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CTaTTA NpuUCBAYEHA AOCNIAMKEHHIO B3aEMO3B’A3KY MK /liTEpaTypHO-XYAOKHIM Ta ¢inocodcbKum
AMCKypcamm B npoueci Bepbanizauii 3arafbHOKYAbTYPHUX CMUCAIB ByTTA, Nobya0BM LiNiCHOT KoHuenwuii
NOAMHM K HaA3aBAaHHA TBOPEHHSA Ta BigTBOpPeHHs (iHTepnpeTauii) niTepaTypHOro TBOPY Ha NpuKAaai Tpa-
reaii B. Lekcnipa «famneT».

Memoro cTaTTi € npounTaHHa Tparegii B. LLeKkcnipa «famneT» B KOHTEKCTi igelt GppaHLy3bKOro MUCIu-
Tens E. JlesiHaca, ogHoro i3 3acHoBHMKIB dinocodii aianory. 3aBAaHHA CTyAii — XapaKTepUCTMKA 3HAYEHHSA
AianoriyHoro 6ayeHHA 0coOBUCTOCTI /19 CY4aCHOTO NPOYUTAHHA KNACUYHUX TBOPIB CBITOBOI /liTepaTypw, PO3KPUT-
TS BaXKAMBOCTI Ajanory Mixk XyLoHim Ta ¢inocodpcbKnMm gMUCKypcaMm y NPOLLECi MisHaHHA NoAnHM Y ii B3aemog;i
3i cBiTOM, po3rnag obpasHoi cuctemu Tpareg;i B. Lekcnipa «Famnet» y cBitai pinocodii «iHworo», pospobaeHoi
B npausx E. /lesiHaca «Yac Ta iHWwHiA», «['ymaHi3m iHWOT NtoanHN». OCHOBHYMW MemoOamu LOCNIAKEHHS CTa-
JIM KyNIbTYPHO-ICTOPUYHMI Ta FepMEHEBTUYHMIA METOAM, 3aCTOCOBaHI Ha T/i 3acaaHMumxX igen dinocodii gianory.

Y cratTi Tparegia B. Lekcnipa «lamneTt» pos3rnagaetbcs AK npoToTekcT dinocodcebkoi npaui E.
JNleBiHaca «Yac Ta iHwui». LLekcnipiBcbKi pemiHicLeHLi XapaKTepu3yoTbCca K BaXKAMBI B NAaHi CTaHOB-
JIeHHSA NeBiHaciBCbKOI KoHLUenuji toanHK. 3a JleBiHacom, CyTHICTb NHOAMHU PO3KPUBAETLCA Y AiaNoriyHil
B33aEMOLIT 3 [HWMM, LLLO A3E MOXKAMBICTb BUNTU 33 MENKi TENEPILLUHbOrO AK CBOEPIAHOIO NOJIOHY, BigHANUTK
3B’A30K 3 MaWbyTHIM, y AKOMYy Cyb’€KTa BXKe He iCHYE, AOCATTU MOZAIEBOI NOBHOTM OyTTA, AKa Beae A0
rapMOoHii, BiAKPUBAE WAAX A0 TPAHCUEHAEHTHOro cyb’eKTa Ta BiYHOCTI.

Mobyaosa 0bpasHoi cuctemu Tpareg;i B. LLiekcnipa «amneT» g03BONAE 3iCTaBUTU FOIOBHOIO repos 3 pis-
HUMW BapiaHTamu [HWOro, AKi HabyBatoTb 0COBAMBOIO 3HAYEHHA AJ1 HBOrO B XOAi peanisauii Boni Mpusunaa.
PosropTaHHs 4ji MmoxKe byTu iIHTEPNPETOBaHE fAK TaKe, WO Ma€ y CMUC/IOBOMY MiATEKCTi BCTAHOB/IEHHS Ajanoriy-
HOI B3aemogji Mixk 6aTbKom i cuHoM. O3HayeHa B3aEMOZiA peanisyeTbCs Ha NOAIEBOMY PiBHi K MOBHOTA 0CObBUC-
TicHoro 6yTTa nepcoHais (nepeaycim Famneta i Mpuenaa), Wo BUABAAE cebe y NoAoNaHHI bap epy MiXK KUT-
TAM | CMepTIO, BiIHOB/IEHHI HOPMaJILHOTO PYXY iCTOpIi, CTBEPAKEHHI HEObXiAHOCTI NepeBary Aobpa Hag, 310M.
3HauyLMMM Ta METOHIMIYHO EKBiBaNIEHTHUMM BaTbKy-KOPO/ItO BapiaHTamu IHWoro ana Mamneta cratotb Mopa-
Liio, aKTOp (MaeTbcA Ha yBasi Meplumit akTop), Ta 6aaseHb Mopuk (NosacLeHiuHMil NepcoHa — repoii cnoragjs
NMPUHLA), KOXKEH 3 AKMX aKTyasli3ye YMOBU AOCATHEHHSA iCTUHHOT AjanoriyHOT B3aeMoaii (HanexHicTb 40 TpagmLii,
34aTHICTb [0 eMnaTii, KapHaBaibHa cBO6OAA Ta 3yMOB/IEHA HEto GaMiNbAPHICTb KOHTAKTY 3 iHLLIOK NH0AMHOM).

Knrovosi cnoea: B. Llekcnip, E. /JlesiHac, KoHuyenuis ao0uHU, mpazedis, ginocogis Oianoey,
MemOoHiMiYHi 8apiaHmu IHWo20, KapHasasbHe ceimocrnpuliHAMms, mpaouuis.
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of literary studies, provoking researchers to look for new methods and approach-

es to its analysis and interpretation, new contexts to expand the horizons of
knowledge and deepen understanding. While actively exploring the achievements of other, pri-
marily English-speaking, countries [MocksiTiHa, 2014; TopkyT, 2003], Ukrainian literary criticism
is developing its own coordinate system for interpreting this “literary Sphinx” [cited by TopkyT,
2015, p. 148]. Shakespeare’s tragedy is considered not only in connection with the study of Eng-
lish literature of the late Renaissance [/1azapeHko, 2011] but also against the background of the
entire Shakespearean and, in particular, “Hamletian discourse” and its Ukrainian version [Yep-
HAK, 2011; TopkyT, 2015], in the context of analyzing the influence of “Hamletism” [TopkyT, 2015,
p. 165] on the processes of philosophical and artistic self-knowledge [baHapoBcbKa, 2012; Top-
KyT, 2015], in the situation of existential choice, setting the benchmarks for national self-deter-
mination [/laHoBUK 3., JlaHoBMK M., 2016]. Ukrainian Shakespearean studies are represented
by the works of O. Bandrovska [baHapoBscbKa, 2012], H. Horenok [FopeHoK, 2004], D. Lazarenko
[NasapeHko, 2011], Z. and M. Lanovyk [/laHoBUK 3., JlaHoBUK M., 2016], |. Limborskyi [Jlim6op-
cbKuin, 2010], V. Marynchak [MapuHyak, 2011], N. Torkut [TopkyT, 2003; TopKyT, 2015], Y. Cher-
niak [YepHsak, 2011] and other researchers.

Along with numerous sources devoted to W. Shakespeare’s oeuvre, from classic to the
newest ones such as D.S. Castan’s [Castan, 2001], L. Erne’s [Erne, 2003], J. Kingsley-Smith’s [King-
sley-Smith, 2003] and H. Klein’s [Klein, 2019], to mention but a few, and with works addressing
Levinas’s philosophical legacy ([Derrida, 1978], Dukhan [AyxaH, 2010], Eselev [Ecenes, 2012]),
there are also studies defining the connections between the two authors’ creative worlds [Leh-
nhof, 2018; Gold, Goodhart, Lehnhof, 2018]. Attention should be paid to J. Robbins’s “Altered
Reading. Levinas and Literature” [Robbins, 1999], which links Levinas’s philosophical views and
ethical concepts to the experience of reading the classics of world literature. The study charac-
terizes the concept of “altered reading”, which is relevant in the context of the dialogical inter-
pretation of the phenomenon of a literary work. However, the problem of Shakespearean motifs
in Levinas’s texts and the interpretational potential of the dialogical approach to Shakespeare’s
works leave much room for research. K. Lehnhof [Lehnhof, 2018] focuses on this, emphasizing
the importance of a pluralistic interpretation of a classic literary text, which makes the text alive
in accordance with its dialogical nature, openness and interest in every person’s opinion.

The article aims to interpret W. Shakespeare’s tragedy “Hamlet” in the context of ideas of
the French thinker E. Levinas, one of the founders of the philosophy of dialogue. The tasks of
the study are to reveal the importance of dialogue between artistic and philosophical discours-
es while cognizing the human being in his interaction with the world and to consider the system
of images in W. Shakespeare’s tragedy “Hamlet” with regard to the philosophy of the Other, de-
veloped in E. Levinas’s works “Time and the Other” and “Humanism of the Other”. The main re-
search methods include culture-historical and hermeneutic methods applied in addition to the
fundamental ideas of the philosophy of dialogue.

The experience of reading classic works of literature, particularly those of W. Shakespeare,
0. Pushkin, M. Lermontov, M. Gogol, F. Dostoevsky and L. Tolstoy, played an essential role in the
development of the concept of man within Levinas’s philosophy. Although the philosopher treat-
ed art with caution and considered artistic representation a duplication of the world, which diso-
rientates the subject and drags it into a dangerous game with the realness of being [dyxaH, 2010,
p. 204], he remained an interested reader of literary classics [Robbins, 1999]. The masterpieces
of classic literature became the basis for his reflections and conclusions and provided numerous
illustrations of various philosophical assumptions. The dialogical nature of literature and the very
existence of a literary work as an intentional object comply with Levinas’s fundamental attitudes
about the dialogue between the ego and the Other. Although Levinas repeatedly argued that a
work of art denies the very possibility of dialogue with its completeness and cannot be a tool of
cognition and understanding because it seems to dissolve the subject matter and strip it of re-
ality, he gave special attention to imaginative literature in general and poetry in particular. Levi-
nas introduced criticism of art that seems to contradict both the apologia of poetry set forward
by Heidegger in his philosophical views on being and the experience of avant-garde art, with its
extreme subjectivity and wilfully experimental approach to living reality. The philosopher’s mind

W. Shakespeare’s tragedy “Hamlet” has been an important object of various kinds

10



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

always remained open. This openness meant not only reference to other philosophers — his pre-
decessors and contemporaries (Socrates, Parmenides, Plato, Plotinus, Descartes, I. Kant, G. He-
gel, A. Schopenhauer, F. Nietzsche, H. Bergson, M. Buber, E. Husserl, M. Heidegger, J. Derrida,
M. Merleau-Ponty, G. Marcel, J. P. Sartre, S. Freud and many others), not only turning to the Bi-
ble and its careful re-reading, but also taking into account the “experience of art”, as H.-G. Gad-
amer would have said, albeit as “negative dialectics” [AyxaH, 2010, p. 208].

This multi-vector nature of dialogical thinking led to the philosophical comprehension of
the essence of culture in general and the discovery of universal grounds for understanding the
“integral man” in the inseparability of his ontological, cognitive, existential and ethical mani-
festations. Despite Levinas’s well-considered doubts about artistic cognition, the philosophical
synthesis he sought was to some extent focused on the literary-artistic synthesis, in its classical
models capable of representing the fullness of human existence and intersubjectively valid inter-
pretation of it. Even if Levinas was wary of visual arts, spirituality and openness of images creat-
ed by literature afforded him less ground for accusing art of quasi-temporal numbness and lack
of dialogical prospects. According to Levinas, the best literary works of the past bring artistic dis-
course closer to the philosophical one, actualizing the path of the subject to the cognition of the
truth. In this regard, W. Shakespeare’s artistic heritage is perceived as model and incomparable
since it is this “conceptual” for Levinas author who combined the medieval past and modern age
present, individually-personal and historical existence, “invented the human” [Bloom, 1994] in
the modern sense, having achieved such level of artistic perfection and philosophical depth that
his works remain relevant even nowadays not only for artistic discourse but also for the philo-
sophical one. It is not unexpected that following the main aspects of Levinas’s dialogical interac-
tion with Shakespeare and the vectors of the thinker’s interpretation of Shakespearean works,
modern philosophers discover essential clues to the possibility of solving topical philosophical
problems [Lehnhof, 2015].

Emmanuel Levinas’s (1906-1995) life and philosophical thinking developed at the cross-
roads of various cultures: he grew up in Lithuania and Ukraine (during the collapse of the Rus-
sian Empire as a result of the turbulent events in the late second decade of the 20" century); his
views were shaped under the influence of Russian literature studied by him alongside with learn-
ing Hebrew and entering the world of biblical stories and their Judaic interpretations. He stud-
ied in Strasbourg, where French and German cultural traditions intertwined, and Freiburg, with
E. Husserl and M. Heidegger among his teachers, and taught at Sorbonne and other universities
in France. The peculiarity of Levinas’s philosophy lies in the fact that it arises from the meeting
place of different cultural traditions: religiously biblical, philosophically metaphysical and artis-
tic; there appears particular humanistic pathos inherent in the philosopher’s theoretical thought
due to the essential interchange among these traditions.

Levinas’s philosophical anthropology builds a specific concept of man based on the dialogi-
cal interaction with another person. The philosopher conceptualizes man through dialogue with
the Other, which is attributive to any subject. If the ego (“the 1”) cannot overcome its brutal ego-
ism and become personally concerned about discovering and cognizing the Other through the
process of dialogue, the subject remains insensitive to the world and trapped in its present, des-
tined to fruitless solitude. Dialogical relationships are endowed with universality since they in-
corporate ontological, epistemological, existential, ethical and religious aspects. According to
Levinas, being, cognition (the discovery of truth/love), the experience of existence as being in
time, and the responsibility for actions, service, and revelation cannot be conceived without fo-
cusing on and moving toward the Other. Other (autre), which is not identical to the ego, is dis-
cernible behind the Other (autrui); it represents the subject’s coming to the level of the infinite,
transcendental. First of all, these Levinas’s reflections follow Plato and his work “The Sophist”:
there appears the image of the Stranger who is deemed “divine”. The transcendental reveals it-
self, and verity becomes visible through verbal interaction with the “divine” man [Ecenes, 2012,
p. 109].

Levinas’s “Anthropology of the Other” not only evolved into a significant factor in the con-
struction of the post-structuralist philosophical paradigm with its retreat from the classical meta-
physics of the subject but also became relevant to various humanities and contemporary human-
itaristics in general. Crucial to Levinas’s philosophical worldview, his criticism of the discourse of
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power argued for a humanistic attitude towards the Other, incompatible with any practices of vi-
olence against the individual, which can be introduced by society or any form of totalitarianism.
The rejection of totalitarianism and violence against people resulting from it came from the phi-
losopher’s own experience: being of Jewish origin, he miraculously survived during the Second
World War when he was taken captive by the Nazis with other soldiers of the French army. Ac-
cording to Levinas, the inability to participate in the dialogue with the Other and understand the
world as a polylogue, each participant of which has an undoubted right to express themselves,
becomes the ideological basis of political violence. True justice is born when a community of peo-
ple involved in communication subordinates its existence to the search for truth: this is how eth-
ics prevails over politics, cancelling the discourse of power, imposed by it. Even ontology within
the European tradition of philosophizing from Aristotle to Heidegger was perceived by Levinas as
a potentially totalitarian style of theorizing because it does not presuppose a personal event of
meeting with the Other face-to-face against the background of the prospect of infinity.

In the context of the active development of post-post-structuralism, which takes place to-
day, Levinas’s ideas and the philosophy of dialogue as a whole take on new significance. The
movement toward the Other appears to be in harmony with New Humanism and utopianism,
opening a way out of the dead end the subject was led into by the crisis of postmodernism, which
severed its ties with other subjects and left it lost in complete solitude of the present, turned
into a maze.

The focus of philosophical thought on both philosophical and artistic classical traditions be-
comes the key to its ability to comprehend the realities of today, to avoid the surrender to the
new quality of contemporary existence, which generates a complete negation of previous tradi-
tions and easily refuses to preserve them in the future. According to Levinas’s ideas, the discov-
ery of the Other becomes a prerequisite for self-knowledge: when interpreting Shakespeare’s
works in view of the thinker’s philosophical reasoning, we not only understand the origins of
Levinas’s concept but also get the opportunity to see the great English author’s oeuvre in a new
light. In terms of the philosophy of dialogue, Shakespeare’s legacy reveals additional meaningful
planes that are important in today’s search for answers to the most urgent existential questions.

When meditating on W. Shakespeare’s works, placed at the centre of the “Western canon”
by H. Bloom, Levinas most often referred to “Hamlet”, “Macbeth” and “King Lear”. The reminis-
cences from Shakespeare’s tragedy “Hamlet” gain particular significance in the work “Time and
the Other” (« Le temps et I'autre ») (1947), in which the thinker’s philosophical ethics matured.
Noting that “the whole of philosophy arises from the meditation of Shakespeare” [Levinas, 1987,
p. 72], Levinas directly refers to his own philosophizing and the tragedy “Hamlet” as a prototext
for the work created. The Shakespearean play seems to set the basic parameters and vectors of
philosophical conceptualization of the being of the ego in the world, carried out by Levinas. Be-
ing is perceived primarily as tragic, but not because the subject is forced to die at the moment
of the victory of fate over freedom. This train of thought would have been too predictable in the
1940s when a great number of people were doomed to experience the absurd tragedy of exist-
ence turned into death during World War Il. According to Levinas, the triumph of fate is imagi-
nary since the hero escapes death because “not to be” is impossible. Hamlet is beyond tragedy,
which, as a result, turns into the tragedy of tragedy, as being is irremissible and has no exit; “be-
ing is evil not because it is finite, but because it is without limits” [Levinas, 1987, p. 51].

The idea of the inevitability of being, which is identified as evil after becoming a fact of hu-
man consciousness, clearly correlates to Hamlet’s famous soliloquy, “To be or not to be ....” De-
spite being paradoxical, the intention of the dilemma outlined by the Prince of Denmark is clear
to all people: “we want both to die and to be” [Levinas, 1987, p. 78]:

..to die to sleep;

No more; and by a sleep, to say we end

The heart-ache, and the thousand natural shocks

That flesh is heir to? "tis a consummation

Devoutly to be wish’d. To die to sleep,

To sleep, perchance to dream [Shakespeare, 1994, p. 81]
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This is where Levinas’s idea of consciousness as the power to sleep [Levinas, 1987, p. 51], i.e.
to cease working and realizing for some time, originates. In Hamlet’s soliloquy, not-being appears as
a desirable sleep, lapse of consciousness, the opportunity to escape wakefulness and stop self-re-
flecting. In Levinas’s philosophical meditations, the Shakespearean metaphorical analogy not-being —
sleeping was probably supplemented and highlighted by the Cartesian analogy thinking — being. Thus
there appeared the Levinasian antinomy existing — being-toward-death (which requires “a supreme
lucidity and hence a supreme virility” [Levinas, 1987, p. 70] and leads to overcoming death).

Hamlet becomes a symbol of the subject of being and consciousness for Levinas, the main
feature of which is solitude. Within the tragedy’s action, the hero begins feeling particularly sol-
itary after the Ghost tells him the truth about Claudius’s crime. Checking this truth, building up
the whole picture of the situation, and its all-embracing perception make the character’s being
subordinate to the search for answers to life and existential questions, giving substantial signif-
icance and responsibility to his existence. Hamlet perceives the terrible truth about the murder
of his father not only as a distortion of the natural flow of time, a violation of the ordinary laws of
interaction among the past, the present and the future, but also as the severing of ties with oth-
er people: with his mother, who is suspected of being involved in the murder; Ophelia, used as
a spy tool by Polonius; friends, who do not hesitate to start supporting his enemies. As a result,
ties such as family, love and friendship, which are the most significant for every person, appear
to be artificial and, as such, severed. The text of the tragedy indicates their significance for Ham-
let, who addresses all his interlocutors with words expressing love or the need for it. The prince
considers love a cornerstone of his interaction with all Danish subjects:

ALL: Our duty to your Honour.
HAMLET: Your love, as mine to you: farewell [Shakespeare, 1994, p. 39-40];

Love for a woman implies maximum sincerity, requires generosity of heart and absolute mutual trust:

O dear Ophelia, I am ill at these numbers: | have not Art to reckon my groans: but that | love thee
best, O most Best, believe it [Shakespeare, 1994, p. 63].

From Hamlet’s point of view, friendship is also love, incompatible with self-interest and disloyalty:

HAMLET: That you must teach me: but let me conjure you by the rights of our fellowship, by the con-
sonancy of our youth, by the obligation of our ever-preserved love, and by what more dear, a better pro-
poser could charge you withal; be even and direct with me, whether you were sent for or no.

ROSENCRANTZ: What say you?

HAMLET: Nay then | have an eye of you: if you love me hold not off [Shakespeare, 1994, p. 69].

The impossibility of a dialogue filled with love for the Other means the loss of a happy per-
ception of life, meeting with its deadly disharmony. Imprisonment in the bonds of the present,
resulting from the lack of interaction with the necessary Other, objectively reflects the malefi-
cence of power, which leads to the wickedness of the social medium and the disastrous and de-
structive nature of human coexistence. The felonious king makes people betray their personal
essence for the sake of benefits, which come as a reward for their acceptance of crime, consent
to conceal evil deeds and add to them. Therefore, everyone in the felonious king’s environment
becomes a co-perpetrator and rejects their personality under his influence. The hypocritical and
deceitful discourse of power is essentially opposite to the dialogue based on love and equality
of its participants and aimed at finding out the truth. The criminal regime disrupts the normal
flow of this dialogue and severs natural ties among people, thus causing the destruction of the
pillars of human coexistence and making the just organization of society impossible; it results in
the malignant nature of intersubjective interaction by depriving people of the freedom to think
and act independently and implementing the strategies of violence. The criminal nature of pow-
er forces those aware of this criminality to establish the truth/verity in order to ensure the res-
toration of justice and joint efforts toward the common good. It is Hamlet who takes on this role
in Shakespeare’s tragedy:
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The time is out of joint: O cursed spite,
That ever | was born to set it right [Shakespeare, 1994, p. 54-55].

In the context of Levinas’s reflection, the solitude of a person under these circumstances
appears to be productive. It marks the “freedom of beginning” the subject does not exist with-
out; therefore, not only “a despair and an abandonment, but also a virility, a pride and a sover-
eignty” [Levinas, 1987, p. 55] are connected with it. These are the psychological coordinates of
Hamlet’s solitary existence — “proud, aristocratic and genial” [Levinas, 1987, p. 55]. For the hero
of Shakespeare’s tragedy, his solitude turns into not only ontological but also anthropological
doubts, i.e. reflection that acquires special significance and depth:

“What a piece of work is a man! how noble in reason! how infinite in faculty! in form and moving how
express and admirable! in action, how like an angel! in apprehension, how like a god! the beauty of the
world, the paragon of animals; and yet to me, what is this quintessence of dust? man delights not me; no,
nor woman neither; though by your smiling you seem to say so” [Shakespeare, 1994, p. 69].

In this regard, the focus on the image of Hamlet allowed Levinas to move beyond the “terms
of despair” proposed by existentialists and the analysis of solitude they carried out. The nobility
(thatis, absolute disinterestedness) of Hamlet’s actions directs him to the future in which he is per-
sonally absent. This future, harmonized through tragic efforts, which exceed any capabilities, lead-
ing the hero to death and at the same time freeing him from it, is revealed at the end of the play.

Hamlet’s solitude is both highlighted and questioned by his dialogical interaction with oth-
ers, whom he has to look for and manages to find beyond the bounds of ordinary existence.
Thus, while verifying the truth revealed by the Ghost, Hamlet extends the boundaries of his be-
ing, moving beyond the conventional. This pushing of the limits stands in paradoxical contrast
with the image of imprisoning Denmark and the constraints imposed on the hero by his role of
avenger, which he nevertheless voluntarily accepts upon reflection.

The others who open for Hamlet a prospect of dialogical interaction, which is necessary
for learning the truth, are his friend Horatio, the actor hired for the production of “The Mouse-
trap”, and “poor Yorick”, whose skull the prince “talks to” at the churchyard. All the interlocu-
tors are the representatives of other “worlds”, each having its own spatial-temporal coordinates
and chronotopic peculiarities; they unclose the existence of the central character, making the
play in its entirety artistically open and, as a result, ontologically multidimensional. Horatio rep-
resents the universe of the distant antique past; the actors are the representatives of the world
of art, apparently isolated from reality; “poor Yorick”, who died a long time ago, having crossed
the border between life and death, represents the space of eternity and afterworld being/non-
being, which can be conceived very differently depending on the worldview of the recipient of
Shakespeare’s work. Hamlet finds himself in a situation where most of the people closest to him,
in particular, his relatives, turn out alienated and distant, dissolved in the hypocrisy of the crim-
inal regime, whereas the seemingly impassable boundaries of the fundamentally different ex-
istential planes become transparent and relative. The hero discovers the “unexpected” others
and, by starting a dialogical interaction with them, reaches a new level of communication, which
opens up the prospects of approaching the truth.

Levinas reflects upon the dependence of the ego on itself, upon the subject of conscious-
ness being burdened with its materiality, which makes the body be perceived as a grave and a
prison. This way of thinking makes it clear why not only the whole of Denmark but also the whole
world is a prison for Hamlet: being destined to be preoccupied with oneself and based on one-
self when reaching after the truth correlates with being captured by the present “I”. Escaping
this captivity is possible only into the future where there is no ego and through finding the dia-
chronic Other; within the context of “Time and the Other”, it is a son for the father. Levinas’s in-
terpretation of relationships between sexes and generations acutely challenges the psychoana-
lytic approach to the image of Hamlet, suggested by Freud. The high level of this character’s re-
flexivity, his honesty in his thoughts and actions, and his noble neglect of pragmatic interests and
goals meet the standards of ethical height and purity, defined by Levinas’s concept of dialogical
interaction with the Other.
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Hamlet overcomes his own present and opens the way to the future because he recogniz-
es himself as the Other with regard to his predecessors (Horatio, Yorick and the characters from
the actor’s monologue), who belong to three different existential planes connected with differ-
ent cultural traditions of the past. Firstly, this involves the antique cultural tradition, essential
for Hamlet as a representative of the Renaissance and marked by the image of the most “just”
[Shakespeare, 1994, p. 87] of all men, Horatio:

...dost thou hear,

Since my dear soul was mistress of my choice,

And could of men distinguish, her election

Hath seal’d thee for herself. For thou hast been

As one in suffering all, that suffers nothing.

A man that Fortune’s buffets, and rewards

Hast ta’en with equal thanks. And blest are those,
Whose blood and judgment are so well commingled,
That they are not a pipe for Fortune’s finger,

To sound what stop she please. Give me that man,
That is not passion’s slave, and | will wear him

In my heart’s core, ay, in my heart of heart,

As | do thee [Shakespeare, 1994, p. 87].

Hamlet’s friend admits that he does not belong to the present, seeing himself rather as an
inhabitant of Ancient Rome (“l am more an antique Roman than a Dane” [Shakespeare, 1994, p.
154]. Therefore, he can be a calm and unbiased witness of the present day who can evaluate it
on the basis of the antique value system that has stood the test of time.

Secondly, this involves the actor, who can make the audience cry over the fall of Troy, i.e.
construct an emotional bridge in the fictional dimension of the scenic art, making sympathy and
compassion possible despite spatial-temporal distortions. Hamlet meditates on the empathic
abilities of the actor, who is to play the king in “The Mousetrap”, blaming himself for his lack of
emotional response to the events in Elsinore:

Is it not monstrous that this Player here,

But in a fiction, in a dream of passion,

Could force his soul so to his own conceit,

That from her working, all his visage wann’d;

Tears in his eyes, distraction in’s aspect,

A broken voice, and his whole function suiting

With forms, to his conceit? and all for nothing?

For Hecuba?

What’s Hecuba to him, or he to Hecuba,

That he should weep for her? [Shakespeare, 1994, p. 77].

As to the jester Yorick, the familiar carnival contact with him (through laughing over his
remains at the churchyard) means entering the blasphemous tradition, fraternization with a
fool, “who feels and bespeaks with lucidity the unsubstantiality of the world and the absurd-
ity of its situations” [Levinas, 1987, p. 59], i.e. seeks the truth by destroying the conventional
traditions of its representation — deeply-rooted formulas and static images in which the truth
dies.

However, what is most important here is that Prince Hamlet assumes the responsibility to
be the diachronic Other in relation to the murdered King Hamlet, that is, to be his own father’s
son. The hero could see his father with the eyes of his soul even before he met the Ghost:

HAMPLET: My father, methinks | see my father.
HORATIO: Oh where my Lord?
HAMPLET: In my mind’s eye, Horatio [Shakespeare, 1994, p. 37].
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The dialogue with the Ghost, in which the request “Mark me” [Shakespeare, 1994, p. 48]
is heard and during which Hamlet literally follows his father (“...I'll follow thee” [Shakespeare,
1994, p. 47]), ends with a demand to remember, addressed from the dead to the living, from the
Ghost of the father to his son. Furthermore, the son makes his father’s memory, that is, a pro-
found dialogue with him, the motto of his life:

...now to my word;
It is; Adieu, adieu, remember me;
| have sworn’t [Shakespeare, 1994, p. 51].

Importantly, Horatio, whose name is associated with the age of the great kings of Rome,
the actor capable of playing the king on stage, and the jester as a trickster of the king metonym-
ically enhance the meaningfulness of Hamlet’s dialogue with his father as a core of the trage-
dy. According to Anikst, “there would have been no tragedy” without the Ghost; “from the be-
ginning and to the end, he or, more precisely, his image floats over it” [AHuKcT, 1986]. It is how
Levinas could probably understand the dialogue between Hamlet and his father when he laid the
foundation of his philosophy of dialogue. Levinas believes the dialogue between the father and
the son has the potential of overcoming the dependency on the present, liberating the subject
of consciousness from the captivity of the ego and discovering the Other, who brings the prom-
ise of defeating death and finding out the truth. In the context of Levinas’s philosophical medita-
tions, attentive listening to the voices of the past opens, paradoxically, the way to the future, lib-
erating the solitary subject’s consciousness from the captivity of individual existence and letting
it into the dialogue with the Other.

Certain aspects of the dialogical discovery of the Other, illustrated by such characters of
Hamlet as Horatio, the actor and the jester, are of great importance. The name “Horatio” is per-
ceived as a link between people who belong to different epochs; it represents the tradition de-
noted by the specific person’s face. In this regard, the name is a sign that stands for a face. It
leads to the event of meeting the Other face-to-face (le face-a-face), to “the encounter with
a face that at once gives and conceals the Other” [Levinas, 1987, pp. 78-79]. In the case of
the name “Horatio”, balancing between giving/concealing also applies to the particular person,
Hamlet’s friend, who seems to disappear through association with the ancient Roman poet, stat-
ing that he does not belong to his own present, and to the poet himself, who is only slightly visi-
ble due to his name in the personality of the character of the Shakespearean tragedy. In any case,
the dialogue that breaks the boundaries of space and time, connecting different epochs, requires
the face denoted by the name, which seems to show through the dark secret of death/nothing-
ness. In this regard, Horatio does appear as Hamlet’s alter ego: he is the same interlocutor and
descendant of antiquity, represented by the name and face of Horatio, as Prince Hamlet is King
Hamlet’s interlocutor and descendant. Due to their efforts, the past goes beyond its present and
finds itself in its future. Horatio, a scholar, leads Hamlet to the encounter with the Ghost and is
the first to start the conversation with the latter. The tradition peculiar to many peoples to name
a child in honour of another specific person should be perceived as an invitation to the dialogue,
which ties together different time planes, complementing blood kinship with the spiritual one,
and maintains cultural traditions and passing on cultural experience “from hand to hand”.

The image of the actor reciting a monologue fragment devoted to the fall of Troy empha-
sizes the importance of emotional unity with the Other in the course of dialogical interaction.
The dialogical discovery and understanding of the Other are impossible without this empathic (as
W. Dilthey would have called it) intersection of personalities founded on sympathy and compas-
sion. What is important here is the objective detachment from the subject to which the emotion-
al response is addressed, the absence of any particular connections with it, which is focused on
the present, and any self-interestedness. The presence of these connections imposed on Hamlet
today in the pointedly “revealing” and “unconventional” wilful readings of the tragedy [®ponos,
2017] openly negates the meanings important in the context of the philosophy of dialogue. “The
other is known through sympathy, as another (my)self, as the alter ego,” notes Levinas [Levinas,
1987, p. 83]. “What’s Hecuba to him?” Hamlet is surprised by the actor’s approach to the Oth-
er. It is important that Hamlet asks to recite a passage that illustrates the catastrophe of the leg-
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endary ancient state. The death of the King and suffering of the Queen of Troy, Priam and Hecu-
ba, which resulted from perfidy, marks the beginning of an overall tragedy, the fall of the whole
country. Hamlet sympathizes with the ancient catastrophe because he perceives history through
the prism of the crime he witnessed and became the victim of and the tragedy he is experienc-
ing. By contrast, the sympathy for the suffering of humiliated Hecuba is strengthened by the fact
that the prince is aware of Gertrude’s guilt and feels wounded by his mother’s betrayal of his fa-
ther’s memory. Unlike the wife of the King of Troy, Queen Gertrude did not share death with the
murdered king but joined the felonious king. Having turned a blind eye to the terrible truth, she
became an accomplice in crime and made it necessary for her son to take revenge on his mother
in the fight for justice restoration. So, art makes emotional unity, compassion and sympathy pos-
sible in the space of historical existence, shared by all people and accompanied by the constant
disbalance between good and evil and the activity of ruthless evil, which makes people suffer,
bringing misery and death. Under the rules of artistic generalization, the mythical name of He-
cuba and the artistic image associated with it point at a large number of other sufferers, victims
of history; they personify our sympathy, unite it in one “face” and serve as a reminder of the his-
torical catastrophe. According to Levinas, “the situation of the face-to-face would be the very ac-
complishment of time”, the condition of time presupposes the “intersubjective relationship” and
“lies in the relationship among humans, or in history” [Levinas, 1987, p. 79]. Similar to the actor
who recites the passage about the fall of Troy in Shakespeare’s tragedy, Levinas builds a bridge
to the in the same way tragic nature of contemporary history through his philosophical play on
the image of Hamlet. The philosopher talks about contemporary victims of historical crimes and
hints at the criminals with their hypocritical anti-human Nazi ideology — the deceitful discourse
of power, which is always criminal and, therefore, constantly hypocritical. Looking for the Oth-
er in the future, the thinker himself is looking for the path to liberation from the present, which
literally turned out the prison for many people and himself in the mid-1940s. Naturally, finding
this Other in the future presupposes sympathy addressed to the past. Without this sympathy,
the history of humanity falls to pieces, and the continuity of times breaks. According to Shake-
speare’s artistic logic and Levinas’s philosophical logic, the lack of compassion for the victims of
crimes of the past is, in its turn, a moral crime.

In this respect, art and its creators perform an important universal cultural function that
does not exist for the philistines, which is focused solely on their selfish interests. The contra-
dictions between the creative and philistine views on history and artistic reflection on it repre-
sent the contradictions between the progressive and regressive historical trends. Let us recall
the novel “Ulysses” by James Joyce, with “Hamlet” being one of its central prototexts, along with
Homer’s “Odyssey”. It is painful for Stephen Dedalus to see the inability of his students to sym-
pathize with historical figures and their lack of interest in historical events. The name of the gen-
eral Pyrrhus Stephen is telling his students about is associated with the “hellish Pyrrhus”, also
mentioned in the monologue of Shakespeare’s actor, hinting at the character’s sensitive issue
of his mother’s death. This indifference to the tragedies of the past, demonstrated in the histo-
ry lesson, threatens with distortion of historical events. When people lose the ability to sympa-
thize with those who lived in previous eras and suffered from the tragedies of the past, they also
lose vigilance about the present day: they do not draw any conclusions from the mistakes of pre-
vious generations, do not learn from their experience, ignore the suffering of their fellowmen
and do not notice current ominous trends. The lack of a strong sense of connection between the
present and the past, which originates in art, poses the threat of creating new tragedies and los-
ing the future.

Hamlet’s address to “poor Yorick” emphasizes the equality of dialogue participants in the
face of life and death, which corresponds to the carnival worldview. As is well known, when il-
lustrating the origins of carnivalization in Renaissance literature, M. Bakhtin [BaxTnH, 1990] con-
vincingly described the ability of the medieval carnival culture to bring the representatives of dif-
ferent social strata together in the space of festive freedom. According to Bakhtin, carnival ex-
cuses the human body, permits familiar contact in the hustle and bustle of the feasting crowd
and welcomes the neglect of socially approved ethical norms and rules of conduct, imposed by
the strict social hierarchy. Hamlet is holding Yorick’s skull, whereas, in the past, Yorick held little
Hamlet in his arms:
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HAMLET: Let me see. Alas poor Yorick, | knew him Horatio; a fellow of infinite jest; of most excellent
fancy, he hath borne me on his back a thousand times: and now how abhorred in my imagination it is, my
gorge rises at it. Here hung those lips, that | have kiss’d | know not how oft. Where be your gibes now? your
gambols? your songs? your flashes of merriment that were wont to set the table on a roar? Not one now to
mock your own grinning? quite chap-fallen? Now get you to my Lady’s chamber, and tell her, let her paint
an inch thick, to this favour she must come. Make her laugh at that... [Shakespeare, 1994, pp. 138-139].

It is impossible to reduce the distance in time and break down the barrier between the already
lost “today” of one person and the yet unfound past/future of another without this personal equali-
ty marked by familiar carnival contact. It is not accidental that Hamlet mentions Alexander the Great,
realizing that even his body decomposed after his death like the body of any other human being. Ac-
cording to the coordinate system of carnival culture, its peculiar festive worldview is accompanied by
an ambivalent, foolish (blasphemous) laugh, which can bury and resurrect at the same time. Ham-
let not only laughs at the churchyard, i.e. laughs a carnival laugh, but also introduces the motif of the
body, which is corruptible and, at the same time, immortal in the life of humankind. If an individu-
al is mortal, individual death can be overcome within humankind as a biological species. There is an
infinite prospect for development and the continued existence of humanity in the future due to the
torch passed from generation to generation and due to new births. It should be noted that marked
by the figure of the jester, the tradition of telling the truth to a king’s face and addressing a suzerain
in the manner of carnival laughter, ignoring the rules of etiquette, social roles and social hierarchy is
used by Hamlet in his search after truth. According to the ambivalence of carnival laughter, the mask
of a madman behind which Hamlet hides his real intentions brings the tragic and the comic together.
Since madness was a characteristic motif of the antique Menippean satire from which European car-
nival culture derives its origin, what is of interest here is the transformation of this motif within the
Renaissance tragedy. Shakespeare constructs the image of Hamlet at the intersection of madness and
blasphemy, thoughtful circumspection and extreme sincerity incompatible with any social role. Para-
doxically, acting a fool combines with Hamlet’s tragic mission caused by the dialogue with his father
as with the Other and, as a result, is enriched with a wide range of feelings typical for a Renaissance
man, who supplements carnival freedom with the heroic spirit of responsible actions, compassion
and gratitude, open-mindedness, noble selflessness and willingness to sacrifice oneself. “Poor Yor-
ick”, the King’s jester, can also be considered an antinomic metonymy of Hamlet senior, made possi-
ble by the carnivalesque tradition, the image connected with Hamlet’s lost father in the hero’s per-
ception. The jester alongside the king is his reverse reflection: if the king is primarily a spirit, the jest-
er is a body; the former is majesty and responsibility, the latter is humiliation and freedom. If the king-
father was the prince’s model of “a man, take him for all in all” [Shakespeare, 1994, p. 37], the jest-
er, while playing with young Hamlet, carried him on his back, giving him bodily warmth and offering a
temporary liberation from his social role.

Hamlet’s “twins,” Laertes and Fortinbras, whose presence Anikst relates to the influence of
Baroque poetics [AHUKCT, 1986], though being in the same situation of necessity to avenge their
fathers (Polonius and Fortinbras senior), are in the captivity of the present. Laertes’s present is
limited to his family affairs, and Fortinbras’s present is limited to state and political matters. De-
spite the defeat of one and the victory of the other, these characters are similar as they make
no choice and follow the circumstances, which are favourable for one and unfavourable for the
other; both stay within only one existential plane. Laertes is not the reason for his own defeat;
neither is getting the Danish throne “victoriously” Fortinbras’s accomplishment. They represent
“lowering the bar” of personal self-development/realization of the Renaissance man, set by the
image of Hamlet, and deviation from the profound philosophical problems of the tragedy, that
is, introduce profanation, which, according to Levinas, does not negate the mystery of personali-
ty and being, but is “one of the possible relationships with it” [Levinas, 1987, p. 86]. Materialized
in the text of the tragedy, the verbal dialogue between Polonius and Laertes and the eventful di-
alogue between Fortinbras and his father, whose defeats he seeks to turn into victories, are full
of calculating self-interest. In the context of these considerations, it can be assumed that only
a genuine dialogue with the Other allows a person to rise to the level of a tragic hero and de-
vote oneself to high service (liturgy), the meaning of which goes beyond the present day into the
space of history, its great time and the meanings it causes.
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In Levinas’s work “Humanism of the Other”, the face of the Other reveals the presence
of God in the world, without whom the unity of the world is lost. The philosopher points
out that this loss is “consecrated against the grain” by Nietzsche’s commonplace paradox-
ical judgment about the death of God. The world that lacks “the sense of all, the Rome to
which all roads lead, the symphony in which all meanings sing, the song of songs” [Levinas,
1996, p. 47] is destined for the absurd. Instead, the discovery of the Other, which requires
overcoming selfishness and going beyond the odyssey of constant self-absorbed returning
to oneself, presupposes selfless service and hermeneutic efforts aimed at interpreting the
integrity of the existence of another person, initiates activity and responsibility, correlates
with the idea of infinity. According to Levinas, the face of the Other addresses the ego with
its order to do what cannot be postponed or transferred to anybody else, revealing the en-
tire immensity and infinity of the “absolutely other that escapes ontology” [Levinas, 1998,
p. 185]. Thus, the task resulting from the movement toward the Other appears to match the
sublime presence of the Absolute Being, indicated by a trace — the imprint of the transcend-
ent. As Levinas notes, “the trace qua trace does not simply lead to the past but is the very
passing toward a past more remote than any past and any future which still are set in my
time — the past of the Other in which eternity takes form, an absolute past which unites all
times” [Levinas, 1996, p. 63].

It is a well-known fact that Shakespeare played the part of the Ghost in the play, and the
protagonist’s name correlates with the name of the author’s late son. In J. Joyce’s “Ulysses”, it
provided the grounds for Stephen Dedalus to formulate his theory concerning the tragedy, ac-
cording to which Gertrude and Claudius are associated with the author’s unfaithful wife and his
brother, and the central character — with the playwright’s gone son Hamnet. Consequently, the
living and dead participants of the dialogue in “Hamlet” exchange their roles and statuses so that
both of them appear to be dead and alive at the same time, that is, acquire an entirely new qual-
ity as a result of the discovery of the Other, actualized within the space of the work. Using Levi-
nas’s expression, one can call this quality “escaping death”, a unity at the level of the transcend-
ent —the absolute Other over which ontology has no power.

The dialogical unity with the absolute Other, predefined by Shakespeare’s tragedy, was
artistically interpreted by B. Pasternak in his poem “Hamlet”, which projects the relation-
ships between the father and the son onto the plane of the divine plan and its implementa-
tion by using gospel allusions (the agony in the garden of Gethsemane). This takes the axi-
ological semantics of the intentions of the subject of reflection to a fundamentally new lev-
el [MapuHuak, 2011]. The persona, the subject of feeling and speaking, is at once the actor
playing the part of Hamlet in Shakespeare’s tragedy, Hamlet, who commits himself to the
task of restoring the violated justice, following his father’s directions, and Christ, whose mis-
sion fulfils the will of God the Father, opening for all people the prospect of the victory over
death. In fact, it complies with the principles of organization of the system of characters of
the tragedy, which allows one person to appear in different hypostases and projections: for
example, the late King Hamlet is present on stage in the form of Ghost the spirit, a real per-
son (the father referred to by Hamlet, the son), and Hamlet himself, whose flesh and spir-
it are inextricably linked with his father by the fact of birth and inheritance of the name.
Therefore, the spirit, the father, and the son are materialized by the integrity of the literary
work, which, by means of the stage production, enters the actual being of the author, who
played the spirit in the play and continues to participate in the shared spiritual existence of
people after his death through the spiritual dialogue with the recipients of his work, made
possible by art. According to this highly elaborate, multifaceted and essentially open artistic
and existential configuration, the persona of Pasternak’s “Hamlet” is Yuri Zhivago and Boris
Pasternak (the character and the author of “Doctor Zhivago”), every actor playing the part of
Hamlet in Shakespeare’s tragedy or any role in any theatre performance, and every person
who lives their unique and complex life, following their personal truth or opposing it. Ham-
let (the hero of the tragedy written by the author of genius) and Christ (the axis and sense
of history, as K. Jaspers would have said), who are, correspondingly, the sons of the Danish
king and the King of Heaven, are moving towards their fathers - the earthly one and the eter-
nal one. In the context of Pasternak’s lyric interpretation as well as in Levinas’s philosoph-
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ical meditations, Hamlet and Christ appear to be the personal maximum of the particular
and Absolute Other, related as the part and the whole within the integrity of being. Hence,
in the context of the above paradigm, the person appears as a participant in the dialogue with
the Other, which enables achieving the fullest self-actualization and genuine eventful fullness of
being. At the same time, the person becomes a space of dialogue among different transcendent
existential subjects, the mutual discovery of which fills human existence with both tragedy and
meaning, opening the way for the renewal and harmonization of our shared being.

Therefore, of great significance is the fact that in Shakespeare’s tragedy, Hamlet moves
toward his father as the Other, looking for his trace both in the outer and inner worlds. He
recognizes his father in the Ghost, overcoming the fear of communication with the after-
world; he perceives the deceased king as a role model; he is in despair because there is no
memory of her late husband in Queen Gertrude’s heart, etc. All these efforts aim at ap-
proaching his father as the necessary Other; they eventually make the hero act to restore
the lost balance of good and evil powers and set the time right, and turn out to be noble self-
sacrifice for the sake of the past and the future in which the hero himself is absent. These ac-
tions are perceived as corresponding to the grand design, absolute justice that gives evil due
and puts an end to its reign. In this regard, Shakespeare’s tragedy begins to play the role of a
generalized artistic trace concerning the human actions of that level, inviting every potential
recipient of the scenic or literary text to the dialogue-reading. Shakespeare’s genius allows
any reader to discover Hamlet as the Other within the work of art, thus directing the dialog-
ical interaction into the future. It is no coincidence that this tragedy of Shakespeare has an
impressive history of adaptations for the stage, supplemented by film adaptations since the
20 century. If the dialogue with Hamlet as the Other still becomes the biggest test for an
actor, the dialogue with Shakespeare as the Other is a real challenge for a director who de-
cides to stage or cinematize the play. For any reader of the tragedy as a work of literature,
both Hamlet and Shakespeare embody an invitation to the dialogue that reveals the recipi-
ent’s true personality. It is probably the reason for readers of all time to seek this dialogue,
be interested in the mystery of the hero and the author, oscillations between excitement
and disenchantment, which follows the flow of the tragedy through time, or try to avoid this
dialogue as if protecting themselves from disclosure and evading significant inner work di-
rected by the philosophical tragedy toward self-knowledge. The horizons of the existence
of W. Shakespeare’s tragedy in any given artistic interpretation are an important subject of
further research into the work’s sense-bearing sphere that reflects the vectors of a univer-
sal dialogue taking place in the space of culture.

So, the interpretation of W. Shakespeare’s tragedy “Hamlet” in the context of E. Levinas’s
philosophical ideas makes it possible to assess the cognitive potential of the dialogical interac-
tion between philosophical and artistic discourses. Their complementarity gains particular signif-
icance in the process of reflection aimed at comprehending the aspects of the intersection of on-
tological and anthropological riddles. This intersection emphasizes such facets of the poetics of
the famous play (in particular, the organization of its system of images) that are subordinated to
the task of implementing the dialogue between the ego and the Other.
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The article concentrates on the study of the relationship between literary-artistic and philosophical
discourses in the process of verbalizing universal cultural meanings of existence and building a holistic con-
cept of man as an uppermost task of creation and re-creation (interpretation) of a literary work through
the example of W. Shakespeare’s tragedy “Hamlet”.

The article aims to interpret W. Shakespeare’s tragedy “Hamlet” in the context of ideas of the French
thinker E. Levinas, one of the founders of the philosophy of dialogue. The tasks of the study are to charac-
terize the significance of the dialogical vision of personality for the contemporary interpretation of the clas-
sics of world literature, to reveal the importance of dialogue between artistic and philosophical discours-
es while cognizing the human being in his interaction with the world and to consider the system of imag-
es in W. Shakespeare’s tragedy “Hamlet” with regard to the philosophy of the Other, developed in E. Levi-
nas’s works “Time and the Other” and “Humanism of the Other”. The main research methods include cul-
ture-historical and hermeneutic methods applied in addition to the fundamental ideas of the philosophy
of dialogue.

The article deals with the tragedy “Hamlet” by W. Shakespeare as a prototext for E. Levinas’s philo-
sophical work “Time and the Other”. Shakespearean reminiscences are characterized as important in terms
of the development of the Levinasian concept of man. According to Levinas, the essence of the person is
revealed in the dialogical interaction with the Other, which allows one to go beyond the present as captivi-
ty, discover the connections with the future in which the subject no longer exists, and achieve the eventful
fullness of being, which leads to harmony and opens the way to the transcendental subject and eternity.

The system of images in W. Shakespeare’s tragedy “Hamlet” allows one to associate the title charac-
ter with different variants of the Other, which become significant for him as he fulfils the Ghost’s will. The
unfolding of the action can be interpreted as such that it features the establishment of dialogical interac-
tion between the father and the son in its meaningful subtext. At the level of events, the achieved interac-
tion is seen as the fullness of the characters’ personal existence (above all, that of Hamlet and the Ghost),
which manifests itself in overcoming the boundary between life and death, restoring the normal course
of history and asserting the necessity for the superiority of good over evil. Horatio, the actor (i.e. the First
Player), and jester Yorick (an offstage character in the prince’s memories), each of whom represents the
conditions necessary for genuine dialogical interaction (belonging to a tradition, empathy, carnival free-
dom and, therefore, the familiarity of contact with another person), become significant variants of the Oth-
er to Hamlet, metonymically equivalent to his father the king.
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Mema pocnigxeHHA — 3’AcyBaTu CTaH Cy4aCHUX TEOPETUKO-NITepaTypHUX AUCKYCIN B KOHTEKCTI Ha-
YKOBMX pO3p06OK TeopeTukis Kutato Ta AnoHii. Memodu pocnigeHHA — KOMNAapaTUBHUM, aHANITUYHUNA.
3pocTaHHA PO3yMiHHA KPM3M EBPOATIAHTUYHOI TEOPETUYHOI AYMKM B nepLi ABa gecatunitra XXI cT. opop-
Muaoca B nybnikauii mactutux daxisLiB y ranysi nitepaTyposHaBUMX AOCAIAKEHb, NPUCBAYEHUX NPUYU-
HaMm il BUHWKHEHHA Ta TAKCOHOMIi HANPAMKIB | TEOPETUYHUX IHCTPYMEHTIB il nogonaHHA. LLLo noeaHye Becb
Lei Kopnyc obLWMPHUX AOCAIAKEHDb — Lie onocepeAKoBaHe abo 6e3snocepesHe BU3HAHHA KPU3W MAILHUX
TeopeTUKOo-NiTepaTypPHMX NOLUYKIB, O HacTana Nicna TeopeTUYHOro Nnpopusy KiHua 1960-x pp. XX cT. Bo-
AHo4ac, BiAMOBa BM3HABaTWU 3axifHY NiTepaTypy 3a 3pasoK, XYAOXKHbO-eCTETUYHY HOPMY CMPUYUHK-
N1a NoABy MOTYXXHWX TON0CIB MUCbMEHHUKIB, TBOPYIiCTb AKMX bGe3nocepesHbo He chOpmOBaHa 3axigHUM
NiTepaTypHUM KaHOHOM. 3aMo4YaTKOBaHA NOCTKOIOHIaIbHUM AUCKYPCOM NOJIEMIKA LWOA0 eNiCTEMONOTIYHNX
nepcneKkTMB 3axigHOI NiTepaTypHOi Teopii B CMTyauji 3iTKHEHHA 3 He3aXigHUM XYZOMKHiIM TEKCTOM, Ha
3nami XX—XXI cT. nepepocia B OCMUCAEHHSA il OHTONOMYHOrO NoTeHuiany. MucauTeni i XyLoXHUKN J06m
MYJIbTUKYIbTYPaniamy, AiKi 3 04HOro 60Ky CMMpannCb Ha NOCTCTPYKTYPANiCTCbKUI «NPOPUB A0 TpaHLce-
OEHTHOro», a 3 iHWoro — Ha ¢inocodcbKy i NOETUKO-eCTETUYHY NPUPOAY CXiZAHOro MUCTELTBA, MPOAEMOH-
CTPYBa/K, LLLO KOMIIEKC NUTaHb, NOB’A3aHMX 3 MalbByTHIM iCHYBaHHAM NiTepaTypHOI Teopii, Wwo ix nigiimae
cama nitepatypa, Habarato cknagHiwwmii. Hacamnepep, ui npouec cnpuYMHeHi noYatkom GopMyBaHHA
HOBMX MaWBYTHIX rOPU3OHTIB CBITOBOI NiTEPATYPU, BEIMKY POJb Y AKOMY BiZirpatoTb MUTL 3i CXiZHUM Xy-
[OXHbO-eCTETUYHUM A0CBIAOM | 3HAHHAM. 38 OCBOEHHAM 3aXifHOro NiTepaTypHO-eCTEeTUYHOTO KaHOHY —
[,0CUTb TPUBAIMM NEPIOAO0M, KO/IM TBOPYUICTb TAKMX MUCbMEHHMKIB Byna NoxiaHO B 3araibHi napagurmi
3axigHuX nitepaTyp — BigbyBaeTbcA GOpPMyBaHHA HOBOI NiTepaTypu, WO onpoTecToBye 6abiBCbKY igeto
MiMiKpii AIK cnocoby BUXKMBAHHA 1 afanTauii KOOHI30BAaHOTO Ta LEMOHCTPYE CBOIM XYAOXKHIM AXKepenom
KaHOH He3axiaHWi. Enoxa nocT-Teopii Ma€e 3acBig4MTH, LLO YYTKMU MPO «CMEPTb TEOPIi» MOXKYTb ByTH Haz-
TO NepeAvyacHUMMU, AKLLO NOAONAHHA KpU3K Teopii byae 6a3yBaTUCh Ha NiTepaTypHOMY 3HaHHI, Wo Hae 3i
Cxoay.

Knroyosi cnosa: meopis nimepamypu, nocm-meopis, mimesuc, KoosiH Kapamani, Xomi K. baba,
mpaHcyeHOeHmHe, 06pa3
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thought that arose after the “golden age” of high theory in the 1970s — early 1980s,
when, according to the ironic statement of modern scholars, “the intellectual excite-
ment of Poststructuralist High Theory has largely given way to the contingent random and rath-
er more mundane ‘thick descriptions’ of the various new-ish historicisms” [Waugh, 2006, p. 31].
It is the time when venerable theorists, “dinosaurs”, as H. Bloom once described himself, retired
from the theoretic stage. Despite some divergence in existing definitions of the mentioned crisis

The early 21st century is the time marked by the understanding of a crisis of literary
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introduced into literary theory — “theoretic dissent” by D. Patai and W. Corral [2005], “anti-theo-
ry” by V. Leitch [2014], “post-theory” by D. Elliott with D. Attridge [2011], and T. Eagleton [2004],
“criticism of criticism, a recursive, self-reflexive activity” by P. Waugh [2006], as well as method-
ological approaches to overcoming it — the key component of these definitions is validation if not
of theoretic calamity, then at least of theoretic silence that followed the breakthrough of literary
theory at the late 1960s, named “Theory” (ironically, from its inception) at the early 21st centu-
ry, which determined the direction of the research of the literary text in the long run. P. Waugh,
having chosen a cheeky and humorous tone of analysis of the state of literary theory in the ear-
ly 21st century, quite reasonably defines the Golden Age of literary theory in the second half of
the 20th century as the “Copernican revolution”.

Feminism of the 1950s, with its critique of patriarchal culture, indeed anticipated Poststruc-
turalism and Deconstructivism, which in their turn radically revised the European logocentrism
and metaphysical consciousness as the cornerstones of European worldview. It may be said that
the common core of these theories can be characterized, paraphrasing P. Haidenko, as a Post-
structuralist “breakthrough to the transcendent” [FaingeHko, 1997]. It stems from the reluctance
to substantiate the discourse by any theory of a metaphysical nature, declaration of intrinsic
multiplicity and instability, flexibility of meanings, and objectivation of epistemic uncertainty. In
fact, they formed the basis for the changes that gradually began to form a new European world-
view. The theory and literary practice of Postmodernism, Postcolonial theory, and Multicultural-
ism are closely intertwined in this new worldview. On this premise, the definition of the rise of
Poststructuralist ideas as a “Copernican revolution” does not seem excessive.

At the turn of the 21st century, the powerful impetus given by Poststructuralism to the de-
velopment of literary theory is gradually transformed into the lull of post-theory, the period “be-
tween theories”, when the theoretic silence is emphasized by “theoretic noise”. By this term, we
understand various ideological and academic studies, in one way or another rooted in Poststruc-
turalism, but prove unable to offer a new cognitive system of the principles of art and literary
text, justify the methodology of its analysis and interpretation, develop research tools, etc. The
understanding of the exhaustion of theoretic research was emphasized, particularly in the early
21st century, evidenced by F. Jameson’s article “Symptoms of Theory or Symptoms for Theory”
in 2004. Arguing that “... for theory ... there is no longer a correct way of saying it, and all truths
are at best momentary, situational and marked by a history in the process of change and trans-
formation” [Jameson, 2004], the theorist summarized those studies that led to the actualization
of the problem of the crisis of theory in the second decade of the 21st century: the main rea-
son for exhaustion of the theory lies in the theory itself. Poststructuralist / Deconstructive pro-
claimed mistrust of grand narratives indeed led to the fact that literary theory as institutionally
more or less coherent narrative in various periods of its history, as a result, was dispersed into
theories — or rather “studies” — cultural, ethnic, disability, heliospheric, material (new material-
ism), ecocriticism, intimate critique, not to mention biopolitical, globalist or other “turns”, what
formed the “theoretic noise” of the post-theory era at the early 21 century and what D. Elliott
and D. Attridge ironically but prudently called “possible new beginnings” [Elliott, Attridge, 2011].

However, the reasons for the eclipse of the theory proclaimed by Western literary critics
cannot be reduced to the self-exhaustion of the theory itself. Equally important in the Postcolo-
nial and Multicultural epoch was the appearance of writings by the authors (a significant number
of whom are attached to the scientific communities of leading universities) S. Rushdie, C. Achebe,
J. Coetzee, W. Soyinka, D. Walcott. It cast doubt on the aptitude and adequacy of the literary the-
ory as an epistemological project, and a bit later, when the Euro-Atlantic literary mainstream
began to be shaped by the works of American and European writers of Asian background —
Ruth Ozeki, Kazuo Ishiguro, Timothy Peter Mo, Aysel Ozakin, Dai Sijie, Emine Sevgi Ozdamar, Zaf-
er Senocak, etc. By the second decade of the 21st century, in particular, the writings by Ameri-
can authors of Asian background have finally jettisoned the status of the “other” and are claim-
ing to shape the literary mainstream, emphasizing its genesis in the non-Western canon. The
ideological basis of this process was declared by an African American writer T. Morrison: “l am
writing for black people. ... | don’t have to apologize” [Hoby, 2015]. Esthetically, non-Western
canon as an artistic unconscious has always appeared in the writings of Asian Euro-Atlantic au-
thors at multiple levels of the text. The understanding of this has already shaped the discussions
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in postcolonial studies about the aptitude and adequacy of Western theory in relation to the
study of non-Western literary text. The works of writers with Eastern literary and aesthetic ex-
perience actualizes in Western literature the problem of theoretical and practical replenishment
of key categories in theoretical poetics, such as image, genre, plot, conflict, etc. The need to an-
swer these and other questions presupposes an appeal to the Eastern literary tradition, such as
Tsubouchi Shoyd's speculations in “The Essence of the Novel” (1885-1886), Nakamura Murao’s
“True Prose and Prose About the Inner World” (1925), Guo Shao Yu’s “History of Chinese Liter-
ary criticism” (1936), Shiga Naoya’s concept of rhythm and Akutagawa Ryunosuke’s criticism of
plot-shaped prose.

Among those Western scholars in pursuit of ways to a new theoretic heyday, we should
mention V. Leitch, T. Eagleton, D. Attridge and some other authors of numerous publications,
and a few others who have awarded Poststructuralist studies the status of Theory. For example,
V. Leich, in his monograph “Literary Criticism in the 21st Century. Theory Renaissance” [2014],
presents his perspective of theory in the 21st century as one based on the coexistence and in-
teraction of diverse, in some aspects far too diverse, vectors of the analysis of literary text, as
well as its own ideological role in the theory rebirth, which consists in its conceptual and stylistic
justification in the form of a “middle-way liberal centrist project”. This monograph is important
not only because its author tries to understand the causes of the phenomenon of anti-theory
but also because of the heterogeneous style of analysis — sometimes academically strict, some-
times deeply personalized, obviously deliberately tested by the author as an example of a new
approach to working with the text, which takes “middle” position between reading, analysis, in-
terpretation and what M. Epstein?® has defined as an essayistic method.

Developing speculative explorations in a wide range of principles, traditions and norms of
text reading — from “pleasure reading” to “close reading”, “cultural critique”, etc. — the theorist
stipulates (nevertheless, quite loosely) the inevitability of intimate critique, which is equally an
“offshoot” of cultural and ideology criticism, and their “personalized fusion”. “By intimate cri-
tique | mean the analysis of personal emotions and lived experiences linked with everyday so-
cial, political, and economic forces and antagonists” [Leitch, 2014, p. 45]. Leitch’s text, as a dem-
onstration of the declared principle of non-objectification of the analysis of the literary text, is
primarily characterized by a deliberate rejection of the fundamental principle of theory as ob-
jective knowledge and its compensation by a highly personalized reading of the literary text. It is
characterized by a certain plot of the presentation, autobiographical flashbacks, allusions (“The-
ory is not one thing” as a reminiscence of V. Woolf’s “...nothing was simply one thing”), ironic re-
marks (“ten key rules of formalist close reading in the New Critical manner of Cleanth Brooks”)
and emotional assessments (“card-carrying antitheorist” — about S.A. Schwartz).

Deemphasizing details, it can be claimed that the Renaissance of literary theory that he
envisions comes to the point of being formalized not as a theory per se, but as a much broader
“program”, not limited by an established framework of categories and concepts, definite prin-
ciples and methodology that can be adjusted quite arbitrary or as V. Leitch sees it “invariably
comes down to case-by-case decisions”. It is challenging to fit intimate critique in such terms
even into broad interdisciplinary research. The central contradiction of V. Leitch’s work, how-
ever, lies in the inconsistency of the declared new impetus to the development of the theory,
namely as the Renaissance, i.e. the flourishing, rebirth, and golden age. At the same time, inti-
mate critique is positioned just as the other conformist option, which is essential for survival pro-
ficiency in modern conditions.

There is nothing left to do in the second decade of the 21st century but to acknowledge that
the post-theory period, in fact, records the losses of theoretical enterprise, which has exhaust-
ed its development resource. Thus, in an interview with Professor Zhu Gang of Nanjing Univer-
sity, V. Leitch indeed confirms that, despite the significant changes affecting the literary process
at the turn of the 21st century, the fundamental approaches of literary theory to text analysis,

1 “The essayistic method consists in the fact that the subject of writing itself turns into a method of
writing, into a starting point, a primary concept. A subject comprehended essayistically, as it were, creates
a science about itself, from an object of methodology turns into a subject, from a conceivable concept into
a thinking understanding of itself” (“Essayistics as a zero discipline”) [3nwrTeiiH, 1998].
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its conceptual and terminological apparatus, despite all its contradiction, remains rigorous: “The
literature | studied and the methods | learned in the 1960s — shaped by modernist literary aes-
theticism and critical formalism — were overturned within 15 years. Yet the scrupulous methods
of formalist close reading exhibit a remarkable staying power, as do the core canonical literary
works” [Leitch, 2014, p. 53]. Zhu Gang’s question based on the core idea of contemporary Chi-
nese intellectuals regarding the commitment of Western theoretic thought to transform having
consideration for non-Western scientific and artistic knowledge is at the centre of this interview.
V. Leitch (and how masterfully Zhu Gang leads him up to it) states that non-Western literature
in Western universities is inaccessible and absolutely nonindigenous (“appear like alien viruses”)
and obtains a critically low presence (“injects”) in university literature curricula The statement
of this fact in itself is an apparent concession to the Chinese specialist in the field of Poststruc-
turalist studies, generally recognized in the West. At the same time, one cannot help but notice
that this rather a superficial responce to the profound and multi-faceted pivotal question of Zhu
Gang'’s entire interview (its formulations, unlike all others, do not revolve around V. Leich’s per-

VT

sonal vision of the future of literary theory and criticism, like “in your view”, “you have promot-
ed recent critical trends”, “you have read Derrida quite comprehensively”, “as a general editor ...
you hold in complying such a volume”) clearly demonstrates the unpreparedness Western theo-
rist to recognize that the Renaissance of literary theory is impossible without taking into account
the philosophical and aesthetic fundamentals of non-Western literature.

The publication of “Theory After ‘Theory’” in 2011 (edited by J. Elliott and D. Attridge) is
seen as a collective attempt, if not to understand, then at least to outline the contours of the cur-
rent theoretic landscape [Elliott, Attridge, 2011, p. 2], to “map” the possible roots of future direc-
tions of theoretic and literary thought. After all, this is how the goals and objectives of the book
are understood — instead of in-depth analysis, the main criterion for the value of the proposed
theoretical research is originality, importance, decisiveness and intellectual commitment to the
“project of theory”, as well as the consensus that modern theory “must now become something
distinctly other than it has been before” [Elliott, Attridge, 2011, p. 2]. From the editors’ perspec-
tive, the theorists whose works are included in the publication equally deserve credit for shift-
ing their interests from the key figures of Poststructuralism and Deconstructivism to their suc-
cessors, G. Agamben or A. Badiou, whose speculations can only be considered among contribu-
tors to the fundamental theories of J. Derrida, G. Deleuze, and J. Lacan. For example, G. Agam-
ben’s monographs “The Man Without Content” [Agamben, 1999], “Stanzas: Word and Phantom
in Western Culture” [Agamben, 1993] are considered a fruitful substantiation of M. Heidegger’s
and W. Benjamin’s insights.

At the fringes of literary discourse, there are still the views of scholars who not only demon-
strate the aptitude and non-versatility of the categories developed by Western theoretical poetics
but also challenge the status of literary theory and its validity as a tool for extracting meaning from
a text. Among these, we ought to name a Japanese literary theorist and philosopher Kojin Karatani,
the author of the monograph “The Origins of Modern Japanese Literature” published in 1980. The
incipience of the phenomenon of K. Karatani, as we see it, can be regarded as a totally different,
complete and profound reconsideration of the generally accepted concepts and fundaments of the
study of the Japanese literary process at the turn of the 20th century, as his ideas allow us to see
those aspects that remained unexploited by Western theorists and Eastern literature researchers.
K. Karatani’s academic papers are seen as an attempt to renew the inconsistencies that character-
ized the relationship between Japanese and non-Japanese — especially Western — universes of lit-
erary theory and critique. K. Karatani’s radical rethinking of Japanese literature of the post-Meiji
restoration era (1866—1912) can be recognized as a desire to shed light on the premises underly-
ing the understanding of the concept of “modernity.” Such terms as “literary history”, “moderniza-
tion/modernity”, “literature,” and “structure” are represented in his analyses as ideological con-
cepts. K. Karatani combines numerous links into an argument that reveals what remained unno-
ticed in the Western understanding of the reasons for the development of modern Eastern culture.
The research of the Japanese intellectual questions the evidence of main Western hypotheses and
core theoretic concepts, as well as their originality [Karatani, 1993].

K. Karatani’s contribution as a critic is in a deep literary analysis of modern Japanese lit-
erature through the prism of European and American literary concepts and the conviction that
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its understanding within the framework of these concepts and established Western categories
alone leads to the creation of a “construct” of Japanese literature, and thus, to its fallacious in-
terpretations. Instead, he emphasizes concepts — or, rather, premises — that enable a deep un-
derstanding of Japanese literature: “subject and object”, “I-novel”, “landscape”, “confession”,
“child”, etc. Each of the above premises becomes understandable through the prism of inversion
(the tento strategy). By applying this strategy, K. Karatani thereby carries out inevitable paradigm
shifts, creating the illusion of times of depth and duration of the past. As it is seen by his transla-
tor and researcher B. de Bary, his methodology is a phenomenological transformation, the pur-
pose of which is to raise all doubts “as one of ideology critique, of an aggressive defamiliariza-
tion” [Bary, 1993], that is, to present the generally accepted Western theoretical framework on
which the studies of Japanese literature of the 19th—20th centuries were based, in a new per-
spective.

This study, published at the pinnacle of Western Theory, first and foremost questions the
versatility and validity of Western literary theory as a logically constructed epistemological sys-
tem monopolizing knowledge about literature. As an example, the author cites Natsume Soseki’s
belief that, compared to creative writing, literary theory is unstructured and impractical specula-
tions, something intimate, written about literature “from within”. Furthermore, this paradoxical
for a Western literary critic vision of the theory was fully reflected, as K. Karatani highlights in his
preface to the novel “Kokoro” (“The Heart”), which “... is written in an extremely personal style,
which contrasts strikingly with the formal style of the work itself” [Karatani, 1993, p. 11]. Howev-
er, K. Karatani’s scepticism towards literary theory is most clearly manifested in the use of a min-
imal number of categories and concepts specific to the metalanguage of literary theory. The ones
that are present in the book do not pretend to be systematic, accurate or otherwise specific.

Secondly, the monograph revises the approaches to understanding the history of literature
as a phenomenon of objective reality and refutes the universality of English and, more broadly,
Western literature as an aesthetic norm. In this regard, the generally accepted thesis in Western
literary studies about the key role of Western literature in the formation of Japanese literature
during the Meiji Restoration is called into question. To agree that the discovery of landscape or
the child in Japanese literature of this period is influenced by Western literature, for K. Karatani,
means to acknowledge their existence before/after, but not within the literary text. Thus, to
recognize them as the categories of literary history, not the categories of art and aesthetics. To
declare the “discovery” of landscape by Japanese literature only at the end of the 19th centu-
ry is to ignore the existence of both the sansuiga “mountains and water pictures” as one of the
most prominent Japanese perceptions and reflections of sacred and idealized landscape, kacho
fugetsu (“flowers, birds, wind, and moon” i.e. elevated and sensitive description of images of na-
ture) and jokei (“compositions about places”) as a poetic genre that K. Karatani pinpoints. To un-
derstand the processes that took place in Japanese literature at the moment of its discovery by
the West, the scholar introduces the idea of “inversion” instead of the linear-historical model of
literary modernization: “... we cannot describe the Japanese discovery of “landscape” as a pro-
cess that unfolded in a linear pattern from past to present. “Time” has been refracted and turned
upside down” [Karatani, 1993, p. 19]. For F. Jameson, inversion is nothing more than a seman-
tic juggling, a “great laboratory experiment”, and a means of implementing “theoretical presti-
digitations” [Jameson, 1993, p. ix]. For K. Karatani, inversion is a tool that reveals how superfi-
cial and mechanistic the understanding of philosophy and poetics of landscape in Japanese ar-
tistic practice by Western theory is and how little it takes into account the body of aesthetic ide-
als and principles that shaped the traditions of Japanese literature. These are ideals and princi-
ples, thanks to which any artistically significant phenomenon that falls into the sphere of Japa-
nese literature will be reconsidered and crystallized in accordance with them. Unlike Western
literature, in which, starting with the descriptions of nature in Dante’s “The Divine Comedy”,
the landscape remains a non-plot element, an object for the artist and protagonist, the Japa-
nese artist “is not looking at an object, but envisioning the transcendental”. In the book of Mat-
suo Basho, according to K. Karatani, there are no descriptions of nature, and even what “looks
like description is not” [Karatani, 1993, 21], and the man-landscape in the story “Unforgettable
People” by Kunikida Doppo is an example that the landscape is not “outside” but “within the in-
ner man” who seems indifferent to his outer surroundings, the understanding of which requires
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a “fundamental inversion” of consciousness, and in this inversion one discovers Doppo’s land-
scape. The transcendence of the Japanese landscape takes it beyond the epistemological frame-
work of Western literary theory and undoubtedly dispossesses the literary landscape of the on-
tological status of an “object”, depriving it of the meaning of studying it as a “means”, “method”,
or “source”. “Once a landscape has been established, its origins are repressed from memory. It
takes on the appearance of an ‘object” which has been there, outside us, from the start. An ob-
ject, however, can only be constituted within a landscape. The same may be said of the ‘subject’
or self. The philosophical standpoint which distinguishes between subject and object came into
existence within what | refer to as ‘landscape’. Rather than existing prior to landscape, subject
and object emerge from within it” [Karatani, 1993, p. 34] —in this sense, the landscape becomes
an autonomous generating being. As seen, by revoking the status of an object and transferring
the landscape into the category of the transcendental, K. Karatani indirectly confirms the valid-
ity of the Poststructuralist concept of the non-mimetic and non-representational nature of art
and the exhaustion of the ideological and categorical principles of the theory of literature, which
were based on mimesis as a key category of aesthetics. The difference is that while for Western
theorists the discussions took place along the fault line of “mimetic/non-mimetic” literature, for
K. Karatani this question makes no sense at all, obviously for the reason that the philosophical
and aesthetic framework of Japanese literature wabi-sabi, mono no aware, ylgen is not about
what is seen, presented or said, but about the elusive, unknowable, unheard, incomprehensible
by word, about reflection on the unsaid, association with the unseen, that is, about the very Tao
that cannot be expressed or explained, for it is different every next moment.

For theorists of Postcolonialism, the time of active opposition to the status of Western lit-
erature as a model or aesthetic norm, the question of revising not only the literary but also the
theoretical canon becomes fundamental. If we leave aside the already irrelevant simplified and
schematic ideological assessments of literary theory as one of the tools of Western neocolonial-
ism [Zeng, 2018], then the central philosopheme of “resistance to theory” for the thinkers with an
Eastern background is cynicism about its ability to conceptualize the literariness of a text that is
not shaped by Western philosophical and aesthetic tradition. A central theorist of postcolonial dis-
course, Homi K. Bhabha, in his 1984 essay “Representation and the Colonial Text: A Exploration of
Some Forms of Mimeticism,” formulates two theses that confronted the Western theoretical and
literary canon, the importance of which was emphasized only in the early 21st century, with the
emergence of literary scholars of Asian origin, such as Zhu Gang or Longxi Zhang, who do not only
examine the system of Western literary concepts functioning closely, study and respond Western
theoretical and literary pursuits, but also offer their own approach to the analysis of literary texts.
Firstly, by understanding mimesis as one of the forms of linear knowledge, which is characterized
by the presence of a subject prior to an object. In particular, he highlights that with regard to colo-
nial (i.e., next to all non-Western) literature, the views of Western critics are shaped by the same
epistemological assumptions based on the fact that mimesis is a key aesthetic principle of art. On
the one hand, this Bhabhan thesis finds an agreement with the Poststructuralists’ criticism and de-
nial of the mimetic nature of art (P. Ricoeur, R. Barthes, J.F. Lyotard), as well as the concept of art as
a secondary modelling system. At the same time, the core of his scepticism towards mimesis is dif-
ferent and cannot be reduced to an iteration of Derridean criticism of hierarchical relations in the
“nature-art” binary opposition. For H. Bhabha, the mimetic nature of art lies in the classical para-
digm of subject-object knowledge, justified by the rational tradition of natural science, that shaped
the idea of knowledge as a “reflection” and “recognition”: “It is a predominantly mimetic view of
the relation between the text and a given pre-constituted reality. This entails the classic subject-
object structure of knowledge, central to empiricist epistemology... From such a concept of textu-
al reference, it follows that the representation — a literary text — becomes the image of the repre-
sented — the given reality — which as the essential, original source determines the form and action
of its means of representation” [Bhabha, pp. 99—-100]. Secondly, in the interpretation of H. Bhabha,
the mainstream literary theory and criticism is described as some image-centred pattern of analysis
of a literary text, the task of which is reduced to Hegelian recognition and comparison of an image
as a mimetic centre of the narrative with its existing pre-constituted original.: “The ‘image’ must
be measured against the ‘essential’ or ‘original’ in order to establish its degree of representative-
ness, the correctness of the image” [Bhabha, p. 100].
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Bhabhan questioning of literary theory as a universal image-centered model for the study of
literary text, based on the ontology of art, the aesthetic foundations of which are within the antin-
omy of mimetic — anti-mimetic, in the works of the recent scholars is reduced to a truncated ideo-
logical project. Among these, we can name, for example, Princeton University professor S. Gikandi,
who attributes Bhabhan's ideas to the competence of only Postcolonial or Asian studies. Whereas
an American literary critic, Pauline Yu, in her 1987 work “The Reading of Imagery in the Chinese Po-
etic Tradition”, confers them with a more pragmatic dimension. Arguing the use of Western liter-
ary categories for the analysis of Chinese texts premised on fundamentally different aesthetic prin-
ciples; her goal is to elucidate the nature and semantic scope of the concept of image and the ca-
pacity for existence of literary methodological principles to study the imagery of Chinese writings.

Yu, first of all, emphasizes that since the original meaning of the concept of “image” in West-
ern literature is “imitation or copy” [Yu, 1987, p. 3], understanding the category of the image by
Western literary scholars is impossible without realizing that mimesis itself is based on the onto-
logical dualism between the assumption that there is a more truthful reality than the one in which
we live, and that art itself is capable of reproducing the connection between these realities. Thus,
the image is associated with “the artful embellishment and ordering of nature”, and in no way pur-
sues the aim of the “proto-photographic representation of sensible reality” or “offering a natural
or truthful report of experience” [Yu, 1987, p. 6]. Comparing the Western and Eastern traditions
of studying literary texts, Yu emphasizes that Western theoretical formulations are based on the
foundations of ancient Greek approaches, which means, first of all, that all types of literary forms
differ depending on “the method or subject of their mimesis”. The Chinese philosophical tradi-
tion, on the contrary, is based on a monistic worldview: Tao is superior to any other phenomenon
but is inherent precisely in our world, and there is no supersensible sphere that lies on the level of
physical beings or is different from it. Whereas according to the Chinese worldview, “true reality is
not supernal but in the here and now, and this is a world, furthermore in which fundamental cor-
respondences exist between and among cosmic patterns and operations and those of human cul-
ture” [Yu, 1987, p. 32], such a perspective, as she says, promotes a holistic understanding of reali-
ty, where the boundaries between nature and humanity, spirituality and everyday life are blurred.
It encourages the individual to seek harmony with the natural world and to recognise his place in
the greater cosmic order, requiring the ability to rise above the mundane and reach a higher super-
substantial level. Therefore, the meaning of words in a work of art goes beyond their direct mean-
ing. Conversely, the meaning cannot be conveyed if the words are too unambiguous. It is easy to
see that Pauline Yu's thesis regarding the comprehension of the image in Chinese literature, which
consists in exceeding the capabilities of language when the meaning is hidden behind the text, like
a “tacit echo”, and even more — for the perception of the image, it is not the words themselves that
are important, but the what passes through them —is based on the same “envisioning the transcen-
dental” that K. Karatani discussed.

The perfect poetics of transcendence, according to the scholar, was described by Sikong
Tu, who, in his reflections on the quintessence of poetic art in “Letter to Jipu”, notes its ability to
create the unknowable, an image outside an image, a picture outside a picture. Yu argues that
by overcoming the limitations of language, the limitation of the literal meaning, Chinese medi-
eval poetry creates the described Sikong Tu “incommensurability of the poetic image to both
concrete object and also any actualization in the mind of the reader” [Yu, 1987, p. 209], under-
lying the transcendence of Chinese poetic text. Yu also notes that the association of images with
meaning in Chinese literature, unlike Western literature, was unimportant. In turn, the culture
was based on the acceptance of a number of stereotypical images, which led to the use of the
same images in many literary works.

Pauline Yu's reflections are undoubtedly too rigid in the sense of depriving Western intel-
lectuals of the ability to understand the philosophical and aesthetic fundamentals of Chinese lit-
erary classics and, accordingly, their ignoring them when developing the literary category of im-
age. Among those who emphasized the importance of paying due consideration to them and
whose ideas influenced the emergence of Anglo-American Imagist poetry was the American phi-
losopher and orientalist E. Fenollosa. In his essay “The Chinese Written Character as a Medi-
um for Poetry” (1919), he wrote: “...Chinese would be a poor language and Chinese poetry but
a narrow art, could they not go on to represent also what is unseen. The best poetry deals not
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only with natural images but with lofty thoughts, spiritual suggestions and obscure relations. The
greater part of natural truth is hidden in processes too minute for vision and in harmonies too
large, vibrations, cohesions and affinities. The Chinese compass these also, and with great power
and beauty. ... the Chinese language with its peculiar materials has passed over from the seen to
the unseen by.... the use of material images to suggest immaterial relations” [Fenollosa, 1919].
The above words imply his understanding of the transcendental essence of Chinese verbal art.
Despite the fact that K. Karatani, in the essay “Japan as Museum” (1994), ironically refers to E.
Fenollosa’s contribution to the West perception of the traditional art of the East: “Nevertheless,
it was Fenollosa, and no one else, who ‘discovered’ this traditional art. What he introduced was
a position from which to see Japanese art as ‘art’. Art does not exist without being regarded as
art, in other words, without a discourse on itself. Although Japanese art had long existed, its sta-
tus as ‘art’ was asserted by Fenollosa: he singled it out as ‘art’” (it is easy to see that these words
sarcastically disclose the Western man’s tendency to institutionalize everything) [Karatani, 1994,
p. 33], it should be recognized that the American philosopher was one of the first to change ap-
proaches to not only artistic but also a conceptual reflection of the literary art of the East.

Thus, we see that the rejection of literary theory declared in the papers of Postcolonial theorists
results in the idea of “colonial pressure and appropriation” of the text, which is generated mainly by
the understanding that Western literary theory imposes a standard matrix of analysis of a work of art,
compiled on the basis of the study of Western literary texts. Along with the refusal to recognize West-
ern literature as a model, a norm, or an artistic mode, the polemic started by Postcolonial discourse on
the epistemological perspectives of Western literary theory in a situation of collision with a non-West-
ern literary text at the turn of the 20th—21st centuries, developed into an evaluation of its ontological
potential. Intellectuals and writers of the Multiculturalist era who, on the one hand, relied on the Post-
structuralist “breakthrough to the transcendent” and, on the other, on the philosophical, poetic and
aesthetic nature of Eastern art, demonstrated that a body of issues related to the future existence of lit-
erary theory, raised by literature itself, is much more complicated. It concerns another radical revision
and, more importantly, the construction of new approaches to the analysis of the text, the literariness
of which is shaped not only by the Western, but also by the Eastern philosophic, poetic and aesthetic
tradition. First of all, these processes are caused by the beginning of the formation of new future hori-
zons of world literature, in which authors with Eastern artistic and aesthetic experience and knowledge
play a significant role. After mastering the Western literary and aesthetic canon — rather a long peri-
od when the writings of such authors were derivative in the general paradigm of Western literature —
a new literature is being formed. It challenges Bhabha’s idea of mimicry as a mode of survival and
adaptation of the colonized and manifests that non-Western canon as its artistic source. The era of
post-theory must testify that rumours about the “death of theory” may be premature, and the reso-
lution of the literary theory crisis is unattainable without the contribution of literary knowledge orig-
inating from the East.
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The study aims to determine the status of modern theoretical literary debate within the context of
scientific theorizing in China and Japan. Growing understanding of the crisis of Euro-Atlantic literary-theo-
retical thought in the first two decades of the 21st century took shape in the publication of works by ven-
erable specialists in the field of literary studies devoted to the causes of its occurrence and the taxonomy
of directions and theoretical tools to overcome it. What unites this whole corpus of extensive research is
an indirect or direct recognition of the decline of productive literary theoretical research, which came af-
ter the literary theoretical breakthrough of the late 60s of the 20th century. At the same time, the refus-
al to recognize Western literature as a model, artistic and aesthetic norm caused the emergence of pow-
erful voices of authors whose writings are not directly shaped by the Western literary canon. Simultane-
ously, the refusal to recognize Western literature as a model, artistic and aesthetic norm caused the emer-
gence of powerful voices of writers whose work is not directly shaped by the Western literary canon. The
polemic started with the postcolonial discourse regarding the epistemological perspectives of Western lit-
erary theory in a situation of clash with a non-Western literary text, which, at the turn of the 21st century,
developed into a reflection of its ontological potential. Both intellectuals and artists of the age of Multicul-
turalism, who relied on the Poststructuralist “breakthrough to the transcendental” on the one hand and
on the philosophical nature as well as poetics and aesthetics of art of the East on the other, demonstrat-
ed that a complex of issues related to the future existence of literary theory risen by the literature itself, is
much more sophisticated. First of all, these processes are caused by the early formation of new future ho-
rizons of world literature, in which artists with Eastern artistic and aesthetic background and knowledge
play a major role. Following the mastering of the Western literary and aesthetic canon —rather a long peri-
od when the writings of these authors were derived from the general paradigm of Western literature —the
formation of a new literature takes place, protesting Bhabha’s idea of mimicry as a way of survival and ad-
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aptation of the colonized and demonstrating the non-Western canon as its artistic source. The era of post-
theory should testify that the rumours of the “death of the theory” may be greatly exaggerated in case the
overcoming crisis of theory, which is based on literary knowledge originating from the East.
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AN INTIMATE DIALOGUE WITH GOD
IN JOHN DONNE’S “HOLY SONNETS”: PETRARCHAN CONTEXT

Memoro CTaTTi € AOCNIAXKEHHA 06Pa3iB NAAaTOHIYHOrO Ta KypPTya3HOro B 0COBUCTUX B3aEMUHAX /TIPUYHOTO
repos 3 borom y «CaALeHHUX coHeTax» . [loHHa B KOHTEKCTi 3B’A3Ky 3 NeTpapKiBCbKO Tpaauuieto. Ana
LbOr0 BMKOPUCTAHO KOMMIEKCHWUI MigXif, i3 3acTocyBaHHAM eneMeHTiB 6iorpadiyHoro, reHeanoriyHoro,
TUNOOTYHOrO, FePMEHEBTUYHOIO, KOMMAPATUBHOTO Ta CTPYKTYPHO-CEMIOTUHHOTO Memo0ie AOCNIAKEHHS.

OKpecneHo nornsan niTepaTypo3HaBLiB Ha AxKepena «CBALWEHHUX COHETIB» (XPUCTUSHCBKI
MeAMTaTUBHI NPaKTUKK, BiBNIHI KHUMM, TpagmLii aHTNINCbKOI penirinHoi NipUKK), BKa3aHO Ha iX 3B'A30K
i3 NeTpapKiBCbKOKO MOETUYHOI TPAAMLIEID Ta Y LibOMY KOHTEKCTI 3anpOMOHOBAHO OAHY 3 MOM/IMBUX
iHTepnpeTauin coHeTHOro unkny 4x. [loHHa.

BcTaHOBNEHO, WO A1 PO3YMiHHA €BOIOLLI CTOCYHKIB repoiB «CBALLEHHWX COHETIB» KOHLLeNTya/lbHUMU €
Tpu noesii — XIV, XVII Ta XIX. Y nepLwii4, Big4ysatoum BacHy CNabKiCTb Ta HEMOXK/MBICTb CAMOTYKKM NOA0NATU AU-
ABONA, NipU4HU cy6’ekT K. [loHHa Bnarae [ocnoaa BiABOHOBATU MOro CEpLIE Y BOPOra, 3aCTOCOBYHOUM MPU LIbOMY
LUMPOKY ManNiTPy TMNOBOI ANA NETPAPKIBCbKOT NiPUKN BOEHHOT MeTadopuKu. MpoTe TBopeLp, AknI y coHeTax =Xl
3Ma/1bOBaHWI NMO-METPAPKIBCbKM Aaneknm, 6anayKum i rayxmm o 6naraHb NPOTaroHiCTa, TaKUM i 3a/IMLLIAETHCA.

Y XVII coHeTi, KMl CNpUMMAETbCA AK Ay»Ke 6U3bKUIA A0 NipnyHUX TekcTiB «Canzoniere», npuceave-
HUX cmepTi Jlaypu, BiAOYBAETbCA BigYYTHA 3MiHa Y CTOCYHKax repoiB. fK i B iTanilMcbKoro rymaHicra, nicaa
KOHUYMHM KOXaAHOI »KiHKM, }KUTTEBA CTEXKKaA NipuyHOro cyb’ekTa K. [JoHHa OCTaTOYHO 3BepTaE A0 Heba, i BiH
NOYMHAE BiAYYyBaTH, LLLO BTPATY 3eMHOI 1l060BI 1OMY NMOBHO MipOtO KOMNeHcoBaHo o608’ 1o BoxkecTBeH-
Hoto. MpoTe nofanbLi CTOCYHKM 3 BOrom NpoTaroHicT, 3HOBY K TaKW, K BUAAETLCA aBTOPL,, BUOYA0BYE 3a
NeTpapKiBCbKOK MOAENIO, HalbiNbL MOBHO OMWCAHOK B OCTAHHBOMY NMOETUYHOMY TEKCTI LMKAY.

CoHeT XIX AeMOHCTPYE BCHO CKNALHICTb B3aEMWMH MiXX 3eMHOIO NtoauHo i TBopuem. JlipnyuHuii
cy6’ekt K. [loHHa nocTiltHO nepebyBae y Bnafi cynepeynnsmx NOYyTTiB Ta EMOLLiM, WO 3araloM KOpestoe
i3 NeTPapKiBCbKMM PO3yMiHHAM ambiBafieHTHOCTI Nt06OBHOrO MOYYTTA, HaMKpawe po3kpuTii y CXXXII Ta
CXXXIV coHeTax «Canzoniere». MigKpecneHo, Wo  NOeTUYHA JIEKCUKA, IKY BUKOPUCTOBYE Y CBOEMY BipLLUi
[. loHH, yKa3ye Ha cneuundiyHUiA XxapaKTep CTOCYHKIB MOro npoTaroHicta 3 borom, aki y 38’A3Ky 3 UMM Ha-
6yBatoTb 03HaK KypTya3HOi 1t060BI, KypTyasHOro CXMAAHHA-CAYXKIHHA.

3p061eHO BUCHOBOK, L0 B3aEMWHU NTIPUYHOTO repos i3 Ffocnoaom y «CesLLeHHUX coHeTax» K. [loH-
Ha Ha3aran MoXyTb ByTV NPOiHTePNpPeToBaHi AK N0bYA0BaAHI HA TUX CAMMUX OCHOBHUX MPUHLMNAX, HA AKUX
IPYHTYETbCA KOHLEMLIA KOXaHHA y Nt0BOO0BHIM noesii netTpapKiamy. MpoTaroHicT aHriMcbKoro noeta, Tak
CamMo, AK TPAAMLUINHUIA NipUYHUIA Tepoit NeTPapKiBCbKUX TEKCTIB, CTPAXKAAE Big, HEPO3A4iNEeHUX NOYYTTIB,
yCiM cepLem nparHe B3a€EMHOCTI, @ OKpiM TOro, roBopuTb cneundiyHoo metadhoprMyHO MOBOH. | HaBITb
AKLO MOBHa NpPaKTMKa, AKOI NOCNYrOBYETbCA aBTOP, | HE MOXKe BBAXKaTUCA BUHATKOBO NETPapKiBCbKOH,
OCKi/IbKM NOAiB6HNI PUTOPUYHUI KOA, Y AKOMY A,0CBiA, AYXOBHOIO CMisIKyBaHHA 3 [ocnofom onucyBascA 3a
[0MOMOro0 epoTUYHMX 06pasiB, LUIMPOKO BUKOPUCTOBYBAIM XPUCTUAHCBKI MICTUKM, TO COHETHA NOETUYHa
CTPYKTYypa €, 6e3nepeyHo, KaHOHIYHOM A1A NeTPAPKIBCbKOro NipUYHOro AUCKYPCY | BUMArae OTpUMaHHA
yCTaNleHUX NPaBU/ He InLle CTOCOBHO GOpMU, ane i oA 3MiCTy.

Kntouoei crio8a: KypmyasHa stobos, 06paz boaa, nempapKiam, naamoHiyHa M608e, MpomazoHicm, coHem.
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John Donne’s lyrical sequence “Holy Sonnets” (entitled “Divine Meditations” in some

manuscripts) consists of nineteens poemes. It is impossible to find out exactly when they
were composed, but it is commonly accepted that twelve of the sonnets were written in the first
half of 1609, the last four — between the end of 1609 and early 1611 and the other three — much
later, after 1617.

The collection was never printed during J. Donne’s lifetime, although all of its texts circulat-
ed in manuscript. The sonnets of the sequence were first published (together with the author’s
love lyrics) only in 1633, two years after the poet’s death.

Most of the “Holy Sonnets” were created during a period of great personal distress and
strife for J. Donne, who suffered a combination of physical, emotional and financial hardships.
That was also a time of personal religious turmoil as the English poet, born and raised in a strictly
religious Catholic family, was in the process of conversion from Roman Catholicism to Anglican-
ism and was preparing himself for taking holy orders in 1615 despite profound reluctance and
significant self-doubt about becoming an Anglican priest. Such a difficult decision, which was not
least motivated by the author’s desire for career advancement and achieving material well-be-
ing, caused his deep worldview crisis, which is clearly felt in the “Holy Sonnets”. These J. Donne’s
poems are about life and death, sin and salvation, doubts and repentance, fears and hopes, love
and loss, but most of all — about the writer’s protagonist’s personal dramatic relations with God.

Being extremely interesting and original texts, J. Donne’s “Holy Sonnets” often became the
subject of research. They have been examined extensively, in different analytical contexts and
from different perspectives, but despite that fact, it is still possible to single out some debatable
issues that require further scientific studies. One of these issues is the genetic connection of the
“Holy Sonnets” with various cultural and literary traditions (biblical, patristic, theological, platon-
ic, courtly, mystical, alchemical, metaphysical, Petrarchan, etc.).

I ntroduction

Literature Review

Lewis Martz, for example, proved that the sonnets of the sequence had been closely relat-
ed to the system of individual meditation developed by the founder of the Jesuit Order, Ignatius
Loyola (for someone who practiced this form of meditation, it was necessary to recreate in their
imagination a certain scene from the New Testament, place themselves among the characters,
and then analyze their own experiences and draw appropriate moral conclusions) [Martz, 1954].

Annie Peppiatt pointed out that such a noticeable connection had been manifested primar-
ily at the structure level of the sonnet itself, since “the 4 — 4 — 6 division of the Petrarchan son-
net accommodates the three-stage meditative practice of a) prelude, a composition of place to
imagine theological issues as part of a concrete scene, b) meditation on one’s own sin and salva-
tion, and c) colloquy, a dialogue with God resulting in intense devotion and conviction” [Peppi-
att, 2019-20, p. 2].

Helen Gardner, the editor of the most reputable edition of J. Donne’s spiritual lyrics, also
connected his “Holy Sonnets” with the described meditative practice [Gardner, 1952].

Unlike Lewis Martz and Helen Gardner, Barbara Lewalski derived the “Holy Sonnets” geneal-
ogy from the biblical “Book of Psalms”. During J. Donne’s lifetime, this book became hugely pop-
ular among English-speaking readers thanks to the excellent translation by Philip Sidney and his
sister, the Countess of Pembroke [Lewalski, 1984].

This researcher’s position found a response in modern literary studies. For example, Kelly
Gober notes that “the Psalms served as a thematic and linguistic model for Donne as he wrote his
Holy Sonnets” [Hobber, 2018, p. 7].

Norin Bieder, supporting both of these hypotheses, finds in the “Holy Sonnets” not only
connections with Catholic meditation and David’s psalms but also with the biblical lamentations
[Bider, 1992, p. 3]. Faith Wentz adds to this list “Song of Solomon” and Paul’s writing in Romans
6 [Wentz, 2016].

Some researchers connect the “Holy Sonnets” not only with the Christian tradition but with
some others, which are less sacred. In this context, Ronald Green’s statements are quite inter-
esting. Writing about the influence of the Psalms on the English religious lyrics of the 17 centu-
ry, this author mentions Francesco Petrarch’s “Canzoniere”, thus indirectly pointing to another
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source of J. Donne’s sonnet sequence: “the Book of Psalms is central to the development of the
age’s religious lyric. It belongs with Petrarch’s Rime Sparse as a master text through which the
writers of the age tested their capacities <...> not only as worshippers and theologians but as po-
ets and critics” [Greene, 1990, p. 19].

The idea that J. Donne’s “Holy Sonnets” have a lot in common with the lyrical tradition of
Petrarchism is also expressed by Helen Wilcox in “The Cambridge Companion to John Donne”:
“while his (J. Donne’s — M. M.) love poems in the Songs and Sonets include no formal sonnets, his
devotional poetry embraces this poetic form most closely associated with the Petrarchan tradi-
tion of earthly love. In some sense, then, Donne’s religious sonnets may be seen as love poems
to God” [Wilcox, 2006, p. 150].

Aim and Objectives

Such a wide diversity of opinions motivates us to dive deeper into the issue. This paper aims
to study the images of the platonic and courtly in the protagonist’s personal relations with God
in J. Donne’s “Holy Sonnets” in the context of the connection with the Petrarchan tradition.

Methodology

In order to accomplish this, we will use a complex approach that includes elements of
biographical, genealogical, typological, hermeneutic, comparative and structural-semiotic
methods of literary analysis.

Results and Discussion

The initial situation of the Petrarchan lyrical text was always a tragic, unrequited love. The
Petrarchan hero was strongly in love with the Petrarchan heroine, who did not reciprocate his
feelings and was depicted as distant, cold and indifferent to his suffering. Traditionally, this wom-
an was essentially unattainable for the protagonist due to various reasons: a much higher so-
cial status, marriage, distance, illness or even death. Since the hero could not count on affection
from her, he could only sublimate his amorous desires in inspired verse, hoping that his poetic
practice would ease his mental torments.

In literature, this interpretation of love relations first appeared in the lyrics of the French
poets of the 11*"-12% centuries — the troubadours. Critics usually connect the origin of trouba-
dour poetry with a complex and, at the same time, fruitful interweaving of various sources: an-
cient literature, foremost Ovid’s poems, rich Romance folklore, medieval Latin poetry, as well as
the traditions of Arabic lyrics, in particular Sufi. It is in Provencal poems that the basic concepts
of courtly love, inherited later by F. Petrarch through Italian poetry, were formed.

According to the troubadours, the infatuated protagonist was connected to his beloved
woman by a kind of vassal service, fulfilling all her whims and even performing chivalric feats in
her honour. Famous medievalist Clive Staples Lewis called this sociocultural phenomenon “a feu-
dalization of love” [Lewis, 1936] and explained that in the Middle Ages, vassal loyalty had been a
trait that crowned the scale of moral and ethical values, so in order to add more value to courtly
love, behavioural peculiarities of the vassal relations had been projected onto it.

The woman depicted in troubadour’s poems was often a wife of his suzerain, therefore,
vassal honour definitely excluded any physical contact, let alone marriage. Generally speaking,
the troubadours resolutely protested against the very institution of marriage, being convinced
that true love could be present exclusively in the situation of a personal choice, and not a mari-
tal, political or property agreement, which marriage in fact was in the Middle Ages.

Propaganda of this idea is especially evident in the book that is pivotal for the entire court-
ly culture —the treatise of Andreas Capellanus, “De Arte Honeste Amandi”. The author built it by
analogy with Ovid’s “Ars amatorial”. Through direct instructions, as well as instructive dialogues
between men and women of different social statuses and a list of behavioural requirements,
he laid out, systematized and generalized the basics of courtly love relations as widely as pos-
sible. All in all, his code included thirty-one rules [Capellanus, Parry, 1960, pp. 184-186]; how-
ever, “no rule is made clearer than that which excludes love from the marriage relation” [Lew-
is, 1936]. According to Andreas Capellanus, if there were any feelings between partners in mar-
riage, they could not be considered love, since marriage itself involved an element of coercion,
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necessity. When showing affection to her husband, the wife was guided not by love, but by Chris-
tian humility and obedience. On the other hand, love is a feeling that elevates a person above the
mundane, and you can really love only someone higher, nobler than you are; therefore, a hus-
band could not love his own wife. According to “De Arte Honeste Amandi”, his feelings in mar-
riage were something similar to parental love, while true courtly love was only possible outside
of marriage. In this sense, according to the Polish scholar Maria Ossowska, “knightly culture did
not belong to ‘family’ cultures” [OccoBckan, 1987, p. 172].

However, according to a well-known researcher of European medieval literature William
Burgwinkle, it was marriage that served as some kind of a screen that covered various forms of
relations not allowed by the church in the Middle Ages, including courtly love itself. If the couple
fulfilled their main duty — to give birth to children, then both husband and wife could be forgiven
for certain behavioural deviations: “Rather than serving as the ultimate sign of consummation —
sexual, social, and familial — marriage paradoxically marks the first moment at which, a major ob-
stacle having been disposed of, passionate sexual love becomes a possibility. With social stabili-
ty and respectability won and virginity no longer an obstacle, marriage throws the door open to
its many alternatives: loveless partnerships give way to erotic pairings (Tristan et Iseut); male en-
slavement of younger brides gives way to fantasy lovers (the mal mariées of Marie de France);
homosocial bonding takes precedence over heterosexual pairing once the threat of sodomy
charges is erased (Yvain and Gauvain in Chrétien’s Chevalier au lion); magic herbs save women
from unwanted sex with husbands while still guaranteeing them social status and the favour of
their lovers (Chrétien de Troyes’s Cliges). Marriage in these cases legitimizes, enables, and masks
forms of transgressive behaviour that would otherwise remain proscribed: what nineteenth-cen-
tury critics called ‘courtly love’ rears its head with the alluring promise of sin” [Burgwinkle, 2008].
Hence, courtly love was not always as idealized and devoid of physicality as we used to consider.

Itis also important to note that love in the courtly concept of troubadours was a controver-
sial thing. It filled the lover’s soul with conflicting feelings, as it gave him joy and calamity, hope
and despair at the same time. It was unfortunate because a priori did not allow reciprocity, but
it was also happy, as it was given to a man not in order to conquer a woman, but to achieve true
nobility through his love for her, to rise to the highest levels of spiritual and poetic perfection.
That is why the desire for a Mistress was endless, and that is why love in the courtly concept was
characterized by a powerful transforming power. It acquired this peculiarity due to Plato’s ideas.

The very term “platonic love” refers us to the philosophical paradigm of this ancient Greek
thinker. In the dialogue “The Symposium”, he proposed several concepts of love and formulat-
ed the idea of a “love ladder”, fundamental to the whole Petrarchan poetic discourse. Accord-
ing to Plato, love is a unique feeling capable of elevating an earthly being to the highest realms —
the world of ideas. The process of climbing the “love ladder” appears in his philosophy as a grad-
ual realization of the absolute value of spiritual beauty, identified with eternal divine good. The
first step to the ascent is a prolonged contemplation of the love object’s physical beauty, which
should end with the realization of the fact that the beauty of one human body is no different
from the beauty of any other, that is, physical beauty is the same in all its manifestations. Un-
derstanding this, according to Plato, is a powerful motivation for “someone on the right track”
[Plato, 2008, p. 48] to consider all external beauty to be homogeneous, which, in its turn, reduc-
es the attractiveness of the person to whom love feelings are directed, since now this person no
longer stands out from others. Next, the main transition should take place, and the lover should
understand that inner beauty is something radically different from outer beauty and, at the same
time, something much more valuable, but, as in the previous case, it is also homogeneous. At this
stage, he should reach a point where physical beauty will lose its importance, and internal beau-
ty will be treated as a guide to the ideal world.

The distinction introduced by Plato between high love (so-called “Heavenly Aphrodite”)
and low love (“Common Aphrodite”) “which defined the understanding of love for many centu-
ries forward and influenced the history of European civilization” [Turenko, 2017, p. 73], was also
important for the courtly concept of love, as the troubadours distinguished “fin amor” —refined,
platonic, courtly love, and “fol amor” — vulgar, sensual love. In “The Symposium”, Heavenly Aph-
rodite was associated with exclusively male relations, while the love of a man for a woman was
taken care of by Common Aphrodite [Plato, 2008, pp. 11-17]. In post-antique times, such phe-
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nomenon as homoerotism, which was common in the ancient world, acquired an extremely neg-
ative character; therefore, being adapted for Christians, this division took a completely different
meaning. For example, Augustine of Hippo divided love into earthly, impure, carnal, which lured
a person into the depths of hell, i. e. love-desire, love-passion, and into holy love, which elevat-
ed a person, quenching the thirst for the eternal, immortal, absolute, i.e., Christian love —the so-
called “agape”. This thinker also emphasized that a man’s love for a woman or a woman’s love
for a man was not self-sufficient, it was only a way to God. In his “Confessions”, he wrote: “The
good that you love is from him (God — M. M.), and insofar as it is also for him, it is both good and
pleasant. But it will rightly be turned to bitterness if whatever comes from him is not rightly loved
and if he is deserted for the love of the creature <...> For he loves you (God — M. M.) too little who
loves along with you anything else that he does not love for your sake, O Love, who do burn for-
ever and are never quenched” [Augustine, 2007, pp. 65, 186].

Returning to Plato, it is worth highlighting the fact that the ideal world in his philosophical
concept appeared to be very far from the real one. Its ideas were placed somewhere outside the
boundaries of the physical cosmos, in some transcendent otherworld, and were not linked by
any real connections with the human objective world, but were only reflected in it, as if in a huge
mirror. Bridges between these worlds were built by the ancient Neoplatonists, who had formu-
lated the principle of emanation — a kind of radiation of ideas from the metaphysical world into
the earthly one. Love in their philosophical concept was treated precisely as a “heavenly ema-
nation of the Soul longing for God” [HikonaeHko, 2013, p. 117]. The original source of love, ac-
cording to the founder of the Neoplatonic philosophical school, Plotinus, “must be sought in the
inclination of the soul to pure heavenly beauty, in the feeling of kinship with the Divine” [Ibid].

By combining Plato’s philosophy with the ideas of the ancient Neoplatonists and noticeably
Christianizing them, the Florentine Neoplatonists (Marsilio Ficino, Giovanni Pico della Mirando-
la) brought the concept of the “love ladder” to the understanding that is familiar to us. If we
read “The Symposium” really carefully, we can realize that its author, speaking of spiritual steps,
meant a ladder in the literal sense. Climbing to each subsequent level leaves the previous one
behind, therefore the earthly beauty of the love object, which serves as an impulse for climbing
up the ladder, is left on the lowest step; that is, it is practically levelled. However, if we are speak-
ing about the Florentine Neoplatonists, we can state that the object of love is not removed from
the process of spiritual ascent in their philosophy. According to Marsilio Ficino, human beauty is
not just the first level of the “love ladder”, it is an emanation of divine beauty, a visible image of
God himself. To love means to enjoy this absolute beauty. In this way, the object of human love
acquired the functions of a mediator between the earthly world and the Divine.

The philosophy of Neoplatonism was one of the essential elements of the Christian world
concept, dominant in medieval Europe [Mosrosuii, 2009, p. 180], but in the works of the Fathers
of the Church, the impersonal Divine (the One) of the Neoplatonists had been transformed into
the Christian God, and emanation had been replaced with divine providence. Just as in the phi-
losophy of Plotinus, the image of the Divine (the One) was embodied in the entire material world
through the emanation of ideas, so in the Christian concept, the Lord invested His image in ev-
erything that exists through His providence. Furthermore, since the Christian God is love (“God
is love, and whoever abides in love abides in God, and God abides in him” (1 John 4:16)), then ev-
ery part of the universe was imagined to be filled with this heavenly love, poured around. It was
possible for a person to feel it through love for the Creator. Thus, in the Middle Ages, the entire
social and individual consciousness was imbued with this “spiritual eroticism” — mystical love of
God for the world and human beings and each person’s love for God. It was both an ethical and
aesthetic category at the same time: to love the Creator meant to be moved by the beauty of His
divine action and to act in the same way, and to love one’s neighbour was to find and appreciate
at least one trait from God in another person.

The Ukrainian scholar Mykola Ihnatenko, exclusively in the context of the described “spir-
itual eroticism”, proposed to interpret all products of medieval culture, including the love lyrics
of troubadours, as an integral part of the so-called “chivalric eroticism” [IrHaTeHKo, 1986, p. 40] —
highly modified, secularized Christian mystical eroticism. According to M. Ihnatenko, the poet-
troubadour identified himself with Christ and his beloved with the Virgin Mary, transferring all
her virtues to the adored woman. That is why the heroine of courtly lyrics was usually depicted
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as an unearthly, divine being endowed with all the highest virtues and noblest character traits,
and “it is difficult for today’s reader to understand to whom the troubadour sings — an earthly
woman or the Virgin. Such is Abelard’s Heloise, such is Dante’s Beatrice, such is Petrarch’s Lau-
ra” [IrHaTeHKo, 1986, p. 79].

In his turn, one of the brightest European intellectuals of the 20™ century, Denis de Rouge-
mont, believed that the love represented in the lyrics of the troubadours symbolized the mysti-
cal love of the human soul for God. The researcher observes: “Should it be mentioned that the
courtly knight often addressed his Lady by calling her sefior. That is, in the masculine gender:
mi dons (mi dominus), and in Spain: senhor (not senhora)? Andalusian and Arab troubadours
did the same. | believe that here, too, everything is a religious or feudal symbol, and not an ex-
ample of human relations” [Py:xmoH, 2000, p. 92]. In his brilliant work “Love and Western Cul-
ture”, D. de Rougemont pointed to one of the most important sources of southern French love
courtship. According to this author’s ideas, the emergence of the courtly love concept would not
have been possible without the penetration of the Christian heresy of Catharism into Provence.
Moreover, lhor Kachurovskyi, an outstanding Ukrainian diaspora literary critic, also considered
the poems of the troubadours closely connected with Catharism [Kauyposcbkuii, 2005, pp. 211-
213]. This heresy, in turn, goes back to the eastern religion of Mani — Manichaeism, from which
the Cathars borrowed their fundamental idea of dualism — the categorical opposition of the ma-
terial and spiritual worlds, their incompatibility. In Christianity, this confrontation was resolved
through Jesus Christ, the Lord incarnated in flesh. The Cathars did not understand this incarna-
tion of God. For them, the human body was a prison in which the divine soul was forced to stay
for a lifetime while seeking to return to the Lord’s bosom, looking forward to death, as it was the
only possible way to unite with the Creator. Similar theses, by the way, can be found in the phi-
losophy of the Neoplatonists [Mo3rosuit, 2009, p. 185]. And that was kind of idea that formed
the basis for the dramatic and irreconcilable conflict of F. Petrarch’s “Canzoniere” — between
passionate love for an earthly woman and pure love for God.

The “Canzoniere” as a hypotext of European Petrarchism explicates the invariant of the Pe-
trarchan concept of love. The love story of F. Petrarch and Laura, which formed the basis of the
book, is well known; therefore, we will not focus on it here. We will only note that Laura was de-
picted in the “Canzoniere” as a typical heroine of courtly lyrics: she was “the suzerain, her poet
a vassal, eager to follow her yet aware of his unworthiness and the hopelessness” [Waller, 1993,
p. 39]. The woman was married and did not reciprocate the protagonist’s love — perhaps she did
not know about it at all, since they had never spoken to each other, but she was beautiful and no-
ble. F. Petrarch gave an angelic nature to her character, and from the very beginning of the book
his persona considered love for this woman to be an actual bridge to heaven:

From her to you comes loving thought,
that leads to highest good, while you pursue it,
counting as little what all men desire:
from her comes that spirit full of grace
that shows you heaven by the true way’:
so that in hope | fly, already, to the heights [Petrarch, 2001, p. 31].

Nevertheless, as long as Laura was alive, F. Petrarch’s protagonist did not manage to fully
dedicate his life to the Lord, as was expected from a person of a spiritual rank. Therefore, from
time to time, he addressed God, begging to help him find the true path and regain spiritual puri-
ty (see, for example, LXIl), but poetry, dreams of fame and passionate love prevented him from
sincerely and deeply repenting.

Laura’s death radically changed the situation, and F. Petrarch’s persona finally got the op-
portunity to unite with the Lord, that is, he managed to make a kind of a climb up the “love lad-
der”, but in a rather unusual way — through the death of his beloved:

Death has quenched the sun that dazzled me,
and those eyes are in the darkness, fixed, entire:

she is earth, who made me hot and cold:
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my laurels are bare, like the oaks and elms:
in all this | see my good: and yet | grieve.
There’s no one now to make my thoughts
bold or timid, to make them burn or freeze,
to make them fill with hope, or brim with pain.
Out of the hand of him who hurt and healed me,
who once granted me so long a torment,
| find myself in sweet and bitter freedom:
and turn to the Lord | adore and thank,
who governs the world with a blink of his eye:
I’'m weary of living, and sated with it too [Petrarch, 2001, p. 507].

The development of this uneventful lyrical plot is conceptualized in the “Canzoniere” with
the help of a well-judged calendar symbolism. Two dates are significant for F. Petrarch in the
book — the day of his first meeting with Laura (April 6, 1327) and the day of her death (April 6,
1348). The exact dates mark the main changes in the relationship of his persona with the Lord.
Since, as Thomas Roche observes: “if we take Petrarch seriously (and we always must) and imag-
ine his Canzoniere as a leap-year of 366 days, and take further step of faith in imaging that son-
net | is a 6 April date (according to F. Petrarch, in 1327 that was the Friday of Holy Week — M. M.),
we come to the beginning of In morte on the 25" of December, the date on which we celebrate
the birth of Christ. Thus, Petrarch celebrates the initiation of his love for Laura on the same day
that Christ died and the death of Laura on the day that Christ was born. It is a genuine opposition
that only the poems themselves can fully engage and disentangle, but it should already be clear
that this story, or concatenation of myth, is not the simple story of a young man who could write
poetry, falling in love with a married woman” [Roche, 2005, p. XV]. We will find something simi-
lar in J. Donne’s sonnet sequence.

Turning in the “Holy Sonnets” to the sonnet genre, which was not invented by F. Petrarch
himself, but was undoubtedly associated with his name and legacy, J. Donne naturally could not
avoid some comparisons with the Italian humanist. Structurally, his sonnets are written accord-
ing to the Italian model, which underwent certain changes in England. As it is known, the Pe-
trarchan sonnet consists of two quatrains, based on the abba scheme, and two tercets, com-
bined into a sestet, that can rhyme in different ways: as cdcdcd (the so-called “Sicilian sestet”),
cdecde (the so-called “Italian sestet”) or cdccdc. The highlighting of the final couplet is uncharac-
teristic of the Italian sonnet. It is a distinctive feature of its English version, the so-called “Shake-
spearian sonnet”, introduced by Thomas Wyatt and finally legitimized by his younger colleague
Henry Howard, Earl of Surrey.

J. Donne begins all his sonnets with the standard Italian octave composed of two quatrains
with an envelope rhyme (abbaabba), but then, following the first English Petrarchists, abandons
both the Sicilian and the Italian sestets. In the sestets of eleven poems (I, Ill, IV, V, VI, VII, XI, XIV,
XVI, XVII, XVIII), he uses the cdcdee scheme, in seven (ll, VIII, X, XII, XIII, XV, XIX) — cddcee, in one
(IX) = accadd. Such an interesting combination of Italian and English sonnet forms is also mani-
fested in J. Donne’s specific usage of the so-called “volta” — a kind of semantic and / or emotional
“shift”. In Petrarchan sonnets, the volta traditionally fell on the ninth line, demarcating the sestet
from the octave not only formally but also semantically because if in the first four lines a partic-
ular problem was usually raised, in the following four lines it was developed and finally resolved
in the last six lines. Thus, the conflict “took off”, the antitheses “merged” in the synthesis. Shake-
spearian sonnet, being a genre form significantly modified in English literature, on the one hand,
followed this general scheme, but on the other — transferred the volta to the final couplet, the
so-called “key”, which acquired a special importance. Practicing the hybrid version of the sonnet
in his sequence, J. Donne introduces two voltaes simultaneously (the Italian and the English one,
after the eighth line and after the twelfth line) in twelve of his poems. It seems to us that it gives
him much wider opportunities for the development of the lyrical plot.

We also dare to assume that the sonnet genre form turned out to be very convenient for
J. Donne, who had entered the history of world literature as the founder of the English Meta-
physical School of Poetry. Metaphysical poets became famous for the intellectuality of their po-
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ems, their logical harmony and refinement of thought. At the same time, they are also known for
their brilliant wit and oxymoronic language. The poetics of the “metaphysical texts” is based on
a metaphor of a special type, in which concepts usually converge not on the basis of their simi-
larity, but on the contrary — on the basis of their contrast. Such a specific metaphor, the so-called
“conceit”, is perceived by readers as a paradox and served for the metaphysical poets not just
as a linguistic decoration, but as a kind of reflection of the extreme complexity of the world and
human existence, which were especially keenly felt in the Baroque period. J. Donne quite often
ends his sonnets with just such a conceit-paradox, continuing, however, the tradition of the Eng-
lish sonnet writers, who, starting with the earliest Petrarchist T. Wyatt, mostly gave the final cou-
plet a pronounced aphoristic character.

At the same time, as it has been well demonstrated by Nicholas Slagter, J. Donne transfers
to his texts not only the Petrarchan sonnet structure, but also the concept of relations between
the main Petrarchan characters: “Donne’s desire to feel God’s divine love, when placed within
the sonnet, cannot help but call on Petrarchan ideals of the lover-beloved relationship” [Slagter,
2017]. Let’s try to specify this idea.

In our view, just like F. Petrarch’s “Canzoniere”, J. Donne’s lyrical sequence can be divided into
two unequal parts. The sonnet XVII (“Since she whom | lov'd”) can be assumed to be a kind of de-
marcation line between them. In this poem, the author writes about his wife Ann More’s death at
the age of thirty-three in 1617. Similar to the Italian poet’s texts, the death of his beloved becomes
a turning point in the relationship between J. Donne’s persona and the Lord. So that this thesis does
not seem unfounded, let us refer to the observations of the writer’s biographers, in particular, Ed-
mund Gosse, who, following Izaak Walton, a contemporary and a friend of J. Donne, allowed that
“though Donne inquired early in life into the differences between Protestantism and Catholicism,
yet that he lived until the death of his wife without religion” [Gosse, 2008, p. 100].

Thus, in the sonnets written before 1617 (I-XVI), the English writer constantly emphasizes
his persona’s sinfulness and inability to overcome earthly, bodily temptations (1, Il, V, VI, XI, XI1).
In most of these texts, the protagonist directly addresses God, begging for conversion and salva-
tion (1, I, VI, VII, VIII, IX, XIV, XVI). However, the Lord does not answer him, remaining silent and
distant, like a heroine of the Petrarchan hypertext. J. Donne’s persona can only look to the un-
reachable heavens and hope for God’s mercy:

Onely thou art above, and when towards thee
By thy leave | can looke, | rise againe... [Donne, 2011, p. 427].

He often feels abandoned and forgotten by the Lord, sometimes even desperately assum-
ing that God does not love him, having chosen someone more worthy of His affection; that is, as
in the concept of courtly love, the protagonist’s love for the Lord looks unreciprocated:

Oh I shall soone despaire, when | doe see
That thou lov’st mankind well, yet wilt'not chuse me [Donne, 2011, p. 428].

Asin F. Petrarch’s “Canzoniere”, the speaker’s earthly nature and human sinfulness prevent
him from uniting with God:

I am a little world made cunningly
Of Elements, and an Angelike spright,
But black sinne hath betraid to endlesse night
My worlds both parts, and (oh) both parts must die [Donne, 2011, p. 429].

In J. Donne’s texts, sins are often personified in the image of the enemy (sometimes specif-
ically the devil), capturing the protagonist’s soul and reigning in it as in his dominions:

My selfe, a temple of thy Spirit divine;
Why doth the devill then usurpe on mee?
Why doth he steale, nay ravish that’s thy right? [Donne, 2011, pp. 427-428].
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Not having enough strength to overcome him, the protagonist asks the Lord for His help
in this struggle, actualizing a layer of the traditional Petrarchan military imagery, typical for the
poetical development of the “love-war” concept:

Except thou rise and for thine owne worke fight [Donne, 2011, p. 428].

In general, war metaphors are not a distinctive feature of entirely Petrarchan love lyrics.
Therefore, in his “Fragments d’un Discours Amoureux”, Roland Barth notes: “In the language
(dictionary), the equivalence of love and war has long been established: in both cases, it is about
subduing, seizing, capturing, etc.” [BapT, 2006, p. 67]. F. Petrarch also did not avoid explication
of this kind of imagery. In the “Canzoniere”, the concept of “love-war” was most often realized
through the images of love arrows, fired at the protagonist not only by Cupid, as it was, for ex-
ample, in the ancient tradition (l1, lll, LXXXIII, LXXXVI, CCXLI), but also by the woman (CXXXIII, CX-
LIV). For example, in the sonnet LXXXVII, it is written as follows:

As soon as ever he has launched his arrows,
the expert archer can see from afar
which shots have gone astray, and those
he’s sure will hit the target he assigned:
so you knew the arrows from your eyes,
lady, had pierced straight to my deepest part,
and I'd be forced to weep eternally
because of the wound my heart received.
And | am certain of what you said then:
‘Wretched lover, where will crying lead him?
Behold the arrow by which Love hoped he’d die.’
Now, seeing how grief has bound me,
all that my enemies do with me now,
is not to kill me but increase my pain [Petrarch, 2001, p. 148].

In the quoted text, Laura is called an “enemy”. This is another conceptual image for the
“Canzoniere” related to war (CCCXV, CLXX, CCCXV). Not only does F. Petrarch’s persona admire
his beloved and bow before her beauty and nobility, but he also is afraid of her and is at war with
her:

Many times now, with my true thought,
I've dared to assail my enemy [Petrarch, 2001, p. 265].

Laura is sometimes presented to us wearing an armour (lll, XLIV) or with a weapon in her
hands (CXLIV), like F. Petrarch’s protagonist himself, but the armour of virtues and rhymes does
not save the latter from Cupid’s shots and the murderous glances of Laura’s eyes (XCV, CX, CC-
CIV), so he is often depicted as wounded (LXXV, XC, CCXLI). Metaphors of captivity are also fre-
quent in the “Canzoniere” — F. Petrarch’s persona is both the captive of Cupid (LXV) and the cap-
tive of his Mistress (XCVII, CXXI).

This kind of poetic imagery was also widely used by the English Petrarchists, in particu-
lar Ph. Sidney, whose works J. Donne was definitely familiar with. In the sonnet XIV (“Batter
my heart, three person’d God”), the latter brings the intensity of the military metaphors to the
boundary level.

Structurally, this poem is composed very logically and consistently. Each of the three four-
line stanzas is built on its own macro-image that is connected with one another. While most
scholars are unanimous regarding the second and the third quatrains of this text, agreeing that
the second stanza is clearly dominated by military discourse (manifested in such expressions as:
“batter”, “your force”, “break”, “blow”, “burn”, “usurp’d town”, “due”, “viceroy”, “defend”, “cap-
tivated”), and the third one — by marital / love / sexual discourse (“dearly I love you”, “loved,
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bethroth’d”, “divorce me”, “untie or break that knot”, “enthrall me”, “chaste”, “ravish”), under-
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standing of the first stanza is much more controversial. In his profound article “John Donne: Holy
Sonnet XIV: or the Plentitude of Metaphor”, Purificaciyn Ribes [Ribes, 1996] analyzes its most
common interpretations and proves either their partial validity or their complete inaccuracy.

It is commonly accepted that the first quatrain of J. Donne’s poem is based on the parallel-
ism between the images of a craftsman — the master creating something new, and the Lord — the
creator of the entire universe. Just like the first one tries to repair some broken things, the sec-

»nou

ond one has to make efforts to “make new”, “mend” the protagonist, corrupted by sins:

Batter my heart, three person’d God; for, you
As yet but knocke, breathe, shine, and seeke to mend;
That | may rise, and stand, o’erthrow mee,’and bend
Your force, to breake, blowe, burn and make me new [Donne, p. 433].

However, according to P. Ribes, this craftsman is neither a metallurgist, a glassblower, nor a
potter, as other researchers suggest (J.C. Levenson, T. Romain, R.D. Bedford). He is an alchemist,
since the verbs used by the English writer to describe his activity reflect the main stages of the al-
chemical process [Ribes, 1996, p. 165]. Alchemists tried to extract gold by purifying different im-
perfect substances, and, as a parallel to this, the main goal of J. Donne’s persona in this poem is
to persuade God to cleanse him of his sinful imperfections. We consider this interpretation quite
convincing, since it has been proved by the critics [Albrecht, 2008; Mazzeo, 1957; Stanton, 1996]
that the poet was interested in alchemical issues and used a lot of alchemical images not only in
his verses, but also in the sermons and even in the private correspondence.

We should also pay attention to the fact that described parallelism is not only figurative but
also linguistic — the second and the fourth lines of the sonnet are written according to a single
principle. Enumerating identical clauses, the poet purposefully groups them into threes (“knocke,
breathe, shine”; “breake, blowe, burn”) — this is how the Christian idea of “three person’d God”
finds its expression on the linguistic level of this text. At the same time, this parallelism of “soft”
verbs of the second line and “strong” verbs of the fourth line emphasizes the idea of God as a be-
ing that can love and punish, be patient and kind, terrifying and cruel. The well audible allitera-
tion (“b”) in the lexemes of the fourth line only strengthens their aggressive semantics, prepar-
ing us for the perception of the second quatrain.

In this part of the poem, J. Donne’s persona compares himself to a town usurped by the ene-
my. His mind is so enslaved by evil that he is unable to embrace God, even when He batters his heart:

I, like an usurpt towne, to’another due,
Labour to’admit you, but Oh, to no end,
Reason your viceroy in mee, mee should defend,
But is captiv’d, and proves weake or untrue [Donne, 2011, p. 433].

Human reason is the most significant human value and capability, but it appears imperfect
and weak before the devil’s temptations. Therefore, the protagonist finds himself in a hopeless
situation, when, on the one hand, he yearns for Divine love with all his heart, and on the other
hand, he has no possibility of becoming closer to the Lord.

This situation determines the dominant pessimistic pathos of the second quatrain of the
sonnet. However, after the eighth line, the first volta is used, marking the change of moods. In
spite of the fact that the protagonist is unable to renounce sin, he is still full of love for the Lord
and believes that He will be able to love him in return:

Yet dearely’l love you,’and would be loved faine... [Donne, 2011, p. 433].

However, the recollection of the fact that J. Donne’s persona is literally “betrothed” with
the enemy (“But am betroth’d unto your enemy” [Donne, 2011, p. 433]), i.e., cannot get rid of
sin, “extinguishes” his affectation and returns him to the understanding of his own miserability.

Nevertheless, there is nothing impossible for the Lord; that is why J. Donne’s perso-
na sincerely believes that God can free him from the devil’s embrace. For this, the Lord
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has to go to war against him, conquer the stronghold of the protagonist’s heart, separate
him from the enemy, and take into His own captivity, imprison him in His own prison:

Divorce mee,’untie, or breake that knot againe,
Take mee to you, imprison mee for |
Except you’enthrall mee, never shall be free... [Donne, 2011, p. 433].

As it can be seen, with the development of the lyrical plot, images of war and violence in the

poem are becoming more and more cruel (“batter” — “breake” — “blowe” — “burn”; “imprison” —
“enthrall”) until they flow into a potent metaphor, built according to the principle of oxymoron:

Nor ever chast, except you ravish mee [Donne, 2011, p. 433].

In order to obtain innocence, spiritual purity, the protagonist of the sonnet XIV must be
“ravished” by God. This is perhaps one of the most powerful conceits in J. Donne’s entire poetic
practice, as it is difficult to imagine more incompatible things than virginity and rape, grotesque-
ly combined in this extravagant trope.

Nevertheless, “this extravagant use of intense erotic imagery <...> was a continuation of
the medieval saints and reflected the best of the contemplative-mystical tradition of the histor-
ic Christian spirituality” [Schwanda, 2012, pp. 165-166]. It is worth noting that Christian mystics
used to exploit erotic images while speaking about their spiritual experience. The beginnings of
this practice can be traced back to the Old Testament, where many motifs of lustful desire and
carnal love can be easily found. During the period of Eastern Fathers of the Church, they were
reinterpreted according to the concept of medieval “spiritual eroticism”. Gregory of Nyssa, who
devoted much attention to the interpretation of the “Song of Songs”, is famous for his extraordi-
nary virtuosity in the matter of “spiritualization” of the biblical erotics. In the image of the bride
longing for the bridegroom in this Old Testament book, Gregory of Nyssa saw the human soul
dreaming of merging with God — the bridegroom. That is why she talks without shame about her
passion and her desire to enjoy the groom’s beauty and kisses. She dreams of letting him into
her “vineyard” and treating him with her sweet wine. Thus, according to Gregory of Nyssa, all
passionate, erotic elements in the Bible only figuratively depict the spiritual marriage of the hu-
man soul with God.

Medieval mystics, describing their communication with the Lord, used the same language
formulas as the Provencal poets. Considering courtly love as an allegory of the human soul’s
love for the Lord, the hidden message of the Provencal Cathars, transmitted through the po-
ems of troubadours to the wide world, D. de Rougemont explained it as follows: “If the soul can-
not essentially unite with God, as Christian orthodoxy claims, then from here it follows that the
soul’s love for God is a mutual unhappy love. It can be predicted that this love will be expressed
through the language of passion, that is, through the language of the Cathars, ‘profaned’ by lit-
erature and adapted to human passions” [Py:kmoH, 2000, p. 149]. After analyzing the texts of
St. Teresa of Avila, John of the Cross (both were only slightly younger than J. Donne: the former
died in 1582, the latter — in 1591), Meister Eckhart, John van Ruysbroeck, the Swiss researcher
compiled a whole catalogue of topics, motifs and images common to the troubadours and Chris-
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tian mystics, for example, “sweet wound”, “the sting of love that wounds without killing”, “pas-
sion that ‘separates’ lovers from the world and human beings”, “grievances and pain more desir-
able than joy and earthly happiness”, “stolen heart”, etc. [Py*kmoH, 2000, pp. 152-153].

Such a parallel usage of the same language units in completely different discourses is fixed
lexicographically. Thereby, it is not difficult to find out that in the 17th century, the verb “to rav-
ish” utilized by J. Donne in sonnet XIV was used in two main meanings: 1) to abduct, rape, carry
away by force and 2) to exalt or transport with joy [Schwanda, 2012, pp. 164-165]. The modern
Oxford English Dictionary also captures both of these meanings [Simpson, Weiner, 2000, p. 235].
In the works of Christian mystics, they mostly merged, as, for example, in the texts of Bernard of
Clairvaux, who described his state of union with the Creator precisely as “enrapture” or “divine
rape”; as a perfect lover, God was depicted by the obscure thirteenth-century spiritual writer Gé-
rard of Liege [Newman, 2004, p. 86]. Eleanor McCullough sums up on that: “For medieval mys-
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tics, to be possessed by God is to be ravished by him. In being ravished by God, the soul becomes
chaste” [McCullough, 2007]. She is also convinced that J. Donne “deliberately gives both a sexu-
al and sacred interpretation of the word ‘ravish’” [McCullough, 2007].

According to the Ukrainian researcher Tetiana Riazantseva, this combination of erotic and
religious, sacred and profane is one of the extreme manifestations of the “presence of thought
in an image” characteristic of metaphysical poets [PasaHueBa, 2014, p. 39]. The search for analo-
gies between the physical and spiritual aspects of human life, the external and the internal, quite
often resulted in their texts in the use of poetic images related to the sphere of the bodily. At the
same time, metaphysical poetry was also characterized by a contrasting tonality in highlighting
spiritual phenomena through the physical ones, the ability to interpret this type of images in the
opposite way [Pa3aHueBa, 2015, p. 480]. In this sense, the analyzed line by J. Donne is an exem-
plary metaphysical paradox, which, combining within itself the most distant semantic elements,
can never be unambiguously or exhaustively explained.

Thus, considering the fact that in J. Donne’s lifetime, “ravissement could denote either the
crime of rape or the experience of mystical ecstasy” [Newman, 2004, p. 86], it is pretty impossi-
ble to set what the author meant precisely. On the other hand, there is no doubt that the trope
under the analysis clearly correlates with the main idea of Protestantism, formulated by Mar-
tin Luther, which consists in denying salvation by good deeds or any human efforts. Salvation in
Protestantism is achieved exclusively through faith in Jesus Christ’s sacrifice and depends only on
God’s mercy. It is precisely that mercy that J. Donne’s persona seeks in the poem.

The sexual metaphor is the very essence of the couplet in this J. Donne’s text. According to
the established poetic practice, it was in the last two lines that the solution to the controversial
issue raised in the sonnet should have been proposed. In the aforementioned poem, this prac-
tice manifests itself in the fact that the protagonist abandons attempts to save himself from the
enemy independently, and gives himself completely into the hands of the Lord. Although, the
sorrows and difficulties of J. Donne’s persona have not disappeared, he is filled with trust in God,
thereby achieving a certain mental balance.

Generally speaking, the entire palette of the protagonist’s emotional fluctuations is well felt
in the melody of this poem, which is very far from ideal. Thus, abandoning traditional iambic pen-
tameter, the English author uses trochee in the first line of his sonnet, and in the following lines,
he utilises many spondees, creating violence-related images. On the whole, almost all lines of the
sonnet (except for 3 and 11) are full of metrical irregularities, but they are not accidental. In our
opinion, with the help of these irregularities, J. Donne conveys the exalted state, the excitement
of his persona. This is also confirmed by the fact that the last two lines of the poem, where the
protagonist finally achieves his inner peace, are written in absolutely regular iambic pentameter.
However, the following poems of the sequence testify that the Lord remains indifferent to the
protagonist’s pleas, and his hopes for salvation, expressed in the sonnet XIV, do not come true.

In sonnet XVII, the protagonist’s bitterness from the loss of a beloved is fully compensat-
ed by finding the way to God. Now, looking up, J. Donne’s persona does not feel rejected; on the
contrary, his spiritual thirst is quenched:

Since she whom | lov’d hath payd her last debt
To Nature, and to hers, and my good is dead,
And her Soule early into heaven ravished,
Wholly on heavenly things my mind is sett.
Here the admyring her my mind did whett
To seeke thee God; so streames do shew their head;
But though | have found thee, and thou my thirst hast fed [Donne, 2011, p. 435].

However, J. Donne’s sonnet would not be a sonnet if it did not contain a paradox. On the
one hand, his protagonist understands that instead of profane, earthly love, he was given some-
thing much more valuable — Divine love, but on the other hand, he still cannot accept the death
of his lover. This is indicated, in particular, by the third line of the poem, which tells us that the
heroine’s soul was literally “ravished” to heaven too early; that is, this event is depicted as an act
of violence here. The fact that J. Donne’s persona did not fully accept the death of his beloved is
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also indicated by the writer’s three-time usage of the conjunction “but”, the semantics of which
is essentially denial —in the ninth and thirteenth lines (where the voltaes take place), and also in
the seventh line.

Then, the first volta radically shifts the focus. If the octave was based on the images of the
protagonist’s experience (it should be noted that the thematic unity of the octave is emphasized
on the formal level by the harmonious endings of all the lines, as well as through alliteration of
the sounds “d” and “t” (“debt” — “dead” — “ravished” — “sett” — “whet” — “head” — “fed” — “yet”),
from the ninth line it is focused on the highly secularized and anthropomorphized image of God.
It is almost shocking, but the Lord in this text not simply acquires the ability to feel and act like
an ordinary human being but is depicted as a jealous lover:

But why should | begg more Love, when as thou
Dost wooe my soule for hers; offring all thine:
And dost not only feare least | allow
My Love to Saints and Angels things divine,
But in thy tender jealosy dost doubt
Least the World, Fleshe, yea Devill putt thee out... [Donne, 211, p. 435].

The author implicitly indicates God’s jealousy to be the reason for the heroine’s death, as
she is some Lord’s rival in this love triangle. God took the protagoniast’s beloved to heaven be-
cause He had wanted all of his love for Himself.

However, the final couplet, of course, removes these dramatic contradictions. The Lord’s
jealousy is called “tender” in it, that is, it is understood as pleasant for J. Donne’s persona. At the
end of the sonnet, he reasonably concludes that his wife, unfortunately, was just a part of this
sinful earthly world, and his love for her was a temptation that drove him away from God. There-
fore, her death should be considered an opportunity to get closer to the Lord.

Incidentally, it should be noted that in the sonnet V (“l am a little world made cunningly”),
J. Donne already seems to have outlined such a specific direction of his protagonist’s and God’s
relations while asking the Lord to replace the flames of earthly passions with God’s sacred heal-
ing fire:

But oh it must be burnt! alas the fire
Of lust and envie have burnt it heretofore,
And made it fouler; Let their flames retire,
And burne me o Lord, with a fiery zeale
Of thee and thy house, which doth in eating heale [Donne, 2011, p. 429].

It is noteworthy that in this poem, J. Donne uses the term “passion” (“fiery zeale”) in rela-
tion to God because his persona’s relationship with the Lord will be depicted as something re-
sembling passionate love in the last (XIX), a concluding text of the “Holy Sonnets” (“Oh, to vex
me, contraryes meet in one”).

The leitmotif of this poem is the protagonist’s constant swaying between the poles of
various emotions. In order to display such a controversial state, the English writer used the fa-
vourite artistic means of Petrarchists — antithesis and oxymoron. In F. Petrarch’s poems, the
motif of disharmony of his persona’s inner world was developed in many ways (see, for ex-
ample, XVII, CLXIV, CLXXIIl, CLXXVIII), since, as it has been already mentioned, love in Petrar-
chism is a quite contradictory feeling, capable of giving both painful torments and bright joy,
able to throw the lover into the abyss of despair and hopelessness and then to raise him to the
heights of happiness, to injure and to heal, to kill and to resurrect. Two sonnets of the “Can-
zoniere” — CXXXIl and CXXXIV, which are also known as “icy-fire sonnets” — are the most fa-
mous in this context, since it is in them that the Italian poet most fully and insightfully formu-
lated his original vision of love as an oxymoronic combination of fire and ice, heat and cold. In
addition to the aforementioned sonnets (CXXXII, CXXXIV), motifs of “freezing fire” or “flaming
ice” in different variations can also be found in such F. Petrarch’s poems as CL, CLII, CCIl and
some others.
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It is notable that J. Donne also utilizes this well-known Petrarchan metaphor in his poem,
which looks structurally similar to the sonnet CXXXIV of the “Canzoniere”.
Let us compare:

F. Petrarch J. Donne
1 find no peace, and yet | make no war: Oh, to vex me, contraryes meet in one:
and fear, and hope: and burn, and | am ice: Inconstancy unnaturally hath begott
and fly above the sky, and fall to earth, A constant habit; that when | would not
and clutch at nothing, and embrace the world. I change in vowes, and in devotione.
One imprisons me, who neither frees nor jails me, As humorous is my contritione
nor keeps me to herself nor slips the noose: As my prophane Love, and as soone forgott:
and Love does not destroy me, and does not loose me, As ridlingly distemper’d, cold and hott,
wishes me not to live, but does not remove my bar. As praying, as mute; as infinite, as none.
| see without eyes, and have no tongue, but cry: I durst not view heaven yesterday; and to day
and long to perish, yet | beg for aid: In prayers, and flattering speaches | court God:
and hold myself in hate, and love another. To morrow | quake with true feare of his rod.
| feed on sadness, laughing weep: So my devout fitts come and go away
death and life displease me equally: Like a fantastique Ague: save that here
and | am in this state, lady, because of you Those are my best dayes, when | shake with feare
[Petrarch, 2001, p. 221]. [Donne, 2011, p. 436].

Both texts are built on a similar series of contrasting images depicting the complexity of
F. Petrarch’s persona’s feelings for Laura, and J. Donne’s persona’s feelings for God. They both
end with the reconciliation of antitheses in a synthesis of the sonnet key, where the former au-
thor thanks his Mistress for suffering, which helps him to become better. The latter declares the
days when he suffered from torments and fear of the Lord to be the happiest in his life. It is in-
teresting that this reconciliation seems to be planned from the very beginning of the text by the
English poet, as he widely utilized the full or partial consonance of antonymous words as both
external and internal rhyme: “begot” — “not”, “cold” — “hot”, “rigid” — “distempered”, “infinite” —
“none”, “yesterday” — “to day”, thereby tightly linking them together and cementing into a
monolith of the sonnet genre form. An unusually regular (as for J. Donne’s verses) iambic pen-
tameter also served this purpose. It is clear that this similarity in the composition of the quot-
ed texts is caused by the traditional structure of the sonnet itself, which, being a “rigid”, “solid”
genre form, requires following the established rules not only in terms of form but also in terms
of content. However, the English author’s poem is characterized by a number of other aspects
that relate it to the Petrarchan literary tradition.

The central problem for J. Donne’s protagonist in this text is looking for balance and con-
stancy in his relationship with the Lord. He prays and sincerely repents, but these moments are
frequently replaced by silence and frustration, apparently for the reason that J. Donne’s perso-
na does not feel any response. In Christianity, especially its Catholic form, repentance is the best
and sometimes the only way to achieve righteousness. The writer emphasizes this as he rhymes
the words “devotione” and “contrition” in the fourth and fifth lines, exactly where the first qua-
train turns into the second one. Being only sporadic, and therefore not serious (“humorous”), the
protagonist’s repentance, of course, cannot help him propitiate the Lord. The formulation of this
thought ends the octave.

Petrarchan volta, in the ninth line, initiates the solution of the outlined problem. The accu-
mulation of time markers in the sestet (“yesterday” — “to day” — “to tomorrow”) indicates that
J. Donne’s persona tries to observe the issue from a temporal perspective. This point of view re-
sults in the understanding that the protagonist’s relationship with God is different in each sepa-
rate period of time, which, in turn, gives him a reason to hope that the current disappointment
and despair are just temporary. This idea, once again, is reflected in the rhyme, since in this text
“here” is rhymed with “fear”; that is, the emotions that dominate the protagonist are considered
to be momentary. This brings back the hopeful mood to the end of the poem, as well as to the
end of the whole sonnet sequence. In this sense, the last text of J. Donne’s “Holy Sonnets” can
be compared, in our view, to the last text of F. Petrarch’s “Canzoniere”.

47



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

If we interpret this text in the context of the Petrarchan tradition, we should also pay at-
tention to the fact that in this sonnet, the protagonist’s love is compared to a disease — “ague”.
Strictly speaking, the concept of “love-disease”, like the concept of “love-war”, was not invented
by F. Petrarch. Its source should be primarily found in the love elegies of Ovid, who, in turn, re-
lied on the traditions of the ancient Greek love lyrics, but European Petrarchists actively devel-
oped it. In F. Petrarch’s texts, the idea of “love-disease” took an even more acute modification —
a fatal illness leading the protagonist to the inevitable death (see, for example, LXXVI, LXXIX,
CXXXII, CClI, etc.). It is significant that the antithesis of heat and cold in J. Donne’s sonnet can be
connected with this “love-disease” metaphor, since the protagonist alternately falls into a fever,
then into a chill (“As riddlingly distemper’d, cold and hot”), which may well be interpreted as a
symptom of an illness, as well as his trembling, described in the eleventh line (“/ quake”) and the
last two lines (“ // shake with feare”). The enjambement used by the author in the couplet fur-
ther increases the attention to this image.

Another aspect which brings this sonnet closer to the Petrarchan tradition is the fact that
speaking about his relations with the Lord, the protagonist utilizes a verb that has an absolute-
ly undeniable origin from the love language of Petrarchism — “to court”, that is, literally “to flat-
ter”, “to lure”, “to tempt”. In this way, J. Donne seems to indicate that his persona’s relations
with God are, to some degree, similar to the relations between the characters in the Petrarchan
hypertext. The fact that this English lexeme is cognate to the French word “Courtois”, translat-
ed as “courtly”, also testifies in favour of this interpretation. In view of this, we can suppose that
J. Donne describes his persona’s feelings for God as something close to “courtly love” — high love-
bowing, love-service that was immortalized by F. Petrarch and his followers.

Conclusions

Considering all that has been written, the following conclusions can be made. In our hum-
ble opinion, just like F. Petrarch’s “Canzoniere”, J. Donne’s lyrical sequence “Holy Sonnets” can
be read linearly as a dramatic story of the relationship between its main characters, but in the
English author’s texts, it is not the usual Petrarchan hero and heroine, but the protagonist and
the Lord. Three sonnets — XIV, XVII and XIX — are especially important and conceptual for under-
standing the evolution of their relations.

In the first of them, feeling his own weakness and impossibility to overcome the devil,
J. Donne’s persona begs the Lord to win back his heart from the enemy, using a wide palette of
military metaphors typical to the Petrarchan lyrics. However, the Lord, who in sonnets I-XIlI is
depicted in a Petrarchan manner as distant and completely deaf to the protagonist’s pleas, re-
mains indifferent.

In sonnet XVII, which looks similar to the lyrical texts of the “Canzoniere” dedicated to Lau-
ra’s death, a notable change in the relationship between the characters occurs. As in the Italian
humanist’s poems, the life path of J. Donne’s persona finally turns to heaven after the death of
his beloved, and he begins to feel that the loss of earthly love is compensated by the gaining of
the Divine one. But his further relations with God, once again, seem to be built according to the
Petrarchan model, most fully described in the last text of the sequence.

The sonnet XIX demonstrates all the complexity of the relationship between a human being
and the Lord. J. Donne’s persona is constantly dominated by conflicting feelings and emotions,
which generally correlates with Petrarchan’s understanding of the ambivalence of love, best
shown by F. Petrarch in the sonnets CXXXII and CXXXIV. The poetic vocabulary used by J. Donne
in this poem (“In prayers, and flattering speeches | court God”, “So my devout fitts come and go
away // Like a fantastique Ague” [Donne, 2011, p. 436], etc.) indicates the specific character of
his persona's relations with God, which due to this verbalization have signs of courtly love, court-
ly service.

We can sum up that the protagonist’s relations with the Lord in the “Holy Sonnets” might
be interpreted as generally built on the same principles that are immanent for the concept of
love in the poetry of Petrarchism. On this point, we tend to agree with the following statement
of H. Wilcox: “The sonnets struggle to contain the contraries of desire and despair, passion and
preoccupation, trials and triumphs: loving God, Donne’s devotional writing suggests, can be as
troubled and varied an experience as that depicted in his secular love poetry” [Wilcox, 2006,
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p. 150]. The persona of the English poet, as well as the traditional hero of Petrarchan texts, also
suffers from unrequited feelings, longs for reciprocity with all his heart, and, in addition, speaks
in the specific metaphorical language. Even if the linguistic practice utilized by the author cannot
be considered exclusively Petrarchan, since a similar rhetorical code, in which the experience of
spiritual communication with the Lord was described with the help of erotic images, was widely
used by the Christian mystics, the sonnet poetic structure is canonical for Petrarchan lyrical dis-
course and require following the established rules not only in terms of form, but also in terms of
content. However, of course, this is only one possible way in which these highly complex texts
can be understood.

Bibliography

BapT, P. (2006). ®pazmeHmu mosu 3aKkoxaHo20. Jibsis: I.

IrHaTeHKo, M. (1986). leHe3uc cy4acHo20 xy0oxHbo20 MucaeHHA. KuiB: HaykoBa gymKa.

KauypoBscbkuit, |. (2005). FeHepuka i apximexkmoHika. KHuaa I: Jlimepamypa esponelicoKo-
20 CepedHbosivya. Knis: KueBo-MorunaHcbKa akagemis.

Mosrosui, |. (2009). HeonaamoHiam i nampucmuka, abo Ceimsao 8 NpUCMepKax 8esuKoi
yusinizayii. Cymn: BH3 «YABEC HBY».

HikonaeHko, C. (2013). HeonnaToHiuyHa KoHUenUis Ntob0oBi AK oaHe 3 inenHOo-diNocodpCbKmnx
OyKepen KynbTypu eBponeincbKoro BigpoarkeHHsa. /limepamyposHaesyi cmydii, 37 (2), 114-122.

OccoBckasn, M. (1987). Poiyape u bypxcya: MccnedosaHusa no ucmopuu mopasnu. MocKBa:
Mporpecc.

Py*kmoH, 1. (2000). /Trobos i 3axioHa Kysaemypa. Nbeis: JliTonuc.

PasaHueBa, T. (2014). Cmuxis e cucmemi. Esponeliceka memadgpizuyHa noesis XVII — nepwoi
nososuHU XX cm.: MOMUBHO-meMamu4HUl KOMIeKc, noemuka, cmusnicmuka. Kuis: Hika-LleHTp.

PasaHuesa, T. (2015). “The body is the way...”: TinecHa obpasHicTb y MmeTadiznuHili noesii.
CyyacHi nimepamypo3sHasyi cmyaii. JlimepamypHuli OUCKypc: mpaHcKyabmypHi sumipu, 12, 479-488.

TypeHKo, B. (2017). AHmuyHa ¢hinocogpia ntobosi. Knis: Bagekc.

Albrecht, R. (2008). Using Alchemical Memory Techniques for the Interpretation of Liter-
ature: John Donne, George Herbert and Richard Crashaw. Lewiston & New York: Edwin Mellen
Press.

Augustine St. & Outler, A.C. (Ed.). (2007). Confessions. Retrieved from https://www.moner-
gism.com/thethreshold/sdg/augustine/Confessions%20-%20Augustine.pdf .

Bider, N.J. (1992). The Rhetorical Strategies of John Donne’s “Holy Sonnets”. Montreal: Mc-
Gill University, 93 p.

Burgwinkle, W. (2008). The Marital and the Sexual. S. Gaunt, and S. Kay (Eds.), The Cam-
bridge Companion to Medieval French Literature (pp. 225-237). Cambridge, New York: Cam-
bridge University Press.

Capellanus, A., Parry, J.J. (Eds.). (1960). The Art of Courtly Love. New York: Columbia Uni-
versity Press.

Donne, J. (1952). The Divine Poems. Oxford: Clarendon.

Donne, J. (2011). The Complete Poetry and Selected Prose. New York: The Modern Library.

Gosse, E. (2008). John Donne (1894). H. Bloom (Ed.), John Donne and the Metaphysical Po-
ets (pp. 94-106). New York: Infobase Publishing.

Greene, R. (1990). Sir Philip Sidney’s “Psalms”, the Sixteenth-century Psalter, and the Na-
ture of Lyric. Studies in English Literature, 30, 19-40. DOI: https://doi.org/10.2307/450682

Hobber, K.D. (2018). The Body as His Book: The Unification of Spirit and Flesh in John Don-
ne’s Holy Sonnets. Asheville: University of North Carolina.

Lewalski, B.K. (1984). Protestant Poetics and the Seventeenth Century Religious Lyric. Princ-
eton: Princeton UP.

Lewis, C.S. (1936). The Allegory of Love: A Study in Medieval Tradition. Oxford & New York:
Oxford University Press.

Martz, L. (1954). The Poetry of Meditation: A Study in English Religious Literature of the Sev-
enteenth Century. New Heaven: Yale UP.

Mazzeo, J.A. (1957). Notes on John Donne’s Alchemical Imagery. Isis, 48, 2, 103-123. DOI:
https://doi.org/10.1086/348558

49



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

McCullough, E. (2007). Ravished by Grace: Donne’s Use of the Word ‘Ravish’ as an lllustration
of the Movement of the Soul from Contrition to Compunction. CRUX, 43 (4), 32-38.

Newman, B. (2004). Rereading John Donne’s Holy Sonnet 14. Spiritus, 4, 84-90. DOI: https://
doi.org/10.1353/s¢s.2004.0012

Peppiatt, A. (2019-20). Interrogating God: Donne’s Holy Sonnets and their Religious Con-
texts. INNERVATE. Leading student work in English studies, 12, 1-9.

Petrarch, F. (2001). The Complete Canzoniere. A.S. Kline (Ed.). Poetry In Translation. Lon-
don: A.S. Kline’s Electronic Publishing.

Plato (2008). The Symposium. Cambridge & New York: Cambridge University Press.

Ribes, P. (1996). John Donne: Holy Sonnet XIV: or the Plentitude of Metaphor. Sederi, VII,
147-152.

Roche, T. (2005). Petrarch in English. London: Penguine Adult.

Schwanda, T. (2012). Soul Recreation: The Contemplative-Mystical Piety of Putitanism. Eu-
gene: Pickwick Publications.

Simpson, J.A., Weiner, E.S.C. (Eds.). (2000). Oxford English Dictionary. Oxford: Clarendon
Press.

Slagter, N. (2017). Sacrificial Sonnet: Consoling Donne’s Dislike for Petrarchan Distance. Retrieved
from https://www.redeemer.ca/wp-content/uploads/slagter-on-donne-holy-sonnet.pdf.

Stanton, J.L. (1996). Darke Hierogliphicks: Alchemy in English Literature from Chaucer to the
Restoration. Lexington: The University Press of Kentucky.

Waller, G.F. (1993). English Poetry of the Sixteenth Century. London, New York: Longman.

Wentz, F. (2016). John Donne’s Holy Sonnet XIV. Retrieved from https://faithwentz.word-
press.com/2016/02/22/john-donnes-holy-sonnet-xiv-in-terms-of-divine-rape-or-humanitys-lim-
itations/ .

Wilcox, H. (2006). Devotional Writing. Guibbory, A. (Ed.), The Cambridge Companion to
John Donne (pp. 149-166). Cambridge: Cambridge University Press.

AN INTIMATE DIALOGUE WITH GOD IN JOHN DONNE’S “HOLY SONNETS”: PETRARCHAN
CONTEXT

Mariana M. Markova, Drohobych Ivan Franko State Pedagogical University (Ukraine)

e-mail: markmar29@gmail.com

DOI: 10.32342/2523-4463-2024-1-27-3

Key words: courtly love, image of God, persona, Petrarchism, platonic love, protagonist, sonnet.

The purpose of the paper is to study the images of the platonic and courtly in the protagonist’s per-
sonal relations with God in J. Donne’s “Holy Sonnets” in the context of the connection with the Petrarchan
tradition. In order to accomplish this, a complex approach including elements of biographical, genealogical,
typological, hermeneutic, comparative, and structural-semiotic methods of literary analysis has been used.

The views of literary critics on the sources of the “Holy Sonnets” (Christian meditative practices, Bi-
ble books, traditions of English religious lyrics) have been reviewed, their connection with the Petrarchan
poetic tradition has been pointed out and, in this context, one of the possible interpretations of J. Donne’s
sonnet sequence has been proposed.

It has been shown that three poems of the sequence — XIV, XVII and XIX — are especially important
and conceptual for understanding the evolution of the protagonist’s relations with God in the “Holy Son-
nets”. In the first of them, feeling his own weakness and impossibility to overcome the devil, J. Donne’s per-
sona begs the Lord to win back his heart from the enemy, using a broad palette of military metaphors typ-
ical to the Petrarchan lyrics. However, the Lord, who in sonnets | — XlIl is depicted in a Petrarchan manner
as distant and completely deaf to the protagonist’s pleas, remains indifferent.

In sonnet XVII, which looks similar to the lyrical texts of the “Canzoniere” dedicated to Laura’s death,
a notable change in the relationship between the characters takes place. As in the Italian humanist’s po-
ems, the life path of J. Donne’s persona finally turns to heaven after the death of his beloved, and he be-
gins to feel that the loss of earthly love is compensated by the gaining of the Divine one. However, his fur-
ther relations with God, once again, seem to be built according to the Petrarchan model, most fully de-
scribed in the last text of the sequence.
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The sonnet XIX demonstrates all the complexity of the relationship between a human being and the
Lord. J. Donne’s persona is constantly dominated by conflicting feelings and emotions, which generally cor-
relates with Petrarchan understanding of the ambivalence of love, best shown by F. Petrarch in the son-
nets CXXXIl and CXXXIV. Moreover, the poetic vocabulary used by J. Donne in this poem indicates the spe-
cific character of his persona’s relations with God, which are supposed to have signs of courtly love, court-
ly bowing-service.

It has been summed up that the protagonist’s relations with the Lord in the “Holy Sonnets” might be
interpreted as generally built on the same principles that are immanent in the concept of love in the poetry
of Petrarchism. The persona of the English poet, as well as the traditional hero of Petrarchan texts, also suf-
fers from unrequited feelings, longs for reciprocity with all his heart, and, in addition, speaks in the specif-
ic metaphorical language. Even if the linguistic practice utilized by the author cannot be considered exclu-
sively Petrarchan, since a similar rhetorical code, in which the experience of spiritual communication with
the Lord was described with the help of erotic images, was widely used by the Christian mystics, the son-
net poetic structure is canonical for Petrarchan lyrical discourse and require following the established rules
not only in terms of form, but also in terms of content.
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MoyKBaBNEHHSA iHTEepecy Cy4acHOro NiTepaTypo3HABCTBA A0 NocTaTi B. BUHHMYEHKA, BUSHAYEHHA Mic-
LA MOro TBOPYOCTI Y KOHTEKCTi EBPOMNENCbKOro MoAepHi3My, HEOAHO3HAYHICTb OLLHOK LibOro ABULLA Y KOH-
TEKCTi YKPaiHCbKOro KPaCHOIo MMCbMEHCTBA AETEPMIiHYHOTb aKTya ibHICTb 3aNPOMNOHOBAHOI PO3BigKK.

Y cTaTTi PO3r/AHYTO TBOPYICTb Bonogummnpa BUHHMYEHKA Yy ANCKYPCi GpaHLLy3bKOTO eK3UCTeHLiani3-
My. YBara 3ocepeKeHa Ha OKpecaeHHi cBiTornaaHMx Ta ecteTuuHux nornaais K.-M. Captpa, A. Kamio Ta
B. BMHHMYEHKa, iXHbOi NoAI6GHOCTI Ta BiAMIHHOCTI. [IPOCTEKEHO TaKOXK BUTOKM EK3UCTEHL,iaNiCTCbKOro me-
TOAY B TBOPYOCTI YKPATHCbKOrO MMCbMEHHUKA-eMIrpaHTa, MOro BNUCYBaHHA B ANCKYPC GppaHLLy3bKoro aTe-
iCTUYHOrO eK3uCTeHLiani3amy, NiaBoAATLCA AeAKi MiACYMKM «MYXEHCbKOro» LMKAY TBOPIB i HAMiYatoTbCA
nepcrneKkTMBM MOro BUBYEHHSA B LUMPOKOMY EBPOMNENCbKOMY KOHTEKCTI.

ABTOp po3rnanae Gpopmu i MeToamn ecTeTUYHONO 3a/1I0M/IEHHSI OCHOBMX KOHLLENTIB EK3UCTEHLianismy
(abecypa, 6yHT, cBO6OAA, BMBIP, B3aEMUHU Ha piBHI «A—IHWKIA»). Mema poboTu Ta NPOAUKTOBAHI Helo 3a-
BAAHHA — focnignTn GinocodpcbKo-ecTeTUYHI Nornaam BUHHMYEHKa B KOHTEKCTI inel ¢dpaLy3bKoro eksunc-
TeHLiani3aMy, a TaKOXK PO3KPUTU OCHOBHI dinocodcbki inei pomaHiB yKpaiHCbKOro NMMCbMEHHMKA, Cyrooc-
Hi TBOpYMM HacTaHoBam XK.-M. CapTpa i A. Kamto. MocTaBneHa meTa BU3HaYae HeObXigHICTb BUKOPUCTAHA
repMeHeBTUYHOIO, ICTOPUKO-NITEPaTYPHOrO, NOPIBHANBHO-TUNONOTYHOTO, 6iorpadiyHoro memodis pocni-
OXKEeHHA.

Mpobaema BU3HaYEHA MicLs iL4e0N0rii B KOHTEKCTi GPaHLLy3bKOro eK3UCTEHLiaNi3My Ta KMYMKEHCbKO-
ro» uMKkny BUHHMYEHKa YacTKOBO NigHIManacaA B iTepaTypo3HABCTBI Wwe B 70-X pp. MMHY/IOrO CTONITTA, 30-
Kpema giacnopHmmn gocnigHmkamum C. Haymosud i J1. 3anecbkoto-OHULLIKEBMY, AKI HAamaraamca nokasa-
TU NPIOPUTETHICTb TBOPYOCTi BUHHMYEHKa nopiBHAHO 3 CapTpom i Kamto. Mpobnema K eksucteHuianiasmy
AK ¢inocodcbKoro Hanpsamy posraaganaca e HanpukiHui 1940-x pp. y Koni yneHis MYPy 3 HamaraHHAM
chOPMUYNIOBATU NOHATTA KYKPATHCbKUI €K3UCTEHLiaNni3m», A0 AKOro yKpaiHcbKa gocnigHuua A. KoTteupb
y*Ke yepes 70 pokis y cTaTTi «Dopmyna yKpaiHCbKOro eksucreHuianismy» (2021) 3apaxoBye, Kpim npea-
CTaBHWMKIB giacnopw, K. Kocaua, B. lomoHToBMYa, T. OcbMauky, |. BarpaHoro (Bcix, Kpim BUHHMYEHKa), a
TAKOX HU3KY PagAHCbKMX NUCbMEHHMKIB B. MNiamormnbHoro, M. Xsunbosoro, B. CumoHeHKa, B. LLleBuyka,
B TBOPYOCTi AIKMX, 3BUYANHO, MPUCYTHI €/1IeMEHTU EK3UCTEHLia/IbHOro T/IYMAUYeHHs JII0ACbKOrO XUTTA, ane
Ha3MBaTW iX CBIAOMUMU MUCbMEHHUKAMMN-EK3UCTEHLLIANICTaMM HE MOKHa.

Cepepf, Cy4acHUX YKPaAiHCbKUX MpaLlb, BAPTUX yBarK B N1aHi aHani30BaHOi Temu, ciig Ha3Bath «EK3uc-
TeHujanicTcbka ¢inocoodis. Tpagmuii i nepcnektnsm» C. Paliam (2009), a TakoK KoMnapaTUBiCTCbKe A0Ci-
OKeHHA «YKpaiHCbKa BepcCisa XyA0KHbOro ek3ucTeHuianiamy: b.I. AHToHMY, B. CBigsiHCcbkuit, T. Ocbmayka B
eBponericbkomy KoHTeKcTi» (2020) .TokMaH, e BBOAUTLCA MOHATTA «XYA0XKHil eK3ucTeHuianism».

KpuTUYHa ONTUKA AOCNIAKEHHS [A€ MOMXKAUBICTb MOEAHATU icTOPMKO-dinocodcbKy cneumndiky Lobm
Mi*KBOEHHOMO ABaALATUNITTA | NOBOEHHOrO nepioAy, Ha AKiM nobyaosaHi TBopn BuMHHMYeHKa, CapTpa i
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Kamto, nokasatu camobyTHiCTb GinocodCbKMX Ta eCTETUYHUX NOTNAALIB BUHHMYEHKa-eMirpaHTa B Napaanrmi
dpaHLy3bKOro ek3ncTeHuianiamy, NpoAeMOHCTPYBaTH NoAIBHICTb YKpaiHCbKOro Tnny ¢inocodysaHHn (Big,
CroBopoam, PpaHka, Jleci YkpaiHKkM g0 BUHHMYEHKA), NpoaHanisyBaT BNACTMBY OMY OPIiEHTALLiO Ha ito-
OMHY, AIKa CTOITb Nepes, oABIYHMMM Npobaemamu KUTTS, CMepTi, 371a. Take He HayKoBe ¢dinocodyBaHHsA no-
poanno ocobamBi }aHpoBi popmu: ecelr, ahpopuram, NOPTPET, Aianor, Apamy, POMaH, AKi MOXKHa BigHaUTH
B TBOPYOCTi B. BUHHMYEHKA. BUHHMYEHKO HanexuTb A0 TUX MUCAUTENIB, AKi B CBOIX MpaLAX BUUALIAN 33
MeXi TpaamuinHoi dinocodii, abu ocMUCAUTY WIMPLLKIA 3MICT YCiEl AyXOBHOI KyNbTypH, po3BMBatoum igei A.
LloneHrayepa, ®. Hiuwe, A. beprcoHa, TeocodcbKy Teopito P. LLTeliHepa, cTaBnsum cobi 3a meTy BigKpUTH
NOANHI NepcneKkTMBU NOAANbLIOTO PO3BUTKY, HAaZAaTK il iCHYBaHHIO CEHCY, BKa3aTu i Ha NeBHi NO3UTUBHI
LiHHOCTi, TO6TO NOAOMATU KPAMHOLL HiMmeLbKoro Ta GppaHLYy3bKOro eK3ucTeHujianiamy i BMpobuTn nosu-
TMBHY dinocodcbky nnatpopmy.

Knrovosi cnosa: esponelicoKuli MoOepHi3M, (ppaHyy3bKuli ekaucmeHyianiam, abcypod, 6yHm, eubip,
KoHKopousm, Capmp, Kamro, BUHHUY€EHKO.

For citation: Syvachenko, G., Anistratenko, A. (2024). Volodymyr Vynnychenko’s Philosophical and
Aesthetic Views: The Experience of French Existentialism. Alfred Nobel University Journal of Philology, vol.
1, issue 27, pp. 53-71, DOI: 10.32342/2523-4463-2024-1-27-4

“Existencialism is a new ‘teaching’, a new philosophy of life in France. The Prophet

and his Apostle is a writer himself. He preaches freedom. A good word, but what it
contains in itself from this teacher, it is difficult to understand. Freedom from obligations? From
things, that bind human’s life? So far, in the first volume of Les Chemins de la liberté, it is all
the time disscussion about sexual relations between intellectuals. It’s not clear what they want
to have freedom for and protect themselves against what kind of danger: the laws of nature,
for example, the birth?..” [BuHHMYeHKO, 2021b, p. 185]. These words of the Ukrainian writer
show his genuine interest in French existentialism, which was defined in 1931 by K. Jaspers,
and in 1927 the work of M. Heidegger “Genesis and Time” was published, which inspired J.-
P. Sartre to write the fundamental intelligence “Genesis and Nothing” (1943). Consequently,
existentialism is representing in France the real “spirit of the time”, developing in parallel in the
literary (A. Gide, G. Marseille, A. de Monterlan, A. Malraux) and the philosophical spheres (M.
Heidegger, K. Jaspers), and then in works of M. Merleau-Ponti, G. Marseille, J. Barre, J.-P. Sartre,
S. de Beauvoir, A. Camus.

Vynnychenko’s interest in existentialism is evidenced, among other things, by his reading
immediately after the release of the first volume of the trilogy “The Roads to Freedom” — “The
Age of Reason”, which was published in 1946, as well as by his acquaintance with the work of
Sartre “Being and Nothingness”, as he reported in his diary on September 18, 1949: “I’'m reading
‘L’etre et le Néant’. He is a ‘Master of the Duma’ of the French intelligent society. Book in 720
pages, printed with a small font, is full of such scholasticism, almost metaphysics, that | take off
my clothes in front of the author of this least-known work of our time, and especially in front
of the author, who reveals himself to be such a ‘realist’ in his novels. It is shown on the cover
of the book | have. It is shown in the cover, that price is about 1000 Francs, but 21 000 copies
of the book have been purchased. | must kneel before France, which gave birth to 21 000 such
courageous ... desperate heroes” [BUHHUYEHKO, 2021b, pp. 368-369].

It should be noted that Vynnychenko was not too fair to Sartre. First, this was due to the fact
that literary existentialism was only confirmed by its main theoretical works at that time. In addition,
in our opinion, the temperament of the Ukrainian artist did not contribute much to reading and
understanding the long, devoid-of-action novel “The Age of Reason”, which refers to three days
from the life of the protagonist who is looking for money for an abortion for his mistress. The same
applies to the rather difficult to perceive, based on the metaphysical, philosophical postulates of the
work “Being and Nothingness”, which is considered a theoretical manifesto of the French atheistic
existentialism. However, the very fact of Vynnychenko’s acquaintance with these works at the time of
their release testifies practically to a lively interest in everything new in European culture.

Therefore, the interest in French existentialism was, therefore, quite natural for
Vynnychenko, as Man has always stood in the center of the artistic and philosophical reflection

On September 13, 1946, Volodymyr Vynnychenko have noticed in his diary:
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of V. Vynnychenko. Such postulates of Sartre and Camus as the perception of all relations of
the subject with the world as personal, weakening of the influence of society on the life of
the individual, consideration of human activity as spiritual self-realization of the individual,
his subjective personal nature, the frequent inclusion of moral problems in artistic works, the
introduction of existentials (fate, care, anxiety, fear), the recognition of the rebellion as the only
way to gain freedom was constantly in the center of attention of the Ukrainian writer.

The French philosopher-personalist E. Mounier noted in the monograph “Introduction to
Existentialism” (1965) that this is the “reaction of human philosophy to the extreme philosophy
of ideas and philosophy of things” [Mounier, 1965, p. 8]. The anthropological principle in
existentialism was understandable to him as a study of the phenomenon of a Man through the
existence of an individual. Existentialists, as you know, are primarily interested in a particular
person, a human’s behaviour in a certain situation, a person searching for a “true” being in the
world. This problem has never been alien to Vynnychenko, especially during the “Mushensky
underground” period.

The various modes of human existence can be most adequately conveyed, using several
artistic forms in fine literature. It is especially goodworking for the kind of novel, in the center
of which is a particular person. This way, which seems to “compensate” the lack of theoretical
statements about the personality of the character, went J.-P. Sartre and A. Camus, and V.
Vynnychenko as well. All of them are often characterized as writers-moralists. So, this aspect
it is necessary to consider the lines of typological connection between Vynnychenko’s prose
and the leading representatives of French existentialism. In the field of culture, Sartre found his
expression in debunking the humanistic forms of social consciousness as one of the illusions,
which, along with theism, promotes the mystification of Man’s relations with the World. Camus,
in his own way, admitted that he follows the position of moralists, wise men of life, who consider
clarification of abstract ontological and epistemological issues as the work of philosophers,
themselves seeking to solve practical moral problems. In the “The Rebel”, Camus wrote: “The
main thing is not to get to the essence of things, but to understand, leaving the world, how it
seems being what it goes, how to behave in it” [Camus, 1963, p. 14]. The writer’s statement
about the purpose of philosophy is remarkable for all French existentialism, which is, above
all, a utopian moral and ethical doctrine, trying not to destroy the social system itself, save an
individual, and teach him the “true” forms of existence. French existentialists, and at the same
time, a Ukrainian writer, claimed the role of “teachers of life”, offering in their works the ideal
patterns of human behaviour in the world. The artistic form they apply allows you to translate
these schemes into the flesh and blood of heroes and life situations, and they can also serve
as a special way to check them practically. Vynnychenko had similar intentions, developing the
theory of comprehensive harmonization first of all of himself, of man in general, and then of a
particular society and the whole world.

The moral pathos of French existentialist philosophy is manifested primarily through
criticism of forms of bourgeois morality as abstract, hypocritical, and alienating the uniqueness
of the individual. The critical repulsion from the “non-true” forms of existence is essentially the
most important constructive moment in the worldview of the philosophical works of Sartre,
Camus and Vinnichenko. The artistic form of the novel and drama, addressed by both French
existentialists and the Ukrainian writer, makes it possible to show moral evil as clearly as possible.

Sartre wrote in his essay “Existentialism isa Humanism” (1946), based on his own lecture, laid
out 1945, that the spiritual chronology of existentialism begins at the moment of the widespread
affirmation of the truth proclaimed by Nietzsche: God is dead. Existentialism (in its atheistic
French and Vynnychenko versions) is primarily an attempt to determine the metaphysical status
of Man in a world without a God. The tragic stoicism of the absurdity position and rebellion in
Camus, the exaltation of free consciousness in Sartre, at the same time, the combination of these
two modes in Vynnychenko's text are the proposed options for the unbroken position of Man in
the World.

It is known that some of his spiritual teachers, Sartre, Camus and Vynnychenko, considered
Nietzsche; at the same time, they did not share some of the concepts expressed by him in
general, in particular regarding the biological aristocracy of the social ideal, the will to power,
the idea of “the Ubermensch”. At the same time, many of the themes and motives of their texts
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are undoubtedly connected with the teachings of the German philosopher. The tendency to use
myth-making as a particular way of explaining the world and the person in it is a common thing
for the three of them.

It is quite obvious that the Ukrainian writer came to existentialism through reading A.
Schopenhauer, and then also through Buddhist philosophy. In his concordist doctrine, like A.
Schopenhauer, whose philosophical strategy became the European version of Buddhism, he
realised Asceticism as one of the main ways of solving the given task.

R. Rolland, A. Huxley, and H. Hesse were concerned with ideas of life in nature away from
the city, journeys, restrictions in food and prudence regarding various affective mental states,
denial of coercion and violence, as well as the desire for perfection as the norm of human beings.
Vynnychenko believes in things, that Man is not a conqueror and not the king of nature, but only a
part of it. The eternal artistic desire for harmony corresponded to the spirit of the time, reflecting
not only basic intuition sources but also empathy ability. Thus, his idea of the active, everyday
creation of personal happiness begins to be realized. The writer focuses on the existentialist
priority of the “inner man”.

According to Vynnychenko, spirituality can affect a person’s physical life. Based on the
interests of his well-being, a person should not allow emotions into his inner life that destroy
his psyche. Vynnychenko strictly tries to adhere to this principle in his daily routine. To achieve
spiritual harmony, he sets himself the task of being as tolerant as possible to people in the interest
of his health. No party, clueless, or national reasons should cause hatred, anger, disloyalty and
hostility to people. Diary entries from the Parisian period fully reflect the spouses’ admiration of
Buddhist philosophy and practice.

Vynnychenko constantly bothers his head about the “plurality” of truth in the 1920-30s,
as well as many modernists in that time (K. Capek, W. Faulkner, R. Akutagawa, J.-P. Sartre, A.
Camus and others). “We are not given absolute disciples, everything is our hypotheses, more
or less corresponding to our logic”, — noticed the Ukrainian writer on July 9, 1928 [BUHHMYEHKO,
2010, p. 423] The idea of a new play, “Messiah”, the last drama known as “Prophet” (1929), was
made in such a context.

Vynnychenko was an unsurpassed connoisseur of the human soul; he was able to
demonstrate the horrors of being, the horrors of feelings, and the inner world of the characters.
Capacious dialogues do not acquire unnecessary phrases; at the same time, the atmosphere
strains with each spoken word. Each participant in the plays appears as a kind of spiritual invalid,
traumatized by Being and able to heal only through acceptance of the faith. Vynnychenko, who
gravitates towards the atheistic of Existentialism, is talking about moral choice and human self-
improvement.

To get acquainted with the “Hindu Philosopher” (Gandhi), yoga, gymnastics, meditation,
and “naturist breakfasts” — this is how the Vynnychenko family considered their life to be happy
and luxurious. Shortly before writing “The Prophet”, the writer wrote in the Diary: “When a
happy life is a harmonious life when harmony is morality, is it impossible to judge morality based
on the life of some person?.. It seems that this is the only criterion that can be used to test this
or that doctrine to a certain extent. The second question is: How probable is an individual’s life
to be harmonious without harmonization with the life of some collective? No way... So, the
harmony of an individual life is already harmonious from the point of view of the publicity” [Bu-
HHUYeHKo, 2011, p. 124]. In the “Prophet” by Vynnychenko, he remained devoted to the idea
of “honesty with oneself”. Moreover, he proved that violation of this law leads to punishment,
both spiritual and physical.

The Ukrainian writer has long been interested in the mystery of human nature, and it seems
it was in the “Prophet” that he finally found out for himself that the moral revival and salvation of
humankind should take place even during earthly life. Vynnychenko did not recognize absolute
truths, as he did not recognize absolute moral values. “All sorts of the truth can be made a lie,
and lies could become the truth... Humanity only lived by this. One truth after a time became
mysterious, matched as a lie, thrown away, replaced by a new kind of truth...”. “Expressing love
for some, you are inevitable with this very love, you must show hostility to others. Defending
some, you attack others” [BuHHMuYeHKo, 1960, p. 75]. So, with the words of the characters of
the play, the writer expressed his own ideas, which are the theoretical basis of his moral and
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anthropological system. “There is no desire for evil in the world to others”, he writes in his diary
on March 27, 1929, “there is only a desire for goodness for yourself, from which evil comes
necessarily to others. Most often, the desire for good gives birth to evil turned to others. Good
and evil are one thing; they are like water. With the desire for good, you can inflict both, evil and
good, on others; it depends on the circumstances” [BuHHU4YeHKO, 2011, p. 138].

The character of the Vynnychenko’s play is the prophet Amara, the one who loves and lets
all the citizens practicing love-being for themselves, whom capitalist Wright calls to get off the
throne and see what is happening in the country where he preaches love “on all markets there
is a brave bargain in your name, your fault blessing ... everywhere is hostility, evil commiting. It
is not God who is not even merciless, bitter, as he himself believes the true sling of God, but the
poor man who is blinded by himself. What makes a great evil to people” [BUHHMYEHKO, 1960, p.
57].

At some point, Amar feels like an unwitting hypocrite who has won undeservedly the love
and loyalty of the faithful people, the reputation of “God’s man”. In search of the ruthless truth,
he goes through a series of judgments of the Wright, Kat Dryton, who are symbolic figures, a
sort of natural personalities (such as the philosopher, the bishop, the general, the psychiatrist,
the journalist). This way of building the text encourages the writer to discuss the problem of
happiness, the multilateness of truth and lies at various important levels.

“Prophet” is a problematic drama, or, as the Ukrainian artist himself called it, “drama with
thesis”. In connection with the “Prophet”, it is good to speak not about the denial of technical
progress but only about the feeling of disharmony between technical and spiritual development.
This is emphasized, for example, by the French researcher J. Cailet in the article “The Theater of
Philosophers”: Gabriel Marcel, Jean-Paul Sartre, and Albert Camus are the authors of dramatic
works”. The criticist notes that Sartre’s treatise “Being and Nothingness” did not remain
incomprehensible to philologists, for all its inaccessibility, since the ideas given in here were the
same, which they faced in the performances of “The Flies”, “No Exit” [Cailet, 1945, p. 2].

Since the problematic post-war years, Vynnychenko has shown an exceptional interest
in dialogue, sharp and passionate attention to the transmission of the nature of human
communication. The Ukrainian writer, we can say, is keen on the theatre because of the dialogue,
not the show. It should also be noted that, unlike the French playwrights of the Second World
War, J.-P. Sartre, A. Camus, J. Anouilh create dramas, in which the problems of tyranny, freedom
and responsibility of the individual, the tragic collisions were most often embodied in the form
of the Greek myth or find allegorical embodiment in the legendary plots of the Middle Ages.
However, Vynnychenko left a modern tragedy on its place. Another feature of his works is the
presence of a certain existential motive, the creation of a certain sublime over the routine things,
a kind of existential “supertext”, if one can call so, the sense of the transcendent nature of the
problems, with which the charackters face in the conditions of tragic events and everyday life.

In the case of Vynnychenko, his concordism grounds were Buddhist teachings and the
philosophy of Schopenhauer and Nietzsche. Parodoxal way of the concept of concordism,
adopted in orthodoxy and is declared by the Church writer and thinker Basil the Great (330—
379 AD), who proclaims the agreement of biblical statements with the data of science, defends
the belief that the truth is single and there are no disputes between the Word of God and the
objectives of natural science. At the same time, emigration works are firmly connected with
the “memory of the genre”, anthropological “mirror of memory”, and artistic practices of
European modernism. One cannot disagree with L. Onishkevich, who noted that his “Prophet”
was ahead of Western European literature, having managed to “predict, correspond and design
the situation of hesitation and free choice”, which puts the Ukrainian artist along with the meters
of existentialism [OHMWEKeBWY, 1975, p. 156].

To prove of these words, it is worth mentioning the first play by A. Camus, “Caligula” (1938),
whose characters, like the heroes of the “Prophet”, are subject to the disclosure of philosophical
theses, in particular the logic of the absurd. Protesting against the fact that people are mortal
and dishonest, Caligula moves from absurdity to nihilism, whose space becomes a place of
cruelty and abuse. However, the destruction brings characters in self-destruction at the very
end. Caligula admits: “I've chosen the wrong path, he did lead me to nothing. My freedom is not
that Freedom”. Such a “self-criticism” is perceived almost by a parody resembling the “Prophet”,
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where the author warns against the danger of risky and reckless interventions in the processes
of macro-being in the parodic-grotesque shape. He is against the absurd “absolutization” of the
Ideas, against the usual speculative doctrines, risened in the rank of universal worldview aspects,
which was especially powerful in the “Prophet”. One of thecharackters turns to the following
accusation: “Your teachings destroy the world. You teach love and you hate. You sow peace, and
enmity grows up...” [BUHHUYeHKo, 1960, p. 56].

In connection with the “Prophet”, it is worth mentioning the play of J.-P. Sartre, “The Flies”
(1943), which should not be considered as the “Prophet” and “Caligula”, in the way of only an
illustration to philosophical speculation, couse they also include social subtext. Sartre and Camus
used ancient plots to update the modern topical content. This fact marked changes both in the
French theatre of the 20th century and in the drama of Vynnychenko. The “Theatre of Charac-
ters” gave way to the “Theatre of situations”. In the eponymous work “For a Theatre of Situa-
tions”, Sartre noted that we feel the need to bring certain situations that enlighten important
aspects of human existence and incline the viewer to the free choice that a person makes in
these situations to the end [Sartre, 1976, p. 4]. Calling his theatre a like this, Sartre emphasizes
the importance of exceptional circumstances in which he holds characters (mortal danger,
crime) and which gives an idea of what “free choice” itself is. Vynnychenko was ahead of Sartre
and Camus in his “Prophet” for many years, not being in the 1920s a conscious existentialist yet,
although his play was never staged in the theatre.

For the last twenty years of his life, the Ukrainian writer lived according to the ideas that he
admired in Paris, which formed the basis of his philosophical and ethical doctrine. Later, during
the work on “Concordia”, the ideas of Eastern philosophy, its humanism and comprehensive
harmony play a well-known role in the artist’s consciousness. This is indicated, in particular,
by G. Kostiuk, considering the complex ideological evolution of Vynnychenko, “marked by the
drowning synthesis of the old Fourier and modern Gandhi” [KocTiok, 1983, p. 202].

It was challenging for Vynnychenko, as well as for the French existentialists, to find morally
impeccable means of achieving freedom. The complexity of such means became the principle
of “honesty with oneself” for him. Vynnychenko even played in the casino, developing his own
theory of winning, in order to publish “Concordia”. During his thirty years of exile, he tried to
consolidate the emigration circles made (though not very successful), establish contacts with
politicians of Europe and the United States, and structure the future political order in Ukraine.
All this things was based on the principles of concordism. “Concordia and Ukraine” is the
slogan under which all his political activities and personal life took place in exile, confirming the
correctness of E. Said’s opinion about the inevitability of the emigrant assembling the fragments
of his own existence in a complete picture.

Sartre, Camus and Vynnychenko put their ideas in a number of journalistic manifestos,
artistic and philosophical works, in particular, “Being and Nothingness” by Sartre (1943), “The
Myth of Sisyphus” by Camus (1942) and “Concordia” by Vynnychenko (1948). Nevertheless,
even today, they remain little known mass reader. The German researcher P. Foulquie, in Sartre’s
work “Being and Nothingness”, said: “One hand will have enough fingers to count those patient
readers who have overcome “Being and Nothing” and even less to list those who have truly
understood it” [Foulquie, 1970, p. 34]. Such an opinion, as has already been emphasized, was
expressed at ones by Vynnychenko as well, surprised by the many thousands of copies of these
books, by the way, seem legitimate in relation to “Concordia”, which, like “Being and Nothing-
ness”, is also very difficult to read.

In the “Myth of Sisyphus”, Camus is limited to what he calls, through an awareness of the
absurd existence, to make the unfortunate happy. Nevertheless, the “Myth...”, like Vynnychenko’s
“Mougins” novels, became works that mobilize to fight against the existence of the Evil for the
Freedom victory. As K. Dolgov points out, “it was about developing an attitude to relations in
which the worldview was formed” [donros, 1990, p. 365].

Vynnychenko’s moral problems arise in the same space in which the evolution of Sartre
and Camus as writers unfolded. Defining morality as the “concrete integrity” of Good and Evil,
which explains the inevitability of evil (violence) in the course of historical practice, and based on
the fact of the disunity of these two dimensions of the historical process in the modern world,
Sartre wrote: “The abstract separation of these two concepts simply reflects the alienation of
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man. It remains to be recognized that this synthesis cannot be realized in a historical situation.
Thus, any morality, which is defined as clearly impossible today, contributes to the mystification
and alienation of people. The moral “problem” is generated by the fact that morality is both
inevitable and impossible for us” [Sartre, 1952, p. 177].

The Ukrainian writer speaks from his own words of Sartre: “If you are honest and innocent
in front of yourself, then no human judgment are fearful for you. There is nothing more immoral,
difficultand unbearable than a conflict with yourself” argued “honesty with oneself” the Ukrainian
writer in “Concordia”. This was the basis of another rule of his behaviour system: “Agree your
thoughts and actions, which you promise in words, carry out in practice; whatever you want from
others, do it yourself. Without this commandment, no Buddha, Christ, Mohammed, and Moses
could have the trust and love of the masses that made them close to Gods. This commandment
will also work in our fight against our opponents. No one sort of demagogy, no type of lies can’t
do anything with our simple, obvious facts” [BuHHMuyeHKo, 2011, p. 239]. So that is causing
such a moral fact: “Be firm to the end, as inconsistency, impermanence, swing, indecision and
opportunism are the most characteristic features of discordist (destructive) morality”. Since such
a morality does not put forward the problem of agreement between word and deed, of course,
it does not require both firmness and consistency to the end. “Every honest discordist says ‘a’
and does not feel the need to say ‘B’, that is, to bring their cause or activity to an end”. Guided
by this principle, Vynnychenko exposed Moscow communism and its “giraffism”: “Never in all
times of human history has there been such a disregard for freedom, such universal... despotism
as in Soviet Russia. No monarch has ever come to such a terror and prohibitions as Stalin and his
associates... such a terrible development of fear, subservience, docility and any humiliation of
human freedom and dignity... many of them are sincere, zealously assert by their being, that they
remain below, in the old religious, reactionary world. And some unsuccessful fantastic figures
with a long neck of the giraffe and the body of the hippopotamus are obtained because of this.
They will never be able to be in harmony with themselves... And the words about happy life
are one kind therefore and reality has another. And it works in everything, everywhere, this
disharmony” [BuHHUWYeHKo, 2011, p. 239]. In this regard, Vynnychenko gave another piece of
advice: To remember constantly that everyone is infected with a terrible disease of discordism
and should fight it with understanding, compassion, and mutual aid.

The problem of disharmony, which disturbed Vynnychenko, is also common for Sartre. The
constant gap between the Ideal world and Reality is the basic thesis of his work “Being and
Nothingness”. In turn, some researchers put forward an almost fantastic hypothesis that Sartre
could be familiar with Vynnychenkos’ novels, published in the Russian language. According to
S. Naumovich, some tips in Sartre’s writings look like “if they would have been translated from
Vynnychenko” [Haymoswuy, 1972, p. 1079]. It is unlikely that this statement has real grounds,
but several facts make it possible to conclude that the thoughts of the Ukrainian writer were
surprisingly unanimous philosophical ideas of the 20th century.

1947 Sartre proposed methods for updating the literary process, comparing the moral
choice with the creation of the art product on the principle that the artist “creates himself as he
use to be, that the totality of his works enters into his life” in his creation [Sartre, 1966, p. 77],
The essence of Sartre’s method is is primarily in the powerful turn “to express being as existence
with its uncertainty, with a coefficient of resistance through the uncertain spontaneity of life”
[Sartre, 1948, p. 159]. In other words, if one wants to depict a mountain, he must not describe it
in detail but let the character and the reader also climb this mountain, that is, to show the clash
of Freedom and Being. Secondly, the characters in the novel should be free to act. “Do you want
your characters to live? Make them free”, recommended Sartre to his colleagues. Real char-
acter should be shown from different points of view and “from the inside of his own” as well.
This is, in Sartre’s language the “being-for-yourself” model. For example, in such a context: “As
more the author penetrates the consciousness of his character and reflects the uniqueness of his
situation, than more guarantees for reaching out to the universal definitions of human existence,
the conditions of human existence” [Sartre, 1947, pp. 37, 46].

Vynnychenko is, like I. Franko, a feminist in Ukrainian literature. Checking the possibility
of freedom as such in his “Moral Laboratory”, “Atelier of Happiness”, he refers to the imagining
of women, whose moral and psychological view is mainly reminiscent of the look of Simona
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de Beauvoir, feminists’ theorist and wife of Sartre (ex. “Mandarins”, “Magic Pictures”). The
Ukrainian writer invites a woman into different spheres of life, such as family, sex, and politics.
However, he used to show the most probable way of life, what brings woman-character to death.
It becomes the payment of heroines for “encroachment” on Freedom. However, it is based on
the existential category that Vynnychenko tries to create. His new concept of an integral person
on the path from the design of moral and ethical views in literature to the theory that included
all the dimensions of his philosophy, taking into account the idea of “comprehensive liberation”,
which the Ukrainian thinker began to develop in 1938, ten years later. Sartre proposed a
similar concept. Its main point is the recognition that the metaphysical conditions of existence
are common to all people, which means “an ensemble of compulsions is limiting a priori the
necessity of their birth and death, the need to be ‘finished’ and to exist in the world among other
people” [Sartre, 1948, p. 16].

Existentialists also defined another dependence on man. Humans’ existence is entwined
into the environment and is possible within the collectivity at the level of communication of
“Me” & “Somebody”. M. Heidegger refers to this phenomenon as “common being”, K. Jaspers
as “communication”, and Sartre as “Situation”. The interconnections between groups, between
individuals and groups, remain an abstraction for existentialists, which means the so-called
“social relations”. Every activity in existence “requires community, group, unity” [BUHHMYEHKO,
1913, p. 480] for designing processes, notice Vynnychenko in his pilot project version concept.
This idea was preached in the artisticimages of the first period of Vynnychenko’s creativity (1906—
1920) and in the second (1920-1951) as well, but first appeared in 1913. It is also a component
of the ethical and philosophical doctrine of the general construction in a system of coordination
between human communities in general and individual or social communication in particular.
Honesty with yourself is, at the same time, honesty with others and with teammates.

Sartre’s philosophy, like the concordist doctrine of Vynnychenko, is defined by the
confrontative paradigm of “being-for-oneself” on one side and “being-for-another” on the sec-
ond side, which is removed by “breakthrough” (ecstasy) [Sartre, 1996, pp. 404-405]. The conflict
of “being for another” Sartre considers the example of attraction to possession both on the
cognitive and sexual levels. Attraction is not only the desire to possess and dispose of someone’s
body, but also, at the same time, enslaving someone else’s body, that is, subjugating someone
else’s subjectivity. Vynnychenko felt this conflict rapidly, not only in philosophical and ethical
terms but also in practical, in his own family relations. He acknowledged that the pleasure of
owning a woman disappears due to her loss of freedom.

The impossibility of objecting oneself to another as a subject of corporality forced him to
seek ways of unity with the another. A new moral and existential attitude toward the other is
being built by Vynnychenko, Sartre and Camus, taking into account the following points: a) the
inadmissibility of considering the other as a thing suitable for use; b) recognition of another,
which has already been a transition to adequate self-knowledge; c) awareness of the planned
own being and being-for-another as responsibility. Such a level of partnership could only be
achieved through a profound experience of the conflict of being-for-another.

Both writers have created a model of an existential character as a sort of beings in whom
everyday life causes only boredom, duty and other forms of denial. Sartre, Vynnychenko and
Camus proposed three metaphorical and conceptual definitions of such social ailment: “nau-
sea”, “lepra”, and “plague”, which became a reflection of the mythological way of seeing the
world. The inner world of the bourgeois intellectual or the prisoner of socialism is objected to
images that, due to the sugetic-poetic concentration, claim to the expression of the truth about
the person. The social practice of both capitalist and socialist society discredited itself in the idea
of existentialists as a sphere of alienation and dehumanization of the individual life. Before the
readers of Sartre, Camus and Vynnychenko, there are anamnesis of social illness, as if filled with
the patients themselves.

Sartre’s novel “Nausea” (1938) was initially called “Melancholy”, which the author rejected,
emphasizing the naturalistic, physiological, but not allegorical nature of the phenomenon
described by him, which he turned into a testing ground. For such a goal, Sartre let the new
character combine the subject and object of the experiment. Later, the writer admitted that
“Nausea” was the best thing he ever had done. The “Nausea” moves Rocanten to awareness of
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the world’s emptiness. This state of despair reveals the individual absurdity of being, both the
futility of historical, social, individualistic “picture of the world” and existential freedom. Another
character is a humanist named Self-taught, a student who researches the world in a library.
Everything seems to Rokanten borrowed, cliched, quoted in Self-taught’s world. According to
Sartre, the humanism of Self-taught looks like anti-humanism; behind it, Sartre sees lies and
fear, creative and physical impotence. It is symptomatic that Rocanten, hating the type of people
personified by the Self-taught, is not ready to call himself a misanthrope.

Self-taught’s thesis is straightforward to understand: there is meaning in life because there
are people who have axiomatic values for him. Thus, freedom is not a human right, not a happy
gift, but a peculiar faith, according to Sartre (“a person is thus doomed to be free”). Freedomiis like
the unheroic standard of responsibility, a choice that does not involve participation. Contrasting
the existence of the inhabitants of Bouville, Sartre’s character comes to the understanding that
the existence is the only fate of a free man, which, according to Rocanten, is less presented in
contra to Bouville inhabitance, what stays “on the other side of existence”. Here is a discrepancy
between the central character of “Nausea” and “The Stranger” (1942) by Camus in which Sartre
sees similarities with his own work, and also sees “a classic exemplary thing about the absurd and
a thing designed against the absurd”. Meursault is the character of Camus, having discovered the
absurd, kills another and that way himself, after all.

Camus’s novel “The Plague” (1947) is a scrupulous description of the epidemic of a terrible
disease that ravaged the city of Oran and claimed thousands of lives. The author brings the good
news to the reader through all the sufferings and horrors of the epidemic. It triumphs over the trag-
edy, paving the way for faith in the spiritual forces of a person who, under the influence of the phi-
losophy of scepticism, was completely ready to despair. The appeal of hope lies mainly in the fact
that this hope was not born in the paroxysm of fear of the tragic routine of the occupation.

The search for ways to achieve a state of happiness by humanity in general and by a person
in particular is comprehended In Vynnycheko’s “Eternal Imperative” and “Leprozory”. It is
interpreted by the artist as “a system of healing the body, forces both physical and mental, a
system based on the balance and coordination of these effects” [BuHHU4YeHKo, 2010, p. 68].

Mougins novels of Vynnychenko deduce also an existential characters. These are Ivonne
Volven (“Leprozoria”), Daniel and Maurice Brena (“The Eternal Imperative”), Panas Skyba (“The
New Commandment”), Marko Ivanenko (“The Word is Your, Stalin!”). Like the characters of Sar-
tre and Camus, their distinguishing feature is loneliness in the crowd; in the presence of another,
they feel like outcasts everywhere. This is the most expressive sign of a new mentality, which is
cultivated by existentialist philosophy. According to existentialists, one can understand that one
is free to make a choice only after desperation in everything.

The denial of an existential character proposes a special kind of logical pattern. Sartre
replaced the Nietzschean constant “God is dead” with the slogan “If there is a man, then there is
no God”, Vynnychenko also doubted the omnipotence of religion. If the characters of Kirkegaard
move away from people and their judgment to speak one-on-one with God, then God does not
hear people commonly in Sartre’s, Camus’ and Vynnychenko’s texts. A person is forced to open
himself and the whole world anew by projecting relationships with others.

Accumulating the experience of the “philosophy of life”, Vynnychenko became a
representative idol in the trend of existentialists atheism; at the same time, he enriched the
existential and humanistic traditions of Ukrainian philosophical culture. In Ukraine, he was called
one of the first “Europeans”, meaning that he was guided by the best examples of world culture
and sought to bring Ukrainian text beyond everyday life to the heights of European modernism.

The concordism of Vynnychenko is as important today as the existentialists’ projects of Sartre
and Camus. They have seen the way out of the existential crisis in restoring the value of a person
as a living being, a human. A man remains responsible for himself and others, and his freedom is a
condition for the existence of the world. Comparing the figures of Sartre, Camus and Vynnychenko,
it is worth mentioning such significant moments in their biography as participation in the Resistance
movement (Sartre, Camus) and Ukrainian national liberation competitions (Vynnychenko). Sartre
recalled that he had never felt more accessible than during the years of occupation, when one
word was enough to provoke an arrest. According to the philosopher, the total responsibility of the
Man under conditions of total loneliness reveals the essence of freedom.
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Something like this has happened to Vynnychenko, although his freedom in frames of
practitioners must of emigration was somewhat different. So that, the total loneliness and
hard responsibility, the impossibility of personal choice gave rise to a specific modification of
Vynnychenko’s creativity. It was the main point to changes, mentioned in the Ukrainian writer’s
text, for example, “Snub-nosed Mephistopheles” was written in Moscow, “The Solar Machine”
he made in Germany, all the Concordists’ novels were created in France.

At the same time, such an experience can be interpreted as secondary. The discourses of
Sartre, Camus and Vynnychenko are somewhat defined by autonomous generating elements.
Among French philosophers they deal with the assimilation of the Cartesian metaphysics of
subjectivity, the constitutive phenomenology of Husserl, the theory of alienation of Marx, the
concept of the spirit of Hegel and the Kierkegaard’s idea of individual existence, as well as the
transformation of Freudian discourse into a kind of existentialist psychoanalysis.

Existentialists have repeatedly tried to comprehend the fact of their use of artistic forms,
and especially the novel. If the French enlighteners argued their appeal to artistic genres with the
need to popularize new philosophical views, then existentialists already had greater hopes for the
very form of the novel, considering it as a special tool for studying human essence. The novel is
not an illustration of the truth, what had already been achieved through philosophical speculation,
but it is one of the main possibilities for its development. Camus and Vynnychenko designed in
their texts a synthesis of philosophy and literature, a philosophical treatise and a novel. Here, it
is worth recalling Camus’s words: “A novel is never anything but a philosophy put into images”
[Camus, 1965, p. 1117]. Camus’s famous words, “If you want to be a philosopher, write a Novel”,
which he eventually realised and did. Vynnychenko choose the same way, first creating a number
of concordist novels about the hubby cycle and then formulating his own doctrine finally.

If Camus divides his own work into two cycles: absurdity (the “nihilistic” stage) and rebellion
(the development of positive moral values), then Vynnychenko’s emigration texts can also be
divided into “pre-concordist” (until 1934, that is, until the departure to) and “Mougins” era,
when the concordist doctrine was developed.

Analyzed writers belong to the type of reflective artists of the 20th century, who constantly
reflect on their own work, trying to find its origins, main lines of development, philosophical and moral
intentions. There are many confirmations of this in the essays of Camus, Sartre and Vynnychenko’s
diaries. Each of the cycles created by these artists includes philosophical essays, novels, and dramas
that appear as a single philosophical and artistic microcosm or meta-novel. So Camus explores the
phenomenon of absurd attitude in the first cycle. “The Myth of Sisyphus” is a theoretical argument
about the absurd; this philosophical essay examines directly all the spectra of the “sense of the
absurd”, deduces and substantiates the “concept of the absurd”, interprets the problems of absurdist
creativity and, finally, ends with the parable of Sisyphus, what is a kind of mythology of the absurd.

Sartre’s world is organized in such a way that he does not organically perceive “goodness”.
He debunks unselfish feeling as an illusion, unacceptable for the “boundary situation” of the
character. Sartre’s character lives surrounded by unpleasant people, creatures of envious,
frightened, ignorant, cruel, cynical, narcissistic beings with princesses, undermined by absurdity.

Vynnychenko’s activity is marked in this period by the creation of the dystopian novel
“The Solar Machine”, with the elaboration of the final edition of the story about the events
of the Russian-Ukrainian war in the novel “On the Other Side” (1923), with the writing of the
adventurous novel “Pot of Gold” (1926) and preparatory work for the creation of the concordist
doctrine, the treatise “Happiness (Letters to the Young Man)” (1930) and the first edition of the
novel “The New Commandment” (1932), a cycle of dramas, etc.

Camus’s main philosophical works are essays written naturally and figuratively. Vynnychenko
does not bother with pure philosophical speculation, either. Its constructions grow from endless
reflections on one’s own existence, political events that took place in the world and in Ukraine,
and receptive considerations regarding what was read or heard from a radio receiver.

Camus did not consider himself an existentialist: “I am not a philosopher. | do not believe
enough in reason to trust to the system” [Camus, 1965, p. 1427]. These words are to express
its closeness to the source of existentialist instruction only: it doubts the possibility of rational,
theoretical knowledge of the world, finally showing confidence in direct subjective experience,
intuitive forms of knowledge.
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Camus’s essays, like Vynnychenko’s diaries or “Happiness (Letters to a Young Man)” and
“Concordism” are not distinguished by a special philosophical aphorism or novelty of the solved
problems. Traditional themes of free philosophizing are most often raised in here: the meaning
of life and the problem of happiness. The impression of originality that arises in the reader
from Camus’s essays or Vynnychenko'’s diaries is a consequence of their merging philosophical
reflections on the world with memorable lyric and poetic, metaphorical style techniques.

“The Myth of Sisyphus” is subtitled as an “Essay on the Absurd”. Camus believes that a
person wants the world to appear in the form of a coherent, ordered system: “To understand the
world needs a person to reduce it, to designate it with his own seal” [Camus, 1968, p. 32]. If man
knew that the world could love and hate, that it obeys one supreme principle, then he would
be pretty happy, would accept life and himself like it: “This attraction to the absolute expresses
the main collision of the drama of human life” [Ibid]. Vynnychenko interpreted the “desire for
the absolute” as “the eternal imperative of life”; his position is based on the fact that the natural
and organic human desire is the primordial need of “all living things” for happiness and is born
from within.

Having based his system on the metaphysical equation “world-man = absurd” and
recognizing it as an axiom, Camus deduced a number of logical conclusions from it. First and
foremost, the triad of “world — man —absurd” cannot be broken. To destroy one of its members
is to destroy itself. No absurdity exists outside human consciousness, but it is not outside the
world” [Camus, 1968, p. 49].

It is constantly stated that the world appears only as a quantitatively inexhaustible given,
and the only occupation for the artist is its description, a simple fixation of things: “For an absurd
man, it is not about explaining and deciding, but about feeling and painting”, along with the
Dionysian vision of the natural life, which has found its “algebraic” expression in the absurd
equation “consciousness of man — dark world — absurd”, in the “myth of Sisyphus”, devoid of
any meaning, [Camus, 1968, p. 120]. Creativity appears in Camus’s text as a “great mime” of
life: “It (a piece of art. aut.) appears as a monotonous and passionate repetition of themes
orchestrated by the world already: The body ... is an infinite number of things and sorrows”
[Camus, 1968, p. 121].

Sartre once created the theory of “engaged literature”, designed to be socially active. At
the same time, he claimed that a man was a “senseless passion.”. Sartre argued that the novelist
should not be a “God” for his characters and expressed this thought in a polemical article “Mr
Francois Moriac and his Freedom” (1939), that is, possess an omnipresence that allows him to
change the point without hindrance. Criticizing the artist’s aesthetic position as a “privileged
observer” and believing that relativity is a law not only for the physical but also for the artistic
world, Sartre links the character’s vitality with his freedom.

Vynnychenko considered life a novel written extremely skillfully: “There is the idea of the
novel of my life. Look through the entire strip of being ... and fix it as | see it now. If the Americans
had ordered me this work, it would have been amount of text for ten volumes, | guess. Not my
small existencial novel, but the Great Life of those great national collectives, among which my ex-
istencial novel was a thread” [BuHHU4YeHKo, 20214, p. 321].

The ideal opportunity for Camus is to realize art as a “great mime” of life. They are “...the
art of form and color, in which reigns the description in his greatness, that is more close to the
essence of life, than the whole Library” [Camus, 1968, pp. 133-134]. Vynnychenko expressed a
similar view on painting: “The art of painting does not require special intellectual creativity. The
Master can be a smart, intellectually creative person and not be able to draw even a column.
And, on the contrary, being a completely intellectual fool one can paint a large amount of brilliant
paintings” [BUHHMYeHKO, 2021b, p. 598].

Camus and Vynnychenko did not have any detailed aesthetic considerations about the
nature of various types of art. They are considered and interpreted only in the light of a general
philosophical vision. For example, the great Italian master of painting describes Camus in his
essay “The Desert” as a “novelist of the body”, and as “the only given man’s truth” who recognizes
the body placed at the moment of modern times: “...they work in that beautiful and worthless
matter, called modern. Moreover, the present expresses itself in gesture... At the price of hope,
they have kicked out permanently of these faces, frozen in their eternal lines, in the curse of the
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spirit. The body knows no hope. It knows only the blows of blood” [Camus, 1967, pp. 58, 59].
Vynnychenko expressed the opinion about the “presence of primitiveness in the spirit of the old
Italian masters”, appreciating his own successes in painting [BUHHMYeHKO, 2021b, p. 232].

Sartre and Camus deny the social determinism of ethical norms but say that they have an
individualistic origin, in contrast to Vynnychenko. Internal freedom is the basis of existentialist
morality. A person must find resistance in himself; he can rely only on himself, realizing the need
to fight the absurdity and futility of this attempt.

Camus realised that the absurd comes into the World with a Man. It cannot be rid of, so
that a person cannot escape from it; moreover, one is obliged to treat it as the main fact of
being and to form his life priorities already in view of it. Since 1930, Camus began to suffer from
tuberculosis, and the disease itself has become a factor that largely shaped his existentialist
worldview. The writer thinks a lot about death; he does not believe in soul’s immortality and
wants to prove that the one who was happy in life is capable of a “happy death”.

Vynnychenko’s approach to portraying the drama of human existence in a disharmonious,
absurd world based on dictatorship and terror is similar to the conceptual principles of Sartre and
Camus. Deciphering the thematic codes of the “The New Commandment” (1947) is the author’s
attempt to understand the tragic disarrangement of human life, among which the obsessive non-
freedom of the totalitarian system is singled out. He used to interpret the antagonism of the
Peace and War, Life and Death in the novel “Words for you, Stalin!” (1950). It should be noted
that the existential motives of the alienation of the individual, the absurdity of the world, and the
“boundary situations” form these codes that are about decoding by Vynnychenko.

Realizing the absurdity of existence in the totalitarian world, keenly experiencing their doom
to suffering and disappointmentin communistideals, the characters of the “New Commandment”
and “Words for you, Stalin!” are trying to make their choice after all. Dissatisfaction with the
existing situation and the lack of fullness of existence causes a feeling of “abandonment” in this
imperfect reality, which is common for J.-P. Sartre’s character.

The diary notes show that the intention of the Ukrainian artist to write “The Word is
yours, Stalin!” (1950) was imbued with existential feelings of uncertainty and hesitation in the
correctness of his plan: “The emergence of thought: To write the novel “The cry to humanity”.
My goal is to reveal the whole philosophical essence of Bolshevism-Stalinism in living images,
to shout on the whole planet a cry of caution and a call to preventive means against a terrible
disease that has covered one sixth of the planet and threatens to capture all of it. But the
publication of such a thing is a speech on the reverse of the struggle with this phenomenon, that
is, pre-conviction of oneself to death. Do | have the right to pay such a Price for the cry of caution,
which may not reach that poor humanity?” [BuHHMYeHKo, 2021b, p. 167-168].

Question of the government’s attack on the existential self of man through a series of
nationally discriminated prohibitions” is contained in the novel “The Word is yours, Stalin!”
[BexkHap, 2004, p. 13]. According to the Ukrainian writer, deprivation of metaphysical freedom
increases the fear of losing physical freedom, which turns a person into an obedient corporal and
intellectual machine, a mechanism in the hands of the Soviet authorities. It makes human life a
sort of complete horror film. This is clearly and convincingly illustrated by the life of the Ivanenko
family, whose members represent the entire spectrum of Soviet society. Stepan lvanenko is a
special-purpose official deputy of the Main Council. He used to address his friend, a member of
the Political Bureau, the Ninth, with the program of transformation of society on the basis of la-
bour collectocracy, organized “not by coercion, but by goodwill” [BuHHU4YeHKo, 1971, p. 156].
According to Camus, “only voluntary work must be worthy” [Camus, 1962, p. 122]. The French
thinker proposes to reverse the classical political economy formula, like the Ukrainian one, and
both of them suggest perceiving work as a result of joyful activity voluntarily, which should bring
pleasure.

Vynnychenko demonstrates the limitation of individual space in a totalitarian society,
which provokes the formation of a new type of man, called collective-member, human-mass,
the main feature of which, according to H. Arendt, “lack of brutality and backwardness, caused
by its isolation and lack of normal social relations” [ApeHaT, 2002, p. 366]. The absurdity of the
existence of new people in a totalitarian society will be realised by automatically practising self-
defence reactions such as chanting, exalting, praising, enthusiasm, pretending, etc.
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Camus, Sartre and Vynnychenko sought to turn artistic creativity into a testing ground for
philosophical experiments based on the concept of absurdity. If Sartre, in the novel “Nausea”,
shows the work of art as “the defeat of the absurd”, then Camus finds creativity as a common
absurd phenomenon as everything in the world. Sartre adores a Human. Let a Man be unhappy
and imperfect, but a Human becomes God’s patron through action, on the basis of choice,
creating meaning and values. At the end of his life, Vynnychenko discovered what creativity
and genius are for himself: “Isn’t this the ability of the human mind to seek and compose new
combinations of existing facts? So, the genius is not above all the ability and even the need
for the disposition of the search, observation, combination, making conclusions” [BUHHUYEHKO,
2021b, 192].

Nature took a prominent place in the existentialist texture. This is a gloomy, hostile
force, a genetive absolute, absurd for Sartre. On the contrary, nature is a beautiful deity, but,
unfortunately, no matter the fate of the person in Camus’ writings. Although the attitude to
nature in Sartre and Camus is quite the opposite, both come to the end of the opposition of
consciousness and matter. In his turn, Vynnychenko made a paradoxical statement in June 1928.
Vynnychenko loved especially the nature of Ukraine, like Sartre, finding the essence of the World
in nature: “Nature is a constant, systematic killer. Murder is its basic law and condition for
the existence of living beings” [BuHHMYeHKo, 1980, p. 478]. At the same time, a Man appears
majestically simple and united with nature in the philosophical constructions of Camus and
Vynnychenko. They do not live in nature, but in a tinner world of themselves. Nevertheless, the
paradox is that a person in them finds his place in the Universe, rising into the pose of a rebel
against the natural order of things.

The essential point in building a typological chain between Sartre, Camus, and Vynnychenko
is the problem of philosophizing. There are many thinkers who find it difficult to relate to any one
direction or stream of philosophical thought. They remain on their own, not imitating anyone,
entering into an endless dispute with everyone. It is a suitable place in the History of Art for such
thinkers as Ukrainian and French artists. Fate does not spoil them as a rule because their life is
full of drama. They do not become their own in the capitalist or socialist world, being “outsiders”
or “strangers”, carrying out some “dangerous” ideas, points of view and moods.

Declaring oneself as moralists meant not only contempt for contemporary philosophy
but also personal courage — to stand up for human dignity without trying to teach anything. At
the same time, Camus and Vynnychenko are wise teachers, spokesmen of destructive doubt.
Defining the crisis of universal values, Camus and Vynnychenko called for the formation of
universal human consciousness, society and culture based on morality. Their appeal to morality
meant an awareness of the lack of values in modern philosophy, history, and politics, since polar
opposite systems could only lead to a general catastrophe.

Vynnychenko and Camus developed a synthesis of philosophy and literature, treatise and
novel in their creativity. Camus is limited to what he calls, through an awareness of the absurd
existence, in the “Myth of Sisyphus” to make the unfortunate happy. However, the “Myth...”, “
The Plague”, as well as the “Leprosarium” and the “Eternal Imperative” or “New Commandment”,
these novels have become texts that mobilize to fight against the existing of Evil, for protecting
Freedom and Independence.

Vynnychenko and Camus consider philosophizing as a way of understanding the meaning
and relationship between Existence and Being. At the same time, only real Art is a direction to
act for designing a meet of a Man with Nature and the World in their both opinion. Only this
action makes Man realise all his options as a practically acting being. Vynnychenko’s longing for
objective, practical activity results in a special understanding of the relationship between Exis-
tence and Art. He believes that “politics must also be expanded into broader activities, into work
for the Happiness of humanity. Art, literature, science, creation of value-scientists, searching for
ways of realization of human dreams, organization of own life, making it a daily joyful, useful
process make us humans after all. To feel on each piece of the Earth cheerful and active is the
best way to clean your life from the poison of Evil and pessimism” [BuHHMYeHKO, 2010, p. 322].

Vynnychenko interprets the Absurd as Discordism. He is constantly looking for ways to
overcome this condition. Happiness is “the feeling of fullness of harmony of all powers, the desire
to live and in the very process of life to have the highest exhaustive satisfaction”, in his opinion

65



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

[BuHHMUeHKO, 1980, p. 288]. To achieve Higher Internal Harmony, working on their improvement
in the Inner World is necessary. There are many ways to achieve happiness: “As more difficult
life is, so more factors affect the harmony of human’s power, but much more difficult it becomes
happiness”. The main thing is that they are adjusted by the laws of “equilibrium”: “Wealth, Glory,
Health, Love, Reason, etc. in themselves (even together) will not lead to happiness if they are not
coordinated among themselves” [BuHHU4YeHKo, 1980, p. 289].

Heidegger saw only one possibility to change human existence — it is the Way to Death.
Jaspers tried to give human existence certain possibilities back through the comprehension of
the Secret Meaning of Transcendence, but Sartre and Camus denied any meaning of human
existence, declaring everything absurd is, Vynnychenko considers the existential act as a sound
solution. A person is not passive but an active creature, according to the understanding of the
Ukrainian thinker. It must be considered, therefore, that, having a choice made, one must remain
faithful to it. “Give the opportunity to know the True Human Being to a few dozen of poor Ivans,
at least. Let them sow the seeds of Faith in the possibility of happiness on Earth. Who can tell me
the purpose of the individual life of lvans?” [BuHHM4eHKo, 2021a, pp. 153-154].

Nevertheless, a Fateful Choice is not the only possible choice. It is the Choice of Yourself, of
the Own Essence, which is realized in a leap from the Past to the Future. It is that man, making
his own choice in this sense, he constitutes himself as a Personality... Thus, the choice of Man
is based on opportunity, and He is the basis of the Human constitution as an individual. The
choice is for Vynnychenko. It is back-or-white always: Fascism or Bolshevism, Stalin or Hitler,
concentration camps or the USSR, etc.

Vynnychenko considered responsibility as one of the strongest manifestations of the “social
instinct” and the range of use of this concept is quite wide for him. On the one hand, he thought
like Sartre: “Fate is a favourite topic from ancient times. It often intercedes for God and performs
his unpleasant functions... often we use fate to cover our nothingness and lack of freedom.
Having placed the responsibility on it, we allow ourselves to suck up the mud of our inertia [Bu-
HHUYEeHKo, 2010, p. 547]. On the other hand, he concluded: “People must be responsible for all
during their lives: for their parents or other citizens, or God, Homeland, and also themselves”
[BuHHMYeHKo, 202143, p. 310]. At the same time, the conclusions of the Ukrainian thinker, in fact,
were typically existentialistic. “When a general calculation of life is made, all other accounts lose
all weight. When a person is drawn to responsibility for his own life, every other responsibility
to people has neither interest nor fear for him” [BUHHMYeHKo, 202143, p. 11]. At the same time,
Vynnychenko considered the responsibility of the state to its citizens very important, bearing in
mind, in particular, its absence, which brought France to the catastrophe of 1940.

What are the causes and nature of ontological dualism common to Sartre, Camus and
Vynnychenko? If Sartre’s theory, equipped with a special philosophical terminology, is real-
ized in an exclusively theoretical plane, then in Camus’ and Vynnychenko’s texts, it is embodied
in free, figurative reasoning. They do not encrypt the concrete-sensual reality of nature in the
abstraction of “being-in-itself” or man in all the diversity of his real faces things in the category
of “being-for-oneself”. If, through the entire ontological system, Sartre passes a dualistic split
between “being-in-itself” and “being-for-oneself”, then Camus and Vynnychenko create the cen-
tral antithesis of Nature and Man.

The opposition of Matter and Consciousness, Nature and Man, are preceded by the
experience of their fusion in the works of Sartre, Camus and Vynnychenko. Sartre’s immersion
experience in the Existence of the Natural Things is more metaphysical in his “Nausea”, than
ever. His character seeks a way to be the “transphenomenal” in the World. However, Camus and
Vynnychenko merging with nature deal with a return to a happy state of “cosmic” life. In contrast
to the gloomy nausea experience of the Sartres’ Rokanten, Joy, Delight, and Intoxication reigns
here. The fusion of Man with nature is possible when it dissolves in its elements and becomes
an equal part of the Whole. Concordism can be fully interpreted by Vynnychenko as being in a
broad sense in this frame: “Nothing is more difficult, more terrible, immoral and unbearable than
a difference with Oneself, as self-condemnation, as self-contempt, as dishonesty with oneself”
[BuHHMYeHKO, 2010, p. 143].

The author of “Concordia” notes that his concept of equilibrium is already at the
physiological level, which makes any dictatorship impossible. The fullness and integrity of
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being are the attributes of a happy existence. However, unlike everything that exists, the Man
is endowed with consciousness. He is the only one, as Vynnychenko considers, aware of the
fact of her mortality and longs to know the meaning of purpose. Nature does not answer the
questions of concern to a Man, so a Man stands in the pose of a rebel with the awakening
of consciousness. Indifference, mysterious silence, and dark impermeability of nature contrast
Man’s passion for clarity, clarification of the meaning of being, and protest against the tragic lack
of deathly understanding.

According to Camus, absurd is a dissociation of Man with Nature. He has one but adequate
definition for it: “Absurd is a sin without God’s presence. It means an original sin, what use to frac-
ture Man and Nature forever. Having fallen into sin, “Me” is excommunicated from its own Na-
ture forever, which is the main drama of human existence.” Nevertheless, Vynnychenko explains
the misfortune and disease caused by the lack of balance. The only difference between illness
and misfortune is that the imbalance can be not only physical but also spiritual in the latter case.
A disorder of mental state is also a disease that the Ukrainian thinker calls discordism, which is
an “invisible spiritual leprosy” at the very end and in the artistic, creative version, which becomes
expected in the modern world. Understanding the tragedy of Human Destiny as a catastrophic
break with Nature is the main focus of the thoughts of Camus and Vynnychenko and their result
of theoretical writings. Their existentialism description is based on despair caused by the essen-
tial greatness of the Personality.

Camus and Vynnychenko’s appeal to morality meant the realization of modern politics since
polar opposite systems could lead to a general catastrophe of mankind, not only the collapse of
Philosophy and History. In addition, it fits fully with the paradigm of existentialism.

Vynnychenko believes that art is an independent existence. A return to Nature is the
basis of understanding art in contrast to Heidegger and Jaspers, who believed that although
the philosopher and artist aspire to the same thing — to comprehend the meaning of being
— this can be achieved not by a philosopher but by an artist, if he has not yet become a
philosopher, and his art has elements of it. The subject of returning to Nature is a “pure
subject”, thanks to which Nature returns to itself: “Concordia gives us great wealth. It
connects us with Nature. It is the source of constant Joy, Fullness, Heaviness and Happiness
of Life... Even Death becomes not a terrible, disgusting crasher, but a loving, compassionate,
mysterious, but faithful friend who will lead you not into a nightmare, but into somewhere
new, interesting afterlife, or in some eternal rest of non-existence... under the influence of
concordism” [BuHHMYeHKO, 20214, p. 136].

Vynnychenko uses the category of “being” in concrete and historical forms of the existence
in society, for which “life is a novel made with extraordinary artistic ability. It is sometimes good
for slowly reading, sometimes have to be quickly “eaten”, sometimes it is going to be taking to
account with boredom, sometimes is needed to agree with it with a hot enthusiasm. There is a
new page of this great Everyday Book. Life is good; perhaps, it is valuable even for knowing what
will happen next, what kind of events, what sort of intrigues, what a new surprises, the brilliant
author has prepared, whether heavy or joyful. Moreover, when you participate, you want to
know what role you have to play next” [BUHHMYeHKO, 20214, p. 381].

The social practice of both capitalist and socialist societies discredited the idea of
existentialists as a sphere of alienation and dehumanization of the individual activity of the first
half of the 20th century. So, what would be next? Existentialism is used to determine a person
out of society, a person as it is in general. Nature becomes, in Vynnychenkos’ laboratory of meta-
physical thoughts, in his “Atelier of Happiness”, the only opposition to consciousness, which
allows it to establish oneself in the material world. The conflict of matter and consciousness,
Nature and Man was essential for both writers-thinkers.

The same unexpected personal meaning acquires the category of historicity, which the
philosopher considers a significant characteristic of his philosophical system. Historicity is an
extrahistorical humus, a broadcast of the efforts of individual thinkers, which imposes the burden
of responsibility on all participants. “The cognitive, philosophical history of humanity is a kind of
meaningless game. At first, humanity has filled itself with a huge pile of metaphysics sand ... And
all the modern progressive people produce new ideas to throw off most of that sand. Progress
will begin only when humanity is completely out of all that sand” [BuHHMYeHKo, 2010, p. 76].
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Human life is seen as an age-old metaphysical drama in existentialism. The story is deeply
tragic: Birth means Death. The main antagonist characters are Man and World. In addition, only
a constant sharp awareness can help to escape from the dulling standard of life, of their mortal
destiny, to reach the “truly” being. Memento mori is the basic order of existential philosophers,
which Camus especially often mentions. Similar considerations about the nature of death, the
attitude of a person to it are also found on the pages of Vynnychenko’s diary. “Hopelessness is
a completely absurd concept, but generally accepted. There is no hopelessness in Nature, and it
could not be at all. Hopelessness appears in pair with the belief in immutability, a stable state of
Things. However, nothing is unchanging in the human world. To lose hope is to lose faith in the
laws of nature and become superstitious. We often fail to reach our goal only because we lose
hope. We so hardly believe in the necessity and inevitability of death; it would be strange when
we do not die from it. Maybe immortality does not exist on the earth only because we do not
believe in it” [BUHHUYeHKO, 20214, pp. 21-22].

The anthropological principle is essentially characteristic of the specifical national tradition
of French philosophy, in which the “purely speculative movement” (Descartes, Malebranche)
was less consistent with the mentality of the French, who were more willing to read Rabelais
and Montagne. Here, one could also refer to the history of Ukrainian philosophical thought
(conventionally from Skovoroda — through Franko and Lesya Ukrainka — to Vynnychenko),
which is also distinguished by a similar type of philosophizing. It is characterized primarily by
an orientation toward a person, taken in the immediate life context, a person who faces the
eternal problems of life, death, evil, relationships with others, etc. The special substance of such
philosophizing, which is free from scientific standards, gave rise to particular genre forms, such
as Essay, Aphorism, Portrait, Dialog, Drama and Novel. Many Ukrainian researchers consider
existentialism to be the basis of Ukrainian philosophy, emphasizing its existential-corkcentric
and personalistic orientation.

Vynnychenko belongs to those thinkers who go beyond the boundaries of traditional
philosophy to comprehend the broader meaning of all spiritual culture in their works. He went
on to say that he developed the ideas of A. Schopenhauer, F. Nietzsche, A. Bergson, and the
Theosophical theory of R. Steiner by aiming to open to man prospects of further development,
to give his existence meaning, to point to him at certain positive values, that is, to overcome the
extremes of German and French existentialism and to design a positive philosophical platform.
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The relevance of the proposed research is determined by the reviving the interest of modern liter-
ary studies of the figure of Volodymyr Vynnychenko, determining the place of his creativity in the context
of European modernism, the ambiguity of assessments of this phenomenon in the context of Ukrainian
fine literature.

The article examines Volodymyr Vynnychenko’s novels in the discourse of French Existentialism. At-
tention is focused on outlining the similarities and differences between J.-P. Sartre, A. Camus and V. Vynny-
chenko’s worldviews and aesthetic views. The origins of the existentialist method in the work of the Ukrai-
nian émigré writer and its inclusion in the discourse of French atheistic of Existentialism are also analysed,
and some conclusions of the “Mougins” cycle of Vynnychenko’s works are investigated using summarized
prospects for its study in a broad and its European context is also outlined.

The authors examine the forms and methods of aesthetic refraction of the basic concepts of existen-
tialism (absurdity, rebellion, freedom, choice, and relationships at the level “I —the Other”). The purpose of
the work and the tasks involve analyzing the philosophical and artistic texts of Vynychenko in the discourse
of French existentialism, as well as revealing the main philosophical ideas and functions of the novels of the
Ukrainian writer, consistent with the creative guidelines of J.-P. Sartre and A. Camus. The set of goals de-
termines the need for the use of hermeneutic (analysis of artistic texts), historical-literary, comparative-ty-
pological (posing and solving a number of literary problems in the context of equal national literature, and
biographical (using diary entries) research methods.

The problem is determining the place of ideology in the context of French existentialism and the
“Mougins’” cycle of Vynnychenko’s works, was raised in literary studies as early as the 70s of the last centu-
ry, in particular by diaspora researchers S. Naumovych and L. Zaleska-Onyshkevych, who tried to show the
priority of Vynnychenko’s writing compared to Sartre and Camus. The problem of existentialism as a phil-
osophical direction was considered in the late 1940s among the members of the Artistic Ukrainian Move-
ment, attempting to formulate the concept of “Ukrainian existentialism”. The Ukrainian researcher Ya. Ko-
tets includes diaspora representatives 70 years later in the article “The Formula of Ukrainian Existential-
ism” (2021). There are several Ukrainian and Soviet writers who produce some existential ideas and ele-
ments of existential interpretation of human life, but they should not be called conscious writers-existen-
talists.

Among modern Ukrainian works need to name “Existentialist philosophy. Traditions and perspectives”
by S. Raida (2009), as well as the comparative study “Ukrainian version of artistic existentialism: B.l.
Antonych, V. Svidzinsky, T. Osmachka in the European context” (2020) by H. Tokman, where is introduced
the concept of “artistic existentialism”.
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The critical optics of the research make it possible to combine the historical and philosophical
specificity of the interwar twenty years and the post-war period, on which are built the works of
Vynnychenko, Sartre and Camus. It is an attempt to show the originality of the philosophical and aesthetic
views of the emigrant Vynnychenko in the paradigm of French existentialism, to demonstrate the similarity
of the Ukrainian type of philosophizing (from Skovoroda, Franko, Lesya Ukrainka to Vynnychenko), to
analyze his characteristic orientation towards a person who faces the eternal problems of life, death,
and evil. Such non-scientific philosophizing gave birth to special genre forms: essay, aphorism, portrait,
dialogue, drama, and novel, which can be found in V.Vynnychenko’s literary work. Vynnychenko belongs
to those thinkers who went beyond the boundaries of traditional philosophy in order to comprehend the
broader meaning of the entire spiritual culture, developing the ideas of A. Schopenhauer, F. Nietzsche,
A. Bergson, the theosophical theory of R. Steiner, in their writings. Vynnychenko set himself the goal of
revealing prospects for further development to man, to give meaning to its existence, to point it to certain
positive values, that is, to overcome the extremes of German and French existentialism and develop a
positive philosophical platform.
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Jay Norwood Darling is an American cartoonist who travelled around the Soviet Union
and the United States of America in the 1930s. The impressions of these trips formed
the basis of his two travelogues — “Ding Goes to Russia” (1932) and “The Cruise of the Bounc-
ing Betsy. A Trailer Travelogue” (1937). The meticulous examination of the Soviet’s daily routine
catalyzed the historical imagination, enabling the depiction of society in the void between the
past and the future. The perception and modelling of the USSR as a future society in numerous
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travels of American intellectuals to the USSR in the 1930s aroused keen interest among scien-
tists [David-Fox, 2012; Hollander, 1998; Kassis, 2021; Klepikova, 2015; Margulies, 1968; O’Neill,
1989; Stern, 2007], however, Darling’s work remains unnoticed both in the historical and litera-
ture studies.

Darling’s travelogue across America, which meets the parameters of a non-fiction road nar-
rative, is a short text describing a 6-day journey in a trailer to Florida, neither raising acute social
issues of American society nor diving into the psychological analysis. Instead, the everyday dif-
ficulties of a family trip are depicted with the inherent irony. It cannot be considered surprising
that Darling’s work is not mentioned in the robust historiography devoted to the road narrative
in American culture of the 20th century [Barndt, 2018; Brigham, 2015; Campbell, 2001; Eyerman,
Lofgren, 1995; Faber 2022; Ganser, 2009; Lackey, 1999; Laderman, 1996; Leavenworth, 2010;
Obernesser, 2019; Primeau, 2008; Robertson, 1997; Sherrill, 2000; Tillbot, 1999].

Nonetheless, the juxtaposition of “Ding Goes to Russia” and “The Cruise of the Bouncing
Betsy. A Trailer Travelogue” enables us to discern the distinctive features of spatial perception,
unconventional self-presentation, and artistic reflection of the experience with its political
imagination and intermedia synthesis. Both travelogues reveal a symbolic nature to transitivity
and periphery, requiring further examination.

Travelogues by Darling are distinguished by their visual content. In addition to the genre’s
traditional factual sketches of villages and urban landscapes, Darling uses cartoons to illustrate
his observations and political assessments. Such illustrations are signed with a key phrase of the
verbal text, usually in an ironic or satirical mode. Furthermore, the cartoons convey more de-
tails of the surrounding world than the verbal text and open the narrative to a fictional plane.
The mocking tone of his drawings, which include caricatured self-portraits, indicates the synthet-
ic qualities of non-fiction text, which are not adequately studied. However, their comprehen-
sion can enhance the interpretation of significant social and cultural processes perception ren-
dered simultaneously as eyewitness accounts and imaginary objects. An in-depth study of these
texts will contribute to a greater understanding of the political travelogue nature and its inter-
media specificity.

The peripheral nature of Darling’s literary agency is heightened by the complex narrative
that traverses intermedia and cross-cultural horizons. Before discussing more specific issues, it is
necessary to formulate the essential elements according to which the author’s travelogues can
be defined in terms of the periphery. On the one hand, these samples are, to a certain degree,
secondary to the main lines of the American travelogue in the 1930s. At that time, any trip to the
USSR, whose typological characteristics converged with pilgrimages, a utopian vision of anoth-
er space, and the road narrative genre, one of the most distinctive national genres, began to ac-
quire clear frames of that period. An array of texts created by either recognized writers or ama-
teurs is evidence of both genres’ popularity and rapid development. On the other hand, Darling’s
travelogues transcend genre paradigms; they simultaneously fit into and critically rethink them.

The factors of marginalization increase when starting with the genre. Chana Kronfield
developed the classification of marginal phenomena, which is still one of the most representative
attempts to systematize these fluid and dynamic phenomena. In terms of this classification,
Darling’s works correspond to the marginal-canonical subgroup. Firstly, these are the verbal
literary texts of the artist [Kronfield, 1993]. Secondly, they are non-fiction texts. The definition
“marginal-canonical” is very apt for Darling’s narratives, as he created them within the leading
trends remaining on the fringe of the process.

Kris Lackey, studying the nonfiction roadbooks written between 1903 and 1994, puts forth
the term “shadow texts”, which means “both the unacknowledged traditions that shape these
books and the ignored or repressed antithetical messages that lie beneath the authors’ asser-
tions” [Lackey, 1999, p. IX]. Darling reinterprets the conventional travel narrative by incorporating
a satirical visual element, thereby generating a dual perspective of space. Therefore, the main
focus of the study is on the deep structures of the travelogue’s chronotope. For the sake of their
comprehensibility, we leave aside more complex relations among issues involving visual and
verbal correlations in the texts.

The intensity of the crisis time experience in different spaces and through these spaces
modifies the involved genre clichés, giving rise to a tragic (for Soviet space) and optimistic (for
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American space) premonition. In the modern context, the outlined trajectory for the future
path of Soviet policy is expressed with axiological and anthropological accuracy. Travelling
through American space presents a multitude of inquiries, particularly the sensation of isolation,
concealed by the narrator’s irony and routine of notes during a brief trip.

Thus, the study aims to reveal and contextualize the characteristics of J.N. Darling’s
travelogues as peripheral literary works, as well as conceptualize the chronotopic imagination
that affects genre distinctions.

Theoretical Background and Methods

The term “peripheral” can be constructed synchronically as a literary phenomenon that
deviates from the centre of a historic literary system, acquiring antagonistic characteristics or,
conversely, the most prevalent ones, thereby diminishing the author’s work’s influence, visibility
and recognition among readers or critics. Thus, it is generally accepted that the parameter of a
peripheral field is its reduced value in the current sociocultural situation.

The title of this article reflects the overlapping methodologies employed in the analysis
of Darling’s literary works. The notion of the peripheral zone is approached from a spatial
perspective, resulting in a revision of the text’s chronotopic organization. Moreover, this notion
serves as a means of revealing the distinctiveness of omitted and forgotten texts within the
literary system and cultural memory.

The ideas about the centre and the periphery in literature and physical space interact
more and more closely due to postcolonial studies. In one of the latest analytical reviews, Petr
Kylousek emphasizes, “Nevertheless, what is determinant for us in this category is the perception
of time and space itself, namely the difference between how these concepts — individually and in
combination — are perceived from the periphery towards the center and back again... The possibil-
ity (in some situations, even the certainty) that the periphery may not live within the same sense
of temporality and spatiality as the center has not only to a great extent been undervalued but in
many cases not even considered at all” [KylouSek, 2024, p. 21]. Textualization of the invisible zones
(disappeared, disappearing, or not yet manifested) and the symbolic redefinition of the centre and
the boundary in the artistic space are the semiotic frameworks in studying Darling’s travelogues
within the discourse of a periphery. The representation of the periphery in the language of the
center produces a hybrid text that imitates and repeats. However, redirecting stable implications
expands its semantic space. For example, Marco Juvan shows that “strong” peripheral authors, be-
ing aware of their borrowing strategy, use irony or a self-reactive fictional presentation of their
systemic dependence on the literary canon to overcome influence [Juvan, 2011, p. 280]. In the case
of Darling’s travel texts, the stylistic simplicity, didacticism, and monologue cannot neutralize the
significance of time mapping, which is not inherent in genre models.

Another important starting point for our methodology is represented by the critical
evaluations made in memory studies. The discourse of “secondary” is a product of destruction,
the main strategy of which is forgetting [Gilliland, 1994, p. 6]. Memory is a metaphor at the inter-
section of spatial and temporal dimensions. As Jan Assmann says, “Things do not ‘have’ a memo-
ry of their own, but they may remind us, may trigger our memory, because they carry memories
which we have invested into them, things such as dishes, feasts, rites, images, stories and other
texts, landscapes, and other ‘lieux de memoire’” [Assmann, 2008, p. 111]. Hence, “cultural mem-
ory” has the function of recalling and restoring the forgotten.

Dealing with a periphery as a dynamic area enables a view of its interliterariness, multiplic-
ity, and revaluation in subsequent stages of literary development. Although, as the researcher
points out, the peripheral area openly reproduces the norms of literary expression and serves
as a guarantee of genre authenticity and as the “protagonists” of institutional stability” [Renza,
1984, p. 5], it is essential to observe the dynamics of innovation arising from the tension between
the centre and the periphery. To clarify the fundamental principles of their interaction in the
context of the norm and its violation, let us focus on the semiospheric approach provided by Yuri
Lotman, “It is necessary to emphasise the fact that the boundary, which separated the closed
world of semiosis from extra-semiotic reality, is permeable. It is constantly transgressed via in-
trusions from the extra-semiotic sphere that, when bursting in, introduce a new dynamic, trans-
forming the bounded space and simultaneously transforming themselves according to its laws. At the
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same time, semiotic space constantly ejects all the layers of culture from itself. The latter form layers
of deposits beyond the limits of culture and await their time to re-enter the closed space, by which
time they are so ‘forgotten’ as to be conceived of as new. Such exchanges with the extra-semiotic
sphere create an inexhaustible reservoir of dynamic reserves” [Lotman, 2009, p. 115]. One cannot but
agree with Lotman’s statement that decryptions could be absent in a synchronous section of the se-
miosphere. It is, therefore, the key to examining the features of Darling’s travelogues as connected to
the further context of the genre’s core formation and historically nearby literary tendencies.

Thus, genre analysis includes comparative and contextual methods of studying texts. The
culture-historical method deepens the understanding of the context of Darling’s literary work.
It is particularly used to find out the historical and social factors that impact the peculiarities of
other and own world perception and image construction. The narrative analyses contributed to
the unfolding of the anthropological representation of space. Additionally, genre investigation
of travelogues with various graphic components, including caricatures, involves an intermedia
method of studying the semantic connections between visual and verbal in travelogues.

Results and Discussion

Darling created entirely different types of travelogues, with diverse images of the travel
narrator and the journey itself, reflected in the plot and compositional organization, space
structure, and visual representations. In American space, the road along peripheral routes or new
ones leads from snowy landscapes to the pastoral, warm edges of Florida. In the other space, the
trip trajectory runs through the ideological map of the Bolsheviks’ achievements and traverses
a stepped labyrinth crafted by the Soviet mythologists. The fragmented integrity of the USSR'’s
geographical space, as opposed to the fluidity of the journey through America, is enhanced by
the compound of the road narrative with the sea voyage elements in the diary form.

However, in both texts, the author considers the common problems — civilization, its
development, and the role of innovations for humans. Both declare the need for independent
travel for an authentic experience. The aspirations of the “discoverer” in alien space are realized
in exposing the declared “novelty” of the Soviet system and, on his own —joining the new “trailer
civilization” that will soon change the face of America in his imagination.

A self-identity search is a significant common feature of Darling’s journeys in his own and
other spaces. The understanding of modern identity in the earlier work “Ding Goes to Russia”
comes through the analysis of a “new” social system, different from the American one. In the
latter text, “The Cruise of the Bouncing Betsy. A Trailer Travelogue” — through the images of the
road and mobile home that would transform American society. Actualized models realize the
functions of social criticism and anthropological observation.

It has to be said that Darling’s travelogues cannot be considered defining or turning points
in American travel literature development. The author transmitted models that had already been
formed and fixed images to express his position. The evaluative angle of this feature within the
travel discourse is unclear, since the repeated use of routes and well-known plots resulted in the
emergence of so-called secondary travel narratives. Maria Lindgren Leavenworth notes the fol-
lowing signs of this type: the openly declared dependence of the secondary travellers on the first
text, the creation of a quotation structure of the narrative, parodic elements, and the similari-
ty of certain motives, for example, disappointment due to inconsistencies in their travel experi-
ences [Leavenworth, 2010]. Darling’s travelogue contains the key features of a secondary travel-
ogue, apart from the temporal distance between his experiences and the source texts, as he en-
gages in polemics with the testimony of his contemporaries to uncover the truth. The intertex-
tual connections of the text include either the travel testimonies of optimistic American travel-
ers, or visual texts, namely caricatures of the Soviet Union in America, as well as a Soviet poster.

The narrative arc in “Ding Goes to Russia” recalls the typical route of foreign pilgrims to the
Soviet Union. Instead of a geographical map, it follows a cartography of the new state’s achieve-
ments. As in a pilgrimage, the route is planned, with no random destination. The movement has
all the signs of transportation in vertical space. However, Darling mocked them by examining the
Soviet mythologies passed down from one travelogue to another in the 1930s. The geographical
markers depicted in Darling’s travelogue are secondary and repetitive, yet the author deconstructs
them in various ways and places them within the distinct contexts of Soviet ideological concepts.
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The work “The Cruise of the Bouncing Betsy. A Trailer Travelogue” appeared in the 1930s,
when the road narrative was becoming a metagenre. Ronald Primeau defines the road narrative
as “fiction and nonfiction books by Americans who travel by car throughout the country either on
a quest or simply to get away” [Primeau, 2008, p. 1]. To comprehend the peculiarities of Darling’s
road narratives, it is imperative to delineate the context of this genre in American literature. It ab-
sorbed various literary traditions: Bildungsroman, the quest, the picaresque, and travel literature
[Barndt, 2018; Brigham, 2015; Campbell, 2001; Faber, 2022; Lackey, 1999; Laderman, 1996; Sher-
rill, 2000; Tillbot, 1996]. The genre’s origins go back long before the mass production of the car, one
of the determining extra-literary factors of the road narrative. The earliest auto-related narratives
can be found at the beginning of the 20th century in the works of Theodore Dreiser, “A Hoosier Hol-
iday” (1916), and Sinclair Lewis’s “Free Air” (1919). Nevertheless, the importance of the automo-
bile in the road narrative introduces another issue for defining the road narrative. The car caused
the theme “the power of choice and control for the individual in travel and detracts from the ubig-
uitous theme of freedom in these narratives” [Tillbot, 1999, p. 11]. Ron Eyerman and Orvar Léfgren
emphasize the increasing association of mobility with hope, new ventures, and the romanticization
of risk on unknown highways in the 1930s [Eyerman, Léfgren, 1995, p. 57]. Meanwhile, a negative
attitude develops, in which the concept of stagnation and static evolves, reflecting the experience
of a lack of prospects and social growth. The heterogeneity of the genre, collision and intersection
of contrasting lines testify to canon formation, which culminated in Jack Kerouac’s novel [Ganser,
20009; Tillbot, 1996] as a countercultural manifesto, articulated the bohemian lifestyle marked by its
rejection of traditional, conservative “family values”, the Protestant work ethic, and middle-class
materialism [Laderman, 1996, p. 42].

Significantly, Darling’s nonfiction text can be seen as an anticanon to Kerouac’s writing.
An older man and his wife set out on the road, and the reason for the trip was bronchitis. The
journey risk is not what attracts but repels travellers, and the most enduring challenge during
the trip was a banal problem — the lack of parking for a new car. The narrator is immersed in
the minutiae of trailer life, admiring its fullness and abundance, which makes it possible to be
independent in movement and not think about time. A “sheltered comfort” [Darling, 1937, pp.
33, 39] mobilized mansion is the result of the progress of American society.

Home and movement represent “the dual forces that have had the strongest hold on Ameri-
can consciousness are the desire for home — stability, stasis and safety — and the urge for mobility
— journey, progress and development” [Faber, 2022, p. 21]. The desire for movement and mobility
embodies the search for innovation and a path to progress [Faber, 2022, p. 28], which formed the
basis of the key concepts of the American dream —individualism and success formulated in the ear-
ly 1930s by James Truslow Adams. Nonetheless, in the road narrative, the notion of ‘home’ exhib-
its ambivalence, occasionally blurring and losing its significance [Robertson, 1994, p. 271]. Instead,
Darling’s eloquent declaration that the ‘trailer’, which signifies the travelled home and is reminis-
cent of the archetype of the boat in maritime adventures, is a symbol of an American accomplish-
ment and a promising future. Home, as a centre of moral values, is not static and stable. Moreover,
the boundaries of the house and the road are permeable, since the temporary home turns into an
open space, involving new roads and connections among societies.

In the Soviet Union, the home/road opposition is presented through a comparison of the
socio-political systems of the countries. This is a fundamental point for the narrator who seeks
to dispel mislead: “<...> all Americans might see Russia as it is today and that all Russians might
see America, and each stop talking the bally rot which both are so fond of repeating about the
other” [Darling, 1932, p. 60]. For example, the narrator notes the lack of automobile production
in the Soviet Union and nothing similar to an American highway. This inconsistency extrapolated
from the countries’ philosophies of life makes apparent the impossibility of the American idea of
movement as an individual initiative in this space. The narrator fantasizes that if there were cars
and people wanted to go on a picnic to the forest, then this would not be possible either, since
the food supply is monopolized in communal kitchens [Darling, 1932, p. 58].

His later travelogue shows us images of cars and roads, bringing up issues of interaction be-
tween the centre and the margins, values and chances. In major American intellectual pilgrim-
ages, the comparison did not unfold as widely and systematically since the naturalization of the
“new world” and “new man” notions nullified the semantic significance of “own” space.

76



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

“The Cruise of the Bouncing Betsy” was created in the period when the effects of the
Great Depression were still felt. The emphasis placed on well-being and comfort neutralized the
semantic poles of risk, adventurism, and wandering. Furthermore, as Morris Dickstein pointed
out, by the mid-thirties, the concept of individualism had come to a crossroads with the concept
of communal living [Dickstein, 2009, p. xxi]. Darling’s travelogue distinctively exemplifies this
process, presenting an imagined vision of the trailer civilization — fraternity, new brothers and
sisters. As a sign of the new, the trailer attracts and gathers Americans from different generations
around it, which is expressed visually in ironic caricatures (Fig. 1).

“Owning a trailer is just like joining a fraternity”

Figure 1. Darling J.N. The Cruise of the Bouncing Betsy. A Trailer Travelogue.
“Owning a traler is just like joining a fraternity” [Darling, 1937, p. 72].

These cartoons are significantly different from those of the Soviet Union, primarily because
each character has individual features and a distinctive appearance. The collective actions of the
Soviet people are depicted as the complete absence of distinction between individuals within a
crowd or queue (Fig. 2).

ALL BRUSSIA GETS ITS FOOD /N BREADLINES-—
IT IS A PERMANENT POLICY.

Figure 2. Darling J.N. Ding Goes to Russia. All Russia gets food in breadlines.
It is a permanent policy [Darling, 1932, p. 59].
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Verbally expressed ideas and assessments are concretized in cartoons. The main political
definitionsinthe Soviet Union are totalitarianismand human dependence. In “Betsy”, respectively,
individual freedom (in movement, choice and even time) is actualized. In the sketches of groups
of people, these concepts turn into visual metaphors, particularly via the figures’ arrangement.
There are lined-up people in the Soviet Union. In contrast, there are scenes of people randomly
converging around the trailer in American space.

The trailer civilization, with its egalitarian values, is unlike the dystopian new
state, which is merely a worse rehash of the past. The political sketches depicted in the
travelogue “Ding Goes to Russia” construct an image of the world where everything is
contrary to the fervent assertions propagated by American journalists and writers. The
Great Depression is also an essential background for considering a travelogue to the USSR.
The motivation for this trip is thoroughly different from the trip to the American South,
like most American tourists to the USSR who were looking for answers in crisis and found
them in the new state of the future — a real community of belief, a national ideal and moral
unity. Darling almost instructively addresses his compatriots, demonstrating that none of
their troubles can be compared with what he sees in the Soviet Union beyond all the loud
but empty ideas.

Hence, the opposition between the innovative and obsolete is dominant in both texts,
setting the boundary between one’s own and other spaces. Either image of the other is defined
as backward and wild. In Soviet space, the other is visualized as a mentally deficient person
(Fig. 3), and in America — as an aggressive cowboy with a weapon (Fig. 4). The juxtaposition
of new/old is inherent in irony, without delving into the analysis of the problem, the historical
retrospective in comparison to “Ding Goes to Russia”. However, it does not mean the narrator
refuses to be critical of his space. Such criticism is reflected in caricatures of the “backward” view
of the compatriots.

THEY SHOULD HAVE BEEN
BUSY BOLTING A 200 TOMN v
STEEL PRESS To 1TS FOUNDATION

Figure 3. Darling J.N. Ding Goes to Russia.
“They should have been busy bolting a 200 ton steel press to its foundations”
[Darling, 1932, p. 161].
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Figure 4. Darling J.N. The Cruise of the Bouncing Betsy. A Trailer Travelogue
“They aren’t ready to throw open wide the door to hospitality” [Darling, 1937, p. 35].

The travelogue “Ding Goes to Russia” could be considered a political pamphlet with its satire aimed
at the illusions of American intellectuals. In this case, its secondary nature would turn the text into a
peripheral one concerning the influential, vivid and emotional testimonies that shaped the Soviet myth
in Western discourse. This could be said if it were not for the factor arising from the peripheral nature
of the text, created by an artist who profoundly and insightfully depicts the Soviet system from political
to everyday reality. The Soviet travelogue, compared to the latter one, contains cartoons of various
genres, more thematically saturated, combining satirical and tragic modes, figuratively embodying the
themes of exile, economic enslavement, hard work, complete authoritarian control, and inequality. The
narrator’s vision and empathy for the fate of the new Soviet serf, a tragic-sounding theme of the new
civilization, are heightened by the allegories of the government and its relationship with individuals,
such as a cartoonishly exaggerated boot that forces a family out of their home, a bayonet that expels
dissidents, or a press that suffocates the economy (Fig. 5).

QOur Trey Go anp TuEiR Breap Carps ArRe TAReEN Away.

Figure 5. Darling J.N. Ding Goes to Russia.
“Out they go and their bread cards are taken away” [Darling, 1932, p. 76].
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The pessimism depicted in the cartoon, where an individual is portrayed as an oppressed
component of a potent state apparatus, contrasts with the optimistic outlook of the narrator,
who fully experiences the joy and fullness of existence at the end of the trip. (Fig.6)

“The cost of living aboard a trailer can be unbelievably low”

Figure 6. Darling J.N. The Cruise of the Bouncing Betsy. A Trailer Travelogue
“The cost of living aboard a trailer can be unbelievable low” [Darling, 1937, p. 90].

The temporal structure of travelogues is consonant with the spatial one. Time is
unfolding in American space as a straight flow through bumps and potholes toward the new
civilization in the imagined trailer colony, where common values and mutual understanding
prevail. Undoubtedly, the concept of the future is emerging, elucidated in the context of
civilizational development. Instead, in Soviet space, the future from the perspective of
civilizational development looks uncertain. The historical context of the foreign nation is
characterized by the societal disruptions that relentlessly destroy what an American might
perceive as civilizational landmarks. However, there is yet to be a clear way to get out.
In Darling’s travelogues, a fragmented space experience correlates with a temporal gap
representation in places that have lost or not acquired symbolic meaning, that belong
neither to the past nor to the future, in which one can pause but not linger.

As an example, let us look at the book’s last chapter. The narrator spends Sunday in
Zaporizhzhia, where he finds a church and closely observes prohibited practices, surprised
that the church is full of people. Subsequently, his imagination is transported to Moscow, to
the place of the destruction of the largest temple. However, this spatial leap is not acciden-
tal. This is a kind of projection of the church’s fate on the periphery. Moreover, in his reflec-
tions, he goes further, turning the place of absence into a space with plans for the upcom-
ing construction and a stunning view of the distant landscape. We are faced with a phenom-
enon that Marc Auger interprets as a non-place. Outlining the difference between a place
and a non-place, the philosopher starts from the opposition of place and space, emphasiz-
ing that “the first is never completely erased, the second never totally completed; they are
like palimpsest which the scrambled game of identity and relations is ceaselessly rewritten”
[Auger, 1995, p. 79].

Thus, the travelogue is loaded with the key features of chronotope, which can be ex-
emplified as the transformation of places into space and the related process, the represen-
tation of non-places with the criteria, according to Auger, frequency of places, blurring of
focus, unattributable gaze, and enumerations of route place names: “Wheat, wheat, wheat,
potatoes and sometimes sun flowers and sugar beets. There is a good deal of sameness to
the journey, broken only by the larger towns of Tula, Orel, Karkov and Zaporozhye, until the
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rougher country of the Crimea is reached and you pull into Sevastopol, that Russian port on
the Black Sea which has a long record of sieges and battles for young history students to
study but never remember”; “So on to Baku, Mineralniye Vodi and Rostov, with the one great
interest watching from the trains the kaleidoscopic change of races, people and costumes,
remnants of the tides of invading hordes from Persia, Mongolia, Asia Minor and the north”
[Darling, 1932, pp. 176, 184].

Auger outlines, “Travel <...> constructs a fictional relationship between gaze and land-
scape. And while we use the word ‘space’ to describe the frequentation of places which spe-
cifically defines the journey, we should still remember that there are spaces in which indi-
vidual feel himself to be a spectator without paying much attention to the spectacle” [Au-
ger, 1995, p. 86]. He avoids historical landmarks or those associated with the authorities in
the Soviet Union. He chooses trains and roads that lead him to the periphery. There, the
narrator reflects on instability and impermanence, focusing on places that are not com-
pleted: either under construction like the working-class neighbourhoods or in decay, like
an unnamed aristocratic estate in a village near Sevastopol, “As the eye followed the now
weed — grown driveway back to the mansion, the first item that arrested the attention was
the large leaded glass window, which looked out over what had once been a handsome ter-
race and garden. The window, once the chief architectural feature of the house, was now
draped with a stained and patched bed quilt, tacked up at an absurd angle to keep the blaz-
ing sun from disturbing the late morning slumbers of the new tenants” [Darling, 1932, p. 65].
Anthropological places like the former estates have been deprived of their history, names,
and symbols, turning into ‘spaces’ — hotels.

In “The Cruise of the Bouncing Betsy”, spatiality can be attributed to non-place, as the
‘trailer civilization’ of the future is unrecognizable, “The town [Sedalia] did not recognize us
as advance agents of a new and better civilization” [Darling, 1937, p. 34]. In American space,
passing through and the inability to stay is sometimes involuntary. The impulse to stay at a
place is interrupted by the discovery of its incompleteness, which pushes travellers into the
space of new prohibitions, “Through Tallahassee at dusk, and because there was no trailer
camp there we hastened on to Ocala, where we were assured a new camp with all the mod-
ern conveniences had just been completed. Ocala offered every prospect of a pleasant night,
except that the new trailer camp was not completed and was four miles away on a side road.
The town looks hospitable, so we picked a place where it seemed we would not be in the way
and polled up to the curb, only to find printed in large black letters at frequent intervals,
‘Cars not permitted to stay overnight’” [Darling, 1937, p. 76]. The accelerated pace of this
travelogue and the unwelcoming attitude toward the narrator’s home, or trailer, contain a
hint of restlessness, expressed timidly and covered with irony. In the aftermath, the experi-
ence formed in Darling’s travelogue will be fully revealed and realized in the road narratives
of the post-war period.

The path is laid through towns, a space with no landmarks that does not evoke mem-
ories and is described through the abstract characteristics of a “picturesque” landscape, a
“handsome” city, and a “pretty” town. Hotels, roadside cafes, campsites, and movement
through Missouri, Arkansas, and Arkansas are loaded with a list of the geographic coordi-
nates (Town of Ozark, Warsaw, Springfield, Pine Bluff, Lake Village, and Vicksburg). It is not
surprising that his attention is focused on the road and the quality of the asphalt, which of-
ten becomes an obstacle to his desire to speed up the movement. “To find prophetic evo-
cations of spaces in which neither identity, nor relations, nor history really make any sense;
spaces in which solitude is experienced as an overburdening or emptying of individuality, in
which only movement of the fleeting images enables the observer to hypothesize the exis-
tence of a past and glimpse the possibility of a future” [Auger, 1995, p. 87]. Transit through
peripheral space, not burdened by historical or personal meanings, is uneventful, and dis-
solves places into space in fleeting observations of the landscape outside the trailer window.
However, the metaphor of the road/asphalt, the connection between cities and towns, be-
tween the past and the future, reveals the semantic saturation of space. Insignificant, de-
void of symbolic features, it should acquire an anthropological value and take place through
the connection between communities and time.
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Neil Campbell identifies the characteristics of movement and chronotope described above
as distinctive traits of the road narrative genre, “While allowing the narrative to flit between
places with little necessity for depth or detail. In this way these books connect experiences, re-
late peoples, and speculate about the past and the future in a manner that might be less likely
within other forms of writing, for at the heart of the genre is its expansiveness and its unwilling-
ness to be settled and fixed” [Campbell, 2001, p. 280]. However, in Darling’s text, these features
take on a different conceptual meaning. After all, the narrator finds an “anthropological place”
in the “trailer colony”, devoid of contemporary era signs (telephone, newspapers, pole dancing),
where he discovers a non-identical experience. In this light, the entire journey is perceived as a
path to the self-other.

Conclusions

The examination of Darling’s travelogues “Ding Goes to Russia” and “The Cruise of the
Bouncing Betsy. A Trailer Travelogue”, which inherited different genre traditions, revealed their
conceptual and poetic affinities. In both texts, the author investigates the common issues of
civilization and its advancement, as well as the significance of technological progress for a human
being. In the present, he longs to see the outlines of the changes. The features of the unmanifest-
ed future or hidden phenomena of the present are felt more strongly at a distance from the cen-
tre, at the intersection of transit paths, where the narrator never comes into contact with oth-
er, only observes. At the same time, it is noteworthy that his caricatured auto image in the visual
fictional space of travelogues dares to interact. This fictional structure trait of a non-fiction text
still needs to be comprehended.

Geography in these travels is perceived through anthropological optics, implemented,
among other things, through the concepts of the mutual influence of society and space in an
unstable world. The experience of alienation is constructed through images of places displayed
identically in both travelogues. In Darling’s travelogues, places outside of symbolic meaning
come to the fore of the spatio-temporal structure. According to the concept of M. Auger, their
features can be attributed to non-places. The key features of the chronotope of both travelogues
are the peripheralization of space, the transformation of places into space, and the related pro-
cess, the representation of non-places.

The caricaturists’ texts exhibit genre peripherality through the dual nature of their poetic
codes. Behind the secondary nature of the genre constructions of both texts, one cannot help
but see individual searches reflected in the unique role and methods of spatial metaphors and
imaginary topoi explication. Their semantic and visual density force us to recall and re-estimate
the factual writing of the cartoonist in the context of future genre development.
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The article is devoted to the little-known literary work of the American cartoonist Jay Norwood
Darling. The current study was conducted on the travelogues “Ding Goes to Russia” (1932) and “The
Cruise of the Bouncing Betsy. A Trailer Travelogue” (1937). This article aims to reveal and contextualize
the features of J.N. Darling’s travel texts as peripheral genres. The main objective of this work is to analyze
the deep structures of the travelogues chronotope, based on which the hypothesis will be put forward.
Its essence is that the intensity of the crisis time experience in different spaces and through these spaces
modifies the involved genre clichés, giving rise to a tragic (for Soviet space) and optimistic (for American
space) premonition.

The research methodology is based on the study of the interaction between the centre and periphery
of the literary system, in particular, the concept of “semiosphere” formulated by Yu. Lotman. Genre
analysis includes comparative and contextual methods of studying texts. The cultural-historical method
deepens the understanding of the context of Darling’s literary work. Particularly, it is used to discover
the historical and social factors that impact the peculiarities of others and one’s own world perception
and image reconstruction. Genre analysis of travelogues with various graphic components, including
caricatures, involves an intermedia method of studying the semantic connections between visual and
verbal in travelogues.

The examination of Darling’s travelogues “Ding Goes to Russia” and “The Cruise of the Bouncing Bet-
sy. A Trailer Travelogue”, which inherited different genre traditions, revealed their conceptual and poetic
affinities. In both texts, the author investigates the common issues of civilization and its advancement, as
well as the significance of technological progress for a human being. The features of the unmanifested fu-
ture or hidden phenomena of the present are felt more strongly at a distance from the centre, at the in-
tersection of transit paths.

Geography in these travels is perceived through anthropological optics, implemented, among other
things, through the concepts of the mutual influence of society and space in an unstable world. The experi-
ence of alienation is constructed through images of places displayed identically in both travelogues. In Dar-
ling’s travelogues, places outside of symbolic meaning come to the fore of the spatio-temporal structure.
According to the concept of M. Auger, their features can be attributed to non-places. The key features of
the chronotope of both travelogues are the peripheralization of space, the transformation of places into
space, and the related process, the representation of non-places.

The caricaturists’ texts exhibit genre peripherality through the dual nature of their poetic codes. Be-
hind the secondary nature of the genre constructions of both texts, one cannot help but see individual
searches reflected in the unique role and methods of spatial metaphors and imaginary topoi explication.
Their semantic and visual density force us to recall and re-estimate the factual writing of the cartoonist in
the context of future genre development.

OdepxaHo 29.08.2023.
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DIALOGUE INTERGENERATIONNEL
DANS LE ROMAN DE FRANCOISE SAGAN “BONJOUR TRISTESSE”

Memoto cTyajii € [OCNifKEeHHA repPOHTONONIYHUX MapPKepiB Moae el MixKreHepaLliiHoro giaiory B na-
pameTpax «KOHONIKT/coniaapHicTb» B XyA0XKHbOMY TeKcTi. MaTepianiom po3sigku € pomaH PpaHcyasu Ca-
raH “Bonjour tristesse” («Bonjour, neyane!»). 3a80aHHA AOCNIAXKEHHA NONATAE Y BUBYEHHI €K3UCTEHLiHOT
mogeni “cBin-uysKun” y MixreHepauiMHMX B3aemMMHax, 0COBAMBOCTElN reHepauiiHoi iaeHTUdIKaUl Ta
camoigeHTndiKauii, 3’'AcyBaHHi miponoeTnkanbHoi iHTepnpeTauii apxetunis MaTepi Ta Epocy-THaTo-
cy reHAepHoro GpoKycyBaHHA MixKreHepaLiiHMx KOHOANIKTIB. Y AochigXKeHHI BUKopUcTaHa memodosnozis
NiTepaTypHoOi repoHTONOriT, MiGONOETUYHOro aHani3y, NCUX0aHaNi3y, eK3UCTeHLiaIbHOI iHTepnpeTaLii xy-
[0XHbOrO TEKCTY, COLONONIYHI, NCMX0aHANITUYHI NpaL, 4OTUYHI 40 BIKOBOI aHTPONOOTrII.

Y pe3ynbTaTi 4OCAIAKEHHS 3'AC0BaHO, WO MiXKreHepauiiHuii gianor y pomaHi BigbyBaeTbca y pam-
Kax mogenen «conigapHictb” Ta “KOHPNIKT». OBPasHO-MOTUBHUI KOMMAEKC «CONIAAPHICTb» XapaKTep-
HUI gnsa ctocyHKiB Cecinb-PallMoH 3 enemeHTamu igeanisauii 6atbka. Mogenb «conigapHicTb» 3 ene-
MeHTaMM MaHinynAuii nepesaatTb y BigHocMHax Cecinb-Enb3a Ta Cecinb-Cipin. MpoTArom CHOMKETHUX
nepuneTil Ui BiAHOCMHM He MatoTb IMIMOOKOT eMOLiMHOT 3anexXHOoCTi. Mofenb «KOHOAIKT» ACKpPaBO BUpaA-
KeHa y KombiHauii Cecinb-AHHa. Y Uit B3aemogii Halrnmblue po3KpMBatOTbCA BHYTPILLHI XapaKTePUCTUKM
NepcoHaxiB. Y poMmaHi BUOKpPEMIEHO XYA0XKHIO iHTepnpeTauito apxeTnny MaTtepi y KinbKox npoekuiax. Ap-
xeTun MaTepi AK «MaTU-AKa-KepTBYyE» XapaKTepHun ana matepi Cipina, ogHak Cecinb cnpuitMmae HeraTme-
HO TUM «KiHKN-6epervnHi poay». Apxetun MaTepi y BapiaLii «MTOKPOBUTENbCTBO AK MaTePUHCbKa QYHKLLiA»
npuTamaHHuii ana AHHW. Konisito Cecifib-AHHa TaKOX MOXKHa PO3riagati y MiGosopHMX TPaAMLIfX «ma-
yyxa — nacepbuua».

MidonoeTka KoHdNiKTHOI napaneni Epoc — TaHatoc y pomaHi TiCHO MoB’sA3aHa 3 MOTMBOM
MiXKreHepaLinHUX CTOCYHKiB PalimoHa Ta Enb3u. [ina PalimoHa uel 38'S30K € NiagTBepAKeHHAM YON0BiYOro
di3nyHO-emouiHOro cTaHy. EpoTnYHa cknagosa 38°A3Ky AHHM i PalimoHa Mae noTeHLuian gemMoHcTpay,i
rapMOHINHOrO CTapiHHA. AHHA MOMUAAETLCA, NPUNHABLUM 6IM3bKO [0 cepus CBOK poab MaTepi ans Cecinb.
TaHaTONOriYHI MOTMBM iIMAHEHTHO NPUCYTHI Y pomaHi yepes ¢akT cmepTi maTepi Cecinb. CTocyHKM Palimo-
Ha Ta AHHUW BUKNMKAOTb HecnpunHATTA Cecinb Ta 3aKiHvyoTbecA camorybctsom AHHK. Cnpoba AHHKM nocicTu
CaKpa/sibHe MicLe maTepi 3aKiHYYETbCA CMEPTIHO.

Knrouosi cnoea: mixczeHepauiliHuli dianoe, KoHgaikm/conidapHicme, caili/1yxuli, noemuka, apxe-
mur, ceMaHmMuKa, PPaHyy3bKa Aimepamypa.

For citation: Bigun,O., Yatskiv, N. (2024). Dialogue Intergénérationnel dans le Roman de Frangoise
Sagan “Bonjour Tristesse”. Alfred Nobel University Journal of Philology, vol. 1, issue 27, pp. 85-97, DOI:
10.32342/2523-4463-2024-1-27-6

© 0. Bigun, N. Yatskiv, 2024

85



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

chercheurs, car les relations entre différentes générations constituent la base des

relations familiales et développent la personnalité. Ce sujet est assez souvent le fil
conducteur des textes littéraires: les écrivains font recours a la reproduction des relations in-
tergénérationnelles, notamment au probléeme des relations entre les générations pour parler
de ce qu’on appelle le “conflit parents/enfants”. Dans les études littéraires modernes le role
des recherches sur les indices poétiques des dialogues intergénérationnels dans les textes lit-
téraires augmente, en particulier sur le plan du sujet.

L'ceuvre de Frangoise Sagan a fait I'objet d’études littéraires a plusieurs reprises. En particu-
lier, le roman “Bonjour tristesse” (1954) qui a été exploré dans les études scientifiques de H. Bie-
ber [2007]; J.G. Miller [1988]; N. Morello [2000] a travers les approches et les interprétations de
I'existentialisme et de la psychanalyse pour étudier les problemes de solitude des personnages,
les collisions de construction de l'intrigue dans le cadre de la tragédie existentielle de la vie hu-
maine. D. Holmes [2018], P. Vandorme [1977] dans leurs enquétes sur les visions de I'autobio-
graphisme et du psychologisme, ont révélé |'état psychologique des héros du roman a travers un
monologue interne, la confession de I'auteur au lecteur. Dans I'étude de A. Giardini [2016], I’ar-
chétype de la Meére a été interprété a travers des analogies homophoniques des éléments pri-
mordiaux “la mer/la mére (sea / mother)”. I. Semkovych [2021] a étudié le probléme de la désa-
cralisation de I'image de la meére dans le contexte du caractére postmoderne du roman. Des vi-
sions de genre concernant la reproduction d’'une expérience féminine spécifique au niveau des
enjeux, des themes, de la sonorité particuliere de la “voix féminine” sont élaborées dans les tra-
vaux d’O. Bigun [2023], M.St. Onge [1984]. L'ceuvre de Frangoise Sagan n’a pas encore été ana-
lysée sous I'angle de la gérontologie littéraire, la nouveauté d’une telle étude est donc évidente,
car elle se présente sous forme d’une analyse approfondie et change la vision traditionnelle
concernant I'écriture, articule la problématique du dialogue intergénérationnel et propose la
“relecture” des textes classiques.

La recherche est basée sur la méthodologie de la gérontologie littéraire pour étudier le mo-
dele de dialogue intergénérationnel dans les paramétres “conflit/solidarité”, ce qui permet de
découvrir les procédés poétiques de reproduction des marques gérontologiques du texte litté-
raire. L'interprétation existentielle est utilisée pour étudier I'opposition existentielle “soi/autre”
dans les processus d’identification générationnelle et d’auto-identification des personnages; la
mythocritique — pour interpréter les variations des archétypes de la Mére et d’Eros/Thanatos;
la psychanalyse aide a découvrir les mécanismes des conflits internes des personnages; les tra-
vaux sociologiques et psychanalytiques qui sont liés a I'anthropologie de I’age servent a prouver
cette méthodologie.

Des méthodes culturologiques, historiques, comparatives et typologiques sont utilisées
pour étudier I'incarnation des aspects liés a I'age, le fonctionnement du dialogue intergénéra-
tionnel dans le texte littéraire. La méthode de “lecture attentive”, les approches typologiques
sont utilisées pour analyser les indices sémantiques et poétiques des marques génératifs du
texte. Des dispositions distinctes de la poétique sont appliquées a l'interprétation du conflit gé-
nérationnel, a la structure de composition et au domaine des personnages.

Des concepts tels que “conflit intergénérationnel”, “dialogue intergénérationnel” et “soli-
darité intergénérationnelle” ou “fardeau lié a I’age” montrent comment la société d’aujourd’hui
est impliquée dans le discours intergénérationnel: “C’est une expression d’une rhétorique inter-
générationnelle qui reflete le discours public sur la fagon dont les relations intergénérationnelles
survivent et sont pergues” [Bilstein, 1996, p. 49]. Un trait distinctif d’'une rhétorique intergé-
nérationnelle pareille est son antagonisme concernant I'idéalisation (“solidarité”) et la menace
(“conflit”) (selon les termes de J. Bilstein), lorsque les différences intergénérationnelles sont sou-
vent dramatisées.

Le dialogue intergénérationnel inhére du probléme des parents et des enfants, il a toujours
accompagné I"humanité dans toutes les périodes historiques et consiste en I'interaction de per-
sonnages agés et de leurs enfants adultes dans les moments de crise. Les chercheurs considérent
les conflits intergénérationnels comme une manifestation ultime de la discrimination fondée sur
I’age [Palmore, Branch, Harris 2005, p. 112]. C’est le conflit intergénérationnel qui est a I'origine
d’une stratification sociale au-dela de la race ou de I'ethnicité.

La problématique du dialogue intergénérationnel a toujours attiré I'attention des
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Les différences d’age sont considérées comme la principale source de ces conflits intergé-
nérationnels. Les théoriciens de la gérontologie notent que la base de tels conflits n’est pas la
différence d’age, mais une différence fondamentale de valeurs. Les manifestations les plus évi-
dentes des conflits intergénérationnels sont considérées comme l'influence significative des sté-
réotypes liés a I’dge, qui provoquent des conflits entre les membres de la famille; la dépendance
des plus jeunes des privilégiés; I'interaction ambivalente de I'amour et du devoir; I'influence de
la société sur la séparation des groupes d’age [Howe, Strauss, 1991].

Enquétant sur le discours du vieillissement dans les textes littéraires, A. Haydash souligne
que les conflits intergénérationnels remontent aux mythes cosmogoniques de la Grece antique,
qui trouvent écho dans I'histoire et “la littérature de I’Antiquité : la confrontation entre la jeu-
nesse et la vieillesse, les fils et les péres” [Fangaw, 2019, p. 267]. Ce qui les réunit du point de
vue typologique est la représentation de I'intolérance des dieux vieillissants, ce qui provoque la
rébellion des jeunes, qui les privent du pouvoir.

Le conflit intergénérationnel reste toujours une composante du discours visant le vieillisse-
ment dans les romans du XXe siécle. En particulier, c’est le roman postmoderne qui recourt sou-
vent a une fin ouverte avec des aspects de vieillissement et une vaste bifurcation de relations de
personnages ageés, on crée de nouvelles variations inattendues du “conflit parent-enfant”. Trés
souvent, la société interprete la vieillesse comme la derniére période du cycle de vie, ce qui affai-
blit I'intérét pour la représentation de la vieillesse dans la littérature. Mais en ce qui concerne la
jeunesse ou la maturité, lorsqu’une personne devient un membre actif de la société, ce sujet ne
perd jamais sa vivacité. Ce stéréotype est entré dans la littérature du fait qu’une personne agée
est en réalité soumise a un destin inéluctable. Une autre raison est liée a la position passive des
personnes agées dans les processus sociaux. “Méme si les motivations gérontologiques sont ef-
fectivement infiltrées dans la littérature, I'attention s’est concentrée alors sur I'opposition de la
vieillesse aux autres périodes de la vie” [Tangaw, 2019, p. 267], pour souligner le contraste entre
elles, ce qui positionne la personne agée en périphérie de la vie.

Le roman “Bonjour tristesse” de Francoise Sagan fait partie des ceuvres qui permettent
d’identifier et de retracer les conflits entre les générations au sein d’'une méme famille, il peut
donc servir de base a I’étude des procédés stylistiques de I'écrivaine pour mettre en évidence ex-
primer un style individuel afin de reproduire le dialogue intergénérationnel. Sagan n’adheére pas
au concept traditionnel du roman familial, elle ne vise pas a montrer le processus de destruction
dans une famille, car le mécanisme de désintégration a commencé son compte a rebours bien
avant les événements décrits dans le roman. Au lieu de cela, c’est I'image de la “femme nou-
velle” que I'écrivaine francgaise oppose a la fois a la société patriarcale masculine et a la passivi-
té féminine traditionnelle. L’auteure ne détruit pas la structure traditionnelle du roman, ce qui
s’explique principalement par la destination de ses ceuvres a un large éventail de lecteurs, confir-
mant la nature du postmodernisme, qui contribue a brouiller les frontiéres entre la littérature
“élitiste” et “de masse”. La fiction littéraire de Sagan balance néanmoins vers la seconde de ces
définitions: “I’accessibilité accentuée des textes, I'utilisation de certaines images universelles,
tres proches des types sociaux propre a une prose réaliste, etc.” [biryH, 2023, p. 6].

“Cet été-la, j’avais dix-sept ans et j’étais parfaitement heureuse. Les ‘autres’ étaient mon pere
et Elsa, sa maitresse”* [Sagan, 1954, p. 5] — c’est ce que dit Cécile au début de son histoire. Elle
utilise la désignation “les “autres” comme pour délimiter son propre espace et celui de I'Autre,
sa propre vision du monde et celle de I’Autre, sa propre génération et celle de I'Autre, a la limite
desquelles se forme I'expérience individuelle de I'héroine. L’Autre fait ici partie de “mon étre-au-
monde”, grace a I'Autre il est possible d’entrer dans le monde de mon propre “moi”. Selon l'inter-
prétation existentialiste de J. P. Sartre: “Etre autre que I'étre, c’est étre conscience (de) soi dans
I'unité des ekstases temporalisantes. Et que peut étre, en effet, I'altérité, sinon le chassé-croisé
de reflété et de reflétant que nous avons décrit au sein du pour-soi, car la seule fagon dont I'autre
puisse exister comme autre, c’est d’étre conscience (d’) étre autre” [Sartre, 1943, p. 663]. En dé-
couvrant I'Autre le personnage principal vit une expérience de réalisation a travers I'interaction
avec les images des représentants de différentes générations, des jeunes aux plus agées.

1 “Toro nita A Mana ciMHagUATb POKiB i NoyyBanacs 6e3mexkHo LWacaMBoto. “PelwToto cBiTy” Ana meHe
6yB Mili baTbKo Ta oro KoxaHka Enb3a” [CaraH, 2018, p. 5].
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Il est important que I'identification générationnelle des personnages du roman de Sagan se
fasse dans un cadre de structure familiale et passe ensuite a un cercle de communication avec
des personnes de méme age et des représentants d’autres tranches d’age. Pour le personnage
principal I'image du pére incarne le meilleur modele de I'existence. Car elle aime la vie insou-
ciante, les fétes, les plaisirs charnels sans aucune obligation. La jeune fille tente d’imiter ces mo-
deles de comportement masculins, soulignant de ce fait “I'invisibilité” de la position masculine,
qui a été acceptée pendant des siécles comme une norme, comme le point de référence a par-
tir duquel on a construit le systeme de coordonnées par rapport a une vision du monde adopté
dans les sociétés patriarcales.

“L'invisibilité” de la position masculine se révele encore davantage a travers I'image de Cy-
ril. Selon toutes les regles des idées patriarcales, il aurait d devenir un bon mari pour Cécile.
En effet, Cyril est I'incarnation de la masculinité positive: un fils affectueux, un étudiant capable,
physiquement séduisant, un amant habile, finalement un homme prometteur, pour qui la rela-
tion avec Cécile n’est pas une affaire de courte durée. Il est prét a prendre ses responsabilités
pour son avenir. La masculinité positive est ouvertement en dissonance avec I'image du person-
nage principal, pour qui Cyril n’est qu’'un moyen d’obtenir la premiéere expérience sexuelle, la fé-
minité physique, et toutes les tentatives ultérieures de Cyril de poursuivre une relation avec Cé-
cile, selon les normes sociales (cohabitation, relations amoureuses monogames, perspective de
fonder une famille) suscitent chez la jeune fille des sentiments mélés de dégo(it/peur/tristesse,
elle n’est pas préte a sacrifier sa liberté au nom de la morale traditionnelle, ce qui conduit fina-
lement a la rupture.

Cécile suit inconsciemment les principes de vie de son pére, mais les modes de vie d’un
homme de 40 ans et d’une jeune fille de 17 ans different en termes de statut social, de regles
morales et d’attentes sociales. Aprées tout, ce qui est une norme pour un homme adulte ne cor-
respond pas aux modeles générationnels d’une jeune fille. Ce qui est important pour le dialogue
intergénérationnel c’est le modéle “solidarité” Cécile/Raymond. Tous les actes du pére corres-
pondent aux conceptions idéalisées de Cécile sur un représentant du sexe opposé et elle en parle
avec admiration: “Mon pére avait quarante ans, il était veuf depuis quinze ; c’était un homme
jeune, plein de vitalité, de possibilités <...> Je n’eus aucun mal a I’aimer, et tendrement, car il était
bon, généreux, gai, et plein d’affection pour moi. Je n’imagine pas de meilleur ami ni de plus dis-
trayant”? [Sagan, 1954, p. 7]. Cécile profite de la vie insouciante et en sécurité qu’elle méne avec
son peére, une idylle intergénérationnelle semble régner dans cette relation pére/fille. L’héroine
souligne qu’ils se ressemblent beaucoup tant sur le plan moral que physique. Méme si la pas-
sion de son pere pour les jeunes femmes, bien qu’acceptée, ajoute quand méme des nuances
sarcastiques au portrait de Raymond: “Mon pére exécutait des mouvements de jambes compli-
qués pour faire disparaitre un début d’estomac incompatible avec ses dispositions de Don Juan”?
[Sagan, 1954, p. 12]. Ici, pour la premiére fois, on sent I'ironie a I’égard des signes de vieillisse-
ment qui apparaissent chez son pére. Mais Cécile admet ouvertement sa sympathie pour les
hommes mrs: “Je n’aimais pas la jeunesse. Je leur préférais de beaucoup les amis de mon pere,
des hommes de quarante ans qui me parlaient avec courtoisie et attendrissement, me témoi-
gnaient une douceur de pére et d’amant”* [Sagan, 1954, p. 10], chez qui elle apprécie le senti-
ment d’équilibre, de chaleur et d’attention.

La technique narrative de F. Sagan est frappante, lorsque I’histoire de I’'héroine passe im-
médiatement a la description du jeune garcon Cyril, opposant les premiers signes du vieillisse-
ment du pére a la perfection physique de la jeunesse: “Il avait un visage de Latin, trés brun, tres

2 “Miii 6aTbKO MaB COPOK POKIB, MMHY/IO BXKe N'ATHaZUATb POKIB, AIK BiH NoBAoBiB. Lie 6ys monoauii
iLLe YoI0BiK, CNOBHEHUI KUTTEBOI eHeprii, NpnBabanBOCTI <...>. f LWBMAKO 1oro nontobuna BCieto ayuieto,
60 BiH byB [,06pPUI, LUAAXETHUN, XKUTTEPALICHUI, @ KpimM TOro, Ay*Ke MeHe tobus. He yasnsto cobi Kpaluo-
ro i Beceniworo gpyra” [CaraH, 2018, p. 6].

3 “BaTbKo pobMB HOraMU AKICb CKNagHi BNpasw, o6 3irHaTM maneHbKe YepesLe, AKe Baguio noro
[OHXYaHCbKMM Hamipam” [CaraH, 2018, p. 10].

4 “Monopgb MeHi He nogobanacb. MeHe 6inbwe Babuan gpysi moro 6aTbKa, COPOKapiYHi YOMOBIKMK,
AKi NarigHoO Ta LjiKaBO PO3MOB/AAW 3i MHO, BUKA3yUM [0 MeHe HiXKHIiCTb i 6aTbKa, i KoxaHua” [CaraH,
2018, p. 10].
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ouvert, avec quelque chose d’équilibré, de protecteur, qui me plut. <...> Il était grand et parfois
beau, d’une beauté qui donnait confiance”® [Sagan, 1954, p. 12]. Ce contraste permet de mettre
en valeur les marques gérontologiques dans le portrait littéraire des personnages. Il est a noter
que dans le roman le portrait est directement lié a I'apparence. Ce que V. Kosiak a souligné a
juste titre : “Le corps est la base premiéere des forces essentielles d’'une personne et domine par-
mi elles. Les conditions physiques déterminent en grande partie le comportement, la qualité et
le mode de vie d’un individu” [Kocsik, 2010, p. 56]. Ce qui sautent aux yeux dans les descriptions
des personnages du roman ce sont leurs performances physiques.

Les portraits des personnages abondent de descriptions de I'apparence et de qualités phy-
siques. Pour I’'héroine, les données physiques d’une femme/d’un homme ont un poids extraor-
dinaire, car elle estime que le désir d’étre aimé est presque le principal dans la hiérarchie des
valeurs de la vie: “Car, que cherchions-nous, sinon plaire? Je ne sais pas encore aujourd’hui si
ce gout de conquéte cache une surabondance de vitalité, un golt d’emprise ou le besoin furtif,
inavoué, d’étre rassuré sur soi-méme, soutenu™ [Sagan, 1954, p. 13]. Cécile trouve que les per-
sonnes physiquement peu attrayantes sont déja condamnées a une vie de marginale: “...j’éprou-
vais en face des gens dénués de tout charme physique une sorte de géne, d’absence; leur résigna-
tion a ne pas plaire me semblait une infirmité indécente”” [Sagan, 1954, p. 13].

Outre la condition physique du personnage, les particularités de sa garde-robe et de son ap-
parence sont importantes dans la description de sa personnalité. L’accent accru mis sur les véte-
ments féminins trahit une allusion sensible au genre social du roman. La sémantique des véte-
ments dans le roman se présente dans le systéeme des oppositions culturelles: mode/traditionnel,
raffiné/simple, propre/autre, clair/obscur. Les héroines du roman de Sagan sont clairement délimi-
tées et regroupées selon I'ampleur de ces oppositions, représentant leurs préférences et attitudes
socioculturelles, a la fois directement dans la discussion et indirectement a travers les détails vesti-
mentaires. Par exemple, le concept de robe pour femme est représenté a travers un ensemble de
détails: style, texture, gamme de couleurs, qualité et état, maniere de s’habiller et habitude de la
porter. Les vétements élégants et les maniéres raffinées d’Anna actualisent I'espace du “monde su-
périeur”. “Chaque fois, les descriptions de sa tenue vestimentaire verbalisent les idéologemes so-
cioculturels de I'ceuvre. Les scenes de représentation de I’héroine sont marquées par deux accents
expressifs: par une robe élégante a la mode selon 'occasion dans les vétements et par un compor-
tement particulier dans les manieres” [biryH, 2023, p. 9]. Sagan met en évidence le contraste entre
la noblesse et I’élégance exquises d’Anna, qui incarne la dignité, le respect de soi, le maximalisme
éthique et les autres personnages féminins (Elsa et Cécile), dont I'apparence, la maniére de s’habil-
ler et de se comporter est une continuation logique de leur essence frivole et restreinte.

Le désir d’étre “aimés” chez Cécile et Raymond s’exprime en forme des modéles de genre
typologiques de “poupée” et de “macho”. Sagan accentue I'infantilisation de I’'héroine, qui ac-
cepte volontiers le réle de “poupée jouet” pour son pere: “Et dans la voiture, son explosion de
joie, subite, triomphante, parce que j’avais ses yeux, sa bouche et que j’allais étre pour lui le plus
cher, le plus merveilleux des jouets”® [Sagan, 1954, p. 39]. Raymond réalise avec succés son mo-
dele de genre “macho”, mais fuit les responsabilités de pere parce qu’il est enfantin et irrespon-
sable aussi bien dans la vie que dans les sentiments envers ses proches. En le comparant a Cyril,
Cécile hésite: “...lequel des deux était I'adulte”® [Sagan, 1954, p. 48].

> “BiH maB BigKpuTe cmarnsse o06,Myd4s niBAeHUSA, AKe NpuBabaoBano CBOIM CMOKOEM Ta
poscyanmeicTio. <...>. BiH 6yB BMCOKMIA, iHKO/IM rapHUIA; MOro BpoAa BUKAMKana gosipy” [CaraH, 2018, p.
13].

5 AZiXKe YOro LWe MM MparHemo, siK He nogob6atmca? A 1 4oci Wwe He 3Hato AK Cig, Y4 NparHeHHsA nepe-
MOTW TaiTb y COBi HaAMIp *KUTTEBOI eHeprii, 3aN0B3ATANBICTb UM, MOXKE, MPUXOBAHY HEBUC/NOB/IEHY NOTPeby
BMeBHUTUCA B cObi, yTBepauTuch” [CaraH, 2018, p. 14].

7 “...BCe-TaKM A BigYyBana npu noanx, nosbasneHnx byab-aKoi GpisnyHoi NpruBabANBOCTI, AKYCb beH-
Tery, BiAYyKeHicTb: Te, LLLO BOHU 3MUPUANCA 3i CBOEI HEMPUHAAHICTIO, BUAABANO0CSA MeHi AKOKCb HeNnogo6-
Hoto xBopicTto”[CaraH, 2018, p. 15].

8 ”A nNoTiMm y MalLWHi HecnoZiBaHUt BUBYX MOro 3BUTAMKHOI paaocTi, 60 B meHe 6yan Moro odi, horo
BYCTa, BiH 3p03yMiB, LLLO 5 CTaHYy A/1A HbOrO HaMA0POrOLiHHILIO, HalKpalLLoto irpawkot” [CaraH, 2018, p.
38].

9“...XTO 3 HUX 060X cTapwmin” [CaraH, 2018, p. 47].
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Il est a noter que la description des personnages du roman de Sagan ressemble bien aux re-
marques sur les personnages de la piece. L’auteure donne toujours le nom, la profession, partiel-
lement les liens et relations familiaux, le sexe, la description de la personnalité, les indices de la
garde-robe et de I'apparence. En ce qui concerne les aspects liés a I'age, I'auteure indique claire-
ment I’dge exact du personnage. Par exemple, le lecteur sait que Raymond a 40 ans, Anna 42 ans,
Cécile 17 ans, Cyril 25 ans, Elsa 26 ans. Ce détail ajoute au portrait du personnage un contexte
gérontologique, au sein duquel on révele des accompagnements connotatifs, des significations
supplémentaires et des séries associatives et évaluatives.

Le modele de “solidarité” se manifeste dans la relation entre Cécile et Cyril. Ce qui carac-
térise ce modele c’est un pathos sans dépendance émotionnelle avec des éléments de manipu-
lation, avec les valeurs d’un certain groupe d’age. Dans le cadre du modele “solidarité”, on ob-
serve la communication entre Cécile et Elsa, qui est 'amante de son pere. Cécile ne se sent pas
menacé par Elsa, car la maitresse est un phénomeéne passager, elle ne revendique pas de place
dans la famille. Cécile se moque ouvertement de sa naiveté, de son ignorance, de son manque
de charme, de tact et de prévoyance.

Un autre modeéle que I'on identifie dans le roman c’est le modeéle du “conflit” dans les re-
lations intergénérationnelles. Ce modéle a une coloration mythopoiétique distincte. Le conflit
entre Cécile et Anna s’aggrave. Anna qui a le méme age que Raymond et compte rejoindre la
famille, menace l'idylle entre pére et fille. Et c’est justement le fait qui provoque I'objection fa-
rouche de Cécile et entraine la mort d’Anna. D’une part, Anna a tort de s’assumer le role d’une
mere aupres de Cécile, car elle détruit les liens familiaux établis depuis longtemps en essayant
d’imposer des rbles “étrangers” au pére et a la fille, et d’autre part, elle essaie de remplacer
I'image sacrée de la mere. Cela conduit Anna a sa mort, car, pour Raymond et Cécile la perspec-
tive d’une vie décente est inacceptable. Lorsque la menace de dire adieu a une vie facile et in-
souciante devient imminente et que le mariage d’Anna et Raymond a été déja fixé, alors, Cécile
avec 'aide d’une sale intrigue détruit I'avenir commun avec Anna. Cependant, les conséquences
de ce désastre, qui ont conduit a la mort physique d’Anna, ont été inattendues méme pour Cécile
elle-méme, car elles sont devenues des signes de son “nullité” morale, de sa “mort” spirituelle.

Le comportement destructeur de Cécile est un exemple typique d’antisocialité. Selon K. Jas-
pers, ce type d’antisocialité indique I'incapacité de communiquer avec les autres et I'incapacité
de s’adapter a la situation (capacité d’empathie insuffisante). Subjectivement, cette incapacité est
douloureusement pergue. Tout contact devient une torture, et donc la personne essaie de I|'éviter,
préférant la solitude. “C’est la cause de la souffrance de I'individu, car, supprimant ses instincts so-
ciaux, il ressent le besoin de communication et d’amour. Son antisocialité devient perceptible. La ti-
midité se conjugue avec le manque de tact, les manifestations extérieures sont excessives, le com-
portement contredit les normes généralement acceptées. Une personne ressent la réaction néga-
tive de son entourage et se replie donc de plus en plus sur elle-méme” [Jaspers, 1968, p. 88].

Les phénomenes de vie et de mort, qui constituent la base de la dialectique existentielle, se
manifestent souvent dans la littérature du XXe siecle, qui introduise les composantes de la vie et
de la mort dans le contexte littéraire en revoyant les formes archaiques, les mythes, les compo-
santes psychologiques, les sources ethnoculturelles et I'approche irrationnelle. Ainsi, M. Eliade
est convaincu que les mythes représentent des modeéles paradigmatiques, car ils incarnent les
paradigmes de tous les types d’activité humaine [Eliade, 1968, p. 102]. K.G. Jung note que les ar-
chétypes sont des structures particulieres des images primitives de fantaisie collective incons-
ciente et des catégories de pensée symbolique [Jung, 1912, p. 49]. Dans les dictionnaires termi-
nologiques modernes, les archétypes sont considérés comme des motifs stables, représentés par
“une sorte de mode de manifestation de modéles anciens (idées extraites d’une situation spéci-
fique) de I'inconscient collectif, qui existent depuis le début et, se transmettant de génération en
génération au fil des siecles, motivent les actes et les actions des personnes, affectent la struc-
ture mentale de I'individu” [Kosanis, 2007, vol. 1, p. 96]. Les archétypes définissent I'inconscient
collectif, le remplissent de nouveaux contenus et I'objectivent sur le plan des images. Les arché-
types vivent dans la structure mentale de I'individu et “constituent des contreparties culturelles
des instincts, créent un niveau profond de I'inconscient” [Dudek, 1999, p. 56].

Un modeéle mythopoiétique important qui apparait dans le texte du roman est I'archétype
de la Mére. Il semblerait que I'image de la mére ne soit pas suffisamment mise en valeur dans
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le roman de F. Sagan. On sait peu de choses sur la mére de Cécile, les informations sont four-
nies par fragments, a partir desquelles on apprend qu’elle est décédée. L'auteur n’apporte pas
d’autres souvenirs dans lesquels 'image de sa meére se refléterait. Par conséquent, la formation
de la personnalité de Cécile a lieu en I'absence de sa mere dans sa vie et son réle n’est pas rempli
par d’autres personnages. |. Semkovych note que dans “la littérature féministe, I'absence de la
mére a des conséquences un peu différentes pour le héros que dans les textes des auteurs mas-
culins”. On sait que les héros privés de soins maternels, du point de vue de la littérature mascu-
line, sont voués a I'échec et a un destin tragique, alors que dans les ceuvres féminines, I'absence
de la mére signifie plutot I'instauration de I'indépendance individuelle, I'absence d’obstacles et
des barriéres morales imposées par la société” [Cemkouy, 2021, p. 80].

L'archétype de la Mére a une incarnation classique dans le roman, c’est I'image de la mere
de Cyril, liée aux stéréotypes de genre, selon lesquels une femme est la “gardienne de la famille”.
Ceci est percu comme une garantie de stabilité et de bien-étre familial. Quand on parle de I'ar-
chétype de la Meére, on se rend compte qu’il s’agit de I'image éternelle de la “mére qui se sacri-
fie”. Les themes du sacrifice et de la maternité sont étroitement liés. Lorsqu’une femme décide
d’accoucher, cela signifie qu’elle est préte a se sacrifier pour une nouvelle vie. Elle sacrifie son
corps, sa santé, son avenir, son épanouissement social/professionnel. Le concept de “mere” et
le concept de “victime” sont étroitement liés dans diverses significations. La mére de Cyril est
I'incarnation d’une “mere qui se sacrifie”. Cependant, c’est exactement ce que Cécile n’accepte
pas. La jeune fille déclare ouvertement qu’elle ne reconnait pas le role traditionnel des femmes.
D’une part, il s’agit d’'un manque de respect aux signes d’age d’une femme qui se néglige que ce
soit sa vie ou son physique contrairement a une femme comme Anna ou Elsa. Elle voit sa mis-
sion dans I'éducation de son fils. Autrement dit, un fait de se sacrifier est totalement incom-
patible avec la nature égoiste de Cécile. D’un autre c6té, Cécile s’est formée comme une per-
sonne sans présence maternels et, suite a I'éducation/imitation du comportement de son peére,
elle n’est pas une personnalité accomplit. Il est a noter que Cyril a également une famille incom-
pléte, mais la présence de sa mere lui apporte un soutien intérieur, un sentiment d’amour que
Cécile n’a pas.

D’autre part, dans le roman, 'archétype de la Mére se manifeste sous forme de “protec-
tion comme fonction maternelle”. Dans les contes populaires une telle fonction s’accomplie par
un personnage qui joue le réle de donatrice et qui remplace une mere décédée. La mission d’une
donatrice est d’évaluer le passage des épreuves par le héros et de le récompenser ou de le pu-
nir. “Habituellement, dans les contes de fées, apres avoir atteint la limite entre ce monde et celui
de I'au-dela, une fille passe une épreuve pour laquelle elle a besoin d’un soutien fort. Par consé-
quent, dans les contes de fées, les donatrices remplissent une fonction maternelle, qui se mani-
feste dans le patronage” [Cikopcbka, 2010, p. 8]. Cécile a aussi sa “patronne”, c’est Anna, qui lui
enseigne les bonnes maniéres, la conduite dans la société, lui cultive le sens du go(t vestimen-
taire raffiné et essaie d’orienter la fille vers des études supérieurs. Le pére de Cécile considére
Anna comme une deuxieme mere pour sa fille: “Sans doute lui parlait-il comme a une femme
trés respectée, comme a une seconde mere de sa fille: il usait méme de cette carte en ayant I'air
sans cesse de me mettre sous la garde d’Anne, de la rendre un peu responsable de ce que j’étais,
comme pour se la rendre plus proche, pour la lier a nous plus étroitement”*° [Sagan, 1954, p. 67].
Cependant, si le patronage d’Anna en tant que personne “étrangére” est acceptable pour Cécile,
alors elle ne la voit pas dans le réle de I'épouse de son pére, de sa belle-mére.

Dans les variantes de la mythopoiétique, I'antinomie “belle-fille/belle-mére” se présente
comme le plus ancien modeéle de I'opposition du monde, “soi/l’autre”. En particulier, dans le
plan spatial I'opposition générale biologique “soi/étranger” s’identifie comme 'opposition de
ce monde et de I'autre monde. On sait que les conditions historiques de I'antinomie “mere /
belle-mére” étaient considérées comme l'opposition entre sa famille maternelle et celle de
quelqu’un d’autre, c’est-a-dire ennemi, incarnée la belle-mére. “Au niveau des stéréotypes folk-

10 “BinH, 3BMYaINHO, FOBOPMB 3 HEtO, AK i3 XIHKOIO LWaHOBaHO, APYroto MaTip'to CBOET A0HbKY; 6aTb-
KO HaBiTb 4acTO 3 LbOro KOPMUCTaB, MiAKPECNIOYM CBOIM BUMIALOM, WO BigAae meHe nig oniky AHHW,
NOKNaJaEe Ha Hei NeBHY BiANOBIAANbHICTb 32 MO MOBEAIHKY, HEMOB Habauxkatoun ii Ao cebe, TicHiwe
3B'A3ytoun ii 3 Hamn” [CaraH, 2018, p. 66].
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loriques, une certaine idéologie coutumiére s’est formée: mére de sang/“meére naturelle”, belle-
meére/“mauvaise meére, méchante belle-mére”. Dans le folklore, la “belle-mére” est associée au
plus grand mal. Si dans les contes de fées I'image de la méchante belle-mére est représentée di-
rectement, alors I'image de la mere se sous-entend” [Cikopcbka, 2010, p. 10].

D’habitude, dans les contes de fées, la belle-mére ordonne a sa belle-fille d’accomplir des
taches difficiles. Quelles sont ces “taches impossibles” qu’Anna exige de Cécile? La premiére
chose est de réussir les examens pour continuer les études. Pour cela, Cécile doit faire un effort,
renoncer aux plaisirs des vacances d’été, ce qu’elle n’envisage pas de faire. Anna lui attire I'atten-
tion sur sa maigreur malsaine et lui conseille de manger rationnellement, ce qui provoque le mé-
contentement de la jeune fille. L’abus de boissons alcoolisées de Cécile, les rencontres avec Cy-
ril sont également condamnées par Anna. Alors elle, avec ses intentions de donner une intégrité
a la vie de Cécile, se transforme en une “méchante belle-mere”. Et I’éliminer de sa vie devient la
tache principale de la “pauvre belle-fille”, car Anna avec sa présence perturbe I'idylle insouciante
de la fille et de son pére. Ainsi, le conflit intergénérationnel entre Cécile et Anna devient un re-
bondissement crucial qui révele les mécanismes internes des actions des personnages et méne
au résultat culminant: le suicide d’Anna.

Le suicide d’Anna fait partie des motifs thanatologiques du roman. Dans les approches my-
thopoiétiques, les motifs thanatologiques s’inscrivent dans I'opposition conflictuelle d’Eros/Tha-
natos et sont liés aux relations intergénérationnelles. On sait qu’Eros et Thanatos sont des pul-
sions psychologiques primaires enracinées dans le subconscient humain. “De toute évidence, la
vie en tant que catégorie philosophique, I'éros, porteur de tout ce qui est vivant, créateur et re-
productif, doit avoir (une telle loi de la nature, c’est-a-dire notre existence terrestre) son anti-
thése, qui est a juste titre percue comme I'achévement du cycle humain, du berceau jusqu’au
tombeau” [Tuxonos, 2004, p. 12]. L'interprétation freudienne de cette dichotomie ne convenait
pas a K.-H. Jung, qui voyait en Eros la spécificité de I’'ame féminine, opposée a la psyché mas-
culine (logos): “L’Eros chez la femme apparait comme une expression de sa vraie nature, tandis
gue le Logos est présent principalement comme un élément occasionnel” [Jung, 1912, p. 188].
Eros montre son ambivalence, gravitant a la fois entre I'instinct et les formes supérieures de I'es-
prit, cherche a harmoniser les notions opposées. G. Marcuse, réfléchissant aux idées de Z. Freud
sur deux instincts fondamentaux de la nature humaine, le besoin de vivre et le besoin de mourir
/ Eros et Thanatos, estime qu’Eros est un instinct de vie, contraint et épuisé par une civilisation
malsaine. Selon le savant, “la civilisation se nourrit de I’énergie soustrait a Eros a travers sa dé-
sexualisation et sa sublimation, elle conduit donc a I’affaiblissement fatal d’Eros au profit de Tha-
natos” [Marcuse, 1955, p. 95]. Eros et Thanatos en tant que paradigme de I'ontologie humaine
(sociale et personnelle) deviennent I'un des algorithmes généraux de construction de I'intrigue
d’un texte littéraire, et déterminent les spécificités et la nature du développement de son conflit.
Les macro-concepts de la vie et de la mort constituent la base de la dialectique existentielle et
sont réalisés dans I'ceuvre a travers les formes archaiques, les mythes, les composantes psycho-
logiques et ethnoculturelles ainsi qu’a I'aide d’une approche irrationnelle.

La mythopoiétique du conflit paralléle Eros/Thanatos dans le roman de F. Sagan est étroi-
tement liée au motif des relations intergénérationnelles. D’une part, I'approche de la vieillesse
provoque la recherche des moyens de se retrouver dans une catégorie d’age plus jeune, une re-
cherche d’Eros. Il s’agit du pere du personnage principal qui, dans une relation intime avec le
sexe opposé d’une autre tranche d’age (Elsa), tente de retarder fictivement le passage inexo-
rable du temps. Pour Raymond, les jeunes mafitresses deviennent une confirmation de son état
physique et émotionnel. Cécile ne voit pas son propre lien psycho-émotionnel avec son pére me-
nacé par les jeunes maitresses, celles-ci ayant un statut temporaire dans leur famille: “...deux ans
plus tét, je n’avais pas pu ne pas comprendre qu’il vécit avec une femme. J’avais moins vite ad-
mis qu’il en changedt tous les six mois!”** [Sagan, 1954, p. 32]. D’autre part, la relation de Ray-
mond avec une partenaire de la méme age (Anna) provoque le rejet de sa fille, qui, a travers la
relation amoureuse de son péere avec Anna, une amie de sa mere décédée depuis longtemps,

114 KONW gBa POKM nepeg TMM A BEpPHYIacb AOAOMY 3 MAHCIOHY, TO Bigpasy 3p03ymina, WO BiH Mae

KOXaHKy. TpOXu f0BLIEe MyCU/Ia 3BMKATU 0 AYMKM, WO KOXaHKM B HbOrO MiHAOTbCA ABidi Ha pik!” [CaraH,
2018, p. 6].
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évoque le scénario du roman a caractére thanatologique. Anna devient I'incarnation du motif tha-
natologique, puisque ce motif estimminemment présent dans le roman dés les premiéres pages en
raison d’'un manque d’informations sur la mort de la meére de Cécile qui n’avait alors que deux ans.
Et maintenant, la tentative d’Anna de prendre la place sacrée de sa mere se termine par la mort.

L’amour de Raymond et d’Anna (le motif d’Eros) de la génération de 40 ans représente un
élément important du dialogue intergénérationnel, car chacun se sent coupable de ses senti-
ments. Cependant, si les personnages se permettaient d’étre heureux dans leur age, ils démon-
treraient un exemple de vieillissement harmonieux: “J’entrevis alors notre vie a trois, une vie su-
bitement équilibrée par l'intelligence, le raffinement d’Anne, cette vie que je lui enviais. Des amis
intelligents, délicats, des soirées heureuses, tranquilles...”*? [Sagan, 1954, p. 45]. Toutefois, Cécile
n’envisageait pas une vie calme et harmonieuse avec Anna: “Je ne parvenais pas a comprendre
:mon pére, si obstinément opposé au mariage, aux chaines, en une nuit décidé... Cela changeait
toute notre vie. Nous perdions I'indépendance”®® [Sagan, 1954, p. 45], car elle représente ce type
d’auto-identification, lorsque le processus de devenir une personnalité passe par I'opposition de
soi a I'environnement. La structure spatiale de I'organisation psychologique du “moi” intérieur
de Cécile est limitée par le besoin d’une vie privée, sa philosophie consistant a obtenir le plaisir
souhaité la et sans tarder.

Pour Anna, le raisonnement qui a motivé le choix d’épouser Raymond a une composante
a la fois psychologique et gérontologique. Pour une femme, I'attente d’une épaule masculine
forte, du soutien, de I'espoir d’un amour tardif correspond aux exigences et aux désirs sociaux,
ils sont donc culturellement symptomatiques du genre et conformes a I'idéal patriarcal de la fé-
minité, qui consiste en I'amour et le mariage.

Dans le roman, outre les représentations féminines de I"lamour tardif, il existe également
une version masculine. Ce sont des doutes sur les véritables sentiments du pere pour Anna, ses
éventuelles trahisons et un retour sur sa vie passée, ce qui trouve son reflet dans les réflexions
de Cécile: “Je comprenais que mon pére fat fier: 'orgueilleuse, I'indifférente Anne Larsen I'épou-
sait. L’aimait-il, pourrait-il I'aimer longtemps?”** [Sagan, 1954, p. 77]. La mort de sa femme et
I’éducation de sa fille dans une pension ont contribué a ce que Raymond tache d’échapper a ses
responsabilités et de se diriger vers le monde insouciant de I’enfance éternelle. La fin du roman
prouve que les conflits graves et fatales qui conduisent a la mort, sont le résultat de la bifurca-
tion tragique du monde intérieur des personnages.

De ce fait, le theme central du roman de Frangoise Sagan est la question du choix individuel,
le conflit littéraire reflete le probléeme de la solitude existentielle de 'homme moderne dans le
monde de la globalisation. Cécile défend avec frénésie son espace de vie des stéréotypes féminins
qui I'entoure. En essayant d’éviter le role de “femme-amante” (Elsa), de “femme-meére” (Anna) ou
de “femme qui se sacrifie” (la mere de Cyril), Cécile reproduit le comportement de son pere comme
une maniére idéale de “I'étre pour soi”. Elle ne ressent pas le besoin d’avoir la permission de profi-
ter de la vie. Cependant, “I'étre pour soi” égoiste est toujours cte a cOte avec “I'étre pour autrui”
et fait partie de I'existence humaine. En découvrant “I’Autre”, le personnage principal vit I'expé-
rience de sa réalisation a travers l'interaction avec des représentants de différents groupes d’age.

Les relations intergénérationnelles dans le roman “Bonjour tristesse” de Francoise Sagan
sont représentées par des modeles de “solidarité” et de “conflit”. En particulier, le complexe
image-motive de “solidarité” est déterminant pour le dialogue intergénérationnel de Cécile-Ray-
mond avec des éléments d’idéalisation du pere et d’'imitation de son mode de comportement. Le
modele de “solidarité” avec des éléments de manipulation prévaut dans les relations entre Cé-
cile-Elsa et Cécile-Cyrille. Au fil des rebondissements de I'intrigue, ces relations n’acquiérent pas
de dépendance affective profonde.

2“9 Bpa3 nobaumna Halwe KWUTTA BTPbOX — XKWUTTA, HECNoAiBaHO BPIBHOBA)KEHE PO3YyMOM,
po3cyanmnBICTIO AHHK, Te XKUTTA, AKOTro Kagana. OcBiyeHi, BUXOBaHi Apys3i, Wac/AMBi, CNOKiNHI Beyopw...”
[CaraHn, 2018, p. 45].

3“4 HifaK He Mmorna BTOpoNaTu: Mili 6aTbKO, WO TaK yNepTo NPOTMBMUBCA OAPYKEHHIO, Byab-AKMM Kali-
OaHaM, 32 O4HY Hi4 BMpiWKB... Lle 3miHIoBano Bce Hawe xuTTs” [CaraHn, 2018, p. 45].

4“9 po3ymina, AKy ropAictb BigvyBas Miit 6aTbKo: came AHHa JlapceH, ropaa, HesanexHa AHHa Jlap-
CeH BUXOAMTb 33 HbOFO 3aMixK. UM BiH Nt06MB i, UM 3moXKe fosro ntobutn?” [Caran, 2018, p. 78].
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Le modele du “conflit” se manifeste dans la combinaison Cécile-Anna. La composante my-
thologique de ce conflit s’'incarne dans I'archétype de la Mére a travers I'antinomie “belle-fille/
belle-mére”, qui exprime I"'une des plus anciennes oppositions du modeéle mythopoiétique du
monde “soi/l’autre”. Le monde des valeurs morales d’Anna est désespérément “étranger” a
I’existence amorale de Cécile. Pour la jeune fille, son pére et méme son amante sont “des siens”,
car ils choisissent un monde insouciant de plaisirs physiques, sans obligations ni remords.

Une autre composante de la mythopoiétique de I'archétype Mere se manifeste dans sa va-
riation de “protection comme fonction maternelle”. Pour Cécile, cette fonction est assurée par
Anna, qui lui enseigne les bonnes maniéres, la conduite dans la société, cultive le sens du bon
go(t vestimentaire et essaie d’orienter la jeune fille vers des études supérieurs. Le dialogue Cé-
cile-Anna est rempli d’un drame intérieur profond, tous les personnages du roman sont tangen-
tiels a ce conflit, dans lequel les motifs centraux de I'ceuvre: amour, trahison, vengeance se ma-
nifestent en toute beauté.

Dans l'image classique de la “mére qui se sacrifie” I'archétype de la Meére est illustré par la
mere de Cyrille. Cécile percoit négativement le type de “femme mere de famille”, car I’échelle des
valeurs de la jeune fille est privée de moralité, de sacrifice et d’amour. Une telle vision du monde
conduit le personnage principal a un sentiment de solitude, d’aliénation et d’insensibilité.

Les motifs d’Eros dans le roman sont étroitement liés a la motivation des relations inter-
générationnelles entre Raymond et Elsa. Cette relation entre un homme plus agé et une jeune
maitresse est la confirmation nécessaire de I'état physique et émotionnel d’'un homme. La ligne
d’amour réciproque entre Anna et Raymond (les deux ayant le méme &ge) pourrait étre un
exemple de vieillissement harmonieux. Cependant, le “conflit” destructeur entre Cécile et Anna
devient une énergie modulée visant a éliminer les obstacles (Anna) pour restaurer “I'idylle (soli-
darité)” dans la relation Cécile-Raymond. Ainsi, I'idée de I'auteur révele le probléme ontologique
du jeu avec la mort, la réalisation inconsciente de I'instinct primordial de destruction, qui donne
lieu a parler de I'imbrication des pulsions thanatologiques et érotiques dans le roman, réalisée a
travers le dialogue intergénérationnel. Le motif de Thanatos est imminemment représenté dans
le roman par le fait de la mort de la mére de Cécile. La relation entre Raymond et Anna provoque
la désapprobation de Cécile et se termine par le suicide d’Anna. La tentative d’Anna de prendre
la place sacrée de la mére se termine par sa mort.
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The article aims to study the poetic means of reproducing models of intergenerational dialogue in
the parameters of “conflict/solidarity”. The material of the study is the novel “Bonjour tristesse” (“Hel-
lo Sadness”) by Frangoise Sagan, which demonstrates models of intergenerational relations within and
around one family. The objective of the research is to study the existential model of “friend or foe” in inter-
generational relations, the peculiarities of generational identification and self-identification, to clarify the
mythopoetic interpretation of the archetype of Mother, Eros and Thanatos, and the gender focus of inter-
generational relations. The study uses the methodology of literary gerontology, existential interpretation
of a literary text, mythocriticism, psychoanalysis, sociological and psychoanalytic works related to age an-
thropology. Historical, cultural, comparative historical and typological methods are used to study the em-
bodiment of age-related aspects, as well as to establish thematic, figurative, and compositional features of
the functioning of intergenerational dialogue in a literary text.

The result of the study shows that the intergenerational dialogue in the novel takes place within the
framework of the models of “solidarity” and “conflict”. The figurative and motivational complex “solidar-
ity” is characteristic of Cécile and Raymond'’s relationship with elements of the idealisation of the father.
The model of “solidarity” with elements of manipulation prevails in the relationships of Cécile-Elsa and
Cécile-Cyril. During the story, these relationships do not have a deep emotional connection. The “conflict”
model is expressed in the Cécile-Anne interaction. Anne makes the mistake of taking her role as a mother
to Cécile to heart. Thus, she breaks the established ties in the family, trying to impose “foe” roles on the
father and daughter, and on the other hand, she attempts to try on the sacred image of a mother, which
leads to Anne’s death.

The novel presents an artistic interpretation of the Mother archetype in several projections. First of
all, in the variation “patronage as a maternal function”, the Mother archetype is characteristic of Anne.
However, if Anne’s patronage as a “foe” is acceptable to Cécile, she does not plan to see her as her father’s
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wife, or her mother (stepmother). The Cécile-Anne conflict can also be seen in the mythological tradition
of the stepmother-stepdaughter. Another variation of the Mother archetype, the “sacrificing mother”, is
characteristic of Cyril’s mother, but Cécile negatively perceives the type of “woman in the family kinkeep-
errole”.

The mythopoetics of the conflictual parallel of Eros and Thanatos in the novel is closely related to the
motif of the intergenerational relationship between Raymond and Elsa. Here, the connection between an
older man and a young lover is a necessary confirmation of a man’s physical and emotional state. The line
of mutual love between 40-year-old Anne and Raymond provides an example of harmonious ageing. How-
ever, the destructive conflict between Cécile and Anne becomes a modulated energy aimed at eliminat-
ing the threat (Anne). In this way, the author’s intention reveals the ontological problem of playing with
death, the unconscious realisation of the primordial instinct of destructiveness. The motif of Thanatos is
immanently present in the novel because of the death of Cécile’s mother. The relationship between Ray-
mond and Anne causes Cécile’s rejection and ends in Anne’s suicide. Anne’s attempt to take her mother’s
sacred place ends in death.
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THE CODE OF INCANTATION
IN KATERYNA KALYTKO’S COLLECTION “PEOPLE WITH VERBS”

CTaTTA NpucBAYeHa iHTepnpeTauii camobyTHoCTi igiocTunio noetecu KatepmHu Kanutko Ha maTtepiani
36ipku «Jllogn 3 paiecnosamu» (2022) Ta aHanisy GONbKAOPHMX BUTOKIB y noeTuui aBTopku. Katepwu-
Ha KanuTKko penpeseHTye iHTEHCUMBHI MEeTaMOLEPHi NOLIYKM HOBITHbOI MOBM Yy Cy4acHii noesii, Wwo crano
peakLjieto Ha TparivyHi NoAii pOCiNCbKO-YKpPaiHCbKOI BiliHU.

Mema cTaTTi — 0BrpyHTYBaTK KOZ, 3aMOB/ISIHHA fIK HACKPi3HY cMcTeMy 0b6pasHOro CBiTy MOeTUYHol
36ipku «Jltoan 3 giecnosamu». MOHATTA «3aMOBAAHHA» TPAKTYEMO AK OYHKLIOHYBAaHHA CNOBECHUX KOH-
CTPYKL,iM 3 METOH0 3LiNIEeHHA Bif, TPAaBMM, CKAALAHHA 3aKNMHANbHUX MeTadpOPUYHUX TEKCTIB, iIHCNipOBaHMX
BipOlO B MariyHy cuy ciioBa. Y poboTi 3acTOCOBAHO Taki Memoodu, K NOPIBHANbHO-ICTOPUYHUIA, CTPYKTYP-
HO-CeMiOTUYHUI, aHTPOMNOOTIYHWUIA, FEPMEHEBTUYHUI Ta eN1eMEHTU NCUXONOTIYHOT LWKOAM B NiTepaTypos-
HaBCTBI.

Y pe3ynbTaTti NpoBeAeHOro A0CNIAKEHHA A0BEAEHO aKTyasli3auito CaKpasibHOI CBITOrNALHOI npacu-
CTeMU B XYAOHbOMY MWUCIEHHI Cy4aCHUX YKPAiHCbKMX MOETIB, WO NepeKoHNMBO intocTpye 36ipka Kate-
puHK KanuTko «/ltogm 3 giecnosammy». Y Hili 30cepesKeri pedpaeKcii Ta MeauTaLii aBTOPKK Mif Yac BiMHMK,
anenAuii 0 CyreCTUBHOIO MOBJIEHHS, 36eperKeHOro reHeTUYHO Nam’ATTHO, BUKOPWUCTAHHA MO0 CTPYKTYP
AK dopmMu 3axmucTy Ta cnpoTMBy. biHapHa YaconpocTopoBa MoAe b NoeTecu No3HaYeHa Ky/bTOM Houi, WO
Bi4NOBIAAE PUTYaNbHO-AYXOBHIM NpaKTULi y chepi mictTuuHoro. KatepuHa Kannutko onepye ASUYHULLbKMMM
apxeTunamm Ta 3HaKamu, BAAETbCA 10 BUKOPUCTAHHA BNACHUX iMeH, 06pasiB TinecHoCTi 3rifHO 3 TpaguLieto
3amoB/IAHb. BogHouac ii meTadopmncTnKa € 06’EKTMBALLIEID EKCTPACEHCOPHOIO CNPUMHATTA aKTy NPOMOB-
NAHHSA, Y GOKYCi XyA0XKHbOI cTyaii KaTepuHu Kanutko nepebyBae ronocosuii anapat, BOHA HaMaraeTbca
OCATHYTU CNPUYMHEHI BiAHOIO 3MiHM BUC/IOBNIOBAHb Ha PiBHI POHETUKM, NEKCUKU, MOPPONOTii, CTUNICTUKK.
O6pa3 aBTOpKM Yy 36ipLi BTiNOE LLOHAWMMEHLe TPU iNocTaci: cydacHML POCiCbKO-YKPAiHCbKOI BiliHMK,
megiyma, gocnigHuui-dinonorvHi. NoetnyHi wyKaHHa KatepnHn KanuTko KopenatusHi 3 ginocopcbkmum
TAnymaueHHam deHomeHy mosu M. Taligerrepa, I.-I'. lagamepa, K. Acnepca.

Kntouosi cs108a: Mo8a, 3aMO8B/AHHA, MiCMUYHe, 2epMeHesmuKa, apxemuri, minecHicms, cyzecmis,
giliHa, noesis.
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4463-2024-1-27-7

literature in the last decade. Critics and literary scholars have justifiably noted that
her writings predominantly focus on the cataclysms brought about by war with all its
many faces. The origins of the writer’s thematic priorities lie in her translation practice, primarily
in her work with the contemporary literature of Bosnia and Herzegovina, which delves into the
historical vicissitudes that reverberated globally at the close of the 20" century, including the
Bosnian War and the siege of Sarajevo (1992—-1996). The anti-military motifs become notably

Kateryna Kalytko’s creative work has made a significant contribution to Ukrainian

© . Kocherga, 2024
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pronounced in the poetess’” work after 2014, marked by the occupation of Crimea and the
initiation of the Russian-Ukrainian war, altering the accustomed rhythm of life in Ukraine.

In the realm of contemporary literary studies, the exploration of war discourse in poetry has
thus far been sporadic, primarily centred around the works of Serhiy Zhadan, Borys Humenyuk,
and Lyuba Yakymchuk. However, the full-scale invasion of Ukraine by Russia has substantially
increased the importance of delving into military themes. This heightened urgency is evident
in the emergence of new poetry anthologies, such as “Poetry without Shelter” (2022), “War
2022” (2022), “State of War” (2023), etc. Nevertheless, only a few authors have successfully
depicted the profoundly tragic transformations of the human self in response to deadly shocks
without resorting to poster pathos and offered a perception of the realities of war at the level
of deep nuances. Unbelievable in their horrific content, the events require an instant change
of tone, reformatting the language, since there is a whole gap between ‘yesterday’ and ‘today’
in the psychological states of a contemporary. Among the authors who manage to go through
these self-transformative processes due to the demands of the cruel time, one of the primary
places belongs to Kateryna Kalytko, the winner of the Taras Shevchenko National Prize in 2023.

Published in 2022, Kateryna Kalytko’s collection, “People with Verbs”, vividly captures the
author’s imaginative palette, centring on the purpose of speech and writing during the war.
The poems within the book were predominantly composed under the influence of the dynamic
processes triggered by Russia’s full-scale invasion of Ukraine on February 24, 2022, marking a
point of no return in the self-awareness of the modern world. Kateryna Devdera defines the
philological profile of Kalytko’s book as ‘dialogical’, emphasising the challenges of communication
and the turbulence of artistic articulation formed primarily through diving into the first moments
of the experience of pain. The immersive practice employed by the poet reveals the unavoidability
of the contemporary writer’s appeals to folklore archetypes. As a result, initial reviews of the
collection “People with Verbs” often note that “the poems of the Ukrainian author contain
echoes of incantations and folk songs” [[leBaepa, 2023]. The possession of the word, capturing
both the apocalypse and serving as a source of salvation, healing, and strength restoration,
equates the poet to a mystical healer who realises his/her mission to come to the aid of a person
in an existential crisis. Indeed, it would be more precise to say, ‘witch doctor’, emphasising the
femininity of this role, aligning it with a unique female caste endowed with the ability to ‘shoot’
with words. In one of her interviews, Kateryna Kalytko stresses: “...your language, your verbal
and extra-verbal experiences related to it are both your first and last superpower...” [LLyTkeBny,
2020].

Despite the considerable attention Kateryna Kalytko’s work has garnered from critics,
literary scholars are only on the verge of understanding the space of artistic originality of her
poetry. While her prose frequently serves as a subject of scholarly analysis, with studies such as
“The Individual-Author’s Word in the System of Kateryna Kalytko’s Artistic Idiostyle (Based on the
Novel M.ystery)” by Iryna Yurchenko [lOpyeHKo, 2013] and “Conceptosphere of the Chronotope
of the War in the Book by Kateryna Kalytko The Land of all Those Lost, or Little Scary Tales”
by Oleksandra Honiuk and Olha Sydorenko [[oHtok, CugopeHKko, 2021]. Kalytko’s poetry has
been primarily acknowledged in survey studies of Ukrainian literature in recent years. Among
others, should be mentioned Olena Romanenko’s “Chaos of War and Identity Crisis: Typological
Dominants of Narratives about Trauma in Modern Ukrainian Literature” [PomaHeHko, 2023],
Tetiana Urys’s “Discourse of War in Contemporary Ukrainian Poetry” [Ypucb, 2013], and Oksana
Pukhonska’s “Allusion as a Phenomenon of ‘Alien’ Speech in the Semantic Field of Contemporary
Poetic Texts” [MyxoHcbKa, 2012], etc.

Perhaps the only example of a systematic consideration of the originality of Kateryna
Kalytko’s writing is Liliya Lavrynovych’s article “The Collection of Poetry Torture Chamber.
Vineyard. Home by Kateryna Kalytko: Temporal Aspects of Meaning and Form (2018). In it, the
researcher outlined the inherent features of the mature poetry by Kalytko, which were fully
revealed in the author’s next books “Nobody Knows Us Here, and We Don’t Know Anyone”
(2019), “The Order of the Silent Women” (2021). Lavrynovych emphasises: “The overarching
motif of the collection is the motif of pain, which, due to its excessiveness, cannot be adequately
described rationally” [/laBpuHoBuKy, 2018, p. 77]. Taras Pastukh singles out Kateryna Kalytko as
a master of “dense, expressive, tragic, multi-perspective poetic narrative” [Mactyx, 2022]. So
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far, only critics Kateryna Devdera, Olena Lysenko, and Hanna Uliura have spoken directly about
the collection “People with Verbs”, noting aspects that may eventually become the subject of
a meticulous literary interpretation. Today, however, the recipients of Kalytko’s texts share the
opinion that philological accentuation is one of the defining features of the poetess’s artistic
world. For Kateryna Kalytko, it is of major importance to master the artistic tools that can
become an effective means of embodying the fatality of the wartime present, comprehending
the phenomenon of traumatic memory, and penetrating the subtle feelings of a person who finds
him- or herself in the epicentre of an anti-humanistic hostile policy of murder and bloodshed
that seems insane at the turn of the 20" and 21°t centuries. The author willingly uses the patterns
of archaic genres (chronicle, trenos, prayer, Old Slavonic myth, prophetic lyrics, etc.), combining
the literary Antique and Renaissance tradition and folklore. According to Liliya Lavrynovych,
Kateryna Kalytko’s work is distinguished by “the style of prophecy in the spirit of the ancient
Greek sibyls, Cassandra (a prophetess of misfortune) <...>, the prophet Jeremiah (it was he who
predicted misfortune and war to the Jews, the destruction of Jerusalem), with their ecstatic,
foggy language and foresight of future misfortunes, etc.” [JlaBpmHosuy, 2018, p. 79].

Kateryna Kalytko’s appeals to linguistic terms, which acquire important meanings in
the context of the author’s thought, are significant. Therefore, one can find quite reasonable
definitions and generalisations about the linguistic core of the poet’s meditative ideostyle in the
statements of recipients and scholars. llya Levchenko gives the following evaluation of Kalytko’s
collection “Nobody Knows Us Here, and We Don’t Know Anyone”: “I think this is a collection
about language <...>. She was preparing to write not a dictionary, ‘but the language itself’” [/les-
yeHKo, 2020]. As Uliana Halych aptly notes, “Speech, its structure, purpose, and tasks are the field
of interest of Kateryna Kalytko, the subject-object component of her research” [[anny, 2019].
The study of this field can branch out based on the chosen subject matter and the use of specific
scientific optics. The fusion of the discourse of the word mystery, experimentation with genres,
and the experience of war is evident in numerous metaphors and images of the poet, as seen
in titles such as “War and Prayer”, “Everything Maimed in Summer Will Become a Manuscript
in Winter,” “A Spell of Humility”, etc. However, the specificity of this synthesis deserves a more
detailed analysis in the context of comprehending the peculiarities of the poet’s idiostyle.

The purpose of this study is to substantiate the code of incantation as a foundational
and pervasive element in the system of creative tools in Kateryna Kalytko’s poetic collection
“People with Verbs”. In a broad sense, ‘incantation’ refers to the use of verbal constructions to
alleviate pain and trauma. This includes the professional crafting of metaphorical texts with the
indispensable belief in their healing power, a belief that becomes particularly crucial during trials
such as war.

The object and tasks of the study determine the use of such methods as comparative-
historical, structural-semiotic, anthropological, and hermeneutical elements of the psychological
schoolin literary studies. Collectively, these methods enable us to interpret incantation in poetry
both as an artistic tool and as a philosophical reflection of the author’s worldview amid the chaos
induced by war.

The origins of magical folklore poetry of the incantatory and spell-like type can be found in
the most ancient chronicles. The esoteric power within these verses was consistently safeguarded
through secrecy and warnings for the uninitiated. Only in the 19" century, there have been
attempts to publish and interpret samples of incantations on various topics, mostly utilitarian
(Petro Yefymenko, Mykhailo Drahomanov, Ivan Franko, Mykhailo Komarov, and others). The
representatives of the mythological school perceived the sayings and charms as remnants of
pagan prayers. The apologists of the associative school of psychology (Oleksander Potebnya,
Filaret Kolessa) also defended their interpretation of incantation. In the meantime, Viktor Petrov
claimed, that “of all the existing genres, the connection between the representation of an image
and a direct practical function is most clearly manifested in spells (whispers, incantations)”
[MeTpos, 1947, p. 10]. The basis of any incantation, shamanism, or witchcraft is the ancestral
belief in the magical power of words. In rituals with a focus on action, the word was initially
given only an accompanying role. However, gradually, it asserted dominance over the intended
esoteric influence, marginalising the action. Scholars have convincingly proved that the modus
of incantation is not confined to the folklore domain; over time, these structures have evolved
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into integral components of literary imagery, symbolic narratives, and motifs that represent an
author’s originality and erudition. Nevertheless, nominally, the incantation remains an attributive
part of folklore, and its extensive genre system is interpreted by researchers in different ways.
The mystery of suggestion lies at the core of numerous interpretations. According to Volodymyr
Vojtovych, an incantation is “a prayer book of a magical nature, grounded in the belief in
the miraculous power of words as a means of influencing higher spiritual forces” [BoiTtosuy,
p. 184]. Contemporary scholars such as Yaroslav Herasym, lhor Hunchyk, Maryna Novykova,
Viktor Davydiuk, Uliana Parubiy, Olha Solyar, Andrii Temchenko, and others have significantly
contributed to our understanding of the literary nature of incantations.

Undoubtedly, poetry has adapted the folklore tradition of expressing a wish in an imperative
form, which should serve as a lever for its implementation. The best poetry examples wield a
powerful suggestive effect, including the incantatory and spell-like nature. The heritage of recent
centuries demonstrates the permanent artistic and analytical penetration into the mystery of
the word, various concepts of its interpretation, and the recognition of its constructive and
destructive potential. The interest in the properties of the word that seem to be magical is
represented by prominent philosophers who tend to hermeneutical analysis, primarily Martin
Heidegger, Hans-Georg Gadamer, James George Frazer, Jacques Lacan, Edmund Husserl,
Gaston Bachelard, Roman Ingarden, Paul Ricoeur, Jacques Derrida, Michel Foucault, and others.
In particular, the phenomenologist Martin Heidegger argued that language itself possesses a
person, and not vice versa, and thus it has a powerful influence on our worldview and actions.
At the same time, the philosopher notes that modern language has become too pragmatic and
formalised and that only poetry can reveal the truth of existence. In the article “Hélderlin and the
Essence of Poetry”, he emphasises: “The foundation of human existence is conversation as the
authentic occurrence of language. But the primary language is poetry as the founding of being”
[Heidegger, 2000, p. 61]. In his turn, Gadamer notes that literature maintains the connection
between generations by referring to cultural traditions preserved in people’s memory. In his
opinion, the poet’s mission and functions are difficult to assess without resorting to mystical
meanings. According to Gadamer, writers “are supplicants before language. They want language
to answer their prayers. They want it to grant them a favour so that they succeed in making it
speak in a new way”. [Gadamer, 2001, p. 179]. Reflecting on the amazing suggestive effect of
Stefan George’s poetry, Gadamer states: “...the magic word is the word that transforms, that
is not only heard and understood, and understood not literally, but, as they say, caught in the
ear, as if it were a spell of spirits” [['agamep, 2002, p. 46]. The philosopher identifies motifs and
stylistic echoes close to witchcraft spells, primarily in the works of prominent authors such as
Friedrich Holderlin, Rainer Maria Rilke, and Paul Celan.

In Ukrainian literary studies, there have been sporadic attempts to comprehend the idiostyle
of individual poets by exploring the tradition of incantations. Noteworthy examples of this
professional approach include lhor Hunchyk’s article “Folklore, Magical and Sacred Elements in
the Poetic World View of Volodymyr Svidzinsky” [F'yHuunK, 2018] and Yulia Dzhuhastrianska’s “The
Suggestiveness of the Mystical in Incantation and Prayer (Based on the Poems of B.-I. Antonych
and V. Svidzinsky)” [OsyractpaHcbka, 2011]. Significant contributions in this area come from
scholars such as Iryna Borysiuk, Tetiana Tsepkalo, Volodymyr Morenets, Oleh Tomchuk, and
others, who delve into the mythology of poetry.

It is worth noting that the appeal to the tradition of incantations is mainly expressed in
contemporary women’s poetry (Svitlana Koronenko, Liubov Holota, Oksana Zabuzhko, Iryna
Shuvalova, Liubov Yakymchuk, and others). Iryna Borysiuk, for instance, singles out the motif of
witchcraft in Oksana Zabuzhko's lyrics, by which she means the Renaissance concept of divinity,
wizardry, “a touch of the word and the ability to create”, mastery of the language of archaic
incantation, the sacred language “which opposes the ordinary profane everyday language” [bo-
puctok, 2015, p. 59].

Kateryna Kalytko stands out among contemporary poets, showcasing the actualization
of various original word functions like prayer, crying, cursing, confession, and incantation. The
lyrical heroine of many of her poems often serves as an intermediary bridging ‘yesterday’ and
‘tomorrow’, the realms of the living and the dead. The title of her collection, People with Verbs, is
not only an affirmation of the social efficiency and passionarity required during times of war but
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also a declaration of the need for a new language. Nowadays, as Kalytko argues, “the foundation
and supporting walls of poetry should be created by verbs” [Kisa, 2021]. Remember that the
narrative in magical texts is always distinguishable by verb phrases. Uttering these phrases
serves as a means to achieve goals, aspirations, and desires.

An essential feature that brings ritual incantations and poetry closer together is the
time-spatial model of the world. This primarily deals with the cult of the night, whose
multidimensional image is widely represented in Kateryna Kalytko’s collection. The night
may appear as a period of formlessness, akin to an absence or death to ordinary people. At
the same time, this is the most productive time of action/creation for exceptional individuals,
which contributes to the realisation of their extrasensory abilities. As Marina Novikova
notes, “Night is more powerful, more ‘natural’, more ‘cosmic’ than a day, and therefore
more suitable for the most important sacred texts and events” [HoBukoBa, 1993, p. 12]. The
nocturnal hours intensify the acute sensations of anxiety, eeriness, and fear, particularly
amplified by the realities of military conflict. At night, the feelings of anxiety, eeriness, and
fear caused by military realities intensify. Thus, verbalisation becomes an imperative way
to subdue the tense mental state, as Kalytko metaphorically claims, “to hold the beast of
night horror by the throat” [Kanutko, 2022, p. 24]. The score of the ‘night voices’, written
out in the poetry of the author with the slightest detail, is accompanied by military deadly
shouts and their echoes. The “night bodies of missiles” evoke an acute internal reaction
— “...rage trumpets the bones amidst the chaos” [KanuTtko, 2022, p. 25]. And after those
nights, “fresh rocket craters, / like holes on a pipe-flute, / change the sound of the street”
[Kanutko, 2022, p. 17].

The darkness causes an urgent feeling of being a hostage, a prisoner, and unrelenting anxiety
deprives those who have experienced at least one “predatory” night, when “their own skin”
becomes tight. The visions become more vivid, such as: “And the shadows of knight-women, of
sisters, / move in the night mirror” [Kanutko, 2022, p. 7]. The lyrical heroine’s strength lies in her
ability to marginalise these fears. She extends word therapy beyond herself, striving to be heard
and becoming a source of support for all those affected by war:

The night is cracking open like the valley of the deadly shadow.
One can hear explosions. One can hear the stones speaking.
How can one talk over this stone’s language [KaauTko, 2022, c. 19].

The space in Kalytko’s poetryis underscored as binary; however, its uniqueness liesin the fact
that the alienated “out there” can also be a realm of personal vastness, where the apocalypse of
war has taken hold. In her thoughts, the lyrical heroine endeavours to protect both the immediate
surroundings and the distant unknown. In a cosmogonic sense, she strives to expel evil and its
roots, attempting to free her native land from its grasp and liberate the disadvantaged people,
all within the coordinates that extend to the author’s self. The definition of the place ‘here’
significantly prevails in the collection, serving as a fixation of the narrator’s self-awareness, who
carries out its distinct sacred mission — expanding control over space through the selection of
words, whose combination is intended for magnetic influence both in the present and the future.
The concept of ‘there’ in Kateryna Kalytko’s poems sometimes induces the visualisation of the
past (“there an apple tree grew,” “there was peace”) and materialisation in pictures emerging
from the depths of memory, a consequence of the unreal process of whimsical bifurcation in
space and time — “I am still standing there. Not everyone is alive anymore” [KanuTko, 2022,
p. 11]. In the author’s poetry, there are also utopian visions of another world, an inaccessible
heterotopia — “as if there really is the land where you can / stay forever” [Kaautko, 2022, p. 90].
Kalytko often uses the capacious symbol of the shore to denote various kinds of barriers and
boundaries. Thus, the image of a bridge becomes the most popular in her imaginative world, but
for the poet, it is primarily constructed through language — “Not bridges — voices will unite the
shores” [KanuTko, 2022, p. 111].

As is typical of incantations, Kalytko’s poetry abounds with corporeal imagery. It
encompasses specific markings such as eyes, head, lips, muscles, lungs, heart, spine, knees, joints,
throat, intestines, viscera, veins, etc., as well as metaphorisation through the description of bodily
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sensations, for instance: “When casting a spell, listen to how the bird of childhood memory, cut
by broken glass, startles in your head” [Kanutko, 2022, p. 111]; “The blind air of Europe gropes a
new face of you, / cause trying to recognise” [KanuTko, 2022, p. 10]. The image of the skin holds
particular importance in this cluster, as it provides information about the human condition: “Like
a paper, your skin is fragile and just as pale, /and the blue vein under your left eye has blackened
over the winter...” [KanuTko, 2022, p. 9]).

The poet’s lyrical heroine possesses the ability to “listen with her skin”, and “let into
deep / both skinlessly and nakedly”. She prefers to cover a dear one with “her own skin” and
undergoes improbable internal metamorphoses, coining the term “de-skinning” to articulate
these transformations. In the manner of folk incantations, the collection embodies numerous
phantasmagorical visions, for example:

But the explosion weighs down the diaphragm like a tank hatch,

shreds the vocal cords and tears the throat.

But it’s not a bone from the shoulder replacing a living arm —

it is your crystal tree that puts the body back together [Kanutko, 2022, p. 9].

In the system of healing spells, a significant place belongs to the incantations against
bleeding. For Kateryna Kalytko, bloodshed appears as an indispensable sign of a soulless war.
Healing requires specific words preserved in the ancient folk tradition, and they integrate
into the matrix of contemporary poems, one of the functions of which is to save the soldiers-
defenders (“Take this tremor. Take this poem / instead hemostatic...” [Kaautko, 2022, p. 7]).
Wartime language itself is associated with a wound, “bloody lips”, the poet turns “the spoken /
into a bloody swelling” [KanuTko, 2022, p. 94]. Within the texts, spilled blood catalyses mystical
transformations, for instance:

Blood melts voices into landscapes,
absorbing the oxygen of the country,
and vice versa [Kanutko, 2022, p. 106].

Such an equivalent exchange is also evidenced by folk incantations; for example, invoking
imagery of a river, healers would say: “I will pour out watery, and drink honeydew, / And | will
charm blood with bloody” [BacuneHko, Lesuyk, 1991, p. 71]. Searching for a hemostatic word
is to halt death because “blood is the heartland and symbol of life, the substance of vitality,
the abode of the soul” [BoliTtosuy, 2005, c. 255]. The resonance with incantations reveals the
author’s unwavering commitment to shaping her poetic voice amidst the tumultuous backdrop
of wartime adversity:

To be a platelet in the country’s viscous blood.

Among hundreds of others, to rush in

to scar a lacerated wound,

to fuse up a fractured vein [KanuTko, 2022, p. 115].

In the artistic world of Kateryna Kalytko’s poetry collection, death threatens everywhere.
Still, the strong lyrical heroine does not avert her gaze and is capable of showing both its
naturalistic and hyperbolically metaphorical forms. In her spells, she calls on the archangels
to watch “how awkwardly blood splashes on the altar of the festive sky, / how black silence
squirms in the corpse’s mouth” [Kanutko, 2022, p. 13]. She constantly increases the originality
of her poetic formulations, sometimes constructing them based on borrowings directly from
folklore. The author’s Slavic mythopoetical thinking is occasionally evident at the level of lapidary
structures:

Here are grief and wisdom.
Here are seas and mountains. Here is fire — hold it

High above your head” [Kanutko, 2022, p. 43].
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However, at times, it grows into expanded images resembling epic narratives. In both
cases, as the author notes, “Spell and blood-stopping words return” [KanuTtko, 2022, p. 111].
The suggestion of such concepts is rooted in ancient charms, which are understood as “lexemes,
stable expressions, sayings, texts (incantations) that, according to folk beliefs, perform the
functions of protection and warning” [/lebeaenko, 2020, p. 95]. By analogy with folklore idioms,
poetic formulas contain archaic symbols full of hermeneutical meanings revealed in the context,
indicating the author’s search for the mystical potential of the word. For instance, one of the
poems begins with the lines:

And what are we doing with you?

And this is us incanting the death.

Like children, we call out into a well,

Waiting for an answer from out there [KanuTko, 2022, c. 60].

In moments of danger, when individuals unwittingly perceive themselves as a target in the
chaos of war, almost everyone uses the death incantation in one way or another, and forgotten
words emerge from the depths of their genetic memory. These moments allow us, according
to Kateryna Kalytko, to feel “how salty the language came up to us, / how the death listened
to the spells and joined the game” [KanuTtko, 2022, p. 60]. In the corpus of the poetic charms,
we will highlight the most typical components that become the core or expressive detail of the
metaphors, thus bringing the author’s style closer to the national ethnocultural tradition: earth,
roots, river, boat, stones, tree, forest, house, fire, wind, bird, feather, beast, iron, ash, crystal, etc.

Kateryna Kalytko’s collection is a kind of hymn to language, speech, speaking, and naming.
In it, one can find a lot in tune with the nervousness of Hryhoriy Chubay’s poem “To Speak, to Be
Silent and to Speak Again”, in which the author confesses how difficult it is for him “to come across
good words in the twilight / with moist lips...” [Hy6ai1, 1998, p. 139]. Kalytko is also constantly
looking for “good” (accurate) words, but she sets even more complex tasks for them. Her words
strive not only to mirror reality and inner states but also to infuse a healing energy capable of
altering the course of our time. In her idiostyle, one can easily guess the language of whisperers,
fortune-tellers, witch doctors, and molfars who resist evil by conjuring images. However, she
does not duplicate memorised clichés but creates occasional expressions, generated through
ritual actions. This whole creative process is captured in poetic lines:

As if in the dark, you trace the contours of your body with your tongue.

You utter your own.

<>

And while we talk at night,

Our roots are intertwined in the womb of the living earth [KanuTko, 2022, p. 43].

Even ordinary communication, conversation, the functioning of language in everyday life,
and especially the act of speaking in a “liminal situation”, which, according to Karl Jaspers, arises
as a result of a direct encounter with death, appears to be an incomprehensible phenomenon
for Kalytko. The collection abounds with lexemes closely related to the verbs ‘speak’, ‘say’, and
‘pronounce’. The stress caused by the outbreak of war, the invasion of enemies threatening
death, pushes aside the diversity of speech modes for a while, and instead, screaming (beastly)
and dumbness prevail. On the sacred “seventh day”, Kalytko’s lyrical heroine notes that language
is still alive despite the furious roar of weapons. With the surprise of a neophyte, she begins to
observe its creation with a hope for salvation. It is noteworthy that the artistic system of the
collection is interspersed with the contours of oral language, as exemplified by the quote, “l want
to be in time — and | speak / out loud, nakedly, among the human pack” [Kaautko, 2022, p. 23].
Speech is commonly interpreted as the transmission of verbal information from mouth to mouth.
However, the concept ‘mouth’ in the author’s dictionary paradigm is confidently replaced by the
concept ‘throat’ — far from being poetic, it is rather anatomically precise.

With analytical purposefulness, the author seems to explore the articulatory apparatus,
perceiving its perfection as a unique gift, admiring the “word creation”, which comes from
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“touches of the tongue” and “drops of precious saliva”. It is not surprising that the Ukrainian
word “roptanb” (larynx) echoes the word “Jordan”, evoking biblical associations with the
absolute beginning. The mechanisms of speech unfold to minor details only before professional
speakers and scientists, although the phenomenon of language “warmed by millions of throats”
conveys an infinite range of human emotions with all nuances. In opposition to destructive
death, Kateryna Kalytko elevates the calling of a human, which is creativity and recovery, as well
as the ability to compose unique worlds through speech. Yet only the most inquisitive ones look
for a higher purpose in speech:

And here’s this throat, the cherry tree
grows out of and moves in the air, speaks and breathes —
how did it happen? What for? [Kaantko, 2022, p. 108].

Nevertheless, operating with one’s speech apparatus, being conscious of fulfilling a mission
assigned by someone, is an extremely exhausting and traumatic task. Sometimes, uttering even
a single word in the context of spiritual mantras requires considerable effort: “You say ‘country’
—and a cramp tightens the throat” [KanuTko, 2022, p. 43].

Apart from the phonetic aspects of the nature of language, the collection pays equally close
attention to its lexical composition, morphological features, and stylistics. The title of the second
section — “The Personal Pronoun” —is indicative. As for nouns, in the collection, they noticeably
tend to transform into imperative verbs, as war is a time of actions, not observations. It changes
the world, which has to be recognised anew, as it emerges completely different. Thus, “it is a
time when everything is truly named,” a time of “renaming,” and in this period, the speaker often
lacks words. One of the lexemes that form the core of the collection’s vocabulary is ‘nameless’,
emotionally related to the concepts of ‘orphaned’ or ‘newborn.” The author unfolds a painful
picture of changes and reactions to them, showing how “what was initially nameless” takes on
new contours and energy. The communicator faces new challenges — finding a verbal equivalent
to describe the cataclysms he witnesses (“Memory still stumbles over the word” [KanuTko, 2022,
p. 63]). He also deals with the borderline internal state caused by emotional wounds: “We’ll then
have to re-invent the words. / | still have an unnamed stake” [KaauTko, 2022, p. 25].

It is worth mentioning the role of proper names in the aesthetic paradigm of the collection.
Traditionally, incantations have always endowed them with magical powers, whether referring
to mystical images of supreme authority, specific characters, or anthropomorphic appellations of
personified objects-addressees (illness/health, etc.). For Kalytko, a name is a very capacious sign
that continues the ancient attitude towards it as a supernatural phenomenon, since, according
to cognitive traditions of ancestors, it contains the essence of the being. In the collection, the
name also appears as an essential double of a person; it can tremble “in a net of dense fear”,
it is thrown “into the bottomless air shaft of memory” so that it will echo there for ages. In
“People with Verbs”, naming is always a miraculous act attesting that the language of a ruthless
murderous war can be talked over by “names that break heart rhythms” [KanuTko, 2022, p. 19].
Death is not all-powerful, because “grass has always sprouted from names”, and even now,
despite the pressure of fear, “courage lives in names”, life goes on without stopping — “streets
and stories are filled with names” [KanuTtko, 2022, p. 50]. In illustrating the lyrical heroine’s
response to peril, the author vividly depicts her nightly incanting ritual shared by thousands of
her contemporaries. With unwavering faith in the energy of what is said, she “in prayer lists the
names”. Thus, she is confident that a person (or the soul of the deceased) can be protected by
powerful “currents that were born from the utterance of names” [Kanutko, 2022, p. 106].

First and foremost, speech is life, which is why the heroine asks everyone to speak, to
narrate, not to be silent. She listens to every word, the “modulation of the voice” that twangs
nearby, its slightest nuances and touches, such as the “tickling of sibilants”. She catches how
“sounds are sleepily delaminated”, and diction changes, sees how the voice flows like a “river
of fire”, and how its “embers” shine. Her wish sounds like an incantation — “...let this language
not disappear. / Let it be / shared” [KanuTtko, 2022, p. 16]. At the same time, the author states
linguistic mimicry, at least this is the feature that our perception gives it: the sentence evokes
associations with gunshots. It can illuminate, “like a signal flare”, or “a bullet of a sentence with

105



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

a shifted centre of gravity” [Kanutko, 2022, p. 91] and can lay a trajectory somewhere in the
depths of the human self.

Kateryna Kalytko’s poetry illustrates Karl Jaspers’ thesis that communication “is the
individual’s struggle for existence, which is a struggle for one’s own and others’ existence in
one” [Jaspers, 1956, p. 65]. Ordinary dialogues acquire an initiatory level because they take
us beyond the surrounding catastrophic phenomena and create another self-sufficient world:
“Language and reality are delaminated like oil and water” [Kanutko, 2022, p. 9]. Under the
realities of wartime, Kateryna Kalytko’s tropes fill Martin Heidegger’s famous formula “Language
is the home of being” with a broader sense. Without losing its inherent functions of “opening”
and “closing,” language is now rather associated with a shelter, a dugout, so behind the “door of
language”, the supposed calm is full of enormous tension, which is only evident for those who
have experienced war:

Here is a shelter in the very heart of the language,
Into which you will enter [KaauTko, 2022, p. 25].

The last poem of the collection, “Catechism”, which constitutes a separate part of the book,
is particularly indicative of the perception of the inseparability of consciousness and expression.
In it, the author acts as a kind of conductor of a chorus of incantations that, with millions of
voices, can change the picture of the mad world. In response to the murderous crimes of the
invaders, she offers “the honest word “kill’”:

Utter the word ‘kill’,

and let it be written in your mind.
<>

And tell everyone:

Do not pray or cry,

do not sign petitions,

do not bless this land

to any gods.

only kill for it [KanuTko, 2022, p. 118].

This choral incantation, reminiscent of “singing... similar to a wheeze” [Kanutko, 2022,
p. 48], is the only counteraction, the “antithesis” capable of saving us from death and slavery,
brought to our land by an enemy who cynically professes terror as (pseudo)mercy.

Thus, incantations are a type of sacred tradition that embodies a worldview proto-
system. Their magical language is close to sayings, prayers, and spells, the purpose of which is
to influence the environment verbally. Genetic memory has played a pivotal role in preserving
incantatory formulas and texts, leading to their reincarnation in contemporary lyrics. Examples
of these modern manifestations highlight reflections on the stressful conditions faced by
individuals during the Russian-Ukrainian war. In Kateryna Kalytko’s poetry, the lyrical heroine
tends to perform magical functions, as she believes in the supernatural power of words, and
interprets the phenomenon of communication as a way of fighting for the self. In the collection
“People with Verbs”, the motif of speech as a defence is cross-cutting. Language and speech
gradually turn into a deadly threat to the terrorist enemies. The suggestive power of words
has determined the important role of the time-space model of Kalytko’s artistic world, marked
by the binary opposition of the presentation of reality and the parapsychological cult of the
night archetype. According to the ethnocultural traditions, in the author’s poetic structures
of incantatory content, Kateryna Kalytko gives new life to pagan images and signs that were
especially popular in folklore. The poet operates with mythonyms, toponyms, and proper names,
and uses images of corporeality in various ways. It is worth highlighting the author’s expressive
appeals to the word as a hemostatic means, an instrument of resistance to destruction and the
deadly mania of the terrorist state.

The collection appears as an artistic laboratory of extrasensory perception of the act of
utterance. Kateryna Kalytko’s metaphorical approach objectifies the vocal apparatus, with the
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help of which the speaker spiritually resists the invaders and strives to weaken and destroy
them. The poet tries to comprehend the linguistic changes caused by the war at the level of
phonetics, vocabulary, morphology, and stylistics. The image of the author embodies at least
three hypostases: a witness of the Russian-Ukrainian war, a medium, and a philologist, and each
of them adds important connotations to the suggestive and incantatory discourse of the poems
in “People with Verbs”. This way, the collection under study convincingly proves Heidegger’s
thesis that true poetry is the territory of language, which serves its original purpose of seeking
the truth of being, and poets endowed with a delicate ear and deep genetic memory convey it to
readers through the capacious word and timeless codes.

Kateryna Kalytko’s book also addresses the problems of writing in the new reality; the poet
attempts to penetrate the motivation of homo scribens and homo legens in wartime, which we
consider to be the prospect of this study.
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Over the last decade, a significant vector of Ukrainian literature was the reception of the traumatic
stress caused by the Russian-Ukrainian war. The works of Kateryna Kalytko, representing intensive
metamodern explorations in contemporary poetry, occupy a significant place in this trend. The article
interprets the poet’s idiostyle based on the collection People with Verbs (2022). This study focuses on
the analysis of folklore archetypes in the author’s poetry, motifs, and verbal structures, whose origins
are rooted in ancient Ukrainian incantational traditions. It also covers the interpretation of the poet’s
meditative experience with the magic of language, its role in strengthening the spiritual axiology of a person
suffering from terrorist aggression, and the establishment of a stoical worldview despite the fragility of life.

This article aims to establish the concept of ‘incantation’ as a unifying system within the metaphorical
world of the poetry collection People with Verbs. The term ‘incantation’ is interpreted as the functioning of
verbal constructions aimed at healing from trauma, and the composition of incantatory metaphorical texts,
inspired by the belief in the magical power of words. The paper applies such methods as comparative,
structural, semiotic, anthropological, and hermeneutical analysis, as well as elements of the psychological
school of literary studies.

The study proves the actualization of the sacred worldview pre-system in the artistic thinking of
contemporary Ukrainian poets, as illustrated by Kateryna Kalytko’s collection People with Verbs. It focuses
on the author’s reflections and meditations during the war, appeals to suggestive speech preserved by
genetic memory, and the use of its structures as a form of defence and resistance. The binary time-spatial
model of the poet is marked by the cult of night, which corresponds to the ritual and spiritual practice
in the field of the mystical. Kateryna Kalytko intensively operates with pagan archetypes and signs, and
resorts to the use of proper names, emphasizing that even their pronunciation has a protective energy.
The figurative system of corporeality, which is in line with the tradition of incantations, is indicative of the
poetics of the collection. It concerns the specific markings (eyes, head, lips, muscles, lungs, heart, spine,
knees, joints, throat, intestines, entrails, veins, etc.) that are part of the metaphorical structures of the
incantatory nature. There are parallels with the healing modus of folk spells, firstly, the poetess tries to
stop the bloodshed and protect the defenders with her words. In the spirit of the ethnocultural tradition,
Kateryna Kalytko endows certain lexical signs with the function of verbal amulets (earth, roots, river, boat,
stones, wood, forest, house, fire, wind, bird, feather, beast, iron, ash, crystal, etc.)

At the same time, the poet’s metaphor is an objectification of the extrasensory perception of the
act of speaking. The focus of Kateryna Kalytko’s artistic studio is the articulatory apparatus, the miracle of
the birth of sound and voice, as evidenced by a number of tropes, whose centre is the word “throat”. The
poet also tries to comprehend the changes in phonetics, vocabulary, morphology, and stylistics caused
by the war. Kateryna Kalytko’s poetic search is correlated with the philosophical interpretation of the
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phenomenon of language by M. Heidegger, H.-G. Gadamer, and K. Jasperas. For the author, in accordance
with the realities of war, the well-known statement “language is home” is transformed into the metaphor
“language is a shelter”.

Thus, in Kateryna Kalytko’s idiostyle, one can guess the pathos of whisperers, fortune tellers, healers,
and molfars who resist evil with words. At the same time, the image of the author-medium is complemented
by the hypostases of a witness of the Russian-Ukrainian war and a philologist.
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SYMBOLIC METAPHORS IN F. DURRENMATT’S “THE MINOTAUR”
WITHIN MYTHOLOGICAL, POSTMODERN
AND EXISTENTIALIST CONTEXTS

Memoto [ocnifXKeHHA € AOCNIAXEHHA CUMBOANIYMHUX meTadop y 6banaai «MiHoTaBp» 3 orns-
Ay Ha cnifbHe i BigMiHHe y IXHbOMY NOTPaKTyBaHHI [toppeHmaTrom 3 mipoaoriyHo, NOCTMOAEpPHICT-
CbKOIO Ta eK3UcTeHLUiaNbHO-PiN0COPCbKOI0 TPAAMLLIAMM, L0 AOCATAETLCA Yepes3 3acToCyBaHHA Memodie
iHTEPTEKCTYaNbHOr0, CTPYKTYPHO-CEMIOTUYHOTO i FrepMEeHEeBTMYHOIo METOAIB NiTepaTypPO3HABYOro aHanisy
Yy MOEAHAHHI 3 NiHIBICTUYHUMM METOLAaMU KOHUENTYaNbHOro BAeHAiHry i iIHTepaKTMBHOI Teopii meTado-
pu. CumBonivHi meTadopu B banaai [loppeHmaTTta € NoNiKOMNOHEHTHUMM, OCKIZIbKM B KOXKHIl 3 HUX OAMH
OyKepenbHUI npocTip — nabipuHTy, A3epkan abo MiHoTaBpa — BOAHOYAC KOOPAMHYETLCA 3 KiflbKOMa LiNbo-
BMMW npocTtopamu. [na metadopwu STabipuHTy LiNbOBUMU NPOCTOPAMU € KNPUTYNIOK», KIHLWIMINY i «camo-
nisHaHHA»; ana metadopu [3epkan — «BcecBiT MiHoTaBpa» Ta «nopir». 06pa3 MiHoTaBpa NPOEKTYETLCA B
Li/IbOBMIA NPOCTiP «CAaMOTHOCTI» Ta «A3epKano JIloanHu».

MeTadopn € 3acobamm repmeHeBTUYHOrO KOAYBAHHA, WO MNiATPUMYETbCA CEeMaHTUYHUM KO-
[OM KOHOTaUiM i cMMBOIYHMM Kodom onosuuin. [ina metadop «nabipuHTy» meTadopmnyHa nepude-
pis BK/IIOYAE, 3a/1€KHO Bif, Li/IbOBOrO MPOCTOPY, 3HAYEHHA «LWACTA», KFAPMOHIA», «APYKENOOHICTbY,
«B3AaEMO3B’A30K» — i «pO3YapyBaHHA», «HEAO0Bipa», KHEPO3yMiHHAY; ANA meTadop «A3epKan» — Ko-
HOTaLil HECKIHYEHHOCTi, M03a4acoBOCTi, HEOCAXHOCTI, acouiiMoBaHi 3 LinboBMM NpocTopom Bcecsity, Ta
«HebesneKa», «KOPCTOKICTbY, KCMEpPTb», «CTPax», AKi iIHTeHCMIKYIOTb LiNboBMIA NpocTip Mopir. MeTa-
dopa «MiHOTaBp — CaMOTHICTb» MiACUNIOETLCA KOHOTALIAMMU «B'S3HULA», KHEMUHYYICTbY», «3pagay,
«CTPax», «pO34apyBaHHAY.

Y cumBoniyHOMy Koai meTadopa «nabipMHTY» pO3ropTaeTbCca B ONO3MULIAX «AoBipa i 3paga»,
CKUTTA | CcMepTb», «Hacoso4a i 6inb», «rapmMoHia i Xaoc», HEPO3B A3HICTb AKMX ACOLIOETLCA 3 Pi30o-
MaTU4HicTio NabipnHTy. MeTtadopa «/l3epkano-nopir» nos’A3aHa 3 NPOTUCTABAEHHAMMU KA — IHLWKNNY,
«Nt0AMHA —TBAPUHAY (3 iHBEpPCiED posieli: aHIMaNiCTUYHUIA eNeMeHT Yy 0 AUHI BUUTL TBAPUHY ByTH 3Bi-
pom), cninbHIiCTb — YyKopigHicTb. CUMBONIYHUI KOA, NOB’A3aHUIA i3 meTadopamm «MiHOTaBp — camo-
THiCTb» | « MiHOTaBp — A3epPKano AOAUHU» FPYHTYETbCA HA ONO3MLIAX HAIBHOCTI, AOBipPKU, ApYKeNtob-
HOCTI, L,OBPOTHU, AKi XapaKTepusytoTb MiHOTaBpa-TBapUHY A0 3yCTpidi 3 Nt0ANHOLO, Ta BOMBCTBA, XKOp-
CTOKICTb, NiACTYNHICTb, WO TBAapMHA Nepeilmac Big NtoamHu. Ono3uuii KoAyTb 3HAYEHHSA repMmeHeB-
TUYHOrO KoAy TeKCTy: MiHOTaBp — 3anepeyeHHA TBAaPMHHOIO efnemMeHTy vs. JllogMHa — 3anepeyeHHn
noacbKoro enemeHTy B MiHoTaspi.

MNepeocmucneHi y 6anaai, metapopu 36epiratoTb anto3nBHUIA 3B’A30K i3 MidONOTIYHUMU apXeTu-
namu Ta moaensamm metapopmyHOro CMMBOAI3MY B MOCTMOZEPHI3Mi. Y meTadopi nabipuHTy nepmi
piBEHb CMMBOIIYHOCTI TEKCTY CMMPAETLCA Ha apXeTUNHUA ob6pa3 nabipuHTy AK CTPYKTYypwm cBiTOOYA0BY,
Kpyroobiry »KuTTs, iHiuiauii, ApyrMit piBeHb — MOB’A3aHWI i3 MOCTMOAEPHICTCbKMM MepeocMUCieH-
HAM NabipnHTY AK meTadopu xaocy, BTpaTU CEHCY Ta Ae30pieHTaLi CBiZOMOCTI, i3 pylHYBaHHAM pO3-
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wudposaHoro nabipuHTy. Y paKkypci ek3ucTeHuianismy, iHTepnpeTauia metadopu nabipuHTy B 6anagi
acouinoBaHa 3 igeamu wopo nabipuHTOBOI MpuMpogm A, 3ycTpidi 3 camum coboto, nepexoay Big,
iCHyBaHHA [0 CYTHOCTI, 3 KOHLLEeNTaMu TPMBOTK, CTPaxy Ta Big4alo, WO CyNnpoOBOAXKYIOTb nepexig. Me-
Tadopa [3epkana, 3rigHO 3 NOCTMOAEPHICTCbKO TpagMLi€to, NOEAHYETbCA B 6anaai 3 apxeTunHUM 06-
pa3om NabipuHTy AK B aTPUBYTUBHO-CMHTAarMaTUYHMX 3B'A3Kax B 0bpasi «A3epKanbHOro NabipuHTy»,
TaK i B NOABIMHMUX CUMBONIYHUX BiAHOLWEHHAX ycepeauHi meTadopu: O3epkano — MNoTonbivua, [3epKa-
no — NNabipuHT, Wo, AK NoToMbIYHMI CBIT, 3aTArye B N1abipMHT. PemMiHicLeHLiasMn 40 NOCTMOLEPHI3MY €
06pasun nabipnHTOBMX A3epKan AK meTadop HECKIHYEHHOCTI i BcecBiTy AK A3epKanbHOI into3ii. ApxeTun
MiHoTaBpa anto3iMnHO NePETUHAETLCA 3 MO0 MOCTMOAEPHICTCHKOI iHTEepnpeTaLieto AK 3iTKHEHHA Ntogu-
HW 3i CBOEIO 3BIPUHOIO CYTHICTIO i 3 @K3UCTeHLiaNnicTCbKMMM KoHLenTammn «CamicTb i IHWmni», «IHwWui i no-
rnag», ineeto «6e3BMHHOT MPOBUHUY.

Knroyosi cnosa: cumeoniyHa memaghopa, KOHUENMyasabHA iHmMeapayis, nocmmooepHi3m,
HapPamMueHo-cemiomu4Hi Koou, Migh, eK3ucmeHyiasiam.

For citation: Kravchenko, N., Prokopchuk, M. (2024). Symbolic Metaphors in Durrenmatt’s “The Mi-
notaur” Within Mythological, Postmodern and Existentialist Contexts. Alfred Nobel University Journal of
Philology, vol. 1, issue 27, pp. 111-127, DOI: 10.32342/2523-4463-2024-1-27-8

The problem of reinterpreting ancient myths is one of the favourites in postmod-

ern literature, and, accordingly, it serves as the focus of numerous philological stud-
ies from this perspective. The deconstruction and reconstruction of myths in postmodern-
ism undermines the very essence of mythology — to offer a clear, stable, and comprehen-
sive understanding of the world. Instead, in poststructuralist tradition, myth becomes one of
the forms of signifying a new reality — using myth themes and structures to convey the cha-
os and absurdity of the world, the irrational element within individuals and humanity. The
mythological mechanism of resolving oppositions between life and death, the eternal and
the transient, fiction and truth, idea and illusion is often replaced by the disruption of these
oppositions, blurring their boundaries, with the ambivalence of the very idea of oppositions,
achieved through the means of deconstruction, transposition, play, and the carnivalization
of mythological narratives.

Dirrenmatt’s ballad “The Minotaur” is chosen for analysis for two reasons. First and fore-
most, it presents a unique reimagining of the myth in which a creature with emerging human-
ity is trapped in a mirrored labyrinth, communicating through dance, craving connection, and
self-identifying only when encountering an actual human-monster. Dirrenmatt asks which of
the two figures — the monster or the hero — possesses human potential, and which carries bes-
tial cruelty within.

The second reason for delving into “The Minotaur” analysis is Dirrenmatt’s reinterpre-
tation of mythological archetypes, often engaged by the postmodern literary tradition. On
the one hand, the ballad contains numerous intertextual reminiscences of postmodern re-
interpretations of myths and archetypes, allusively intersecting in this sense with existential
concepts of absurdity, the meaning of existence, etc. associated with such a reinterpreta-
tion. On the other hand, despite the implied references to postmodernism, the ballad does
not “fit” into aesthetic principles and techniques commonly associated with postmodernism
[Hassan, 1998; Lewis, 2001]. Dirrenmatt reinterprets the myth, not in a paratextual-parod-
ic form, but by imbuing his interpretation with a humanistic meaning. He employs a myth-
based fabulation, while adhering to realism and mimesis; he explores the chaos of the uni-
verse and temporal distortion, but avoids postmodern fragmentation and maintains a linear
narrative by conveying the absence of structure and a disrupted chronotope through sym-
bolic metaphors of the labyrinth and mirrors. The author employs a dual encoding, not in
the postmodern sense of multiple interpretations aimed at differently prepared readers, but
rather in terms of the polysemy of symbolic metaphors and archetypes, transparent across
all levels of their meanings, influencing the narrative-semiotic codes of the text — herme-
neutic, semantic, and symbolic.

I ntroduction
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In this context, the focal point of the article is the exploration of archetypal symbolic meta-
phors in Dirrenmatt’s “The Minotaur” within the framework of postmodern and existential-phil-
osophical reminiscences, through their interpretation within the semantic architecture of the
ballad’s text.

Theoretical Background

One of the theoretical premises of the article is the concept of a symbolic metaphor, first
introduced by J.H. Wicksteed [1928, 23]. Such a metaphor possesses qualities of “repeatability
and stability”, which, according to René Wellek and Austin Warren, can be considered distinctive
characteristics of a symbol: “an image may be invoked once as a metaphor, but if it persistently
recurs both as presentation and representation, it becomes a symbol” [Wellek, Warren, 1973, p.
189]. Symbolic metaphors are distinguished by their fixation on the central meaning (symbolic
component) they signify, while retaining a connotative range, despite its potential variation in
contexts.

It can be argued that there are at least three levels of postmodern metaphorical
symbolization associated with ancient myths: the primary level involves the symbolism of
mythological archetypes, the secondary level involves the interpretation of mythological
symbols in postmodern literature, where they are used as signs to denote new concepts inherent
to postmodernism, and the tertiary level involves the authorial symbolization within symbolic
metaphors of a specific text. At the last two levels, connotative implications that are consistently
linked to mythological archetypes are reinterpreted as the symbolic metaphors, creating a new
symbol either within the literary tradition or within a specific text, contributing to its symbolic
and hermeneutic codes.

The first level of symbolization corresponds with Jung’s characterization of the
archetype as a potential symbol — an image-like entity [Jung, 1959, pp. 3—41] and symbols
as embodied archetypes, which serve as sources of all mythic representations. According
to Jung, mythology is the primary way archetypes manifest, transforming into symbols that
fill myths with meaning. In transdisciplinary studies, myth is understood as the universal
language of human imagination, with the following characteristics highlighted: its archetypal
foundation, symbolism, connection to the collective unconscious, and its function in
addressing fundamental worldview problems, offering answers to the essential questions
of human existence [Dardel, 1984; Keen, Valley-Fox, 1989]. Jung discerns the connection
between myth and archetype in the way that archetypes shape reality and “create myths,
religions, and philosophies that influence and characterize entire nations and historical
epochs” to provide sacred answers to existential imperatives [Jung, 1964, p. 76]. This
world-shaping function of archetypes, known as “archaic remnants” or “original patterns
of primal human experience”, is explained by Jung through their possession of a “specific
energy” [ibid], intellectual and emotional significance that ordinary ideas lack. The function
of archetypes as a subconscious adaptive tool for addressing social and biological issues is
also highlighted by other researchers [Becker, Neuberg, 2019, pp. 59-75], with archetypes
defined as hidden mythic causes [Segal, 2004].

One of the most crucial characteristics of myth is its symbolism. Jung speaks of
myth as a collectively shared symbolic representation of a specific idea or concept, as
representations of a powerful symbolic unconsciousness [Jung, 1959]. In a similar vein,
R. Miller affirms that myth is a universal human phenomenon that seeks to express the
highest reality through symbols (mythologemes) and points to a reality beyond itself
[Miller, 2014, p. 539-561].

It is important to note that myths are a secondary expression of archetypes in archetypal
images, which in Jungian terminology can be referred to as an “elaboration” that can lead to
something entirely different from the original experience [Jung, 1959], with specific purposes —
to solve particular worldview problems. In this context, within myths, all things are considered
simultaneously in two aspects. On the one hand, they are temporal and immediate; on the other,
they are eternal and transcendent [Sigal, 2004].

The property of myth to preserve the eternal and transcendent in modern
interpretations, and the ability of mythological archetypes to manifest in images, is used
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by postmodern metaphorical symbolism — the second of the types of symbolism mentioned
above. The interpretation of mythological archetypes in postmodern literature represents
a development that serves a dual purpose — through the reevaluation of a specific myth
and the creation of symbolic metaphors based on it, postmodernism addresses existential
and eschatological issues in the “absurd” world of finitude, mortality, imperfection, and
the meaninglessness of human existence [Baker, 1996; Cox, 2018; Wendy, 1988; Weed,
2004]. The engagement of postmodernists with mythological archetypes can be explained
by the fact that these archetypes, elaborated through myths, have acquired the status of
universal symbols with their own symbolic grammar [Ellens, 2001]. Mythological characters,
objects, and themes (such as journeys to the underworld, battles with monsters, and
more) have become symbols recognizable across various linguistic and cultural contexts. As
these symbols embody symbolic keys to truths about the human condition and the world
[Stenudd, 2022], reinterpreting them allows for a challenge to these truths, casting doubt on
them within the author’s own system of signs and symbols. As such, the reinterpretation of
mythological images, which become the source space for new symbolic metaphors, allows
postmodernists to question established narratives and perspectives, leading to new layers
of meaning and interpretation.

In the ballad “Minotaur”, Dirrenmatt employs the third level of symbolization by utilizing
the primary meanings of archetypal symbols within the source space of metaphors while
adapting established symbolic correlates from postmodern literature to create new symbolic
metaphors.

The research’s objective and its associated tasks involve the analysis of the specific
construction of symbolic metaphors in the ballad “Minotaur” and their impact on the
narrative-semiotic codes of the text, considering both the commonalities and differences in
the interpretation of symbolic images within the contexts of mythological, postmodern, and
existential-philosophical traditions.

Methods

The article uses a comprehensive approach with elements of intertextual, structural-
semiotic, and hermeneutical methods of literary analysis. As the components of the sym-
bolic metaphor are scattered throughout the entire text, influencing its narrative-semiot-
ic codes, the study employs Roland Barthes’ structural-semiotic method, utilizing narra-
tive coding [Barthes, 1974]. Barthes distinguishes (a) hermeneutic or enigmatic code, in-
tertwined in the analyzed text with meanings encoded by symbolic metaphors; (b) semiotic
code (semic code, according to Barthes), linked to the connotative meanings of the text; (c)
symbolic code, unveiling a system of value oppositions; (d) actional or proairetic code, re-
lated to the narrative unfolding of the text, predicting characters’ actions and consequenc-
es; and (e) cultural code, encompassing historical, social, or literary references, specific con-
stants of social mythology [Barthes, 1974, p. 17-20, 78, 117]. In “The Minotaur”, cultural
code is grounded both in references to the ancient myth and its characters, as well as in the
interplay between the text and concepts, characters, and motifs within the postmodern cul-
tural tradition and existentialist concepts.

Therefore, the identification of cultural code relies on intertextual analysis, which allows for
the interpretation of symbolic metaphors within the analyzed text through “explicit or implicit
connections with other texts” [Genette, 1997, p. 1]. Such analysis involves the classification of
types of intertextuality/trans-textuality according to G. Genette, among which the study utilizes:
(a) Proper intertextuality, which concerns the “presence” of one text within another, (b) Para-
textuality, which encompasses the connections between the text and its title, preface, epigraph,
and so forth, (c) Metatextuality, which includes retellings and commentary on references to the
pre-text [Genette, 1997, p. 1-7].

The hermeneutical method enables the identification of the role of symbolic met-
aphors of the text in interpreting its deep semantic structure. The study employs a her-
meneutical interpretation of symbols, the model of which is proposed by Paul Ricoeur
[1967; 1974] in the following stages of analysis: establishing a connection between the
analyzed symbol and the broader world of symbols, particularly within the studied text
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and in postmodern literature; disclosing the content of the symbol through immersion
in the atmosphere of the corresponding symbolic world or in mythological conceptions;
interpreting and determining the specific meaning of the symbol. In the application of
the hermeneutical method to our research, it is important to distinguish between pri-
mary understanding or pre-understanding (Vorverstandnis) and secondary or philolog-
ical understanding [Heidegger, 1963, p. 338]. In the context of the article, primary un-
derstanding involves the identification of meaning-generating symbolic metaphors. In
contrast, their philological interpretation as secondary understanding involves the use
of linguistic methods — conceptual blending and the method based on the interactive theo-
ry of metaphor.

The method of conceptual blending [Fauconnier, Turner, 2002] utilizes a basic structure of
four spaces to reconstruct metaphors. The structure includes input source and target spaces, a
generic space of their shared attributes, and a blend space into which selected shared charac-
teristics are projected, which is further elaborated with the inclusion of background knowledge
from the text and extratextual presuppositions.

In the model of analyzing symbolic metaphors, an approach is employed that treats such
metaphorsasstructures, encompassinganinvariant symbolic core and a connotative metaphorical
periphery. In the process of interpreting such a metaphor, relationships are established between
all the images in the text, revealing their metaphorical “interaction” [Black, 1962; pp. 25-47;
1977, pp. 431-457] within a comprehensive “associative complex”. Those elements of the
holistic metaphorical image that are not explicitly stated in the text are reconstructed from the
associative context of the symbolic metaphor.

Results and Discussion

The metaphorical symbolization of the Minotaur image

A component of the hermeneutic code of the text is the metaphorical reimagining of the
Minotaur image as a symbolic metaphor of alienation and loneliness. The archetype of the
Minotaur monster is allusively intersected not only with the ancient Greek myth but also with
numerous depictions of the Minotaur in postmodern interpretation.

In Borges’ “The House of Asterion”, the story is told from the perspective of the
Minotaur, who is lonely in his labyrinth, desiring the companionship of his reflection and
suffering from solitude: But of all the games, the one | like best is pretending that there
is another Asterion. | pretend that he has come to visit me, and | show him around the
house [Borges, 2000, p. 52]. In Mark Z. Danielewski’s novel “House of Leaves”, the house is
depicted as an infinite space with a labyrinth inside it and a Minotaur that doesn’t actually
exist but is felt everywhere: I’'m afraid. It is hungry. It is immortal. Worse, it knows nothing
of whim [Danielewski, 2000, p. 79]. In Henry James’ story “The Jolly Corner”, [1945] the
main character desperately searches for his doppelgdanger, a meeting with his Minotaur,
in order to achieve either a fragmentation or consolidation of his potential self. Similarly,
Umberto Eco views the Minotaur as a quest for one’s own identity: A maze does not need a
Minotaur: it is its own Minotaur: in other words, the Minotaur is the visitor’s trial-and-error
process [Eco, 1984, p. 81]. The intertextual allusion to the labyrinth, Minotaur, Theseus, and
Ariadne is one of the structuring elements in John Fowles’ “The Magus”, where the Minotaur
is conceptualized as an internal monster that the protagonist must confront in his initiation:
let it all come, even the black minotaur, so long as it comes; so long as | may reach the center
[Fowles, 2004, p. 306].

Diirrenmatt’s interpretation of the Minotaur differs from the ancient Greek myth and only
partially aligns with a postmodern interpretation of the image of the mythological creature as
a metaphor for solitude and the search for one’s own identity. However, he interprets these
metaphors in his own unique way. The ballad becomes imbued with a pervasive symbolic
metaphor for the alienation and loneliness experienced by a creature striving for connection
within an antagonistic world. The target space of the Minotaur symbolic metaphor, which is
Loneliness, is schematically illustrated in Table 1, representing the nominations of this space
characteristics (The translation into English was carried out by the authors of the article — N.K.,
M.P.).
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Table 1
Components of the target space of the metaphor “Minotaur is Loneliness”
Nominations The target space of the metaphor
and its components
es fiir ihn keine andere Welt gab — mottete doch nur ein vages Lack of familial ties
Gefiihl von Kuhwdrme; es tanzte wie ein monstréser Vater seiner
selbst?
ohne zu wissen, daf8 es selber das Wesen war? Absence of connections with oneself
er bis jetzt in einer Welt gelebt hatte, in der es nur Minotauren Solitude of an enclosed space —a
gab, jeder eingeschlossen in ein gldsernes Geféngnis® mirrored prison
wufte er doch nicht, was Leben war und was Tod, ohne daf3 er Lack of connections with time and
wufSte, was Fluch, Geschick, Geburt und Tod war* space

weder Gott noch Mensch noch Tier, sondern nur Minotaurus zu The sole representative of its kind
sein®
Beleidigung der Gétter und ein Fluch den Menschen, verdammt | Cursed by the gods and rejected by
War; das Rad des Fluches, der auf ihm lastete; kam es dem humans

Stiermenschen vor, die ganze Menschheit brdche liber
ihn herein, ihn zu vernichten®

flihlte sich der Minotaurus auch von den Minotauren im Stich A state of abandonment not only by
gelassen und verraten’. humans but also by Minotaurs

The common characteristics of the target space, Loneliness, and the source space, Minotaur,
encompass:

(1) Isolation, Misunderstanding, Alienation, and Inability to Connect with Others: Similar
to the Minotaur in the labyrinth, a solitary person can feel as if he is trapped within their own
labyrinth, unable to communicate and find common ground with others; (2) Hidden Fears and
Internal Struggles: Just as loneliness is associated with internal conflicts and fears, the Minotaur
in Greek mythology was created from fears and sins, constantly burdened by the curse of the
gods and haunted by his fate; (3) Loss: Similar to how loneliness is often linked to a sense of loss,
the Minotaur is deprived of familial connections, relationships with people, and connections
with others of its kind.

At the level of the semantic periphery contributing to the semantic code of the text, the met-
aphor is intensified by contextual connotations such as “prison”: eingeschlossen in ein gléisernes
Geféingnis®; curse: Beleidigung der Gétter und ein Fluch den Menschen, verdammt War?; inevita-
bility, and abandonment: die Minotauren und die Mddchen ihn verlassen hatten; gelassen und
verraten®. Connotations are formed through the repetition of words, including in parallel con-
structions, which creates a foregrounding effect based on quantitative deviation, i.e., a depar-
ture from an expected frequency [Leech, Short, 2007, p. 38] and parallelism as “some form of lin-
guistic repetition in two or more parts of the text” [Douthwaite, 2014, p. 96].

1 For him, there was no other world — only a vague sense of cow warmth lingered; it danced like a
monstrous father of itself.

2 Without knowing that it was itself the creature.

3 He had lived until now in a world where there were only Minotaurs, each one enclosed in a glass
prison.

4Yet he did not know what life was and what death was, without knowing what curse, destiny, birth,
and death were.

°To be neither God nor human nor animal, but only to be a Minotaur.

5 An insult to the gods and a curse upon humans; the wheel of the curse that burdened him; it
seemed to the bull-man that all of humanity would descend upon him to destroy him.

”The Minotaur also felt abandoned and betrayed by the other Minotaurs.

8 Enclosed in a glass prison.

9 An insult to the gods and cursed by humans.

9 The Minotaurs and the girls had left him; left and betrayed.
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The image of the Minotaur-Stiermenschen, as a half-human, half-beast combines human
and animal qualities, with their mirrored inversion in the “noble-base” projection: human quali-
ties such as naivety, trustfulness, childlike innocence, friendliness, and kindness characterize the
Minotaur-animal, while the animal nature — the desire to kill, cruelty — awakens within the crea-
ture precisely through encounters with humans, their treachery, and betrayal.

Individuals awaken in the Minotaur the monster they themselves fear. At this stage of the
Minotaur’s “initiation”, the hermeneutic code of the text is encoded in the complex metaphor
“Man is the Minotaur, and the Minotaur is the Mirror of Man”. The blending of the character-
istics of the target space “Man” and the source space “Minotaur” in the space of metaphor be-
comes possible thanks to (a) the dual nature of the Minotaur, embodying both human and ani-
mal elements, and the dual nature of Man with his capacity for good and evil; (b) the symbolism
of the Minotaur figure in Greek mythology, representing primal, monstrous, and dark aspects of
humanity; (c) the reflective quality of the mirror, which mirrors the dark aspect of humanity in
the Minotaur. By becoming a mirror of humanity, the Minotaur starts to kill.

In the symbolic code of the novel, such a metamorphosis is encoded through oppositions of
self —other, human —animal (with a role reversal: the animalistic element in humans teaches ani-
mals to be animals), being — otherness, life — death, trust — betrayal: Der Minotaurus néherte sich
ihm voll Wohlwollen; Er freute sich; Der Minotaurus umtanzte es, umklatschte und umstampfte
es. Er tanzte seine Freude, nicht mehr allein zu sein; Er war nur noch Heiterkeit, Freundlichkeit,
Leichtigkeit, Zdrtlichkeit. — die ganze Menschheit briche lber ihn herein, ihn zu vernichten; Der
Haf3 kam (iber ihn, den das Tier gegen den Menschen hegt, von dem das Tier gezihmt, mif-
braucht, gejagt, geschlachtet, gefressen wird, der Urhaf3, der in jedem Tier glimmt*.,

Prominent are also oppositions such as (a) kindness — hatred, marked by recurring words
on one hand, Freude, Heiterkeit, Freundlichkeit (joy, cheerfulness, friendliness), and on the other,
Hap, Wut (hate, anger); (b) order — chaos: rhythmischer Tanz (rhythmic dance) — wilden Ringelrei-
gen (wild wrestling dance); (c) lightness, tenderness (Leichtigkeit, Zértlichkeit) — suspicion: Er beob-
achtete sein Spiegelbild mifstrauisch, tat, als ob er es nicht beobachtete, er fiihlte, dafs es etwas zu
sein schien, was es nicht war?; (d) hope, dream: Er trdumte von Sprache, er tréumte von Briiderlich-
keit, er trdumte von Freundschaft, er trdumte von Geborgenheit, er tréiumte von Liebe, von Ndhe,
von Wdrme*® — disappointment and betrayal: gelassen und verraten (abandoned and betrayed).

The “Noble-base” oppositions, highlighted in the text through foregrounding mechanisms,
contribute to the motif of the hermeneutic code of the text “Minotaur — negation of the beastly
element” vs “Human — negation of the human element in the Minotaur”.

Humanity compels Minotaur to realize his solitude and doom, depriving him of blissful ig-
norance and sentencing him to suffering, thus, on a newer level of textual development, consol-
idating the original metaphor “Minotaur — Loneliness”, which in this case is associated with Ki-
erkegaard’s idea of “the despair of being oneself” [Kierkegaard, 1980, p. 67].

The Minotaur reaches a higher level of consciousness, not as a human, but only at the mo-
ment when he learns to accept himself as the Minotaur: er einem anderen Minotaurus oder des-
sen Spiegelbild gegeniiberstand. Der Minotaurus schrie auf, wenn es auch mehr ein Briillen war
als ein Schreien, ein langgezogenes Aufheulen, Aufmuhen und Aufjaulen vor Freude dariiber, daf3
er nicht mehr der Vereinzelte war, der zugleich Aus- und Eingeschlossene, dafS es einen zweiten
Minotaurus gab, nicht nur sein Ich, sondern auch ein Du**,

1 The Minotaur approached him with kindness; He was delighted; The Minotaur danced around
it, clapping and stamping. He danced his joy, no longer being alone; He was nothing but cheerfulness,
friendliness, lightness, tenderness. — all of humanity would descend upon him to destroy him; Hatred came
over him, the hatred the animal holds against humans, the ones who tame, misuse, hunt, slaughter, and
devour the animal, the primal hatred that smolders in every creature.

2 He observed his reflection suspiciously, acted as if he wasn’t observing it, he felt that it seemed to
be something it wasn’t.

13 He dreamed of language, he dreamed of brotherhood, he dreamed of friendship, he dreamed of
security, he dreamed of love, of closeness, of warmth.

14 He stood facing another Minotaur or its reflection. The Minotaur let out a scream, more like a roar than
a scream, a prolonged howl, a rebellion and a howling of joy because he was no longer the isolated one, both
excluded and enclosed at the same time, that there was a second Minotaur, not just his self, but also a You.

117



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

In the hermeneutic code of the novel, the image of the Minotaur is connected with Kierkeg-
aard’s existentialist idea about the inevitability of conflict and guilt arising from the encounter of
the Self with the Other [Kierkegaard, 1987, p. 144, 150]. Upon encountering the Other-Human,
the innocent Minotaur becomes guilty solely because he exists, “schuldlos und schuldig zuglei-
ch”®.

The encounter of the Minotaur with himself is the result of realizing that the reflec-
tion in the mirrors is the “Other”. Therefore, this encounter can be interpreted in connec-
tion with an existential concept such as the “Self” and the “Other”, “The Other and the
Look” [Sartre, 1992] — when one experiences oneself in the Other’s Look, one doesn’t ex-
perience oneself as nothing (no thing), but as something, as objectively existing subjec-
tivity, with a “self-recovery of being which has been previously corrupted” [Sartre, 1992,
p. 116].

The reinterpretation of the Minotaur’s image by Dirrenmatt leads to a reevaluation of oth-
er mythological characters through the inversion of hero and monster roles, embodying good
and evil. These roles are reversed, with Theseus donning a bull mask to deceive and treacher-
ously kill the Minotaur, who was filled with “existential” enlightenment from encountering a be-
ing similar to himself. The image of Ariadne is also rethought by Diirrenmatt, since the role of
Theseus’ saviour, leading him out of the labyrinth, is replaced by the role of an accomplice in the
murder. She, like Theseus, becomes a symbol of cunning, as she herself goes to the sleeping Mi-
notaur and wraps his horns with a red thread, so that Theseus, entering the labyrinth, can quick-
ly find and kill the Minotaur.

The metaphorical symbolization of the image of Mirrors

One of the central cultural archetypes in the ballade is the image of mirrors which
serves as a recurring motif in postmodern literature, where, similar to Dirrenmatt, the mirror
motif often pairs with the archetypal image of the labyrinth, both in attributive syntagmatic
relationships such as “the mirror-maze” and in the relationships of double symbolic metaphor
(a metaphor within a metaphor): Mirror — Otherworld, Mirror — Labyrinth, when the mirror
serves as a metaphor for an alternate world that draws one into the labyrinth: “Mirrors to
weave a labyrinth around” [Borges, 1964, p. 85]. In postmodern literary tradition, only
Borges addresses the image of mirrors in at least six of his works — in “Labyrinths”, “Funes
the Memorious”, “Three Versions of Judas”, “The Immortal”, “The Theologians”, “Deutsches
Requiem”.

In DUrrenmatt’s work, the labyrinth consists of multiple mirrors reflecting the image of a
being with a projection into infinity: verschachtelte Wéinde aus Glas waren; in Spiegelbildern von
Spiegelbildern die anderen Spiegelbilder.

The image of numerous labyrinthine mirrors that duplicate reality is reminiscently
connected to the mirrors of the Benedictine abbey in Eco’s “The Name of the Rose” [1983] and
to the Borgesian mirrors in the house from “Death and the Compass”, in which man is “infinitely
reflected in opposing mirrors” [Borges, 1954, p. 259].

The archetypal image of the mirror in the ballad becomes a symbolic metaphor that evolves
as the text unfolds, accumulating symbolic and semantic meanings and encoding a hermeneutic
code. At the beginning of the ballad, the mirror serves as a metaphor for the Universe of
the Minotaur, where he does not feel lonely but rather as a “leader” or “god”, dancing with
reflections.

The Universe, as the target space of the Mirror metaphor, is schematically illustrated in
Table 1, presenting markers of this space and its characteristics.

The metaphor of the Mirror as the Universe is reminiscently associated with the image of
the mirror-door in the library from “The Name of the Rose”, which, in turn, becomes a symbol-
metaphor of Eco’s universe-labyrinth. It is also linked to the idea of the reconstruction of the Uni-
verse, attributed to the conjunction of the mirror and encyclopedia by Borges [1964, p. 3], as well
as with the image of the mirror as a metaphor for infinity in Borges’ “The Library of Babel” [Borg-
es, 2000], where the mirror expresses and promises infinity.

> blameless and guilty at the same time.
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Table 2
Components of the target space of the metaphor “Mirror is the Minotaur’s Universe”

The target space of the metaphor

Nominations and images .
and its components

durch das Weltall seiner Spiegelbilder Universe
daf3 der Minotaurus in ein Universum aus Stein zu blicken
glaubte; das Weltall der Minotauren*®

Labyrinth ins Unendliche widergespiegelt; als Spiegelbilder Infinity: boundless dimensions and
von Spiegelbildern von Spiegelbildern spiegelverkehrtwaren, |intricate interconnectedness.
bis sie sich im Unendlichen verloren'’

es sich wie ein Anfiihrer vorkam, mehr noch, wie ein Gott, God (creator of the Universe)
wenn es gewufSt hdtte, was ein Gott ist;
wie ein monstréser Gott'®

Seine Welt hatte sich verdoppelt* World

eine UnermefSlichkeit von Spiegelbildern; Es sah unermefllich | Immeasurability, Multiplicity and
viele Wesen, wie es eines war, vor sich, und wie es sich Diversity: The Universe contains a
herumdrehte, um sie nicht mehr zu sehen, unermeflich viele | myriad of entities, phenomena, and
ihm gleiche Wesen wiederum vor sich®® worlds

Er sah das unermefliche, sich hinaufwdlzende Rad, er hielt die | The cycle, cyclicality.
Augen geschlossen, er sah es dennoch, das Rad des Fluches,
der auf ihm lastete, das Rad seines Geschicks, das Rad seiner
Geburt und das Rad seines Todes.?

The walls of the labyrinth serve as mirrors in which the Minotaur sees multiple versions of
himself, interacting only with his own reflections. The correlate of this mirror reflection is the
echo — a reflection of sound in the mirrored labyrinth: tausendfach scholl sein Echo zuriick, schien
endlos zu briillen®.

The fact that the Minotaur does not recognize himself in the mirrored images but considers
himself one being among many similar beings showcases the animalistic aspect of the human-
bull, with a still “dormant” human nature that has not yet reached the Lacanian mirror stage of
human development as the self-awareness of the Minotaur is hindered by the multiplication of
his own image through infinite mirrors: Wesen nicht nur seinem Spiegelbild gegeniiberkauerte,
sondern auch den Spiegelbildern seiner Spiegelbilder: Es sah unermeflich viele Wesen, wie es
eines war, vor sich, und wie es sich herumdrehte, um sie nicht mehr zu sehen, unermeflich viele
ihm gleiche Wesen wiederum vor sich; Es befand sich in einer Welt voll kauernder Wesen, ohne zu
wissen, dafs es selber das Wesen war®.

At this stage of the text’s development, there are echoes of Borges’ “Fauna of Mirrors”
[Borges, 1970], where mirrors show images of animals and beings that exist independently of
the image they duplicate. This, in turn, intersects with some Chinese legends about “animals in
the mirror” [Cirlot, 2001, p. 212]. The recurring motif in literature of “Mirror Images as an An-
tithesis of Loneliness” is also actualized. For instance, Potter, experiencing a sense of loneliness,

6 through the cosmos of his reflections, that the Minotaur believed he was gazing into a universe of
stone; the cosmos of the Minotaurs.

7 Labyrinth mirrored into infinity; as reflections of reflections of reflections were mirrored in reverse,
until they were lost in the infinite.

18 |t felt like a leader, even more so, like a god, if it had known what a god is; like a monstrous god.

¥ His world had doubled.

2 An immensity of reflections; It saw countless beings, like itself, before it, and as it turned around
not to see them anymore, countless beings just like it were once again before it.

21 He saw the immeasurable, rolling wheel, he kept his eyes closed, yet he saw it, the wheel of the
curse that burdened him, the wheel of his destiny, the wheel of his birth, and the wheel of his death.

22 A thousandfold, its echo reverberated, seeming to roar endlessly.

2 The creature crouched not only in front of its reflection but also in front of the reflections of its
reflections: It saw countless beings, like itself, before it, and as it turned around not to see them anymore,
countless beings just like it were once again before it; It found itself in a world full of crouching beings,
without knowing that it was itself the being.
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“had seen not only himself in the mirror, but a whole crowd of people standing right behind him”
[Rowling, 1998, p. 208].

The conceptual reconstruction of the symbolic metaphor “Mirror — Universe of the Mino-
taur” reveals a set of attributes of generic space integrating the source space “Mirror” and the
target space “Universe”:

(1) Symmetry, Balance, and Harmony: Despite its immense diversity, the Universe main-
tains a harmonious balance. Just as a mirror creates a symmetrical reflection of objects, the met-
aphor depicts symmetry between the Minotaur’s state and a harmonious and balanced whole
of its inner universe. The beings inhabiting it interact with each other and with him in a unified
dance: dieser kindlichen Freude wurde allmdhlich ein rhythmischer Tanz des Wesens mit seinen
Spiegelbildern, die teils spiegelverkehrt, teils als Spiegelbilder von Spiegelbildern mit dem Wesen
identisch®,

(2) llusion and Reality, Blurred Boundary: The semantic boundary between illusion and re-
ality, much like a reflection in a mirror, becomes blurred, symbolizing the complex relationship
between the Minotaur’s perception and the actual universe: es nicht wufSte, was Traum war und
was Wirklichkeit?.

(3) Reflection and Interconnection, Iconic Isomorphism: An iconic correspondence between
the Minotaur’s existence and its universe is established, akin to how images in a mirror corre-
spond to their physical counterparts. Like a mirror, the Universe reflects various aspects of ex-
istence, capturing both visible and hidden elements. In the world of his mirrors, the Minotaur’s
internal experiences are reflected, leading him to respond to these reflections with a friendly
dance: Er tanzte seine Ungestalt, er tanzte seine Freude, er tanzte seine Erlésung, und es tanzte
sein Schicksal, er tanzte seine Gie; Es wurde libermliitiger, sprang herum, liberschlug sich, und mit
ihm sprang und tiberschlug sich eine Unermeflichkeit von Spiegelbildern®.

The metaphor blended space contributes to the hermeneutic code of the text: the
mirrors in the Minotaur’s labyrinth create his harmonious universe, preserving his naively
animalistic perception of the world, shielding him from realizing his loneliness and the chaos
beyond the mirrors. The blend develops by incorporating elements from the source and target
spaces of another metaphor “Mirror is Consciousness” based on such shared features of the
first metaphor’s generic space as Reflection and Interconnection (the Minotaur’s feelings and
perceptions is reflected in the world of mirrors).

The hermeneutic code of the text is supported by its semantic code through connota-
tions associated with the parameters of the universe: infinity — vom Labyrinth ins Unendliche wi-
dergespiegelt?’, timelessness, and vastness: eine Unermeflichkeit von Spiegelbildern; Spiegel-
bilder von Spiegelbildern?.

Due to repeated instances in the text, such nominations, contributing to the semantic code,
underlie foregrounding effects of quantitative deviation and parallelism. On the other hand, the
semantic periphery of the metaphor includes connotations of “happiness”, “friendliness”, and
“interaction”, which strengthen the metaphorical comparison of mirrors-labyrinths with the uni-
verse of the Minotaur as a harmonious and interconnected whole. Ein Gliicksgefiihl (iberkam es;
er tanzte seine Freude; Sein Gesicht wurde freundlicher, die Gesichter seiner Spiegelbilder wurden
freundlicher; ein ungestiimes Gliick®.

At the beginning of the ballad, the mirror is not a tool for the Minotaur’s self-identification,
and his human nature is only expressed through a creative dance-like interaction with the mir-
ror images. The appearance of a human in the mirror reflections makes the mirrors a threshold

24 This childlike joy gradually transformed into a rhythmic dance of the creature with its reflections,
some of them mirrored, some identical as reflections of reflections with the creature.

% |t didn't know what was a dream and what was reality.

%6 He danced his deformity, he danced his joy, he danced his redemption, and his destiny danced, he
danced his greed; It became more reckless, leaping about, somersaulting, and an immensity of reflections
leaped and somersaulted with it.

2" mirrored from the labyrinth into infinity.

28 An immensity of reflections; reflections of reflections.

2 A feeling of happiness overwhelmed it; it danced its joy; Its face became friendlier, the faces of its
reflections became friendlier; an exuberant happiness."
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phenomenon for the Minotaur’s self-awareness: Tanzend hatte das Wesen zwischen den tanzen-
den Spiegelbildern Wesen gesehen, die nicht tanzten und die keine Spiegelbilder waren, die ihm
gehorchten®.

In this context, the second hermeneutical interpretation of the mirror, corresponding to
literary tradition, is the metaphor of the Mirror as a Threshold, a corridor between two worlds,
which Dlrrenmatt reinterprets in two dimensions. Firstly, as a boundary between worlds — the
world of the Minotaur and humans, the labyrinth and the external world, aligning with the liter-
ary tradition exemplified by Lewis Carroll in “Alice Through the Looking Glass”. Secondly, the mir-
ror serves as a threshold of transition towards self-awareness or a qualitatively different state of
the soul, as “the mythic form of a door through which the soul may ‘pass’ to the other side” [Che-
valier, Gheerbrant, 1997, p. 211].

The first projection of the metaphor “Mirror as Threshold” between the Minotaur’s world
and that of humans emerges when the Minotaur realizes that the reflection in the mirror is the
Other and the space of mirrors, reflecting the natural world of the Minotaur, is invaded by the
human world. At first, it is a girl whom the Minotaur inadvertently kills in a sensual dance, then
a young man who, like a matador, taunts him with a sword and a cloak, striking with a sword in
the chest, the young men and women joyfully dancing in anticipation of his death, and finally the
pseudo-Minotaur Theseus in a bull mask.

When human reflections appear in the mirrors, they cease to be incorruptible and mere
prosthesis that, in Eco’s words, cannot be used to lie [Eco, 1984, pp. 214, 216]. The mirror be-
comes deceptive not because it is distorted but because the centre of distortion becomes the hu-
man who disguises himself as a mirror reflection to kill. The human-twisted mirror distorts and
inverts feelings and emotions, responding to merriment, warmth, lightness, and tenderness with
malicious intent, betrayal, and murder.

At this stage of the text’s development, the second projection of the metaphor “Mirror as
Threshold” becomes actualized. The human “twists” the feelings of the Minotaur — from love to
hatred — by mirror-like transmitting to him human feelings of hating, fearing, and understand-
ing that everything that is not a Minotaur is his enemy. In other words, enantiomorphism, the
inverted symmetry of the mirror (right — left), metaphorically changes “right” feelings to “left”
ones. The semantic periphery of such a metaphor at the level of the text’s semantic code is ac-
tualized by connotations reflecting the “transition” of the Minotaur to a new level of self-aware-
ness — with human qualities: cruelty, hatred, fear: seine Wut, seine Gier, seinen Wunsch sich zu
réichen, seine Lust zu téten, seine Furcht; er die Leiber der anderen Menschen mit seinen Hérnern
durchstofSen und zerfetzt hatte’..

As the mirror becomes a model of deception, contradiction, and the conflict between ap-
pearance and essence, the Minotaur becomes aware of the illusory and deceptive nature of his
mirrored universe. The idea of mirror illusion is supported by reminiscences of postmodern lit-
erature — the Minotaur no longer knows what is real and what is just a reflection, similar to the
character in Ambrose Bierce’s story in John Barth’s “Lost in the Funhouse”, who does not know
if the image he sees in the mirror-maze is real or not [Barth, 1988]. He cannot find answers as to
why the mirror reflections of humans carry hatred and death toward him; the answers are hid-
den behind the mirrors, remaining an enigma, much like the most forbidden place in the laby-
rinth from “The Name of the Rose”, [Eco, 1983], finis Africae.

This leads to an explosion of hatred and the destruction of the mirror walls of the labyrinth
that multiply and disseminate this illusion. This is somewhat reminiscent of the reference to
Borges’ “Tlon, Ugbar, Orbis Tertius”: “The visible universe [is] an illusion. Mirrors ... are abomi-
nable because they multiply and disseminate that universe” [Borges, 1964, p. 4]. Akin to the apo-
calypse of the universe of mirrors in Eco’s “The Name of the Rose”, where the labyrinth-library
is consumed by fire, the Minotaur destroys the mirrors that invert his world: Er durchbrach die
Wand; darauf schlug er mit beiden Féusten zu, das Spiegelbild ebenfalls, schliefSlich trommelte

30 While dancing, the creature had seen among the dancing reflections beings that did not dance and
were not reflections, beings that obeyed it.

31 his anger, his greed, his desire for revenge, his urge to kill, his fear; he had pierced and torn apart
the bodies of other people with his horns.
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er an die Wand; Er trommelte seine Wut, er trommelte seine Gier zu zerstéren, er trommelte sei-
nen Wunsch sich zu réichen, er trommelte seine Lust zu téten, er trommelte seine Furcht, er trom-
melte seine Rebellion*2.

Mirrors serve as signs of disorientation not only in the metaphorical sense but also in a di-
rect, narrative sense — as they disorient the creature with the mirrored reflection of the pseudo-
Minotaur, Theseus in a bull mask. Thus, the end of the story invertedly mirrors its beginning: the
Minotaur confronts a Minotaur who, as hinted by his experience of self-identification, is his own
reflection. However, he suddenly realizes that this is not his reflection but a representative of his
own kind. Recognizing oneself in the other becomes a decisive moment for completing his own
self, his self-identification, revealing himself. This fills the Minotaur with joy, hope for friend-
ship, love, companionship, and community: aber das ihm bewies, daf er einem anderen Mino-
taurus oder dessen Spiegelbild gegeniiberstand. (...) Er tanzte den Tanz der Briiderlichkeit, den
Tanz der Freundschaft, den Tanz der Geborgenheit, den Tanz der Liebe, den Tanz der Néhe, den
Tanz der Wdrme*. With joy, he extends his arms to “His Own”, and in that moment, Theseus de-
livers a deadly blow: als der Minotaurus in die geéffneten Arme des andern stiirzte, im Vertrau-
en darauf, einen Freund gefunden zu haben, ein Wesen wie er, (...) stiefs der andere den Dolch in
den Riicken®,

The ballad itself serves as a metaphor for a mirror that, on the one hand, reflects a world in
which innocence and simplicity are threatened with destruction and, on the other hand, distorts
the world of myth in order to convey such a reality.

The metaphorical symbolization of the Labyrinth image

The image of the labyrinth is a universal cultural archetype, symbolizing the structure of the
universe, the cycle of life, the idea of eternal return, endless searching, and initiation. In postmod-
ern literature, the labyrinth, destined “to be deciphered by men” [Borges, 1999, p. 35], becomes a
metaphor for the chaos of life and the loss of human orientation and meaning, with the mirror lab-
yrinth being a representation of postmodern reality, as it symbolically signifies the disorientation
of human consciousness. This symbolic metaphor is particularly defining in the hermeneutic code
of Borges’ stories like “The Library of Babel”, [2000], “The Garden of Forking Paths” [2018] and Um-
berto Eco’s novel “The Name of the Rose” [1983]. Both Eco and Borges associate the imagery of
labyrinths with libraries or repositories of books as symbols of cosmic order.

In DUrrenmatt’s work, the labyrinth serves as a symbolic metaphor; however, the labyrinth
model in the Minotaur does not fit into the classifications of labyrinths outlined by Umberto Eco
in his “Notes on ‘The Name of the Rose’”: The Greek labyrinth of Theseus, where all paths lead to
the centre; the mannerist labyrinth with a single path leading to the exit; and the rhizomatic laby-
rinth, characterized by the ability to connect any point with any other point, even if those connec-
tions have not been established yet, and it lacks both a centre and an outside [Eco, 1983, p. 81].

On one hand, the mythological characters in the ballad — Minotaur, Theseus, Ariadne — serve
as intertextual references to the labyrinth of Theseus. On the other hand, in “The Minotaur”, the
gates of the labyrinth are open, and due to the mirrored walls of the labyrinth, the structure of such
a labyrinth with infinite multiplication of mirrored images becomes boundless, depriving it of struc-
ture and thereby associating it with the rhizomatic labyrinth. The infinity and hopelessness of such
a labyrinth resonate with the postmodernist interpretation, with its characterization as “a sign of
the labyrinth of the world” into which “You enter and you do not know whether you will come out”
[Eco, 1983, p. 158] and which “promises the infinite” [Borges, 1964, 78].

This labyrinth serves an ambivalent protective function — protecting the world from the Mi-
notaur and the Minotaur from the world: the Minotaur is confined in the labyrinth to protect

32 He broke through the wall; He then struck with both fists, at his reflection as well. Finally, he
drummed on the wall; he drummed his anger, he drummed his greed to destroy, he drummed his desire
for revenge, he drummed his urge to kill, he drummed his fear, he drummed his rebellion.

33 But that proved to him that he was facing another Minotaur or its reflection. (...) He danced the
dance of brotherhood, the dance of friendship, the dance of security, the dance of love, the dance of
closeness, the dance of warmth.

34 when the Minotaur rushed into the open arms of the other, trusting that he had found a friend, a
being like himself, (...) the other thrust the dagger into his back.
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people from the creature and the creature from people: um die Menschen vor dem Wesen und
das Wesen vor den Menschen zu schiitzen; es seinetwegen das Labyrinth gab, und das nur, weil
er geboren worden war, weil es ein Wesen wie ihn nicht geben durfte, der Grenze willen, die zwi-
schen Tier und Mensch und Mensch und den Géttern gesetzt worden ist, damit die Welt in Ord-
nung bleibe und nicht zum Labyrinth werde und damit ins Chaos zurlickfalle, aus dem sie entstan-
den war®.

A commonality between Eco’s and Diirrenmatt’s conception of the labyrinth lies in the
fact that the labyrinth-enigma is subject to destruction. The solution to the mirror labyrinth
for the Minotaur becomes the realization and acceptance of its essence and distinction from
humans. As a result, he shatters the mirrors — not to escape the labyrinth, but to release his
new essence, to break the illusion that the world and the images in the mirrors are friend-
ly and open to love and friendship. Thus, akin to the postmodern interpretation of the laby-
rinth, the Minotaur’s journey is a search for self. The labyrinth in this sense becomes a sym-
bolic metaphor for consciousness-self-awareness, it embodies the irresolvable, inescapable
antinomies, much like the rhizomatic labyrinth — trust and betrayal, innocence and decep-
tion, life and death, pleasure and pain, harmony and chaos, all of which define the symbolic
code of the text. In the hermeneutic code of the novel, the irresolvability of these contradic-
tions is linked to the target space of another metaphor — the Labyrinth as the Other-the Hu-
man. Human attributes are associated with the right side of the antinomies — deceit, betray-
al, pain, death, and chaos, forming the architectural space of the target space of the meta-
phor and supported by the connotations of the semantic code — bewilderment, distrust, and
misunderstanding: Er war verwirrt; Er begriff nicht3®.

Thus, the symbolic metaphor of the labyrinth is polycomponent and polysemantic, includ-
ing one input source space and multiple target spaces — Refuge, the Other, Self-Discovery/Path
to Self. The generic space of the fundamental symbolic metaphor “Labyrinth is the Other” in-
volves common attributes of the input spaces such as:

(1) complexity, ambiguity, and unpredictability in interacting with humans, understanding
their actions — akin to a labyrinth where multiple paths can confuse, as well as a sense of loss
and uncertainty: Er begriff nicht; Er fiihite nur, daf8 dieses Wesen, das ihn angesprungen und et-
was in seinen Leib gestofien hatte, ihn nicht liebte*. Such characteristics of the generic space
are revealed, in particular, in the metaphorical description of the dance in the Minotaur’s laby-
rinth with the girl, involving interactions between oppositions such as beauty and ugliness, joy
and fear, attraction and repulsion: Er tanzte seine Ungestalt, es tanzte seine Schénheit, er tanzte
seine Freude, es gefunden zu haben, es tanzte seine Furcht, von ihm gefunden worden zu sein, er
tanzte sein Herandrdngen, und es tanzte sein Abdrdngen3®,

(2) an attempt to overcome differences and find common ground (Minotaur’s dances), as-
sociated with the crossing of labyrinth boundaries.

The metaphor “Labyrinth — Path to Self” is marked by nominations such as Erleuchtung, Mi-
notaureneinsicht, sich selber sich gegeniiberbefand®. The space of common features from the in-
put spaces involves seeking and discovering of one’s essence: Er splirte, dafs es nicht viele Mino-
tauren gab, sondern nur einen Minotaurus, daf8 es nur ein Wesen gab, wie er eines war, ein an-
deres nicht vor ihm und ein anderes nicht nach ihm, dafs er der Vereinzelte war, und wie er das
splirte, als ein Fiihlen ohne Begreifen, als eine Erleuchtung ohne Erkennen, nicht als eine Men-

3 To protect the people from the creature and the creature from the people; the labyrinth existed
because of him, and that only because he had been born, because a being like him was not supposed to
exist, for the sake of the boundary that had been set between animal and human, and human and the
gods, so that the world would remain in order and not become a labyrinth, and so it would not revert to
the chaos from which it had emerged.

3¢ He was confused; he did not understand.

37he did not understand; he only felt that this being, which had pounced on him and thrust something
into his body, did not love him.

3 He danced his deformity, she danced her beauty, he danced his joy at finding it, she danced her
fear of being found by him, he danced his approach, and she danced its retreat.

3 Enlightenment, Minotaur's insight, finding himself face to face with himself.
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scheneinsicht durch Begriffe, sondern als eine Minotaureneinsicht durch Bilder und durch Gefiih-
le; tréiumte der Minotaurus, er sei ein Mensch®.

The common attributes of the target and source spaces in the metaphor Labyrinth-Refuge
includes safety, and protection, isolation from the threatening external world.

In the blended space, the selected characteristics of the generic spaces are projected onto
the hermeneutic code of the ballad: for the Minotaur, the labyrinth serves as a Refuge from the
Other-Human, which is threatening in its unpredictability, does not respond to the dance-com-
munication, responds with a dance that brings death and pain, and prompts the search for Self
as distinct from this Other.

Being a space of initiation and self-discovery, the symbolic metaphor of the labyrinth is as-
sociated with Kierkegaard’s idea of the enigmatic nature (labyrinthine nature) of self [Kierkeg-
aard, 1992, p. 479-480] as well as with the concept of self-search, encountering oneself in mir-
rors in the existentialist transition from existence to essence when, in the words of Sartre, “Man
first (...) encounters himself” and “defines himself afterward” [Sartre, 1973, p. 28]. The search for
oneself is associated with existentialist concepts of anxiety, fear, and despair, creating constant
connotations in the semantic code: mit der Traurigkeit der Minotaurus; fiirchtete er; um sich
nicht zu fiirchten, setzte er seiner Furcht den Stolz entgegen*’. The archetypal motif of the lab-
yrinth is also connected with an existential concept like absurdity, relying on the symbolic code
of oppositions that are irresolvable for the Minotaur. Overcoming them in the actional code of
the ballad is linked to attempting to destroy the Other (killing humans) and the labyrinth itself.

Thus, Dirrenmatt’s reinterpretation of the labyrinth image involves three levels of meta-
phorical symbolism. At the first level, the primary meaning of the labyrinth as an archetypal sym-
bol — representing the world, the universe, eternity, and infinity — is utilized. At the second lev-
el, the target space of the metaphor is reimagined while retaining implications consistently as-
sociated with the original space (the labyrinth) and simultaneously using fixed symbolic corre-
lates existing in postmodernist literature. On the third level, the image is reinterpreted — a new
dimension is introduced into the symbolic metaphor, specifically, introducing chaos into the Mi-
notaur’s labyrinth in the form of the Other-Human, with a metonymic transfer of characteristics
of labyrinthine chaos onto this Other in the metaphor “the labyrinth is the Other”.

Conclusions

The symbolic metaphorsin Dirrenmatt’s ballad are polycomponential, since in each of them
a source space — of the labyrinth, mirrors, and the Minotaur, coordinates with multiple target
spaces. The archetypal image of the labyrinth is metaphorically reinterpreted by Diirenmatt as
“refuge”, “other”, and “self-discovery”. The image of the Minotaur becomes a metaphor for
“loneliness” and the “mirror of Man”. The image of the Mirror is metaphorized as the Universe of
the Minotaur and a “threshold”, signifying both the boundary between the world of the Minotaur
and the external world, and between the animal and human elements. Metaphors form the basis
of the motives of the hermeneutic code of the text, as well as contribute to the enrichment of
connotations of the semantic code and the actualization of oppositions of the symbolic code.

In the reinterpretation of the ballad, metaphors maintain allusive connections both with
mythological images and with models of metaphorical symbolism in postmodernism —in continuity
with the postmodernist interpretation of the labyrinth as a metaphor for chaos, loss of meaning,
disorientation, and the destruction of the deciphered labyrinth; in the rethinking of the image of
mirrors as a metaphor for infinity, the antithesis to loneliness, and the Universe as a mirrored
illusion, as well as in establishing a correlative connection between the images of the mirror and
the labyrinth in the symbolic metaphor of the Mirror-Labyrinth; in the reinterpretation of the image
of the Minotaur in postmodernism as the encounter of a person with his beastly essence.

40 He sensed that there were not many Minotaurs, but only one Minotaur, that there was only one
being like him, no other before him and no other after him, that he was the unique one. And as he felt this,
as a sensation without comprehension, as an enlightenment without recognition, not as a human insight
through concepts, but as a Minotaur's insight through images and feelings; the Minotaur dreamed he was
a human.

41 With the sadness of the Minotaur; he was afraid; to avoid being afraid, he countered his fear with
pride.

124



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

From an existentialist perspective, the interpretation of metaphors in the ballad is associated
with the idea of the labyrinthine nature of the Self, the encounter with oneself, which Dirrenmatt
reimagines as the encounter of the Minotaur in mirrors with his human nature. It also relates to
the concept of transitioning from existence to essence, with existentialist notions of anxiety, fear,
and despair that accompany such a transition. It delves into concepts like “Self” and the “Other”
and “The Other and the Look”, where one experiences themselves through the gaze of the Other,
as well as the inevitability of conflict and guilt that arise when the Self meets the Other.

A promising avenue for further research would be to analyze the continuity of symbolic
metaphors in other works by the author.
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The research aims to interpret the symbolic metaphors in the ballad “Minotaur” with a focus on
the commonalities and differences in their interpretation by Dlrrenmatt in relation to mythological,
postmodernist, and existential-philosophical traditions. This is achieved through the application of
intertextual, structural-semiotic, and hermeneutical methods of literary analysis in conjunction with
linguistic methods such as conceptual blending and the method of interactive theory of metaphor. The
metaphors of Labyrinth, Mirrors, and Minotaur, which are polycomponential and polysemantic, with one
source space and multiple target spaces, contribute to the hermeneutic, symbolic, and semantic codes
of the text. The Labyrinth metaphor includes target spaces of “refuge”, “other”, and “self-discovery”;
Mirrors — the Universe of the Minotaur and the “threshold” — a polysemantic metaphor, interpreted
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in the hermeneutic code as the boundary between the world of the Minotaur and the outer world and
between the animal and human elements. The image of the Minotaur is projected into the target space of
“loneliness” and the “mirror of Man”.

The blended spaces of all the metaphors form the hermeneutic code of the text, which is supported
by the semantic code and the symbolic code of oppositions. For the “labyrinth” metaphors, the semantic
metaphorical periphery includes, depending on the target space, connotations of “happiness”, “harmony”,
“friendliness”, “interconnectedness”, and “bewilderment”, “distrust”, “misunderstanding”. The “Mirrors”
metaphors involve connotations of infinity, timelessness, vastness, associated with the target space of the
Universe, and “danger”, “cruelty”, “death”, “fear”, which intensify the target space of the Threshold. The
semantic periphery of the “Minotaur is Loneliness” metaphor is reinforced by connotations like “prison”,
“inevitability”, “abandonment”, “betrayal”, “fear”, “disappointment”.

In the symbolic code, the “labyrinth” metaphor unfolds in oppositions such as “trust and betrayal”,
“life and death”, “pleasure and pain”, “harmony and chaos”, the insolubility of which is associated with
the rhizomatic labyrinth. The “Mirror-Threshold” metaphor is associated with oppositions like self — other,
human — animal (with role reversal: the animalistic element in a human teaches the animal to be a beast),
commonality — otherness. The symbolic code associated with the “Minotaur is Loneliness” and “Minotaur
is the Mirror of Man” metaphors is based on oppositions of naivety, trust, friendliness, and kindness, which
characterize the Minotaur-animal before his encounter with a human, and murder, cruelty, and betrayal,
which distinguish humans. These oppositions encode the hermeneutic code of the text: Minotaur — the
negation of the animal element vs. Man — the negation of the human element in the Minotaur.

Reinterpreted in the ballad, the metaphors maintain an allusive connection with mythological
archetypes and metaphorical symbolism in postmodernism. In the metaphor of the labyrinth, the
mythological symbolism draws on the archetypal image of the labyrinth as a structure of the universe,
a cycle of life, the idea of eternal return, and initiation. The postmodern tradition is evident in the
interpretation of the labyrinth as a metaphor for chaos, loss of meaning, and disorientation, with the
destruction of the deciphered labyrinth. From an existential perspective, the metaphor is interpreted in
the ballad in connection with the concepts of the labyrinthine nature of Self, encounters with oneself, the
transition from existence to essence, and the anxiety, fear, and despair accompanying such a transition.

The metaphor of the mirrorin the ballad, in accordance with the postmodern tradition, combines with
the archetypal image of the labyrinth in dual symbolic and metaphorical relationships: Mirror — Another
world, Mirror — Labyrinth as a metaphor for an otherworldly realm that draws one into the labyrinth.
Reminiscences of postmodernism include the images of labyrinthine mirrors as metaphors for infinity, the
universe as a mirrored illusion, and as antitheses to loneliness, when the mirrors are populated by beings.

The archetype of the Minotaur allusively intersects with ancient Greek mythology and its
postmodernism reinterpretations as the encounter of a person with his beastly essence, as well as with
existentialist ideas of “Self” and the “Other”, “The Other and the Look”, and the inevitability of conflict and
guilt that arise when the Self encounters the Other: when confronted with the Other-Human, the innocent
Minotaur becomes guilty solely because he exists.

OdepiaHo 17.05.2023.
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PSYCHOANALYTIC DIMENSIONS
OF IVAN FRANKO’S GREAT PROSE OF 1887-1893

Y cTaTTi 32 4ONOMOro0 MEeTOAO/Orii NCMX0aHanNi3y JOCAIAKEHO eneMeHTU MiGONOeTUKN Y BENUKIN
nposi |. ®paHka 1887-1893 pp. MpoEKTYBaHHA NMCbMEHHUKOM Npaobpasis (y KOHriBCbKOMY pO3yMiHHi) BU-
nepearKyBano B XyA0XKHbOMY TEKCTI BIAKPUTTA NCUXOaHaNITMKIB, @ MOro nepeaymMoBOIO C/yrysano ocobu-
cTe 3auikaBneHHs |. ®paHKa Npobaemolo HeyCBiZLOM/IOBAHOI NCUXIYHOI aKTUBHOCTI MUTUA. CBigYEHHAM
LbOro CNYrye npaua NMCbMeHHMKa «I3 ceKpeTiB MOeTUYHOT TBOPYOCTI».

Memoro po3BiaKWN € AOCNIAKEHHA NCUXO0AHANITUYHOIO AUCKYPCY BENMKOI Npo3n IBaHa PpaHka 1887-1993
pp., Y TOMY YMC/li Pi3HOACMEKTHMX BEKTOPIB 6/1M3HIOKOBOTO Midy Ta apxeTuny Beavkoi Matepi. 3 MeTv BUN/MBaOTb
HaCTyMNHi 3aBAaHHA: NPOaHani3yBaTV KOYOBI BEKTOPU 6/1M3HIOKOBOTO Midy B pomaHi «/lenb i Monenby; oxapak-
TepusyBaTK ambiBaneHTHi NpoABK apxeTuny Besmkoi Matepi B 06pasi rofioBHOI repoiHi NoBicTi «1s 4oMalIHbOro
OrHMLLLAY»; BUOKPEMUTU TPAHCHOPMALLT GPOIAIBCOKUX iAEM Y XYA0XKHIN CTPYKTYPi NoBicTi «OCHOBM CyCnibHOCTI», 3
ypaxyBaHHAM iX aHiMO3HOI CK1a0BOI. Peanisaujis nocTaBNeHnX 3aBAaHb 3yMOBW/Ia BUKOPUCTaHHS TakKUX Memodis:
peuenTUBHO-IHTEPNPETALLIMHOrO, NCMXOAHANITUYHOTO, MiGOMOETUYHOTO, repPMEHEBTMYHOTO Ta biorpadiyHoro.

Y po3BigLi NpoaHanisoBaHO NCUXOAHANITUYHUI AUCKYPC BEAMKOT Npo3n IBaHa PpaHka 1887-1993
pp., Nepenycim pisHOACcMNeKTHi BeKTOpW 6M3HIOKOBOTO Midy Ta apxeTuny BesnvKkoi Matepi, 3Baxatoum Ha
0CO6IMBOCTI PO3BUTKY PaHHbOYKPATHCbKOrO MOAEPHI3MY 3 XapaKTepHUMMW Ans Hboro midosorisauieto
AiACHOCTI, CTUNbOBMMM eKCepUMEHTaMM TOLLLO.

Y pomaHi «/lens i Monenb» AOMIHAHTHUM € BAN3HIOKOBUIA Mid, Yepes AKUIM peanizoBaHo NpUHUMN
NapHOCTI Ta AyaniCTUYHOCTI cBiTy. /Ilo6oBHE NPOTUCTOAHHSA BM3HIOKIB Yepe3 KOXaHHA 40 OAHIEl XKiHKK
CNPUYMHMNOCA A0 NOPYLWEHHA MaTEPUHCbKMUX HAaCTaHOB, BaXKKMX NCUXO/OTIYHUX NEPEeXMBaHb Ta 3yMOBU-
N0 BiaXiA, Bif, cycniNbHOT AiANbHOCTI M BiAMOBY Bif, MPOCBITHULbKOT poni. Y nosicTi « s AOMaLWHbOro or-
HULWA» NpocTexeHo aMmbiBaNeHTHI NposaBu apxetuny Benvkoi MaTtepi: 06pa3 ronoBHoi repoiHi BapitoeTbea
Bia damu Cepua, KiHku-bepernni go *axnamsoi Martepi. Big3HauyeHO BNAMB aHIMO3HOI cuamn AHeni Ta
HOnbui Ha ronosHoro repodA. Y nosicTi «OCHOBM CyCMiNIbHOCTI» BUABNEHO AOMiHYBaHHA GPONAIBCHKUX
inelt. MpoaHanizoBaHO XyAOXHIO iMITALO NepexuBaHb 0COBM Ha CeaHCi NCUXOHANITUKA, a TAKOXK HaTsA-
KM Ha 3yMOBJIEeHY BN/AMBOM MaTepi iIHPpaHTUABHICTb CMHA. Big3HayeHo, Wwo B cTocyHKax Onimnii Ta Agaca
NPOABNAETLCA aHIMO3HA CK/1IAA0BA apXeTUMHOI ceMaHTUKM Bennkoi Martepi.

MopgepHicTcbke nepeocMucieHHA Midonoro-apxeTmnHux obpasis, AKi 4YacTo BTPaAYalOTb CBOKO
LiNicHiCTb, yocobNtOUM ANUCTapMOHItO CBITY 1 0COBMCTOCTI, 3acBigYY€E HOBUI piBEHb MOETONOTYHOIO CUH-
Tesy, Wo Bigobpakae 0fHY i3 HAMLKaBILLMX O3HAK XYA,0KHbOTO METOAY MUCbMEHHUKA.

Knrovosi cnosa: michonoemuka, ncuxoaHanimu4Huli xy0oxHili Ouckypc, apxemun Beauxkoi Mamepi,
61u3HIoKo8Ul Migh, croxcem, XyOoxcHili mekcm.
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In contemporary literary studies, psychoanalysis is one of the popular methodologies, rooted
in the concepts of S. Freud, C.G. Jung, and their followers, who emphasized the unconscious
vector of human mental activity, including creativity. An important innovation by C.G. Jung was
the analysis of the creative-heuristic function of the archetype as a form of collective images and
symbols. As M. Lanovyk put it, ancient archetypes, present in myths, religions, etc., repeatedly
manifest in “dreams and fantasies, penetrating all forms of art and literature”, shaping specific
established models of images, “ideas, themes, motives, rhythms, narratives, literary forms, and
genres” [JlaHoBuK, 2005, p. 151].

C.G. Jung examines many archetypal images in world mythology, religion, and art, including
various manifestations of the Great Mother archetype — both with positive and negative
semantics, as well as in broad, narrow, and metaphorical meanings. The psychoanalyst asserts
that literary images of the mother project an archetypal experience of childhood, which can
sometimes be a cause of infantile neuroses [OHr, 2013, p. 587].

It is well known that in lvan Franko’s work “Secrets of Poetic Creativity”, he touches upon
the issue of the artist’s unconscious mental activity, particularly in the consideration of the
“upper” and “lower” consciousness. This problem is thoroughly analyzed in the monograph of
R. Pikhmanets titled “Psychology of Artistic Creativity”. According to the researcher, “Franko
understood creativity as a complex activity of the entire psychophysiological apparatus of the
author, as a dialectical unity of the conscious and the unconscious, or the less conscious, mental,
sensory, and rational” [MixmaHeup, 1991, p. 32]. Examining Ivan Franko’s work “From the Secrets
of Poetic Creativity” in the context of the psychoanalytic ideas of S. Freud and C.G. Jung, the
researcher outlines the mechanism of creativity: “The content impulses of archetypes under
the influence of intuitive spirit begin to penetrate the realm of consciousness and take shape in
artistic material” [MixmaHeup, 1991, p. 81].

Inthe monographs by N. Zborovska, “Psychoanalysis and Literary Studies”, and “The Code of
Ukrainian Literature: The Project of Psychohistory of Modern Ukrainian Literature”, the influence
of Freudianism and post-Freudianism on modernist-avant-garde literary theory and artistic
practice is traced. The researcher referred to Ivan Franko as the “precursor of a new cultural
era (modernization of Ukrainian culture)” and a representative of Freudian psychoanalysis,
pointing to the problematic issues in Franko’s literary-psychological studies: “the role of the
unconscious and consciousness in the creative process; the connection of poetic success with
mental abnormalities (‘mental illnesses’); psychological laws of ideas association and special
poetic association; comparison of ‘dream’ and ‘poetic’ fantasy” [36opoBcbka, 2003, p. 321].

Another psychoanalytic aspect of the writer’s work is revealed in the collective monograph
“Mythopoetic Images in the Artistic World of Ivan Franko (Ideological Essays)” edited by B.
Tykholoz, particularly the rootedness of artistic images, plots, and genres in mythological
preconsciousness. The mythopoetic model of Ivan Franko’s world is revealed, including its
defining mythologems such as motifs of dualism and serpent-fighting, etc. The researcher sees
their genesis “in the depths of myth, the source of all later literary variations of the eternal
archetype”, in folk beliefs, especially Hutsul and Boyko ones [Tuxonos, 2007, p. 236].

In the monograph “Mythologism in the Fiction of Ivan Franko”, K. Dron conducted a
comprehensive study of the aesthetics and poetics of mythologism, which in his work serve the
function of “expressing sensory-emotional, mental, mood, and spiritual phenomena, reflecting
the social and cultural worlds of Ukrainian reality at the turn of centuries” [OQpoHsb, 2013, p. 229].
Applying the ideas of T. Hundorova [2006], M. Tkachuk [2003], N. Todchuk [2002], and others
about the mythopoetic subtext in Franko’s great prose, the researcher analyzes various aspects
of the mythosymbolism of the time-space of Franko’s early modernist works.

In the exploration “Psychoanalytic Discourse in Franko Studies: Genesis and Formation”,
Van Xiaoyu summarized the psychoanalytic vectors of Franko studies from the beginning of the
20th century to the present [Csotoi, 2018, p. 178] and, in the doctoral dissertation, analyzed
the psychoanalytic discourse of I. Franko’s fiction, including the phenomenon of love and human
destructiveness; the correlation of Oedipal, criminogenic, and existential projections; the relationship
between the autobiographical basis of texts and artistic fiction, and so on [Caotoi1, 2020, p. 3].

However, as of today, there is essentially no separate study of specific archetypal images
and mythologems, like the Great Mother or the twin myth, in the artistic world of Ilvan Franko,
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which is why the novelty and relevance of this article are justified. Despite the fact that the
psychoanalytic and mythopoetic aspects of Ivan Franko’s prose have been thoroughly explored,
there remains an obvious interconnection of these aspects on the periphery of scholars’ interests,
which, in our opinion, is worthwhile to consider as a poetological synthesis, constituting one of
the most interesting features of the writer’s artistic method. It is precisely in this that we see the
novelty of the presented research.

The aim of our research is to study the psychoanalytic discourse of Ivan Franko’s great
prose of 1887—-1993 in connection with its (discourse’s) mythopoetic component. The following
tasks arise from this purpose:

e Analyze the key vectors of the twin myth in the novel “Lel and Polel”.

e Characterize the ambivalent vectors of the Great Mother archetype in the image of the
main heroine in the novel “For the Home Hearth”.

e |dentify transformations of Freudian ideas in the artistic structure of the novel
“Foundations of Sociability”, considering their animistic component.

The implementation of the specified tasks necessitated the use of the following methods:
receptive-interpretative, psychoanalytic, mythopoetic, hermeneutic, and biographical.

According to O. Vysokolian, “Lel and Polel” (1887) by Ivan Franko is an example of an urban
psychological novel where “the city acts as an aggressor, destroying the soul of a person with
intrigues and snares, often becoming an abyss that devours personality” [BucokonsaH, 2015].

The story of the orphaned twins Hnat and Vladyslav Kalynovych unfolds in Lviv, where their
difficult childhood passes, the formation of worldview and subsequent professional paths occur.
For the psychological compensation of the humiliations suffered from their guardian Voitsekhova,
both strive to defend the interests of the peasants: Hnat as a journalist for the newspaper “Honets”,
and Vladyslav in court. The twins’ love for the same girl divides them. The conflict of the work is
built precisely on the ideas of unity/separation of the twins, and the title of the novel urges the
reader to a psychoanalytic reading, actualizing the symbolism of the twin myth.

Yakiv Holovatskyi writes: “the twins (Lelya and Lel, Polel, children of Lada) — this duality — expressed
the primordial nature, when it had not yet revealed itself in opposites, and the final nature” [FonoBaLb-
Kuit, 1991, p. 33]. In folk beliefs, the twins were considered carriers of a single fate, embodying duality.
This aspect is emphasized by the mother of Lel and Polel in lvan Franko’s eponymous novel: “Remember
me... —always and everywhere stay together! God called you into this world together, and God will bless
you as long as you stay together” [®paHko, 1979, vol. 17, pp. 286—-287].

In Franko’s novel, the chronicle principle of plot construction is applied for the first time,
leading to the division of the work into two temporal periods — the childhood of the Kalynovych
brothers and their mature public activities. Moreover, the first stage is characterized by the almost
panic fear of the brothers to part (for example, during the street boys’ campaign for potatoes; on
the day they were imprisoned). Let us also pay attention to the pathos of Nachko’s explanation
appeals: “If you separate us, | will die, | will smash my head against the wall!” [®paHko, 1979, vol.
17, pp. 305], from which the existential horror is distinctly visible. In the second stage, the brothers,
facing the trial of love (for Regina), fulfilling their public duty, the promise given to Semko Tuman
about protecting the rights and freedoms of the ordinary people, almost voluntarily separate. Here,
in the text, the author introduces Nachko’s feeling of foresight: “...this separation is the beginning
of a new turn in life, which seems to be able to lead them on different paths and, who knows,
may even adversely affect the development of the work to which they pledged to dedicate their
efforts and their lives” [®paHKo, 1979, vol. 17, pp. 389]. The mentioned two-phase chronicle of the
plot reflects the process of the formation of the civic position of the Kalynovych brothers and the
departure from it caused by the maternal curse prohibiting separation. It is precisely the rupture
of the original unity that hinders the twins from fulfilling the role of so-called cultural enlighteners,
who help ordinary people and try to lead them out of the darkness.

By showing how Nachko, realizing the futility of his love due to the close relationship
between his brother and Regina, kills hope for life within himself, Ivan Franko introduces elements
of associative thinking into the text, which culminate in a fatal premonition of Nachko’s death. In
Hnat’s mind, an intuitive guess about the connection between the world, “The Messenger”, and
some “nail driven into the skull” takes on the character of an answer-clarification, formulated
through the stylistic figure of apocrysis: “I am going to the mother... At this moment, | recall my
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mother’s last words... In these words is my curse. Because | have not only parted with you but
even with myself, with my soul, with my conviction... You can look clearly and brightly at the
world because you have not deviated from your simple and clear path” [®paHKo, 1979, vol. 17,
pp. 449-450]. Despite the self-incrimination by Nachko and the confrontation with his brother
(only upon him, supposedly, did Semko Tuman’s curse for the “broken word” come true), the
reader feels an invisible connection between the brothers in these circumstances. Interestingly,
this is confirmed in the text by the image of the same “nail driven into the head” [®paHKo, 1979,
vol. 17, p. 472], but this time Vladko’s — when he sees his brother’s corpse and reads his last
letter. The words “When Lel dies... dies... dies...” [Ibid] serve as this “nail”. In addition to this
invocation, Vladko hears nothing; it leads him to death-identification with Nachko: “Turning his
face to his brother, Vladko sat in the same pose, whispering quieter and slower each time, staring
into the black face of his brother marked by the seal of death...” [Ibid].

Oksana Zabuzhko notes that the image of a split soul “tormented Ivan Franko throughout
his creative life” — in the status of an “inexpressible irrational residue” [3abyko, 1992, c. 79]. In
the resolution of the analyzed novel, Franko’s beloved symbolic images dominate — the struggle
with oneself, which here takes on the character of internal division, or the confrontation of ego
with Shadow, as well as magical death with signs of sacrifice. Among these “emblems” of the
writer’s artistic consciousness in the novel “Lel and Polel”, there is also the mentioned image of
the remarkable “nail”, which concentrates the unconscious psychic sphere of the twin brothers,
creates mirror projections, and, as the voice of all-knowing conscience, the Shadow, leads to
the transition from life to death. By the way, C.G. Jung asserts that mandalas “in the form of
psychological phenomena spontaneously appear in dreams, in certain conflict situations” [FOHT,
2013, p. 546], which is why the combination of the above symbols-emblems can be interpreted
as an attempt to restore the lost wholeness of the ego.

The reader realizes the archetypal necessity of the aforementioned resolution of the
work, where the brothers, having destroyed their own unity, became doomed to death. Love
for Regina became the reason for the destruction of the unity that existed between the twins
and their inner world. Obviously, one of the textual purposes of the image of Regina Kiselevska
is to create a situation that tests not only intimate feelings but also the social position of the
brothers. The love of the twins for Regina was used by her brother Ernest, as well as the guardian
Drelikhova — to make Hnat change his beliefs, abandoning the revealing and satirical stream of
“Hinets”, directed against the landlords, the nobility, and the exploiters of the ordinary people.
Realizing the depth of Hnat’s love, these characters pushed him to a state of self-sacrifice for the
sake of saving the girl, which later led to betrayal and a fatal outcome.

A careful reading of the main plot images suggests the dominance of tropes with the
semantics of diabolical origin in the novel, especially in pivotal moments of life. The sequential
threading of artistic techniques (compositional epimone) creates a fatal premonition of death.
The childhood of the Kalynovych brothers is enveloped in the sickle of dysphemisms and
vulgarisms from Mrs. Voitsekhova (“Where is the old man taking you?”; “thieving seed... does
not forget its devilish antics!” [®paHKo, 1979, vol. 17, pp. 283, 296]). The verbal intensity of these
means mentioned by the author is accentuated by landscape characteristics: returning from the
Sunday “potato expedition”, the boys feel the “air saturated with electricity” [®paHKo, 1979,
vol. 17, p. 294]. This metonymy distinctly emphasizes the fatal influence of the “unknown force”
on the fate of the Kalynovych brothers. In prison, the twins share a cell with Semko Tuman, who
tells them about one of his “deeds” —the “murder of a general in Sataniv’ [®paHko, 1979, vol. 17,
p. 322]. The toponym mentioned organically combines with the metaphor of an oxymoronic
colouration — “a treasure gained by injustice”, which Semko reveals to the children with the
condition that they use this money to “defend the wronged” [®paHko, 1979, vol. 17, pp. 330—
331]. This strange command from the old prisoner initially sets the Kalynovych brothers on the
path of active civic engagement, so much so that even the nobility notes that “The Messanger is
being pursued with devilish skill” [®paHko, 1979, vol. 17, p. 371], and then becomes the cause of
the brothers’ demise, who, having separated, deviated from the chosen path. As already noted,
this division-decay occurs under the influence of the fatal force of love for Regina.

The intimate attachment of the twins to one person, which medical science does not deny,
is intensified in the text through rapturous metaphors and metonymies introduced into Nachko’s

131



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

associative thoughts. When he saw Vladko near Regina, as if some “cold hand squeezed the
heart”, in his eyes “two pink lights flickered” [®panko, 1979, vol. 17, p. 367]. The state of deep
despair, the disharmony of Hnat, is twice emphasized by the author with metaphors of rapturous
sound filling — the “cry of broken hope” and the “cry of a broken string” [®paHKo, 1979, vol. 17,
pp. 383, 387]. The impression is created that “lifeless things” have come alive to confirm the
depth of the tragedy of the unfortunate lover with incredible sounds and movements — such
is the almost pervasive “personification” of conveying Nachko’s feelings. Eventually, it is not
him who walks around the room, but some reflection of the previous being, a ghost, a shadow.
The metonymy-comparison principle of ascending gradation becomes the epithet “corpse-like
pallor”. This is how Nachko becomes after Ernest explains to him openly the essence of his
deception and provides him with a letter from Vladko about marrying Regina. A living corpse
walks around the room, listening to the fatal symphony of its last life waves. Then, from the
mouth of the unfortunate, a refrain of Golgotha origin emerges: “My God! My God! Why have
you forsaken me?” [®paHkKo, 1979, vol. 17, p. 434], which further illustrates the dominance of the
devil. Finally, Nachko transformsinto a symbolic victim. M. Eliade points out that Mephistopheles
plays an important role alongside God in the creation of the Universe [Eniage, 2001, p. 364],
and “Christ united the sexes in his nature, for when he rose from the dead, he was neither
man nor woman, although he was born and died as a man” [Eniage, 2001, pp. 379-380]. Thus,
the doppelgéinger aspect of the Kalynovych twins as one of the transformations of the Christ
archetype leads to a historiosophical interpretation of their sacrifice.

Undoubtedly, such an interpretation of the structure of the analyzed novel, complicated
by mythological fatalism, stems from an understanding of the cultural foundations of Ivan
Franko’s creative thinking, who struggled throughout his life with the problem of the duality
of the Ukrainian soul, which, according to O. Zabuzhko, became a brilliant insight [3aby:Ko,
1992, p. 79]. According to T. Hundorova’s statement, “Franko’s interest in pathological states
of the human psyche (hallucinations, almost schizophrenic perception during moments of
special excitement, psychoanalytic nature of dreams, etc.) revealed his inclination towards the
modern school of European artistic thinking, initiated by naturalism and developed by literary
movements such as impressionism, symbolism, and neoromanticism. Therefore, Franko was
perhaps the first Ukrainian writer of a modern type in Ukrainian literature” [['yHaoposa, 2006,
p. 99]. Psychoanalytic parallels can also be traced in the novel “For the Home Hearth” (1892) by
Ivan Franko, the basis for writing which was a court case regarding the activities of a brothel on
Skarbnivskoho Street in Lviv. According to C.G. Jung, “in the products of fantasy, ‘prototypes’ are
manifested, and here the concept of archetype finds its specific application” [fOHr, 2013, p. 111].
The system of prototypes used relates to the problem of pimping, which the main heroine is
engaged in, so to speak, in order to maintain the usual prosperous way of life of her family, which
is why the title of the novel is “For the Home Hearth”. Anelia Angarovych justifies her crime as
the duty of a mother who is forced to provide for her children independently, since her husband,
being in the army, cannot support the family at the level that his wife desires. Hearing about her
immoral activity, Anelia’s rich uncle explains to Antosya the psychological prerequisites for his
wife’s actions: “She was a good girl, intelligent, energetic. But I, damned, I, unhappy, poisoned
her soul! | instilled in her that pride, that contempt for the lower, needy, downtrodden... That
fear of deficiency and poverty...” [®paHko, 1979, vol. 19, p. 115]. The confrontation between the
value systems of urban and rural culture, which often manifests in the loss of moral priorities due
to the desire to achieve corresponding social and material status, is a very common problem in
bourgeois environments. It was precisely the aristocratic upbringing, the corresponding standard
of living in childhood that formed in Anelia the desire to preserve a high social status at any cost,
and maternal instincts reinforced the subconscious desire to be an example of love for children
and self-sacrifice for their well-being.

Creating an atmosphere of ideal family life, the desire to shield children from existing
problems is an expression of the stage of personality development under the influence of
the archetype of the Great Mother. Feeling fear of “poverty and deficiency” threatening the
family, Anelia, “to ward off those furies and keep them far from her home hearth”, “dedicated so
much... so much!” [®paHko, 1979, vol. 19, p. 85]. It is to them that the woman sacrifices her own
conscience, trading fate and even the lives of the midwives, ruining the most significant moral
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values in other people, justifying criminal actions with a desire “not to break her marriage”. Good
intentions and unlawful actions merge in her consciousness and subconscious, intertwining like
different manifestations of the archetypal image of the Mother — both good and terrifying. The
horror in the subconscious of the main heroine is most awakened by Yultsia — the old widow,
whom Anelia calls the “watchful heron”, who always “spots some black dots on the horizon”
[®paHKo, 1979, vol. 19, p. 11], and her husband refers to her as the “firebrand in female form”
[PpaHKo, 1979, vol. 19, p. 75]. Seeing Yultsia for the first time, Antosya subconsciously associates
with her a sense of the fatal development of events: “A widow? | hate widows. Widows — owls,
birds that bring misfortune” [®paHko, 1979, vol. 19, p. 15].

According to L. Kulakevych, manifestations of the archetype of the Great Mother, who can
both endow and destroy, are often traced in literary literature, emphasizing the mythological
foundation of literature (images of witches, stepmothers, Baba Yaga, etc.) [Kynakesuu, 2022].
In C.G. Jung’s concept, Anima appears as a bipolar figure, who “can appear either as positive or
negative, either old or young, either mother or girl, either fairy or witch, either saint or demon”
[KOHr, 2013, p. 260]. Analyzing the ancient images of women and their influence on the further
development of literature, O. Halchuk points out: “...writers of subsequent literary epochs saw in
ancient female masks enormous potential for further modifications and illustration of their own
ideas” [Fanbuyk, 2021, p. 20], and heroines appear in the most diverse roles — from a guardian
woman to a woman who destroys the home and the world of a man.

In the literary legacy of lvan Franko, the images of women range from the Lady of the Heart,
Woman-Protector, to the Terrible Mother, with all the characteristic features of this archetype.
Interestingly, the writer addresses this issue not only in fictional works but also in literary-
critical works. In particular, in an article dedicated to the creativity of Dante Alighieri, Christian
understanding of women as the “instrument of temptation and vessel of sin” is paralleled with
the matriarchal concept of the “guardian of family traditions, preserver of the home hearth”
[®paHko, 1978, vol. 12, pp. 43-44].

Thus, Ivan Franko associated the magical ancient power of the female image with the
influence of archetypal images of mythological origin on the unconscious psychic sphere of the
individual. From this, the specific, unique “poetics of fear” in Franko’s prose grew, which is present
in the demonic, fatal image of women. The archetype of the Terrible Mother manifests itself in
the widow Yultsia, who is elusive, externally “colourless”, created by the author in the spirit of
medieval symbolic aesthetics, where blurring and indistinctness of outlines were considered a
sign of a spiritual principle, with only one facial feature standing out — a certain generalized
symbol, an emblem of the entire being. The role of the image of Yultsia in the novel “For the
Home Hearth” is to generate a sense of fear and is closely related to its fatal outcome. The only
detail of the heroine’s appearance that the writer emphasizes is the expression of mortal anxiety.

The writer appears as a true psychoanalyst, an expert in non-verbal communication and
proxemics. The moment of examining the influence of the unconscious psychological sphere
on Yultsia’s behaviour, introduced by the author in the expositional part of the story, became a
kind of sign-symbol, an emblem of the entire plot development, a peculiar mirror reflection of
the image of the Medusa-Gorgon, which spreads “tentacles of fear” into the subconscious of
those around her. Everything in Yulia “manifested constant inner restlessness”: she laughed with
“an expression of patience”, her “bright eyes ran restlessly” over her “pale, fading face”, during
conversations “the tips of her lips trembled spasmodically”, she played with her handkerchief,
“adjusted the folds of her dress”, “often involuntarily, out of habit, looked around to see if
someone was eavesdropping on her” [®paHko, 1979, vol. 19, p. 9]. In her appearance, there
was “something mysterious and enticing, like a riddle, and deep, like a mountain lake” [Ibid].
Moreover, this torn between the beautiful (divine) and horrifying (diabolical), according to the
author, stemmed “from the lack of balance between the individual forces of her soul, between
feeling and will, between desire and the ability to appease them” [lbid].

In addition, lvan Franko describes the antithesis of the mental states of Antos, who feels
a “strange splitting within himself’ and experiences the obliteration of the difference “between
good and evil” since there is “no right and left side in boundless infinity” [®paHko, 1979,
vol. 19, pp. 99, 102]. A discursive feature of the story is the distinctly subjective, emphatically
lyrical dialogue of the “inner-self” (chameleonic) and the “distanced self”, which is the voice
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of conscience. The majority of the plot in the analyzed story is a simulation of an exhaustive
“dialogue with oneself” around the images of Anelia and Antos. The structural core of this
dialogue becomes the oxymoron of ontological origin, which in the culminating moment is
expressed by the author as the painful realization of the captain, who now referred to his wife as
“alternately an angel and a devil” [®paHko, 1979, vol. 19, p. 106]. This remarkable combination
is an intuitive premonition of the fatal ending of the sacred home hearth. Later, the foreboding
is intensified with the appearance of the “widow-owl” and reaches its climax in a dream related
to the loss of a “precious diamond shining on the forehead of the deity, like a star” [®paHko,
1979, vol. 19, p. 23]. The new component of the plot is no longer simply a mythological vision —
it is dominated by an analysis of psychological states: Antos tells Anelia about his encounter with
Baron Reihlingen, whose business card he found among the family archives, causing his wife to
change beyond recognition without any apparent reason: “The face, which a moment ago was
so pleasant, clear, and energetic, breathing health and joy, was now pale as a corpse, expressing
immense anxiety. Her lips trembled spasmodically, as if uttering some unheard incantations
following the captain. There was no breath left in her chest. Overcome by some secret force,
Anelia fell into the chair and sat motionless for a few moments, a true image of despair and
despair” [®paHKo, 1979, vol. 19, p. 33].

The internal unrest of Antos’ wife begins to be noticed in her mimicry, gestures (“her face
was covered with a cadaverous paleness, even her lips turned pale, work fell from her hands, and
her whole figure slumped, as if withered” [®paHko, 1979, vol. 19, p. 41]), excessive emphasis on
her own innocence, and gossip that could poison his life (“Anelia, dear, you worry me with that
solemn tone!” [®paHko, 1979, vol. 19, p. 30]). The dialogues between the characters, explaining
events from their past lives to each other, are constantly interrupted by internal dialogues, where
Anelia tries to convince herself of the necessity of her own “craft”, justify her innocence (“What!
I was faithful to him, and this gives me strength”), and the captain seeks to reassure himself that
believing in premonitions and psychological manifestations of his wife’s mental disorder as a sign
of her sinfulness and immorality is impossible because such an “assumption would be a crime,
sacrilege, full of his love, of his domestic happiness” [®paHKo, 1979, vol. 19, p. 55]. Despite such
personal psychological masks, both Anelia and Antos experience the presence of the so-called
“side-self”, that is, the voice of conscience (alter-ego in Freud’s concept), in the face of which all
justifications are powerless. Thus, while waiting for her husband’s return from the casino, Anelia
constantly looks anxiously at the door, and when someone knocked, “she almost screamed in
fright, jumped up from the chair, and, turning to the window so that the captain wouldn’t see her
pale face, clutched her chest with her hand, trying to stop the violent beating of her heart” [®paH-
Ko, 1979, vol. 19, p. 59]. Antos, on the other hand, tries to explain to himself what kind of illness
torments Anelia: “Her blooming, almost childish figure — and her nervous attacks somehow
couldn’t reconcile in his head” [®paHko, 1979, vol. 19, p. 54]. And then, involuntarily, the main
character recalls the words of the baron: “Go, go, you have a wonderful wife! An angel, not a
woman! Ha-ha-ha! Such angels there beat sinful souls with iron forks in boiling tar” [®paHKo,
1979, vol. 19, p. 44].

Characteristics of the external and internal worlds of Anelia (beautiful and grotesque) direct
us to a fairy-tale mythological context. According to L. Kulakevych, the archetype of the Terrible
Mother is most often objectified in the image of a witch [Kynakesuy, 2022, p. 94]. Tormented
by suspicions about his wife’s occupation, Antos tries in every way to reject the thought of
her involvement in prostitution, but in his subconscious, memories of an angel and a demon
constantly struggle. This plot component resembles a peculiar dialogue between ego and alter-
ego, dominated by the oxymoronic combination of divine/devilish, activating the “poetics of
fear” with the characteristic Franko-style simulation of a conversation encounter with Shadow.

The desire for status and fear of poverty, leading to the intention to engage in human
trafficking, reveal another mythological reminiscence associated with the biblical plot of the
thirty pieces of silver, symbolizing Judas’ betrayal of Christ for gain. Humanity has long struggled
with the tragic puzzle of Judas’ sin: on the one hand, the betrayal of the Messiah, on the other
— the fatal necessity of such an act, because the “son of perdition” had to fulfil his destiny, as
without suffering and death on Golgotha, Christ would not have fulfilled the mission of saving
humanity. Experiencing profound ideological dichotomy (an element of the “poetics of fear”),
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Anelia ends her life by suicide. However, lvan Franko models an extraordinary resolution in the
story: the fairies block Anelia from the police, and the captain, who not long ago cursed his
demon-wife, “drenching himself with abundant tears”, falls to his knees before his wife’s corpse,
kissing her “bony hands”, saying to himself, “She dared to do this! Dared to do what I didn’t
dare!” [®paHko, 1979, vol. 19, pp. 141-143].

Thus, the final image of the green cypress (“the embodiment of enclosed energy and
unyielding determination”) is the inevitable last chord of the story, whose internal structure
represents a state of division and horror. Its stylistic representatives include rhetorical questions
(“Could my wife, my Anelia, stoop to debauchery with that Yulia and manage the house at the
same time?"), pathetic exclamations (“So she lied! And lied at that point!”), self-correcting
apophasis (“Redlich got a bullet in the chest for shooting above my head. For this?... Is it really
for this? No, no, no! For what | said yesterday! For the dishonest, unheard-of slander that |
didn’t want to retract” [®paHko, 1979, vol. 19, p. 104]), numerous iterative figures (“— / killed
him! Killed a man!”, “So here | killed! — thought the captain. — | killed a man, a friend! | am a
murderer! | have a human life on my conscience, and | live myself!”), through which the character
seems to try to convince or simply reassure himself; as well as stylizations under associative,
nonsystematic thinking (“Yulia, her friend, a widow, a practical and unscrupulous woman. Anelia
—a straw widow, two children, a meager pension, no earnings from anywhere... She wrote about
lectures — but this is a lie! She played the piano once, but not well enough to give lectures. So —a
joint venture! A nice residence, furniture, ... a boarding house for adult ladies — and hunting for
cheerful passengers, having gentlemen who desire refined and distinguished luxury” [®paHKo,
1979, vol. 19, pp. 105-106]).

Anelia sees the meaning of her existence in the comfort of the “home hearth”, which, for
Antos, is a tremendous sanctuary, a guardian of existence. Therefore, any disdain for this fetish is
unacceptable, asitis considered an unimaginable crime (“To suspect you of something dishonest —
that would mean to put an axe to the roots of my own life” [®paHko, 1979, vol. 19, p. 27]),
even more so —sacrilege. From the perspective of the stylistic embodiment of this psychological
drama, it is worth noting the compositional synonymous cohesion of the metonymy of “corpse-
like pallor” of the face of a person experiencing “the abyss of disbelief and collapse”. Such a
psychoanalytic trope is present in the description of the appearance of Yulka (“And my lady sits
pale as a corpse, wet”, — Shymanova informs Anelia about the widow’s arrest), Anelia (the captain
noticed that when mentioning Reikhlingen, “her face was covered with a corpse-like paleness”),
Redlikh (“stood pale as a corpse, waiting for the captain to calm down”), Antos (“Captain, pale
and cold as a corpse, looked at Gurter with lifeless eyes”), and even the allegorical, archetypically
conditioned image of Fear (“And at that moment, Antos felt how the wretch kicked him with its
hoof, felt immense pain, felt the corpse-like face staring into his eyes” [®paHko, 1979, vol. 19,
p. 79]). The color dominant of “corpse-like pallor” emphasizes the exhaustion of strength,
heralding the approaching finale.

Thenextcomponentofthepoeticsoffear-doublingisevidentlythenarrativecarnivalof masks—
personal and social. It is worth noting that the issue of human ambivalence, its detachment from
itself, is a predictable consequence of the ontological disharmony of the individual in the 19th-
20th centuries. The imitation of a meeting conversation with the Shadow has a distinctly lyrical
character: “Antos felt like all of this was a dream. He even felt a strange splitting within himself,
experiencing the impression as if that man in a military blouse, with hands in pockets, attentively
examining the lithograph on the wall, is some person foreign to him, distant and uninteresting,
on whom his secret ‘self’ gazes sideways with a slight sense of wonder” [®paHKo, 1979, vol. 19,
p. 99]. As a result of going through the stage of confrontation with the Shadow, the problematics
of existential horror, characteristic of modern discourse, are actualized.

Another example of psychoanalytic treatment of artistic material is lvan Franko’s novel
“Foundations of Society”, written between 1893 and 1895. According to T. Hundorova, this
unfinished novel is characterized by its “relevant radical content, interwoven with a criminal
plot of patricide. In the novel ‘Foundations of Society’, the symbolism embedded in the title has
a dual meaning. On the one hand, these are the real ‘golden boys’ of the Polish nobility who
consider themselves the ‘foundation of society’, and on the other hand, it is the national moral
and spiritual force, its integrity and consciousness, which Franko perceives as a guarantee of the
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future” [F'yHpopoBsa, 2006, pp. 99-100]. The semantics of allegorical images used to describe
social relationships indicate this. For instance, Dr Vasonh notes: “The nobility is the foundation
of our society, its sturdy trunk, a splendid crown, fragrant blossom, and ripe fruit’, while “our
peasants and small-town dwellers are just the roots”, and they only “in silence and darkness
can properly fulfill their social function” [®paHko, 1979, vol. 19, p. 260]. On the other hand, the
blacksmith Herder often speaks of “various shortcomings of peasant thinking”, as a result of
which “in the imagination, a picture of vast wild wilderness casually arises”, where “some secret
invisible hand guides the plow” [®paHKo, 1979, vol. 19, pp. 194-195]. The narrator emphasizes
that the plow of the people’s educator “undermines the roots of hop” or, in the symbols of a
biblical parable, separates the chaff from the grain.

As the title of the work itself indicates, the writer turns to the artistic interpretation of
the mystery of national self-awareness. Its psychoanalytic illustration is the spiritual decline
of Father Nestor — a peculiar death that transforms into a stage of revival-enlightenment
through the missionary role of the blacksmith Herder. “Without love, no work, no sacrifice
is worth anything, [because it is then] just an empty form”, reproaches the blacksmith to
the priest, adding, “Can this be called fulfilling a spiritual duty? Meanwhile, the people in
the village are ignorant, corruption is terrible, there is poverty, animosity” [®paHKo, 1979,
vol. 19, pp. 204, 207]. The main cause of Father Nestor’s spiritual debauchery (formerly a
philosophy teacher) was his fatal love for Miss Olympia. Discovering the “sinful” love affair
between his daughter and a commoner, the count-father “expelled” Nestor from his estate.
Olympia was forced to “bury her own feelings at the bottom of her heart, bathe them in
tears, and cover them with the dust of forgetfulness” [®paHko, 1979, vol. 19, p. 148]. The
wound inflicted on Nestor’s soul “left behind a heavy melancholy, bitterness, and eternal
dissatisfaction”, and he never stopped feeling like a “wasted man”, doing everything “not
out of love but out of contempt for people”, compensating for the lack of spiritual affection
with pathological “attachment to money” [®paHko, 1979, vol. 19, p. 153]. As we can see, the
carnival of personal and social masks, as in the novel “For the Home Hearth”, in the analyzed
text has the same mythological-archetypal analogy — the idea of sacrifice complicated by
the paradox of necessary betrayal based on a great passion for money. For Father Nestor,
Olympia is also a “fatal star”, a demonic vampire woman. Now, when she has completely
taken him in her hands (through their illegitimate child — Adasya), Nestor keenly feels her
animistic power: “she twisted herself into a beastly physiognomy” to “paralyze, force, and
tranquility” [®paHko, 1979, vol. 19, p. 224]. The detail-heart of the novel “Foundations of
Society” is the metonymy of not the corpse-like pallor of the victim but the pathological
exhaustion, sleep, and apathy. This component of the poetics of fear has an important
archetypal basis in the aspect of the evolution of human consciousness. C.G. Jung asserts
that a dream often gains a place in consciousness, giving rise to a reaction of doubling: “So,
if in dreams or other spontaneous formations, an unknown female figure appears, whose
meaning oscillates between extremes of goddess and the Fates, it is advisable to leave this
figure in its independence rather than belittle it to something arbitrarily known” [FOHr, 2013,
p. 260]. The state of the archetypal dream that engulfs a person indicates a new stage in the
development of the ego, characterized by a higher level of consciousness.

The artistic techniques used to convey the state of “sleepy exhaustion” are very interesting
and psychoanalytically modern. They constitute another aspect of the poetics of fear in the great
prose of Ivan Franko. The development of the novel, which simulates the experiences of a person
on the psychoanalyst’s couch, consists of a naturalistic exposition (where it is explained that the
feeling of cold anxiety arises in Olympia due to a “rush of blood to the brain”, giving rise to dream
images that torment the heroine, “like snakes sucking live blood from her heart”) and the process
of reproducing dream impressions. The refrain, “sleepy exhaustion, like an inexorable executioner,
scratches and tears her further, even deeper into the abyss, into impenetrable darkness, and
decay, and soot” [®paHKo, 1979, vol. 19, p. 151], divides the three central moments of Mrs.
Olympia’s nocturnal vision while creating the impression of a dream film.

The most important principle in constructing each frame of the dream vision is the imitation
of the inner dialogue of the split “self” of Olympia. It is known that any refrain divides the text
into semantically complete components. In the quoted excerpt, this iterative figure not only
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“provokes” and “suggests” but also deepens the existential horror of the split personality.
Thus, the first frame reflects symbolic configurations of dream illusions, illustrating the idea
of the phantom fulfilment of desires in a nocturnal vision, later put forth by S. Freud in the
book “The Interpretation of Dreams”. This is the so-called “erotic dream”, shrouded in the
“pink mist” of illusions, where the main images are ideas of physical equivalents of substantia
coelestis (celestial substance). Thus, the sacrifice of one’s own personality on the altar of
duty (listening to her father — marrying Count Torskyi because she realizes that “the count’s
daughter must do so when she has such misfortune — to love a commoner”) logically leads to
internal splitting (between the “I-individuality” and the necessary social mask), resulting in
Olympia’s dream taking on the character of a terrifying conversation with the man-“devil” (the
heroine recoils from the touch of the count’s hand — “something cold, slimy, and disgusting”,
freezes from his “tyrannical gaze”, experiences the “abyss of hellish torment” from Torskyi’s
justifications, who, supposedly, cannot “fulfill his male duty” [®paHko, 1979, vol. 19, p. 151]).
The impression of sleepy exhaustion deepens even more in the third frame of the dream film,
as Olympia’s unconscious encounters the image of Nestor, tries to avoid a conversation with
her alter-ego (“Haven’t | endured enough?”), but cannot (“No”, says a firm, inexorable voice.
“There is still one corner in your heart, untouched, pure, unblemished! Show it to me! Give
it to my hands!”) [Ibid]. Therefore, unconscious fantasies immediately enter consciousness,
resulting in a night terror: “All those shocking scenes that flashed over her head... like
snakes, now crawl! towards her heart — all of it gathers around her in a beaten mass, like a
leather sack in which she is tied and in which she is choking, choking, tossing and screaming,
gaining the last strength in pre-death anxiety, in bottomless disarray” [®paHKo, 1979,
vol. 19, p. 155].

An interesting episode from a psychoanalytical perspective is the moment of ideological
enlightenment for Father Nestor. Feeling the fatal influence of Olympia and Adas on his own
subconscious, he exclaims with panic and self-conviction: “No, | am not yet a corpse!.. | will still
fight with you! The evil demon whom you serve has made a joke of you — a disgusting joke!.. You
spied on me, and | woke up from a heavy sleep!.. | will establish a foundation! Let at least the poor
people remember me with a kind word!” — and repeats “those words, as if wanting to fix them in
his memory, drive them like a nail into his soul” [®paHko, 1979, vol. 19, p. 224]. Here is another
confirmation (the desire for self-conviction, pathological focus on details) of the schizophrenic
differentiation of the ego, confrontation with the Shadow, the devil.

The animous features of Olympia’s image are manifested not only in relation to Nestor’s
father. Adas also feels her superhuman strength and intelligence, as well as the ability to
control the situation, manipulate the environment, and not show excitement even in the most
challenging moments. Fear of her power led to her son’s childishness, his inability to contradict
her decisions, his willingness to obey her will. The feeling of one’s own powerlessness in front of
the mother and a much weaker character gives rise to an extraordinary admiration for Olympia,
which gives reason to interpret it through the prism of the archetypal semantics of the Great
Mother: “My mother is a strange woman! — reasoned Adas, on his way to Lviv. — I’'m losing my
mind, as if I’'m all broken, as if tied in a sack, and she has only now regained peace. She laid out
the formal strategy in front of me. Oh, such a woman is not quick to lay down her arms! Not
everyone will be able to fight with her!” [®paHko, 1979, vol. 19, p. 340].

T. Hundorova notes: “In the novel, first and foremost, the degradation and degeneration of
the Polish noble family are reproduced, as well as the corrupting influence of the ‘manor’ on the
Ukrainian village in both ‘old’ and ‘new’ times. Alongside unfolds the plot of the fate of Father
Nestor, to whom celibacy ‘deranged his entire life’. The decline of the former Torskyi noble
family is brought to the degenerative Tsviakh, the last, albeit illegitimate heir of the ‘manor’, and
‘legitimate’ but unrelated Count’s son Adas, who aspires to play the role of the ‘cream’ in the
Ukrainian-Polish society” ['yHaopoBa, 2006, p. 100].

The uniqueness of the early modernist discourse in the great prose works of lvan
Franko from 1887 to 1893 lies in 1) the coexistence of the realism characteristic of
the protagonist-progressive, public figure, “whole man” problematics with modernist
mythological analogies such as the “cultural hero”, etc., 2) the combination of rational
structures of thought with mythological, and sometimes even psychoanalytic elements,

137



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

the actualization of which was characteristic especially of modernist literature. The
synthesis of realistic and early modernist tendencies in Ivan Franko’s work is also evident in
rethinking of mythological-archetypal images, which often lose their integrity, embodying
the disharmony between the world and the individual. This peculiarity is confirmed by
the conducted research on Ivan Franko’s great prose works from 1887 to 1893. Most
vividly manifested in them are the vectors of the archetype of the Great Mother and the
mythologem of duality. In our opinion, the projection of archetypes by the writer (in Jung’s
sense) was not a consciously planned process, but rather a product of creative imagination
capable of embodying in the artistic world the cognitive and perceptual models formed
by humanity in the mythological era. The artist’s creative imagination generated analogies
that anticipated the discoveries of psychoanalysts and the tendencies of the development
of Ukrainian modernism, which was at its initial stage of development during Ivan Franko’s
time and partially retained realistic features.

In the novel “Lel and Polel”, the dominant motif is the twin myth, which forms
the basis of the conflict in the narrative. The images of the main characters embody
the mythological principle of parity and dualism of the world, tested in new conditions
through the love of both brothers for one woman. Lel and Polel violated the maternal
directive to “stick together”, which led to a division and decline caused by the fatal force
of love for Regina. On one hand, the brothers failed to follow the maternal instruction;
on the other hand, they could not exist separately. This love confrontation not only led
to intense psychological experiences but also resulted in withdrawal from social activities
and rejection of the enlightening role. These plot collisions largely reflect the synthesis
of early modernist and realistic tendencies, with the twin myth playing a key role in its
formation. Compared to the novel “Lel and Polel”, in the novel “For the Home Hearth”, the
archetypal vectors of Ivan Franko’s artistic thought are more evident than mythological
ones. The image of the main heroine of the story varies from Lady of the Heart, Woman-
Goddess to the Terrible Mother as “an instrument of temptation and vessel of sin”. Antos
feels the influence of Anelia’s animistic power, hence he alternately calls his wife “an
angel and a demon”. To enhance the sense of disharmony in the world, existential fear,
and a fatal ending, the story introduces the image of widow Yulka with an expression of
“deadly anxiety” on her face and a “colourless” appearance. These manifestations of the
ambivalent archetype of the Great Mother testify to the artist’s active use of archetypal
images characteristic of early modernist consciousness. At the level of micropoetics, this
is manifested in the modelling of an exhaustive “dialogue with oneself” between Anelia
and Antos, accompanied by non-verbal communication and proxemics, the impression of
a carnival of personal and social masks, dissociative states of personality, and so on. The
oxymoron divine/devilish activates the poetics of fear in the plot with the characteristic
modeling of a conversation encounter with the Shadow, typical of Franko’s works.

The psychoanalytic discourse in Ivan Franko’s novel “The Foundations of Society”
correlates more closely with Freudian ideas. It is worth noting the imitation of the
protagonist’s experiences during the psychoanalyst session in the exposition (“feeling of
cold anxiety”, erotic dream, the effect of dream film, dreadful conversation with the man-
“devil”, etc.), as well as hints at the son’s infantilism conditioned by the influence of the
mother. Indeed, in the relationship between Olympia and Adas, the animous component
of the archetypal semantics of the Great Mother is manifested: a sense of powerlessness
before the mother, fascination with her strong character, which generates readiness to
follow her instructions obediently. In all the plot-compositional elements of the novel,
states of “pathological fatigue”, sleep, apathy, fear are traced, which evolve into the
characteristic poetics of fear in Ivan Franko’s works. This indicates that the writer’s artistic
consciousness largely tends towards modernist aesthetics, although it does not sever ties
with the social issues typical of realism. In the novel “The Foundations of Society”, it is
elevated to the title of the work and serves as a certain matrix for the narrative about the
psychological degeneration of the Ukrainian-Polish gentry.

In lvan Franko’s great prose works from 1887 to 1893, by modelling the inner world of
his characters using primarily mythological and archetypal images, he largely departs from
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the principles of realistic aesthetics and employs many early modernist techniques, such as:
mythologization of reality, depiction of dissociative states of personality, “pathological fatigue”,
sleep, apathy, fear, and so on. Indeed, the modernist reevaluation of mythological and archetypal
images, which often lose their integrity, embodying the disharmony between the world and the
individual, attests to a new level of poetological synthesis, reflecting one of the most interesting
features of the writer’s artistic method. Further study of the relationship between mythopoetic
and psychoanalytic discourse in Ivan Franko’s prose is one of the promising directions for further
research into the writer’s creative legacy.
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In the article, elements of mythopoetics in Ilvan Franko’s great prose of 1887—-1893 are explored using
the methodology of psychoanalysis. The writer’s projection of prototypes (in Jungian terms) anticipated the
discoveries of psychoanalysts in the artistic text, and its precondition was lvan Franko’s personal interest in
the issue of the artist’s unconscious mental activity, as evidenced by his work “Secrets of Poetic Creativity”.

The psychoanalytic vector of Franko’s works has been studied to a greater or lesser extent by
scholars such as K. Dron, B. Tykholoz, Van Xiaoyui, T. Hundorova, N. Zborovska, R. Pikhmanets, and others.
However, as of today, there is essentially no separate study of certain archetypal images and mythologems,
like the Great Mother or the twin myth, in the artistic world of lvan Franko, which is why the novelty and
relevance of this article are justified. Despite the fact that the psychoanalytic and mythopoetic aspects
of Ivan Franko’s prose have been thoroughly investigated, there remains an obvious interconnection of
these aspects on the periphery of scholars’ interests, which, in our opinion, is worthwhile to consider as
a poetological synthesis, constituting one of the most interesting characteristics of the writer’s artistic
method. It is precisely in this that we see the novelty of the presented research.

The purpose of the research is to study the psychoanalytic discourse in the great prose works of
Ivan Franko from 1887 to 1993, including various aspects of the twin myth and the archetype of the Great
Mother. The following tasks arise from the objective: To analyze the key vectors of the twin myth in the
novel “Lel and Polel”; characterize the ambivalent manifestations of the Great Mother archetype in the
image of the main heroine in the novel “For the Home Hearth”; identify transformations of Freudian ideas
in the artistic structure of the novel “Foundations of Society”, considering their animistic component.
The implementation of the set tasks necessitated the use of such methods as receptive-interpretative,
psychoanalytic, mythopoetic, hermeneutic, and biographical.

The study analyzes the psychoanalytic discourse in Ivan Franko’s great prose from 1887 to 1993,
focusing on the diverse aspects of the twin myth and the archetype of the Great Mother. This takes
into account the peculiarities of the development of early Ukrainian modernism with its characteristic
mythologization of reality, stylistic experiments, and more.

In the novel “Lel and Polel”, the dominant theme is the twin myth, through which the principle of
the parity and duality of the world is realized. Love for one woman led to the decay, violating the maternal
directive to “stick together”. The romantic rivalry between the twins over love for the same woman
resulted in the violation of maternal directives, intense psychological experiences, and led to withdrawal
from social activities and rejection of the role of enlightener.

The novel “For the Home Hearth” is characterized by ambivalent manifestations of the archetype of
the Great Mother. The image of the main heroine varies from the Lady of the Heart, Woman-Protectress,
to the Terrifying Mother as the “instrument of temptation and vessel of sin”. Antos feels the influence of
Anela’s animistic force, thus referring to his wife as “alternately an angel and a demon”. To enhance the
sense of fear and the fatal ending, the author introduces the image of a widow carrying the imprint of
“mortal anxiety”.

The psychoanalytic discourse in Ivan Franko’s novel “Foundations of Society” correlates more with
Freudian ideas. The article analyzes the imitation in the exposition of the person’s experiences during a
psychoanalytic session with all its characteristic manifestations (“feeling of cold anxiety”, erotic dream, the
effect of the film of dreams, a terrifying conversation with a man-“devil”, etc.), as well as hints at the son’s
infantilism conditioned by the influence of the mother. It is noted that in the relationship between Olympia
and Adas, the animistic component of the archetypal semantics of the Great Mother is manifested: a sense
of powerlessness before the mother, admiration for her strong character, leading to a readiness to follow
her instructions unquestionably.

In his great prose, 1887-1893, the writer emerges as a true psychoanalyst, an expert on the
unconscious factors of human mental activity. It seems that Ivan Franko, in modelling the inner world of
his characters, to some extent, anticipates the discoveries of psychoanalysts in artistic texts.

The modernist reevaluation of mythological and archetypal images, which often lose their integrity,
embodying the disharmony between the world and the individual, attests to a new level of poetological
synthesis, reflecting one of the most interesting features of the writer’s artistic method.
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“THE HANDMAID’S TALE” BY MARGARET ATWOOD
AS A POSTMODERN NOVEL:
DYSTOPIAN GENRE TRANSGRESSION IN POSTMODERN ERA

PomaH Maprapet ETBya, «Po3nosigb CAy»KHULi», Ha NepLwnii NOrNAL, OCAIAKEHWM BCeBiYHO 11 dyH-
OameHTasbHO. HayKoBUAMK rIMBOKO NpoaHani3oBaHi acnekTu XKaHpy aHTMyTonil, Moro ¢emiHicTcbKa Ta
aHTUpeniriiHa cnpAMOBaHICTb, 3B'A30K pomMaHy 3 dinocodcbkMmn KoHuenuiamm XX cT. NoeTnka pomaHy
BMK/IMKAE iHTEepec AOCNIAHMKIB A0 NMUTaHb IHTEPTEKCTYaNbHOCTI, cneundikm Komnosuuii Towo.

MpoTe He 3BaKalouM Ha WMPOKE KOO0 Npobnem, AKi MaloTb Micue fK y gocniarkeHHsax 1980-2000-
X, TaK i B Cy4aCHMX HanpaLoBaHHAX, N03a yBarot HayKOBLiB 3a/MLUMAOCA, HA HAl NOMNAA, AyXKe Ba-
IMBe MUTaHHA WOA0 3Ha4YeHHA poMaHy MaprapeT ETByA, 414 NOAANbLUIOTO PO3BUTKY AK TPaAMLIi KaHpy
aHTUYTONIT, TaK i *KaHpa NOCTMOAEPHICTCLKOro poMaHy. Y Tol ke yac «Po3noBiab CAyKHUL» MOMKHa po3-
rNAgaTH i AK NporpamHuii TBip, y AKOMY YiTKO BMOKPEM/IEHO i OMnpaLbOoBaHO K/OYOBI KaHPOBi 3acaam
NMOCTMOAEPHICTCbKOrO POMaHy-aHTMYTOMIi, AKi e He 6ynn 06rpyHTOBAHI.

CyyacHi gocniaskeHHs ocobmMBoCTeEN NOCTMOAEPHICTCbKOI aHTUYTONIi Ha MaTepiani pi3HMX TBOpIB
1990-2000-x pp. aKUEHTYIOTb yBary came Ha Ti KaHpoBi Bi3ii, WwWo 6ynn 3aknageHi B pomani M. ET-
ByA. JOCNiAHWKN NepeBaKHO 30CepeasKytoTb CBOK yBary Ha TpaHchopmaLii 3micTy aHTUyTORiT B enoxy
NocTMoAepHI3My

BogHouac 3p03ymino, Wwo 3miHKW, AKMX 3a3Hasa aHTMYTONMIA B OCTaHHIM TpeTuHi XX cT., nos’s3aHi 3
0hOPM/IEHHAM eCTETUKM KaHPy NOCTMOAEPHOro pomaHy, Npo Lo CBiAYMTb NosBa pomaHy «Po3nosigb
Cny»KHULi». Y 3B'A3KY 3 UMM Memoro CTaTTi BBAXKAEMO A0C/NIAKEHHA BULE3a3Ha4YeHoro TBopy M. ETeya
Y KOHTEKCTi MOETUKM KaHPYy MOCTMOLEPHICTCbKOTrO POMaHy-aHTUYTONIi Yepe3 mpu3My TiCHOro 3B’A3KY
3MiCTOBHMX O3HaK aHTUyTONIi Ta GOPMM NOCTMOLEPHICTCHKOTO POMaHy.

JocArHeHHA noctaBaeHOi MeTu nepenbayvae 3BepPHEHHSA A0 iCTOPUKO-NiTepaTypHoro, ¢inocodpcbko-
€CTeTUYHOro, repMeHeBTUYHOIo Memodis.

Y  KOHTEeKCTi MOCTMOZEPHICTCbKOI  aHTMYTOMIYHOI MNAPaAMIrMM  KaHpP  aHTUyTOMil  CYTTEBO
TpaHcdopmMyeTbea. MNepeopieHTalis 3MICTOBHMX acnekTiB »KaHPy MNoB’A3aHa 3i CKOpoyeHHAM npobinis
MiX QHTUYTOMIYHUM | peasibHMM 4Yacom, MOABOK BiLHOCHO ONTUMICTMYHOI TOHANbHOCTI, NabiNbHICTIO
aHTMYTONIYHOrO CBITY (L0 3yMOB/IIOE YMOBHO-METahOPUUHUI XapaKTep XpoOHOToNy, amopdHicTb NpocTo-
POBUX | AUCKPETHICTb YaCOBUX MEXK), 3MILLLEHHAM aKLEeHTy Ha BHYTPILLHIl CBIT nepcoHaa.

BUWMI piBeHb aHTPOMOLUEHTPU3IMY, XapaKTEPHUI AR NMOCTMOALEPHICTCbKOI aHTUYTOMIT, 3yMOB/IOE
MmoaudikaLito xapakTepy BYHTY rosI0BHOro repos NpoTu TOTaNiTapHOro pexunmy — GOoKyc 3 coLiaNbHOro
BYHTY 3MiLLYETLCA Ha OCOBUCTUI eK3UCTEeHLiMHNI (6opoTbba 3a 36epekeHHs BAACHOI iAeHTUYHOCTI), Ae
BAXK/IMBUM CTAE He Pe3y/bTaT, a Moro ¢inocodCbKuii 3micT.

BogHouac aHTMyTOnis BOWMpae B cebe W pPUCKM MNOCTMOLEPHICTCbKOI pomaHHOI dopmu i
NOCTMOAEPHICTCbKOI HapaTUBHOI CTpaTerii, onepyrYm NPUNOMaMm iHTEPTEKCTYAIbHOCTI Ta NEPEOCMUCAIIO-
HOUM TPAAMLiT MUHYIOTO, iPOHIi Ta MapoAii, rPX 3 4acoM i aBTOPCbKOI rPK 3 YMTayem. 3ayBarKMMO, W0 GYHKLIA

© A. Stepanova, I. Zhukovych, 2024

142



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

irpoBoi cTpaTerii aBTOpa NOAArae He ivle B TOMY, W06 3p06UTU YMTaYa CNiBaBTOPOM TEKCTY, CMIOHYKaoUM
oro no 6esnivi iHTepnpeTayin. baratonnaHoBICTb rpY BTArYE MO0 B AINCTBO 1 3MYLLYE NOMiPKYyBaTK Npo
AianasoH MOXNBOCTEMN, AKI MatoTb MiCLLe B Cy4acHin umBinisaLii, To6To cnpuinmatn posnosigb npo lNneas
He NPOCTO SIK 3aXOMN/IMBUIM CTOPITENNIHT. B irpoBoMy MoAycCi NPOCNiAKOBYETLCA iAEMHO-3MICTOBHA aBTOPCb-
Ka cTpaTeria onoBigi — yepes iHTepTEKCT (AK NOEAHAHHA Pi3HOPIBHEBMX XPOHOTOMIB i KyNbTYPHUX TEKCTIB),
3 ogHoro 6oKy, TaK i Yyepes 3asyyeHHs B nepexkunsaHHa Offred — 3 iHWOro, cnoHyKaT/NpUmycuTH Ynta-
4a Mi3HaTKX BCIO iCTOPItO XPUCTUAHCBKOI LMBINI3aLLii, penpe3eHTOBaHy B aHTMYTOMNIYHOMY HApaTUBI repoiHi.

Knrouosi cnosa: nocmmodepHicmcoKuli poMaH-aHmuymonis, iHmepmeKcm, ipoHis, 2pa, Hapamus-
Ha cmpamezisi, mMpaHc2pecia HaHpy.

For citation: Stepanova, A., Zhukovych, I. (2024). “The Handmaid’s Tale” by Margaret Atwood as a
Postmodern Novel: Dystopian Genre Transgression in Postmodern Era. Alfred Nobel University Journal of
Philology, vol. 1, issue 27, pp. 142-164, DOI: 10.32342/2523-4463-2024-1-27-10

Margaret Atwood’s novel “The Handmaid’s Tale” (1985) has a long history of research,

which began immediately after its publication. From the second half of the 1980s to the
present day, the science bibliography devoted to the novel has been plentiful and is represent-
ed by in-depth studies that touch on many artistic aspects of the work. In the thematic diversi-
ty of scientific works, we can conditionally distinguish several clusters uniting studies on certain
problems. The most popular and numerous studies consider The Handmaid’s Tale in the con-
text of dystopian traditions. Thus, Roberta Rubenstein [2001], Luci M. Freibert [1988], Diane S.
Wood [1992], and N. Ovcharenko [2006] pay attention to the problem of individual freedom and
the fate of women in a totalitarian society, linking the novels of J. Orwell, R. Bradbury and M. At-
wood into a single dystopian tradition. Coral Ann Howells [2001] and Inna Podhurska and My-
roslava Seniuk [2022] focus on the anti-religious orientation of The Handmaid’s Tale as an anti-
utopian novel.

Referring to the genre complexity of the novel, which incorporates features of feminist, po-
litical, and environmental novels based on an antiutopian novel [Ovcharenko, 2006, p. 46], re-
searchers almost immediately defined the genre of “The Handmaid’s Tale” as “feminist dysto-
pia” [Malak, 1987] (today, M. Atwood’s novel is called the main feminist dystopia in the history
of literature [Soldatov, 2020]). This led to the emergence of the most extensive cluster of stud-
ies of M. Atwood’s novel as a feminist dystopia. Margaret Atwood, notes Lucy Freibert, “dem-
onstrates the absurdity of Western patriarchal teleology that views woman’s biology as destiny
and exposes the complicity of women in perpetuating that view” [Freibert, 1988, p. 280]. In the
context of feminist dystopia, scientists focus on studying the problems of positive (based on the
radical ideas of Christianity) and negative (the right to choose) freedom of women in a totalitar-
ian society [Tolan, 2005]. The problem of the real embodiment of feminist dystopia in modern
society is considered by Shirley S. Neuman, noting that there is a relationship between the socie-
ty that M. Atwood creates in her novel and the real society [Neuman, 2006, p. 866]. This idea re-
mains relevant today: almost 15 years later, Edita Bratanovi¢ notes, “Many readers feel that the
society described in the novel is unrealistic and far-fetched, but the truth is that women are still
being discriminated against and feminism as the movement still has a long way to go before all
of its goals are achieved” [Bratanovic¢, 2020, p. 356].

An attempt to explain “The Handmaid’s Tale” as a feminist dystopia focusing on the prevail-
ing issues of infertility, power politics, ruthlessness of the theocratic idea, suppression of wom-
en in a male chauvinistic society, exploitation of women as a toy used for absolute sexual pleas-
ure are undertaken in the works of Astra S. Mouda [2012], V. Vinoth and M. Vijayakumar [2022],
Rafea M. Alwan [2023], etc.

Aspects of the novel’s poetics are no less deeply researched. In this cluster of studies, schol-
ars have focused on the study of narrative structure, stylistic features, the author’s image and
authorial modality, the motif of the play, the specificity of the plot, etc. Thus, the change of dis-
cursive forms, how the first-person narrator handles the narrative material, and the composition
of the narrative text become the subject of Hilde Staels’ [1995] study. Inna Podhurska [2020]
traces the influence of the author’s choice of narrative form in a literary text as one of the best
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tools for establishing contact with the reader and representing the author’s position. Yulia Cher-
nova [2019] focuses on the stylistics and peculiarities of the psychology of storylines. The am-
bivalence of the love theme, the motif of love as a game in the focus of Madonne Miner’s [Min-
er, 1991] attention, etc.

Comparative studies also join the study of the poetics of M. Atwood’s novel. These stud-
ies comprehend the problems of intertextuality, the comprehension of as a category of historical
analysis, the peculiarities of comparing “The Handmaid’s Tale” with the feminist issues of mod-
ern works, etc. Thus, Karen F. Stein [1994] traces thematic and stylistic parallels between M. At-
wood’s novel and J. Swift’s “Modest Proposal”. The problem of nation-state formation and the
limited prospects for the development of middle-class women is considered by Marie Lovrod
[2006] as common to M. Atwood’s “The Handmaid’s Tale” and Sidhwa’s “Cracking India”. Luz
Angélica Kirschner [2006] brings together the images of the protagonists of M. Atwood’s novels
“The Handmaid’s Tale” and Julia Alvarez’s “In the Time of the Butterflies” as marginalised women
trying to survive in totalitarian oppressive regimes controlled by men. The researcher notes that
both novels, “exemplify the need to consider gender ‘a useful category of historical analysis’ to
overturn the monological and well-organised version of official history that, in the process of his-
tory writing, has tended to obliterate ‘insignificant’ narratives and voices” [Kirschner, 2006, p. 2].

In modern studies of M. Atwood’s novel, the attention of scholars is focused on consider-
ing “The Handmaid’s Tale” in the context of various philosophical theories. Thus, V. Vinoth and
M. Vijayakumar [2023] and Sunshine C. Angcos Malit [2023] represent the protagonist of the
novel through Simone de Beauvoir’s concept of women as the “second sex” concerning feminist
concepts such as the loss of female identity, subordination in a patriarchal society, and exploita-
tion in a consumer culture where the female body is seen only as an object. Through the prism
of Michel Foucault’s concept of power, H. Ismael and H. Saleh examine the discursive strategies
of M. Atwood’s novel [Ismael, Saleh, 2023]. Harith Ismael Turki and Dulfgar M. Abdulrazzaq ex-
amine Marxist feminism as a theoretical framework for reading the novel [Turki, Abdulrazzaq,
2023], etc.

However, despite the variety of problems covered in these studies, in our opinion, a fun-
damental question about the significance of Margaret Atwood’s novel for the further develop-
ment of the tradition of the dystopian genre has remained on the periphery of scholarly atten-
tion. Meanwhile, “The Handmaid’s Tale” can be regarded as a programmatic work that clear-
ly identifies and elaborates the key genre principles of the postmodern dystopian novel, which
have not yet been substantiated. Modern studies of the features of postmodern dystopia based
on the material of various works of the 1990-2000s ([Fedukh, 2015], [Hicks, 2014], [Sarrimo,
2020], [Tashchenko, 2020], [Canli, 2022], etc.) capture exactly those genre strategies that were
embedded in M. Atwood’s novel. As noted by Tom Moylan, Margaret Atwood has nevertheless
taken the traditional dystopia to a historical limit, and in doing so, she anticipates the moment
of the critical dystopias that will soon occur in the popular realm of sf in the late 1980s [Moylan,
2000, p. 166]. At the same time, researchers focus on the transformation of the mainly predomi-
nant aspects of dystopia in the era of postmodernism. Meanwhile, the changes that dystopia un-
derwent in the last third of the 20th century are associated with the formation of the aesthetics
of the genre of the postmodern novel, as evidenced by the publication of the novel “The Hand-
maid’s Tale”. In this regard, we consider it appropriate to study M. Atwood’s novel as a postmod-
ern dystopian novel in the relationship between the content features of dystopia and the form
of the postmodern novel.

This work aims to investigate the dystopian narrative presented in “The Handmaid’s Tale” in
the context of the poetics of the postmodern novel genre. Achieving the stated goal involves the
use of historical-literary, philosophical-aesthetic, and hermeneutical methods of investigation.

The dystopian novel genre in the context of the postmodern aesthetic paradigm

The study of the substantive aspects of the dystopian genre in the context of the postmod-
ern paradigm was actualised in the early 2000s. Among the features of postmodern dystopia, re-
searchers have identified minimal detachment from real time ([McHale, 1987], [Baccolini, Moy-
lan, 2003], [Cheluwe, 2015]); a relatively optimistic tone due to the presence of a utopian con-
text ([McHale, 1987], [Baccolini, Moylan, 2003], [Mohr, 2007], [Castillon, 2022], [Seyferth, 2018]
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etc.); the lability of the dystopian world [Yurieva, 2005], the eclecticism of genres ([Baccolini,
Moylan, 2003], [Ovcharenko, 2006], and a higher degree of anthropocentrism compared to the
classical dystopia of the first half of the 20th century ([Moylan, 1986], [Rosenfeld, 2021]).

Thus, Raffaella Baccolini and Tom Moylan note that the oppositional political culture of the
late 1960s and 1970s caused a revival of truly utopian writing, which became the first major re-
vival since the end of the 19th century [Baccolini, Moylan, 2003, p. 2]. Researchers emphasise
that the dystopias of the second half of the 20th century, “are equally addressed to the future
and the present”, the boundaries of dystopia and reality are blurred. As A.V. Timofeeva right-
ly notes, “In the second half of the last century, based on previous experience, writers create a
kind of artistic chronicles of the present, which, quite naturally, are devoid of any detachment
from life” [Timofeeva, p. 17]. In this regard, Brian McHale draws attention to the ontological con-
frontation between the text and the world that is characteristic of postmodernism, “This trans-
parently formalistic, game-like ‘art in a closed field’ complicates science fiction’s ontological con-
frontation between the present and a dystopian future world by superimposing on top of it, so
to speak, a characteristically postmodernist ontological confrontation between the text as for-
mal object and the world that it projects” [McHale, 1987, p. 70].

A close connection with reality characterises the optimistic orientation of postmodern dys-
topia, which is stated by most researchers. R. Baccolini and T. Moylan note that the texts of
postmodern dystopias support the utopian impulse. Traditionally a gloomy, depressive genre in
which there is little room for hope within the plot, modern dystopias support utopian hope out-
side the text [Baccolini, Moylan, 2003, p. 7]. Dunja Mohr focuses on the fact that the utopian sub-
text of modern dystopias is located precisely in the gap between the narrated dystopian present
and the expected realisation of a potential utopian future, which classical dystopia avoids [Mohr,
2007, p. 9]. Indeed, in many works of this genre of the second half of the 20th century, the sit-
uation of enslavement by civilization does not seem hopeless; the process of liberation struggle
against the new totalitarian system mostly leads to the desired result (R. Bradbury, M. Atwood)
with the idea of building a happy new society oriented towards the values of previous eras.

The possibility of utopian hope that Raffaella Baccolini and Tom Moylan speak of is due to
the influence on the dystopian genre of the postmodern philosophical narrative, according to
which “everything is possible”. The principle of endless possibilities and total variability prede-
termined the conventionality and lability of the dystopian world, which, unlike the world of clas-
sical dystopia, “is not static, it is constructed, it is only possible” [Yurieva, 2005].

Related to this is the genre diffusion of dystopian works, which researchers focus on, not-
ing the increasing practice of genre-blurring, “critical dystopias resist genre purity in favour of an
impure and hybrid text that updates dystopian fiction, making it formally and politically opposi-
tional” [Baccolini, Moylan, 2003, p. 7].

Postmodern dystopia is characterised by deep anthropocentrism and psychologism noted
by researchers, which implies a departure from the depersonalisation inherent in classical dys-
topia and a shift in emphasis to the individualisation of personality. According to Aaron Rosen-
feld, in his monograph Character and Dystopia: The Last Men, in connection with the analysis of
K. Ishiguro’s novel “Never Let Me Go”, notes that the writer is primarily concerned with the ques-
tion of what a person is and, more specifically, how to talk about it, which leads to the cultivation
of the inner life of the characters [Rosenfeld, 2021, pp. 23, 61]. To this, we add that the deepen-
ing of anthropocentrism and psychologism also determines the transformation of the dystopi-
an narrative, which traditionally takes the form of a diary or manuscript, which the main charac-
ter secretly creates. However, if in a classic dystopia such a manuscript, according to B. Lanin, is,
in fact, a denunciation of the society surrounding the hero (since it concentrates on describing
the structure of a totalitarian state) [Lanin, 1993, pp. 154-155], then in a postmodern dystopia,
the diary returns to its original genre purpose — it captures the individual experience of a person,
their thoughts, feelings (fears), and experiences —becoming more intimate, which is demonstrat-
ed by the novel “The Handmaid’s Tale”.

To the already highlighted features of postmodern dystopia, we should add that the rejec-
tion of the hopelessness inherent in classical dystopia and the focus on a relatively optimistic
ending leads to a change in the artistic functions of dystopian space and time. The chronotope of
the dystopia of the second half of the 20th century is notable for its conditional metaphorical na-
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ture due to the convergence of historical and artistic realities. It is characterised by amorphous
spatial and discrete temporal boundaries, which create an atmosphere of the precariousness of
human existence in the dystopian chronotope. The isolation of the space hostile to man in the
classical dystopia gives way to the possibility of overcoming its closedness, opening its borders,
and overcoming the hostility of natural space. This, in turn, leads to the construction of a new
type of relationship between the image of the hero and the spatio-temporal model of existence,
caused by the process of displacement of the social chronotope by the personal one. Such a shift
in emphasis implies another principle of the formation of the hero’s world, which is dominat-
ed by personal space and personal time. Instead of the external world, the author brings to the
fore the personal space of the character, the necessity and significance of which is explained by
the fact that with the help of this space, the individual is separated from the surrounding world,
gaining the opportunity to preserve his own identity. With the same intention, the personal time
of the character is actualised in the late dystopia, presented both retrospectively (memories of
childhood and mother) and prospectively (plans for the future). In the character’s personal time,
both personal memory and historical memory are activated, creating a varied view of time and
history. In postmodern dystopias, “social and individual narrative voices are heard, and a polyph-
ony of alternating voices and multiple points of view is created” [Mohr, 2007, p. 7].

At the same time, the dystopian novel of the second half of the 20th century absorbs not
only the features of a postmodern philosophical narrative but also the features of the postmod-
ern novel form, already present in the novel “The Handmaid’s Tale” — intertextuality and rethink-
ing of the cultural traditions of the past; an open form of the character’s image and open ending;
irony and parody; the principle of playing with the reader and playing with time.

The rethinking of the values of the past is reflected primarily in the dialogue with classi-
cal dystopia, which leads to the situation of intertextuality as one of the features of postmod-
ern dystopia, which manifests itself in numerous similar images, borrowed motifs and plots, nar-
rative techniques, and an ironic and parodic prism of view. The image of the hero inherits at the
same time the aesthetic canons of romanticism (individualism, rebelliousness); naturalism (the
determination of behavioural characteristics by the instinct of self-preservation, awareness of
the problem of heredity through gender issues, the construction of the narrative structure on
the principle of a “human document”); modernism (emphasis on the self-worth of the charac-
ter’s personality, their inner world, motives of loneliness and alienation, gender component of
human images); existentialism (emphasis on the search for inner freedom and meaning of exist-
ence, the ability to overcome the absurdity of existence (rebellion, escape), the presence of lim-
inal situations).

The desire to rethink the world’s artistic experience in the work, the return to timeless
subjects, eternal images and values through the prism of ironic quotation allows us to focus on
the pathological state of these values in the modern world. Yu. Gavrikova’s opinion is indisput-
able, “virtually every dystopia is characterised by intexts that, at first glance, resemble an allu-
sion. However, all these intexts are paradigmatic since the source text plays the role of a frame
for the context, which is characteristic of parody itself. These contexts can be different in scope,
from a few lines to an entire work within dystopia” [Gavrikova, 2013, p. 300]. These characteris-
tics mainly destroy the tragic tonality, which is characteristic of the classic dystopia.

In the process of postmodern rethinking of traditions, a new type of hero is born. The type of
hero in classical dystopia undergoes a transformation based on a change in the form of rebellion/pro-
test. In the dystopia of the second half of the 20th century, social protest is replaced by personal, exis-
tential protest, aimed at gaining inner freedom rather than at committing a revolutionary act. There-
fore, in late dystopia, it is not the result of the revolt that is important, but its philosophical content,
which determines the vector of the search for one’s own identity. The schematic nature of the clas-
sical dystopian characters, which constitutes a closed structure, is replaced by an “open” form of the
image that reflects the unfinished type of the hero (as defined by M. Bakhtin), which, in turn, deter-
mines the openness of the ending of the postmodern dystopian novel, “the ambiguous, open endings
of these novels maintain the utopian impulse within the work” [Baccolini, 2003, p. 130] — the hero at-
tempts to find existence outside the totalitarian society to win their future.

The openness of the ending, expressed in its variability (“The Handmaid’s Tale”), includes
the principle of play with the reader. The uncertainty (or, as Raffaella Baccolini noted, ambigu-
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ity) of the ending, which allows for different endings (including an optimistic one, for example,
escape/rescue from a dystopian world), creates a situation of textual polyvariety, involving the
reader in the process of solving the riddle and generating ambivalence of meaning. The func-
tion of the diary narrative is also transformed in the game mode, “In the postmodern dystopian
space, filled with the feeling of overthrow of immutable truths, the function of the diary, as well
as the first-person narrative (P. Ackroyd, J. Barnes), is different: to conclude a certain conven-
tion with the reader, to break the usual dichotomy “author — reader”, to construct a microcosm
of “me — not me — reader” to show the shakiness of the concepts “true — false — possible — real”
and the very relative boundary between them” [Shishkina, 2009, p. 99].

Understanding the image of time is also subject to the game principle. Playing with time,
which implies the inclusion of the present, past and future as a complex trinity in the structure
of the work, becomes one of the distinctive features of the postmodern dystopian novel. Excur-
sions into the past and the proposed model of the future destroy the isolation of the dystopian
world, demonstrating it as one of the possible worlds, on the one hand, and as part of a unified
history of the world, on the other.

The considered features of the postmodern dystopian novel were refracted in M. Atwood’s
novel “The Handmaid’s Tale”, which became an important milestone in the development of the
poetics of this genre.

Ironic and parodic intertext: “Grand Narratives” collapse echoes

As all historians know, the past is a great darkness, and filled with echoes...
Margaret Atwood, “The Handmaid'’s Tale”

J.-F. Lyotard stated that in the postmodern era, the grand narrative has lost its right to
truth, regardless of what mode of unification it uses, regardless of whether it is a speculative nar-
rative or a narrative of emancipation [Lyotard, 1984, p. 37]. In postmodern literature, the loss of
plausibility of grand narratives took the form of intertextual inclusions, through which past cul-
tural epochs were resurrected and reinterpreted in an ironic and parodic way. The further back
in time a literary text was, the stronger the link established through intertext with the great nar-
ratives that had lost their verisimilitude. The more history became a possibility in a world where
everything is text, the richer and more diverse intertext became. In discussing the relationship
between postmodernist texts and history, Richard Lehan noted that the texts that we often see
as destroying historicism are themselves deeply connected to the historical moment. In this con-
text, “intertextuality takes on deeply historical significance when one text talks to another in
contexts that are inseparable from the cultural/historical moment” [Lehan, 1990, pp. 552, 551].

In M. Atwood’s novel “The Handmaid’s Tale”, intertextual connections are diverse. Re-
searchers have deeply comprehended the mythological and fairy-tale (the myth of Orpheus and
Eurydice, Cinderella and Little Red Riding Hood by Ch. Perrault, Alice Through the Looking Glass
by L. Carroll [D’Antonio, 2021]), biblical ([Filipczak, 1993], [Christou, 2016], [Kachhwaha, 2018],
[D’Antonio, 2021], etc.) literary (J. Chaucer, J. Swift, Ch. Dickens, J. Orwell ([Ingersoll, 1993],
[Stein, 1994], [Thomas, 2008], [Clements, 2011], etc.), cultural-historical (onomasticon of the
novel, allusions to the totalitarian regimes of the 20th century [Filipczak, 1993], [Templin, 1993],
[Pawlak, 2019], etc.) intertexts. Each of the types is assigned certain functions: mythological and
fairy-tale intertext deepens the characteristics of the image of the main character, literary inter-
text emphasises the plot and compositional originality of the novel; cultural-historical — provides
the effect of proximity of the novel’s dystopian world with the real world; biblical —is the basis of
the image of a theocratic totalitarian state.

In addition, references to specific works and cultural realities clearly illustrate Lyotard’s
thesis about the collapse of grand narratives and their consequences. The image of the Repub-
lic of Gilead shows a cross-section of history, starting from early Christianity and ending with the
20th century, and the result of erroneous, sometimes perverted (imperfect) interpretation and
implementation of ideas/ideologies of humankind significant for history, as well as a prognostic
view of the 21st century. Among such great narratives and corresponding intertexts, we will sin-
gle out Christianity (Puritanism as a branch of Protestantism — biblical intertext), Enlightenment
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(J. Swift), Victorianism (Ch. Dickens, image of Queen Victoria), Nazism (allusions to concentra-
tion camps), Communism (K. Marx’s theses), Liberalism (ironic understanding of tolerance). Let
us look at them in more detail.

The biblical intertext is a parody of Protestant fundamentalism, based on which, in fact, the
social model of the Republic of Gilead is built. We note immediately the ironic implication in the
name of the state — a republic implies a democratic form of government, where power is elect-
ed by the people, while in Gilead, democracy becomes a form of dictatorship. The lack of choice
among the citizens of Gilead, and especially among women, is ironically emphasised already at
the beginning of the novel, “We seemed to be able to choose, the. We were a society dying, said
Aunt Lydia, of too much choice” [Atwood, 2002, p. 37].

Already in the dedication to Perry Miller (a professor at Harvard University, a researcher of
Puritanism, under whose guidance M. Atwood studied US history) and at the beginning of the
narrative in the text of the novel, there are hints that the ancestors of Gilead were the Puritan
founding fathers who sailed to the shores of America (New England) on the ship Mayflower, “...
you can see paintings, of women in long sombre dresses, their hair covered by white caps, and of
upright men, darkly clothed and unsmiling. Our ancestors” [Atwood, 2002, p. 44]. These hints si-
multaneously reveal both the place of action in the novel (the USA) and genetic connections with
English culture and mentality.

As is well known, the cornerstone of the doctrine of Protestant fundamentalism, based on
biblical literalism, is the question of Bible interpretation. The parodic interpretation of biblical lit-
eralism opens with one of the epigraphs to the novel, which presents a quotation from the Old
Testament Book of Genesis about the birth of a child in the family of Jacob and Rachel by the
maid Bilhah — a situation that, in fact, formed the basis of the existence of the Gilead state and
formed the basis of its politics. The need to follow the letter of the Bible in everyday life and the
laws of Gilead, (“They can hit us, there’s Scriptural precedent” [Atwood, 2002, p. 26] — “Abram
said unto Sarai, Behold, thy maid [is] in thy hand; do to her as it pleaseth thee. And when Sarai
dealt hardly with her, she fled from her face” [KJV?, Genesis 16:6] (only in Gilead one cannot es-
cape); “Hair must be long but covered. Aunt Lydia said: Saint Paul said it’s either that or a close
shave” [Atwood, 2002, p. 75] — “For if the woman be not covered, let her also be shorn: but if
it be a shame for a woman to be shorn or shaven, let her be covered” [KJV, 1 Corinthians 11:6];
“The penalty for rape, as you know, is death. Deuteronomy 22:23-29” [Atwood, 2002, p. 293],
etc.), was combined with the free interpretation, periphrasis or supplementation of the Bible in
the interests of the ruling circles, (“Gilead is within you”; “Blessed be this, blessed be that. They
played it from a disc, the voice was a man’s. Blessed be the poor in spirit, for theirs is the king-
dom of heaven. Blessed are the merciful. Blessed are the meek. Blessed are the silent. | knew they
made that up, | knew it was wrong, and they left things out too, but there was no way of check-
ing” [Atwood, 2002, pp. 35, 101]). It is impossible to verify since the residents of Gilead are pro-
hibited from reading the Bible, they can only hear the interpretation of its text (which, in fact, is
a return to what Martin Luther protested against, calling for the Bible to be translated into na-
tional languages, and thus undermining the foundations of Protestantism). This interpretation of
biblical literalism leads to the desacralisation of the Bible, which is just a text, in a postmodern
world where “everything is a text” (J. Derrida). This text can be added to or rewritten according
to the political situation, with the result that the Bible becomes a propaganda tool. At the same
time, it is not surprising that the church itself is disappearing as a social institution, becoming ei-
ther a museum or a cemetery, “The church is a small one, one of the first erected here, hundreds
of years ago. It isn’t used anymore, except as a museum... The old gravestones are still there,
weathered, eroding, with their skulls and crossed bones, memento mori” [Atwood, 2002, p. 44].
Let us note that with fairly harsh criticism of biblical literalism, the author does not touch upon
the concept of faith —only that which is directly or indirectly connected with human deeds is sub-
ject to criticism. The faith implanted in Gilead is equivalent to ideology and becomes an element
of politics; it is false. Genuine faith remains sacred. Offred’s appeal to God is not ritualised, it is
arbitrary and heartfelt: “My God. Who Art in the Kingdom of Heaven, which is within. | wish you
would tell me Your Name, the real one | mean. But You will do as well as anything. | wish | knew

L KJV —King James Version Bible, edited by D. Cogliano [Cogliano, 2004].
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what You were up to. But whatever it is, help me to get through it, please. Though maybe it’s not
Your doing; | don’t believe for an instant that what’s going on out there is what You meant” [At-
wood, 2002, p. 207]. God is explicitly excluded from the creation of the world of Gilead.

The control of the state to keep everyone silent is embodied in the image of The Eyes of
God, (“For the eyes of the LORD run to and fro throughout the whole earth” [KJV, 2 Chronicles
16:9]). The allusion to the image of Big Brother from G. Orwell’s novel (“Big Brother is watching
you”) is evident here. An interesting parallel is drawn with the image of the all-seeing and pun-
ishing Eyes, the symbolism of which is widespread in Gilead, and the image of the eye on the
back of the old dollar bill, “Pieces of paper, thickish, greasy to the touch, green-coloured, with
pictures on each side, some old man in a wig and on the other side a pyramid with an eye above
it. It said In God We Trust. My mother said people used to have signs beside their cash registers,
for a joke: In God We Trust, All Others Pay Cash. That would be blasphemy now” [Atwood, 2002,
p. 185]. This fragment of the protagonist’s memories shows that the preconditions for the atroc-
ities taking place in Gilead are embedded in the past that Offred is so nostalgic about. The com-
ment, “That would be blasphemy now”, reveals an ironic subtext, as religion in Gilead is mone-
tised to the maximum extent possible, and for the believer, it becomes a kind of compensation
for all the trials and tribulations of earthly existence. At 