested in a mysterious and heroic Ancient Greece
shown in the Mycenaean series of novels by Andrij Valentynov (“Grey Kite”,
1997, and “Diomedes, the Son of Tydeus”, 2000—2001) and the Achaean cycle
by H.L. Oldie (“A Hero Must Be Alone”, 1995; “Odysseus, the Son of Laertes”,
2000; “The Grandson of Perseus”, 2011).

The history of Rome in the 1* century BC and especially the famous slave
uprising are analysed from the alternative perspective in A. Valentynov’s novels
“Spartacus” (2002) and “The Angel of Spartacus” (2006). The fans of imperial
style will recognise the Roman culture in the Pompilians described by
H.L. Oldie in the SF Oikoumene series (2006-2015).
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The Eastern European history of the migration period is the basis for
A. Valentynov’s mythological fantasy in the Oriya cycle (1997-2000).

Medieval France is described in detail by A. Valentynov in the novel “Au-
vergne Cleric” (1997); the times of the French Revolution are presented by him
in the novel “Deserter” (1997) and the WW II period is shown in his novel
“Noir” (2013).

The ancient legend about the Tower of Babel is re-interpreted by H.L. Oldie
in the novel “The Almshouse” (2001) on a fantasy background resembling Me-
dieval Germany. “The Almshouse” belongs to the Hening series based on Euro-
pean culture. The German legend about the Rat-Catcher of Hamelin is the core
of the novella “Burned Tower” (1998) and novel “Aliona and Aspirin” (2006)
by Maryna and Serhij Djacenko.

The Spaniards might enjoy the Djacenkos’ variation on Cervantes’ classic,
novel “The Last Don Quixote” (2000), A. Valentynov’s exiting interpretation of
quixotic motifs in his novel “Hola” (2001) and the splendid description of the
Spanish-like culture in H.L. Oldie’s novel in three books “Escape to the Break-
through” (2014-2015) from the Oikoumene series.

Italy and Ukraine of the middle of the 17th century are presented in
A.Valentynov’s dynamic novel “The Heavens Are Rejoicing” (2000). In H.L.
Oldie’s Oikoumene series the planet Borgo has many features of Italian culture.

France, Denmark, England, Germany, Russia, Poland and the other lands of
the first half of the 19th century are the setting of “Alumen” (2011), a trilogy by
H.L. Oldie and A. Valentynov about the metaphysical struggle between the ra-
tional scientific and irrational occult forces.

The criminal and magic history of the Russian Empire is interpreted by H.L.
Oldie in the novel in two books “The Magus in Law” (1999). Russia is present-
ed rather ironically as the planet Sechen in H.L. Oldie’s Oikoumene series and is
described rather tragically in A. Valentynov’s moving cycle “The Eye of Power”
(1996-1997, 2010-2011) based on the Russian and Soviet history of the 20th
century. A. Valentynov often comes back to the period of the Civil War in Rus-
sia (1917-1922), in which Ukraine was involved as its part; his great pain for
the destroyed culture and loss of the best people is felt in the other novels about
those times “The Phlegethon” (2000) and “Captain Philibert” (2007).

The technologically and ethically developed planet Largitas, the main setting
for the novel “Urbi et Orbi or To the City and To the World” (2010-2011) from
H.L. Oldie’s Oikoumene series, stylistically looks like Holland, Austria-
Hungary or Germany of the 19th or early 20th centuries.

Poland or Western Ukraine provides the atmosphere of many books by the
writers including Maryna and Serhij Djacenko’s novels “Age of Witches”
(1997) and “The Execution” (1999), and H.L. Oldie’s novel “Stepchildren of the
Eighth Commandment” (1996).

Ukraine of the late 20" or early 21% centuries is presented in H.L. Oldie’s
“Noperapon, or the Image and Likeness” (1998), in the dilogy “We Are to Live
Here” (1999) and the novels “Shooter” (2006) and “Fortress of My Soul” (2013)
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by H.L. Oldie and A. Valentynov, in A. Valentynov’s novels “Canis Major Con-
stellation” (2002), “Dimon” (2006), etc.

The above-mentioned books, which are directly based on European culture
and/or background, form at least one third of the fiction by Maryna and Serhij
Djacenko, Henry Lion Oldie and Andrij Valentynov. However, since these au-
thors are primarily focused on universal values, most their works like Henry Li-
on Oldie’s series “The Abyss of Hungry Eyes” (1991-2001), Andrij
Valentynov’s “Noosphere” cycle (2003—2013), Maryna and Serhij Djac¢enko’s
novels “The Cave” (1998), “Armaged-dom” (1999), “Pandem” (2003), “Meta-
morphoses” cycle (2007-2010) and many others can be accepted with big inter-
est in many countries.

The deepest themes of reality, history, humanity, good, evil, life, death,
choice, responsibility, love, hatred, forgiveness, revenge, violence, atonement,
power, role of literature and art, evolution, revolution, memory, hope, faith and
many other eternal issues are often studied by these writers from a new perspec-
tive, changing the reader’s perception of them.

As Serhij Djacenko says, “Novels, novellas and short stories in which the
theme of love is the main or one of the main factors of the plot, and where this
love is studied from a perspective that is impossible and paradoxical for the ‘or-
dinary’ literature, is the most interesting niche in fiction for me. This is where
fantasy can say something new, can open interesting horizons for our mind and
heart. Here colossal reserves of creativity, psychology, sociology and prognos-
tics are hidden. This is what prepares a new human...

But it is also the most difficult field, like a minefield. If you stumble on im-
plausibility, on triviality, everything will be in vain...” (Djacenko 2003).

What helps Maryna, Serhij, Oleh, Dmytryj and Andrej to survive on the
minefield of modern literature, to continue writing and believing that they will
make this world a little better, to hit their targets almost every time? As a
H.L. Oldie fan, I often remember the words from “Odysseus, the Son of Laer-
tes”, said by Telemachus (another name of Eros, god of love): “You should just
really love this bow... love this arrow very much... You should love your home-
land, this island on the outskirts forgotten by gods... You should really, really
love your wife... your son...” (H.L. Oldie 2001, 8). I am sure that these writers
really love their books like their children. They share their thoughts and feelings
with us, waiting for our feedback. Of course, they will be very glad to get this
feedback from European readers too.

“Since the book cannot be locked only into one country,” Serhij Djacenko
asserts, “because any writer is a being belonging to the noosphere, to the intel-
lectual covering of our planet... Another thing is that the writer won’t be inter-
esting if he or she does not have the sense of homeland. Ukraine is a wonderful
country with its unique history, nature and mentality, and it can be interesting to
the world if the writer conveys it through his or her memory of childhood,
through the emotions of the youth. It does not matter in what language it is done,
let it be Chinese if this is about a Chinese who has grown up in Ukraine”
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(Djacenko, 2005, 466). Serhij Djacenko reminds us that the term ‘noosphere’
was suggested by Vladimir Vernadskij (1863—1945), the descendant of the Za-
porozian Cossacks and the founder of the Ukrainian Academy of Sciences. Be-
sides, as it has been said above, Andrij Valentynov devoted a whole cycle to the
phenomenon of noosphere.

To sum up, I would like to say that the lives and creative writing of Maryna
and Serhij Djacenko, Henry Lion Oldie and Andrij Valentynov prove that a true
contemporary Ukrainian identity in the globalised world includes high intelli-
gence, national hybridity, keeping the balance between Ukrainian, Russian, Jew-
ish and Polish ethnic features, respect of the other cultures, sincere patriotism,
romanticism, self-sacrifice, diligence, critical thinking, humour, originality, in-
dependence, ability to cooperate and help others. They are looking for readers
who are educated, generous, emotional, ironical and ready to fight for love,
friendship, justice, freedom and dignity. These writers are able to connect to the
magnificent noosphere created by the great minds of the whole world during
many centuries and to bring to this noosphere their ideas and inspiration. Maybe,
it is the best way for Ukraine’s integration into the European community be-
cause our people should not only ask for help, sympathy and understanding, tell-
ing about our tragic past and present. Ukraine has many talented people who can
give a lot to Europe, who can be equal partners, at least in the sphere of culture.
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DRAMATIC EXISTENCE IN THE POETIC ART OF UKRAINIAN
OSTARBEITERS (THE FOLKLORIC CONCEPT OF ‘CAPTIVITY?)

Oksana Kuz’menko
(Ukraine)

The paper provides an analysis of poetic peculiarities in folkloric works of
World War II created by labour slaves. The author focuses on the semantic field
of the concept of ‘captivity’, which is one of the most productive concepts in the
language of folklore of the 20™ century. This concept has close ties with the on-
tological notions of freedom, loneliness, sadness, hope, and memory. The con-
clusions call attention to the peculiarities of the national identity of Ukrainians,
deeply rooted in the memories about home, which is a metaphoric antiworld for
captivity.

Key words: folklore, concept, captivity, motif, formula.

. AOCBII APAMATAYHOI'O BYTT:
B MNOETUYHIAU TBOPYOCTI YKPAIHCBKUX OCTAPBAUTEPIB
(POJILKJIOPHUM KOHIIENT ‘HEBOJIS)

Oxkcana Ky3vmenxo

Y cmammi posensoaromucs noemuuni ocobausocmi honvkaopy mpyoosux
HeginbHUKIG [pyeoi ceimoeoi siiinu. [locniodceno cemanmuune noie KOHyenmy
‘Hesost” 00H020 3 HAUOLILUL NPOOYKMUSHUX Y (POIbKAOPHO-MOGHTU Kapmuni XX
cm., AKull 6CMYNAE y 36 A3KU 13 OHMONIOIYHUMU NOHAMMAMU CAMOMHICIb, CYM,
8ipa, nam’amo. Hazonowieno Ha pucax moxccamocmu yKpainyia, 3aKopiHeHux y
MamepusHy He3a0ymHb020 00OMY, AKUl € OOPASHUM AHMUCEIMOM HEBOJIL.

Kniouosi cnosa: ponvrnop, konyenm, Hegoais, momus, popmyia.

The Ukrainian people, according to P. Kuli§, is among the ethnicities which
have both their own heroic history and the sense of epopoeia. An important part
of it is its folkloric lyrical epos which brought forth new works of art in the 20™
century, where the topics of battle and bravery, captivity and famine, wounds
and death were the main content components. Ukrainian oral poetic creative
works of labour slaves of the Third Reich (‘Ostarbeiters’) are undisputedly a
part of the bloody history of the people which had to bear the burden of two
world wars and undergo unfathomed sufferings and hardships in a foreign land.
Within the wide spectrum of war-related folklore topics and ideas ‘captivity’ is
among the main ones. The need for the conceptual analysis of this word-image
on the basis of the insufficiently studied layer of folkloric creativity determines
topicality of the study.
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Over the last decades the fate of forced labourers, their spiritual and physical
existence in Germany in the war period have permanently been in the focus of
Ukrainian historians’ attention (S. Hal’¢enko, H. Hrynéenko, V. Konstantinova,
M. Sevéenko, T. Pastusenko, A. Trembyc’kyj and others). Quite a large corpus
of sources, known as ‘memory texts’ using folkloric material to highlight differ-
ent aspects of the daily life of the Ukrainina Ostarbeiters has been collected
(Azar¢ 2010, 56), along with samples of ways of transferring, preserving and
(re)creating historical memory in the context of the general national memorial
space (Hrync¢enko 2012, 108-109). A great contribution to such studies has been
made by the folklorists who recorded the texts and the contexts of new songs
which appeared in the war times (P. Batjuk, O. Voropaj, M. Hajdaj, M. Rodina,
O. Stebljanko, M. Stel’'mach, A.Smyhovs’kyj and others). Later on, they
launched a wider analysis of the poetics of new works within the general topic
of World War II folklore. Substantial conclusions made by K. Cystova,
O. Bricyna, R. Kyréiv, T. Nikol’¢enko, N. Sumada lead to a description of the
typical features of their folkloric nature, the resources of people’s poetic lexis
and poetic characteristics of old lyrical epos, in particular, social class songs
which belong to a separate genre group as strokars ko-najmyc’kyj (about the life
of hired employees in the traditional village). Those songs were popular in East-
ern Podillja, the Poltava region, the Kyjiv region, the Slobozans¢yna region, Za-
porizzja back in the first third of the 20™ century. It was there that the most re-
cent records of songs about forced labour in Germany were made (Kuz’menko
2001; Mormil” 2007; Dmytrenko, Efremova 2014). The variants recorded in the
late 20" — early 21™ century belong to the paradigm of popular texts which once
became the basis for a substantial collection called Jasyr (captivity) (London
1966). In the preface the compiler O. Veresaj stressed the significance of those
materials that “are not just important documents confirming the sufferings of our
people in German captivity, but a proof of our national character as well; a tes-
timony of high morale, a great feeling of human dignity and deep national patri-
otism” (Voropaj 1966, 4).

Analyzing the materials of the songs, folklorists have pointed to the domi-
nants of traditional content and style of works, the usage of typical elements of
lamentation, contrasting techniques, Slavonic antithesis, diminutive words in
appellations used by lyrical heroes, etc. But no special papers are available that
would suggest a comprehensive approach to a complicated and disquieting psy-
cho-emotional world of the main character — a Ukrainian slave with a tragic fate
as encoded in the folkloric texts. That has determined the goal of our research:
its objective is to study the sense components of the folklore concept of ‘captiv-
ity’ using structural and typological, semiotic and conceptual methods. We con-
sider it to be our task to analyze ways and forms of old traditional and modern
sense layering in the description of the Ostarbeiter’s marginal condition, which
is a key to understanding the changes in the meaning of the word ‘captivity’ and
an informative field for reading captivity songs as important signs of Ukrainian
ethnic culture. Interpreting the main term, we take Charles S. Peirce’s statement
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claiming that human opinion is manifested through mental signs of a mixed na-
ture, the symbolic part of which is called concept, as the basis.

Our research was based on texts of different genres (poems-epistles, poetic
letters, lyrical songs, couplets, individual verses-poems of patriotic and religious
content, sayings) composed in the Ukrainian language mainly in the period of
1942—-1945. Most texts come from archival collections access to which is highly
limited, as well as from field records representing regional traditions.

The semantic field of the word ‘captivity’ (‘miserable captivity’) as a con-
ceptual image was shaped under the influence of Ukrainian folkloric tradition.
The language of the Ukrainian story-teller’s introductions, sayings contains hid-
den rudiments of the anthropomorphic vision of ‘hard captivity’, which ‘would
find’, ‘interrogate me’, ‘cries’ and ‘jumps’. Many typical paroemias are based
on the opposition freedom — captivity (‘Give somebody free rein, and you will
be taken captive yourself’), which is also closely associated with the personified
image of destiny captivity does not have (cf. in the rebel’s song: “It is hard to
live in captivity, captivity has misforture, / O, how bad the heart feels, there is
already no happiness-destiny’). Such examples of people’s philosophy and other
examples like that have enabled those who research ethnic cultural concepts to
shape a clear interpretation of the notion of ‘captivity’ as “absence of freedom,
liberty, somebody’s complete dependence on somebody, something; also, cap-
tivity, enslavement, slavery” (Zajvoronok 2006, 391).

In people’s poetic conscience the above-mentioned pair freedom — captivity
encodes older generalized formulae of correspondences, viz.: life — death, of
which the mythological divergence space — chaos is the genesis. Those archaic
sense components are active in various genres of folklore. For instance, in the
works of the family cycle about Fate dominates the motif of the unhappy life of
a young woman who, on going to the world of another family, ‘... got into cap-
tivity’, or her husband suffers ‘... in captivity, in irons, in locks’; or in social and
daily military lyrical epos describing the inhuman conditions of a conscript’s
(soldier’s) existence, slaving, his isolation from the family, sufferings and des-
pair in a foreign land as the subject of dependence. Another source of presenting
the structural model of the opposition ‘free — slave’ are historical and heroic
dumas®’, in particular those which are included into the captivity cycle. This
genre of Ukrainian epos comes from the specific environment of old ‘druzynna
poetry’ (Hrudevs’kyj 1993, 244)*® related to war, which reflects the motifs of
missing one’s native land, fearing new captivity which is worse than death (M.

" Dumas are original lyrico-epic works of folk origin about events in the Cossack period of the
16™ —17" centuries. “The dumas differ from other lyrico-epic and historical poetry by their form and
by the way in which they were performed. They did not have a set strophic structure, but consisted of
uneven periods that were governed by the unfolding of the story. ... The dumas were not sung, but
were performed in recitative to the accompaniment of a bandura, kobza, or lira” (according to Petro
Odarcenko, in Encyclopedia of Ukraine (1984), edit. by D. Husar-Struk. Toronto. Vol. 1).

* Druzynna poetry, which described knjao-druzynnyj everyday life (e.g. heroic stories and
songs such as ‘Slovo o polku Igorevim’), was created in the period of the Kievan state (from the end
of 9" to the middle of the 13™ century).
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Pazjak, N. Pazjak, 1998, 18). It is also important to take into account in our
analysis the opinion that the system of heroic epos reflects the unity of the
‘male’ (military) and ‘female’ (family and daily life) antonymy as well as cer-
tain universal concepts typical of the military environments of all times (Jarmo-
lenko 2010, 506).

The semantic field of an abstract and emotional concept of ‘captivity’ is one
of the richest in the Ukrainian folkloric linguistic picture. That is caused by
well-known political events of the 20th century and the phenomena of criminal
activities of political authorities and totalitarian regimes in Ukraine that led to
staggering numbers of murdered people from all social strata and ages, who
were victims of dehumanization process. Over the first half of the 20th century
almost a million Ukrainian civilians had a traumatic experience of imprisonment
of various types and designations (Kostyk 1993, 454), and some 2.2 million
people were taken to Germany on a compulsory basis for hard physical labour at
farms with ‘bauers’*’, at military plants and factories. That fact has influenced
the general political picture of dependent existence in Europe and enabled us to
create stable historical metaphors of captivity as the ‘death camp’ in relation to
the Hitler-fascist period and the ‘prison of peoples’ — in relation to the Stalin-
and Communist epoch.

The folkloric concept of ‘captivity’ in the modern Ukrainian works of art
about labour slaves reveals itself on the background of opposition to the notion
of freedom. The concept is peculiar in the sense that it was shaped following
traditional text-making canons and it has some established ways of verbaliza-
tion. One of the active ways of describing the life of slaves is use of archaic
symbolic images. Many new pieces (in particular, ‘re-texts’) were based on (or
followed the sample of) old ‘dumas’, social and daily life songs where captivity
is primarily associated with unhappy fate, serious sorrow and impossibility of
getting back home. It is important to stress that re-writing and re-interpretations
of famous texts is not only the imminent feature of the modern folk song tradi-
tion, which, through re-composition and contamination, shows collective crea-
tive development of the inherited legacy (Sumada 1981, 116), but it is also a fea-
ture of the context of their creation and existence, when °‘singing of re-
interpretations of famous motives was one of the safest ways for the slave held
captive to express his/her ideas’ (Cystov 1998, 25). Even in conditions which
were very far from being favorable for free creative work, the artistic and aes-
thetic component dominates in the Ukrainian captivity songs. Here the common
Slavonic images are involved — those of sorrow, tears, a messenger bird (spar-
row, nightingale), wind, grass, foreign land, fate. The above images usually
function within the structure of traditional metaphoric formulae, psychological
parallelisms symbolizing the feeling of dismay and longing: ‘Winds are blow-
ing, tempestuous winds are blowing, making trees bow down, / So we are long-

 Using the term ‘bauers’ I mean the historical semantic word, which is borrowed from the German
language as ‘Bauer, m — peasant, plowmen’. A lot of Ukrainian young women and men were exported
to the Third Reich to work on private agriculture farmes.
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ing for our homes that our hearts are throbbing’ (Cystov 1998, 135); ‘There’s a
load pressing our minds, / since it’s so hard to live in Germany’ (Institute of Art
Studies, Folkloristic and Ethnology by M. Ryl’s’kyj (IMFE), coll. unit 12, sheet
21).

The most typical feature is the associative pair of captivity = sorrow, the
symbolic sense of which is verbalized in the folklore phraseology (‘had sorrow’,
‘sorrowful life’), typical of folk lyrics and the lamentations from the Podillja
region. For example, in our recording of a lamentation over a grandson from the
Chmel’nyc’kyj region an appellative formula ‘tell your sorrow’ plays an im-
portant role: ‘Rise, rise, my child, rise, / Tell, tell your pain / Tell your sorrow’
(Kuz’menko 2001, 69). Sometimes analogies with taste properties are used: ‘bit-
ter’ (“bitter life’, ‘to cry bitter tears’, ‘cried bitterly’). It comes from the Russian
tradition (the ‘bitter sorrow’ formula), which, due to ostarbeiters’ bilingualism,
affected the colouring of Ukrainian samples. The modern works generally de-
scribe sorrow that acquires new hyperbolized non-measurable features (‘O,
mother, here is sorrow — 1 cannot describe it / I cannot tell you my sorrow’
(Mormil” 2007, 15). This phenomenon appears in the structures containing a
semantic fusion of the two notions: ‘suffered sorrow and captivity / in the
damned Germany’ (Central State Archives of Public Associations of Ukraine
(CDAHOU), 74). Another popular artistic stereotype in the captivity reflection
is the image of an orphan crying ‘small tears’. It generates the analogy of captiv-
ity = orphanhood: ‘1 have come to Germany — and here I live as an orphan, / Not
once, and not two times have I cried my tears in the barrack’ (CDAHOU, 76).
The image of plenty of tears is included in the expressions derived from the tra-
dition of heart-rending romance (‘I would come from work late / and cry my
tears on my bed’ (Cystov 1998, 130), where evident sentimentalism constitutes a
genre form which is used to manifest the features of traditional peasant philoso-
phy of humbleness bordering on fatalism: ‘Don’t wait for me, my dear, and you,
my dear mother, / 1 am staying in Germany for ever to live’ (Altuchova, Slo-
bodian 1995, 17).

The German fascist captivity, as the limit the sorrowful heroine cannot phys-
ically overcome, make the female speaker compare herself to a bird-girl, like in
the old popular Slavonic ballad about the daughter who, waiting for her mother
to visit her, complains of bad fate. It is well known that on the Ukrainian ground
the ballad was transformed into the family daily life lyrical song with the image
of the daughter-cuckoo. It is this ornithomorphic symbol, combining semantics
of sorrow, crying, bad fate and even death in the family. The image of the cuck-
oo is used in the works by Ostarbeiters, for instance, in the songs-
contemplations: “I would fly to the garden / and sit on a cherry-tree, / I would
cuckoo, / For you, Mummy, to go out // and to ask me, Mummy, / how I lived
with Germans, / from beginning to end / how my life went on’ (IMFE, coll. unit
21, 81); as well as in letters, those original types of ‘memory metaphors’ that
were represented either directly in the epistolary form, or as a motif, or a sepa-
rate image of a poetic text:
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Good morning, Mummy,

Here is your Varja writing to you,

Varja is writing and asking,

How her Mummy lives,

O, you, grey birds,

So many of you are flying here,

Take to Ukraine

This letter to my mother (Cystov 1998, 53).

Another way of manifestating the concept consists in the actualization of the
traditional formulae which enable us to show their latent potential of expressing
multiple additional meanings. It happens with the formula captivity = ‘foreign
land’, which includes two-componentss and which is borrowed from the duma
epics and social and daily life lyrics, in particular, when it concerns the hired
employees and immigrant cycles. In them one can come across by the expres-
sion ‘a distant land’, for example: ‘And I am staying in Germany, in the distant
land’. The use of the adjective “distant” instead of “foreign” establishes parallels
and associative images of the world of ‘distant land’ to those of bad fate, lonely
life, the place of death, oblivion. Together with the formula ‘distant foreign
land’, ‘foreign land’ appear new collocations with a permanent epithet foreign:
‘foreign state’, ‘foreign country’, ‘the land of aliens’, ‘foreign distant land’: “I
have to move to a foreign country, / to build roads for those damned Germans’
(IMFE, coll. unit 21, 22).

Due to the attributive constituent modeled through the mythological opposi-
tion ‘mine (ours) / foreign’, the concept of captivity places further emphasis on
the established semantic pair where captivity is a synomyn of ‘foreign’, while
freedom is respectively used to speak about my (our) world. The pleonastic ac-
cumulation (‘I am far from my Mummy — / a distant foreign land’ (IMFE, coll.
unit 12, 3)) caused by the interference of various folkloristic traditions in the
conditions of co-exitance of the Ukrainian slaves with the representatives of
other nationalities of the occupied Soviet territory enables us to interpret the epi-
thet ‘distant’ (more characteristic of the Belarusian and Russian tradition) as a
contextual synonym of the adjective ‘foreign’. Thus, distant is fixed in the se-
mantic field of the folkloristic concept of captivity, a fact that is well-seen in
songs where this attribute is combined with a nuclear word: ‘They have made
me get lost, mummy, / in the distant captivity’ (IMFE, coll. unit 21, sheet 19) or
it is used descriptively in contrast with freedom:

No matter where I go, no matter where I look,
Everywhere there are woods and a guard,
And we won 't be let free

In the distant foreign land (Cystov 1998, 130).
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The conceptual sense of ‘captivity’ is manifested in a whole range of motifs
connected with dominant position of female characters (daughters, mothers, sis-
ters). The semantic, structural and contrastive analysis of the variants of songs
recorded in the late 19" century (compiled by hired employees) allows to outline
the complex of traditional motives used in modern works to depict the full biog-
raphy of a captive in German ‘captivity’. These are motifs of separation, repu-
diation from my (our) family, bad fate, redemption from captivity, letter, death
in a foreign land, a lonely tomb. The structural limits of the motifs are expanded
due to placing the matrix of a traditional female song onto the ‘male’ text: ‘A
guy is wandering about Berlin / cursing his fate bitterly’ (IMFE, coll. unit 34,
sheet 2). The motives containing pejorative emotional components are more ac-
tive: a girl is longing for her mother and her house; a girl suffers violence, hard
labour and contempt on the part of enemies; a mother curses the enemy (Ger-
mans); a girl is crying, being afraid, staying in poverty; a slave, while saying
good-bye, envisages eternal separation from Ukraine and her death: “Maybe, I
will not see Ukraine any more” (Cystov 1998, 129).

The analysis of the texts has shown that captivity gets objectivated mainly
via reflections which the daughter-ostarbeiter shares with her mother. This
character identifies obvious parallels with a girl who is a servant, who is given
away, who, in appellative motifs, says good-bye to her relatives. Along with the
traditional folklore place of parting — the threshold of her native house (‘on
Sunday I will stand early in the morning on the threshold’), appears the railway
as a new limit of the sign space of a liminal person. Modern images of the tech-
nical world (car, train) become part of the vocabulary of folkloric tradition
thanks to the modern works about World War II: ‘O how I got on the train,
looked into the window, / My dad and Mummy were left far away in Ukraine’
(Altuchova, Slobodjan 1995, 67).

Another important element in the poetry of labour slaves is the motif of ‘a
daughter writing a letter from Germany’: ‘I will write a page and place it on wa-
ter, / Maybe, it will flow to my family’ (Mormil 2007, 15). In the lyrical epistles
from captivity to Ukraine that were written down on small postcards (Altuchova,
Slobodjan 1995, 7, 12, 13) or re-written in notebooks, one can find motifs-
requests to relatives (mainly the mother) not to cry over their children and to
remember them (‘Remember me, Mummy, / At dinner / And I will recall you /
in the German province’ (IMFE, coll. unit 12, sheet 14); and motifs-complaints
of uncertainty (‘There are no letters from Ukraine’). The sharp feeling of separa-
tion from Ukraine shapes the artistic image in a special sense. It intimizes the
country as something ‘native’, ‘dear’, ‘motherly’. As a result, the associative
and symbolic pairs of Germany — ‘captivity’, Ukraine — ‘freedom’ are produced.
They show not the sense of the local, but of the national priority in the modern
folklore conscience and the intellectual parameter of history reflection.

The information vacuum caused the fear of existential expectations (‘I don’t
know ... what is going to happen with us here’). Letters and songs quite often
contain complaints about excessive labour (‘Sorrow it was to live / hard it was
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to work”), which leads to chronic fatigue, that ‘ontological parting’ (J.-P. Rich-
ard), according to which healthy slaves gradually lost their physical energy and
the will to live. In despair a young, quite often — a very young person condemns
her mother for giving him / her life which brings him / her into nasty captivity:
“You have placed me, / where the world is bad for me’ (Dmytrenko, Efremova
2014, 590).

The folkloristic works on wars and social suffering contain the motif of
prayer (Kuz’menko 2015) included into a wider conceptual field of faith. The
slaves appeal to God for care (‘save me, O Lord, from falling ill’), ask their rela-
tives to pray for them, beg them to come to their graves (‘Come, come, o moth-
er, have a look where my lonely grave is’ (IMFE, coll. unit 12, sheet 14)). These
are leitmotifs of the monologues of the old mother who strives to meet her
daughter for the last time before death. Thus, a wide range of lyrical situations
shows the main essential feature of captivity as a dramatic challenge to the ex-
istence of heroes. In the works they suffer, are tortured, long, bear, die (‘gets
lost’), don’t have any quiet and, the main thing, are deprived of physical and
spiritual freedom. A strong emotional component of those conditions is ex-
pressed in paremias (sayings, curses): ‘we are walking as chained dogs’ (Cystov
1998, 174). The wish to get freedom, even at an extraordinary price, is declared
in those scarce texts that contain the motif of escape. Another motif out of the
most conspicuous content innovations is loneliness: ‘And I thus live as a stub in
the open field, and in such captivity’ (Cystov 1998, 173), ‘I am alone here in
Germany, / my Mummy is so far’ (Voropaj 1966, 41).

We would also like to mention the motif of sufferings. These are the leading
categories of social human existence which, starting with the 19™ — 20" centu-
ries, have become particularly topical, personalized. As a result, captivity, im-
posed from the outer world, is perceived through the individual perspective,
which causes the domination of the pronoun forms in the first person singular
(‘I’, ‘me”). The motif of sufferings deserves a more detailed consideration. It is
often used in the context of glorification of the image of a hero-sufferer (a rifle-
man (‘sicovij strilec’), a rebel, mother). This semantic nuance is new and quite
active in the military texts starting in the early 20™ century. The confirmation of
the statement is the anonymous chronicle of the World War I entitled ‘The Song
of the Prince of Captivity’, published in the newspaper Ukrajins ke Slovo (L’viv
1915, No. 22). The text contains the following lines: ‘There in captivity a noble
heart is suffering’, which reflects the collective view of the feelings of Metropol-
itan Andrij Septyc’kyj who was taken by the tsarist Russia. Used here, as well as
in many Ostarbeiters’ works, the predicate ‘to suffer’ becomes a folkloristic ste-
reotype which constitutes a testimony of certain semantic changes in the folk
aesthetics and philosophy. Sufferings and sorrow are inseparable from the true
moral force and the idea of morality (I. Kant).

The motif of a ‘suffering girl-slave’ is embodied via words in various
grammatical forms: personal verbs (‘I will go to Germany and will be suffering
there’; ‘I need to invent something / not to go to Germany / and not to suffer
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there); abstract nouns (‘O, if my Mummy knew of all these sufferings’), which
generalizes the slave’s existence with all of its manifestations. Suffering is also
encoded in the expression of sympathy for the slave. Such a captivity model can
be found in post-war samples of poetry, such as a soldier’s ballad from the Po-
dillja area: ‘I thought, my son, I would have a daughter-in-law, / And you, my
little boy, went to the army fo suffer’ (MySany¢ 1976, 268). Through under-
standing the sufferings of many world war slaves and appreciating their sacri-
fice, the prisoner of the concentration camps Dachau and Auschwitz, the Austri-
an psychiatrist Victor Frankl comes to establishing semantic ties between the
coherent notions of fate = captivity = suffering = ordeal. That is why the tragic
motifs of trial are conveyed in folklore through the constant (‘awfu/ ordeal’) and
a permanent epithet ‘German’ captivity. From the point of view of the contents,
they are related to conscripts’ motifs of persecution, beating, becoming a crip-
ple.

An important place in the structure of folkloristic pieces relating to war, in
particular, the ones that constitute the object of our research, is given to the mo-
tif of starvation: ‘They have caught and tied / all the girls in Ukraine, / and taken
them to Germany / To die of starvation’ (IMFE, coll. unit 12, sheet. 16 s). In the
narrative texts the references to starvation also constitute essential characteris-
tics of the experience of doing compulsory labour (Hryn¢enko 2012, 164). In
poetic works, in particular those of the chronicle type, starvation is detailed with
the list of names of dishes that are hardly possible to eat for humans (balanda),
or with the generalized formula ‘bread and water’.

Folkloristic pieces on World War II include reinterpreted artistic and content
elements, let us say, the motif of silence in the song formula ‘nobody to tell, no-
body to talk to’. It originates from the foreign-language environment, as well as
life circumstances in a totalitarian state, in which one word too much could en-
danger everybody. Hard, often unbearable labour conditions for human survival
led to slow and exhausting dying and death in captivity. In poetic pieces these
moments reflect the highest degree of the emotional and psychological condition
of a lyrical hero driven to despair. Thus, on the basis of the old folklore motif of
envisaging death in a foreign land semantically uniform conceptual images pen-
etrate each other: enemy — foreign land — death:

Our damned enemy has separated us,
Taken us to a foreign land,
Somewhere in Ukraine are my father and mother,
And in a foreign land I will most probably die
(IMFE, coll. unit 12, sheet 31).

Death is also manifested in sayings (‘we live just to be approaching death”) and,
in song monologues, via metaphoric circumlocution (‘to lie in the grave”’).

The concept of captivity is also structured via time and space images which,
the same in heroic Ukrainian folklore epics, are important categories reflecting
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motion trajectory and the marginal existence of a hero. Temporality constitutes a
determining feature of works of art relating to captivity since almost in every
text the initial point of motion is related and is manifested through the inner time
represented in the text. Not only the events of the plot are projected through it,
but it also becomes a means of reproducing the dramatic condition of the ‘mar-
ginal existence’. The existential time of captivity has different semantic bounda-
ries, according to which ‘a small unit of time, a day, is full of hours of torture
and fatigue, seems to be limitless. A longer time interval, ... a week, seems to
pass very quickly’ (Frankl 2016, 85). Correspondingly, in the texts about captiv-
ity the time is extended (‘the machine is buzzing from morning till the very
night’), it is dense to the maximum extent possible, indiscreet (‘Since in the
large factory all the time passes’), or absent (‘There is no time to write a letter’).

Spatial images in folk songs about the German captivity are manifested
through communicatively marked words, performing the role of symbolically
saturated landscape and life space facilities. Here, a hero, like in old social
works, may simultaneously stay at the semantic crossroads of several dimen-
sions manifested as mythological binary oppositions (here — there, yours — for-
eign) and socially subjectivized: freedom (‘outdoors’, ‘in the garden’, ‘forest’) —
captivity (‘lager’, ‘plant’, ‘factory’, ‘barracks”). The space of captivity is ren-
dered via mythological and metaphoric images (‘sitting at the window...’, ‘the
fascists have taken my daughter behind the German mountains’; ‘hard hell’ —
the Auschwitz camp), metonymy (‘And there are bars and wires / no way to
flee”). Toponyms reflect both poles: that of my, positive, native space (Poltava,
Ukraine) and foreign, negative (Essen, Germany); it can model the direction of
the hero’s movement by the names of the German cities (Berlin).

A special place in the captivity poetics belongs to the spatial image of the
road producing the semantic pair of ‘captivity = road’: ‘A black raven has flown
/ and sat on the cowshed; / He has forecasted for the girl / a road to captivity’
(Rodina, Stel’mach 1953, 77). This folkloric image constitutes a nuclear word of
the ethnic cultural concept of ‘movement’ and symbolizes the hero’s shifting
from one social state (‘free”) into the other one (‘slave’), and the process of
moving from the closed space (family, home) into an open social role locus:
‘From Charkiv to Berlin / the roads are taking, / And by this road Marusja / is
being taken fo captivity’ (Rodina, Stel’mach 1953, 84). Similarly to old Cos-
sacks’, cumaks’, conscripts’ songs, the captivity texts of World War II actualize
the image of the road as the main element of the plot situation, forming a new
formula ‘three roads are seen’, which constitutes a semantic and structural basis
for all the variants of the well-known song ‘I am sitting in a foreign land and
looking into the window’ (Voropaj 1966, 41, 42; Kuz’menko 2001, 24). In my
opinion, the formula of the song typologically corresponds to the character’s
route scheme in Ukrainian fairy tales, where he crosses the line from his (home)
to foreign space. The character’s journey to the foreign (other) land often starts
with the three roads of the fairytale road bifurcation (crossroads), which is se-
mantically identical to the choice of fate, through which the mythologem of life
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is represented. Just one of the roads gives a good fate, which has a set pair fate =
happiness in Ukrainian folkloric consciousness (‘has happiness-fate’).

Ukrainian folkloric texts about German captivity with the image of road
demonstrate the new understanding of the role of fate as the road is the place of
co-penetration of mythological and symbolic meaning as well as rational and
logical modes of thinking, according to which the road is a way to flee
(Kuz’menko 2016, 127). The song motif ‘the heroine is sitting and thinking
about fleeing Germany’ produces a new formula of an active way of the sub-
ject’s influence on one’s own life. In such a way the old submissive understand-
ing of fate (as found in sayings, such as ‘A bad fate befell him’, ‘There is no es-
cape from fate’) is deconstructed and as a result the fate of evil captivity is ne-
gated. It is exactly this social aspect of fate, which is the basis for the concept of
‘national fate’ (Kryms’kyj 2008, 55), that the life story of Anastasija Hulej, a
young Ukrainian girl from the Poltava region, is concerned with. She managed
to escape from compulsory work at the railway she was sent at the concentration
camps Auschwitz II and Bergen-Belsen. Today, as a public activist of the anti-
fascist movement, she says, ‘I survived whereas Hitler and Hess didn’t. This is
my personal victory’ (Bilas 2015). Her words reflect the people’s historical ex-
perience, which defines the pattern of national behaviour.

The symbolic image of the road is opposed by the image of home (hut)
which can be manifested via the antithesis of the notions Aere/there. Home as a
microcosm encodes the semantics of protected space and is the second most typ-
ical permanent locus. In spite of the fact that home may lose its specific physical
dimension (‘the hut was burnt by the Germans), it preserves a strong emotional
and sense connection with national orientation: in the adverbial form (at home,
home) it points to the image of Ukraine as a symbolic place of saying farewell,
recollecting and waiting (‘And at home, in Ukraine all the family is waiting”).

Conclusions. The folkloric concept of captivity in the modern works about
World War II presents a broad spectrum of meanings in which the dominating
component is the emotional component of tragic violence over a person, embod-
ied in the image of a girl-slave. The nuclear word ‘captivity’ (in rare cases —
‘miserable captivity’) in the texts of songs, thymed letters, poems and sayings is
related to the attributes which are permanent epithets of the folklore vocabulary:
foreign, distant, hard, German, damned. The lyrical hero in the text structure is
within an open-space and unidirectional movement dimension since on a forced
basis he is ‘taken’, ‘brought’, ‘moved’ to captivity. Implicitly, the semantics of
captivity as ‘foreign’ is rendered through an old formula (‘foreign land’) and
new two-part compounds: ‘foreign distant land’, ‘German camps’. Captivity is
verbalized through the images of different structural levels: 1) mythological:
fates, sorrow, messenger birds; 2) metaphorical: tempestuous wind, withered
grass, cried tears; and 3) spatial a) negatively charged semantic field (forest,
behind the mount, at the window), b) a locus that can be limited (the image of
barbed wire), and mainly via the ¢) ambivalent image of the road, which is a
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way to captivity, and liberation from it. An important role in the reproduction of
the semantics of captivity is played by temporal images pointing to its extra-
temporal dimension.

The conceptualization of the notion of captivity is related to the prevalence
of the psychological motives of a person’s crying, feeling sad, feeling pain,
starving, recollecting (‘from memories the heart aches’), feeling sorrow (‘lost in
the world”), keeping silent and as the highest degree — suffering, where the sense
of correct moral power and the idea of morality are conveyed. The ethno-
cultural concept of ‘captivity’ is closely associated with such leading ontological
notions as freedom-liberty, loneliness, sadness, faith, memory shaping their own
independent conceptual fields.

The most important fact is that the folkloristic concept of captivity encodes
the peculiarities of the national identity of the Ukrainians rooted in the nativity
of ‘their’ world and the memories of the unforgettable ‘merry hut’. Home acts as
a sacral object, the antithesis of captivity. At the same time, family, home and
Ukraine are centres of preserving human dignity of a slave, his/her inner free-
dom which is passed on to new generations via verbal resources of the folkloris-
tic tradition as the principal cultural values. This layer of folklore constitutes a
sample of the part, which folklore plays in preparing the evolution of the
Ukrainian national conscience (Grelka 2005).
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THE PROBLEM OF SAVING NATIONAL IDENTITY
IN ANTI-TOTALITARIAN DISCOURSE IN THE
UKRAINIAN EMIGRATION SHORT STORY

Svitlana Lens’ka
(Ukraine)

The article tells about the creative achievements of the Diaspora’s Ukraini-
an writers Petro Volynjak, Olena Zvycajna, Zosym Doncuk and Vasyl’ Caplenko
who were unfairly forgotten. Special attention is paid to the art of representing
the national identity in their short stories. The authors created a powerful anti-
totalitarian discourse, wrote about the problem of keeping the Ukrainian lan-
guage and reactualized elements of the Ukrainian folklore.

Key words: short story, emigrant literature, anti-totalitarian discourse, na-
tional identity.

MPOBJIEMA 35EPEXKEHHS HAIIIOHAJIBHOI IZIEHTUYHOCTI
B AHTUTOTAJIITAPHOMY JTUCKYPCI
YKPATHCBKOI EMITPAIIIMHOI HOBEJIICTUKHA

Ceimnana Jlencoka

Y cmammi tidoemvcs npo meopui 3000ymxu  HeCcnpaseoiudo 3adymux
VKpaiHCbKUX nucoMeHHukig y oiacnopi Ilempa Bonumsxa, Onenu 3suuaiinoi,
3ocuma [lonuyka ma Bacuna Yannenxa. Ocobausy ysazy asmop 36epmac Ha
XYOooIcHIO  peanizayilo npoodieMu  HAYIOHANLHOI  I0eHmu4HOCmi 6  IXHIX
onogioanuax. Lla npobnema npe3enmosaHa WIIAXOM CMEOPEHHS NOMYHCHO20
AHMUMOMANIMAPHO20 OUCKYPCY, 4 MAKoXdC 4Yepe3 NOpPYUeHHs npooiemu
30epediceHHst YKpAiHCbKol Moeu ma axmyanizayii eieMeHmié YKpaiHCbKo2o
gonvrnopy.

Knouosi  cnosea: mana nposa, emicpayitina  aimepamypa,  aHmu-
momanimapHull OUCKYpc, HayioHaIbHA I0eHMUYHICID.

The problem of understanding the phenomenon of national identity in terms
of culture and civilization has acquired a particular actualization since Ukraine
gained its independence. Now the problem of the ethnic mentality and national
identity is the subject of vivid debates and reflections in the Humanities and So-
cial Sciences (such as philosophy, history, psychology, folklore, literature, lin-
guistics, sociology and cultural studies). In particular, a great contribution to the
development of this issue is made by the Ukrainian and international scholars
Viktor Andrus¢enko, Jurij Barabas, Leonid Hubers’kyj, Lev Gumilev, Dmytro
Nalyvajko, Mark PavlySyn, Myroslav Popovy¢ and many others.
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Markers of national identity are typically language, culture, history, and
statehood. It is the national culture that creates a special semantic field where, in
the words by Karl Jaspers, the “close spiritual connection between people on the
basis of a ‘substantial meaning in life’, which is called communication” can
happen (Skrynnyk 2008, 14).

The problem of national identity became particularly important in the 20"
century, which was marked by numerous local and two World Wars, revolution-
ary upheavals and social disasters. The history of Ukraine is an integral part of
the world historical development. One of the most siginificant factors and a sign
of national identity is the formation of the nation state, which remained a dream
and goal for the Ukrainian people up to 1991.

During the twentieth century, there were several waves of emigration from
Ukraine, which in different historical periods was part of various empires — the
Russian, Austro-Hungarian and Soviet ones. The first (labour) wave of emigra-
tion took place before and during the First World War. Unlike the second (polit-
ical) wave associated with the national liberation movement of 1917—-1921, the
third post-war wave of emigration united fugitives from the “Bolshevik para-
dise”. It was formed by people from different social groups and with different
political beliefs. In the “D.P.” /Displaced Persons/ camps there were peasants
who had fled from forced collectivization, those whose relatives were killed by
the famine of 1932-1933, and intellectuals, representatives of scientific and cre-
ative artistic circles, who suffered during the Stalinist repressions in the 1930s.

Hence, the Ukrainian cultural environment in exile in the second half of the
1940s was formed by the representatives of literary and artistic circles who sur-
vived represalia and persecution by the Stalinist totalitarian regime. So, in 1945
the Ukrainian artistic movement “MUR” was established, as Hryhorij Kostjuk
describes in detail in his memoirs (Kostjuk 2008, 227-244). Among the mem-
bers of MUR, headed by U. Samcuk, the most remarkable representatives were
1. Bahrjanyj, V. Petrov (Domontovy¢), Ju. Kosa¢, E. Kostec’kyj, I. Majstrenko,
Ju. Serech (Sevelov), D. Humenna, H. Kostjuk and others.

Germany (Munich, Neu Ulm and Augsburg) became a shelter for immi-
grants, but soon (from 1948 to the 1950s) they went to search for destiny on oth-
er continents: North and South America or Australia, or sought shelter in various
Western European countries. In New York, in 1954, the literary association
“The Word” /‘Slovo’/ was established. It united such leading representatives of
the Diaspora as V. Barka, 1. Bahrjanyj, B. Bojcuk, S. Hordyns’kyj, 1. Kosce-
livec, T. Os’macka, U. Samcuk, A. Tarnavs’kyj, Ju. Sevelov, and other well-
known writers and critics. Organizational documents were made and constituent
assemblies were held on the initiative of H. Kostjuk, D. Humenna and Ju. Lav-
rinenko.

Thousands of Ukrainian emigrants scattered in different countries and conti-
nents faced the problem of adaptation in an alien world. “In terms of stress,” S.
Pavlyc¢ko noted, “all the MUR members, some more, some less, tried to under-
stand both their personal and the collective historical past and to answer the
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question: what will happen next? What will happen to me? What will happen to
Ukraine? To literature? And moreover, for whom and how to write?”” (Pavlycko
1999, 284).

However, integrating into an international social and cultural environment,
in order to preserve their own national culture, traditions and language, the
Ukrainians established dozens of periodicals, founded charitable funds and
awards, which supported artistic force in the Diaspora; The Ukrainian Free Uni-
versity in Munich, the Canadian Institute of Ukrainian Studies in Edmonton and
the Harvard Ukrainian Research Institute worked successfully as well.

The desire to preserve national identity was reflected in art, too. In fiction
preserving national identity has become a particularly important subject. Over
the years, this theme was considered by Ju. Serech (Sevelov), 0. Astaf’ev,
M. II’nyc’kyj, N. Kolesni¢enko-Bratun’, V. Macko, V. Prosalova, A.Fasolja
and many other scholars, but they paid attention primarily to the development of
the lyric genre forms. So, the purpose of this article is to analyze the semantic
aspects of implementing national identity in short stories and novellas by writers
in the Diaspora, such as Petro Volynjak, Olena Zvyc¢ajna, Zosym Doncuk and
Vasyl’ Caplenko, whose works are representative in this sense.

Cultural identification involves the person’s understanding of his or her be-
longing to a particular ethnic group. In the literature of the Ukrainian Diaspora
the national self-consciousness is represented in two ways. The first way was
used by a number of Ukrainian writers (for example, Dokia Humenna, Vasyl’
Caplenko, Olena Zvycajna, Zosym Doncuk, Petro Volynjak, etc.) who showed
terrifying pictures of repression and exploitation in the post-revolutionary days
(the activities of the Cheka /All-Russian Extraordinary Commission for Combat-
ing Counter-Revolution and Sabotage/, forced collectivization, persecution after
the Ukrainization was stopped, the Holodomor 1932—1933 /Great Famine/) in
order to turn their countrymen against the government representatives who
brought ideas of Russian chauvinism. And the other way of the artistic model-
ling is using the symbols and folk sources as ethnic cultural codes and approach-
ing the ancient foundations of the national outlook as presented in “Grandfather
Jacob” by F. Dudko, “On the Watermelon Plantation” by Z. Doncuk, etc.

One of the most talented writers in exile was Petro Volynjak (his real family
name is Cedet; 1907-1969). In 1933 he was arrested and forced to work on the
construction of the White Sea-Baltic Channel for three years. That is why it is
not surprising that in 1945 the writer emigrated to Austria, opened the publish-
ing house “The New Days”, which issued his collections of short stories “The
Land Is Calling” (1946) and “Near Kyzhurt” (1947), and an essay based on the
observations during his stay in Kuban in 1932 “Kuban Is the Land of Ukraini-
ans, of the Cossacks” (1948). In 1948 Petro Volynjak moved to Canada where
for many years he worked successfully as a teacher and compiled five collec-
tions of books for children’s reading. His collection of short stories and articles
“Let’s Talk Frankly” (1975) was published posthumously.
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Volynjak’s essay “Kuban Is the Land of Ukrainians, of the Cossacks” was
written on the basis of the author’s experiences in 1932 when he, in order to flee
from persecution for his Ukrainian national position, was forced to leave
Ukraine for Kuban where he worked as a teacher in the seven-year school in the
village of Novo-Malorossijskaja.

P. Volynjak begins his “reportage”, as he defined the genre of his work, with
an ovewview of the historical development of this territory: “But I hoped in vain
to hear about the resettlement of the Cossacks to the Kuban. <...> I heard how
in the days of Queen Catherine the Second Moscow had to settle the Kuban
steppes not in order to protect itself from the Caucasus, but in order to win it.
So, the army came to the Poltava Region, surrounded the village, took away all
the residents, young and old, and under guard drove them to the Kuban. <...> It
took them a long time to get there on foot. <...> Many people died on the way,
and when they came to the place, they camped in the wild steppes and started
digging dugouts and building huts in order to protect their children and old peo-
ple from the bad weather” (Volynjak 1948, 5-6).

The essay describes life and economy in the Kuban region: villages and
fields are overgrown with weeds, “wormwood and orach are so thick and high
that you have never seen” (Volynjak 1948, 13). “The Kuban steppes had a really
strange look. Instead of golden wheat, sweet clover and orach grew as tall as a
human; instead of millet, bristle-grass as sawdust in the desert moves like a
wave; instead of corn, barilla and tumbleweed grow” (Volynjak 1948, 22). “The
population of the village is almost entirely Ukrainian; except for a few strangers
... <...> The language in the village is Ukrainian as well, with the clear charac-
teristics of the Poltava dialect. Quite clear are surnames that fully reveal the
origin of their owners: Kirjat¢ok, Tarasenko, Demidenko, Vely&ko, Sapoval, Pol-
tavec’, Handzula and others” (Volynjak 1948, 14-15).

In the essay P. Volynjak describes the work of the Kuban collective farm,
truthfully depicts the hate of ordinary farmers to their authorities. The pages,
which describe how during one night 500 families were arrested, how the chil-
dren lost their parents and were forced to gather wheat spikelets in the weediest
fields, are terrible. The total seizure of the food from the population, the orga-
nized and deliberate extermination of the people by hunger form the main part
of the work. Violence against the Ukrainians ended in massive forced displace-
ment of the population; even portraits of Ukrainian writers at school could be a
cause for arrest. The images of “Comrade Sor”, Komsomolec Judin, who found
more than 300 caches of bread, and Chvostikov reveal the inhumane nature of
the authorities. The author puts the rhetorical question: “Where are they, those
brave and vigorous, uncompromising characters of Kosynka who ‘will protect
the steppe with pitchforks’? They went away... They disappeared together with
the steppe whose soul was depersonalized by Moscow and whose body was
crippled by the commune like iron rust. There is nothing to defend, and no he-
roes are alive” (Volynjak 1948, 59).
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The physical destruction of the Ukrainians in the Kuban as a result of the de-
liberately organized famine of 1932—1933 led to moral destruction as well: Pol-
tava village was renamed to Krasnoarmejskaja, all the people were taken away
by force, and their huts were occupied by families from Russian Novgorod and
Pskov (Volynjak 1948, 66).

One of the main features of the Ukrainian short stories written in the Diaspo-
ra is the creation of a powerful anti-totalitarian discourse and presenting the
people’s resistance against the Stalinist totalitarian regime.

The short story “Near Kyzhurt” (1947) by P. Volynjak tells us about the ri-
valry between two young men who have fallen in love with the same girl. How-
ever, the rivalry between Pavlo Najda and Vladimir Korol’kov for the love of
the beautiful girl Oksana goes beyond the personal relationship and demon-
strates the two opposing outlooks — Ukrainian and Russian.

Oksana is a daughter of immigrants from Ukraine, she was born in the
steppes of Kazakhstan and has never seen her native land, but as she says, “some
inexplicable and unfathomable force binds me to my people and my land” (Vol-
ynjak 1947, 43). Her former childhood friend and current fiancé Vladimir was
born in the Vologda region, he is a representative of the titular nation of the So-
viet Union. In their dialogues she repeatedly tries to explain logically to him and
to herself why the Ukrainian songs fascinate her and why she wants to see her
native steppes.

Pavlo’s work in the steppes of Kazakhstan, his communication with repre-
sentatives of different nations shows the deep social crisis in the relations be-
tween the peoples of the USSR: most of his colleagues were convinced that
“Ukraine — it is only the outskirts of Russia” (Volynjak 1947, 14). But the young
man feels the national identity of his compatriots, internally resistant to Russifi-
cation, “...he was more inclined towards indigenous inhabitants — to the Ka-
zakhs and Uzbeks” (Volynjak 1947, 15), and tried to learn their customs and
way of life.

The climax of the work is the dialogue between Oksana and Korolkov dur-
ing a demonstration on the 1% of May. The festive crowd of people shows the
greatness and unity of the Soviet people, as mentioned in all official media:
“Here the Uzbeks are going in striped dressing gowns and skullcaps, and from
the second street the Russians are coming out to meet them, and from the third
street the Kazakhs and Kirghiz are marching” (Volynjak 1947, 44).

However, Oksana subconsciously feels the falsehood of this action, and she
declares it to Korol’kov with passion: “All that is artificial, false and temporary.
Look here, they all seem to be equal, the same, but it is only now and here, in
the square. And what about tomorrow? Tomorrow you will be a representative
of ‘the highest cultural and brotherly nation’, you are the subject, and all these
‘free and equals’ are only the objects of your impact and experience ... This is
false, Volodja” (Volynjak 1947, 45). The illegality of these words is infused
with mortal danger. So Korol’kov’s reaction is predictable: he turns pale and
hisses angrily at his bride. The gap between them becomes obvious. So, at first it
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is the awareness of Ukrainian national identity on the sensory level, and then on
the level of individual consciousness that pushes Oksana away from Korol’kov
and makes her happy with Pavlo.

P. Volynjak’s short story “In the Taiga” (1946) depicts the homesickness of
the protagonist Hnat for his native Ukraine. Being in a Stalinist concentration
camp in freezing Karelia, he recollects how he has been illegally arrested and
jailed in the Luk"janivs’ka prison in Kyjiv, and then taken away to a foreign
northern land. Hnat is a staunch Ukrainian, and that is why he decides to escape
from the concentration camp. Being alone in a wild forest, breaking his way
through the deep snows, in his dreams and delusions he sees his native Kyjiv,
the gold-domed churches of St. Sofija and the Lavra. Christmas symbols perme-
ate the artistic structure of the story that at the end makes the miracle possible
when the almost frozen Hnat is found and saved from death by fugitives like
him (Volynjak 1947, 56).

Another talented writer in the Diaspora is Olena Zvycajna (her real family
name is Dzul; 1902—1985). Her literary works have an open anti-totalitarian di-
rection. The writer grew up in an intellectual family; her husband was a member
of the national liberation struggle and therefore was repressed. As wife of an
‘enemy of the people’ Olena Zvycajna suffered many hardships. As a result, her
works are based on real facts. The creative heritage of the writer consists of the
collection of short stories Having Looked Back ... (1954), the essay “The
Myrhorods’kyj Fair” (1953), several novels, among which the novel The Fear
(1958) can be distinguished.

In Olena Zvyc¢ajna’s short story “With Guns against Sparrows”, included in
the collection Having Looked Back ..., a factory workers’ meeting is described,
where the complaint of Beba Cackina is considered. She accuses the working
girl Oryssja Sosnovyk of anti-Semitism. Actually, Bruch, chairman of the local
committee, provokes the Jewish girl’s complaint to the authorities because he is
trying to fire the poor orphan Oryssja. The essence of Beba Cackina’s complaint
is that Oryssja Sosnovyk refuses to cut off her dense braids as she has been ad-
vised by Beba. But a trifling reason provokes serious consequences: Bruch in-
sists on firing Oryssja, but some people began defending the girl. The case
would have been settled if the discussion had not touched upon the question why
Oryssja’s parents had died. It is found out that it happened in the spring of 1933.
But officially it is forbidden to speak about the famine. So, the true story about
the death of Oryssja’s parents is classified as anti-Soviet propaganda. For this
truth the 18-year-old girl in a patched blouse, worn and torn shoes is judged and
fired. Bruch delivers a speech about “anti-Semitism, which runs in tandem with
Ukrainian chauvinism, about the remnants of Petljurism” (Zvyc¢ajna 1954, 89).

Clear anti-totalitarian orientation is characteristic of the works of Zosym
Doncuk (1903-1974). Before World War II and emigration he had not partici-
pated in the literary process and he avoided repressions. The artistic talent of the
writer awoke in the post-war period when in Canada and in the United States the
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collections of his short stories The Black Days (1952), Over the River (1958),
The Tenth (1968), four stories and eight novels were published.

Zosym Doncuk’s collection The Black Days contains the short story “When
Will Ukraine Be?”. The protagonist of this story is a young engineer from
Ukraine, with whom the narrator speaks in Germany. He says, “I thought about
the blossom of our nation, about our gold, spiritually crippled young generation
that had grown and had been brought up in the era of Russian-chauvinist dicta-
torship, absorbed the Bolshevik poison, with dead feelings for struggle for free-
dom of their native Ukraine; I thought that youth deceived by untruthful slogans
gave to the USSR their patriotic fervour, and considered bandit Stalin as their
father, and my deep grief increased twofold.” (Doncuk 1952, 46).

Admiring the beautiful ceramic products in MeZzyhirja near Kyjiv during the
German occupation, the narrator meets an old master. The destruction of the
foundations of national existence in the times of Stalinism was conscious and
purposeful because “for ‘comrades’ the beauty meant bourgeois prejudices, for
them the main purpose was to provide all with plenty of things, and as for beau-
ty, ‘they’ did not worry about it, the most important for them was fulfilling and
surpassing the plan; besides, those workers who understood the beauty disap-
peared because either were sent to Siberia, or died from starvation, and some of
the survivors fled to the city to find jobs on factories” (Doncuk 1952, 49). Striv-
ing for beauty as an immanent feature of the Ukrainian mentality is expressed in
the words of the old master.

The main political question, about which we can read in the stories by the
Ukrainian writers in the Diaspora, is expressed in the question of an 11-year-old
rural boy in Doncuk’s story: “But tell me: it used to be Russian Ukraine, now
(during the German occupation. — S.L.) it is German Ukraine, but when will it
be our Ukraine?” (Don¢uk 1952, 53). The conclusion of this talk is: “This un-
forgettable meeting with the population of Eastern Ukraine changed my mind
and strengthened my faith that Ukraine was not dead, would not die and would
never perish, moreover, that the manifestation of this consciousness I saw not in
the scientific world, or even among the Ukrainian intellectuals, but among the
thereof forgotten peasantry” (Doncuk 1952, 54).

Very important elements of national identity are the language and folklore of
each nation. For example, in P. Volynjak’s short story “In the Taiga” (1946) the
symbolic code is the prayer “God Great One” that is sung by the kneeling con-
victs in the Luk"janivs’ka prison as their final farewell to Ukraine. And in Z.
Doncuk’s short story “When Will Ukraine Be?” “a strong and loud, clear like a
crystal, wide, spreading like a sea, full breast Ukrainian song” (Doncuk 1952,
50) brings not only aesthetic pleasure to the listener, but also symbolizes inde-
structibility of the Ukrainian soul. “The song sounded, flew under the heavens
and seemed as if it really reached the Moon” (Donc¢uk 1952, 51).

Among the substantial structures in the national world one of the top places
is given to the people’s awareness of the deep connection with their native land,
with their ancestors. An example of the embodiment of this motif is
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P. Volynjak’s short story “The Land Is Calling” (1946), which became the title
of the whole collection. The protagonist of the text Demyd, an old peasant,
physically feels the approach of his death. Actually, the plot of the story is the
last day of his life. The meaning of his existence is working on the land. So,
when the Soviets took away his land, he sowed a small plot all the same. And
that embodied the eternal peasant’s need for feeling the connection with the
earth and the universe. “Demyd’s soul began to play the ancient and eternal sor-
row and joy again. <...> Music of the soul is merging into one chord with the
music of existence. And these life-giving mighty chords create the immortal
symphony of the eternal field” (Volynjak 1946, 24-25). The death of the man
does not mean the end of his earthly existence, but it becomes his merging with
the universe: “He fell and did not move anymore. So he lay near the boundary.
Only the immortal symphony of being powerfully sounded over fields” (Voly-
njak 1946, 25).

The problem of realizing national identity through the unity with nature is
reflected in Z. Doncuk’s short story “The Homesickness”, included in the col-
lection Over the River (1953). The smell of lilac, brought by a spring wind,
evokes the narrator’s memories of his native Ukraine. “The smell of the cherry
petals gives me a deep homesickness. And then I hear in the boundless ocean of
the universe the melancholy gamma of the girls’ songs: about her darling who
died in the war, about her father who is in the stone quarries in Siberia, about her
mother who died from starvation, about her brother in prison and sister in the
orphanage. And nostalgia, like an octopus, squeezes my heart. But I love the
night very much. It takes me in dreams to the afflicted homeland and then my
thoughts are with all those who still live there. I feel the cruel anguish together
with them.” (Don¢uk 1952, 17-18).

Vasyl” Caplenko (his real name is Capla; 1900—1990) began his writer’s ca-
reer in the 1920s: he received a philological education, graduated from a post-
graduate course, was a member of the literary organization “The Plough”, ac-
tively worked for numerous journals and published his collection of short stories
The Badly Educated Man (1927). At the end of the 1920s he was arrested on the
charge of membership in the ULU (‘Union of Liberation of Ukraine’), yet mi-
raculously remained alive. Thus, it is not surprising that in 1943 he emigrated to
the West. While living in Germany, and, since 1949, in the USA, Caplenko did
his best to preserve the memory of thousands of innocents who were killed by
the Stalinist system, and as a full member of the Ukrainian Free Academy of
Sciences (UVAN) he made great efforts to preserve the heritage of
V. Vynnyéenko.

The writer published several collections of short stories: Love (1946), The
Muse (1946), The Holler (1957), eight novels, a historical novel Cornomorci
(Residents of the Black Sea Coast) (1948—1957), several dramas, research works
on literature and linguistics (History of the Modern Ukrainian Literary Lan-
guage (1955; 1970).
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One of the most important factors of national identity is the national lan-
guage. In this sense, Vasyl’ Caplenko’s short story “Something More for the
Bread” (1946) is of special interest. The main hero of the text is a student of the
University with the Cossack surname Dzura. In the 16™ —18™ centuries it was the
name of an armour-bearer or a young Cossack. ‘Dzura’ means “friend” in the
Turkic language. Presenting a situation in which the young student finds him-
self, the author describes the psychological types of his countrymen during the
hungry year of 1932 and raises serious issues of national life: “Not everyone can
believe that during the terrible famine throughout the country <...> such a 19-
year-old young man thought not about something that can be baked or eaten, but
about some kind of Ukraine” (Caplenko 1946, 18).

In the hungry hallucinations the young man imagines meeting with God.
And God’s appearance is that of an old Cossack, and when the boy wonders
why, God explains that each nation has its own God. After talking with God,
Dzura identifies the priority of his activities: “But first and foremost, in his opin-
ion, the matter was a struggle with the constant danger in the cities of Ukraine —
using Russian in everyday life” (Caplenko 1946, 19). Standing in a long queue
for bread, he is despised by neighbours because of his pure Ukrainian literary
language: “But only that ‘chochol’, or, as it is decreed to say now, ‘Ukrainian’
language is so unpleasant that causes disgust. ‘Honestly’, a grandfather swore, ‘a
dog barks better than the chochols talk’” (Caplenko 1946, 20). Dzura is full of
deep resentment: “Having interrupted the old man, he starts proving that the
Ukrainian language comes second only to Italian for beauty and is spoken not
only by farmers, but also by educated people ... He says that he is a student ...”
(Caplenko 1946, 21).

However, further events are even more dramatic: very little bread has been
brought, and the crowd goes mad. People almost trample the young man, drop
his hat off his head and tear buttons from his clothing. But he manages to grab a
life-saving loaf. Going back to the hostel, the student meets a beautifully
dressed, but long- unshaven man who asks for bread in the refined Ukrainian
language. The unknown man tells him that his children are dying from starva-
tion. The language of the stranger impresses DZura: “A man is threatened with
death, but he, knowing that his request in the Russian language would be re-
sponded to more quickly (because the majority in the city speaks Russian), ad-
dresses in Ukrainian anyway” (Caplenko 1946, 25). Neighbours in the hostel do
not understand the action of the young man and laughed at DZura, but he does
not regret giving the whole loaf to the stranger, and then Dzura sees God again,
who praises his actions and blesses him. So, the native language becomes a uni-
fying link between the souls of two strangers and preserves humanity in their
hearts.

Thus, the problem of national identity occupies an important place in the
space of Ukrainian literature in the Diaspora. It is deepened by the situation of
crisis and threats which the Ukrainians faced after the Second World War. Ac-
cording to one of the creators of the theory of nationalism, the British researcher
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Anthony D. Smith, among the most important factors of national identity are the
following fcators: common area of residence, presence of historical memory, a
common economy and culture.

Thus, the Ukrainian writers who were far outside their country because of
social and historical circumstances, in fact, were deprived of a common territo-
ry, and, moreover, they were scattered in different countries and continents. But
they were united with the sense of belonging to a large ethnic community which
had a grand and dramatic history with outstanding heroes who gave their lives
for national freedom and statehood. The Ukrainian writers in the Diaspora made
great efforts to preserve their native language by organizing schools, public li-
braries and conducting various activities to promote language and culture. All
this helped to keep the continuity of traditions, the inextricable link between
generations and created a unique branch of Ukrainian culture.

In conclusion I would like to say that the perspective of my work is to study
other works by Ukrainian exile writers, such as Ivanna Cornobryvec’, Oleksij
Sacjuk, Anatol’ Halan, Anatol’ Hak and others. The question of national identity
again sharply arose before the Ukrainians after the beginning of Russia’s ag-
gression in the east. We strive for peace and the preservation of our national
sovereignty in the political and spiritual spheres. Therefore, the study of the ar-
tistic space that our predecessors have created is necessary and important.
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ART AND SPACIAL DOMINANTS OF NATIONAL IDENTITY
IN “HANNUSJA” BY H. F. KVITKA-OSNOV”JANENKO

AND “THE POPPY CAKE SELLER FROM LAFERTOVO”

BY A. POHOREL’S’KYJ

Artur Malynovs’kyj
(Ukraine)

The article dwells on different forms of art space organization
of H.F. Kvitka-Osnov’’janenko’s story “Hannusja” and “The poppy cake seller
from Lafertovo” written by A. Pohorel’s’kyj. Anthropological aspects of the
problem, which interested the writers, are emphasized. The author analyses art
entourage of the stories. It becomes inseparable part of the authors’ worlds, text
space, and mostly denotes thesaurus of the historic and literature period. Space
codes and anthropological types are studied as a projection of creative dialogue
between cultures and Ukrainian and Russian literature relations in the first half
of the 19" century.

Key words: anthropological, space, thesaurus, text, Ukrainian and Russian
space canon.

“TAHHYCA” I'. ®@. KBITKU-OCHOB’SIHEHKA

I “JTA®EPTIBCBbKA MAKIBHHUIA” A. HOT'OPEJBCBKOI'O:
XYIOXHBO-TIPOCTOPOBI JOMIHAHTH
HAIIOHAJILHOI ITEHTUYHOCTI

Apmyp Manunoecoxuii

Y cmammi iioemvca npo pizui popmu opeanizayii xy00xcHb020 npocmopy
nogicmeu I. @. Keimxu-Ocnog’sinenka “lI'annyca” i A. [locopenvcvkoeo
“Jlagpepmiscoka maxienuysn’. Axyemmosano yeacy HA AHMPONONOSTYHUX
acnexmax npoonemu, wo XeUmo8anid NUCbMeHHUKI8. IIpoananizoeano xyooicHill
anmypasic meopis, AKULl NOCMA€E Hei0 EMHOIO0 CKAAO0BOI0 ABMOPCLKUX CBIMI8,
MeKCMOoB8020 NPOCMOpPY | 3HAYHOIO MIPOIO BU3HAYAE Me3aypyC ICMOPUKo-
aimepamypnoi  enoxu.  Ilpocmopogi  koOu,  aHMPONONOZiuHi  Munu
po3ensadaromsca y npoekyii noby0yeanHs KyIbmypHo2o 0id102y ma YKpaiHCbKo-
POCIUCOKUX Mimepamyprux 3aemun y neputii nonosuni XIX cmonimms.

Kniouosi  cnosa:  awmpononoziunuti, npocmip, mesaypyc, MmeKcm,
VKPAiHCbKO-POCIICLKULL NPOCMOPOBULL KAHOH.

H. Kvitka-Osnov’janenko and A. Pohorel’s’kyj are writers who were at the
origins of the formation of national prose of their countries. Literature changes
its nature radically by applying new literary devices and approaches to the de-
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piction of reality in the first decades of the nineteenth century. Prose, with its
most specific analytical component, plays a major role here. Obviously, both
Kvitka and Pohorel’s’kyj felt the urgent need for updating national literatures
through the development of a new type of prose. The stories “Hannusja” and
“The poppy cake seller from Lafertovo” are significant achievements among
their creative works.

H. Kvitka-Osnov’janenko’s story “Hannusja” is a powerful step forward in
building a broad system of new Ukrainian prose which is based on the national
language, common life and sphere of feelings. Although this story was designed
as a “nice lady’s little book” (Kvitka-Osnov’janenko 1981, 210) in a small for-
mat, that is, it was intended primarily for aristocratic readers, but the author’s
appeal to the popular subjects marked a completely different story. “Hannusja”
is a significant stage in approaching Marusja, which is almost an iconic Ukrain-
ian novel with universally popular characters. Kvitka realized his mission as the
first writer of the new Ukrainian literature through it: “While writing Marusja 1
learned that I can write in this way” (Kvitka-Osnov’janenko 1981, 217). Thus,
the path to the Ukrainian story lay just through “Hannusja”, in which the folk
language was used and the characters of common people were depicted.

0. Pohor’jel’s’kyj solved similar tasks for the aestheticisation of everyday
national life. Referring to “universal and eternal content in ordinary life of ordi-
nary people” (Pohorel’s’kyj: Pogorel’skij 1990, 9), the author outstrips the laws
of prose, which were laid down somewhat later by the main representatives of
Russian literature. Therefore, the role of “The poppy cake seller from Lafer-
tovo” as one of the first prose experiences of the beginning of the nineteenth
century can not be overestimated.

Kvitka and Pohorel’s’kyj’s appeal to customary, established, everyday
things correlate with the common search for the fundamental foundations of a
national component in modern life. The artistic space which serves as an illus-
tration of the spiritual way of the characters becomes a great part of the ethnic
and mental picture of the world. As is pointed out in the collective study of the
phenomenon of historical memory, “semantic space” is a representative of the
“social and cultural and spiritual space of national memory” and it “claims to be
an autonomous image in the model of national memory” (Nacional’na pam’jat’
2012, 46). Therefore, it is quite clear why the artistic and spatial ideas of the
works, which mark the new prose of the first decades of the nineteenth century,
are in the center of attention of Kvitka and Pohorel’s’kyj.

The typology of artistic space is a significant factor for the comparative ho-
rizons of Ukrainian and Russian literature works both at the level of external
composition and considerable attention to things (description of dishes, food,
national clothes, realities of family life), and at the artistic peculiarities of both
works, based on unconscious spiritual intimacy in the field of blazing text an-
thropological spectra (daily rituals, traditional habits, etc.).

The space with all its structural and sense creating characteristics and pa-
rameters becomes the joining chain of the anthropological reading of both
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“Hannusja” and “The poppy cake seller from Lafertovo”. The typologization of
space relations is based on the identification of the semantic boundaries of the
text, the type of deployment (point, linear, cyclical) and the localization in the
principle of connection and disconnection and further essentially filling these
categories with non-spatial attribution and connotations. This is about the na-
tional and cultural, religious, ethnic, mental, social markers of artistic space
within which a constant self-identification of the characters with their environ-
ment is carrying out.

According to Ju. Lotman, “the artistic space appears as a model of the au-
thor; this model is expressed by means of a language of spatial ideas ... this lan-
guage is less individual and belongs to this period of time, era, social and artis-
tic groups in a greater degree than his individual model of the world” (Lotman
2000, 622). A remarkable place in the characters’ endless search of their indi-
vidual life and their spiritual shelter holds the problem of national identity which
was urgent for the first half of the 19" century. In the works mentioned above it
is solved through a prism of artistic space.

A. Pohorel’s’kyj and H. Kvitka-Osnov’janenko’s models of artistic space are
aimed at demonstrating the emergence of a new anthropological type and codes
of cultural orientation in the world which are polemical to traditions. It becomes
especially noticeable on the background of awareness of national originality and
necessity of national consciousness awakening for the further development of
culture and civilization. The German philosopher J. G. Herder’s concept relates
to the interpretation of the phenomenon of the national. In his opinion, the na-
tional ground becomes a premise for mature literature which grows out of my-
thology and folklore. By the way, the philosopher considered Ukraine to have a
significant role. He thought Ukraine “will become the new Greece one day: the
beautiful sky of this nation, easy-going character, musical skill, fertile land etc.
will once awaken: thus the new cultural nation will extend like many wild na-
tions which Greeks also were, and its borders will reach the Black Sea, and from
there the whole world” (Herder 1969, 135).

Without a doubt the problem of the patriarchal foundations of the world or-
der raised by H. Kvitka-Osnov’janenko and A. Pohorel’s’kyj is up-to-date.
Moreover, both Ukrainian and Russian writers were at the beginnings of a new
type of literature and did not forget about their inclination to liberate it from the
old standard frames and to direct the “emancipated” segment by creating a new
aesthetic system and the net of human lives within it, the crossing of their lives
ways, and an extraordinary overcoming of semantic borders in the characters’
movement to the boundary points of existence. Thus, both writers also solved
more general questions of literature by means of structuring the space of their
works carefully, defining separated semantic poles, connecting the visible and
invisible characters’ routes and gathering all the places and points of their
movement, and then pulling them into the line of fragments of human lives and
ways.
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Even a cursory interpretation of “Hannusja” and “The poppy cake seller
from Lafertovo” connects depicted events into the net of a holistic impression.
The characters of these stories always move in space, looking for a way out of
the current situation and going from disorder and instability to a comfortable and
happy life and arranged and reclaimed implications to everyday structures and
cultural strata which were unattainable before.

A gastronomic aspect is equally striking in the narrative fabric. In both cases
it is tightly connected with the texture and takes on a dominant and connecting
role. It is tightly linked to the texture and assumes a leading combining role in
both cases. In addition, it becomes a marker of national identity. All events
begin with eating. It becomes clear from Pohorel’s’kyj’s story that the character
is directly related to the gastronomic sector, because she is a poppy cake seller:
“... her work was to sell honey poppy cakes, which she was able to bake with a
special art” (Pohorel’s’kyj: Pogorel’skij 1990, 49). Obviously, the emphasis of
the occupation here is so important that it is put in the title, thus the part of food
increases much. It is important that the regularity and cyclicity of the seller’s
actions are emphasized. A grandmother performs the same ceremony every day
and in any weather: she goes with a basket of poppy cakes to the Broken Bail in
the morning, where she dearly spreads and silently sells her goods. In the even-
ing, she slowly returns home, treating soldiers with trolls. However, the actions
which are thus cyclic and similar to some kind of whim contain something mys-
terious and incomprehensible.

The gastronomic surrounding of the story accumulates potential which fur-
ther contributes to discovering the story plot and to the gradual disclosure of the
secret. It turns out that the baking of poppy cakes was only a cover of the
grandmother’s completely different activities: she is in contact with the devil.

From this point the story switches to the demonic dimension which, howev-
er, is interpreted in constant correlation with a real and even ideal dimension. Of
course, the Lafertovo’s segment which in the urban folk tradition has the status
of the unknown, hostile, and dangerous place becomes the main semantic space
here. The fact that its sharp insularity and opposition to everything structurally
not marked as the Moscow space, is apparently important for the writer.
T. Cyv’jan stresses: “Lafertovo is the locus of the alien in Moscow, especially
because it is surrounded with strange things” (Cyv"jan: Cyv’jan 1997, 606).

This topographic status of space with bad reputation and some scary legends
is caused by Lafertovo’s direct connection with the German culture. Po-
horel’s’kyj introduces Lafertovo as a locus where the devilry houses are located
and where the werewolves turn up and the contacts with another (underground)
world take place to not only among the simple folk but also in literary circles
(Cyv"jan: Cyv’jan 1997, 607). The author experesses this idea in various layers
of the text structure starting from the genetic code of the place and ending with
the appropriate spatial etymology.

All the paths and trails seem to come together in this space segment in “The
poppy cake seller from Lafertovo”. Moreover, the layering of an ideal and safe
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space on the infernal and demonic basis is observed at a certain level. First, the
pious Onufry¢€ tries to save his aunt from her witch craft, but this attempt to in-
terfere in the witch’s affairs turns into the curse for the nephew. Later on, his
wife Ivanovna, who dreams of a happy and ideal marriage for her daughter
Masa, makes an attempt to restore the broken family ties. Ivanovna seems to
connect the two worlds by her action after visiting “her Majesty”. It is, on one
hand, the everyday life of a postman who is the “little man” and, on the other
hand, the antisocial world with the bright features of a half-human and a half-
animal existence.

The contact between the two worlds determines the range of space changes,
dynamic shifts and forms a continuous weaving of pieces and points of the ideal
and horrible worlds and demonic coordinate system. The narrative fabric of the
work which is set in fairy-tale and mythological atmosphere contributes to read-
ing “the topographic code in it, when the character’s path (time + place) en-
crypts the events and actions” (Cyv"jan: Cyv’jan 1997, 607). Masa appears to be
a bearer of all spatial pressure and a recurring character of all movements and
transitions. This young girl is aimed at overcoming the boundary of her own and
the alien, of a peaceful life in her father’s house and the hostile world of her
grandmother.

Pohorel’s’kyj sounds quite natural in the field of spatial solutions of the
Russian prose contemporary to him. He exploits the models which have been
already produced and chooses a way of “traditional differentiation of the world
by means of common spatial categories, as well as specifying the representation
of the space itself through the designation of the territorial confinement, direc-
tion, way, landscape ... and he takes into account such large-scale orientations in
space as the opposition between his own or the alien, borders or lack of them,
and so on. This space is characterized by increased semiotics and an inclination
to symbolism” (Belousov, Zeljans’ka: Belousov, Zeljanskaja 2011, 76).

A new initiative position of Masa, who dreams not about the “house full
with gold” and “carriage” with “four horses” but about her personal happiness
built on pure love is born from the patriarchal idyll with the addition of her par-
ents’ palpable authority. The idea of a traditional hierarchical image of a family
changes gradually in her outlook. Though she is not ready to get out of the par-
ent’s guardianship and intends to “sacrifice her love with Uljan ... let father be
happy with my obedience”. But this position appears because she was feeling
guilty towards her father, “I am guilty towards him for keeping in touch with
grandmother against his will” (Pohorel’s’kyj: Pogorel’skij 1990, 70). Masa se-
cludes herself and strongly resists her parent’s desire to marry her not to the man
she is always dreaming about. She undergoes real psychological conflicts while
being alone with her thoughts in a small chamber, however not daring to make a
decision herself. Instead, the very power of life makes the character happy. This
decision of the author was typical of other works of literature of the first half of
the nineteenth century, where “the traditional patriarchal family with established
organization during the centuries passes away, as well as the usual scale and de-
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gree of emotions and feelings. That is why the family subject matter and emo-
tional states become boundary elements of a semiotic system. The inclusion of
these issues in the space of the work contributes to removing the final limita-
tions and leads to a big qualitative step by means of the artistic destruction of
semiotic components or to the lack of necessity of work which were created by
means of old canons” (Belousov, Zeljans’ka: Belousov, Zeljanskaja 2011, 80-
81).

Anyway, all the text of Pohorel’s’kyj’s story is built on negation and denial
of traditional patriarchal marriages and canonical ideas about the future bride-
groom. The matter is not in contradiction to the authority of adults, but in the
character’s revolt against the socially oppressed condition of the respectable
middle class which is hidden in the narrative tectonics. “The poppy cake seller
from Lafertovo” is a story about “little people”, and the powerful magical sub-
strate in it serves to show the items which are written out more cleary from the
ethnographic perspective.

Thus, the image of the titular counsellor Aristarch Falelejovy¢ Murlykin,
which is generated in the fantastic field, look quite naturally in the everyday life
of the postman’s and his family’s reality. It is a kind of projection of a certain
anthropological type, which is defined in various forms and is extensively pre-
sented in Russian literature of the first half of the nineteenth century. As a kind
of “little man”, the titular counsellor possesses the consciousness of an op-
pressed and humiliated person. The connotation of the bounds on the verge of
real and unreal worlds, true and fictitious, is combining and cross-cutting in the
paradigmatic and literary codification of giving a rank of the character. The
owner of a titular rank exists and does not exist at the same time, semantic
boundaries between the spaces of his being and not being are illusory and, final-
ly, completely blurred. This is the tradition of the derogatory attitude to this kind
of bureaucratically ranked (that is existent only on paper) type of character
which represents insignificant creatures, insects and napkins.

Of course, such an intriguing and “interesting” type or “semiotic continuum
which strikes the eye and which is associated with the titular counsellor” (Sav-
inkov, Faustov 2010, 134) could not help being in the thesaurus of Russian liter-
ature of that time. Moreover, this type is a product of a long trail of the Roman-
ticism which cultivated the intersections and the meeting of different worlds and
which is important in the story by Pohorel’s’kyj. “The Titular Counsellor ...
seemed to ask himself to be mythologized as a “boundary” creature which exists
and does not exist, is present and absent at the same time” (Savinkov, Faustov
2010, 134).

Pohorel’s’kyj in his own way prepares the ground for further existence of
the images of titular counselors in Gogol’s and Dostoevskij’s works. The gro-
tesque image of Murlykin is presented in Lafertovo in his bestial and demonic
world and, at the same time, in the official strictly regulated sphere. The charac-
ter is at the same time an animal and a man, a person from another world and a
representative of the officialdom. He exists in the two spaces: he is a leading
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character of the grandmother’s nightly demonic ritual and at the same time feels
quite natural and comfortable in the world of the everyday life of the retired
postman. In addition, this image is differentiated and divided in two parts even
within the same space. During the grandmother’s magical scene “a black cat
with sparkling eyes and lifted up tail treaded smoothly ... But after taking a look
at the cat she saw that it had a green military coat on; and in the place of the
cat’s head was a man’s face, which looked right at her with surprised eyes ...”
(Pohorel’s’kyj: Pogorel’skij 1990, 57). And at Onufry¢’s place the matchmaking
of the “bridegroom” is presented in underlined bestial colour. Maria recognized
her grandmother’s cat in the titular counselor Aristarch Falelejovy¢ who “in a
strange way turned his head and looked at her amiably, almost winking his
eyes”. The resemblance of the counselor with the cat finally materialized in de-
tailing of characteristic signs of appearance: “This is the grandmother’s black
cat! Order him to take off his gloves and you will see that he has clutches” (Po-
horel’s’kyj: Pogorel’skij 1990, 67).

The fact that the daughter identifies the titular counsellor with the cat, and
her father is convinced that a representative of the venerable rank can be an an-
imal (“although I know that the titular counsellor can be a cat or a cat can be a
titular counselor™), is considered to be not a traditional conflict of the old and
the young generations, of parents and children, but it is a manifestation of the
humiliating and even respectful attitude of the most recent ranking in the hierar-
chical ladder to higher ranks and positions. Especially when it concerns a syn-
thetic type of a titular counsellor. The story depicts the type of communication
based on the slavish worship of one “little man” by another. As I.A. Gon¢arov
wrote, “the abyss grew up between the titular counsellor and the collegiate as-
sessor” (Goncarov 1987, 110). Similarly the same rank which in the story is rep-
resented by Murlykin implies the same slavish dependence on the highest ranks
and classes. After all, it represents “the highest place in the lowest class of the
bureaucratic hierarchy” and it is very difficult (almost impossible) for a titular
counsellor to reach to the next stage that gives significant benefits. This explains
his ambiguous state: he is “half-and-half, he is not here and not there”.

However, in the author’s point of view, the other variant of the fate of this
typical representative of the “little people” type is outlined. The text contains
hints about the mysterious character in the “green uniform” who, however, nev-
er received the beautiful Masa. This girl is fatally unreachable, as well as un-
reachable higher ranks for him and other members of the wide community of
“little people”.

Masa from “The poppy cake seller from Lafertovo” rejects an animal option
of marriage and chooses another one which is unsuitable to her, but obeys her
father’s will. However, the patriarchal environment turns out wrong, while the
possibility of individual and personal expression which is associated with ro-
mantic love replaces it. The character overcomes breaks the artificial borders
preserved by the society and does not accept the socially stratified adult life and
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in this way he strives for open existence, not regulated by authorities and the
standard idea of family life.

The character’s open space is romanticized and paradoxically separated from
the main plot by a peculiar nominal frame. This distinction affects not only the
length of the text, but also the artistic space of other characters involved in it.
While reflecting on the ways of recoding and changing of perfectives in the text,
Ju. Lotman observes: “Such a construction ... attaches importance to a moment
of game in the text: the text acquires the features of higher conventionality from
the position of another method of encoding and emphasizes its game character —
ironic, parodic, theatrical and other meanings. At the same time, the significance
of both the external and internal limits of the text which separates different parts
of coding is emphasized. The relevance of the limits is emphasized by their mo-
bility and by the fact that the structure of the limits changes, too, while changing
the settings of a particular code” (Lotman 2000, 66). In Pohorel’s’ky;j’s work the
semantics of the window promotes the game of text and recoding. We empha-
sise that this boundary image appears in several passages and serves as a nomi-
nal structural borderland in the text’s stream because it is part of the artificial
world of its objective and micro-imaginative system.

A window separates a space into the external (the world) and internal ones
(home). The window opens the world of love to Masa, because she sees an ele-
gantly dressed and polite young man looking out of it. The character feels her
heart beating anxiously when watching the stranger from the window of her
house. The descriptions of those meetings, or, more precisely, “dating” through
the window are followed by easily recognizable sentimental and romantic topics
which reflect folklore influence. It is clear that in this case the reader deals with
the mytho-poetic paradigm because, as V.N. Toporov points out, “a window is
the constant attribute of mythological plots which involves dating. The girl sees
her lover for the first time through it. The window is a secret entrance to the
house of a darling girl, the last limit that prevents the lovers from uniting” (To-
porov 1983, 172). Such tonality is embodied in gestures, thoughts, behaviour
and in organization of a verbal part of the description of the heroine’s emotions.
“One morning Masha was sitting at the window and thought” or “It seemed
strange to her, and after dinner she sat at the window again only in order to find
out if her heart would beat when the young man passed by ... ” or “... she moved
away from the window and was sad and thoughtful the whole evening” or “Her
eyes concentrated on that place from where the stranger had come the day be-

ore” or “tears were shining in her eyes”. Later on, MaSa would change her
“angle” of watching and suddenly she would see her future bridegroom Ulijan
when he was looking at the window from the street: “Masa looked up accidently
and saw Ulijan standing at the open window with a tilted head. Profound sad-
ness was depicted in all his features. Masa turned away in the opposite direction
as if she did not notice him, but bitter tears rolled down her pale face” (Po-
horel’s’kyj: Pogorel’skij 1990, 61-64). The next episode of Masa and Ulijan’s
courtship also refers to this recognizable literary convention: “Masa looked shy-
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ly. Ulijan stood beside her! She cried out and fell into his arms...” (Po-
horel’s’kyj: Pogorel’skij 1990, 71).

Of course, we can continue this list of citations, which establish parallels and
association with ‘common places’ of the literature of Pohorel’sky’s times, but
here we have said enough to conclude that all of them have connection with the
main problem of space. Thus, we can see that the window in “The poppy cake
seller from Lafertovo” is not just a symbol or a leading image but a special indi-
cator that shows the character’s desire to escape from the narrow and closed pa-
triarchal space to a wide world of personal happiness, love and family.

It is important to stree that the locus of the window is organically included
into the development of the action in Kvitka-Osnov’janenko’s story, although
this work belongs to realism and omits numerous fantastic elements which are
used the story about the poppy cake seller. The typological comparison lies in
another dimension here. It concerns not the facilities or writers’ poetic strate-
gies, but primerarily the paths leading to freedom, the ways of releasing the
characters from the captivity of patriarchal and conservative psychology and of
updating their outlook, of getting independence and thinking freely. Therefore,
the semantics of the window is not related to mythology, but to the analytical
and research function. It is directed at the world of things. The narrator in Kvit-
ka-Osnov’janenko’s story “Hannusja” is watching a “young lady” or “a noble-
man” who sells cakes through the window of his unpretentious coach. However,
this dialogue and communication imitate the act of contemplation and research-
ing the environment. Therefore, the narrator’s point of view provides “full visi-
bility of what is going on within the outside space” (Toporov 1983, 168). The
character being in his coach is always moving his view from one object to an-
other. He studies the bright world of objects and dirty things, but after all he fo-
cuses his attention on Hannusja and her contrast to this environment.

The first beginning of Kvitka’s story (with the title of the first section
“Pies”) is also involved in a gastronomic discourse: “Pies! Pies! Who wants hot
pi-i-i-es?” (Kvitka-Osnov’janenko 1979, 330). And then the “pie” plot is devel-
oped in the whole story in contrast to the rather brief reference of the grand-
mother’s modest craft of the Russian text. A very young pie seller, much in the
same way as the poppy cake seller, comes to the trading rows every day. How-
ever, Hannusja does it against her own will. She works for her mistress not to
starve to death.

The semantics of the ‘all-seeing eye’ is intensified in the text fragments
which describe the process of watching through the window. This semantics fo-
cuses on the “interesting” object. The transition from the sentimental narrator’s
position (“he thought about the subject of his travel”) to a playful scene of
recognition occurs. After learning about some details of Hannusja’s biography
from her own words, the traveller goes for a trip to find out her secret. In con-
trast to the world of Pohorel’s’kyj’s work, which is covered with a fairy-tale,
romantic mist, the text of “Hannusja” consists of episodes full of realistic string-
like arrangements, descriptions, event-blocks and scenes. The plot of Po-
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horel’s’kyji’s story develops rapidly promoted and contains unexpected turns
which surprise the reader with almost a novelistic spirit. In Kvitka’s work the
reader deals with a more extensive and wide type of cumulative strategy of sto-
rytellling, which probably is relevant to the educational tasks of the writer.

Besides, the space organization in Kvitka’s story does not provide contrast
between the two artificial worlds, but is a continuous accumulation of spatial
units which become elements of different and endlessly colourful worlds, ‘piec-
es’ of reality and ‘places’ and areas of being. Obviously, such an organization of
spatial relations is caused by the writer’s orientation towards a long tradition of
adventure and fraudulent genre considering the usual tradition of writing novels.
It is clear that Kvitka fills, condenses, specifies his traveller’s movement in
space by means of providing details of national, historical and domestic life.
Some literary critics emphasize the strong ethnographic genre component of
“Hannusja” and they believe that Kvitka performs picturesque excursions into
everyday life of the SloboZans¢ina region.

Kvitka’s decision to write the story in the Russian language is connected not
only with his pragmatic text (i.e. for a wide audience of readers) but with a pe-
culiar literary conventionality, secrecy and the desire to connect different spaces
in the horizon of a marginal traveler’s individuality. As genre priorities of the
“novel of a long road” were fixed and legitimized in Old Ukrainian and Modern
Ukrainian and Russian literature, the transfer and functioning of appropriate
verbal behavior were possible on the territory of Ukrainian. As O. Feduta says:
“In the nineteenth century during the period of the modern cultural nations there
were two audiences in the mind of a bilingual author; and each of them differs
not only the viewpoint of the language but also from the genre and thematic ex-
pectations” (Feduta 2016, 103). Kvitka’s bilingualism demonstrates the methods
of developing a literary tradition in his homeland. Of course, the linguistic be-
havior of the Ukrainian prose writer causes his own search for a spatial canon
not only in life, but also in the main ways of creating his native literature.

Meanwhile, Kvitka as writer intersects with the narrator of “Hannusja”. The
narrator’s journey takes the form of a spatial search, which artistically reproduc-
es and twists models of the world, life of different population groups, colorfully
detailed life, love, intrigue, betrayal, repentance, returning to home, etc. The ed-
ucational desire to help the disadvantaged Hannusja, to find her “noble” mother,
and then the girl herself is behind it. We agree with E. Nachlik who character-
ized Kvitka’s style as “adventure and romantic prose, for which the depiction of
affected passion is typical ... The love story with intriguing events ... subordi-
nates to the enlightenment morality and Christian ethics ... It is important that
the genre features of bildungsroman appear in the work precisely in the interpre-
tation of Jean-Jacques Rousseau” (Nachlik 1988, 65).

In this study we are no going to consider aesthetic, style and genealogy pe-
culiarities of Kvitka’s short story, and we will focus on the author’s space “ma-
nipulation”, which are semantic boundaries and the same conditional gradational
markers of story building. It is evident that the narrator’s wanderings are ac-
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companied by ups and downs, many deviations from the direct way which re-
sembles a zigzag. At the beginning the character wanders delusive ways, look-
ing for madam Cucukal’ka, the “auntie” of a mystery girl. Pijucka is proud of
her craft and dislikes pies: “I haven’t yet gone to the extreme of selling pies! |
only sell buns and provide the whole city and the whole province with them;
who doesn’t know Pijucka’s buns?” (Kvitka-Osnov’janenko 1979, 333). This
passage does not serve only to develop the gastronomical discourse, which was
presented before, but it is also a bright reflection of the hard, humiliating state in
which the young lady Hannusja finds herself. The comparison of buns and pies
hides a social and anthropological implication which appears not accidentally,
but on purpose by the author, who puts the narrator to a wide way. After all the
man has forgotten Cucukal’ka’s surname and the cabman, being frightened,
drives him to another place. Therefore, the motif traditional for the literature of
that period, uncertainty and crossroads, arises: “Where does the Master want to
drive to?”. But in a short while, after a brief trial with “cyclic recurrence” (“at
last after nonstop driving back and forth”) the traveler gets to their point of des-
tination.

The space of the story somehow points to another but similar literary tradi-
tion — Fielding’s novel Tom Jones, which concentrates on the image of a found-
ling and is genetically and naturally connected with the Enlightenment move-
ment. The space is complicated because one of its spheres is covered by the fol-
lowing one, which pushes the plot and leads to intensification in a completely
different world, way of life and society. This sphere is fictional, it exists in the
world of another character, the original frame, the previous text, that serves as a
compositional setting, or a prologue of the main plot. Of course, it refers to
Cucukal’ka and madam Reze’s stories about the ups and downs of life that chase
Hannusja.

Such a segmentation of the artistic space, joining of time-and-space circles
and reeling of narrative outflows provoke a rapid motion of the plot and dynam-
ics of events. In a clear linear sequence one event follows another; episodes
overlap each other and grow one from another. Such an approach to text-
building is easy to predict. After all Kvitka was influenced by enlightenment
realism, sentimentalism, romanticism and realism. Thus, the story about little
Hannusja, who has been left with a peasant woman, is inseparably linked and
almost cemented into the story about a parcel. And the false system of the
French upbringing of the future Hannusja’s mother provokes the same false ro-
mantic adventure and, as a result, the escape and secret wedding to a “hussar
major”.

The readers recognize familiar motive structures, plot templates and stereo-
types, which denote the thesaurus of the literature of that time. Kvitka uses them
skillfully and naturally. His aim is not only to emphasize his belonging to the
solid and steady tradition, but obviously to go through the same space canon,
which would be organic and comfortable for his type of character and literature
in general.
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Nevertheless, the accumulation and quick change of events break off and
pause from time to time. Here the reader comes across peculiar retardant text
cavities. One of them includes the magical atmosphere but in comparison to Po-
horel’s’kyj’s text it is profaned in a way and as much as possible close to ethno-
graphic description. It does not contradict Kvitka’s text, it organically assembles
and adjusts it. In Pohorel’s’kyj’s story Lafertovo can be replaced by any Mos-
cow outskirt, and its ethnographic accurateness of the descriptions are deprived
of extra specific details. This feature is completely organic in a romantic story.
At the same time, the typical plot and typical events are connected exactly with
Lafertovo. Probably this happens because “a negative character is usually
brighter than positive, the character of Lafertovo (even being depicted quite
briefly) is extinguished by Pohorel’s’kyj clearly enough” (Cyv’jan 1997, 605).

The Ukrainian writer Kvitka-Osnov’jyanenko also demonstrates Bezljudiv-
ka, where the whole set of features of the witches’ space can be found. Though
using a romantic literary pattern, Kvitka enriches the narration not with the de-
scription uninhabited realities, but with nationally marked, ethnographically
concrete pictures, with bright local semantics. The costumes, landscapes, lan-
guage and appearance become the markers which make them more concrete.
Some details prove that readers observe exactly a witch from the Slobozans¢ina
region. The focus on the witch Susur¢yha’s hair and eyes is not accidental ei-
ther: “the clumps of grey hair jut out from her dirty linen kerchief; she looked at
me quickly with her big, grey, piercing and now even cheating eyes” (Kvitka-
Osnov’janenko 1979, 361). V. Myloradovic€ states in his research: “a black stripe
of hair from the back of the head to the waist can be found only in folk stories
about witches in the Charkiv province”, and the ‘evil eye’ and deep black eyes
come from the Lujbens’kyj district (Myloradovi¢ 1993, 48). The realistic details,
the narrator’s ironical and distant look at representatives of the dark forces is a
result of excluding the character from the demonic world and the dissolution of
the image of this character in the reality. Ukrainian and Russian writers differ
radically.

Having led the narrator and the subordinate characters through an adven-
turous chain of events, the Ukrainian author comes back to the beginning of the
story, to the gastronomical sphere. He even marks it with the title of the chapter
“Pies”. However, the last chapter retells the contents of the first one only at the
end. It contrasts with the principle of enlightenment’s index of general harmony,
prosperity and happiness. Reflection and projection of perfect values of the fu-
ture is singled out in a good neighborhood, a close and intimate connection of
the spiritual and physical.

Both “Hannusja” and “The poppy cake seller from Lafertovo” have a happy
end. However, in both works, it is not a demonstration of the image of cloudless
happiness and careless existence, but the right to live in a new way which is
free, spiritually enriched and won back from the old patriarchal world. The
models of artistic space which are reproduced in a dynamic adventure form and
in a fabulously fantastic romantic narrative way provide the possibility to see
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these changes and the transformation of the characters’ beings in the national
literature.

The Ukrainian and Russian writers are looking for space coordinates, paths
and wide ways which were trampled by almost the whole world of characters of
the literature of that time. Starting with the existent patterns, Kvitka and Po-
horel’s’kyj looked for new impulses for the liberation of their characters from
narrow traditional patriarchal chains and the anthropologically limited ways of
existence. Their artistic renovations are accompanied not only by the separation
from the corporate consciousness, but also by awareness of the involvement in
the nation's existence at the same time. Numerous national, cultural and mental
markers of identification become the evidence of it in the texts. Both authors
developed, deepened and looked at the prospects for the further use of the the-
saurus of Ukrainian and Russian literature of the first half of the nineteenth cen-
tury by means of building a common foundation for the search for self-initiating
spatial segments.
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OLD UKRAINIAN WAR SERMONS OF THE SECOND HALF
OF THE 17™ CENTURY: A DISCURSIVE DIMENSION

Julija Olesko
(Ukraine)

This paper considers a phenomenon of war preaching discourse of the sec-
ond half of the 17" century, based on the Old Ukrainian sermons written by An-
tonij Radyvylos’kyj. The discursive peculiarities of the war sermons are de-
scribed as a result of a complex analysis of such components of discourse as
participants, chronotope, aims, values, strategies, material, types and genres,
precedent texts, and discursive formulas.

Keywords: war preaching discourse, Old Ukrainian literary language, An-
tonij Radyvylovs kyj, second half of the 17" century.

CTAPOYKPAIHCHKE BOEHHE KA3AHHS APYI'Oi IOJOBUHHA
XVII CTOJITTS: JUCKYPCUBHUIL BUMIP

FOnia Onewrxo

Y cmammi Oocniosceno sasuwe 80€HHO20 NPONOGIOHUYLKO20 OUCKYPCY
opyeoi nonosunu  XVII cmonimmsa na mamepiani cmapoykpaincbKux KazaHb
Anmounisn Paodusunogcoxoeo. Jluckypcusna cneyudixa 0€HHUX Nponosioetl
BUSHAYAEMBCS HA OCHOBI AHANIZY MAKUX KOMIOHEHMI8 OUCKYPCY, 5K YYACHUKU,
Xponomon, yini, yiHHOCMI, cmpamecii, Mmamepian, piZHOBUOU i JAHCAHPU,
npeyedeHmui mexcmu i OUCKYpCUeHi gpopmyau.

Kmouosi cnosa: eocnunuil nponogioHuybkuii OUCKYPC, CMApOyKpaiHcbka
nimepamypra mosea, Ammonii Paousunoscekuii, Opyea nonosuna XVII
CMOAIMmA.

In modern linguistics, the Old Ukrainian oratorical sermons of the 17" cen-
tury have been analyzed in terms of their structural and semantic peculiarities,
lexical composition, the role of means of expression in the development of the
literary language (Zelins’ka 2013), phraseological units (Suchovij 2002), ex-
pressive syntax (Taran [Majdanovy¢] 1993); comprehensive studies focus on the
language of sermons, in particular of such preachers as loanykij Haljatovs’kyj
(Bida 1975, Cepiha 1983), Antonij Radyvylovs’kyj (Markovs’kyj 1984), and
Leontij Karpovy¢ (Maslov 1908, Kupcyns’kyj 2003). Marzanna Kuczynska
(2004) has traced the evolution of the genre of sermon, comparing the texts by
Kyrylo Trankvilion-Stavrovec’kyj and loanykij Haljatovs’kyj. Natalija Toma
(2010) has studied the functioning of abstract lexis in the sermons of Pet-
ro Mohyla.
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Ljudmyla Murasko (1997) and Jaroslav Jaremko (1997) have studied the
historical development of military lexis and the forming of church terminology
in the Ukrainian language. In her monograph, Iryna LytovCenko (2016) has
highlighted the etymology of some groups of nominations. In the Old Ukrainian
language of the 17" and 18" centuries, Jaroslava Rybalka (1998) has outlined
the structure of the thematic group “military lexis of the Cossaks”. Vasyl’ Horo-
bec’ (1979) has studied the lexical basis of diaries of the indicated period,
among which are military lexis. Ol’ha Andrijanova (2016) has researched the
history of naval vocabulary in the Ukrainian language.

As Vitalij Rusanivs’kyj notes, in the 17" century, there appears to be an in-
tense replenishment of two thematic lexical groups — administrative and military
— which has been fixed in business documents and chronicles (Rusanivs’kyj
2001, 94). Apparently, such changes in a language reflect the dynamics of pro-
cesses of social and political life in the Ukrainian lands. The material of our re-
search comprises the original texts of the preacher A. Radyvylovs’kyj written in
Old Ukrainian, “Sermon calling upon prayer and fasting” (“CnoBo moduwxkarouee
JI0 MIITBEL M TIOCTY, 4ac% BOEHHOro HeOe3meuencTsa’), included into the second
volume of the manuscript collection “Garden of the Virgin Mary” (“Oropoaoks
Mapin Boropomunsi”) and the cognominal old-printed collection of the year
1676, as well as five sermons “of the wartime” (“uac% Bo#H"), which have
been retained in the manuscript collection “The Crown of Christ” (“Bkuens
XpuctoBs”) (1676—1683). The kazannjas (sermons) were composed during the
Russo-Turkish war of 1676-1681, in which the Tsardom of Russia and the
Ottoman Empire were fighting for the division of the Ukrainian lands. It is con-
sidered that “The first sermon calling the Christian warriors upon the fight
against the Turks and Tatars” (“CinoBo mepBo€ 4ack BOWH'BI I0O%KArOUEE
BOMHOB'h XPCTIAHCKHX'h JIO CIOTKaHA CA C'h TY¥pKaMmu i TaTapamu’) was de-
clared in the summer of 1677 in front of the army of Ukrainians and Muscovites
(approx. 52-57,000 soldiers), which was leaving for Cyhyryn, a strategic center
that Ibrahim Pasha, who together with a 120,000 Turkish and Tatar army,
planned to go to Kyjiv (Ukrajins’ka literatura 17 stolittja 1987, 534). Corre-
spondingly, the sermon declared was aimed at influencing the moral and
psychological state of the Orthodox soldiers and raising their morale.

Due to its strategic orientation, a war sermon should be considered as
rhetorical discourse, in which the persuasive element (“movere”) dominates the
educational (“docere”) and the aesthetic (“delectare”) ones; hence, the war ser-
mon involves the impact on the mindset and behavior of the listener. Our
discourse analysis is based on an understanding of discourse as “a specific
linguistic phenomenon that concerns both linguistic and non-linguistic
structures” (Burcev 2012). In this study, we define a religious discourse, which
traditionally comprises sermons, as “regulated by certain historical and socio-
cultural codes (traditions), meaning-formative activities aimed at shaping,
transmitting, and changing a dogmatic way of thinking, sacred attitude, and
mystical experience” (Kozemjakin 2011, 32). From the viewpoint of
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sociolinguistics, there are two types of discourse: personal and institutional
(Karasik 2002). The first type is personality-oriented, while in the second type, a
speaker communicates not from himself but from the institute the representative
of which he is. Institutional (theological) discourse implies communication
within a range of status-role relationships.

Viktor Karasik distinguishes the following components of religious dis-
course: “l) participants, 2) chronotope, 3) aims, 4) values (including a key con-
cept), 5) strategies, 6) material (topic), 7) types and genres, 8) precedent (cultur-
ogenic) texts, 9) discursive formulas” (Karasik 2002, 221). We suggest analyz-
ing the Old Ukrainian war kazannias in accordance with the components indi-
cated.

As long as a communicative process presupposes the participation of two
members, both of them should be described separately. An addressor in the
preaching discourse is the preacher, whose presence explicates in the first part of
a sermon, “exordium”, through the use of the first-person singular verbs. The
believers make up a collective addressee, in particular, a part of the Orthodox
society united by a common cause, the army. The addressee has been mentioned
in the titles of the sermons, for instance, “Sermon of wartime to the warriors”
(“CnoBo uac¥ BoiHwI g0 BomHOB'R”). Correspondingly, in the discourse, the
preacher uses the standardized appeal “Orthodox Christian warriors”
(“mpaBocnaBHOE xpcTianckoe BomHCTBO) (Vinec’ 1568). However, in rare cas-
es, when the priest appeals to each person individually, he says: “Orthodox lis-
tener” (“cn¥xau¥’ mpaBocnaBawiin”) (Vinec’ 1546). Nevertheless, the generaliz-
ing form “you” (plural) is dominant in the war sermons: “Pray to God” (“Zlo bra
unrkre wiitBY”) (Vinec’ 1542), “Be sure that even without sables and other
weapons of yours the enemy will perish” (“0%nTe meBH™S, K€ 1 G€3 MAGETL U
HHIIIOTO WPYXKiA BaIEro Toi HenpiaTets moruoHe(T)”) (Vinee’ 1556).

Predominantly, in the final part of the sermon, one comes upon a deictic
“we”, which is a specific characteristic of the prayer discourse: “Lord God will
help us against our foes” (“I'sib Br*s MOMOX€(T) HaM'B TPOTHBY HENPIATEIEH
nawuxs”’) (Vinec’ 1583), “Let us consider which prayers God listens to”
(““BaxkMO AKMXs Br'n BhIcA¥XuBaeTh MITBR”) (Vinec’ 1576).

The addressee of the kazannjas — ‘“honorable Christian warriors”
(“npesanHoe xp(c)TiaHCcKOE BOMHCTBO) — is opposed to a “cruel and terrible en-
emy” (“WKpYTH'WIA U CTpamH'bid HempiaTens”), and there are two reasons be-
hind this. First, Tatars and Turks are “different” by confession. Second, they are
invadors as they are striving to “devastate our dear homeland” (“w(T)un3uY
nam¥ Muisio cnscromuru’”) (Ohorodok ruk. 1534).

The peculiarity of the religious discourse is that there is an additional partic-
ipant of communication, God, a super-agens involved in communication. Alt-
hough a preacher retranslates the sacred meanings, before God, he is equal with
the parishioners. A codified humiliation of the status of believers before the
Absolute is manifested in self-identification of people as the ‘unworthy’: “Re-
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lieve of their troubles your merciful servants” (“n36asu w(T) 6'kas paber csom
miituBe”) (Ohorodok 1082).

A traditional location of religious communication — the temple — has been
changed in the war preaching discourse and, perhaps, has been moved to a
castle, which is connected with the army’s quantity; however, the regulated lo-
calization of the participants of communication has been adhered to. A preacher
always delivers a sermon while standing in front of the congregation. Such
complexity of relations is also manifested in the physical location of the speaker
and the audience: while pronouncing a sermon, a priest stands faced to the pa-
rishioners, on the ambo, which has both a symbolic and a pragmatic function.
The cleric’s dress and accessories also emphasize his ‘otherness’. However, the
fact that both he and the laity are in the same place at the same time (temporary-
spacial unity) confirms oneness of their purpose and faith.

A preacher is an orator, but still he is the listener of his God. Therefore, his
thoughts and words belong not only to him; they are subject to doctrine. As a
result, the priest has no purpose to impose his views but to bring the recipient to
God. Rhetorical discourse is embodied in suggestion, i.e., the recipient interprets
the speaker’s words in the way profitable for the latter. In a global understand-
ing, suggestion is an activity aimed at imposing on another person some ideas
that may contradict his or her principles. As a result of the suggestive influence,
a person treats the ideas received from outside as his or her own, which shows
the difference between suggestion and persuasion. Linguists note “the ability of
sacred texts to put people in altered states of consciousness under various cir-
cumstances” (Klymentova 2011, 439). In the religious rhetorical discourse, a
wide palette of suggestive means of influence is used, though verbal ones occu-
py a special place among them. For instance, a combination of ritual actions and
the recitation of sacred texts puts a person into a hypnotic state, in which de-
fense mechanisms of the person fail to work.

The aim of each sermon is provided at the end of the introduction — the first
part of the kazannja: “For you to incite to military reprisal with that cruel and
terrible enemy, I would like to pronounce this sermon to your affection”
(“dro6™™l Bac'k JIO pocCHpaBhl BOEHHOHW 3(h) ThIMB WKPS(T)HBI(M) |
CTPAlIH'BIM'h  HEMPIATEIEM'h TTOPYIIATH MOTIIO, W TOMh [0 JIFOOBU Ballei Cie
cnweo mhtr kenar”) (Vinee® 1534).

For religious discourse, it is inherent to argue the traditional values. They are
verbalized in the Christians’ sacred text — the Holy Bible. In general, religion is
a conservative cultural institute; its values and norms retain their original shape
for a long time. A dominant factor in religious discourse is faith, which prevails
over reason. Thus, in the war sermons, the speaker emphasized that the enemy is
“the foe of God’s cross” (“uenpiatens Kpcra I'fia) (Vinec’ 1564), that “the
sword belongs to pagans” (“meun mora(a)ckiiti”) (Ohorodok 1077), and “God,
that pagan is the enemy of yours and ours” (“bXe Toif moraHuH's Bparts TBOU U
Hanrw”’) (Vinec’ 1542).
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As a rule, among the concepts explicated in preaching discourse, one can
find God, sin, soul, salvation, miracle, etc. Nevertheless, in the war sermons of
the second half of the 17" century, a new concept appears — homeland.
A. Radyvylovs’kyj claims that “two things are the strongest to motivate you and
ignite your heart for the courageous war reprisal with that cruel Muslim who is
attacking us, a guiltless people. The first one is God’s honor; the second one is
love for the homeland” (“nek peun HaitGap3kii Bacs mMop¥IIMTH U CPjilla BallK
3amanuTd  MOT¥Th Kb MYKECTBEHHOM pocnpask BOeHHON 3(h) T'hI(M)
WKPYTH'BIM' OMCY¥PMaHHHOM's Ha HAC'h HEBHHHE HACT¥I¥IOUMMh. [leprmam
uecmo bocaa, npsraa mo6o(s) wim)uusn wf’) (Vinec’ 1534).

G. Savin states that “the communicative strategies of preachers are the
cognitive targeted programs implemented in the texts of the sermon speech
genre, as the complex verbal actions aimed at changing the pragmatic worldview
/ world model of the addressee, according to doctrinal concepts, which the
Orthodox Church has elaborated throughout its history” (Savin 2009, 8). A
preacher acts according to a reasonable scenario, adheres to a thoroughly pre-
pared strategy of implementing his communicative plan.

In the war sermons, there dominates an inducement strategy, which refers to
calling the recipient to take an action: “Send your ardent prayers to God’s throne
... Believe that God will send his angel from Heaven to help you” (“3acu-naiime
1o maecraty¥ Bxio cBoum ropauie mitBwl. B#pSiime, ke Brn c(n) HGcu
mocye(T) BaMb B'h moMoyrk arrma cBoero”) (Vinec’ 1569). One of the most
relevant tactics of the inducement strategy is uniting both participants of the
communicative process into the monolithic “us™: “Let us cry to him saying:
God, we have sinned before the Heaven and You” (“sona(ii)mo no Hero c(b)
wiageM(b) MoBAYM: 04€, corpRumxom(b) Ha HGO U npe() To6010”) (Ohorodok
1081).

An explanation strategy refers to comprehending and interpreting the tenets
of faith: “Fear the sword, says Gods to us through his prophet Ezekiel... No
punishment is as horrible as a sword. Because neither famine and plague nor fire
and other punishments of God take so many people as a sword does.” (“Meua
ca Ooiite. MoBU(T) brs no nHa(c) mpe(3) mp(d)pka cBoe(r)[o] lesexima ...
JKagHaA TIIATa HE €CTb TaKb CTpalrHaA [AKW M€Yb. 00 auu rjiiaab, aHU 3JI0€
noB'RTpE, aHW OrOHb, aHU MHIIK IUIAIM Bxin Takp MHWIO TAYOATH IrOaEi
rakw Meun”’) (Ohorodok 1075).

An affirmation strategy refers to persuading the believers in the “rightness”
of their confession and avering the moral concepts in accordance with the faith:
“Seeing you armed with a prayer, God will give you that one of you will cope
with a thousand, and two will overcome dozens” (“Tak'k MJIITBOIO BHIAYH Ba(C)
br't  ¥30po€H'hIX'h, JaCTh BaM'b TOE, € eAuH® 3('b) Ba(C) TMOKE(HE)TH
ThICALYY, a 1Ba nBukTHETE T™MY ) (Vinec’ 1579).

As for the topic, the war sermons form a separate group; most of them may
have not been printed due to their thematic difference and quantitative limita-
tion. Regarding its genre, the war sermon is non-canonical, due to such factors
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as intention, subject, recipient, and discourse localization. Kazannia is a
secondary, in other words, interpretative, genre, which explains the Holy
Scripture and is created based on the primary genres; namely, a prayer makes up
a part of the sermon. In terms of genre, the social and political sermons of the
Jesuit P. Skarga are close to those of A. Radyvylovs’kyj. They have been com-
posed to honor the military victories of the Polish army under the command of
king Sigismund III Vasa over the Romanians (1600), the Swedes (1605), and the
Muscovites (1611). The scholars define such texts in a group of triumphal ser-
mons (Kuran 2013, 211), as they praise the military successes.

In terms of intentionality, the poem “Awakening to the army, which goes to
Olyka, May 1, 1649” (“Pobudka wychodzacemu wojsku pod Otyke pro 1 Maii
anno 1649”) by Samuel Twardowski is similar to the Old Ukrainian war ser-
mons. The poem has been pronounced in front of the soldiers who were going to
march against the Cossacks. However, a difference in the discursive plan is that
the audience of A. Radyvylovs’kyj is the Christian army. For these warriors, the
defense of the homeland is a holy feat, as ‘emulating’ Christ is a moral duty of
all segments of the population, including the military one (Spivak 2008, 3).

In essence, religious discourse is precedent as it is based on the Holy Scrip-
tures. In the war sermons, precedent texts make up a necessary component,
which is an authoritative source of information: “Every hetman who goes to
fight his foe and counts not on his strength but hopes for the strength of God
might promise himself a victory... this I prove with the following examples
from the Holy Scriptures” (“KOI"blif T€TMaHh KOTOPhIi HAYYH HA HEMPIETETA,
He n¥¢paern B(w) cwrk cBoeid, ane B(w) curk Bieit, mesHoe ce0'k oGemaru
MOKE(T) 3B'BTA3CTBO. .. ... (10 TAKUMH 3("h) THCMa ¢(T): TOBOKY TpUKIATaMi’)
(Vinec’ 1550). Nevertheless, the specific feature of the baroque preaching dis-
course is an expansion of intertextual connections beyond the culturogenic texts
traditionally approved by the religious community. For instance, the war ser-
mons refer to the Acts of the Apostles, the works of Doctors of the Church, the
Old and New Testaments, but, at the same time, these sermons cite the Roman
historian Suetonius, the poet Horace, the ancient Greek philosopher Plato and
the historians Laértius, Plutarch, Xenophon, as well as the outstanding humanist
of the European Renaissance Erasmus of Rotterdam.

A. Radyvylovs’kyj recalls famous warriors whose example his listeners have
to follow: “Remember Alexander the Great, Julius Caesar, Scipio the African,
Marcus Claudius Marcellus, Hannibal Barca, and other ancient hetmans of
Rome; remember the ancient princes of Rus, remember the ancient hetmans of
Zaporizzja and other heroes” (“Ilpumomukre ce6k Ameianmpa Beamkarw,
IOni¥'ma kecapa, crumiwna, Mapienia, AHHHOAIA, U HHIIKXs CTapOJaBH'BIX'h
PUMCKHX'h TE€TMaHWB'h, TPUIOMHHUTE CEO'R cTapogaBHEX's PwcCilicKux'h
KHA3€H, PUIOMH'ETE CTApONaBHBIX'h 3aMOPO3KHX'h TE€TMAHWB'S U HHIINX'h
Mono(m)IwB'k 100pi(x)”) (Vinec’ 1563). Thus, the Orthodox fighters should
correspond to the Christian precepts, which in the situation of a war are extend-
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ed to caring about compatriots and struggling for the independence of the home-
land.

The aforementioned examples prove A. Radyvylovs’kyj to be a passionate
preacher, who is not only an intermediary between God and society but also a
speaker of his time and people. Gilles Teuli¢ and Laurence Lux-Sterritt notice,
“whether favourable or hostile to the waging of war, preachers participated in
edification of their parishioners’ opinion. The writing, delivering or reading of
sermons shaped the mental process of people who sought their ministers’ moral
and spiritual guidance in the times of crisis” (XI).

In conclusion, the war sermons of A. Radyvylovs’kyj belong to a religious
discourse, which is a kind of institutional discourse, revealing the historically,
socially, and culturally regulated meaning-formative activities, aimed at broad-
casting the tenets of faith and attracting people to the system of religious beliefs.
In addition, the war sermons of the second half of the seventeenth century were
produced to integrate individuals, support their sense of belonging to the Ortho-
dox Church, and contrast them to the “alien” group, which in this case is hostile
to the core values of the speaker’s environment — faith and homeland. In the end,
the war preaching discourse focuses not only on approving the traditional reli-
gious dogmas, but also on explaining the role of the faithful in church life,
teaching them patriotic values and encouraging defend their souls as well as
their land.
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UKRAINIAN NATIONAL IDENTITY
IN THE NOVEL “THE CONSTELLATION OF A CYGNET”
(“SUZIR"JA LEBEDJA”) BY JURIJ KOSAC

Rostyslav RadySevs’kyj
(Ukraine)

The novel ‘The Constellation of Cygnet’ (“Suzir"ja lebedja”) by Jurij Kosac¢
is investigated through discursive comprehension of the writer’s research as
well as artistic and aesthetic factors of national identity, which became the driv-
ing force of Ukrainian philosophical thought and the formation of a national
mentality. By determining the philosophical and ideological creative basis of
Jurij Kosac and the aesthetic and artistic content of national ideas formulated
by the artist, we define the author’s individual concept of national identity,
forged on the basis of a romantic consciousness, and find a place of his novel in
the philosophical and cultural context of the 20th century.

Key words: national identity, national culture, romanticism, national con-
sciousness, national ideal.

VKPATHCBKA HAIIIOHAJIBHA IIEHTUYHICTH
Y POMAHI “CY3IP’A JIEBEJS” IOPISI KOCAYA

Pocmucnae Paouwescokuii

Poman “Cyzip’sa nebeos” FOpia Kocaua Oocniodiceno Kpizb ouckypcuene
OCACHEHHA NOWYKI8 NUCLMEHHUKA Md XYOOMCHbO-eCINeMUYHUX —YUHHUKIB
HAYiOHANbHOI  I0eHMUYHOCI, WO CMmaiu pYWiuHoIO0 CUI0I0 YKPAiHCbKO2O
Qinocoghcokozo mucienHa ma GOpMYBAHHA HAYIOHATLHO20 MeHMAImenty.
Busnauenns ginocogcoro-ceimoensaonux zacao meopuocmi FOpis Kocaua ma
ecmemuKo-Mucmeybko2o  3MiCmy — HayioHAnbHUux  idei, copmynbOBAHUX
Mumyem, 00360IUNU  BUOKPEMUMU  [HOUBIOYAILHO-ABMOPCHKY — KOHYENnyito
HaYioHaNbHOI  I0eHMUYHOCMI, WO NOCMANd HA 3Acadax POMAHMUYHOL
€8I0OMOCI, A MAKONC BUSHAYUMU Micye pOMaHy Y Pinloco@dCcbKO-KYIbmMyPHOMY
xoumexcmi XX cmonimms.

Kniouosi cnosa: Hayionanvma i0eHmMuuHicmMb, HAYIOHANLHA KYIbmypd,
POMAHMU3M, HAYIOHATIbHA C8I0OMICIb, HAYIOHAIbHUL [0edll.

The current spiritual situation in Ukraine and the world is characterized by
deep changes that are the manifestation at different levels of social life and con-
sciousness. The revival of national culture, including its scientific and theoreti-
cal analysis and philosophical reflection plays one of the key roles in these
changes. The main goal of Ukrainian philosophical research is to find the essen-
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tial foundations of Ukrainian culture, its peculiarities and its place among other
national cultures. One of its main objects is the work of Ukrainian artists, in
which the specific features of the national outlook has a concrete expression and
clear crystallization. According to the classic definition of national identity, its
integral part is a common vision of the past (the idea of a common origin, a
common mythology, cultural and spiritual values). In this context, the national
idea around which the consolidation of the Ukrainian nation is progressing has
great significance.

In Ukrainian culture, among the artists who most clearly and organically ex-
pressed the national image of the world, the main place belongs to Jurij Kosac,
especially to his novel The Constellation of a Cygnet (“Suzir'ja lebed’ja”) — a
saga about the Ukrainian Cossack-gentry family Roslavec’ (Drahomanov-
Kosac), in which the basic meanings, values, goals and objectives of the Ukrain-
ian people, living in its past, present and future came alive by means of artistic
symbolism. This novel is not only a treasure trove of collective memory, but has
a programming nature: it defines and determines the way of perception of phe-
nomena of historical, social, political, cultural, and moral life of the Ukrainian
nation through collective national consciousness. Thus, the interpretation of key
artistic symbols is one of the main objects of analysis for the reconstruction of
cultural heritage as a part of the Ukrainian national identity.

Jurij Kosac¢, a prominent representative of the Drahomanov-Kosa¢ family,
showed great interest in his ancestry and the cultural traditions and national cus-
toms at the early stage of his spiritual and creative development. This allowed
him to link closely the past with the present and to “find the moral basis, statute
of foundation and strength in the past for defending his social and national ide-
als” (Dorosenko 1991, 11). There is a special philosophical paradigm in every
historical context of national culture, the concepts of which are distinguished in
the process of its formation.

Jurij Kosa¢’s historiosophical concept, based on the idea of aligning with
Europe, was in unison with the needs of modernization of the national literary
and aesthetic consciousness of the 20" century in response to the Soviet colonial
policy of making Ukrainian literature a provincial one. The Ukrainian writer,
standing guard over the interests of his country, worked unselfishly, trying to
aestheticize and modernize the national ideal in the context of the European cul-
tural tradition. As Ulas Samcuk noted, “great patriotism is the patriotism that
speaks by means of great art” (Samc¢uk 1946, 45).

Mychajlo Drahomanov was one of the first artists to recognize the direct be-
longing of the Ukrainian people to the European civilization, stressing the cul-
tural and religious unity of Ukraine and Europe in a historiosophical aspect:
“Ukrainian literature will not stand solid on its own feet till Ukrainian writers
don’t get global educational thoughts and feelings just from Western Europe,
and not through Russian literature from St. Petersburg and Moscow ...” (Draho-
manov 1991, 479).
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The formation of the Ukrainian nation in the 20" century involved the for-
mation of a new national identity, focused on a cultural awareness of their loca-
tion. According to the definition of Hryhorij Kostjuk, a powerful spiritual
stream, the strength of which is seen in national identity, creates a mechanism
that serves as a unifying element of the literary processes of West and East
(Kostjuk 2002, 2). The formation of the world of Jurij Kosa¢ was influenced by
historical and literary events of the period of the “Executed Renaissance” of the
1920s and 1930s. Program pamphlets such as “Quo Vadis?”, “Apologists of
Clerkship”, “Ukraine or Malorossija?”’ by Mykola Chvyl'ovyj — the most bril-
liant ideologist of national revival — outlined the socio-political and cultural
ways of development of the Ukrainian nation, which “fought, fights and will
fight for its establishment in its own right” (Chvylovyj 1946, 3).

Ukrainian national exponents of truth called for the overcoming of the
“Slavophile theory of identity” within a supposed “all-Russian unity”. The writ-
er’s ideological views in the survey of the exiled cultural and ideological space
brought to awareness to the Ukrainians of their historical identity on their way to
overcoming the universalist claims of the all-Russian doctrine. European orien-
tation and fighting with parochialism helped M. Chvylovyj to show the elitist
type of personality of the creator, whose unlimited creativity is opposed to a
mass human ignorance. The Ukrainian writer’s slogans: “Europe or education?”,
“Away from Moscow!” — created the symbol of a “psychological Europe”,
which he dreamed about and which he brought into focus in his pamphlets: “Eu-
rope is a certain type of cultural factor in the historical process, a certain revolu-
tionary method” (Chvylovyj 1990, 472). Chvylovyj, whose name is associated
with the revival of Ukrainian literature, represented a symbol of courage, honor
and patriotism in the context of historic national cultural reflection.

Jurij Kosa¢, who had a highly penetrating intuition, considered the formation
of the Ukrainian people as a modern nation to be the prior task. Inclusion of the
idea of “national guards” in the context of general national revival became a
powerful call for rebellion - affirming slogans of the new faith, a new truth — as
a precondition for the creation of a new Ukrainian civilization.

The harsh and merciless truth of life, which is a disappointment, served for
Kosac as a kind of mirror to reflect deep feelings, imbued with a painful sense of
separation from the native land, his home, which increasingly faced him as
memories of childhood and adolescent years. Blood ties with his family nest and
Ukraine appear for Jurij Kosa¢ as “an unshakable moral standard to follow the
past which is always present in the author’s consciousness as inherited ancestral
achievements given to the descendant from above. Those ideas are always pre-
sent in the author’s mind. The fate of the Drahomanov-Kosa¢ family in the con-
text of a mental-value paradigm is embodied in the highly patriotic novel The
Constellation of a Cygnet (“Suzir"ja lebedja”) which organically entered into the
European discourse of autobiographical prose based on Ukrainian sources. The
figure of Jurij Kosac is rooted not in the past, but rather grows and becomes
more modern with the passage of time. The permanent unity of time and genera-
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tions through the inner world of the Ukrainian writer personified the power that
defined the continuity of the existential duration of the gentry in the self-
awareness of its representatives. Like every Ukrainian at home and abroad, the
writer in his work first thinks of the reasons why such a great and talented nation
as the Ukrainians could not have a free, independent state, and instead become a
colony of the Soviet Union.

The family history of Jurij Kosa¢ served to illustrate the fate of the intellec-
tuals in terms of totalitarianism of the twentieth century. The will of Ukraine,
human dignity, the protection of national treasures with consistency and urgency
were consistent with the intentions of the author himself (“The clan of the Ro-
slavec’ is the pride of the country. How many times have I found in the archives
the noble name of Roslavec’ who had always stood first to defend their home-
land, their honor”) (Kosa¢ 1983, 29). Kosa¢ truthfully depicted the life and col-
oring of the epoch when his ancestors lived (Fedir Zabridny-Roslavec’, Danylo
Roslavec’, Petro Roslavec’, Jakym Roslavec’, Oleksandr F. Roslavec’ etc.)
(Kosa¢ 1983, 30). These memories and experiences determined the topic of
searching for national and cultural identity in the modern world, especially
abroad, where Jurij Kosac spent most of his life.

In a brief preface to the publication of the novel, Jurij Kosa¢ noted that his
work was only a poetic “vision by the author”, and we should not look to match
the authenticity of the artistic images and realities of life. Only episodic charac-
ters are similar to real people. There are two major foundations confirming this
point of view. The first one is elegiac, filled with the blood of his heart’s dedica-
tion: “In memory of my dear and unforgettable father Mykola Petrovi¢ Kosac
and Natalija Hryhorivna Kosa¢ from the cossack clan of Drobysy”. The second
foundation is a direct statement of the author that the novel is “a piece of family
saga from one Ukrainian Cossack-gentry kin”. If the genre structure of the novel
The Constellation of a Cygnet can be defined as a saga, its philosophy reminds
of existentialist prose. The genre of the saga outlines the atmosphere of the
events taking place before the First World War. Tales with elements of heroic
epos became very popular in the Middle Ages, but were updated in late 19™ to
early 20" centuries in European literature, as the following well-known novels
testify — Rougon-Macquart. The natural and social history of a family in the era
of the Second Empire (“Les Rougon-Macquart, histoire naturelle et sociale
d’une famille sous le Second Empire”) by Emile Zola, Chronique des Pasquier
(“Le Clan Pasquier”) by Georges Duhamel, The Forsyte Saga by John Galswor-
thy, The Buddenbrooks by Thomas Mann, The Thibaults (“Les Thibault”) by
Roger Martin du Gard etc. Jurij Kosa¢, depicting, like his predecessors, the
problem of procreation of the clan as the primary sacred factor of national cul-
ture, turned to the original characteristics of the saga — epic description of the
famous Cossack family of the Roslavec’, who came from Montenegro, has
grown and taken root in many regions — from Chernihiv up almost to the Black
Sea.
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There is no future without the past — this aphorism comes to mind when after
realizing the spiritual values of Ukrainian culture, one identifies the motifs,
symbolic images and various artistic ways of depicting which do not fade till
now and fully reveal the ideological and aesthetic concept of the novel The Con-
stellation of a Cygnet by Jurij Kosac.

The dominant concept in the novel is the Woman-Mother entrusted with the
great mission of providing for the future of the human race. The character of
Ol’ha Antonivna, Olel’ko’s mother, is represented in a syncretical way: as the
unity of her mind, feelings, nature and unconquered will, which create a power-
ful emotional charge for prosperity and viability of the family, providing the op-
portunity to feel the heartbeat of life itself in all its fullness.

In the preface to the novel The Constellation of a Cygnet Jurij Kosa¢ wrote
that he represented “the patriotic ideologically inspirited stratum of the Ukraini-
an society of the past, which due to its own contradictions could not resist the far
more powerful and more farsighted strength of history” (Kosa¢ 1983, 2). This
author’s remark indicates that he is not a passive observer of the Roslavec’ fami-
ly’s twists and turns of life, but has a clear personal position as a participant of
the depicted events, as a judge of the old world, and as a fighter for a new life.
Trying to portray the dynamic panorama of the time of ‘enraged thirst for pos-
session’, ‘slave revolt” and ‘despotism of rulers’, the author created an image of
a new man who will be ‘predatory’, ‘boundless’, ‘amoral’ in his attempt to
change the world. Vasyl’ Mychajlovy¢’s predictions about a new philosophy,
new ethics and law served Olel’ko as a kind of plea not go with the flow, to stay
faithful to his principles and not to follow the benefits of adjustment (“Remem-
ber, that, by renouncing everything that can give you fame, power, striving for
creativity, you will not be happy, instead you can be powerful. So, tell me, is not
power the victory itself?” (Kosa¢ 1983, 93). He imagined this way to be thorny
for a true creator of hard times.

For the updating of the subject of moral principles’ revaluation, the death of
the old world that had to offer an eloquent parallel between the events of the
novel and the literary tradition of the Victorian age, the main aim of Jurij Kosa¢
first of all was to depict an emotional background of the Roslavec’ life labyrinth,
who were moving towards their moral and ethical destruction.

Intertextuality of the novel is primarily manifested in the form of direct quo-
tation, rethinking of dialogues of the characters, their behavior patterns appro-
priate for existence in Victorian culture. Breaking the illusion of the existence of
an almighty author, he offers his heroes to come back through their self-
understanding to primary sources in the world where the very idea of historical,
social and personal progress has been ruined (“The times are coming when
things will go head over heels, the times of apocalypse. I was in the West and
there the end of the complacent and resilient Victorian age is clearly visible.
Everything will fall in ruins, tornados will devour everything that humanity has
created. Only bare ground will remain. Yes, only the native land, and we should
return to it ...”") (Kosac¢ 1983, 96).
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Jurij Kosac, as if laughing over the tragic page in the history of Ukrainian
culture, vividly demonstrates the bitter irony of the novel characters concerning
themselves in determination and the paradigm of the cultural values of the Vic-
torian age. The Ukrainian writer managed to turn inside out the problems of so-
ciety through a person’s awareness of one’s “slobbish nature in the scenery of
deceit”.

Given that, the irony and axiological rethinking are not aimed at classical
figurative models, but the realities which motivate to change the value model of
one’s worldview at the paradigm level. The novel The Constellation of a Cygnet
contains also a stylistic intertextuality, namely parallels with the literature of
romanticism. Actually, it logically comes out from an individual style of the
writer comprising romantic mood and incentives.

The liberation from literary standards, the idea of nationality, rebellious in-
dividualism, learning about nature through imaginative and emotional contrasts,
interest in old legends, folklore and appeal to national old traditions and culture
became a dominant pillar of the romantic worldview. The lyrical spirit of ro-
manticism denied its existence in the cramped frames of the rational Enlighten-
ment aesthetics, because “a romantic artist needs air, space, the charms of the
past, the charms of distant horizons, the magnificent scenery of history and na-
ture” (Zerov 1990, 74).

The context typical for postmodern stylistic traditions reflects in one artistic
range the allusions from remarkable Ukrainian texts, which are represented by
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the respective verbal models “beautiful spring”, “do not bloom, my new blos-
soms”, “the heart is not broken”, “in the ravine between the rocks, there is a
scowling Gonta’s son”. In the novel The Constellation of a Cygnet the heroes
use excerpts from Kobzar by Taras Sevéenko — “the inspired poet who just flew
off like eagles fly” (Kosac¢ 1983, 83). This feeling of antecedence of classical
literature actualized in the young student Olel’ko the fullest and deepest
knowledge of the spiritual and artistic world of his “old friend and teacher”
Taras Hryhorovy¢. Referring to the poem Varnak (“The Lag”) (1848) which has
a plunder subject as a ground, Olel’ko approached it in the spirit of his time. The
reason of adhering to a Christian motif — remorse of the offended hero who
wanted revenge for himself and for the people — has given Olel’ko an opportuni-
ty to trace the fate of an individual as a kind of a model of the destiny of man-
kind with its faults, mistakes, failures and achievements on the way to search
God lost in cold darkness of the outer world.

With a deep sense of perspective changes of epochs and worldviews Jurij
Kosa¢ depicts a neo-baroque image of the cathedral (“On the right side, among
oaks and maples, the Cathedral like a white massive boulder grew in the sky
with its seven domes” ) (Kosac¢ 1983, 98) as a symbol of its era, a symbol of the
torn Ukraine. Obviously, the author has set himself the task of illustrating the
tragic, unnatural changes through the example of the Roslavec’ family. The fam-
ily has cancelled out, decreased and lost its former important value in social and
political life. Actually, the novel is about stunning transformations, fatal errors
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and failures of this family, which led to the loss of its former strength and pow-
er. Exploring this exceptionally topical subject, the writer tried to retrace in an
artistic way how an entire great and full of hope family of the Roslavec’, and the
entire Ukrainian community, got to disgraceful enslavement.

In the novel The Constellation of a Cygnet Jurij Kosa¢ highlighted the
events which took place during several months through building Olel’ko’s spe-
cific state of mind, through whose conscience the reader perceives the story. The
extraordinary personality and enigmatic appearance of the young man attract
attention and do not leave anyone untouched, but, on the contrary, relatives sub-
consciously consider him to be their confessor, feeling the effects of contempo-
rary historical changes and realizing their doom.

As a symbol of the new force, revealing the tragedy of the existence of the
Roslavec’ family and the whole Ukrainian community there arises the vagabond
(in appearance) Triado — whom the legend presents as “Gonta’s son” (“He
walked dusty, barefoot, wearing a calotte, with a book tied for some reason with
a rope around his neck and a crook: resembling either Hryhorij Skovoroda or
Saint Seraphim ...”) (Kosa¢ 1983, 163). His reflections about the world base on
baroque contrasts (of good and evil, the sun and the dark, faith and sinfulness,
fear and unyielding will, foolishness and wisdom), resemble the teaching of H.
Skovoroda. To deepen the ideas of Triado as the fundamentals of morality in
society Jurij Kosa¢ embodies the philosophical statement “Cogito ergo sum” (“I
think, therefore I am”) of R. Descartes, focusing on self-knowledge as the basis
of learning about the World. The monologues of the hero about the main point
of the struggle (“The world is one big pile of ashes which we must raze to the
ground. This is what great and ultimate change we came into this world for”;)
(Kosa¢ 1983, 163) reveal his rich spiritual life like the one of Saint Jerome
“burned with thirst”. Realizing the grounds of danger for the Roslavec’ and the
whole local gentry in future, Triado — as a prophet of the sinister tomorrow —
calles to escape from the deceitful morality of the hopeless incurable world of
“weak-spirited, repentant, lousy gentry, angelic decadents” for the sake of the
morality of new dynamic energies, and a new creative world.

But according to the symbolic expression of uncle Sasko, only in struggle a
person is able to harden the soul in pursuance to another kind of life (“No, gen-
tlemen, enough, it is time to come to senses. I have come to senses myself! I
woke up in a night, when I saw the flame which was only a visible sign of anar-
chy. I want the great Ukraine, I want the Third Rome”; ) (Kosa¢ 1983, 206).

Researching the history of the Orthodox Church, Jurij Kosa¢ studied the
ideological interpretation of the slogan “Moscow is the Third Rome”, formulat-
ed by Filofej, Elder of the Pskov Eleazar Monastery, in his Epistles to the tsar
Vasilij III. The main aim of the message is a call to righteous life, because the
tsardom of Moscow remained the only Christian state, unlike the previous ones
which ceased to exist in particular for sins, immoral behavior and betrayal of
faith. In the second half of the 15™ century after the fall of Constantinople, Mos-
covia cherished the idea of ecclesiastical superiority in the Orthodox world and
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sought the role of successor of the Byzantine Empire. In contrast to the theory
“Moscow is the Third Rome” the idea of Kyjiv as the “Second Jerusalem” and
the “City blessed by God” appeared. Such a self-identity of Kyjiv is highlighted
by Prince Oleh’s prophetic words (“Let it be the mother of Rus’ cities) on the
pages of the Primary Chronicle “The Tale of Bygone Years” dated by the year
882. Its powerful ideological statement is an allusion to the Heavenly Jerusalem,
which in Hebrew meant a feminine proper name. The famous paraphrase “moth-
er of cities” of the Ancient Kyjiv scribe from the Greek “Chronicles” by George
Hamartolos is correlated with the apocryphal prophecy and equates with the bib-
lical metaphor in medieval literature (“Jerusalem is the mother of all cities”
(“Doves book™), “The first city and the mother of all cities is the glorious city
Jerusalem” (“The story of Volot Volotovyc”)).

In medieval social and religious understanding Jerusalem was perceived as
the sacred center of Christianity, the holy Kingdom of Christ. The concept of the
exceptional role and importance of Kyjiv as the spiritual capital of Rus’ be-
longed to the Ancient Kyjiv educators (Petro Mohyla, Meletij Smotryc’kyj, La-
vrentij Zyzanyj, Jelisej Pletenec’kyj, etc.) who gradually developed the idea of
their newly baptized state’s joining the “Promised Land” of the Eastern Slavic
nations — the holy Christian universe, outlining an ontological similarity be-
tween Kyjiv and Jerusalem as sacred centers. Thus, Kyjiv in the understanding
of believers gained all-Slavic importance in the context of the idea of Eastern
Slavs as God’s favored people. That was strengthened by architectural reminis-
centia to Byzantine shrines which had as their prototypes Jerusalem shrines — the
Temple of Sophia the Wisdom of God (Old Testament Jewish Temple in Jerusa-
lem), the Golden Gate (Jerusalem Golden Gate, through which Jesus Christ en-
tered the city).

Kyjiv — as a symbol of “The city favored by God” — appeared in a self-
contained role of “The Second Jerusalem” that exuded holiness to the whole
Rus’ land and gave hope and unshakable faith in the spiritual salvation of the
Orthodox people.

Jurij Kosa¢ made great efforts to commemorate the times of the Kyjivan
Rus’, and in particular the rising of the cult of the “father of Ukrainian litera-
ture” Danylo Zato¢nyk, who managed to awaken the Ukrainian national-state
perception of nation by means of the art of declamation — a special world of pa-
thetics: dignity, beauty and wisdom.

The willingness to cherish and defend the acquired religious heritage is
equated with the image of Prometheus — a symbol of revitalization of the histor-
ical memory of contemporaries and the formation of a national conscience in the
novel The Constellation of a Cygnet by Jurij Kosac, whose potent stream of cre-
ativity lay in in vitality and explosive energy of voluntarism. “The name of
Prometheus — as P. Fylypovy¢ stated — became for educated people the symbol
of everything progressive: bold ideas, kind heart, true grit and courage. And the
name of Zeus became the sign of everything that held and holds people cap-
tive...” (Fylypovy¢ 1991, 114).
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The way to freedom, according to Jurij Kosac¢, is depicted in the interpreta-
tion of an outstanding hero of the past, one “of the forgotten fighters for the an-
cestors’ faith” — the Perejaslav captain Danylo Roslavec’ in the context of the
invincible Promethean spirit. The images of the Ukrainian Cossack Danylo Ro-
slavec’ and his companions in the novel embody features inherent in Ukrainian
freedom fighters (“All Cossacks are like Honta: the eyebrows are very black,
forelock winds, a skeptical smile is on their lips”) (Kosa¢ 1983, 144), represent-
ing the Nietzschean ideal of an Overhuman “with his categorical orientation,
with confidence in his mission, with strong-willed nature ... disdaining crowds
and dangers ... and what nobody could accomplish before ...” (Kosa¢ 1983,
146).

The Cossack-centric historical conscience was natural for Jurij Kosa¢. He
embodied in the character of Lara, Olel’ko’s aunt, the feeling of inseparable
connection between generations and the persistence of the spiritual energy of
distant bellicose ancestors — the Scythians — as the embodiment of strength and
power. Illustrated by the example of the courage and heroism of the nomadic
tribes of the Scythians in the lands of Great Eurasian Steppe (7" — 3™ century
BC) the Ukrainian writer showed the importance of discussing urgent national
problems, all the bitterness of non-availability of happiness in the future (“The
future is only squares and diamonds of landscape and a weak line that delineates
the contours”) (Kosa¢ 1983, 29) and the way of gaining that courage by a man
who is going to change the spinelessness and lack of principles of the bizarre
world (“To throw off a cliff into an abyss all this moaning, snuffling company
dishonoring a person...”) (Kosa¢ 1983, 29).

The novel The Constellation of a Cygnet as “a piece of a family saga” recre-
ated the model constructed by Jurij Kosac of the life of the Ukrainian Cossack
aristocratic family of the Roslavec’. What led to the loss of their former strength
and power in social and political life? Comprehensive education or fatal errors
and failures? Readers faced a variation on the following themes: man and time,
personality and history. Lack of goals (“The aim does not matter to me ... an ac-
tion itself is important, the romance of a struggle ...”) (Kosa¢ 1983, 187) and
inner duality (“We, or rather our ancestors, did what they could. Maybe this was
necessary at that time — serfdom, serving the kings, serving the tsars, the blessed
conservatism, scoundrels, all these disgusting things of the gentry age ... It is
correct from a dialectical point of view. Sometimes a new form has to mature in
such a way that the old forms envelop it like a shell, even though dead and un-
necessary...”) (Kosa¢ 1983, 244), which prevented the “open-hearted romanti-
cists” of the Roslavec’ from keeping to their beliefs, forming the basis of their
spiritual conflict.

The self-knowledge philosophy of Hryhorij Skovoroda saturates the novel
The Constellation of a Cygnet by Jurij Kosaé like a powerful stream determining
the opportunity to know his own soul inside, to identify “himself” and “others”.
The artist clearly shows the attitude of the head of the family, Vasyl’ Mychajlo-
vy¢ Roslavec’ — “a genteel windmill" — to his “constantly lazy, stupid people”
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(“Go, bring first of all the light of education to them, teach them basic norms of
human life, look for spiritual treasures ... the occupation is worthy of stupid gen-
try repenting their old sins, or our regional educators crying over the glorious
past”) (Kosa¢ 1983, 117). Through Vasyl’ Roslavec’’s words the writer ex-
plaines the isolation of the genteel class from ordinary people, — which became
one of the reasons for the loss of national and cultural identity in the process of
the development of Ukrainian statehood. Taking into account the historical and
philosophical concept of the inherent value of the nation, it was unacceptable for
Jurij Kosac to judge his people by some a priori approaches, with its own nature
not being appreciated. The loss of national identity, which became a threat to
existence of the national spirit and nation, determined the death of the Roslavec’
family, such as of those on the “Titanic” (“Tomorrow the whole pan-European
feast will be converted to ashes ... The feasts are over — it has been already
dawning, there is a crimson, scarlet glow over the world, illuminated halls are
becoming empty — you remember how it was on the “Titanic”. There remain
only those last players who have doomed themselves to death but want to play
the last card...”) (Kosa¢ 1983, 120).

The same doomed perception of objective reality as an indisputable fact is
aligned with Malanjuk’s criticism of Hellenic passivity as a destructive factor
due to which Ukraine (Steppe Hellas) became the prey of bellicose neighbors,
unlike the German philosopher of the 18" century Johann Herder, who called
Ukraine the new Hellas and predicted — on the basis of fertile land, gentle man-
ners and the musical talent of its people — a great future. Over tranquility and
sobriety, which were typical features of the Roslavec’ (“It seemed sober, liberat-
ed from the doom of the past. There was no thirst, no bursts”) (Kosa¢ 1983, 21),
began the tragic collapse of the gentry of Ukraine, and with it — the old Cossack
family which was unable to take decisive actions and to struggle for the sake of
the understanding of their own spirituality, their own tradition as a guarantee of
conservation, restoration and future prospects of the future nation’s formation
(“An intelligent, iron family, but it has no talent. They have great expectations in
their youth, full of aspiration, but when they reach their mature years — they
waste themselves, as if some devil enters them and ruins all their ideas”) (Kosac
1983, 22). Thus, at the end of the novel the image of a swan appears — a mighty,
proud bird swimming in black water, creating in conscience the image of every-
thing on earth perishing. But who will remain in the midst of the darkness in the
destructive expanses of the desert? In the epilogue of the novel Jurij Kosaé¢ de-
picts the incredible picture of the starry sky with the same symbol of a swan
which is an artful model of Olel’ko Roslavec’’s inner world, the world which
was created by the writer and which became a reflection of his subconscious
through mythological combinations, motives and images. Jurij Kosa¢ modified
the idea of spiritual rebirth of the nation through the image of a young student
who had not only gone his way, but as well atoned for the sins of his ancestors,
revealing a new world in its variegated colors through a “blazing flame”.
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The writer, exposing the spiritual and moral values of the epoch of Olel’ko
Roslavec’’s ancestors, with a great artistic power makes readers think about an
existential problem of the Roslavec’ family which did not withstand the difficult
trials of time, and died, leaving only a symbol of their generosity — the emblem
of a swan — a painful echo of something native, but irretrievably lost.
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DIE GATTUNG DES TRAVELOGUE IN DER GEGENWARTIGEN
UKRAINISCHEN UND DEUTSCHEN LITERATUR

Valentyna Sajenko
Pavio Hu$¢a

(Ukraine)

Die Arbeit ist den literaturhistorischen und theoretischen Modellen des Rei-
seberichts in der modernen ukrainischen und deutschen Literatur gewidmet. Als
Objekte wurden die Werke “Lexikon intimer Stddte”, “Desorientierung im Ge-
ldnde” von Jurij Andruchovyc, “Gestdndnisse eines Touristen. Ein Verhor” von
Christoph Ransmayr und “Faserland” von Christian Kracht unter vergleichen-
den und hermeneutischen Aspekten analysiert.

Schliisselwérter: Travelogue, Andruchovyc, Kracht, Ransmayr, typologi-
scher Vergleich, dokumentarische und kiinstlerische Prinzipien als Faktoren der
Gattungsbestimmung.

7KAHP TPABEJIOTY B CYYACHIN YKPAIHCBKIN
TA HIMEIBKIN JITEPATYPAX

Banenmuna Caenxo
Hagno I'ywa

Ilpays npucesuena icmopuxo-irimepamypHum i mMeOpemuyHUM 2PAHAM
JCaHpogoi  Mooeni  mpagenozy 8 CYHACHill  YKPAiHCubKili ma  HiMeybKill
aimepamypax. 06’ckmom Oocniodcennss € maxi meopu, sk “Jlekcuxou
inmumnux micm”, “/lezopicumayis na micyesocmi” FO. Anopyxosuuwa ma
“3isnanna mypucma. Humanvnux” K. Paucmatpa, “®@aseprano” K. Kpaxma,
PO3enAHYMI 8 NOPIGHANLHOMY | 2epMEHeBMUYHOMY ACHEKMAX.

Knouoei cnosa: mpasenoe, IO. Auopyxosuu, K. Kpaxm, K. Pancmaip,
MUNONOcIuHe 3ICMABNeHHA, OOKYMEHMANbHe 1  XYOOUCHbO-OOKYMEHMANbHE
Hauana AK YUHHUKU JHCAHPOBOT MOOEI.

Bevor der Begriff “Travelogue” in der Literaturwelt eingefiihrt wurde,
wechselten sich lange andere Bezeichnungen ab — von “Reisebericht”, “Reisere-
portage”, “Reisebeschreibungen” bis “Abenteuerroman” und “Heldenreise”.
Aber Travelogue verbreitete sich nicht nur in verschiedenen Literaturen, sondern
erwarb auch neue Eigenschaften. Dazu gehoren: 1) eine besondere Art des lite-
rarischen Werkes — die Geschichte einer fiktiven oder imagindren Wanderung;
2) eine Kombination aus Konstruktionsprinzipien eines Dokumentarwerkes, in
dem ein ideologisches und kiinstlerisches Element dominiert; 3) eine komplexe
Handlung der dokumentarischen Kunst- und Folklore-Form, die mit der Figur
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des Erzéhlers oder des Reisenden verbunden ist. Die Kernposition eines solchen
Erzéhlertypus ist es, das fremde Land zu beobachten, hier wird der Gegensatz
zwischen dem ‘Eigenen’ und dem ‘Fremden’ (Raum, Welt) hervorgehoben. Zur
Bewertung des fremden Landes nimmt man sein eigenes Land und seine Heimat
als MaBstab. Auf diese Weise verdndert sich der Erzéhlertypus (im Vergleich zu
einem rein literarischen Charakter) im Laufe der Geschichte nicht. In der frem-
den Welt wirkt er als Triger seiner nationalen und kulturellen Tradition, die er
an die Peripherie seines Bewusstseins und seiner Psychologie riickt. Auffillig ist
auch, dass in der Reiseliteratur eine fiktive Uberformung entsteht — als parodisti-
sche Umdeutung des Motivs fiir eine wirkliche Reise (Bulanin 2011, 839-843).

Aufgrund dieser Schlussfolgerungen, die das Genre des Travelogues betref-
fen, ist wichtig, dass diese Form auf die Behauptung der eigenen nationalen und
kulturellen Identitdt in einer Vielzahl von Reiseberichten durch den Vergleich
zwischen dem ‘Eigenen’ und dem ‘Fremden’ zielt, und zwar durch den Aus-
druck des ausléndischen Exotismus in den Dimensionen gleicher Zeit und ver-
schiedenen Raumes und in der Behauptung der nationalen Idee, wenn sie sich
vorgeplant zuriickzieht.

Durch diese Beschaffenheit erklirt sich die Aktualisierung des Genres “Tra-
velogue” in der modernen ukrainischen und deutschen Literatur als ‘Ichheit’ (‘in
sich sein’) des funktionalen Inhalts der nationalen Idee in Ubergangszeiten von
Kultur- und Stilepochen und des gezielten Ausdrucks von bedeutenden Bestand-
teilen der nationalen und kulturellen Identitat.

Es ist zu betonen, dass es eine typologische Affinitdt zwischen den moder-
nen ukrainischen und deutschen Road—Novellen gibt, die zur Abgrenzung des
geistigen Informationsaustausches zwischen der Ukraine und Deutschlands die-
nen und so zu Globalisierung fithren. Das Streben der Ukraine nach moralischen
und geistigen Werten ist durch ihren Wunsch zum Beitritt zur europdischen Kul-
tur gekennzeichnet. Die ukrainische und die deutsche geografische Lage ist dhn-
lich, insbesondere als attraktive Zentren fiir die slawischen bzw. nichtslawischen
Welten.

Deshalb sollte die nationale und kulturelle Identitit beider Lander im Genre
“Travelogue” erfolgversprechend analysiert werden. Hierfiir werden die Werke
von Christoph Ransmayr “Gestiandnisse eines Touristen. Ein Verhor”, Christian
Krachts “Faserland” und “Lexikon intimer Stidte” sowie “Desorientierung im
Gelédnde” von Jurij Andruchovyc¢ verglichen. Letzterer kennt Deutschland als ein
Land, in dem er viel Zeit verbrachte und seine Werke schuf, gut. Er wurde mit
mehreren deutschen Literaturpreisen ausgezeichnet.

Es ist einerseits sinnvoll, Gemeinsames und Unterschiedliches im Genre-
Modell des Travelogue ukrainischer und deutscher Herkunft zu entdecken, und
andererseits auch die individuelle Vorgehensweise der Autoren bei der Ausle-
gung der nationalen und kulturellen Identitit zu kldren. Die Entstehung und
Entwicklung der Formen des Genre-Modells haben eine lange, stabile Tradition,
sowohl in der ukrainischen als auch in der deutschen Literatur. Man darf hier
nur die kultur-stilistische Epoche der Moderne erwéhnen, als mehrere experi-
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mentelle Texte erschienen, in denen sich das kiinstlerisch impressionistische
Grundprinzip mit dem dokumentarischen verband. Demzufolge erschienen
Werk-Symbiosen, in denen sich Elemente verschiedener Genre-Modelle an-
sammelten. Als Beispiel nehmen wir das Werk von Majk Johannsen “Die Reise
des Gelehrten Doktor Leonardo und seiner zukiinftigen Geliebten, der schonen
Alkeste, durch die Slobozansker Schweiz”, in dem die Reise-Fabel nicht nur im
Titel allein angegeben wird, sondern den gesamten Textinhalt diminiert:
“Dadurch lief Majk Johannsen nicht Gefahr, auf ein Thema fixiert zu sein oder
kleine Kapitel eines Themas zu erarbeiten, weil sich alles aus allem ergab und
alles ineinander iiberging, sich stindig transformierte, sich alles durch die leben-
de Materie des Textes inszenierte, sodass er sich wie von selbst bewegte - mit
seinem eigenen Namen (dem eigenartigen, norwegischen Namen unter der ukra-
inischen Anthroponymie), mit seinen Gedichten, mit seinem eigenen Charakter
des virtuosen Mystikers und Erfinders, schlieBlich mit seinen Leidenschaften -
Sport, Angeln und Jagen, Interesse an Reisen in verschiedene Welten — der Wis-
senschaft und Kultur, der Psychologie und Damonologie, Ethnologie und Eth-
nographie, des Gewohnheitsrechtes und des Theaters ...” (Sajenko 2016, 103).
Es ist nicht ohne Grund, dass der Prolog zu dem Reise-Roman M. Johannsens
aus 16 Mikrokapiteln besteht, wobei an erster Stelle das in fiinf Sprachen aufge-
fithrte Fragment “ITomopox! Ilyremecreue! Wanderung! Travel! Viaje!” steht —
der Autor war polyglott und Universitétsprofessor, der vergleichende Phonetik
der Weltsprachen lehrte.

Wenn man das Beispiel des klassischen Travelogue aus dem Jahre 1920 von
Majk Johannsen mit Werken von Jurij Andruchovy¢ wie “Desorientierung im
Geldnde” und “Lexikon intimer Stidte” vergleicht, ist der Unterschied spiirbar.
Bei letzterem wird die Fiktion an den Rand geriickt, wiahrend die Dokumentar-
beschreibung voll eigener Reflexionen bevorzugt wird. Es lohnt sich, die Merk-
male ausfiihrlicher analysieren, durch die das Reise-Brevier Jurij Andruchovycs
gekennzeichnet ist.

Es ist bekannt, dass der beriithmte Bu-Ba-Bu Patriarch®’, Schriftsteller, Es-
sayist, Ubersetzer, aktiver Teilnehmer am Prozess der postmodernen Literatur
Jurij Andruchovy¢ sein Werk “Lexikon intimer Stiddte” nach sieben Jahren Ar-
beit verdffentlichte. Ausgehend vom Titel und der Gattungsbestimmung durch
den Autor als “Autonymes Lehrbuch der Geopoetik und Kosmopolitik”, ist die-
ser Band Andruchovy¢s ein guter Ausgangspunkt fiir die wissenschaftliche In-
terpretation der Besonderheiten dieses Buches, vor allem seiner Genre-
Besonderheit und thematischer Aspekte des ideologischen Inhalts.

Bereits eine oberflichliche Analyse lenkt die Aufmerksamkeit auf die in-
haltliche Struktur des Buches, die aus einem ‘“Vorwort nach Art einer Bedie-
nungsanleitung”, einem “Zusatz: Stidte, die nicht vorkommen (was zu bedauern
ist)” und schlieBlich aus 111 Stddteportrits (ausgewéhlt vom Autor) besteht.

39 Abkiirzung fiir Burlesk-Balahan-Buffonada, also Burleske-Farce-Posse: Am 17. April 1985
griindeten die Schriftsteller Viktor Neborak, Oleksandr Irvanec’ und Jurij Andruchovy¢ in
L’viv die Autorengruppe "Bu-Ba-Bu".
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Schon auf den ersten Seiten dieses sogenannten Reise-Breviers und besonders in
der eigentiimlichen Bedienungsanleitung iiberlegt der Autor, in welcher Reihen-
folge die Stadteportrits zu prasentieren sind, und wie die Textart zu bestimmen
ist: “Dieses Buch sollte eine Enzyklopéddie werden. Natiirlich eine personliche,
des Autors, so wie sie nur eine einzige Person schreiben kann. Also eher eine
“Enzyklopadie” in Anfithrungszeichen” (Andruchovy¢ 2011, 7). Es ist interes-
sant, da3 Jurij Andruchovyc¢ fiir den Namen seines Buches speziell den sprach-
wissenschaftlichen Begriff “Lexikon” auswahlte und deswegen die Stidte in al-
phabetischer Reihenfolge aufreihte — Stddte, die er entweder besucht hatte, oder
die er wegen der kontrastreichen Gegeniiberstellung und des Aufbaus seiner
Sicht seiner ganzheitlichen Weltkarte hinzugefiigt hatte. Der Autor erklért die
Relevanz des Titels so: “Die meisten Quellen definieren Lexikon dhnlich wie
Worterbuch. Nur die Deutschen bezeichnen es als “Worterbuch im weiteren
Sinne”, als “Nachschlagewerk” in einem speziellen Bereich” (Andruchovy¢
2011, 9).

So funktioniert der Titel “Lexikon” in einem engeren und einem weiteren
Sinn. Es besteht die Moglichkeit, die Segmente nach dem kyrillischen ukraini-
schen Alphabet anzuordnen, nicht jedoch nach einem chronologischen oder ir-
gendeinem anderen Kriterium. Nach dieser Logik also sind Hamburg, (das der
Autor im Jahre 2004 besichtigt hatte) und Gdansk (Besuch im Jahr 1991) Nach-
barn, die nach der alphabetischen Reihenfolge zusammengeriickt werden, aber
durch die Dauer von 13 Jahren getrennt sind, ebenso Chernowitz und Chicago.
Die durch und durch intime Stadt ist aber — dieser Gedanke findet sich in fast
allen Teilen des Textes — die geliebte Heimatstadt Lemberg, ukrainisch und
gleichzeitig europaisch.

Der Autor liefert den Schliissel zum emotionalen Verstehen des Buches, in-
dem er betont, dass man in freier Reihenfolge lesen kann und auf diese Weise
ein eigenes Reise-Brevier nicht nur zur Benutzung schafft: man kann im Ver-
stdndnis als Reisebericht, als Abenteuer-Roman, als Werk der Freiheit selbst
herausfinden, was das Hauptmotiv ist, wofiir der Autor “alles schrieb, was sich
fiir euch auf diesen Seiten ereignet” (Andruchovy¢ 2011, 13). Auffallend ist
auch, dass im “Lexikon” das Haupt-Motiv der Freiheit vorausbestimmt ist wie
auch die Textart. Durchaus berechtigt kann man dieses Werk Jurij Andruch-
ovy¢s dem Genre “Travelogue” zuschreiben.

In diesem Kontext ist interessant, wie die Kategorie ‘“Zentraleuropa” im
Werk von Jurij Andruchovy¢, aber etwa auch bei Milan Kundera und Andrzej
Stasiuk interpretiert wird; der polnische Forscher Adam Kola wies hier zu Recht
darauf hin: “Russland wird bei Jurij Andruchovy¢ als das Bose dargestellt, das
durch seine Kraft, besonders durch den ‘Bolschewismus’ und die ‘Rote Armee’,
jedwede Einzigartigkeit, die sich auf ihrem Weg ereignet, vernichtet” (Kola
2002, 46).

Die ‘Glokalisierung’ als narratives Prinzip des Schreibens erscheint als Zei-
chen in Gestalt des autobiographischen Protagonisten, bei dem die geheime
(versteckte) und die offene Einstellung des Autors von “Lexikon intimer Stidte”
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zu Tage tritt. So zeigt sich in der Stadt-Prisentation “VENEDIG, 1992, 2001”
an der Oberfliche der Topos der Handlung, eng verbunden mit dem Schicksal
des Protagonisten des postmodernen Werkes “Perversion” von Jurij
Andruchovy¢. Gerade dieser kleine Teil, der aus 13 mit Sternchen gekennzeich-
neten Unterteilungen besteht, beginnt mit der Geschichte von Stanislaus Perf-
eckyj: “Indem ich mein “Vorwort” des Herausgebers zum Buch Perversion be-
ende, erinnere ich mich mit Dankbarkeit an die Herren Francesco Apolloni und
Rossano Rossi, von denen jeder, ohne es zu wissen, die Mission meines Ge-
heimagenten in Venedig gldnzend erfiillt hat. Mit dieser Erinnerung habe ich
den Text des Vorwortes nicht anders als im Sommer des Jahres 1995, als ich den
ganzen Roman in die endgiiltige Fassung iiberschrieb, hinzugefligt, wahrend ich
ihn schrittweise zur Publikation vorbereitete. Es gab noch kein Vorwort in der
urspriinglichen Fassung im Dezember vergangenen Jahres.

Was fiir eine geheime Mission ist das, und wer sind ihre beiden hervorra-
genden Vollstrecker, die Herren Francesco Apolloni und Rossano Rossi?

Zur Beantwortung dieser Fragen stellen wir zu Beginn eine andere Frage:
Warum Venedig? Warum hat mein Protagonist Stanislaus Perfeckyj unter tau-
send magischen Orten des Okzidents ausgerechnet diese Stadt gewdhlt?” (An-
druchovy¢ 2011, 73).

In seinem originellen, selbstverfassten Kommentar zum Roman iiber Stanis-
laus Perfeckyj stellt der Schriftsteller nicht nur die Geschichte der Vorbereitung
des Textes zur Verdffentlichung dar, sondern benutzt auch das eigene Alluvium
(die ‘Jetztzeit’) und die Reminiszenzen, um so zu den charakteristischen Beson-
derheiten Venedigs als einer der einzigartigen Stidte nicht nur Italiens, sondern
auch Westeuropas zu fiihren: “Der Einzigartigsten deshalb, weil in ihr etwas zu
viel Kultur auf allen Ebenen und Dimensionen steckt. Etwas zu viel Vergangen-
heit, wobei du auf keine Weise den tiickischen Eindruck loswirst, dass sogar sie
hier alles befehligt, das heiflt nur die Vergangenheit ist hier in der Gegenwart,
und eine Gegenwart gibt es nicht. Etwas zu viele Zahlen als Hausnummern ...
Etwas zu viele Orte, die man unbedingt besichtigen muss, sonst horst du spéter
pflichtgemdf: Du warst gar nicht da!” (Andruchovy¢ 2011, 73).

In Bezug auf die Autoritit des Protagonisten aus “Perversion” wahlt der Au-
tor von “Lexikon” das Hauptmerkmal von Venedig: “Venedig ist: wenn es ein-
fach zu viel ist”. In seinem Notizbuch schreibt Perfeckyj mit enorm grofien, ei-
nem Pferd gleichen und gottserbarmlichen Buchstaben: “ZU VIEL VENEDIG!
Was meint er damit?” ( Andruchovy¢ 2011, 73).

Interessant ist auch, dass Jurij Andruchovy¢ gerade Venedig als Ort fiir die
Handlung, Verhalten, Leben und Tod von Stanislaus Perfezkyj wihlte, das heifit,
er iibertrug seinen Protagonisten aus der ukrainischen in die européische Le-
benslage; somit erschien nicht nur in diesem Segment die wichtigste, problema-
tische Linie von “Lexikon intimer Stddte”, die sich am Einstieg der Ukraine in
den europdischen Kontext orientierte. Dafiir sorgte der postmoderne Schriftstel-
ler in seinem wichtigsten Werk “Perversion”, das im Buch von Jurij Serech
“Go-Gay-Go” authentisch und tief analysiert wurde.



187

Die Grundlage des Buches “Lexikon intimer Stadte” beruht auf dem Prinzip
des Dialogs, das auf verschiedenen Ebenen des Textes modelliert ist.

Eine der am héufigsten verwendeten, kiinstlerischen Methoden ist der Kon-
trast, der sowohl auf der Ebene der Struktur jedes Abschnittes als auch in Bezug
auf die Narrativitdt erscheint. Fithren wir ein Beispiel aus dem Stadtportrit
“GDANS’K, 1991” an: “Unser weiteres Leben in Gdansk-Sopot wurde zuhause
durch die Antithesen Kultur und Kommerz bestimmt. Fiir die ersten bestandenen
Abende und Nichte: Poetische Lesungen, Rock-Sessions ... Am Abend liest du
deine allerliebsten Gedichte fiir das geriihrte Publikum, posierst vor Kameras,
gibst allen rundum Autogramme und schneidest Grimassen. Am Tage stehst du
auf dem Markt neben dem ausgebreiteten Wachstuch, worauf vier Flaschen
“Russischer” und zwei Regenschirme aufgestellt sind, die im Ivano-
Frankivs’ker Werk “Geofizprylad” hergestellt und gestohlen wurden, daneben
mit einigen anderen Vietnamesen... Und diese Zweiteilung war schwierig zu
verarbeiten und dramatisch. Ich liebte sie aber, weil ich verstand, dass damals in
der Tat eine Art Reinigung oder wenigstens das Ende des “Kalten Krieges statt-
fand” (Andruchovy¢ 2011, 103-104).

Die Dialogform des Buches “Lexikon” wird am besten in der stindigen Ge-
geniiberstellung von Ost und West, der Ukraine und Europas, sehr expressiv
verdeutlicht. Oft bekommen analoge Vergleiche die Form scharfer Kontraste,
und dadurch wird die Einstellung des Autors klar, die nicht immer der Objekti-
vitdt der Handlung entspricht, wie es im Stadtportrit “VROZLAV 2002, 2003,
2005, 2006, 2008 gezeigt wird: “Vielen meiner Bekannten wird es vom Wort
“Europa” iibel. Was fiir ein langweiliger, selbstgefalliger, geleckter und — wie
wir es nennen — ein “satter” Auswuchs des eurasischen Kontinents! Was fiir ein
schrecklicher, willenloser Wohlstand! Was fiir eine Uberreglementierung! Was
fiir eine liberale Faulnis! Anderen meiner Bekannten (manchmal sind das aber
dieselben Leute) wird es auch tibel vom Wort “Ukraine”! Was gibt es nach dem
dichten Reservat der postkommunistischen Einschrankung und der Hilflosigkeit!
Welches hoffnungslos verwilderte Relikt aus der “postsowjetischen” Zeit, das
sogar nicht einmal die Absicht hat, sich aus der Vergangenheit zu entfernen!
Was fiir eine totale Niedergedriicktheit und der Wunsch alles umsonst zu be-
kommen. So rate ich sowohl den Ersten als auch den Zweiten (manchmal den-
selben), Breslau zu besichtigen. In diesem Ort lduft eine Diffusion ab, wobei der
Westen 0stlich und der Osten westlich wird. Vrozlav - ist der ideale Ort, wo sich
die Welten mischen. “Europa“ fiirchtet sich vor der “Ukraine”. Die “Ukraine*
hasst “Europa”. Aber wenn sie sich irgendwo treffen werden, dann wird es Vro-
zlav sein” (Andruchovy¢ 2011, 90).

Wie man sehen kann, entsteht hier ein Dialog mit Elementen der Dialog-
Parallele. Aber viele der Beispiele und der Polemik finden statt ohne Beteiligung
des imagindren Gesprachspartners an der virtuellen Diskussion. Dadurch werden
alle Funktionen der aufgelisteten Stédteportrdts vom Autor selbst iibernommen,
der gut orientiert ist in der Wahrnehmung des Empfangers, sowohl des Vertre-
ters der einen Seite (aus dem Osten) wie auch der anderen (aus dem Westen).
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Bei der Analyse des theoretischen Aspektes des Genres “Travelogue”, zu
dem das Werk “Lexikon intimer Stadte” Jurij AndruchovycCs zihlt, sollte man
ein Merkmal des Textes nicht aufer Acht lassen, das von V. Sa¢kova als domi-
nierender Zug in einem Reisebericht bezeichnet wird, nimlich das Prinzip der
Genrefreiheit und der Mangel an literarischen Konventionen und Genre-Kanons
(Sagkova 2008, 281).

Diese Charakteristik fillt mit der kulturhistorischen Ubergangsperiode der
Postmoderne zusammen, deren Merkmal Mosaikartigkeit, Fragmentierung und
Vielfalt der Architektonik ist. Die seit langem bekannte Tendenz, besondere Ab-
schnitte in einen zusammenhéngenden Text einzubinden — wie die Art des Weg-
es und verschiedener Treffen der Helden dabei — dndert ihre Funktion im Post-
modernismus: “Anstelle der Systematisierung der Ideen des Autors wird der
Weg in der postmodernen Literatur eher das Mittel der Ubertragung des Chaos
und der Vorlage der Begriffe. Deshalb ist der Spielgedanke des Labyrinths eine
der zentralen Erscheinungsformen im Postmodernismus” (Kalynjusko 2015,
166). Dieser Gedanke entspricht auch der Komposition des Werkes ‘“Lexikon
intimer Stidte”, was durch eine statistische Analyse bestdtigt wird. Durch die
Selektion der Stddte wird klar, dass die ukrainischen Stadte am héufigsten er-
wiahnt werden (was auch logisch ist!), danach die deutschen, in denen Jurij An-
druchovy¢ viel Zeit verbringt und in denen man seine Werke schitzt und mit
Preisen auszeichnet.

Das Leitmotiv in “Desorientierung im Geldnde” ist eine imaginédre Reise
durch die Ukraine und Europa, und das erste Reiseziel dabei ist Deutschland. Es
ist bemerkenswert, dass fiir die Bewertung der anderen Welt seine eigene Welt /
Heimat dient, die nicht positiv, sondern eher kritisch beurteilt wird. Durch den
Vergleich vom “Eigenem” und “Fremdem” wird im Reisebericht die Ablehnung
des kommunistischen Erbes offensichtlich, das in der Ukraine noch stark spiir-
bar ist. Am Beispiel von Lemberg mit seiner reichen Geschichte und seinen ver-
schiedenen, internationalen Einfliissen wird das Streben der Ukrainer nach ihrer
eigenen Identitit in Europa gezeigt, ebenso der Wunsch, nicht in eine neue Fal-
le, “die erneuerte, slawische Foderation, die zweitbedeutende Biindnisrepublik”,
zu geraten (Andruchovy¢ 1999).

Als Ausgangspunkt fiir den Autor des modernen ukrainischen Travelogues
dienen die tragischen ukrainischen Ereignisse: Cernobyl z.B., welches das iltes-
te Landschaftsgebiet — Polissja — vernichtet hat. Dort sei nach einer der histori-
schen Versionen “die Stitte der arisch reinen Wurzeln und uralter, klarer Quel-
len, mit ihrem bestimmenden, genetischen und kulturellen Code, mit der Volks-
poesie, der Sagendichtung, den Mundarten, den Seen, den Torfmooren, den go-
tischen Kiefern. Polissja, das ist das nationale Substrat, die Wahl Cernobyls der
Ukraine, die Authentizitét selbst, die grausame Wirklichkeit und Echtheit” (An-
druchovy¢ 1999).

Im Travelogue Jurij Andruchovy¢s nimmt die Idee der ukrainischen Kultur
im europdischen Kontext den Hauptplatz ein. Am deutlichsten wird das am Bei-
spiel der eigenen Heimat des Schriftstellers — Galizien — gezeigt. Deswegen
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stellt er an die erste Stelle seiner Eindriicke vom “Eigenen” und “Fremden” be-
rithmte Namen wie Liotar, Derrida oder Sajid, wobei nicht nur die eigene, son-
dern auch die Autoritdt seines polnischen Freundes, Schriftstellers und Heraus-
gebers Krzysztof Czyzewski verweist, der “vor allem zu reisen liebt, Menschen
einander vorzustellen, siifen und schmerzhaften Durchkreuzungen der Kulturen
nachzuspiiren, durch die Gassen dieser zerstorten Welt zwischen ‘Deutschland
und Russland’ umherzuwandern, in den letzten Jahrzehnten ‘Zentral-, Osteuro-
pa’” genannt (Andruchovy¢ 1999).

Aber am stérksten wiegt fiir den Autor des Buches “Desorientierung im Ge-
lande” die Variante der ukrainischen Identitét, die einen expressiven Index des
Européertums hat, die von der Geschichte Lembergs, der Besonderheit der
Stadtentwicklung und den Spuren seiner kulturellen Wechselwirkung durch-
drungen ist. Wenn man iiber die Mehrdeutigkeit Lembergs Atmosphére nach-
denkt, ist sie nicht nur von mediterranem Einfluss erfiillt und von den Ideen ei-
nes “Renaissance-Humanismus, des Epigonentums des hohen quattrocento und
des hofischen Manierismus inspiriert”, sondern auch von Germanen, Abkdmm-
lingen der Sachsen und Goten: “Wer beeinflusste noch auf diesem Schiff? Die
Deutschen, oder, wie sie hier genannt wurden, die ‘Schwaben’, hinterlieBen ihre
Spur in den ‘abgeleiteten’ Namen von Lembergs Vororten. Wie man jetzt weil3,
kommt Lychakiv von Luetzenhof, Zamarstyniv von Sommerstein, Klepariv von
Klopper, Majorivka von Majer, Kulparkiv von Goldberg usw. Es gab noch den
Besitzer des Weinkellers in Zamarstyniv mit dem beeindruckenden Nachnamen
Makalondra, und es gab noch Josepha Kuhn, Nonne des Benediktinerordens,
Autorin der Poesie-Sammlung: “Lembergs schone Umgebungen” (Andruchovy¢
1999). Der Autor von “Desorientierung im Geldnde” nennt als Gesinnungs-
freund den Osterreichischen Schriftsteller Joseph Roth, der als Metapher des
Schiffes “Arche Noah” gebrauchte, “wo man uns, wie immer im alten, eklekti-
schen Lemberg, eingesammelt hat, um ein Paar von jeder Schopfung zu retten.”
Es gibt auch weitere Metaphern zu Schiffen, wie das trunkene Schiff, das Nar-
renschiff, das Schiff des Todes, und vielleicht, wie bei Roth, die Stadt der ver-
wischten Grenzen, das schaufelnde Triest, das reisende Lwiw, Lwyw, Lwow,
Lemberg, Leopolis, Singapur” (Andruchovy¢ 1999).

Wie man sehen kann, unterstreicht Jurij Andruchovy¢ durch die Methode
von Widerspruch und vergleichenden Spektren verschiedener Lander die ukrai-
nische nationalkulturelle Identitét. Es ist kennzeichnend, dass sich die Desorien-
tierung von Andruchovy¢ in ukrainischen Realitdten in eine klare Orientierung
in deutsche, also europédische Werte verkehrt.

Was die Gattungsbestimmung “Travelogue” in der deutschen und ebenso in
der europdischen Literatur betrifft, hat sie eine lange Tradition: “Beschreibung
der Reise nach Moskau und Persien — die Holsteinische Gesandtschaft beim
Schah” von Adam Olearius, “Reisebilder” von Heinrich Heine oder “Italienische
Reise” von Goethe. Wir, konzentrieren uns hier jedoch auf die deutschsprachi-
gen Reiseberichte von Ch. Ransmayr und Ch. Kracht.
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Christian Kracht ist ein bekannter zeitgendssischer deutschsprachiger
Schriftsteller und Journalist, der Forschungsexpeditionen in Indien, Thailand,
Tansania und Nordkorea unternahm. Geboren wurde er 1966 im schweizeri-
schen Gstaad (Kanton Bern). Seine Kindheit verbrachte er in den USA, in Ka-
nada und Siidfrankreich, momentan lebt er in Buenos Aires. Die Diskussionen
um sein Werk bestehen immer noch fort. Das Werk, das als Wegbereiter der ge-
genwértigen Popliteratur gilt, wurde der Kult-Debiit-Roman “Faserland”. Weite-
re bekannte Werke von Christian Kracht sind “1979”, “Metan”, “Ich werde hier
sein im Sonnenschein und im Schatten” und “Imperium”, wofiir er den Wil-
helm-Raabe-Preis erhalten hat. Wichtig fiir uns ist, dass die Romane “Faserland”
und “1979” in eindrucksvollem Maf} die Besonderheit des Genre Travelogue
darstellen.

Die Reise des Hauptprotagonisten und Ich-Erzdhlers durch verschiedene
Orte bildet die Grundlage fiir die Romanhandlung “Faserland”, die im norddeut-
schen List auf Sylt beginnt und im schweizerischen Ziirich endet. Der Hauptpro-
tagonist fahrt von Nord nach Siid durch Deutschland und besucht 7 Stadte: Sylt,
Hamburg, Frankfurt, Heidelberg, Miinchen, Meersburg und Ziirich. Dabei be-
merkt er aber nur die AuBerlichkeiten der Wirklichkeit, ohne dariiber nachzu-
denken, was er gesehen hat, wobei er eine recht naive Weltanschauung hat. Fol-
gendermafen klingt in seiner Sicht die Beschreibung deutscher Médchen: “Von
den Frankfurter Madchen wird so eine Unbefangenheit geschenkt, die besser
nirgendwo in Deutschland zu sehen ist. Hamburger Madchen fallen durch das
Griin der Barbourjacken auf, Berlinerinnen ziehen sich betont schlecht an, da-
mit sie so aussehen wie Kiinstler, und Miinchnerinnen haben durch den Alpen-
fohn irgendwie ein inneres Leuchten. Aber in Frankfurt, da sind die Médchen
einfach ldssig. Ich meine jetzt nicht solche wie Varna, die habe ich ja vorhin
schon beschrieben, die Médchen tragen hier Kleider, halblanges, hellbraunes
Haar und eine Stupsnase, sie sitzen im Kaffeehaus und lachen” (Kracht 1995,
87). In erster Linie achtet der Ich-Erzihler offensichtlich immer auf das AuBere.

Der Romanheld gleitet durch ein oberflachliches Leben, nur die Stadtansich-
ten dndern sich — er will seine Individualitét finden. Auch die Gestalt des post-
modernen, enttduschten und unsicheren Menschen zeichnet der Autor im Roman
nach. So verfolgt der Protagonist obsessive Gedanken an Flucht im weiten Sinne
dieses Wortes: Vor sich selbst, vor dem sozialen Milieu, vor der Gesellschaft
mit ihren Vorurteilen, die die Psyche belasten, vor den Schwierigkeiten des Le-
bens auf der Suche nach Harmonie der dufleren und inneren Welt auBerhalb sei-
ner eigenen Heimat.

Wenn man die Besonderheit der Komposition des Romans von Christian
Kracht genau betrachtet, sollte man den Titel des Werkes nicht aufler Acht las-
sen. Denn der Titel ist das erste, kiinstlerische Bild, das Informationen iiber den
ganzen Text gibt. Nicht zufdllig hat der Autor ein ungewo6hnliches Wort ge-
wihlt, das fiir die Dokumentation des Inhalts des Werkes wesentlich ist und zu
seinem nicht ausgesprochenen Sinn und der Textdarstellung passt. Eine Deutung
des Buchtitels wurde von der Ubersetzerin des Romans, Tatjana Baskakova, im



191

Nachwort zur russischen Ubersetzung des Romans vorgeschlagen. Sie hat sich
auf die Entschliisselung des Namens konzentriert und meinte dazu: “Das erste,
was einem in den Sinn kommit, ist dieses Wort als ‘Heimat’ zu iibersetzen, in der
Annahme, dass der Erzdhler den deutschen Terminus (Vaterland) nicht verwen-
det, sondern sein englisches Analog (Fatherland), phonetisch geschrieben (Fa-
serland), wie die Deutschensprachigen es im Gehér wahrnehmen. Aber man
kann jenes Wort auch anders deuten, namlich wortlich als ‘Faserland’, denn das
Wort Faser verweist auf die exklusiven Fasern, z.B. der Textilien (die Faser
wird vor allem in der Faseroptik verwendet, die z.B. in der Medizin fiir Ront-
genaufnahmen der inneren Organe eingesetzt wird; in der Physik fiir das Ein-
fangen von Nuklearteilchen; in der Computerbranche dienen Laser-Fasern als
Speicherelemente, und auf vielen anderen Gebieten). Hat diese Interpretation
etwas mit der literarischen Handlung zu tun?” (Baskakova 2001, 100).

Natiirlich hat sie eine direkte Beziehung, nicht nur zur Handlung allein,
sondern zum ganzen Stoff des Textes. Eine wichtige Rolle spielt die Implikation
des Buchtitels, denn das Faserland ist nicht nur das visuelle Abbild der Spaltung
der deutschen Gesellschaft, sondern stellt vor allem die Tragddie des Bruchs der
Deutschen Nation ein westliches und ein 6stliches System und die jeweiligen
Lebensweisen dar. Der metaphorische Titel erschlieBt das Wesen des gedankli-
chen Inhalts des Romans und seiner Struktur.

Durch die Darstellung der physiologischen Form des kontinuierlichen Ge-
fiihls des Erbrechens, der Ausiibung von Kritik durch das Verhalten zu anderen,
der Fluchtszene in Mykonos schildert der Autor den Wunsch des Protagonisten
zu flichen: “Ich habe natiirlich auBer einem kleinen Pappkoffer kein Gepack da-
bei gehabt, und deswegen habe ich mich wie ein Fliichtling gefiihlt, wie jemand,
der einen Haufen Geld veruntreut hat und nun den nichsten Flug nimmt nach
Montevideo, nach Dacca oder nach Port Moresby” (Kracht 1995, 154). Obwohl
der Hauptprotagonist sténdig nach Freiheit und Selbstverwirklichung strebt, be-
raubt er sich durch sein absurdes Verhalten all dieser wichtigen Werte. Zuneh-
mend fiihrt dies zu einer Personlichkeitsspaltung und wird zum Sinnbild der
ganzen verlorenen Generation am Ende des 20. Jahrhunderts. Dennoch strebt er
nach Kontakten und nach der Realisierung der Bediirfnisse und Wiinsche seines
“Ich’s”, ebenso bemiiht er sich auch, vom geordneten Weltenbau zu verschwin-
den, aber er hat niemals Erfolg, denn er spiirt stidndig eine Disharmonie. Da er
die Gesetze bricht, gegen Gebote und Sitten verstoBit, will er sich aus der symbo-
lischen Ordnung ausschlieen, und er strebt im weiteren Kontext, aus diesem
national verbundenen, postmodernen Raum der materiellen Begrenzungen aus-
zubrechen: “By violating the laws of abjection, the protagonist thus wills his
exclusion from the symbolic order, and in the larger context seeks an escape
from that nationally bound, postmodern space which instigated the policing of
corporeal limit” (Langstone 2006, 58).

Krachts Ich-Erzéhler gehort zur neuen deutschen Generation, die die Folgen
des Krieges und die Teilung des Landes nicht erlebt hat, dennoch ist diese Gene-
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ration durch die posttotalitire Lage belastet. Einige deutsche Literaturwissen-
schaftler glauben mit Recht, dass am Ende des Romans “Faserland” der Haupt-
protagonist sich zum Freitod vorbereitet, was das logische Ende seiner Lebens-
geschichte sein konnte.

Im offenen Finale kann man jedoch auch eine positive Stimmung bemerken,
denn der Hauptprotagonist ist bereit fiir eine neue Phase des Lebens und féhig,
die Grenze des eigenen Hangs zur Flucht vor der Wirklichkeit und den realen
Anforderungen des Lebens zu iiberqueren. Es ist lohnend, die abschlieBenden
Worte Christian Krachts zu erwdhnen: “Ich steige ins Boot und setze mich auf
die Holzplanke, und der Mann schiebt die Ruder durch irgendwelche Metalldin-
ger und rudert los. Bald sind wir in der Mitte des Sees. Schon bald” (Kracht
1995, 185). Der Ich-Erzéhler des Romans “Faserland” ist eine asozialisierte Per-
sonlichkeit, die ihren Platz im Leben niemals finden kann, weshalb sie sich cha-
otisch durch den literarischen Textraum bewegt. Was die Gattungsbestimmung
angeht, ist sie eher konditionell in der Einhaltung der Form, weil sie die Wirk-
lichkeitsflucht des Protagonisten, der durch die Labyrinthe seiner Seele irrt, be-
tont. Auf diese Weise betont der Schriftsteller den Charakter der modernen, rast-
losen Personlichkeit, die keinen Platz in der Gesellschaft finden kann und stén-
dig auf der Suche nach sich selbst durch die Flucht vor sich selbst ist.

Im Unterschied zu dem Roman “Faserland” ist Christoph Ransmayrs “Ge-
stdndnisse eines Touristen. Ein Verhdr” im Rahmen des klassischen Travelogues
gehalten, dessen Besonderheit in der organischen Verbindung des dokumentari-
schen Anfangs und in den Beschreibungen der geographischen und raumlichen
Koordinaten der Reisen des Ich-Erzédhlers liegt; dazu kommt das Verhalten des
Autors gegeniiber fremden Traditionen und Mentalititen, speziell gegeniiber
Lindern wie Neuseeland, Tibet, Marokko, Deutschland, Osterreich und Irland.
Dies gab dem Schriftsteller die Mdglichkeit, auf mythologischen Wegen nicht
nur in einem wuchtigen Text verschiedene Beobachtungen und Gefiihle zu ver-
einen, sondern auch einen gewichtigen, unausgesprochenen Sinn zu entwickeln
und die unnatiirlichen Gegeniiberstellungen des ‘Eigenen’ und dem ‘Fremden’
transparent zu machen — Besonderheiten des européischen Kontinents und der
ozeanischen, arabischen nahdstlichen und ferndstlichen Welt.

Indessen unterscheiden sich Ch. Ransmayrs “Gesténdnisse eines Touristen.
Ein Verh6r” vom Roman “Faserland” nicht nur durch den Typ des Protagonis-
ten, eines Menschen, der sich iiberfliissig fiihlt, sondern auch durch die Einhal-
tung des Kanons des Travelogue. Der Autor ist nicht nur Journalist, Reporter,
ein anerkannter Schriftsteller, wovon Auszeichnungen wie der Franz-Kafka-
Preis (1995), der Bertolt-Brecht-Literaturpreis der Stadt Augsburg (2004) und
der GroBe Osterreichische Staatspreis fiir Literatur (2004) zeugen, sondern auch
noch Weltreisender.

So nennt ihn Volker Weidermann ironisch “den Schlawiner in der moder-
nen, deutschen Literatur” (Weidermann 2006, 185). Man kann dem Gedanken
Frolovs nur zustimmen, der dem Autor nicht zufallig den Titel “Pilger” zu-
schreibt (Frolov 2012, 166). Er macht darauf aufmerksam, dass der Schriftsteller
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in 62 Jahren seines Lebens in allen Kontinenten der Erdkugel zurecht gekom-
men ist, es ihm gelungen ist, viele Lénder und exotische Plétze zu bereisen. Man
erinnere sich nur an jene Expedition, durch deren Impuls der Roman “Die
Schrecken des Eises und der Finsternis” (1984) entstand, der Autor charakteri-
siert es selbst so: ““... als ich meinen Roman gelesen hatte, entschied Menser,
dass ich ein Eiswanderer sei, sogar den Pol erreicht hatte, und lud mich zu einer
Expedition zur Siidwand des Lhontse ein” (Ransmayr 2004, 97).

Wie jeder Roman des dsterreichischen Schriftstellers erscheint “Gestdndnis-
se eines Touristen. Ein Verhor” bei ihm als Werk-Symbiose, die in sich Elemen-
te der Wanderung, der Anspielung auf Geschehnisse der Vergangenheit, der
Textaufnahme in das System der kiinstlerischen Interpretation und des eigenen
Spiels mit dem Leser verbindet. Es ist ein Werk mit autobiografischer Kompo-
nente, in dem aufler den Beschreibungen exotischer Reisen und speziell des Le-
bens in Irland die Leidenschaft fiir das experimentelle Theater erscheint, ver-
stirkt durch seine eigenen, analytischen Gedanken. Mit “Gesténdnisse eines
Touristen. Ein Verh6r” ist nicht nur eine breite rdaumliche, sondern auch zeitli-
che Spanne bespielt. So enden die geographischen und mentalen Besonderheiten
der Einwohner Neuseelands, die an den Anfang des Werkes gestellt sind, mit der
eigenen Geschichte, mit den Erinnerungen an den Vater. Das ganze Buch ist ei-
ne Kombination aus historischen, geographischen und philosophischen Diskur-
sen. G.A. Frolov legte in seinem Artikel “Dokumentarisch-kiinstlerische Dop-
pelwelt in den «Reiseberichten» von Christoph Ransmayr” absolut berechtigt
dar: “Daraus entsteht ein besonderer, literarischer Raum, in dem das Tatsichli-
che (was existiert) und das Mogliche, das Fantastische (was es in Romanen nicht
gibt) verbunden ist” (Frolov 2012, 166).

Als Beispiel fiir die besondere Einbildungskraft mag folgendes Fragment aus
dem Text dienen: “Ich erinnere mich gut an jenen schneereichen August auf der
Stidinsel Neuseelands, und an einen stundenlangen Weg iiber die Flanken des
Mount Cook, wo Gletscherzungen bis in die Baumfarnwalder an der Kiiste hin-
abreichen. Eis! Riesenhafte, haushohe Eiswénde inmitten dichtestem Grin”
(Ransmayr 2004, 8). Der Eindruck entsteht, dass hier nicht das Bild der Natur
eines ozeanischen Landes entworfen wird, sondern eine andere Welt. Der
Schriftsteller erbaut durch eigene Eindriicke und Phantasien eine neue Realitét.
Dies ist allerdings nicht fiir den ganzen Text typisch, denn “Gesténdnisse eines
Touristen” nimmt Zeichen einer Werk-Symbiose auf, in der sich Elemente des
Irrealen mit Realem und Dokumentarischem abwechseln. Daher dominiert ein
widerspriichliches Prinzip der Wiedergabe des Reisematerials. Fiihren wir als
interessantes Beispiel die Bestattungs-Traditionen in Tibet an: “Dort werden die
Toten auf den Plattformen von Tiirmen des Schweigens den Geiern zum Fraf3
vorgelegt, damit diese in brausend auffliegenden Schwirmen, als Engel sozusa-
gen, die verbrauchte Hiille der Seelenwanderung in alle vier Himmelsrichtungen
davontragen. Es ist dabei die Aufgabe von Turmwéchtern — von Alkohol oder
anderen Rauschmittel abgestumpften Monchen —, den Leichnam unter den Au-
gen der Verwandten frafigerecht fiir die Geier zu zerkleinern” (Ransmayr 2004,
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16). Gruselige Traditionen werden von Ch. Ransmayr als eine Art Dokumentar-
film dargestellt, der jedoch eine emotionale Fiarbung besitzt. Er ist gegeniiber
dem Neuen und Fremden offen. Das zeugt vom einem weiten Blick auf die
Wirklichkeit sowie von einer philosophischen Herangehensweise an das Leben
in all seinen Erscheinungsformen. Liebe und Warme durchdringen die Episoden,
die der neuen Heimat des Autors Irland gewidmet sind: “Ich bin in den vergan-
genen Jahren durch alle Grafschaften der Republik Irland und Nordirlands ge-
reist, bin, wie auf allen Reisen, dabei viel zu Full gegangen und habe Geschich-
ten aus Burma und Neuseeland, Australien und aus den Schlachthéfen von Chi-
cago gehort, in denen eingewanderte Iren unter schlimmen Bedingungen arbei-
ten mussten als freie Sklaven. Ich habe diese Geschichten in den Countries Ker-
ry und Cork gesammelt, in den Bergen der Bera-Halbinsel etwa und natiirlich in
den Macgillycuddys Reeks, wo man die hochsten Gipfel der Insel erreicht, der
h6chste kaum mehr als eintausend Meter, wenn auch nicht selten in den tiefen
Wolken versteckt” (Ransmayr 2004, 72).

Eine andere interessante Episode ist die Beschreibung der Reise nach Ma-
rokko, in der die Anziehungskraft der Kultur des Nahen Ostens zu spiiren ist.
Der Autor weist darauf hin, dass er zum ersten Mal als LKW-Fahrer in diese
Gegend kam, dann aber immer wieder als Tourist dorthin zuriickkehrte. Somit
ist die folgende Geschichte von einem Platz in einer der Stddte interessant: “Ich
safl wihrend dieser Tage oft stundenlang bei Pfefferminztee und Gebéck auf ei-
nem Flachdach iiber dem Jemaa el Fna, dem Platz der Toten, auf dem einst die
Schidel der Enthaupteten auf Pfiahle gepflanzt zur Schau gestellt worden waren.
Aber dieser weitldufige Platz inmitten der kleinsten der vier marokkanischen
Konigsstiddte gehort schon lange wieder allein den Lebenden” (Ransmayr 2004,
28). Den Schriftsteller interessieren historische Traditionen, die wichtig fiir die
Gattungsbestimmung des Travelogues sind. Durch historische Diskurse gelingt
es dem Leser, die Andersartigkeit verschiedener Lander besser verstehen. Das
systematische Modell des Universums und die Wiederholbarkeit der Ereignisse
sind flir den Schriftsteller als Philosophen, der an der Universitit Wien studiert
hat, wertvoll.

Ein weiteres besonderes Merkmal des Werks “Gesténdnisse eines Touristen.
Ein Verhor” stellen die erkldrenden Monologe des Autors und die Gespriche
mit den Lesern dar. Schon auf den ersten Seiten iiberdenkt Ch. Ransmayr seine
Rolle, was seine leidenschaftliche Natur am besten beantwortet: “Ein Schriftstel-
ler? Ein Dichter? Nein, ich neige nicht zu solchen Titeln. Ein Erzéhler? Nennen
Sie mich, wie Sie wollen” (Ransmayr 2004, 10). Am meisten imponierte ihm
der Titel “Tourist”, der die Einfachheit des Erzéhlens verbirgt: “Auf Formularen
sind mir die Felder am liebsten, in die sich einfach Tourist setzten 146t, denn
Ahnungslosigkeit, Sprachlosigkeit, leichtes Gepack, Neugier oder zumindest die
Bereitschaft, iiber die Welt nicht blo3 zu urteilen, sondern sie zu erfahren, zu
durchwandern, von mir aus zu umsegeln, erklettern, durchschwimmen, notfalls
zu erleiden, gehdren wohl mit zu den Voraussetzungen des Erzéhlens” (Rans-
mayr 2004, 10).
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Letztere These ist entscheidend wichtig fiir das ganze Werk des Schriftstel-
lers, der sich auf die Beseitigung von Grenzen und die Uberwindung von Grenz-
linien konzentriert, auf die Auffindung der Einheit in der Vielfalt.

Der Autor beschrinkt sich jedoch nicht nur auf eigene Stichworte, sondern
provoziert den Leser zur Mitbeteiligung. Der Text “Gestdndnisse eines Touris-
ten. Ein Verhor” ist in jedem der thematischen Teile von provokanten Fragen
durchdrungen, hier sind einige von ihnen: “Wie ist es denn mit Thnen? Miissen
Sie alles am eigenen Leib erfahren? Wir machen doch gelegentlich, auch jetzt
und hier, beide etwas Ahnliches: Wir stellen Fragen. Wer lange genug gefragt,
lange genug zugehdrt hat, kann von Welten berichten, in denen er niemals war
und niemals sein wird” (Ransmayr 2004, 101). Der schenkt jeden Augenblick
seinen Lesern Aufmerksamkeit, man hat den Eindruck, dass er quasi direkt und
lebendig présent ist und zum Dialog provoziert. So kommentiert er zum Bei-
spiel: “Und noch etwas: Wenn schon reden, wenn schon das Gesprach mit Zu-
horern, Lesern oder Kritiken suchen, dann diirfte sich kein Erzdhler blof3 bekla-
gen, sondern miifite sich ebenso 6ffentlich auch bedanken. Danke fiir Thre Auf-
merksamkeit. Danke fiir Thre Geduld. Danke, dass Sie mir gefolgt sind” (Rans-
mayr 2004, 39-40).

Letztlich stellt sich auch die Frage, ob der Autor ununterbrochen reist? Und
wohin fiihrt diese Reise? Fliichtet er vor irgendetwas? Wahrscheinlich vor der
steten Stabilitdt des satten Wohllebens? Eher wohl wird Seelenzustand eines dy-
namischen Menschen erkennbar, der nicht an einem Ort bleiben kann: “Ich laufe
nicht selten davon. Aber das Auf und davon 146t ja nicht nur etwas zuriick, son-
dern schafft auch neue Sichtweisen, Blickwinkel, manchmal neue Probleme,
denn wohin immer einer geht oder flieht, wo er ankommt, als Durchreisender
oder fiir immer, erwartet ihn ja kein Vakuum, nicht die Leere, sondern immer
schon etwas” (Ransmayr 2004, 85).

Trotz der Begeisterung, mit der autobiografische Protagonist sein Leben und
die Orte beschreibt, die er bereiste, bleibt das Gefiihl eines ewigen Drangs nach
Bewegung, sich selbst zu finden, wie dies in “Gestdndnisse eines Touristen. Ein
Verhor”, “Die Schrecken des Eises und der Finsternis” (1984), “Die letzte Welt”
(1988) oder “Morbus Kitahar” (1995) deutlich wird.

Das durchgehende Thema ist dabei das Thema der Einsamkeit, und den
Schliissel dazu hat der Autor selbst gegeben: “Mein Thema ist der einzelne
Mensch. Und worin immer seine Geschichte besteht — sie wird mir in etwas frei-
eren Rdumen, ja, auch in vermeintlichen Wiisten, deutlicher als auf iiberfiillten
Platzen” (Ransmayr 2004, 105).

Wie die Analyse unserer Beispiele fiir Reiseberichte in der modernen ukrai-
nischen und deutschen Literatur zeigte — “Lexikon intimer Stadte”, “Die Desori-
entierung im Geldnde” von Jurij Andruchovy¢ und “Gesténdnisse eines Touris-
ten. Ein Verhor” von Ch. Ransmayr sowie “Faserland” von Ch. Kracht — dient
diese Gattungs aktiv der Dokumentation der nationalen Idee und der kulturellen
Identitdt. Dazu gehoren auch die vorgestellten Schattierungen von Kenntnissen
iiber die Geisteswelt der Volker der européischen Lénder. All dies tragt zur Ab-
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schaffung der kiinstlichen Grenzen zwischen Nationen, der Voreingenommen-
heiten und Fake-Mythen bei, die harmonische internationale Beziehungen zer-
storen. Gleichzeitig zeigt sich der Travelogue immer als aktuelles und nachge-
fragtes Modell, in dem nicht nur die Leidenschaft des Menschen fiir das Wissen
iiber andere Welten und Kontinente, Parallelen und Meridiane wohl am besten
verwirklicht wird, sondern vor allem auch der Wunsch nach Freiheit, also nach
einem ganz wichtigen geistigen Wert. Kein Wunder also, dass P. Zahrebel ‘nyj in
seinem philosophischen Roman “Beschleunigung” urspriinglich die Idee des
Travelogues, den Wunsch nach Freiheit, dar‘tellte, die nicht nur in den schwie-
rigsten Bedingungen hilft, zu iiberleben, sondern auch ein wiirdiges harmoni-
sches Leben zu erreichen. Mit all diesen Verdiensten steht, wie es scheint, dieser
Gattungsform eine lange kiinstlerische Zukunft bevor.
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RITUAL CALENDAR PLAYING PRACTICAL EXPERIENCE
OF THE PODILLJA INHABITANTS: THE PROBLEM OF CONFRON-
TATION, SURVIVAL AND REBIRTH

Valerij S¢ehel’s’kyj
(Ukraine)

Summarizing the experience of precursors regarding the studied problem,
the author of the article researches in which conditions the ritual calendar play-
ing practical experience of Ukrainians finds itself in a situation of confrontation
of different forms of social ideologies.

Key words: calendar ritualism, playing practical experience, confrontation
of ideologies.

KAJIEHJAPHO-OBPAJOBA ITPOBA TPAKTUKA IMOJOJISAH:
ITPOBJIEMA INTPOTUCTOAHHSA, BUDKUBAHHSA TA BITPOJKEHHSA

Banepiii I]ezenvcokuii

Aemop cmammi, y3a2anvHiolOuU NOnepeoHitl 00C8i0 8UGUeHHs NPOOIEMHOT
memu, O0CHIONHCYE CMAH, Y AKOMY ONUHULACS KAAEeHOAPHO-00ps008a i2posa
npakmuxa YKpaiHyie y pesyivmami npOMuUCMOSHH PIZHOMAHIMHUX opm
CYCRITbHUX [0e002T1.

Kouosi cnosa: xanemoapua obpsoogicme, icposa npakmuka, Oopomwvbdba
ioeonoziil.

Existing literary and archival sources make it possible to reconstruct the per-
ception of the essence of the game-entertainment phenomena of Ukrainian life
in time by various ideological systems. The following scholars tried to highlight
this issue at one time or another: T. Haevs’ka, M. Hrusevs’kyj, M. Dorochol-
s’kyj, S. Efremov, A. Kurockin, A. Svydnyc’kyj, M. Simaskevi¢, J. Sicins’kyj,
M. Sumcov, V. Siroc’kyj, K. Siroc’kyj, M. Javorovs’kyj and so on. The problem
is based on the opposition of the major ideological systems: paganism, Christi-
anity and (communistic) atheism.

The purpose of this study is to establish the contents of the ideological and
philosophical aspects of life and past epochs’ routines and to emphasize the do-
mestic and holiday traditions of Ukrainians during their holidays, especially in
the vecornyci (‘evening celebrations’) etc.

Ilarion the metropolite (Ivan Ohienko) noted in his studies that the antago-
nistic relations of persistent paganism and ‘young’ Christianity between the
Ukrainians have led to the emergence of varieties of truth, when for centuries
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they opposed each other: “It is completely a natural thing, when two outlooks
meet and people are struggling to bring them together” (Efremov 1995, 233).

New religious adherents opposed to the rooted tradition of the Ukrainians’
life very actively, jealously and even with humiliation. Haljatovs’kyj says that
“the clergy strives to eradicate these prejudices with the Word, but it is not
heard; that is why it is necessary to make social authorities forbid them, too.
There was too much energy spent on this everlasting struggle with the people's
traditions and their prohibition. And there will probably not be any mistakes in
fact that all authorities have never spent so much energy on something else be-
fore” (Efremov 1995, 234).

The basis of the holiday calendar was a 12-month year. It was associated
with four solar phases: the winter and summer solstice, as well as the spring and
autumn equinox. There were no clear distinctions between the winter, spring,
summer and autumn seasons in the calendar of Podillja. Each of them logically
proceeded to the next, creating a locked cycle of the eternal nature cycle as well,
alternating work and rest periods. In the historical and religious monograph The
Pre-Christian Beliefs of the Ukrainian People (in the Ancient folk holidays sec-
tion), Ilarion the metropolite describes the ancient religious calendar of Ukraini-
ans, calling it “special” because it was firmly connected with nature and grain
production throughout the year, and “our ancient holidays are our farming rites,
which we have always had, that is why they have created our annual Holy Cal-
endar” (Ilarion 1965, 265). We should note that the game practice of the Ukrain-
ians’ calendar cycle is directly related to the ritual, where the game is not only
its component, but also a way of expressing the aspirations of achieving the de-
sired.

The most favorable for peasant leisure was the winter period, especially sat-
urated with a variety of customs and rituals. This is the time when the harmony
of nature and human labor contributed to its physical rehabilitation and spiritual
fulfillment. Traditionally, weddings were also made in Ukraine at this time,
which symbolized the end of pre-familial relations, born in game spring songs’
motives (the motive for choosing a married couple — “Proso”, “Zuéok”, “Cariv-
na”, “Vorotar”, “Zel’'man”, “Bilodancyk”, “Zajcyk”, ‘“Perepilocka”, ‘“Mak”,
“Podoljanocka”) where the movement, the dance and the game were connected
to the heterogeneous forms of group gatherings of young people. The so called
‘veCornyci’ (evening parties) were considered to be “the main center of pre-
marital communication, leisure and selection of married couples” (Ponomariov
1994, 168). The vecornyci were a kind of Christmas and New Year holidays’
rehearsal, which began in the autumn (Protection of the Most Holy Mother of
God, 1™ October), when the harvest was already in the barns, the general labor
staff was weakened and a relative calm before the new agrarian season came. In
Podillja these gatherings were called “vecornyci”, “dosvitky”, “reduty”,
“vodenky”, “hodenky”, “on denky” etc. In the public village life, the traditional
vecornyci were a kind of institution for the education and communication of
young people. Thanks to them the necessary process of socialization of the
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younger generation was provided, it also created the most favorable opportuni-
ties for acquaintance and choice of marriage couples (Kurockin 1994, 361). For
the most part in Ukraine, “vulyci” (streets, places for people gathering) were the
main form of youth entertainment, but fun and music also had an entertaining
character. The festive, or great ‘veCornyci’ differed from ordinary ones, because
they were devoted to fun, games, music, ritual ceremonies and fun. Youth enter-
tainment for such holidays as Saint Catherine’s day (24™ of November / 7" of
December) and Saint Andrew’s day (30™ of December / 13" of December) were
very prominent in this respect (Ponomar’ov 1994, 361).

Christianity came to Rus’ from Byzantium, having its own traditions and
carefully crafted cult. By placing its liturgical events’ calendar of “sacred histo-
ry”, the Christian church tried to eliminate so called “godless” traditions of pa-
gan beliefs and rituals. This process of religious battles lasted for centuries and
had not finished with the final victory of Orthodoxy. And now, in many events
dedicated to church holidays, it is possible to recognize the remnants of ancient
pagan traditions. In Podillja pagan ceremonies had deep and strong roots, and
sacred places of worship that were preserved till this time both in Eastern and
Western Podillja bear witness to it. Christianity brought us a new calendar with
a distinct division into months and days. In ancient times New Year began on
March 1%, when all nature awakened after the winter break; this was also ac-
cepted by the Church, because due to the Scripture “The creation of the world”
took place on March 1st. But later, the church celebrated Greek New Year on
September 1%, and since 1492, the public New Year was finally tied to the an-
cient natural time, March 1¥. And only in 1721, Peter the Great settled New
Year on January 1% in the East, as it was in most states in the West. But the
church New Year has remained on September 1* to this day. The time of New
Year is visible in our carols, which often does not describe only winter, but the
beginning of spring as well; people sang carols in summer during plagues also,
to drive them away (Ilarion 1965, 269-270).

The modern year of the Ukrainian Christian calendar cycle is a certain stage
in Jesus Christ’s life, as well as the commemoration of the canonized saints who
advocated and propagated the Christian faith, therefore, the Church always op-
posed various impurities to the Christian holy days, and this was mainly fol-
lowed by two canons of the 4™ Quintisext Council (Council in Trullo). These are
Canon 61 and 62, which the entire Orthodox Church guarded firmly. Due to
Canon 61, those who are given to enemies, or so-called chiefs (the wise men
elders) or the other with the purpose to find out something should come under
the Rule of Six-Year Penance according to the previous ordinances. The same
penance is imposed on those who put bears or other livestock to the derision and
detriment of ordinary people. It touches those also who unite deception with
madness, who hex for happiness, fate, ancestry, etc. And those who have been
rooted into this and do not leave this fatal and pernicious nonsense are to be
completely expelled from the Church, as the Sacred Regulations impose. “What
do light and darkness have in common?”, asked the Apostle. Or what is the unity
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between the God’s Church and idols? What do the faithful and infidel have in
common? What is the consent between the God and devil? (6. 14-16). [...]
There is the resolution: neither man wears woman's clothes, nor a woman wears
masculine clothes. Do not wear comedy, satirical or tragic masquerade. And
therefore, those who dare to commit anything from mentioned before are to be
expelled from the Sacred Order in case they are clerics. In case they are parish-
ioners they are to be excluded from the church community [...]. The canons of
the Quintisext Councils had a great respect in the Orthodox Church, therefore,
the Church constantly performed them. These two canons were of huge im-
portance in eradication of pre-Christian beliefs throughout the Christian and
therefore our world (Ilarion 1965, 306-308).

The Byzantine priests who came to the Ukrainian lands began to correct and
adjust folk life to the ecclesiastical system, considering: “any fun and games, the
whole internal sincere peace connected to the poetic and sweet antiquity, that
found its expression in songs, games and dances, shortly any fun was pursued as
the devil’s obsession” (Sumcov 1885, 13-14). S. Efremov sees the interference
of the Old Believers, who have taken away all literature samples from Byzanti-
um and Christianity which were limited mostly to church, religious and moral
interests as well. People who were literate and spiritual immediately recognized
the sinful, shameful deeds and devilish features in the folk poetry samples, that
is why they became hostile towards them. Old writers do not even find correct
words to express their indignation against the folk customs and to revile so-
called “games, dance and fun” or more simply “the devilish singing” that did
their disobedient congregation. Being the protectors of the new faith, they saw
here the survival of the pagan world view, faith and worship, where the struggle
against it was considered to be a holy duty of one’s entire life" (Efremov 1995,
233).

I. Batyreva studied the spiritual culture of Podillja of the second half of the
nineteenth and early twentieth centuries, which was described vividly on the
pages of local and central journals: “Podillja eparchial reports”, “Podilsky pro-
vincial information”, “Orthodox Podillja”, and “Kyjivan antiquity” during the
period from 1862 to 1915. She notes that more than 70 publications were devot-
ed to the calendar cycle of holidays such as Christmas, Easter, Rachmani Easter,
Stritennia; winter holidays — Saint Catherine, Saint Andrew, Saint Nicholas;
Ivan Kupal, Petrovs’kyj Fast and Rozgry, Makovey, Vlas, etc. From the charac-
teristics of the publications in those journals, the researcher can find out that
“while promoting the revival and preservation of ancient traditions, the church
carefully selected from folk ceremonies and folklore what it needed or what
could not be eradicated from the people, and the rest was strictly rejected, de-
nied, clinging to the label of ‘unholy’ or ‘pagan’. If folk rituals and folklore did
not contain Christian content, did not contradict church canons and were, ac-
cording to many researchers, no more than the ‘fruit of native fancy people’s
fantasy’, the clergy, unfortunately, paid little attention to the study of all these
things” (Batyreva 2005, 178).
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This situation can be explained by the fact that the historical and ethnologi-
cal research in Podillja in the second half of the nineteenth and early twentieth
centuries is closely connected with the Kam’janec’-Podil’s’kyj seminary repre-
sentatives. It was the ethnographic center of progressive youth — pupils and
teachers of the seminary, whose activities were aimed at studying the Podil’s’kyj
village identity, folk life, customs, folklore and folk traditions, which were of
decisive importance for the Ukrainian national rebirth. At the same time, collect-
ing and recording the materials reflecting national identity and serving as Chris-
tian faith ministers, the priests purposely made omissions of obscene infor-
mation, thus distorting the authenticity of documents.

“It is stipulated in many cities and villages that people keep playing scenes
of pagan celebration and idolatry, create so-called roles, and on Easter Sunday,
on the day of the apostles St. Peter and Paul, on the Trinity Sunday celebrate the
demonic feast of the Bereza (birch), and arrange vecornyci and horrible songs;
on Ivan Kupal people do celebrate the idolatry scenes because of their own mis-
understanding, and the priests, being pastors, do not forbid them to do it”, wrote
lIosaf Horlenko, the Archbishop of Belgorod, in his instructions to the clergy,
from November 10, 1750 (Sumcov 1885, 16-17).

Emphasizing the highly moral behavior of young people during evening par-
ties or their calendar activities, A. Svidnic’kyj condemns the anti-popular ac-
tions of the worship ministers, which led to the fading of village traditions, ex-
plaining that this, obviously, does not depend on the people's character, but that
“foreign intervention is the reason. The clergy is especially distinguished in this
respect. Recently, such holidays as Ivan Kupal, St. Andrew’s Day, Malanka has
been pursued with particular hatred because of the jealousy about the faith.
When it comes to veCornyci, they pursued it to oppose the debauchery”
(Svydnyc’kyj 1985, 465-466).

In addition to the ecclesiastical inquisition, a public court (elderly people, at
least four judges elected by the whole community) was also involved in the pun-
ishment of ‘faith defectors’, who at a general assembly imposed the punishment
‘guilty’ in the form of cash fines for the church or work during the fast or they
refused to let marry people who wanted to. Some landlords supported such ac-
tions. However, being a son of a clergyman, A. Svidnyc’kyj comments on such
behavior: “The fact that I talked so much about prohibitions might seem to you
inconsistent, by the way, having had the opportunity to study all the customs, I
could not find the results of those persecutions. On this occasion I can say that
not everything has been transferred: people are very stubborn in their attachment
to anything. Moreover, I studied the people’s habits in my father’s parish, who
himself was dissatisfied with the prohibitions and remained a Ukrainian. He
looks so correctly at the folk games, he, of course, not only didn’t forbid them
for the people, but also allowed his children to take part in the celebrations of
Ivan Kupal, and so on” (Svydnyc’kyj 1985, 467). But, as Ivan Franko wrote,
“the regeneration of human views and beliefs with the help of administrative
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orders turned out to be the same fiction as the assistance of the spiritual courts
and the Inquisition” (Franko 2008, 53).

In the late Middle Ages, and in the last two or three centuries, there was a
partial adaptation of some genres to the church calendar. During the nineteenth
and twentieth centuries in Podillja and in Galicia, Christmas carols on gospel
themes were widespread. Their authors were highly educated monks of the
Pocajiv Lavra.

Ilarion the Metropolite, being a minister of Christian faith, a teacher, profes-
sor and rector of the first Ukrainian University in Kam’janec’-Podil’s’kyj, thor-
oughly studied the question of the church’s struggle against the calendar rituals
for the people and left the descendants a true history of the Ukrainians’
worldview, which was highlighted in the work Pre-Christian Beliefs of the
Ukrainian People (Ilarion 1991).

S. Efremov noted in his History of Ukrainian Writing (1995) that “there is
no more hopeless case than the struggle with a routine, there may be nothing
more stable than settled forms of life, which change themselves slowly and un-
der the influence of new circumstances, but never under the influence of prohi-
bitions and orders. The unceasing war with the people was like a Sisyphus task,
and people satisfied their aesthetic needs by their own resources, while rejecting
bookish moralising, or by reworking it on their own way” (Efremov 1995, 235).

During the Soviet times, the church, as an ideological antithesis to the pre-
vailing power system, came under repression and destruction. At the same time,
the persecution of the Christian canons and the national calendar ritual of
Ukrainians continued as they contradicted the program of creating the image of
the “Soviet man” and “Soviet culture” in general. The Ukrainians’ rituals such
as caroling, sowing the houses with seeds, ornamentation of lanterns by
“diduch” etc. were almost completely destroyed. For a long time, local leaders
forbade and persecuted carol singing groups, accusing them of being “religious”
or even “nationalists” (Skuratovs’kyj 1994, 218). It should be noted that during
the period of severe taboos and persecutions, the calendar game practice sur-
vived due to the older generations’ memory (the transmission experience) and
due to childish curiosity and courage, while punishment for children ended with
oral remarks and “instructive” conversations of party leaders with parents. How-
ever, due to the specific childish memory, they were not able to remember the
entire scope of the rite, so for this reason, we have lost some of its fragments.

The atheist ideology, interfering in the sphere of life and the circle calendar
custom, violated the order of transfer preservation and continuity of the estab-
lished laws of the Ukrainian life. More than half a century of aggressive and
brutal, totalitarian attitude to traditions, did not confirm the “correctness” of
thoughts the atheist ideology tried to set. Having undergone a difficult and
thorny path of survival, traditional feasts in independent Ukraine are gaining
momentum in their rebirth and rooting into the cultural life of the people. How-
ever, the development and availability of Internet games has become a hindrance
and a challenge to popular games. The demographic situation in Ukraine and the
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breakdown of the village community due to urbanization has also played a nega-
tive role. For these reasons, we witness the revival of Ukrainian cultural tradi-
tions with the imitation of certain theatrical elements of the rite which were par-
tially forgotten or brought from other areas, including festivities.

The current need for a understanding of the phenomenon of the festivity tra-
dition in its ethno-regional location and nationwide dimension obliges research-
ers of festive reality to perform an analysis of the folk festivities’ texts as na-
tional-identical folk forms. The festivity practice analysis of the ethno-region of
Podillja shows a certain stability in the life of folk games and variety of poems
of their local expression (the empirical material includes the handwritten fund of
the educational and research laboratory of etnology of the Kam’janec’-
Podil’s’kyj Ivan Ohienko National University (more than 800 folkloric samples)
and material, collected by expeditions held during 1992-2015 on the territory of
the ethno-region — Podillja). It was found that due to oral transmission new vari-
ant festivity forms were formed in the ethno-region, which are grouped and
characterized by 1) the similarity of the festivity names, 2) by the conditions of
organization and conduction, and 3) use of attributes.

Another peculiarity are the transformational changes, such as an adult game
at funeral ceremonies (“Loubok™) and kid’s game called “Lupaka”, the funeral
game “Mlyn” (‘Mill’) and a wedding game with the same name and rules
“Mlyn” (held in Vinnyc’ja). In the work of V. Hnatjuk, “Funeral Rites and Or-
dinances” (Hnatjuk 1912, 131-424) one can read about games in the house with
the dead person such as “Buy the hare”, “Perstenec’” (‘Ring’), “Drag the Beech”
(Carpathian region), which today form a separate group of children's games.
There is a significant array of game texts modified by Soviet ideologists. Pio-
neers damaged the rituals very much. They did not make changes in the rules,
but they created samples of folk game culture in a new way. For example, such
folk children's games as “Broke the Chain”, “Koval” (‘Smith’), “Korol’”
(‘King’), “Vorota” (‘Gate’), “Dzvin’” (‘Bell’) got the name “Leader, Leader,
Give us the Pioneer”, only nomination system was modified — the rules of the
game remained traditional. The same trend is observed in the games “Sonce”
(‘Sun’), “Icyk”, “Hrydky”, “Sakuny”, “Mendal” with the changed name “Clas-
sics”. A number of catch-up games got new names: “Svitlofor” (‘Traffic light’),
and the favorite children’s play “U kvac¢a” (‘Dauber’), “Bring a flag”, etc. It is
important to stress that the local adressing of the most popular game activities in
the region of Podillja in the last five years remains unchanged. As noted by col-
lectors of games of the family-ritual nature, mostly wedding rituals, namely:
“Handzia” (HorodoG¢ina), “Kaperus” (Cortkiv, Zalid¢ycja district of the Ter-
nopil’ region), “Holub and holubka” (village Kaspirovka, Zalis¢yc’kyj district),
“Verbinka” (Vinnycja region) confirm that fact. According to V. Barasuk, the
wedding musician, the participants of the wedding event willingly play the game
“Kaperus” (Zbrucans’ke village, Bors¢iv district, Ternopil’ region.), the game
“Ity zbuja” (Kudrinec village, Bor§¢iv district, Ternopil® region), and also play
the game “Holubka”, which is popular in all settlements of the Ternopil’, L’viv
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and Ivano-Frankivs’k regions. However, there is a tendency towards introduc-
tion of samples of modern mass culture game folklore to local sources and their
assimilation to the rite. Respondents describe a number of games that are not
traditional in a certain locality (géehel’s’kyj 2015, 322324, 326-329, 334, 336,
338-340). It is a result of relocation of the family ritual celebration to new un-
traditional spaces (celebrating family events in cafés or restaurants with a well-
thought-out cultural program and the involvement of the toast master).

Calendar-ritual game folklore of the Podillja population, having been re-
leased from totalitarian postulates, continues its antique tradition. The largest
centers of the “Christmas Nativity”, “Malanka” are the Ternopil’ region (Ustja
and GoroSova village). In the Kam’janec’ region, the “Vertep” has been restored
by the group® Renaissance” of the faculty of history students (headed by V.
Jakubovs’kyj) and by students of the faculty of Ukrainian philology and journal-
ism (leader-organizer V. S&ehel’s’kyj) who take an active part in the annual
“Vertep” competitions, greeting their colleagues, residents and guests of the city
with “live Vertep”, as well as the public organization of the city of Kam’janec’-
Podil’s’kyj “Podil’s’kyj Brotherhood”, headed by M. Mosak.

At the present stage, school pupils’ organizations play a significant role in
preserving and popularizing the children’s game traditions of the Podil’s’ky;j
region. Members of these organizations are looking for and recording folk
games and rites from the first mouth and performing them in the children’s
team. For example, the district children’s organization of pupils
“Naddnistrjanocka” in the Zalis¢yc’kyj district of the Ternopil® region consists
of three smaller groups: “Rosynocky” (1% grade), “Dzerel’ce” (2™ — 3™ grades)
and “Strumo&ky” (4™ grade). Their mission is to visit junior pupils during long
breaks with the aim of teaching them folk games while providing leisure. From
the stories of respondents - teachers who coordinate this work - games such as
“Farby” (‘Colours’), “Kitty, Kitty, Sour Cream”, “Chovanky” (‘Hide-and-
Seek’), “Lapanka”, “More chvyljujet’sja raz” (‘The Sea is waving’), “Husy,
husy” (Geese, Geese), “Frogs” — are the most popular ones; the children also
like the ritual games — “Podoljanocka”, “Proso” (‘Millet’), “Mak” (‘Poppy
seeds’) and others. It should be noted that such games are easy to play and do
not require the organization of a special playground, and, consequently, can be
conducted both in school yards and in gyms. The activists working in the
Chmel’'nyc’kyj area, in the city of Kam’janec’-Podil’s’kyj and district educa-
tional departments developed a course named “Ukrainian Studies” (the creative
group “Regional studies” under the direction of the teacher of Verbec’kyj sec-
ondary school N. Jadvihun), the program “Popular game as a means of spiritual
and physical education”, Podoljanocka (for elementary school), structural-
functional models of collaboration of the school team with the family.

According to the principles of the Ukrainian Expedition of Student Youth
“Ukraine is my Motherland” in the Chmel’nyc’kyj region, its participants con-
duct research work, collect empirical data, record games, statistical information.
One of the directions of this expedition is “From the Parent’s Well”, which in-
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volves studying the traditional holidays, rites, household culture, folk crafts, in
particular folk games and fun. Processing the respondents’ answers (students of
the Faculty of Ukrainian Philology and Journalism of Kam’janec’-Podil’s’kyj,
Ivan Ohienko National University) to the quiz “Folk Games and Fun” and the
folkloristic quiz “Ukrainian Folk Games and Fun” (Séehel’s’kyj 2015, 529), de-
veloped by the educational ethnology laboratory staff, a generalized picture of
the current existence of the most popular games in Podillja was set. Children
play “Zmurky”, “Chovanky”, “Pidzmurky” (Hide-and-seek), “Farby”, “Cepi,
cepi, kovani” (Forged chains), “Father Panas”, “Kvac”, “Dohanjalky” (Catching
up), “Kozaky rozbijnyky”, “Fights”, “Zipsovanyj telefon” (Spoiled phone),
“Husy-lebedi” (Geese-Swans), “Nad zemleju” (Above the ground), “Plato¢ok”
(Handkerchief), “Zamorozky” (Freeze), “The third wheel”, “Pekur”, “Father
killed a boar”, “Lapanky” (Touchings), “The blind cat”, “Kvocka” (Mother
Hen), “The sea is waving”, “Broken dance”, “Mak”, “Podoljanocka”. Students
of the Kyjiv Taras Sevéenko National University (V. course, speciality: folklore
studies, Ukrainian language and literature, foreign language) conducted the de-
gree of the game practice roots and reflected it in the names in order to compare
the existence of popular games. They studied the games ‘“Podoljanocka”,
“Kvac”, “Hovanky”, “Kvass” or “Catch us”, “Curved mirror”, “Kvocka”, “Pla-
toc¢ok”, “Cat and Mouse”, “Daughters—mothers”, “Bytky” (on Easter), “Spoiled
Phone”, “Baba Kuca”, “Strumocok”, “We sow”. The students discovered the
tendency of giving similar names to the games and of following traditional rules.
They also described variational modifications of the games which they recorded.

Thus, having undergone the periods of confrontation, survival and revival,
the game practice of the Podillja region shows its resistance and ability for reno-
vation. It maintains the unity of generations, although one can observe new ele-
ments in the game reality, which are explained by the process of increasing the
mobility of population and use of the contemporary communication technolo-
gies.
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UPROOTEDNESS AND ROOTEDNESS
AS A CHALLENGE AND A FACTOR OF NATIONAL IDENTITY
(THE CRITICAL METHOD OF JURIJ LAVRINENKO)

Tetjana Sestopalova
(Ukraine)

Jurij Lavrinenko (1905—1987) is one of the most perceptive critics of modern
Ukrainian literature. He was an emigré, but he believed that due to World War
Il a phenomenon much more complicated than emigration had emerged in the
mid-twentieth century.

The aim of the article is to trace the sense of ‘uprootedness’ and ‘rooted-
ness’ in his life story and the ability to apply these concepts for understanding of
an intellectual’s critical method.

Keywords: rootedness, immigration, literary criticism.

BUKOPIHEHH I BROPIHEHHSI SIK BUK/IUK
I YYHHUK HAOIOHAJIBHOI ITIEHTUYHOCTI
(KPUTUYHHUIA METO/I IOPISI JABPTHEHKA)

Temsana Illecmonanosa

FOpiti Jlaspinenxo (1905—1987) € o0num i3 HAUNPOHUKIUBIUUX YKPATHCOKUX
JIMepamypHux Kpumukie mooeproi 0obu. byoyuu emiepanmom, esasicas, ujo 6
cepeouni XX cmonimms y 36’a3ky 3 I Ceimogoro Gilinolo Hapoouniocs ssuuye,
3HAYHO CKAAOHIWe, HidIC ‘emicpayis’.

Memoto cmammi € npocmedcumu ceHcu ‘GUKOpiHenHs I ‘6KopiHenHs 6
11020 HCUMMENUCT 1l MONCIUBICIL 3ACMOCO8Y8AMU Yi NOHAMMS OAA NI3HAHH
KpUMUu4Ho20 Memooy iHmenekmyanq.

Kniouosi cnosa: ykopinenus, emiepayis, nimepamypHa Kpumuxa.

The concept of rootedness belongs to the current sociocultural and philo-
sophical discourse. The topic of rootedness was outlined in the fundamental on-
tology of M. Heidegger. Simone Weil identified the problem of uprootedness, of
a person’s displacement from their inherent environment, and developed the
concept of rootedness as “the most important and the least recognized need of
the human soul, one of those which are hardest to determine” (Weil 1998, 61).
Community (family, ethnic and national community) provides ‘roots’ to a per-
son, a person associates himself with this community and takes an active part in
its functioning. In return a person partakes of the spiritual treasures of this com-
munity and has common expectations (prophecies) about the future. According
to Simone Weil, ‘rootedness’ gives an opportunity “to a person to feel almost
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full moral, intellectual and spiritual life through that particular environment and
those circles, belonging to which is natural for a person” (Weil 1998, 61).

Weil’s metaphor of rootedness marked a series of stunning political process-
es of the modern era and reflected a conscious foresight of the necessity to re-
store the fundamental principles of human existence, which were destroyed dur-
ing the Second World War®' . Therefore, the crisis of the modern era of the 20"
century was characterized by the concept of rootedness which was verbalized
with the irrepressible intellectual temperament of the author of the eponymous
work to deliver her civil and political position to the French society.

The loss of ‘roots’ is defined by Heidegger as the ‘unreal being’ of a person,
who for fear of ‘doom for freedom’ locks himself in to a narrow ordinary object
and social environments and rejects the ability to see anything beyond moderni-
ty (Heidegger 1997; 2002). Merab Mamardasvili also considers “ontological
rootedness of a person in the world” as a key issue of the 20™ century, even
though it was claimed by Descartes and Spinoza (Mamardasvili 1996). Persons
without ‘roots’ resemble blind people, because they are unable to comprehend
their particular existence in the wider context of the world and because they
have no ontological connections with the world. Here is the philosopher’s sad
observation, whose meanings became especially important in our modern time:
“I confess that one of my strongest experiences at one time was the experience
of the totally incomprehensible blindness of people facing what’s real. It is a
striking phenomenon when people look at something and don’t see, don’t make
any experience. Even if a lot of things depend on it” (Mamardasvili 1996).

The philosopher emphasizes that an intellectual has to ‘see’. He creates the
tension of understanding at which “the ontological relationships” of human ex-
istence can ‘happen’: “Because the tension of understanding requires tools. A
bow is not stretched only by hands; it is an invented tool which contains the
whole world” (Mamardasvili 1996). Considering the above-said, rootedness oc-
curs when a person overcomes the impression of randomness, physical limita-
tions, everyday existence and positions him/herself and his/her own experience
in the line of history and the culture of the wider community, ethnic or social
and cultural. ‘Uprootedness’ is a rupture of continuity that forces an intellectual
person to make efforts in order to restore the ‘ontological relationships’.

The knowledge of the modern Ukrainian culture of the 20" century provides
the analysis of “‘uprootedness’ and ‘rootedness’ as external (empirical) process-
es, on the one hand, and, on the other, internal (intellectual and creative psycho-
logical) reactions, intended to restore the lost unity and completeness with the
natural and native environment. The aim of the study is to point out the mean-
ings of uprootedness and rootedness as decisive factors for the process and re-
sults of the critical thinking of Jurij Lavrinenko (1905-1987), who was one of
the most astute and interesting modern Ukrainian literary critics of the day. Con-

1T, S. Elliot in the foreword to “Rootedness” said that the book was written in the last year of Weil’s life “dur-
ing the work in the French Military Forces headquarters in London, and comes”, in his opinion, “from official
memorandum, prepared by Simone Weil about that kind of politics, which must be carried out in France after
liberation” (Elliot 1997, 257).
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sidering the recommended size of the study, to achieve the goal we will limit
ourselves to two tasks: to portray the rustic, ethnic-national, educational attrib-
utes of the Ukrainian rootedness according to Jurij Lavrinenko, and to show the
influence of forced uprootedness on the way of his literary thinking.

Jurij Lavrinenko belonged to the post-revolutionary literary generation that
introduced the modern way of knowledge and interpretation of the national his-
tory and culture (literature in particular). He started in the 1920s and later on
became an active spokesperson and articulated ideas that defined Ukrainian spir-
itual and intellectual space throughout the second and third decades of that cen-
tury: ‘the romanticism of vitajizm’, art as a means of ordering the world and as
its guardian, the synthesis of Europe and Asia in the modern condition of
Ukraine.

His autobiographical and memoir writing contains the key concepts of criti-
cal thinking and the attitude to rootedness and uprootedness. His conviction that
it is the biography of a person that can disclose the most questionable points of
the life stand (both creative and active) confirms his statement about the phe-
nomenon of Maksym Ryl’skyj. Jurij Lavrinenko considered “his detailed biog-
raphy” as an explanation of Ryl’skyj’s “great patience and the duration of crea-
tive tension” (Lavrinenko 1964, 270).

In particular, Lavrinenko emphasizes the rustic tribal roots of his mature life.
He considered his native village CyZynci®* as a part of Ukrainian “prehistory” as
well as the modern history of Ukraine® and the ground for the history of his
family. The great-grandfather on his father’s side was a Cossack in the 18™ cen-
tury Zaporizzjan Si¢. After its destruction by the Russian authorities he returned
to the village where he founded and headed the salt and roach transportation
from the Crimea and the Sea of Azov (leader of ‘¢umac’ka valka’). His son An-
ton (Jurij Lavrinenko’s grandfather) was also a salt carrier (‘¢umak’). Jurij Lav-
rinenko’s father, after serving in the Russian imperial army and his inevitable
Russian language assimilation, became a farmer in the native village of Cyzynci
and gradually returned to the Ukrainian language (Lavrinenko 1977).

Jurij Lavrinenko called his relationship with his native land “the first recip-
rocal love”. Based on his stories, his daughter Larysa claimed that his childhood
passed in a “microcosm of eternal beauty and patriarchal traditions” (Lavrinenko
2005, 27). In adulthood this “microcosm of childhood” was transformed into a
matrix idea of beauty as a moral act in which a personality comes to be. A per-
son finds beauty in the home environment and gives it an important moral value

32 In the past it belonged to Zvenihorod county in the Kyjiv region and now - to the Lysjan-
skyj district in the Cerkasy region.

33 In the memoirs “My garden in the Arctic” (Mij sad v Arktyci) he considered the deep pro-
tective trench on the southern side of the village, the builders of which have long been forgot-
ten, as the confirmation of Cyzynci’s “prehistory”. He also mentioned there the records about
the village in the memoirs of the uprising of ‘Hajdamaky’, the great-power status of Bohdan
Chmel’nyc’kyj (the Ukrainian Hetman, the head of Ukrainian Cossak Liberation War, also
known as Cossak-Polish War or Chmelnyc’kyj Uprising which was in 1648-1657), “Kyjiv
Cossacks land” of mid-nineteenth century (Lavrinenko 1975, 25-26).
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and perceives it as well-being for himself. Socrates is known to have believed
that goodness and reasonability are the inherent features of beauty. In this re-
spect, the experience of full contact with nature gave Lavrinenko a model for the
understanding of beauty in his adulthood.

The component of Ju. Lavrinenko’s rustic family education transformed into
the concept of mature intellectualism during his study. It became the basis on
which the national consciousness began to form in the Medvyn city school
(1917-1919). 1t is well known that at one time Medvyn actively resisted the
Bolshevik government and fought against it. Ju. Lavrinenko considered the his-
tory of that village as an example to understand the historical Ukrainian drama
of the modern period and as one of the priority factors in the formation of the
self. He kept in his apartment the book “Medvyn on fire” by Ivan Dubynec
(New York 1952) until his death. “I became ukrainified in the Medvyn School”
(Z Medvyns koji Skoly ja vyjsov ukrajinizovanym) he noted in his memoirs “My
garden in the Arctic” in the late 1970s (Lavrinenko 1975, 52).

The Uman’ Agriculture school where Ju. Lavrinenko studied from 1920
through 1925 combined his incliniation towards his rustic family roots and his
desire to open up for himself the world of culture. Ju. Lavrinenko interprets his
commitment to education as a symbolic event: “It belongs to the mystery of the
Ukrainian revolution. Besides its agricultural issues as the driving force, besides
intellectual-peasant movements to the Cossacks, the mass movement of young
people and even children to education was the one of the most important aspects
of this revolution” (Lavrinenko 1975, 49). Among the future agronomists were
those who read a lot of artistic and philosophical works, and critically assimilat-
ed what they had read through discussion and debate. The Sophia Park (‘Sofi-
jivka’), a fundamental school library for forty thousand volumes of world litera-
ture and classics of sciences and the Humanities, meetings with contemporary
writers (Volodymyr Sosjura, Mykola Bazan) bore the most attractive value to
Ju. Lavrinenko, and these things crucially influenced the formation of his ethical
standards (Lavrinenko 1975, 80). Besides, the Uman’ years are notable for the
transformation from rustic and ethnic beginnings to his political and national
consciousness. Under the pressure of the revolutionary turmoil, which had clear-
ly expressed a national liberation orientation, the agricultural school for the first
time in its long history gave students an opportunity to learn the Ukrainian lan-
guage and literature: “In fact, human national identity” (Lavrinenko 1975, 85).
Thus, the Uman’ students saw themselves as ‘Soviet’ people from a ‘Ukrainian’
perspective. At this time, “the Russian Soviet government” (hereafter underlined
by Ju. Lavrinenko — T.8.) stated itself in Sofijivka in the image of ‘the Ukrainian
government’ to tolerate the attitude of the Ukrainians to Soviet power (this issue
is highlighted in Sestopalova 2010, 64).

Moving to Charkiv in 1926 had a major practical reason: to escape from the
excessive specialization of schools (Lavrinenko 1985, 7). But the substantive
‘jump’ from agronomy in Uman’ to philology in Charkiv reveals how a rustic
and natural bent of a person can give way to the literary beginnings. Yesterday’s
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farmer feels awe in front of the historical university (the first one on the ‘Left-
Bank side’ of Ukraine!) where he will study now. As a matter of fact the Soviet
government restructured it into the Charkiv Institute of People’s Education,
where the Humanities and arts component was essentially withdrawn for the
sake of the military and political one. But Ju. Lavrinenko felt reverence to the
university as to the eternal Temple of Knowledge and Science, and this feeling
was reflected in his life forever’*.

Presumably, it partly explains the fact of Lavrinenko’s intense self educa-
tion, the development of the ‘university’ only in the bosom of personal existence
while the real university “nominally disappeared” (Lavrinenko 1985, 63), be-
coming a social and political institution rather than academic. In terms of the
strict regulation of philological subjects the students who had a genuine desire to
learn, studied the works of Oleksandr Bilec’kyj, Leonid Bulachovs’kyj, Ahapij
Samraj, Pavlo Ritter and Natalija Mirza-Avakjanc.

It was during the university presentations of Oleksandr Bilec’kyj that the
concept of Neobaroque in the critical thinking of Ju. Lavrinenko was formed
(Lavrinenko 1975, 134). Later this concept will play an important role in many
of his research plots. As a student, he formulated an idea of artistic beauty: “In
the course of “Literary Theory and Methodology” Oleksandr Bilec’kyj promot-
ed a fundamental idea of ‘beauty’ as a sovereign value in itself ... and as the true
philosophy of creativity and basic material for it”. Genuine literary achieve-
ments are not the product of borrowings or spontaneous emotional improvisa-
tions. They are the results of collaboration of sense and mind (underlined by Ju.
Lavrinenko — 7.$.). It was interesting to hear at the time when famous poets fol-
lowed Sosjura’s motives: “The waves have come down, sing, sing, because of
being unable to keep what’s pouring over the edge” (Vze naletily chvyli, spivaj,
spivaj, bo vtrymaty ne v syli sco lljet’sja cerez kraj). But Bilec’kyj’s point re-
flected the call of Chvyl’ovyj> “to learn to think and feel. And now it seems to
be the main thing, which Charkiv has taught me” (Lavrinenko 1975, 134). Very
illustrative here is his intuitive grip of the phenomenological idea of the “bound-
less feelings of the mind” (M. Mamardasvili) by a literary critic, which formed
the basis of Ju. Lavrinenko’s literary criticism.

In fact, within those few years in Charkiv Ju. Lavrinenko became an inter-
esting and fairly-known literary critic and author of three books about the fa-
mous Ukrainian modern poets Vasyl Ellan-Blakytnyj, Vasyl Cumak, Pavlo
Tyc¢yna. Each book and article was an attempt to delve into the current problem
of creativity, to explore the possibilities of revolutionary art, to warn writers
against hypocrisy and emptiness of writing.

3 Eloquent in this sense is Ju. Lavrinenko’s attitude to the founder of the Charkiv University
V. Karazin. In the “brief documented research” “Vasyl Karazin — an architect of the Renais-
sance” (1975) he idealized this true servant of the Russian Empire as a builder of the whole
modern Ukraine, creator of “the New Athens” of Ukraine, not as a builders of the local Char-
kiv or even Sloboda region (‘Slobozansé¢ina’) (Lavrinenko 1985, 60-61).

35 Mykola Chvyl’ovyj (1893—1933) was the leading writer of Ukrainian modernism.
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Quite revealing in this regard is the fate of Ju. Lavrinenko’s speech “The
Problem of Style”. He made this speech at the fifth congress of the Union of
peasant writers “Pluh” (1930). This work supported the artistic concepts of My-
kola Chvyl’ovyj (‘romanticism of vitajism’) and Mykola Zerov (‘neoclassical’)
and contained distrust in the artistic possibilities of socialist realism® after the
defeat of the literary discussion of 1925-1928.

It is important to emphasize that Chvyl’ovy’s slogan ‘romanticism of
vitajism’ did not correspond stylistically and ideologically to the nature of the
Russian Bolshevik Revolution and the subsequent policies®’. That is why Lav-
rinenko’s “Problem of Style” could not solve the conflict between Ukrainian
national post-revolutionary literature and the Soviet political regime. “The Criti-
cism” newspaper’® saw grains of ideological sedition in Ju. Lavrinenko’s text
and responded with a murderous review. It determined for the author the fate of
‘enemy of the people’ in a concentration camp of the extreme Russian north.

Two arrests (1933, 1935), five-year’s imprisonment on the Tajmyr Peninsu-
la, three years of ‘free settlement’ — that is the price which Ju. Lavrinenko paid
for his naive theoretical attempts to withdraw Chvyl’ovyj’s and neoclassics’
style search from the political sphere and return their aesthetic value. That is
how the Soviet authorities started the ‘uprootedness’ of a man from his profes-
sional niche, social order, creative and intellectual realms.

Lavrinenko’s agronomic training suggested the idea of trying to grow vege-
tables in the Arctic. This made possible a short Northern spring-summer season

3¢ Chvyl’ovyj sensed a kindred spirit in the young critic and invited him to the post of secre-
tary at “The Literary Newspaper” publishing house. “Chvyl’ovyj wanted to return “The Liter-
ary Newspaper” to literature and raise it to the level of the best West European literary news-
papers. He unfolded their samples in front of me exactly where we talked” (Lavrinenko 1975,
148, second version of the page). Among these samples were the issues of Paris, Berlin,
Polish literary newspapers, which had to become the model for new Ukrainian literary period-
icals. It is known that Chvyl’ovyj did not implement his plan, and Ju. Lavrinenko was increas-
ingly feeling on himself the power of the Soviet tyranny, being in a dangerous situation.

37 In his essay “The Literature of Vitajism” Ju. Lavrinenko will contrast “the spiritual ideal
of Russian and Ukrainian nations in their high literature of the revolution period: “Congenial
works of the Russian Revolution — Alexander Blok’s “Twelve” and “Skyfs” — confronted
congenial works of the Ukrainian revolution — Pavlo Tychyna’s “The Clarinets of the Sun”
(Sonjacni klarnety). The image of the revolution as a “terrible revenge” to the world was op-
posed by the image of revolution as a liberation and unification of the man with the universe”
(Lavrinenko 2004, 941). The basis of both revolutions lies in the complex of revenge, but its
results are different. Russian literature dwells on the evil revenge. The Ukrainian one over-
comes the spirit of revenge and raises the idea of space, light and rhythm as a way to harmo-
nize the world. Ju. Lavrinenko offers to the reader the opposition of the evil revenge / space
light rhythm, strange / own, death / rebirth as mental structures that define the phenomenon of
Ukrainian literature between 1917-1933.

38 1t was a literary critical issuance in Soviet Ukraine between 1928—1941. It was ideological
control of how writers followed the Marxist-Leninist (in fact, Stalin’s political line) point of
view on literature. The name “Criticism” (1928-1931) was changed to “For Marxist-Leninist
criticism” (1932-1935), and finally to “Literary criticism” (1936—1941).
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to work on the land and to be relieved of the quarries, where most prisoners
worked, and gave a chance to survive physically in inhuman conditions.

In fact, ‘uprootedness’ from the intellectual and cultural environment re-
turned him to work on the land from his very first arrest in 1933. That impris-
onment ended with a conditional discharge and a prohibition to leave Charkiv or
do literary work. In order to earn money Lavrinenko got a job at “Charkiv gar-
den and design nursery and floriculture”. In this case he joked that literature and
flowers both belong to the aesthetic sphere, but replacement of one with another
is not equal. After the Tajmyr concentration camp he again went back to work
on the land in exile in Kabardino-Balkaria.

Lavrinenko obtained an opportunity to return to the Humanities only after
Soviet imprisonment and exile uprootedness from his profession. His experience
in the DP-camps gave him a chance to get a ‘Staying at Home University’ as a
way of intellectual rehabilitation. He carefully studied the previously inaccessi-
ble works of political scientists, historians and philosophers. Lectures for camp
residents during 1945 under the title “Ukrainian intellectuals in the struggle for
the spiritual self” contained the ideas of personalistic spiritual and intellectual
history of modern Ukraine.

Participation in the Artistic Ukrainian Movement (Mystec 'kyj ukrajins ’kyj
ruch), editing of the journals “Zveno” and “Litavry”, the newspaper “Ukraj-
ins’ki visti” was aimed at building an intellectual environment for the Ukraini-
ans in DP-camps across the western border of the USSR. The task was to organ-
ize people for free self-realization in creative and intellectual ways, considering
the lessons of the national history.

Deficiency of Ukrainian spiritual and cultural ground in exile is recognized
by Lavrinenko as an existential problem reflected in all his intellectual and liter-
ary activities. In a letter to Jurij Serech (Sevel’ov) he focuses on the idea of “true
life” provided by the national space®: “You look askance at my eastern-
Ukrainian amateurish articles (in the original letter schidnjac ki statejky — T.S.),
and you even call that unborn journal*” an eastern-Ukrainian advance payment
(avansom schidnjac ’kym — T.8.)"". I'm not offended, because I believe that writ-
ing what you think you do it sincerely. But before several years of this exile pass

39 The letter was written during the controversy with Ju. Serech (Sevel’ov) about the possibil-
ity to issue a non-partisan Ukrainian journal. Ju. Lavrinenko linked this idea to the newspaper
“Ukrainian News” (“Ukrajins’ki visti”), where he worked at the time and which was the po-
dium of Ukrainian Revolutionary Democratic Party that gathered around itself many former
refugees from the Soviet (eastern) parts of Ukraine. Its leader Ivan Bahryanyj saw the success
of the Ukrainian national liberation struggle in its proximity to the broadest Ukrainian public,
clarity of its objectives and mode of action. There, not just in a narrow segment of the nation-
al elite, must be rooted a powerful political organization (program principles URDP 1997,
670-671). Some circles of the emigration sharply criticized URDP for these ideas and consid-
ered its ideological line (egalitarianism, democracy, increasing the role of people in history)
as an attempt to drag Bolshevism (schidnjactvo) to the West.

40 Lavrinenko was talking about the journal “The Contemporary” (Sucasnyk).

I A hint that Sucasnyk will finance political emigrants from the Soviet Eastern Ukraine.
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you might think otherwise. It may seem to you then that this was a justified or
unjustified attempt to stay at the roots of life — Ukrainian life, and thus all life.
Not to give up to the wind to roll you like a dry and lifeless piece of garbage in a
foreign land” (Lavrinenko 03.20.1948).

This letter indicates Ju. Lavrinenko’s rootedness in local Ukrainian space —
his small home, through which a person identifies himself with the national
community and the homeland — Ukraine. Here, we believe, we should look for
answers to the questions about the lack of Ju. Lavrinenko’s realization (as the
inability of successful social and cultural integration in the new environment and
the inability to find his own place in the pragmatic relations of the environment)
in exile, his full commitment to the Ukrainian cause in the United States. He
failed to respond pragmatically to the New — literally and figuratively — World,
he was too Ukrainian, too connected with the land where he was born. There-
fore, all his activities of that and later times had always Ukrainian context.

After all, immigration is recognized by Ju. Lavrinenko as a disaster com-
mensurate to totalitarianism. So, his activities in Europe and later in the USA
absorb this aspect of existential anguish, which transforms into the motive of
tragic despair in his private correspondence. But in his essays and other literary
works that anguish correlates with the concept of tradition and hard work. This
is evident in the study of Jaroslav Polis¢uk (2008, 241). Ju. Lavrinenko some-
time in the early 1948 wrote to Ju. Serech: “You do not know that while I lived
in Mittenwald, I was an editor in Ulm, a secretary, a technical editor and a head
of the Ukrainian branch of the newspaper*’, simultaneously edited “The Con-
temporary”, wrote articles, submitted to the press “In masks of the era”, “At the
examination of the Great Revolution”, fought with Ulm’s quagmire at every step
... Physically, my family and I are falling to hell and “going generally crazy” and
I have no physical possibility to write letters. This is penalty. Emigration is a
much worse punishment than Tajmyr. But the man was created to “compete” —
and keep moving, moving” (Lavrinenko 1948 [late March]).

Externally, this period of Ju. Lavrinenko’s literary activities hardly reveals
his literary priorities. However, at that time the intellectual person, who had
been taken away by the totalitarian system from the cultural and intellectual
world for about eight years, forms his own recognizable academic style, the an-
gle of thinking that integrates historical and philological research. This style
contains the concepts of ‘root’ and ‘rebirth’ as the philosophemes of national
existence.

Jurij Lavrinenko’s work in the USA was most efficient. There is a recog-
nizable way of critical perception and representation of the researched subjects
in his works. The main theme is Ukrainian modernism and its destruction by the
Russian-Soviet authorities in the 1930s. He promotes the art of the 1920s as a
model for young Ukrainian poets of the 1950s in America. His writings reflected
the global ambitions of Ukrainian literature, such as the “Ukrainian Literary
Newspaper”, PEN-club’s Ukrainian section, strong support of young Ukrainian

2 This refers to the newspaper “Ukrainian News”.
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artists in America, verbalisation of the problem of existence of Ukrainian artistic
outlook in the USA. At the same time, each work had indelible rootedness in the
national soil and was addressed to Ukraine.

As a matter of fact, the whole Ukrainian-culture-building work of Jurij Lav-
rinenko abroad was directed at the threat of disappearance in alien cultural con-
ditions. In 1971 he remarks: “Man cannot overcome or endure fate. He cannot
escape from it, because however good the myth of the universality of emigra-
tionism could be it is still only a myth” (Lavrinenko 1971, 18).

For him, as a direct witness of the Ukrainian national disaster after the revo-
lution, the witnessing of the ‘executed renaissance’, the defeat in which he also
considered his own emigration, echoed in incurable pain. Thus, speaking of the
“head over heels clipped failure” of Pavlo TyCyna “from the highest peak of
tragic tensions”, the critic describes this failure as an instinctive reaction of self-
preservation: “Otherwise for TyCyna it would be the way to destruction, mad-
ness or ... into an exile” (Lavrinenko 2004, 950). What is it? Three different pos-
sibilities of choice or reference to the fatal accident of personality, manifested in
various forms: physical death, psychological death, ‘uprootedness’ as spiritual
death, imminent in isolation from viable sources of their own identity? Lav-
rinenko as many other intellectuals of that wave of immigration sharply felt the
danger of this latest form of conversion into oblivion.

Is it proper to make a resolute statement that the concept of emigration cor-
responds exactly to the situation of existential irrevocable disappearance, irrevo-
cable ‘uprootedness’? Probably not, because thousands of former Soviet citizens
‘wanted’” and ‘searched” western borders frightened to return to the Bolshevik
regime, in other words, they looked for a chance to emigrate, as Jurij Serech
wrote (Serech 1998, 23)? In emigration many Ukrainian intellectuals, such as
Ivan Kogelivec’, Volodymyr Kubijovyé, Dmytro CiZevs’kyj, Oleksandr
Ohloblin, Mychajlo Vetuhiv, Jurij Serech, Ivan Lysjak-Rudnyc’kyj got an op-
portunity to stay alive and to continue their research of Ukrainian history, litera-
ture and arts. Emigration gave the hope of a ‘genuine life’, a new rootedness af-
ter the acute loss of communication with the native environment. And that is
how it was rediscovered.

Ju. Lavrinenko, in a series of radio programs called “Literary World” said
that young writers of the Ukrainian Diaspora were missing the specific ground
to maintain their national identity; nevertheless, the new forms of national exist-
ence in exile were being created. It is characterised by the penetration of the
Ukrainian ethos in the new spatial and cultural conditions. He said: “emigration
deprives of the soil ... But, on the other hand, emigration enables creative free-
dom, provides acquaintance with the world, gives perspective, the distance from
which we can see the tragedy of our native land, as well as the life of the world.
Anyway, world literature in the large part is created by immigrants” (Lavrinenko
1961-1966, #1).

In his letter to Jurij Luc’kyj, Lavrinenko also defines the problem of the his-
torical and cultural formation, into which emigration had gradually transformed:
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“For I do not think that you have believed yourself and have forever quitted
Ukrainian and Slavic studies. You may say that you are not an emigrant. Every-
one can say so. Am I an emigrant? I am a citizen of the United States. I work at
an American institution. This is something more complicated than ‘emigration’
— this phenomenon is peculiar for the middle of the 20th century” (Lavrinenko
05.24.1963).

Despite the brevity of the above mentioned considerations, they include at
least two points that may affect the study of rootedness in exile issues. First,
Ukrainian studies are interpreted as a conscious intellectual choice of those indi-
viduals who have passed the high social and cultural barrier between themselves
and the new habitat, in other words, have some new roots in new soil already.
Second, the concept of ‘emigration’ requires some intellectual understanding
and spiritual effort to combine the memory of the native soil and new experienc-
es on a new ground.

Edward Said in “Reflections on Exile” emphasized the substitute way to
adapt to the new ground. “An exiled person is being proposed a new set of
shackles and bonds; he swears to be loyal to the new idols. But at the same time
he loses something, that is a critical view of things, wise restraint, moral cour-
age” (Said 2003, 260). The loss specified here means a fundamental change in
the individual consciousness that transforms and rebuilds the ways of perecep-
tion and interpretation of the world. A person experiences this loss through the
concepts embodied in images (verbal, written and otherwise) (Mamardasvili
1997, 01), that reflect his state of mind and consciousness.

This can be seen in Ju. Lavrinenko’s critical reflection, which clearly indi-
cated the idea of soil, rootedness, roots, growing, growth. Lavrinenko paints a
picture unique in strength of emotions, imagery and philosophy to convey to Ju-
rij Tarnavs’kyj his critical impressions on his book Memoirs (Munich 1964). A
sensitive image here is a self-reflection of “purely human depth” (Basljar 2000,
18). There is an existential and intellectual key to critical thinking there:
“Memory is an abyss, we can evoke in ourselves only millionths of it, and trans-
fer to paper in the form of good works — even less. It is an infinitely delicate
thing. In your “memoirs” it is often seen how microscopic threads of memory
are tearing, and how they are being replaced with a word or an image, created by
today’s you, Jurij of that exact moment, in which he wrote it or thought about it.
I have a dog’s smell to such things, and I can somehow hear that — whether from
the depths of my memory of the distant past or from the spiritual musings of to-
day.

That’s why I felt it necessary to aid myself with the relative comparison of
the human memory to the underground crown of tree roots. That crown is tre-
mendous because of its branchings of microcosms. No one ever in the world
could separate the crown from the ground and show it naked. For the tiny root
hairs are ripping from your breath, to say nothing of the touch” (Lavrinenko
12.21.1964).
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The image of abundant living roots in the soil is amplified by the image of
‘manual’ immersion in the texture of the matter, which also includes human
memory: “As if the author draws root crown’s soul, like a tree, including mil-
lions of microscopic root hairs. It turns up underground soul’s crown (roots).
This is an extremely sensitive mastery. You should make clay wet, release eve-
rything from mud pieces, and not rip a single hair. ... Haven’t you understood
how that is achieved? By images, similes, metaphors, paintings, sculptures?”
(Lavrinenko 11.21.1964).

The idea of uprootedness and rootedness is implicated in the essay collection
called Cuts and Sprouts (1971). That book was dedicated to the senior (those
who left Ukraine in adult age) and the younger writers (those who had grown up
in exile). Among the younger ones there are poets of the New York Group. It is
a well-known fact that Ju. Lavrinenko gave them the first positive evaluation. Its
main reason is that the critic saw them as successors of the “fallen”, “shot”, “re-
pressed” modern Ukrainian art®. Eloquent was the parallel that Jurij Lavrinenko
conducted between NYG and the Ukrainian ‘sixties’ (Sistdesjatnyky), one of the
major achievements of which was returning a man ‘from the ground’ to litera-
ture: “I’'m deeply in NYG, because that is after all the only thing that is still in
our literature. The sixties are nearly strangled there” (Lavrinenko 03.05.1971).

Later Ju. Lavrinenko shows his role toward the poets of NYG in his letter to
Borys Oleksandriv (Hrebins’kyj): “I invested a lot of work and energy and pa-
tience in the beginners group that later formed the New York Group. Very diffi-
cult material, painfully vulnerable ... The easiest thing was to remove them from
Ukrainian literature. 1 tried to avoid this. Not everything satisfies me. But 1
know one thing that where they are now used to be an empty space, and it
wouldn't be better for Ukraine and its literature. Is this a discussion thing? Yes.
We must allow them to settle, turbidity may settle, because it is life” (Lavrinen-
ko 12.19.1970). The famous anthology Executed Renaissance (1959) also con-
tains the idea of resisting uprootedness with the memory of the political catas-
trophe of modern Ukraine embodied in the fates and works of artists.

S. Weil wrote, people sustain themselves with a network of roots. They de-
fine the perception of someone’s moral, intellectual and spiritual life through the
combination of an individual with its organic community environment. Interfer-
ence of various circles is equally needed along with rootedness in the natural
environment. “But a certain circle should perceive external influence not as a
contribution, but as a stimulus intensifying one’s own life” (Weil 1998, 36).
Ju. Lavrinenko senses emotionally and realizes deeply the fact of his uprooted-
ness/ displacement by the Soviets from the Ukrainian social, political, cultural

4 The letter to Zenja Vasylkivska from 6.13.1958 confirms the above mentioned: “It aches
madly, to despair, that such a wonderful brilliant start was terminated via barbarian’s hand. |
am fascinated with your group, as with the hope, that the young [poetry — T.$.] cut off once
will grow back and flourish with genuinely renewed strength and form and character” (Lav-
rinenko 6.13.1958).
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and philological environment. This fact makes him attempt to root into another
ground constantly, at the slightest opportunity.

There was an active renovation of knowledge in literature, philosophy, soci-
ology, in the DP-camps, there was an organization and fostering of the Ukraini-
an literary process in the USA, it was an intense creation of the root imagery of
his own critical thinking to identify the meaning and aesthetic impact on the
readers of Ukrainian artists in exile. Ju. Lavrinenko focused on the Ukrainian
issue in the New World. It was an existentially grounded position of the intellec-
tual, who due to his writing comes back to the point where, in his opinion, ‘real
life’ is concentrated. He heard the call of what did not happen and where he did
not come to be himself. His awe in the face of ‘real life’ and high culture, of
feeling the loss of this real life determined the neoromantic pathos of Lavrinen-
ko’s presentation of the Ukrainian literary history from 1920-1930.

Uprootedness (arrest, hard labor, exile, and emigration) launched in Jurij
Lavrinenko a process of self-perception as an intellectual tragically robbed by
the Soviet system, but not subdued. His life, certainly, bore the trauma of losing
his roots in the native national environment, but also worked this trauma
through: revolved among the people and events that gave hope of recovering lost
relationships, opportunities, the inclusion of the huge potential of Ukrainian
modernism in the 1920s in a new ethnic-mental and cultural-artistic reality in the
United States, to make it finally and fully reveal. At the same time, the ‘ontolog-
ical rootedness’ of a man of the Humanities in a new time and space does not
occur. Ju. Lavrinenko maintains the memory of the national culture and its at-
mosphere caused by the ‘romanticism of vitajism’. From this perspective, he
comes forward not as a critic of contemporary literary process, but a mediator of
Ukrainian modernism of the 1920s, of its heroic myth and tragedy.
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