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many. Farewell to the recruiter resembles farewell to the dead. Only four colors as blood, copper, gold
and deadly paleness are conveyed by V. Stefanvk a tragedy of farewell to his son, who was taken into
recruits, and the foreboding of his inevitable death.

The theme of death / suicide is leading in the literary works by V. Stefanyk and has distinct signs of
autobiographicalism (novellas «Exit from the village», «Struggle», «Basarabians»). The color scheme of the
short story «Struggley is simple and painful-tragic, created by bloody, white, gray, blue and black colors. In
the novella «Basarabiansy V. Stefanyk literally explores the problem of guilt and punishment. The attraction to
suicide, caused by the impetus of the collective unconscious, is from the standpoint of chromatism represented
by black color as the color of unconscious, death, sleep, darkness, obscuration of consciousness. The whole
story in the novella is represented by six colors and shades: the dominant color is tragic black, used eight
times in the text; green color mentioned three times has a positive semantics of youth, fertility of the fields,
beauty, joy, affirmation of life, hope for the continuation of the family that is all things why Basarabians can’t
rejoice; white and its shade of gray, twice and thrice taken accordingly; brown and smelly one time. The
theme of suicide in the literary works by V. Stefanyk indicates the presence of the «intensified desire to deathy,
and the psychobiography of the writer helps to understand / disclose better the hidden motives of suicide of his
characters. A symbol of the road is revealed in most of the short stories and letters by Stefanyk. It is always a
road of painful suffering, difficult test, eternal separation, sadness, loneliness, pain.

Originality. Thus, it becomes clear the mechanism of action of mental processes in the human
soul and the emergence of the archetype of destiny in the artistic nature of Vasyl’ Stefanykwho felt the
effect of powerful transcendental forces, sorrow and tragic attitude never left him. His own life was seen
in his gray and black colors, even his soul was identified by him with a gray and black moto, which is
repeatedly mentioned in the letters. Stefanyk believed that fato haunts him. The archetype of fate,
therefore, appears in the creative nature of the writer on the basis of the original schemes received as a
spiritual heritage from all mankind, the Ukrainian nation and the Basarabians genus.

Conclusion. Thus, the articledeals with the color phenomenon in Vasyl’ Stefanyk’s expressionist
novellas, presents the interpretation of basic images-symbols, color dominants of his literary works. The
attempt of reading texts «under the microscope» is realized, semantics and functions of colorativesare
studied, the important value of color in revealing of the main themes and problems of Stefanyk’s literary
works is accented, color due to the tragic perception of the writer is studied. It was found out that color is
involved into the creation of a psycho-emotional background of events, it is an important means of
characterization, facilitates transferring of the stages of the deployment of an internal conflict.

Key words: Vasyl’ Stefanyk, novella, symbol, color, detail, semantics of color, text,
expressionism, psychology, colorative, collective unconscious, desire to death, chromaticity, archetype.
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BI3YAJIBHE TA CJTOBECHE: 3AYBAI'M IIOJO CTATTI IBAHA ®PAHKA
«IOBIJIEM IBAHA JIEBHIIBKOI'O (HEYY S1)»

Y cmammi npoananizoeana eizyanvuicme sk ckaadoea cmunio Heuysa-Jlesuyvkoco & pycni
nonemiku 3i cmammeio Isana @panka «lOsineti Isana Jlesuyvkoco (Heuys)». 06 ekm 0ocniodiceHHs —
nogicmo «lIlpuuenay, npeomem — @izyanohi 006pasu, a came: NOpmMpemu, neuzaxci, iHmep '€pu, d MaKox;C
eussu nidceioomoeo — cHu ma nepeouymms. OCHOSHUU aKyeHm — HA (QYHKYIOHV6AHHI Gi3VAbHUX
KomnoHnenmis, na yyacmi ix y apxmekmoHiyi meopy ma gopmysanni idei meopy. Tak 3a80sKu
nopmpemam lean Heuyu-Jlesuybkuii yeupasuwoe ma 0emanizye pPi3HUYIO MINC PI3HUMU CMAaHAMU ma
HAYIAMY, NOYUHAIOUU BI0 306HIUHBLO20 GUIIADY, 0052y, MAHep 1 3aKiHYylouU CHOCODOM JICUMIMAL
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TIpomucmasasiiouu npupooy ma inmep €pu NUCbMEHHUK PO3KPUBAE Xapakmepu 2epois: & 0oniu i mitl dice
BI3VAIbHILL KAPMUHI KodiceH coyiomun Oauumb npumamanuui uomy idear. Y cui Tana oOauumv
CUMBOIIUHY 8I3i10 NoJill, CHOBUOIHHA «0bepHeney 0o npozyasuku Hecmepuncoxkum AHpom, nanosnene
NPOMUNEHCHOIO CUMBOIIKO0I0. Bizyanvre nepeduymms cmepmi I'ani mintoe 0opaz 600u: NpuKMemHo, wo
i3t Hcsa u I'ani sudaromucsi npooosaiceHuam oone o0nozo. Omoice, sizyanvhe 6 Heuys-Jlesuybkozo He €
MBOPUOID BUNAOKOBICIIO, A 8MITIOE CODOHO MBOPYY CIMPATNERTTo.

Knrouoei chosa: lsan Heuyii-Jlesuyvxuti, nposa, cmammsi «1Qsineii leana Jlesuyvkozo (Heuys)y,
nogicms «lIpuuenay, @izyanvnicmo, Cl08eCHICMb, coyiomunu, Hayii, nopmpemu, neuzaxci, inmep epu,
CHU, I3YANbHI Nepeduymmsi

[MocranoBka mpo6Jemu. IBan ®paHko B CTATTi, HaNHMCaHI 3 Haroau roBUIel IBaHa
Heuysi-JIeBuIbKoro, 1mo cyTi, BHCIOBIIOTHCS HEOJHO3HAYHO: «JIeBHMIIbKHI ... OyB apTHUCTOM,
TBOPIIEM JKUBUX THIIIB 1 Oinbie Hidum» [1, 372]. ®paHKo, aKIIEHTYIOUU Ha Bi3yaJbHOCTI, HEIO K
1 0OMeXy€eTBCs, HEeMOB TBopY Heuysi-JIeBuibKoro € e 300paskeHHsIM, 0e3 cioBecHoro (ixaei):
«He nuraiite y HuX (nmepcoHaxkiB — SI. M.), 4oro BOHHM XO4yTb, SIKUH X 1AHHMHI MIAKIA, OO
BUBIB 1X aBTOP 1 III0 XOTIB HUMU CKa3aTu 4yu qokasatu? Hivoriciascsko» [1, 375].

AHaJIi3 ocTaHHIX J0CHiKeHb i my0Jikaniii. BuBueHHsI B3a€MOBIUIMBY Bi3yallbHOTO Ta
CIIOBECHOTO B IMPO31 NHCHbMCHHHKA aKTyali3yeTrbes: y Monorpadii «Jlrommna y a3epkanii
JiTepaTypu: TpaHchopmallis NPUHIKIIB HOPTPETYBAHHA B YKpaiHCbKiK mpo3i XIX — mouaTky
XX cr» Kcenis CizoBa [2] mpucBadye po3ail OCOONMBOCTAM MOPTPETYBAHHS y TBOPYOCTI
Heuys-JleBuibkoro, MOAUISIOYM TEPCOHAXKIB HA «BOTHSHI» Ta <«3OpsAHI» THUMH Yepe3
¢izionomiuni pucu. Y monorpagii «HeuyBanuii Heuyii» Makcum Tapuascbkuii [3], 30Kpema,
JIOCITIKYE 300pa)KCHHS MEH3aXiB Ta MOPTPETIB K YHAOUHCHHS HAIlIOHATLHOTO. Y CTaTTsAX [HHM
KomoBoi «CemaHTHKa KOJBOPY Y TBOpUOCTi IBaHa Heuys-JleBuripkoro» [4] Ta Oxcanu LlynTu-
B’s30Bchko0i «lIpeimnpecionizm y TtBOpuocTi Heuys-JleBunbkoro» [5] miKpeciatoeTbes poib
30pOBOT0: 3B 30K KOJIBOPOBOI MANITPH Ta MHCTEHBKUX 3aIyMiB; MeH3axi Ta HeCBiIOMI
BI3yaJIbHI CTaHMU SIK O3HAKH Cy0’ €KTHBI3MY IMCHMEHHUKA.

Merta crarTi: npoaHani3yBaTH BHpa)keHHs iaed y moBicTi «llpuyena» uepes pyHKIIi
BI3yaJIbHUX KOMIIOHECHTIB.

Buxkiax ocHoBHoro marepiany. [loBicts «llpudenay 3a3Hana HEOTHO3HAYHOI OIIHKH.
3okpema, Muxaiinno [lparomanoB 3BMHYBadye IHMCbMEHHHMKA B TEHICHIIMHOCTI: MEPCOHAXKI
CTallK «...3araJJbHUMU €THUKETKAaMHU — IUISIXTUY, NUIIXTIHKA, TOJISK, TOJbKA...» [6].

Hina KpyrikoBa, HaBmaku, BOasae peamicTHUHICTh: «B ix mnatpiapxanmsnuiéi moOyt
MIPOCSIKAe BIUIMB IMOJIbChKO-IUIIXETCHKOTO elleMeHTa (XomiHchbkuid, 3ocsi, Sch CepeTMHChKUN ),
SKHI CTa€ IPUYMHOIO PO3KIIATY POLMHHM 1 3aru0elni MOJIOAIIOrO MOKOIiHHS (cCymMHa cMepTh I ani
Ta «00JIOMOBChKEey XUBOTIHHA SAkuma JleminikoBcwkoro)» [7, 12].

Cepriii €ppemon 3aznauan: «[losicti «IIpnuena» i «XMapm» BHUCTABISIOTH IIPOLIEC
JIeHaIlioOHai3a1i1 yKpaiHChKO1 1HTEITeHIliT Ha JIBa OOKH: mepIa — J0pOror CroMsTYECHHS, Apyra
— oOpyceHisy [8, 483]. Makcum TapHaBcbkuii ybauae B «IIpuueni» «... HOBYaJIbHY iCTOPIIO PO
3arpo3y reH/UTFOBaHHS COLIaIbHUM CTaHoM» [3, 173].

Muxaiino HaeHko migkpecitoe B TOBICTI  CBIIOMHM  TBOPYMl  €KCIEPUMEHT
nuceMeHHuka: «Heuyii-JleBunpkuii 6aumB, 10 yKpaiHCbKE CYCHUILCTBO B HOr0 Yacu
nepeOyBasio HIOM MK MOJOTOM 1 KOBAIJIOM: 3 OJHOTO OOKY THCHYB Ha HBOTO «HOBHUII»,
POCIHCHKHUH, KOJIOHI3aTOp, a 3 IHIOIOT0 — HisIK HE MOXHA OYJI0 MMO30yTUCS PYIMMEHTIB «CTapOTO»
— MONbChKOTO. B MOBCSAKIEHHOMY OYTTI Taka CHUTYyallis MOpOKyBana HeaOUAKi ApaMu 4d i
Tpare;ii, 1 MMCbMEHHUK BUPIIIUB TIISIHYTH HAa HUX 3 1103UIIN Oy/ryBanHs ciM’i» [9, 187].

V «lIpuueni» Heuyii-JleBunpkuii 300paxye aB1 MPOTHISKHI MapH, SKi 3BOAUTH JTOKYITH:
yKkpainky ['anny 3 jgyxoBHoro pojy i mana Slcs CepeMHCHKOTO i3 3yOO0XKIJIOTO YKpaiHCHKO-
MOJIbCHKOTO POJY; MilllTaHUHA-YKpaiHilg SkuMa JIeMimKoBChKOTO 1 MaHHY-TIOJBKY 30CEO.

VY 300pakennsax Heuyii-JIeBUIIBKUIA 1TIIKPECITIOE PUCH TUX CTAHIB Ta HaIlil, 10 SIKHX cede
BITHOCATH CaMi MEepPCOHaXi, 30KkeMa, y moptpeTi Skuma JleMimku micis 3aKiHYeHHS TiMHa3il
aKLEHT Ha MaHcbkoMy comiotumi: «llepex HUM CUAIB MaHW4, SIK MakiBKa, B CIPTyLl, 3
PO3KIIITHUM Ky4epsIBUM BOJIOCCSIM, 3auecaHuM Habix» [10, 195].
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Heuyii-JleBunbKuii OpiBHIOE MOPTPETH NPEACTABHUKIB Pi3HKUX coumioTnmis flci ta [ani y
OJTHAKOBMX OOCTaBMHAX: «SICh BCTYNMB /10 XaTH BXKE MaHOM, ropjo il MOBaxHO, 0€3 O3HAKH
’KaIHOI TPUBOI'H, aHOT'O 3BOPYIICHHS HA JIUI(l, HEHA4Y€ BIH JOCATHYB TUIBKH TOT'O, IO JI0 HOTO
o npaBy ¥ Hanexkanock» [ 10, 173]; «HecnoniBaHa po3kiri, 6€3po0ITTs Ta CMOKIM 3aK0IMXalu ii,
K Mally AMTUHY, HAJJANU CIIOKIH pucaMm Jius 4ucToro, Oiioro, sk mapmop» [10, 181]. Xoua B
000X mopTpeTax JOMiHAHTA — CMOKiM, crokiil ['aHi — crokiit 6araToi rocnoauHi, crokid fAcs —
nuxa naHa.

[TuceMennuk 1oraubioe el kourpact: «I He pa3 'ans, cuisiuM HA M’ SIKOMY Kpiclli,
3a[MBIIIACh Ha Becell MOKoi, a SIch, 3aKJaBIIM PYKH 3a CHOHHY, 3aKHHYBIIM TOPJO TOJOBY,
CITyCTHMBIIIM BiKa Ha OYi, TUXOIO CTOIOIO IOXO/DKAaB 10 Nokosix. [lo ojmii #oro mocrasi, 1Mo
OIHOMY JIHIII MOXHa Oyno Oa4uTH HEOJHAKOBHH BIUIMB HECIOJIBAHOI 3MIHH >KHTTS Ha JBI
HeoaHakosi Baaui» [10, 180].

BTinroroTh BIIMIHHOCTI MiX pi3HUMH cTaHamH noptpeTH ['anu Ta 3oci: «Bes ii mocrath
ayxe Oyia 1miixoxa 10 po3KIIIHOI 00cTaBy, 0 KWIMMA J0pOroro, Ha KOTpOMy po3siciiajia BOHa
CBIM nwieid, mokmala MaleHbKY HIKKY, A0 MapMypOBHUX CTOJIB, N0 BEJIMKUX HA3€pKal,
napkeToBoi miior...» [10, 306]; — ckazano npo 3octo; «BoHa i rapHa, HaBITH JIy:K€ rapHa...
TUIbKH Kpaca ii sikach He MaHchbka. Tak He IpHcTac ii MocTaTh 10 TUX BEIMKUX J3epKal, A0 THX
BHCOKHX, 310poBeubkux Bikon» [10, 308] — mpo ["anro.

[TinkpeciieHo BIUIMB KaHOHIB BpOAM Ha pi3Hi comioTnnu: «KHs3b cuiiB mopyd 3 'aHero...
Ane, IpUIMBHUBIINCE JI0 TTOBHUX IUICUYCH 30Ci, 3aIMBUBINNCH HA 11 yCTa, KOTPI BOHA BMUIA JYyKE
rapHo 3amnuilaTd, Ha ii rapHy BpOJAY B3araji, KHA3b YCTaB 1 CiB Ha XBWJIMHY KOJIO HET,
3aliKaBJICHUH 11 rapHOKO BPOJIOIO Ta KOoKeTcTBOMY [10, 321].

3a3HaurMo, 10 ¥ Bpojy KHATiBHU Slck Ta ['aHs cnpuiimaioTe mo-pizHomy: ['ani BoHa
BUJAETHCS CTaporo, a SIch Harosomye Ha il BMiHHI TpUMaTH cede. CXOXUI A1anor BigOyBaeThCs
Mbk oTtneM XBeaopom Ta CepenvHChbKUM 1 mpo 3ocio. SIch BUALISAE «TOHKI MaHEpH»,
Kl XBEJOpPOM CHPUIMAIOThCA SK II0Ch HENONaJHE: «KPYTHJIa TOJIOBOKO, MOB KOHSKa
B CIIACIBKY, SIK ii MyXH Ta Iej31 KycaloTb», «KUJac THMH HOT'aMH, SIK JMKa K03a, TUIBKH IaTIIN
TpinarThes...» [10, 322].

3ocs Ta Teonoss, xBansuu [any nepen SlceM, akeHTyIOTh Ha BIIMIHHOCTSIX MIK HUMHU:
«’Ika BOHa rapHa, 3 TI€}0 OPUTIHAIBHOK KPacoOK YKPaiHCBKOK, 3 TUMHM HPUMITHUMH PHUCAMU
JWISL, 3 TAMH YOpPHUMH OpoBaMu... SIk BoHa JIOOWTH IMOMIPHICTH, HABITH MOJOIO HEXTYE,
yOOpaMu JKepTBYE 3aiJIs TOT0, MO0 TIIBKH OOMHUHYTH TOH e()eKT, X0u Oe3BUHHHU, ajie Bce-TaKH
edexT... fAck nodpe TAMUB, MO IO MOBY TpeOa YNTATH HABIIAKH, SIK KHUKKY, PO3TOPHYTY Iepea
I3epKaJloM; [0 HOMY KaKyTh, HIOM MOT0 JKiHKa Ma€ CiLIbChbKY, MYKHUY Kpacy, He BMi€ rapas[
yOparuce 1o Mozi, xou 1 Mae 3acobm» [10, 328].

Heuyii-JleBunbkuii mopiBHIOE CBITOTIISA IEPCOHAXIB, ONMMCYIOUM Kpacy HecteprHchkoro
spy uepe3 Meradopu pO3KILIHUX NOKOIB: «Yu € 3K B CBiTI N0KOI, Kpaiui oa Tux spis? I1ix Horamu
CTENEeThCS 3€JICHUN TpaB’sHUM KWIMM; 1O 00HM/IBa OOKM MIyTh CTIHAMU TOpU 3 3CICHUM
nepeBoM. Ha mmuisax cTosiTh AyOM 3yOUacTOIO CTIHOK, PO3ICHABIIM MIIHE TUUIA 3 MIIHUM
JUCTOM Mo cuHboMy HeO1» [10, 68]. OumiHka nei3axy NEepcOHaKaMu HEoJHakoBa: [aHs
IIPOTHCTABJISIE Kpacy sipa MOKOAM, SIch XBaJIUTh PO3KIII Ta 0araTcTao.

s BiAMIHHICTH TIIKPECITIOETHCA, aJDKE OJIMH 1 TOW ke mneksax y Kam’smomy repoi
CIpUIMalOTh MO-pi3HOMY: «l'aHi 3 ABNABCS SKUHCh YyIOBHI BUIJIAA YapiBHUYOTO MICLH,
SKach Tanara, sSIKHACh CajlOK, MOBHHI KBITOK, 1€ MOMIX JEPEBOM TYISIIIM MApMYpPSHI JIOJH.
A Slcb GaunB ceOe BeMUKMM OYHIIOUHHUM MAHOM B 30JI0THX Manamax, /e TOpid THCSIYi CBIUOK,
Jie BOPYIIMJINCH COTHI BelMKKX nanis» [10, 175].

bararti mokoi y Kam’sHoMy, HaBmaku, BHpaxkeHi depe3 Mmeradopu npupoau: «l'aHuHi
1okoi Oynu oOcunani 1O cTiHAX 1 MO 3aBicax 4YyJOBUMH OyKETaMu TPOSH]I, HIOW HETaBHEUKO
HapBaHuUX y cafgy. CKpi3b MO CBITJIHIMX MPOCTATIAcs JOBra CTEXKa TOPOTOro KHIJIMMA,
3aKMJIaHOI0 oOepeMKamu Jielil, Qisulok, posk, HIOU Ha rpsakax» [10, 180].

ITepen cmeprtio, ycBIOOMUBLIM 3pady Slcsa Ta 3ryOHMI BIUIMB HAa HpOro OararcTBa, [ aHs
Oaunth coH, oOepHeHuil 1o mnensaxy Hecrepuncbkoro spy Ha movarky mnosicTi: «Bemuki
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CBITIIMII IIMPLIAIH, JOBIIAIM, IEPEBEPTAINCH HA HECTCPUHCHKI SIPU, TUIBKH TOpH Oyim BKPHTI
HE 3€JICHOIO TPaBOIO, a JOPOrMMH KUIMMaMHU, InanepaMu, a3epkasiami...» [ 10, 369].

Jotnunumu 10 poro onucy € emouii ['ani mix wac nepmoro Bisuty B Kam’sine: «...Bce
TC 3/IABAOCH 1l BEIMKOMAHCHKUM BEPEAYBAHHSIM, 1[0 PO3BEPHYJIOCH O Ha BBECh CBIT, JajHE
IPOCTAITUCh HAa BCK 3€MJIIO, 1 We U peneryBaio 0, wo Homy i 3emiui mano!» [10, 177-178].
B 060x onucax 6araTcTBO BUIACTHCSA BOPOIKOIO JTHOJIMHI T4 IPUPO/I1 CTUXIETO.

VYBi CHI CHUMBOJIYHO BiJ3epKaJeHU TpariyHuil moBopoT y xkuTTi [ani: mpupona
o0epraeThcsi Ha PO3KINI, SKa HE 37aTHa Hi HACHYMUTHU JIIOJMHY (BOj@ CTAE JIIOCTEPKOM), Hi
BOepertH ii (30;10T0 cTae 6omorom). Sck BTpauvae moaceke oonmyus: «BoHa morngamae Ha flcs,
a B Moro oui crpamiHi, 3Bipsgi..» [10, 369].

JlefiTMOTHBHUM € 00pa3 BoAu. Y MpOTryiasHII HecTepuHCBKMM SpoM Ile — KpUHHIIA,
y sKii BijmoOpakeno mosiojny [aHio, BTIJICHHS KHTTS; yB1 CHI BOJa IICPETBOPIOETHCS Ha
JFOCTEPKO, 1€ BiIA3epKaItoeThes ['aHsa Ha mopo3i cMepTi.

Ko INans 3akupae flceBi, 1o BiH TEHEp HABPs YM B3sB ii 3a JKIHKY, HOMY 31a€ThCH,
«... mo ['ans iae no abony, NiAJUTOMY BOJOIO, IOCIYEHOMY TEIUIMM BECHAHUM NPOMIHHAM, 110
BOHAa cama, HIOM 3yMmHCHE, 3iMnura Ha uposmsuny...» [10, 32-326]; cama repoins micis
YCBIIOMIIEHHS 3paau Slcs BiquyBae, O «... BOHA BMajia B IIIMOOKY, IPYIKY Boay...» [10, 352].

[IpukMeTHO, O IIi Bi3il BUAAIOTHCS HEMOB IMPOIOBKEHHSM OIHA OJHOI, X04Ya BOHH
BIIUyTi MPOTUJICKHUMHU JIIOABMHU. BUmacThes, mo 1i Bi3yaldbHI TEPEAUYTTS € CBOEPITHOIO
ABTOPCHKOIO Bi3yaJIbHOIO MOBOIO Y TBOPI.

BucnoBku. Bizyanshe y «[Ipuueni» MokHa YMOBHO MOJITUTH Ha JIB1 KaTeropii: oopasu
(netizaxi, noprperH, IHTEp’€pu) Ta HECBIAOME (CHM, Bi3yalbHi NEpeayyTTsi). 3aBIsKU
Bi3yaJbHOMY KOHTPACTy MMCbMEHHUK aKI[CHTYE Ha CBITOIVIAJIHUX BiIMIHHOCTSIX COI[IOTHIIIB a,
OTXKe, HEMOXKJIUBOCTI B3aemofii Mixk HUMU. HeomgHakoBux Slcs Ta Tanto Heuyii-JleBunbkuit
JIOCIIJKY€ MiJ] BIUIMBOM O/THAaKOBUX OOCTAaBMH, Y HOMY BiJIBEPTO 313HAETHCS.

Yepe3 MpOTUCTABIEHHS TNPHUPOIU Ta IHTEp €piB NMHUCHBMEHHUK DPO3KPUBAE XapaKTepu
repoiB. CBITOIIIA/IHI IIHHOCTI BIIMIHHI: YKpaiHka ['aHs Bl4yBae cebe 4acTUHOIO IPUPOJU, HA
BIIMIHY BiJ MOJSAKB-MaHiB 3oci uu Sca. llpukmerHo, mo kpacy HectepuHCbKuil spy omucaHo
yepe3 MeTtadopy NMHUITHUX MOKOIB, 1 HaBHAKu — iHTep’ep Kam’sHOro mOpIBHIOETHCA 3 CajloM Ta
TOPOJIOM.

3aBISKM CHAM Ta Bi3yaIbHHM TI€peI0auCHHSIM HE JIAIIC PO3KPUBAETHCS CTAaH IepoiB, a i
MIJKPECITIOEThCA TyMKa CaMOro aBTOpa, POpPMYeThes iIeHHUIT BUCHOBOK TBOPY (COH) Ta HATAK
HA PO3BHTOK CIOKETY (TIepe0oaucHHs).

Otxe, Bi3yalbHe CBIIOMO BUKOPUCTOBYeThcsi HeuyeM-JIeBUIIBKUM 3a/uisi PO3KPHUTTA
3MICTy TBOpY. Bisyanbne Ta cinoBecHe (0Opasum Ta moBigomuieHHs) B 1oBicTi «IIpuuemay
BUJIAFOTHCS B3a€EMO3YMOBIIEHUMH.
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THE VISUAL AND VERBAL COMPONENTS: CRITICISMS OF THE ARTICLE
«IVAN LEVYTSKY’S JUBILEE» BY IVAN FRANKO

Introduction. Ivan Franko in his article «Ivan Levytsky’s Jubilee» highlights the role of visuality
in the creative work of the writer, but he denies the ideological loading of the writer’s creative work:
«Mr. Levytsky ... was an artist, a creator of living types, but nothing else (372) ». The challenger states:
«Don’t ask them (the characters — Ya.M.) what they want, what is their ideological base, why the author
showed them, and what the author wanted to say or prove using these characters? Nothing at all (375)».

Purpose. To prove the availability of an ideological loading of visual images created by Ivan
Nechui-Levytsky considering as an example his novel «The Hanger-Ony» («Prychepa») and to determine
the interaction between the visual and verbal components.

Results. Nechui-Levytsky in his «The Hanger-Ony depicts two antipolar married couples: a
Ukrainian girl, Hanna, who originated from the family of a priest, and Mr. Jas Seredyrnski, who
originated from a Ukrainian-Polish generation, and a couple of Mr. Yakym Lemishkivsky, a Ukrainian
midcult, and his Polish wife Zosia.

The writer creates the sociotypes visually by depicting the typical features of each social group
and nation. For instance, he makes a focus on the grey eyes as a sign of the appearance of a Polish
person, or on the white hands as a sign of belonging to the nobility.

Nechui-Levytsky underlines the differences between the ideals of beauty in the aesthetical
imaginations of the sociotypes. The perceptions of Jas and Hannia of the Princess is different. the Pole
wonders at her gait, while the Ukrainian woman considers the Princess old and not good-looking.
Zosia's behavior makes Jas lovesick, while that makes Father Khvedor laugh. The difference between the
sociotypes gets deeper by contradicting man and nature: Jas notes that Hannia, unlike Zosia, «does not
matchy the luxuriant chambers.

Nechui-Levytsky when describing his characters referred to «mixed» sociotypes makes a focus on
the dominating features. In Jas Seredynski’s portrait these are Polish features, but depicting Yakym after
the graduation from his gymnasium those are splendid features of lords and masters. For example, the
writer depicts his characters, who changed under the influence of time or circumstances, making a stress
on the difference between them. For example, Jas after getting rich starts to look like a haughty lord,
while Hannia turns into a quiet mistress of the household. The difference between the characters is shown
more evidently through their perceptions of the same landscape: Hannia sees a marvelous garden, but for
Jas that looks like magnificent showrooms.
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The writer contradicts the landscape view of Nesteryn Ravine to superb private quarters.
Descriptions of interiors are reflections of nature: the wall-papers are as if pelted with flowers; hence,
the human factor seems to be some secondary reproducing thing; while, on the other hand, Hannia,
unlike the noble Polish persons Jas and Zosia, feels as if joining the nature. Nature supports the
Ukrainian characters: during rough time Hannia recalls Necteryn Ravine, while Jakym Lemishka does
his father’s estate.

Before her death Hannia sees a dream returning her to the walk in the beginning of the novel: the
trees and ravines turn into carpets and wall-papers, the land does into a golden swamp, the water starts
to be a looking-glass. Nechui-Levytsky reproduces visually the symbols of the nobility’s life, the essence
of which is opposition to nature itself. The portraits in the said dream are realistic: the look of Jas begins
to be like that of a beast, while Hannia looks ill.

The writer uses visual anticipations — the image of water. At first, when Jas is still hesitating, he
imagines Hannia on a thin ice. Then Hannia feels being in a water whirl. Though these anticipations
were expressed by different characters, they seem to be a logical continuation of one the other.

Originality. Analysis of the novel «The Hanger-Ony mismatches Ivan Franko’s idea of the
unavailability of ideological loading of visual components in the creative work of Ivan Nechui-Levytsky.

Conclusion.

Ivan Nechui-Levytsky, by using portraits, landscapes, interiors and describing dreams and visual
anticipations, makes a stress on the difference between nations and social groups, hints at a development
of the plot, focuses on the internal conditions of a character, creates the image of Ukraine and the
Ukrainians (as that of a certain territory and nation). The visual component helps the author to
demonstrate the idea of the novel, and therefore, it also includes the verbal component — the text. The
reason for using the visual component in «The Hanger-Ony novel is the idea of the novel.

Key words: Ivan Nechui-Levyvtsky, prose, article «Ivan Levytsky’s Jubileey, visuality, novel « The
Hanger-Ony, visual and verbal components, sociotypes, characters, portrait, landscape, interior, dream,
visual anticipations, nations.
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