WKonmelcm
Context

YOK 130.2

INTERPRETATION AS ABSTRACTION:
CHIMERICAL IMAGERY OF DAILY LIFE'S PROSAIC VANITY

Ihor Yudkin-Ripun

Mpo3y eaHae 3 TeaTpom HeobXiOHICTb iHTepnpeTauii, Wo BiaOyBaeTbCA 3a NPUHLMNOM Tak 3BaHOrO repMeHeB-
TUYHOIO KOMa MK PEKOHCTPYKLE0 LiniCHOCTI Ta 1T KoperyBaHHSaM AeTansamm TeKCTy. Tpaauuii yKpaiHCbKOT XMepHOT
CTUIMICTUKN BUSABNSAOTLCS CYrofIOCHUMU CEMAHTUYHIN CyTi Npo3u, Aie LiNiCHICTb BU3HAYaeTbCs BiTBOPEHHSIM TPaHC-
LueHAeHTHUX abeTpakuin, nogidbHMX CUeHiYHUM haHTOMaM.

Knro4oei cnoea: repmeHeBTUYHE KOO, CLEHIYHUI (haHTOM, CIOBECHA MackKa, BiA4YXXeHHS, TeKCToBa HeOOHO-
pigHICTb, CyD’eKTHa NepcneKkTMBa, BHYTPILUHE MOBMEHHS, CMOHTAHHICTb.

Mpo3y c TeaTpoM eAMHUT HeOBXOAMMOCTb MHTEPNpPEeTaLmMn, KoTopas OCYLLECTBNSETCA NO NPUHLUMMY TakK Ha3bl-
BaeMOro repMeHeBTUYECKOrO Kpyra MeXay PEKOHCTPYKLMEN LLeNOCTHOCTM U ee KOPPEKTUPOBKOW AeTansiMmn Tekc-
Ta. Tpaamuum yKpamHCKON XMMEPUYECKON CTUITMCTUKMN OKa3bIiBalOTCS CO3BYYHbIMU C CEMaHTUYECKOW CYLLHOCTbLIO
Npo3bl, rAe LEenoCcTHOCTb ONpeaenseTca BOCCO34aHneM TpaHCLEeHAEHTHbIX abCcTpakumin, NoA06HbIX CLEHUYECKUM
haHTOMaM.

Knroyesnie crioea: repMeHEBTUHECKUIA KPYT, CLEEHNYECKU (DaHTOM, CIIOBECHAas Macka, OT4y>XOeHue, TeKCTOo-
Basi HEOOHOPOAHOCTb, CyObeKTHas NepcrneKkTVBa, BHYTPEHHAS pedb, CMOHTaHHOCTb.

Prose is united with theatre due to the necessity of interpretation that is performed in conformity with the laws
of the so called hermeneutic circle between the reconstructions of textual entirety and their corrections with textual
details. The traditions of Ukrainian chimerical stylistics reveal themselves as the resonant to the semantic essence
of prose where the entirety is determined with the reconstruction of transcendental abstractions similar to scenic

phantoms.

Keywords: hermeneutic circle, scenic phantom, verbal mask, alienation, textual heterogeneity, subjective per-

spective, inner speech, spontaneity.

It has been shown in the previous article
[19] that the transformations of reality’s details
in abstract notions are reciprocally connected
with the integration of an artistic work. Such
interconnections are especially observable in
a dramatic work due to its intensified demands
for textual unity that is to be disclosed with
the adequate interpretation in scenic perfor-
mance. Meanwhile there is still another case
of such transformations of the metonymic kind
where disparate details become abstractions.
This is to be found within prosaic mode of ut-
terance that arises on the ground of the nega-
tion and destruction of rhetoric conventions.
The very conditions of the disintegrated and
alienated prosaic existence become favorable
for the development of the mentioned meto-
nymic transitions (abstractum pro concreto) in
the same way as the dramatic rules of scenic
play do. «Epic demands of the plenitude of

objective world’s representation» [18, p. 39]
as the prerequisite for the prosaic mode of
narration resulting in the closeness of the in-
ner world coincide paradoxically with those of
the scenic playground in drama. Both dramat-
ic and prosaic modes of utterance arise as the
artistic interpretation of colloquial spontaneity
involving thus the procedures of reconsider-
ing spontaneous elements within the space of
such playground. They both presuppose also
further interpretation for the disclosure of in-
ner world.

In this respect one must stress that such
reciprocities between prose and drama are
very often to be traced in creative practice. In
particular while observing the development of
V. Vynnychenko’s dramatic art the researcher
has found the dramatic verve in the early pro-
saic works of the writer: «[Jpamatnam sik cyT-
TEBA CTUIMbOBA puca Npo3u aBTopa 3HaAYHO



KOHTEKCT

MIpO0 3YMOBIIOE OpPraHivHiCTb npuxody OO
BnacHe gpamaTtudHoro nucbma» («Dramatic
quality of the author’s prose as its essential
stylistic peculiarity determines essentially
the transition to dramatic manner in proper
sensey) [3, p. 63]. It means that it is already
prosaic works that include the opportunities of
the further dramatic development. Meanwhile
this interconnection of prose and drama is
a more widespread case. For instance, one
finds in the biography of Yu. Smolych very
clear witnesses about his youth: «A npep-
CTaBnsB TeaTtp <...> caMm nepepg coboto: nepe-
KugaBcs, TaHUOBaB, cniBaB <...> iHcUeHi3auil
Ta Mecu 9 akypaTHO nepenucysas <...> ce-
cTpa <...> 3bepirana Ti MOi onycu, HaBiTb 3a-
Opana 3 coboto o JleHiHrpaga <...> Tam, nig
yac Opyroi CBIiTOBOI BiiHW, BCE L& 1 3arnHy-
no pasom 3 Moeto cectpoto» («l represented
theatre <...> for myself: disguised, danced,
sang<...> | rewrote accurately scripts and
plays <...> My sister kept into custody these
my works and even took them to her home in
Leningrad: there all it perished together with
my sister during the second world wary) [11,
p. 239-241]. The both personalities attest
the existence of reliable interconnections be-
tween prose and drama where interpretation
has the key role.

The experience of M. Kotsyubynski can be
regarded as a deeper and more persuasive
sample. It has been already shown that his
prosaic works are especially apt for staging
[16]. One could also add that the preparatory
notes for his stories have the outspoken out-
look of scripts for plays or cinemas so that the
terminal narrative text arises as a kind of scenic
interpretation and incarnation of such drafts.
One can compare the primary drafts of the
tragic short story «L|BiT a6nyHi» (Apple’s Blos-
som) where the father observes his daughter
die. The initial introduction to the story is given
in nominative sentences «Hi4. 3aunHsie gBepi.
CyteHie. loputb namna» («Night. One closes
the doors/ Twilights are falling. The lamp is
litw) [6, p. 347]. The extended narration en-
ables rendering much deeper meanings with
the details that suggest the interpretation of
the primary data: « winbHO NpuunHKMB ABepi
on Moro kabiHeTy <...> Mos namna <...> gi-
NUTb XaTy Ha ABa noBepxu <...> 3a YOpHU-

MU BiKHAMW NEXUTb CBIT, 3aTONNEHUI HIiYYO»
(«I have closed tightly the doors to my cham-
ber <...> My lamp <...> divides the home into
two levels <...> There’s the world inundated
with the night beyond the black windowsy) [6,
p. 169]. Prosaic text can be said to grow as
the interpretation of the script for scenic play.
Therefore the statements on the dramatic and
prosaic mutuality are to be generalized.

The very origin of prosaic reality is the re-
sult of disappointment and disenchantment
that ensue from the destruction of the preex-
istent coherent map of world with its rhetoric
conventions. The world of disintegration and
alienation introduces necessarily the concept
of otherness, of alien things and persons. The
very admittance of alternatives coexistent
together with the proper modes of existence
entails the effect of alienation, and the inner
world of a prosaic work represents the alien-
ated world with the means of textual hetero-
geneity where this effect can be estimated to
be peculiar both for drama and for prose. The
first and foremost result of alienation’s repre-
sentation through textual heterogeneity is the
rise of dialogue in drama as the personifica-
tion of textual heterogeneous ingredients. In
a more general sense the heterogeneity con-
cerns the subjective perspective of a text — the
authorization and addressee, the participation
and viewpoints or aspects of narration. In par-
ticular, such devices as latent quotations and
improper direct speech impart the intertextual
and inter-personal qualities to a plain prosaic
narration. It has entailed the formation of the
concept of «abstract author» as «the seman-
tic centre of a work, the point, where different
lines intersect» [15, p. 48]. The subjective per-
spective that develops within the inner world
of a prosaic work is intimately connected with
alienation as it represents the involvement of
manifold participants in the flow of events de-
picted in prose imparting to it an outspoken
spontaneity.

This heterogeneity represents the lack of
motivation of events that become conceived
as the revelations of wondrous powers. Itis to
remark that the very concept of event presup-
poses the existence of an aim and its result:
«The change that makes up an event must
be fulfilled before the end of narration <...>
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There are no events when this change has
only begun» [15, p. 15]. Respectively event
must be relevant (that’s not of a trivial course
of things as inrites), unpredictable, irreproduc-
ible, irretrievable and entail consequences.
Within such approach to events the problem
of spontaneity (and motivation as its overcom-
ing) can be regarded as the common denomi-
nator of dramatic and prosaic modes. It is to
stress especially that prose as the rejection
of conventional devices must necessarily in-
volve the concept of «wonder & grace» (esp.
that of granted grace) peculiar for the media-
eval theatre of miracles. The very concept of
event or deed as something distinct from the
common flow of actions, as anomalous devia-
tion from ritualized behavior coincides primar-
ily with that of wonder. Such attitude presup-
poses the existence of latent indescribable
powers beyond the dramatic or prosaic text
that would determine the observable events
in the depths of existence and evoke them on
the surface of habitual life. In the same way
as an actor deals with phantoms absent in
text but implied in the realm of imagination the
prosaic narration refers to something unmen-
tioned but meant that turns to be comparable
with theatrical phantoms.

The existence of such transcendental el-
ements of prosaic text can be demonstrated
with the phenomenon of the «over-definitive-
ness» [8, p. 340] of prosaic words resulting in
eidetic illusion as the effect of idiomatic trans-
formations. The reason for this paradox of ei-
detic effects without the use of special tropes
lies in the formation of the inner world of a pro-
saic work that exerts the same effect of spon-
taneity as the enchantment of miraculous
world. The mentioned epic plenitude attains
in prose its limits where the condensation of
stuff turns into the opposite of spontaneity.
Respectively the condensation of material in
a prosaic work results in such autonomy of
its inner world that all elements incorporated
within its borders become spontaneous and
refer to some transcendental powers beyond
the text. Within such condensed state of ar-
tistic matter the dominant aspect of prosaic
works becomes that of transition (in opposite
to epic perfection) as the consequence of in-
corporation that results in the transformation

of words into verbal masks. It is interpretation
that procures conditions for such transforma-
tion as in scenic performance of a drama.
In particular one imparts to the idiom more
abstractedness as in the mentioned case of
metonymy. Therefore prosaic textual conden-
sation with the ensuing spontaneity results in
paradoxical consequences where «due to the
simplification and restriction of semantic load
of a locution its direct immediate designation
becomes a transcendental object applicable
to pass through the verbal boundaries in the
broader world of imagination» [20, p. 281].
Thus the textual condensation in prose entails
the same effect of spontaneity that is attained
due to the opposite quality of textual incom-
pleteness in drama demanding scenic play.

The presence of outer transcendental (the
concept was introduced by A. Reformatski in
1928) «theatrical phantoms» beyond prose
as the result of textual condensation and
spontaneity is obviously favorable for the in-
terpretative activity. In its turn the condensa-
tion of prosaic text results in integration due
to special interpretative efforts, in particular,
the disclosure of plot that is not depicted in
text immediately. It is presumed that the ob-
server makes one’s own conjectures as to the
nature of transcendental reality that prosaic
text refers to. Then the essence of interpreta-
tive procedures can be conceived as that of
generalized negation (with such its aspects as
the contrasts and conflicts among the dispa-
rate disintegrated elements of worldview) in
its manifold forms that becomes the exclusive
ordering power of prose.

The simple differentiation and distinction
contains the embryo of the further steps for
negation’s development. One can find such
ordering power in the polarization of elements
that becomes the mutual resource of prose
and drama. It is the polarization growing to
the scope of dramatic conflicts that procures
means for overcoming the chaotic colloquial
spontaneity in prosaic tissue. Subsequently
the development of conflict with its moments
of crisis and with the confutations of obstacles
and objections becomes the decisive compo-
sitional force both for prose and drama. In the
same way scenic discussion (as well as pro-
saic contrasts) is out of question without the
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development of abstractions on the ground of
negation. In its turn the transcendental phan-
toms as the common ground for prosaic and
dramatic spontaneity arise as generalized
alternatives to the textual data. These phan-
toms represent otherness as alienated pow-
ers taken in negative, as polar alternatives for
the given information. Then the existence of
such alternatives makes interpretative proce-
dure as their selection indispensable, and it
becomes the decisive argument in favor for
abstraction as the interpretative foundation.
Interpretation must be the formation of ab-
straction because it deals with negation. For
instance in the story The Nerves by S. Cher-
kasenko the hero — the reporter who has hap-
pened to describe suicide and fallen into the
depressive state — observes the sincere hap-
piness of the family of a cripple who returned
home at the eve of Christmas: «<...> xnoneub
KMHYBCS1 HA3yCTpiY i NOBUC Ha Wi B 6e3HOoro-
ro. BxonmsLum 1Moro 3a pyky, BiH TArHyB NMOro
BiJ Mopora, MoKasylunm Ha SAnuHKY» («<...>
the boy threw himself towards the boneless
man and embraced his neck. He caught his
arm and pulled him from the door showing
him the fir-tree») [12, p. 227]. These details
refer to something more essential that can be
comprehended through the abstract ideas. It
is not the physical movements of a son meet-
ing the returned crippled father that are meant
here. In reality the scene looks like the alle-
gory of joy. The meaning of the event has la-
tent contents as the alternative to immediate
narration that can be conceived only through
abstract ideas.

Similarly to drama to be staged at scene a
prosaic work contains such latencies that de-
mand interpretation to be disclosed through
the primarily guessed abstractions. The flow
of inner speech of an imaginary participant of
events is in prose the obligatory textual con-
stituent as well as in the performance of an
actor that supplements the written cues. One
always encounters an invisible counterpoint to
textual data. Prosaic text needs such constant
and continuous invisible satellite also as the
transcendental basis for its integration. That
any verbal tissue acquires multidimensionality
is self-evident so that the textual integration
reveals hierarchy, cyclic structure and distant

relations proper for multipart score both in
dialogue and in prosaic narration. It is due to
such multidimensionality that textual entirety
can be grasped and comprehended.

Thattextas awhole needs interpretative ef-
forts ensues from the hermeneutic procedure
that restores the relations between the whole
and the parts. It goes about the so called her-
meneutic circle where «the entirety is com-
prehended from the particular and <...> the
particular is comprehended from the entirety,
as far as the last goes from the unity of cre-
ative impulsey, so that «it is incredible that the
exegesis would whenever come to the end»
[14, p. 228] and the interpretative procedure
remains potentially infinite. It is of special im-
portance that such oscillation between the
entire and the particular is directed to the ap-
proximation of the adequate meaning of tex-
tual data. Such oscillation poses the problem
of overcoming the circular movement in the
process of comprehension: «lt is necessary
to comprehend the whole, and it is possible
to be accomplished only through the compre-
hending of parts, that in its turn can be com-
prehended only from the whole. The solution
is the reflexive action on the basis of at least
incomplete comprehension of the whole»
[the underlinings here and later are mine. —
. Y.-R.][1, p. 65]. Then one deals always with
some conjectures referring the whole that are
initially incomplete and gradually attain more
and more precision in the same way as an
actor studies the role. In this respect it's worth
noticing that in hermeneutic procedures the
invisible phantoms that the text refers to are
designated as «another text» or derived text
that is to be compared with the primary one
to conclude as to the latent contents, so that
«the actually present text <...> is reflected
in the secondary text, and the secondary text
gets reconsidering in the process of compre-
hension <...> Reflection as such consists in
the rise of reciprocal confrontations result-
ing in the translation of one contents in the
others» [1, p. 74]. A kind of alternative text
can be said to arise that can be called an-
ti-text similar to the antiphon in Gregorian
chant, the difference being that the second
sounds really whereas the first belongs to the
inner speech.

10
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To sum up, one can say of a textual satel-
lite generated as an alternative to the primary
written textual data. Interpretation consists in
constant and continuous confrontation and
comparison of the both texts, the primary one
and the derived one existing in one’s imagina-
tion and in the inner speech. Obviously such
derivation is more abstract than the source
because it is generated as the result of the
negation of the source. Such textual satellite
designates only obscurely delineated abstract
types and not vivid images, but it serves as
the instrument for the reflection over inter-
preted text that leads to the exploration of la-
tent contents. The satellite of abstractions as
a secondary text plays the role of a mirror in
the hermeneutic procedure of interpretation.
Such «mirror» is generated for reconsidering
the primary textual data. Then an asymmetri-
cal pair of texts appears that are contrasted
with different degrees of abstractedness.
Such bilateral formation becomes the start-
ing point for the development of interpretative
procedure. The entirety (and plot as its rep-
resentation) takes the side of a more intense
abstraction.

That reflection is a necessary prerequisite
for the disclosure of textual entirety can be
seen in the construction of plot that is to be
built as a conclusion of reflection. Meanwhile
plot as a plan is to be differed from a theme,
a story or afiction (Germ. Fabel) so that, for in-
stance, «practically all persons will have their
own stories, somebody having an extended
one and somebody’s story being short and
fragmented» where «plot can be regarded as
an intersection of stories» and, besides, «plot
is else the selection or reduction of stories»,
and, in the result, «the foundation of story is on-
ly an action exclusively whereas plot includes
also the elements where action is absent» [9,
p. 102-103]. One can easily notice here the
distinctions between subjects and predicates
taken in macroscopic textual dimensions as
those between character and situation. Then
event as some deviation from routine seems
to build up the elementary foundation of a
work. At the same tine events aren’t sufficient
to comprehend the text adequately. In particu-
lar it concerns the latent and implicit contents
of the so called undercurrent: «subtext is the
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phenomenon that can’t disclose its essence
if one involves exclusively linguistic data» [7,
p. 45]. Especially elusive plot and story hap-
pen to become when they serve only as the
outer pretext for textual integration as the
story of Shekherezade in the cycle thousand
and one nights. Plot and story being guessed
represent the mentioned incompleteness of
textual entirety and serve only as the starting
point for the development of hermeneutic pro-
cedure. In such cases much deeper and more
essential grounds concealed under plot are to
be looked for in connection with prosaic con-
densation and spontaneity.

Such phenomenon of prosaic spontane-
ity can be attested with the existence of such
places that are neither digressions nor have
any touch to motivation. Such is the pas-
sage from V. Domontovych’s novel «[iB4nHa
3 Begmegukom» (A Girl with a Teddy-bear,
1928) (Chapter 4.7): «3a pyaum 3anisHU4YHUM
napkaHom 6inie 6epe3oBuii ran, a 3a raem no-
YMHAETLCA COCHOBMI Gop <...> Tam rynu co-
CHM <...> Ane 4 He MiWoB cryxaTu, sK ryayTb
cocHu. A He niwoB Ao TuxmeHeBux» («Be-
hind the rusty railway fence there showed
white grove of birches, after the grove the
forest of pines started <...> The pines were
buzzing there <...> Nevertheless | didn’t
go to listen the pines buzz. | didn't go to the
Tykhmenevsy») [5, p. 137-138]. This episode
can at first glimpse pretend to be conceived
as a case of psychological parallelism: the
first impressions restrict the hero — narrator
from further deeds and provoke his hesita-
tions. Meanwhile such explanation would not
account for the «railway fence» noticed by the
observer. It is not only psychological hesita-
tion that can be rendered with the depiction of
forest. The landscape refers to another reality
of spontaneous powers beyond the interper-
sonal relations and in this sense it designates
the transcendental reality. The condensation
of the seemingly unmotivated and superfluous
details gives transcendental references as the
genuine integrative foundation. It is such de-
viational details independent from plot’s line
of development that are especially meaningful
for textual entirety.

The novel cited just above gives the tragic
picture of a girl’'s maturation that comes to sui-
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cide. A love story between the teacher (who
is the narrator in the 1 person) and his pupil,
the girl-teenager Zina gives the opportunity
to demonstrate the development of infantile
negativism resulting in self-destruction. Nega-
tive attitude towards existence inevitably turns
into nihilism. Meanwhile the contents aren’t
restricted with this and other subordinate
lines. First of all one must point to the silent
but mighty participant of the action’s develop-
ment — that of the girl's puppet, teddy-bear
that evidently incarnates the alienated pow-
ers. That such role really is imparted to the
puppet can be proved with the last monologue
of the heroine immediately before the catas-
trophe. This sincere confession with very con-
sequent exposition of destructive thoughts
is addressed to the toy (Chapter 10.2): «Mw,
Be4MeMKY, 3HaEMO 3 TODOI0, LLLO KOXaTW HiYo-
ro He 3HaunTb <...> Ak 6u xoTinoca TBoIN 3u-
Hi, Mii Munui MuwyHio, Wwo6 y Hei Oyno Take
Borioxare, KocTpybaTte cepue, gk i B Tebe <...>
Hanbinbwe 3unHi Ao BNnogodbwu — ue xoautu 3
BeAMeOVKOM No KaHaTi Ha spmapkax <...> Hi,
Tpeba He cebe BOUTKU. 3ymil yce 3HMLIMBLUN,
Xutn umm» («We both, my Teddy, we know
that to love means nothing <...> How thy Zina
would like, my sweet Teddy, to have the same
shaggy, rough heart that thou hast <...> What
Zina likes most, it is to walk the tightrope to-
gether with the bear at the fairs <...> No, one
mustn’t commit suicide. One must manage to
destroy all and live with this») [5, p. 192—194].
Here the whole program of life conceived as
a childish play is developed. The negation of
love pretends to be associated with the rejec-
tion of suicide but actually destruction domi-
nates over all deeds. In this context a toy ac-
quires ominous sinister features of a fetish.

In a way the character of Zina is the new
development of the same personalities in the
Ukrainian tradition that have already been in-
carnated in Hr. Kvitka-Osnovyanenko’s Halya
in Sincere Love («Wupa no6os») and Lesya
Ukrainka’s Lyubov Hoshchynska in Blue Rose
(«BnakntHa TposiHOa»). Meanwhile there are
fundamental differences caused with the new
urban conditions of alienated world. These
peculiarities can be summed up with the
words of the narrator (12.8): «BoHa nosipvna
B XMMepy CBOro s <...> 3iHa nparHyna ycy-

HYTM B KOXaHHI BCe, LLO Tiflbkn nogibHe Ha Ko-
xaHHs» («She has believed in the chimera of
herself <...> Zina aimed at removing in love
that was even similar to love») [5, p. 216]. As
far as the chimeras come into play, it would
be apt to cite also the author’s digressions
referring to them (4.3): «Bigomo gobpe, LwWwo
BCi NMOACHKI XMMepW BMHUKAKOTb 3 JO3BINNAsS»
(«It is well known that all human chimeras are
born from leisure») [5, p. 133]. Zina had too
much leisure as the over-cherished daughter
of a high-ranked state official. As an example
of chimeras produced with leisure her plans
for future can be cited (3.4): «KHWxKy npo 6a-
pukagu KaHtoHa s nucatumy. A Bam <...>
npuwnto 3 Kntato 3 Hankpalloi nopuensiHu
YyanHum cepsi3» («I will write a book about
Canton’s barricades. And for You <...> [l
send from China the tea service of the best
porcelain») [5, p. 126]. The absurdity of com-
bining porcelain with barricades (where, by
the way, a tea service can easily be broken)
represents the chimeras of the girl's imagina-
tion. In opposite to this the narrator confesses
(6.7): «[lMpoTarom ycboro XuTTa mMoro a4 6auy
TiNbKM ogHe: npauto, npauto, npauto» («l see
the only deed during all my life: work, work
and work») [5, p. 158]. Thus the incompat-
ibility of the heroes is to be read from such
remarks. That is why the decision of the hero
not to visit the family of Zina is motivated with
the powers that lie far beyond the events nar-
rated in the novel.

Another V. Domontovych’s novel «[Joktop
Cepadikyc» (Doctor Seraphicus, 1929, pub-
lished 1943) gives some episodes from the
biography of the protagonist Vasyl Komakha
(with the nickname designated in the novel’s
title) that in reality contains no events: the se-
ries of episodes have neither commencement
nor conclusion. The scientist tries first to get
acquaintance with his neighboring girl Tasya,
who sympathized with him. Meanwhile the
personality of scientist Komakha is in itself a
kind of abstraction, and this evaluation can be
proved with the description of the girl’s visit to
his apartments (Chapter 3): «KoxeH yyeHunn —
Tpyn. Ouen TpynHUM cmopig, 3aTxne MoBi-
TpS, KypsiBa, 6e3nagas B kKimHati Bpaswnum Ta-
cto» («Every scientist is a corpse. This putrid
smell, musty air, dust and disorder in the room

12
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have struck Tasya») [5, p. 42]. The absence
of biographical development is additionally
underlined with the author’s remark in the epi-
logue (17): «bys Komaxa Ton camuii, Lo 1 KO-
nucb, i ByB BiH Tpoxu BigMiHHUA» («Komakha
remained the same as time ago, and he was
also somewhat different») [5, p. 112]. More
active outlook seems to be in the love story
between the painter Korvyn and Ver who (as
it is given in Chapter 6) «...npautoBana Koro
BepcTara i nepeknagana BepneHa» («worked
at the lathe and translated Verlaine») and then
«cKopucTyBanacs 3 neploi Harogu, wob of
BepcTaTa NOBEPHYTUCS 3HOB A0 MMCbMOBOTO
ctony» («has used the first occasion to return
again from the lathe to the writing-table») [5,
p. 59]. The relations between them show no
changes, they represent some immovable
state that is determined with the environment.

Therefore of importance is that neither
the protagonist nor his girl and this pair are
autonomous in their decisions. It is not the
personal story of characters that is given in
the novel. The author has made a meaning-
ful remark (Chapter 3): «Peui € gokoHeyHa
NPUHANEXHICTb XUTTA. 2KUTn — e BBaXkatu Ha
pevi i 3xunBaTnca 3 pedammn» («Things are the
indispensable attribute of life. To live means
to pay attention to things and to coexist with
things») [5, p. 43]. The flow of events takes
place without active will of the heroes. Kom-
akha is depicted as the most evident exam-
ple of such existence as the author stresses
(Chapter 9): «BiH ilioB 3a Teuvieto, 3a NIMHOM
yacy» («He went behind the stream, behind
the flow of time») [5, p. 77]. These words can
concern any person who partakes in the nar-
rated events, and as the digression proclaims,
it is caused with the inexorable power of alien-
ation (Chapter 9): «CyyacHa noguHa — ge-
TanbHWU POBITHUK <...> CNopyaKyBa4y NpUMi-
Tok» («The contemporary man is a detailed
worker <...> the producer of comments») [5,
p. 79]. This remark accounts for the role of
dramatis personae in the novel: their deci-
sions, their deeds are only comments to what
is determined with the other invisible powers.
The alienated world gives no opportunity for
individual free will and personal responsibil-
ity. The personages play only the prescribed
roles. Therefore it goes about the fate repre-

sented with the flow of events and not about
personal stories intersected in plot. The tran-
scendental power of fate is observable behind
the explicit phenomena.

Such relationship between the surface
of explicitly described events and the genu-
ine latent essence is peculiar for the works
of S. Cherkasenko (one of which has been
already cited). Such is the situation with the
short story «JlabopaHTtka» (Laboratory Assis-
tant Girl) where the girl Clava participating in
the conspiracy seduces at the evening-party
the commander of punitive expedition, draws
him at her home for a night and then kills him
and commits suicide. At the first glimpse this
personality reproduces the biblical Judith
(there is also another story of the writer with
such title), meanwhile the suicide remains un-
motivated. Still another conclusion would be
effective when a dialogue between her and
her conspiracy comrade Kostya were taken
into account: «— Bu He BipuTe, WO 9 MOXy by-
T UikaBo — XopoLlua BU..., rapHa <...> — Ce
BW TiNbKW Tenep goraganucb? — [aBHO, SK
ynepwe nobayms Bac <...> — B KOXaHHi, To-
Bapuly, Tpeba Bytn cminuBum» («—You don’t
believe that | can be interesting? — You are
beautiful..., pretty <...> — It is only now that
you've guessed? — Long ago, as I've seen
you <...> — In love, comrade, one must be
bold») [12, p. 254-255]. Then the solution
of the archetype of biblical Judith resembles
here that of F. Hebbel's drama: the heroine
feels deep disappointment as to her situation
and certain sympathy to the seduced com-
mander. The play of the seductress turns into
genuine love in opposite to the indifference
from her comrade. Imaginary phantoms that
can be disclosed through abstractions be-
come the terminal cause of suicide.

The contradiction between explicit plot and
alienated powers determining the fate of the
heroes becomes very evident in V. Pidmo-
hylny’s novel «Micto» (City, 1928). The story
about the career of a fortune-hunter gives op-
portunity for critical reconsidering the growing
urban chaos. As V. Shevchuk has noticed, the
hero of the novel Stepan Radchenko belongs
to the type of Gerorge Du Rois from «Bel-
ami» by Gui de Maupassant, moreover, he
is «Hebe3ne4Hiwmn Big Nioboro Opyra, 60 1
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TEMiHb MOro Aywi HeornggHa Ansg HbOoro ca-
moro» («more dangerous than the Amiable
Friend, because he can’t conceive the obscu-
rity of his soul») [13, p. 15]. The life story of
a predatory male making his career with the
corpses of seduced and forlorn women is the
mainstream that enables detailed analysis of
real powers determining the growth of city.

In particular it concerns the story of mak-
ing a courtesy to a nice girl Zoska who com-
mits suicide after overt lie of the hero. The
last meeting with Zoska was intended by him
with the aim of proclaiming disruption; mean-
while he offered a marriage as the prepon-
derant deceit. The reason was his coward-
ice (part 2, chapter 6): «gns po3nyku mycutb
OyTn [ocTaTHa NpuYMHa, PEBHOLLI, 3paaa,
cBapka npuHanmMmHi <...>Ta 4n N 3BaXUTbLCSH
BiH <...>7?» («there must be sufficient reason
for disruption, jealousy, treason, ay least quar-
rel <...>And whether he would venture <...>?)
[10, p. 213]. The following behavior is that of
a desperate liar who can't even conceive his
own meanness. The deceit of marriage arises
as an impromptu (part 2, chapter 6): «3 6nuc-
KaBWYHOK BUHaXIANMBICTIO, MOB i cipaBAi Npo
ue BiggaBHa 3oyMaBLUM, NOYaB MOBaXXHO BU-
knagatu i ceoi gokasm» («With the brilliant
inventiveness, as if he did indeed think about
it for a long time, he began to present to her
seriously his arguments») [10, p. 215]. Such
behavior attests the vacuity of the soul of this
male beast. This meanness is especially ex-
emplified in the scene of his meditation after
Zoska’s death when he finds the excuses for
himself (part 2, chapter 12): «— lNpoctn, 3o0-
cbko! Bce moB4ano HaBkpyru. Ane X MOBYaH-
Ka — 3HaK 3rogun» («— Excuse me Zoska! All
kept silence around. But silence is the sign of
agreementy») [10, p. 240]. The last sentence
is here given as the so called improper direct
speech that can be ascribed to the hero. Such
«psychological protection» of self-excuse for
the reconciliation of one’s conscience is full of
sarcasm. In reality the person here behaves
not only as abstraction but also as a shadow
or a scepter. It goes about a moving corpse
that exists among the living people.

The self-indulgent personality appears
here in its turn as the product of the fate. This
person remains indiscernible from usual uten-

sils of environment and it is used with powers
of vanity that are situated beyond the given
events. Such reference to these invisible pow-
ers can be found in the description of routine
at the apartments in the morning with the con-
cluding digression (part 2, chapter 2): «Cninb-
HiCTb Oaxy 36nwkye nogen <...> TOMY, LLUO
He3mora M 3axoBaTu BpyOHMX CTOPIH CBOrO
xntTs» («The community under one roof puts
people narrower <...> because it's impos-
sible to conceal the dirty sides of their life»)
[10, p. 131]. It is this dirt that dominates in the
hero’s soul. The community turns to become
the force making people reduce themselves
to beasts. One encounters here a mere met-
onymic transition of a kitchen’s description to
the allegory of bestial existence. The more
overt allusions concern the abstraction of
death and are connected with the earlier love
affair’'s personage Musinka. The hero encoun-
ters her again in the gambling-den and listens
to her last confession (part 1, chapter 14): «Tn
BiZiNXHYB MeHe — 4 niwna. Noknukas — g npu-
nwna. Bonsa most anomunack <...> 3aBTpa
TN nigew i nigew posro-goBro <...> [loTim
npuige cmeptb. Le ctpawHo» («Thou hast
pushed me away — | went. Thou hast asked
for me — I've come <...> Tomorrow thou will
depart and go along and along <...> Then
the death will come. It's fearful») [10, p. 120—
121]. It is death and terror that become those
transcendental powers causing the formation
of such monstrous personalities as the hero.
The abstraction of mortality stands behind the
career and the suicide, the meanness and
credulity. The world of monsters and specters
becomes the real contents of urban existence
conceivable through the faculties of abstrac-
tions found beyond text as dramatic phan-
toms become visible in scenic performance.
To conclude the review of such theatrical
attachments of prose one should cite still one
species of prosaic work where the impacts of
alienated world are connected with the im-
mediate interpretation of cinematic culture.
Such is the script of O. Dovzhenko’s «Zveny-
hora» (1928) where the conflict between the
brothers Tymish and Pavlo builds up only the
episode in much wider tissue of events. The
surrealistic juxtapositions of events from very
distant epochs enabled with cinematic means
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imparting to the text that verve of spontaneity
that represents the enchantment of alienation.
Such is the episode of a historical digression
where the parable of Roxana and the Chieftain
is demonstrated. The preparation of the deci-
sion is here delineated with pictures that ren-
der obvious abstractions (chapter 4): «Kpi3b
NOK BUAHO ransBuHy i psav niogen, 3anpsbke-
HUX Y ApMo. Boxab BigTsrae giB4nHy Big nto-
ka. Ha obnunuyi giBunHu ctpax <...> [iB4nHa
CVAWTb HEMOPYLUHO, TPMMatoun pyky 6ins no-
aca» («One can see through the hatch a lawn
and a raw of people harnessed under yokes.
The chieftain draws the girl from the hatch.
There’s fear at the girl's face <...> The girl sits
motionlessly, holding her hand at her belt») [4,
p. 379]. The parallel text of abstractions would
represent the ripening of the decision for re-
venge. Such meditation could refer to the fa-
mous plot of Marusya-Bohuslavka with the
related historical associations. Due to such
abstract interpretation the explicit narration on
the events without connections to the actual
plot becomes the parable that motivates the
contemporaneity with eternal powers. Magic
tale returns in the prosaic world of daily rou-
tine where one detects essential powers be-
hind the seeming vanity. It is worth mentioning
also O. Dovzhenko’s short story «The Will to
Life» where the wounded agonizing soldier
finds in himself the powers to overcome the
illness while conceiving the word ‘bandage’ as
the means for life. It is a metonymic semantic
transition but there stands the abstractedness
that enables the transfiguration of a habitual
medical term into the concept of ‘salvation’.
To comprehend the essence of events the ab-
stractions must be involved.

The examples show that alienation and dis-
integration as the basis for prosaic worldview
engender the particular textual heterogeneity
and condensation that approaches dramatic
discourse and presupposes intense interpre-
tative activity. Such mysterious world (to use
here the title of the famous A. Conan-Doyle’s
novel) displays inevitable spontaneity. It re-
fers to the invisible transcendental grounds
of textual integration conceived as those of
wondrous nature and entails the necessity
to explore them with the tools of abstraction.
Interpretation being such explorative task,

prosaic text approaches that of drama which
demands performance.

Meanwhile the powers of alienation en-
tailing textual heterogeneity and spontaneity
obtain especially favorable conditions when
one deals with the prosaic reality of urban
life where alienation with its effects of spon-
taneity intensifies the references to transcen-
dental essences. It has been already shown
that the rise of chimerical images (similar to
scenic phantoms) can be traced in the first
species of urban prose by S. Vasylchenko
[17]. The swift growth of Ukrainian chimeri-
cal novel of the last third of the former century
(associated with the names of O. lichenko,
V Zemlyak, V. Drozd, Ye. Hutsalo, V. Shev-
chuk and others) is called «peakuieto Ha Tak
3BaHW BUPOBHMYNIA PpOMaH 3 Oro YMOBHUM
ycepenHeHHsM» («reaction to the so called
productive novel with its reduction to an av-
eragey) [2, p. 231] where just the mysterious
and problematic powers were ignored and
neglected. The irreducibility of artistic work to
the explicit textual data gives grounds to say
here of «baroque script» (the term suggested
by A. Chycherin) [2, p. 230] and to find here
retrospective attitudes. One can detect here
the old Ukrainian tradition of chimerical narra-
tion coming back to the baroque epoch that is
to be found in the so called Kozak chronicles.

To sum up, one can come to the conclu-
sion that reasons for artistic synthesis in pro-
saic works aren’t of immanent nature. They
are always transcendental in regards to prop-
er textual data. Respectively the entirety of a
prosaic work isn't given as something ready.
It demands special interpretative procedures
for its disclosure. Prosaic chimeras are of the
same nature that scenic phantoms in theatre,
and the interpretative formation of abstrac-
tions is the indispensable condition for their
disclosure.
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PE3IOME

3BepHEHHS 40 pearnii NOBCAKAEHHS SIK NPpeaMEeTIB METOHIMIYHOIO NepeTBOpeHHs B abcTpak-
uii, Bnactmee gpami (y Tomy uncni y TBopyocTi |. Kouepru), Takox Bnactuse npo3i. CninbHIiCTb
JpamMaTuU4HOro i Npo3aivyHoro ANCKYPCIB 3acBigvyeTbCsl, 30kpema, TBopumnm gocsigom M. Ko-
utobumHebkoro, B. BuHHmyeHka, HO. Cmonunya. OgHy 3 OCHOB Takoi CRiNbHOCTI CTAHOBUTbL POSb
iHTepnpeTauii (ons Apamu o4eBMaHa B CNPSAMOBAHOCTI A0 CLEHIYHOIrO BUKOHAHHSI) Ta NPOCTip
iHTepripeTauinHX MOXNUBOCTEN (Ha BiAMIHY BiA Nipuku Ta enocy). lepMeHeBTMKa SK Hayka
npo TIyMayeHHs TekCTiB, 3acHoBaHa @. LLnanepmaxepom, gae apryMeHTauilo Ha KOPUCTb
HeobxigHOCTI iHTepnpeTauii 4Nns LiniCHOCTI NPO30BOro TBOPY, BUXOASUM 3 KOHLENLii Tak 3BaHO-
ro repMeHeBTUYHOro Kora, Ae NpubrnuaHi 3goragkm Npo LiniCHICTb YTOYHIOKTLCA PO3YMIHHAM
YaCTUH, CEHC AKX CBOEI Yeprok 3yMOBETLCA MicLeM Y UinicHocTi. BigTak y npoueci Tny-
MayeHHs TEKCTY B YsIBi BUHMKAE MOro Binbly abCTpakTHUA OBiMHMK, NOGIOHO 4O BHYTPILLHLOMO
MOBIEHHS aKTopa, SIKUM OOMOBHIOETLCA TEKCT porii. 3iCTaBNeHHs 3 TaknuM anbTepHaTUBHUM
YSIBHUM TEKCTOM abCTpakLin YMOXIMBIOE AOKAgHE PO3YyMiHHSA TEKCTY NPO30BOro TBopy. Ba-
rOMiCTb repMEeHeBTUYHOIO Kora came Ans Npo3u CPUYMHAETLCA 0COBNMBO BUCOKMM CTyMe-
HEeM TEeKCTOBOI HEOAHOPIAHOCTI (ska B ApaMi Habvpae BUrNsiAy AianoridyHOCTI) K Hacnigky
NMOXOMXEHHSA NPO3U (ansTepHaTUBYN PUTOPUYHUM YMOBHOCTSAM) 3 AesiHTerpadii Ta BigvyXeHHs
OyTTs. [1pO30BOMY TEKCTOBI BracTMBa CMOHTAHHICTb MOAil, BiACYTHICTb iIMAHEHTHOI MOTUBA-
LT, WO 3yMOBIOE HEOBXIAHICTb iHTepnpeTaLuil Ans BUSBMEHHA TPaHCLUEHOEHTHUX, 30BHILLUHIX
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OO0 TEKCTY, a BiaTak abCTpaKTHUX YNHHUKIB MOTMBALiT, NOAIOHMX OO CUEHIYHUX haHTOMIB Y
iHTepnpeTauii gpamartypril.

Taki ocobnmMBoCTi NPO3nN BUABASOTLCS CAPUATIIMBUMU A5 BiOPOSKEHHS MUTOMO YKpaiH-
CbKMX TpaguLin Tak 3BaHOT XMMEPHOT OMNOBIAi, 3aCBiAYEHNX LUMPOKUM KOSTOM SIBULLL, NOYNHAKYN
Big YapiBHMX Ka3ok Ta B6apokoBoi HosenicTukn. OcobnuBo NOCNPUSNO PO3BUTKOBI haHTOMIB
npo3aivyHoro AMCKYPCY 3pOCTaHHA ypbaHizoBaHOro cepedoBuila B NMepLlii nonoBuHi XX CT.
3 NOro BigYy>X€HHAM, OCMUCIEHMM, 30KpeMa, Y TBop4yocTi C. BacuneyeHka, C. YepkaceHka,
B. JJomoHTOBMYa, B. lMigMornneHoro, Ta B KiHOMOBICTAX — MNPUHLMMIOBO HOBOMY XaHpi, CTBO-
peHomy O. [JoexeHkom. Y HoBeni «JlabopaHTka» C. YepkaceHka (Oe B LeHTpi onoeigi — no-
cTaTb AiBYMHM, SIKa 34INCHI0OE BYMHOK BibninHoi KOanTn) 30BHIi HEBMOTMBOBaHe caMorybcTBo
(cyronocHe TnymadeHHio nogibHoro obpasy B gpami ®. eb66ens) NOACHIETLCS YMHHUKAMM
po34apyBaHHs, sIKi MOXXHa NULLIE PEKOHCTPYIOBATN 3 OKpeMUX AeTanen sk abcrpakuii, wo ne-
XaTb «No3a kagpom». IcTopis »xuTTa nignitka 3iHK, sike HeBbraraHHO NpsiIMye 40 caMoryoeTea,
JocnigpkyeTbca B poMaHi «[iB4mHa 3 Begmeankom» B. [JomoHTOBM4Ya. HoBa meTamopdosa
obpasis Nani («Wupa nodos» I. KiTkn-OcHoB’saHeHka) Ta JTiobn («bnakutHa TposHga» Jleci
YKpaiHkun), 3iHa Bigpi3HAETLCA TUMU XUMepaMu, AKi TArHYTb i 40 3arnbeni 1 po3KpMBarOTb-
Csl Yepe3 afeKBaTHY iHTepnpeTauito TekcTy abeTpakuisimm BigvyxeHHs. «Joktop Cepadikyc»
B. JomoHTOBKMYa fJae noctatb «abCTpaKTHOI MoanHM». Y poMaHi 30BHI HiYOro He BiabyBa-
€TbCS, arne rofloBHOK AioBOK 0coboto noctae aberpakuia goni, patymy, WO BiAYUTYETHCS,
30Kpema, 3 BiACTYNiB NMCbMeHHuKa. «Micto» B. lMigmornneHoro (pomaH, Wwo 6yB TpuBanuim Yac
nig 3abopOoHOH0) BiAKpMBAE MNOCTaTb HOBITHLOMO Kap'epucTa, Lo NoBoAuTb cebe SK ynup cepea
XMBUX ntogen. Taka peKOHCTPYKLIS YMOXITMBIIOETLCS 3aBAsik1 abcTparyBaHHIO 306paXeHHs
cepepoBua. HagbaHHsa «6apoKkoBOro nncbmMa» Npo3n, pO3paxoBaHOro Ha iHTepnpeTaLito ve-
pe3 abcTpakLii, 3yMOBMAM PO3KBIT XMMEPHOIO pOMaHy B OCTaHHiN TpeTuHi XX CT.

Knrouoei cnoga: repMeHEBTUYHE KOO, CLEHIYHUI (baHTOM, ClIOBECHA MacKa, Big4y>KEHHS,
TEKCTOBA HEOOHOPIAHICTb, CyH’eKTHA NepCneKkTMBa, BHYTPILLHE MOBJEHHS], CMIOHTAHHICTb.
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