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OBRAZ KRZYKU W BORYSLAWSKICH OPOWIESCIACH
IWANA FRANKI

W artykule zbadano fenomen krzyku jako wiodgcego
elementu poetyki ekspresjonistyczne;j. Na podstawie
borystawskich opowiesci |. Franki przedstawiono role krzyku w
wyrazaniu uczucia bélu, cierpienia, rozpaczy i samotnosci
cztowieka. Przy tym wyodrebniono takg funkcjonalng
réznorodnosc jak: krzyk - zastrzezenie, krzyk - katharsis, krzyk -
fobia, krzyk - bodl. Poprzez analize dziet lwana Franki w
kontekscie estetyki ekspresjonizmu udowodniono nie tylko
obecnosc¢ elementdéw tego nowoczesnego kierunku w twérczosci
literackiej pisarza, ale réwniez jego wplyw w utwierdzeniu jego
doktryny na ukrainskim gruncie narodowym.

Iryna Lys

Stowa kluczowe: Iwan Franko, ekspresjonizm, krzyk,

wyrazanie, deformacja rzeczywistos$ci, poetyka, obraz. doktorant Katedry Ukraifskiej

THE IMAGE OF SCREAM IN BORYSLAV SHORT STORIES Pravk i U _Litera;[u[y
BY IVAN FRANKO rzykarpackiego Uniwersytetu

Narodowego im. W.

In the article it is researched a phenomenon of scream viad Ste;;a?ysa;

as a key element of expressionistic poetics. On the material of wykiadowca Ratedry
Jezykoznawstwa

Boryslav short stories by Ivan Franko it is demonstrated the role
of scream in expressing pain, suffering, despair and loneliness
of a person. At the same time it is singled out the following

Iwano - Frankowskiego
Narodowego Uniwersytetu

functional types: scream-warning, scream- catharsis, scream- m Iwano M;rgﬁizrﬁgf
phobia, scream-pain. By the analysis of lvan Franko’s works in (m. Ukraina),

the context of expressionism aesthetics it is proved not only the
presence of the elements of this modernist branch in the writer’s
works, but also his involvement in the confirmation of his
doctrine on Ukrainian national grounds.

Key words: Ivan Franko, expressionism, scream, expression, reality deformation, poetics,
image.

OBPA3 KPUKY B BOPUCJTABCbKMNX ONOBIAAHHAX IBAHA ®PAHKA

Y cratTi gocnigpkeHo (eHOMEH KpUKY $K KIHYOBOro enemMeHTa eKCrpecCioHiCTUYHOI
noetukn. Ha matepiani 6opucnascbkux onosigaHb |. dpaHka NPogEMOHCTPOBAHO POSb KPUKY Y
BUPaXXEHHIi NoYyTTiB 6010, CTpaXaaHHSA, Bigyatro i CaMOTHOCTI ntoguHun. MNpu LbOMYy BUOKPEMITEHO
Taki (PyHKUIOHamNbHI Pi3HOBMAM AK KPUK-3aCTEPEXEHHS, KpUK-KaTapcuc, Kpuk-gobito, Kpuk-inb.
LLinaxom aHanisy TBopiB IBaHa ®paHKa B KOHTEKCTI ECTETUKN EKCNPECIOHI3MY JOBEOEHO HE TiNbKK
NPUCYTHICTb €MEMEHTIB LibOro MOAEPHICTCLKOro Hanpsmy B XyAOXHiN TBOPYOCTI NMMCbMEHHMKA, a
M NPUYETHICTb MUTLUS 0 YTBEPAXEHHSA NOro AOKTPUHU Ha YKPAIHCbKOMY HaLiOHaINbHOMY ['PYHTI.

Knroyoei croea: IBaH dpaHKo, EKCPECIOHI3M, KPUK, BUPaXeHHS, aedopmauis AinCHOCTI,
noetuka, obpas.

Bigomo, WO KpUK HapOMXyeTbCA pasoM i3 MoauHOK. Yepe3d KpuK noauHa 3aatHa
nepegatu CBOI TMMOMHHI NOYyTTH, eMouil Ta IHCTUHKTW. TpuBanui 4Yac (PEHOMEH KPUKY
nepebyBaB nosa yBarowd mucrteurBa. Ane nodyaTok XX CTORMITTS, NEpPernoBHEHUN CyCMiNbHUMU
Katakniamamy 1 anokaninTU4YHMMK  HacTposiMu  (BiHA, pO3pyxa, couianbHa  Kpuaa,
iHQycTpianisauisi), BHOCUTb KOPEKTUBM Y 3aBAaHHA MUCTeLTBa, ogHe 3 akux |. [onnb TpakTye Tak:
“CamoBgoBoOfieHa TBepe3a NioAuHA MOBWHHA 3HOBY HaBYMTUCH Kpudatun” [6, 75-76]. Kpuk sk
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cBOepiaHa hopMa noacbKoro NPoTeCTy, SK KynbMiHauis 6omto, cTpaxaaHb, Bigyato i CTpaxy cTae
KNIOYOBUM eneMeHTOM MOETUKN eKCNPEeCioHi3MYy, MOOEPHICTCLKOro Hanpsamy, Wo Ha 3nami XIX-
XX cToniTb 3ageknapyBaB cebe y €BpPOMEMCBKOMY >XMBOMWUCI, a 3rogoOM B iHWWX Buaax
MucTeuTBa. Ha nepekoHaHHsi 6araTbOX OOCMIAHUKIB eKCnpecioHiaM nepebyBaB B ono3uuii Jo
iMnpecioHi3amy. Ta AKWO iMNpecioHiCT Hamaranucst OoCArTM 06’ eKTUBHOTO Mi3HAHHA CBITY Yepes
BiATBOPEHHS MOMEHTanNbHUX BpaXkeHb Bif AIMCHOCTI | Yepes oTorpadivyHy TOYHICTb Yy Nepeaadi
UMX BpaxeHb, MNPOAOBXYKYM TUM CaMMM Tpaguuilo peaniCTUYHOro Tumny TBOPYOCTi, TO
€KCMNpPEeCIOHICTM 30BHIWIHE (BMAMME) HIiBEnOTb, 3BOAATL MOro A0 NakMycoBOro nanipusi y
BMPaXEHHI BHYTPILIHBbOrO (HEBMOAMMOrO) CBITY MUTUSA. BM3HayanbHOK eCTETUYHOK KaTeropiero
CcTae BUpaxeHHdA. KanengockoniyHy KONMbOPUCTUKY i Fpy BIOTIHKIB, BRacTMBY iMMNpPeECioHi3My,
3aMiHIOE 3BYKOBa HamMOBHEHICTb 06pasiB, BaXMBUM CKITAAHUKOM SIKOI € Kpuk. . bap 3a3Havae:
“EKcnpecioHiaM y NOpiBHAHHI 3 nonepeaHiM MUCTELITBOM — Lie He odi, a poT” [ 4, 859 ].

Ha gymky O. KoBanbuyka, “nepLu Hixx ctatv NOBHOMPABHUM e1leEMEHTOM Y HOBI ecTeTuu,,
sika Cknaganacs, nodvmHatoum 3 XIX cTonitrs, KpUK MaB XTOCb feranidyBaTu, 3pobutn Moro
neriTMMHOK  POPMOKD  XYOXKHLOIO MOBMEHHS. Llen Kpok 34iMCHUB HOPBE3bKUA  XYOOXKHUK
E. MyHK, gkun y 1893 poui Hanucae 3HaMEHUTY HUHI KapTuHy “KpuK”, WO nigcymyeana gaBHIO
OWCKYCilo Npo Te, UM MOXHa 300paxyBaTu NOAMHY B CTaHi Kpuky” [5, 49 ]. Himun kpuk 6eanukoi
nognHonoaibHoi ictoTu Ha nonoTHi E. MyHka Bpaxa€e OroneHol eMOUMHICTIO i MCUXiYHUM
HagpvBoM. MuTeupb “306paxkye He KpUK HacTpaLLEeHOI NIAMHK, ane Xax NoAacTBa nepes yTpaTor
CBIgOMOCTI, 3nUTTAM 11 3 HecBigomicTio npupoan” [13, 195 ]. Y npaui “EkcnpecioHiam” (1916) T.
bap nuwe: “toguHa Bonae 3 rmMubWHM Aywi, uina goba cTtae eanHMM NMPOHU3MMBMM 30MKOM.
MucTeuTBO TaKOX KpUYUTb Yy rMMBOKY TEMpsBY, Bonae, NpoCUTb Aonomoru, npocutb ayxy” [10,
17].

AK BaXXNUMBUN MOTUB OYXOBHOIO XUTTS, KPUK BUNLLOB 3a MEXi €CTETUYHOIO CAPUNHATTS i
CTaB NIArpyHTAM eKCrpecioHICTUYHOI ApamMu, WO yBinWwa B niTepaTypy SK “Apama Kpuky”. Amxe
Kpuk GyB OfHMM i3 BUSIBIB ApamMaTU4HOI Hanpyrn y n'ecax, diHanbHUM “akopaom” BUPILLEHHS
OpaMaTuYHOro KOHMMIKTY B HUX. BiH OyB He TiNMbKM CNOHTAHHUM BUPAXEHHAM EMOLN
nepcoHaxis, ane 1M CBOEPIGHMM CUMBOMIOM anoKaninTUYHOro PO3YMIHHA CBIiTY. TakMMm YMHOM,
“KpMK CTBOpPIOBaB HaBKOMO cebe MOTyKHe eKCcTaTM4He nofe, CemMaHTMKa $KOro BMpasHo
nposiBunacs B HasBax aHTOJSOriN, YKINageHuX i3 TBOPIB EKCMPECIOHICTIB, 30KpeMa NofibCbKOMOBHOT
(“Krzuk i ekstaza”), HimeubkoMoBHOI (“Schrei und Bekkentnis”) [5, 49].

Xo4ya eKCnpecioHiaM HannoTyXHiwe 3asBuB nNpo cedbe B HimevuuHi, Koro He MOXHa
cnpyiMaTh SIK BUHATKOBO “HiMeubke siBULLE” 4M “cneundiyHni Himeubkuin ceHomeR”, amxke
napanenbHO BiH pO3BMBaBCA W Yy MUCTEUTBIi iHWMKX KpaiH - Yexii, MNMonbwwi, Bonrapii, Pocil,
PymyHii, YropwmHu. Mawuu cycnifibHO-iCTOPUYHI Ta CBITOMMAAHO-NCUXONONiYHI  NepeayMoBMU,
CUHTE3YI04M Pi3Hi HauioHanbHi Tpaguuii Ta 0co6NMBOCTI XYA0XKHBLOI CBIAOMOCTI, EKCNPECIOHI3M SAK
cnocid o6pa3HoOro BUpaXXeHHs CTaB SABULLIEM MiXHALIOHANbHUM. TOMY HE OMUHYB E€KCMPECIOHI3M i
MucTeuTBa YKpaiHu, 30Kkpema i y nitepatypi. Agke “y nnaHi cycninbHOi 3aaHra)xoBaHoOCTi BiH OyB
CNopigHEeHWN 3 iAeNHO-eCTETUYHMMI 3acadaMU YKpaTHCLKOT NiTepaTypu i NPOCTO-Takn He Mir ByTu
He CnpuMHATUIA Hel” [1, 62]. BupasHi ekcnpecioHICTMYHI TeHAEHLUiT NPOCTEXYTbCA Y TBOpax
O. TypsiHcbkoro, M. Aukoea, O. doxeHka, M. Kyniwa, M. XBunboBoro, B. BuHHM4eHKa,
I. OHinpoBcbkoro, M. Baxana, [I1. TuunHKn, T. OcbMadkn. Ane neplioBUTOKM  MOETUKU
eKcnpecioHiamy 3’'aBunuca HanpukiHui XIX — Ha nodatky XX ctonitts y Hosenictuui Bacuns
CredaHuka, sk Ha3mBaB cebe “manum HacnigHukom” IBaHa PpaHka. P. Monop 3ayBaxye: “IBaH
®paHko He mir 6yt gobpe 0bi3HaHMM 3 I0ENHO-eCTETUYHOK AOKTPUHOK EeKCMPECIOHI3MY, sika 3a
MOro XUTTS TiNbKM nNoyvMHana d¢opMyBaTUCH, ane reHianbHICTb YKPAlHCbKOro MMCbMEHHMKa
nonsrae B TOMy, WO BiH OyXe TOHKO BigyyBaB Ti OO’€KTMBHI O0GCTaBUHW, siKi BAAMBaNn Ha
3aranbHMA PO3BUTOK CBITOBOI niTepatypu, i uUe WOMYy [daBano MOXMIMBICTb NPaBUITbHO
nepegbayat (Y1 W BUNepeKaTn) NocTyn nitepaTypHoro npouecy” [2, 252]. Y 3B’A3Ky 3 UMM
MOXHa cTBepoXyBatn, wo PpaHKOBI BAANOCS BMOBUTU OAMH i3 BM3HAYanbHUX MpPUMHUMNIB
€KCMNpecCioHi3aMy, KMNOYOBMM efeMeHTOM SKOro € iHOMBIAyarbHICTb aBTopa, Kpisb NpuamMmy SKOT
BioOyBaeTLCA Npouec BiATBOPEHHSA 30BHILUHLOI peanbHOCcTi. Ans ®paHka “npuama usa — ckopiwe
cnabo onykne Asepkano, Wo Bigobpaxae pedi i nogen He3BMYanHO TOYHO B YCiX AeTansiX, Xou i
nopyLuye 9KOKCb MipOo NpUpOoAHi nponopuii MiX uumu getanamu” [11, 1.28, 153].

Mpobnemoto iCHyBaHHA eKCNPECiOHI3MY B YKpaiHCbKIN niTepaTtypi y pi3Hi Yacu 3anmanucsa
O. YepHeHko, . CueadeHko, B. MNMaxapeHko, H. lymuno, B. bapuaH, K. LlLlaxoBa, O. OHiweHko,
T. Maspunie, . Actpybeubka, C.Xopob, H.MadTtuH, A.Tlledapcbkmi Ta iHWi. PpaHkoBa
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NPUYETHICTb A0 iAeNHO-eCTETUYHOro “KogeKkcy” eKCnpecioHiaMy, Ha Halle nepeKkoHaHHS, HisK He
noe’a3aHa “i3 JOCUTb MOOHOK Ha AaHUA MOMEHT TeHAEHUIE nefaHTUYHOrO BULLYKYBAHHA Y
TBOPYOCTi MMCbMEHHMKA HEICHYUMX peanini Ta icTuh” [8, 96], BOHa noTpebye wie rpyHTOBHMX
JocnifXeHb i 3yMOBIIOE aKTyanbHICTb Haworo AochimKeHHA. [1oroaxyemMoca 3 AyMKOK
M. Nerkoro, wo “tBopdyicTb |. ®paHka “BNUCYETbCA” A0 Pi3HUX €CTETUYHMX KaHOHIB, 30Kkpema i
MogepHicTcbkoro. Lo Ginble, eneMeHTn MOOEpHICTCbKOI ecTeTukn dopmMyBanucs y dpaHka
MOCTYMOBO e OO0 enoxu mogepHiamy” [7, 142].

MeTa Haworo pocnigXeHHs - JOBECTM HA KOHKPETHOMY XYyAOXHbOMY maTepiani (Lmkni
GopucnaBcbkMx onosigaHb IBaHa ®PpaHka) MNPUCYTHICTb Yy TBOPYOCTI NMUCbMEHHWKa o06pasis,
MOTMBIB, NMPUNOMIB i 3aCOBIB XyOOXHLOIO 300paXXEHHS, WO MOTEHUINHO YNTAOTbCA B KOHTEKCTI
€KCMPECIOHICTMYHOro MUCTELTBA.

MocTaBneHa meTa nepeabavae BMpILLEHHSA TakMX 3aBAaHb:

e BMBYATM Cneumdpiky KOHUENTYy KPUKYy SK BU3HA4amnbHOI  XYAOXHbOI  KaTeropii

€KCMPECIOHI3MY;

e MpoaHanisyBaT CTUMICTUYHY pPOrib KPUKY B GopucnaBcbkux onoBigaHHsix |. dpaHka;

e [OOCNIOUTM eBOMOLiK0 eCTETUYHOI CBIAOMOCTI NMCbMEHHMKA Ha MaTepiani 1horo TBOpIB i3

BUPA3HUMUN CTUNICTUHHUMN O3HAKaMM EKCNPECIOHI3MY.

Tox cnpobyemo BMOKpeEMUTM Yy OopucriaBcbkux onoBigaHHAX |. ®paHka obpa3s KpuKy siK
KINKOYOBUA ENEMEHT EKCMPECIOHICTUYHOI NoeTUKN. Kpuk (SKWO MAeTbCst HE NPO KPUK, HABmKkeHn
00 TBapwHHOro, nosbaeneHun “igeonoriyHoro nnwca”’) — ue pesynbTaT B3aemogii cyb’ekTa i
cycninectBa [ 5, 49], ue emouiiHMiA BUOYX, SIKOMY BracTuBa MOfiBapiaHTHICTb, 3yMOBIEHa
PYHKUIOHANbHUM HaBaHTaXEHHAM. TOMYy MOXHa TFOBOPUTU MNPO KPUK-3aCTEPEXEHHS, KPUK-
OYMLLIEHHS!, KPUK-POBito, Kpuk-6inb Towo. Y wumkni ©opucnaBcbknx onosigaHb |. PpaHko
BMKOPUCTOBYE KPUK K 3aci® BupaxeHHs Bigyato, 6e3suxoni, 6onto i cTpaxxgaHb pobiTHUKIB, K
nepeasicHMK cmepTi. Kpnk naHyeaB yctogn B bopucnasi: y WMHKaxX, konanbHAX, Ltonkax, xatax. B
onoBigaHHi “HaBepHeHW IPiLLHNK’ KPUK BUKOHYE (DYHKLIIO nepengiCHNKa CMepTi O4HOrO i3 CUHIB
Bacuna lMiBTopaka:

“AX ocb ogHOro gHs IBaH Hag AmMoB HapobuB cTpallHoOro Kpuky. MNpubir 6aTbko,
nos6iranuncsa n geski noctopoHHi: “lLo Take? Lo Take?..”

- MNicok cs1 3acyHyB, npuanue CeHs.

Bacwuneb lMiBTOpak cTosiB MOB rpOMOM NpUOUTUIA, NOYYBLUW TOTi CTPALLIHI CrioBa.

- Cenvac y amy xnonui, - npobnpatu nicok! - KPUKHYB He CBOIM FOJIOCOM.

...Bnpobynun CeHs, Ta Bxe Hexueoro” [11, T.14, 310].

“OpHoro aHa noyys Bacuneb i3 asmMu sikunce Kpuk. Kpuk 6ys auBHUi, - 3pa3y Becenui, gani
TPUBOXHMI. BKiHUi ypBaBca rmmnbokum, rnyxum 30oMKom po3nyku” [11, T.14, 313]. Lle Gys
nepeacMepTHUA KpuK-posnady apyroro liBTopakoBoro cmHa Muxavna, skuin yTonmBcsa B KUM'AYLL.

Be3xanbHO NoXunparun COTHI MIOACBKUX XUTTIB, AMX KONaneHb CTaloTb CUMBOSIOM NeKna.
BukopuctoBytouM BNacTMBUW EKCMPECIOHICTMYHIA noeTuui npunom aedopmadii gincHocTi 1
NoeTnKy CHOBUAIHHSA, |. DpaHKo JocdArae MakcMmarnbHOI eKCnpecuBHOCTI B HoBeni “Ha pobori”.
Te, wWo 6a4nTb pPiNHUK ['PUHb, NIOCUNIOETLCS “KPUKIMBAMK enidogamm’;

“Mu HagneTinu Hag rMnboyeHHy amy... Conyx ryCTumM YOpHUM CTOBNOM 6OBAYPUBCS 3 Hel.
Ane W0 HaucTpaluHiwe, - 3 Tol AMU YyTHO BYNo Takui KPUK, nrnad i 3a.ig, HEMOB TaM Yy MyKax
KOHalTb TUCsMI ntogen”; “3pasy Hivo, NUW TbMa-TbMEHHa A00KoNa. JIMW KPUKKU SKiCb, | MUCK, i
BUCK, aXX MOpO3 Mo Tini npobupae”; “Ax ocb Ty Heganeko MeHe KpuK posnsarca. [Npurnagatcs
Onwxde. PinHuk. | yoro BiH Tak 3aBoguTb? A BAUBMIOKOCH B HBOrO e ninwe... Mocnoawn! LWo nomy
Take? [NpaBa pyka i npaBa Hora B HbOro NOTPOLLEHI Ha Kamy3. KpoB o6cTuna, KicTKM nogpyxoTaHi
cTupyaTb. A BiH WITWUMbIyYKae Ta BCe KpuuuTb: “Bigoan My MO€E 340pOBME, - OKagHHUKY, xuae!
Bo3bMu cobi ToTy npoknaty 3apobneHuHy! Bo3bmu cvM MOI rpowi kpoBaBi, - BCbO BO3bMu! JlnLw
Biggam mmn moe 3gopoene! B meHe aitn gpibHi! bes pyku He 3apobnto Ha Hux! Mos xata ganeko!
Bes Horn He 3anay go Hel!” [11, T.14, 301-302] (sudineHo mHorw - I.11.). Ha gymky O. KoBanbuyka,
KPVK reposi y CHi CBiguMTb NPo rN1BOKY 3akopeHinicTb emouii NpoTecTy y NiacBigoMOoCTi Ta nNpo
nparHeHHsa peanidyBaTtu Len npoTtecT (3a dpengom, CoH € 3AiINCHEeHHsAM BaxaHb): “3aTynto Byxa,
3aMKHY CBOIO AyLly i Byay kpuyatu: TyT BXig He BinbHUN?” [12, 94].

ABCOMOTHO MPOTUAEXHUM 3a (YHKLIOHANbHOK HAMOBHEHICTIO MOCTAE KpUK-KaTapcuc
Bacuna [lliBTopaka, konu y cTaHi XBOpObGMMBOro MapeHHs MOro artakyloTb HeyrnoKOEHi AyLui
bopucnaBcbkux poBITHUMKIB: “I3 yCiX KyTiB BOHUM TUCHYTbCA OO HbOrO, CTOFHYTb, MMavyThb,
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nuwaThb, PperovyTbCs i TiCHiLLe Noro o6CTynatTb, HACTynaKTb HA MOro HOMK, Ha rPYAn, 4aBNATD,
TAYyMNATb, X OOTUK XONOAHWA, MOB Kpura, NponMae Moro OO0 KOCTeW, BaroTUTb Ha HiM, MOB
HaBaneHi ropu. [lyx nomy sanupae, cMepTenbHUA NiT 3anMBae odi, i Hapas i3 rmubuHu 36oninoi
AyWi BUPUBAETHCS CTpaAWHUM KpUK: “3munynteccb Hago MHoB! LLlo 9 Bam BMHEH? Xiba s xoTiB
nuxa ansa Bac? Xiba s wacnueiwwn Big Bac?”” [11, 1.14, 359-360].

Uun He koxeH i3 repoiB onoBigaHb |. PpaHka — konuLWHIN rasga i xnibopob — noTpanmewn y
BUP OOPMCNABCLKOrO XUTTS, a TOYHIWE — y “nacTky”, MoparnbHO 34erpagyBaB i CTPIMKO CKOTMBCS
‘Ha OHO”. TOMY eKCNpeCIOHICTUYHUA KPWK, WO, BNacHe, i € “BMPa3HMKOM BHYTPILUHBOIO
anckomdpopty, BTpatn cebe ntoguHoto XX crtonitta” [9, 144 ], abconioTHO gopedHun ans
pO3pUTTH XapakTepiB NepCcoHaxiB.

Ule oagHumM aprymeHTOM Ha pJokas Te3n npo “3acBOEHHSA |. DpaHKOM eneMmeHTIB
€KCMNpPEeCIOHI3MY, SIKMA 33 XWUTTA MUCbMEHHUKa TiNbKn (popmMyBaBcs”, CTaHe, Ha Hawy OYMKY,
NOPIBHANBHUI aHani3 ABOX pefakuin onoBigaHHa “PinHuK”. Yxxe B nepuwin pegakuii tBopy (1877),
O 1 pO3noYnHae “GopucrnaBCbkuUi LUKN”, HATPaNIsSiEMO Ha ONMUC COHHUX MapeHb 3apobiTYaHOK,
AKUN gocnigHuk 3eHoH Ny3ap HasuBae “npuMHUMMNOBO HOBUM B YKpaiHCbLKIN niTepaTypi. Lle HeHave
OWHaMiYHMIA Kagp Yy inbmi (y cTunicTyui cloppeaniamy 1 eKCnpecioHi3my), Yy gKOMY AiNCHICTb
nepennitaeTbCcs 3i CHOM, CnoragomM Npo MUHyIeE, WO MILHO XMBE B NiACBIAOMOCTI i MpopuBaeTbCA
nvwe y cHi, 60 BOeHb He 0 cnorafis, i KOHTPACTYE i3 CydacHUM. Baxkko 3HanNTK BUpasHiWnn ons
couianbHOI XapakTepUCTUKN i NAKOHIYHILWLMIA YPMBOK Yy Hawin nposi’ [3, 118]. 3a gonomoroto
BiAMOBIAHNX NEKCUMKO-CTUIICTUYHNX 3acobiB |. PpaHko gocdArae MakcMmarnbHOI eKCNpecii, | untay
MMUMOBOII CTae crniBy4acHMKoM nogin: “TyT cTapi, Hegyramu i rpykero NoopaHi nuus nexarb 00iy
MOMoaunX, XOPOLUMX LLe,- KOTPUX UBIT, OOHAKO X, 3Bidna nepegyacHa npaud, i Hyxaa, i posnycTa.
| BMpa3 KOXHOro nuusa BigMiHHWMIA. TyT MOnoauusi po3Maxye OTSXKinMMM pykamum - obHimae
KoxaHka. Tam cTapyxa, KONncb nopsgHa ra3auHsi, HUHI Mano Lo po3nuyHa Big xebpayku, NMwHo
NoOXMUTYE FOMNOBOB - ce Beciaye 3 OaBHIMKU CycCiokamu i XBanuTbCA HOBMMMW Kopariamu,- TO 3HOB
NOUMOKTYE rybamm - ropiBky cmakye. A MATHaAOUATUIIITHE AiBY4a 3 3ananvMMm o4Yuma i CUHIMK
NepcTeHs MU Kpyr HUX KPU4YUTb, | TpenneTbcd, i pBeTbCA - BMAKO, GOpoHMTLCA nepen
HanaCHMKOM, L0 Hacumy xo4e in BigobpaTtn TOTO, YOro He KynnaATb Hiski ckapbu, - [obpy vecTb i
AiBn4dy HeBUHHICTE” [11, T.14, 279].

KpuK-NpoTecT, KpUK-3axUCT AiBYMHU-NIANITKA, CNOBHEHWA TBAPWHHOrO CTpaxy Haragye
deHomMeH abCconTHOrO KpWKy B KiHemaTorpadi. Ane sKwo “oAdHield 3 YMOB iCHYBaHHS
abCconoTHOro Kpuky y hinbeMiyHoMy npocTopi € 1i npaBgobonidHicty” [9, 136], To B onoBigaHHi
“PinHKK” )XopCcToKa peanbHICTb € TiE MpaBaolo, Wo nopomxye abcontoTHui kpuk. H. MNongsikoBa
BBaXa€, WO B NepeBaXHii OiNbLUOCTI KIHOMINbMIB KPUK € CYTO XXIHOYMM MPUBINEEM, OCKINbKM
nuwe ocoba XiHo4oi cTaTi Bonogie Bcima MOXNUBOCTAMM ANSA BUrONOLEHHS abCONTHOIO KpUKY,
a 4onoBiK HeCnpoMoXHur ue 3pobutn [9, 137-138]. Wogo nutaHHs reHgepHol NPUHANEXHOCTI
KPUKY | MOro (pyHKLiM y XyO40XXHBbOMY TBOPIi, Ha Halle NepekoHaHHs, He crig 6yTu KaTeropuyYHUMK.
ADXe 3a eMOLMHOK NIMOMHOK XiHOYMA | YONoBIUMA KpuK Yy TBOpax |. ®paHka npakTu4HO
PiBHOLLIHHI.

3aranom GinbLicTb enizoaiB 3biraloTbcs B 000X pegakuisix TBopy, ane sapiaHt 1899 poky,
6e3yMOBHO, Xy4OXHbO AOCKOHAsIWWIA, agxe Ha TOW Yac yCi onoBiaaHHSA GOPUCNABCHKOrO LIMKITY
BxXe Oynu HanucaHi. Bpaxae anHamivHiCTb, a 0COBNMBO E€KCNPECUBHICTb, LLIO CNOCTEPIraeTbCa i
Ha piBHI NOBYTOBMX ONKUCIB Cipoi 6opucnascbkoi AincHocTi (“Bopucnas NnovnHaB OXMBMOBATUCA.
I3 TeMHUX Hip, i3 3aTXnMX, QYWHUX Ta TicHUX xanabyn sunizanu OpyaHi, 3acnadi nogu... B
Kowapax ge-ae TeneHbKanu A3BOHUKW, Kpuyanu kaciepu, ckpuninm kopbu. CepegmHoto Bynuui
TArAUCA BO3M 3 ApoBamu, 3 Miwkammn Bynbbu, 3 xnibom i iHwoto noxusow” [11, T.21, 31]); i B
wTpuxax Ao NOPTPETHO-MCUMXOSONYHOT XapaKTEPUCTUKN T[ONIOBHOrO reposi IBaHa Ta WMoro
oToyeHHda (“A 3paneka, Big bopucnasa, OOHOCMB BiTep Myxi OKPUKMU i cniBKU. TO Kpuyanwm i
cniBanu pPiNnHUKWA, BUALLOBLUM 3 LWMHKY. A MK yciMa rofocaMmu HamCuIbHilLWA rornoc |BaHiB
BuBoams...” [11, 1.21, 30]; i B nensaxHux 3amanboBkax (“Kpyrom 6yno nycto, Tinbku 3 LUNHKIB
4yTn Byno KpUKM i cniBv Ta YopHui [in wymiB i cTorHae nig ociHHio Heroay” [11, 1.21, 37]).

EkcnpecvBHa TOHamnbHICTb 3yMOBMeHa nepenyciM YBEAEHHSIM Yy CHOKEeTHY KaHBY
onosigaHHsa enizogy BouecTBa Ppysi 1i cynepHuueto MaHkow. Ak 6aunmo, HaBiTb OCIHHIN fic y
nepenyyTTi HEMWHy4Yol Tparefdii BpaxaB HIMUM KpukOM. Kpuk €K eMOUiNHWW ekBiBaneHT
€K3UCTETHLINHNX CTaHiB 6O, CTpaXKaaHHs | CaMOTHOCTI CTae BaXkNUBMM 3acOb0M y 306pakeHHi
“posyaxHyTol” ceigomocTi [aHku, wo nicna sBbusctBa Ppysi BTpatuna cnoki. CTpax nepen
BUKPUTTAM 1T CTPALUHOrO BYMHKY, MYKW CYMMiHHA Ta paHTacMaropuyHi BUAIHHA Npu3Benu Oo

178



KNOWLEDGE*EDUCATIONLAWMANAGEMENT N4 (16) 2016

Takoro PpiBHA MCUXIYHOI Hanpyru, wo [aHka yBi CHi “nounmHana cTorHaTu, MomkaTum abo
CKpUKyBaTK TakK, WO IBaH NpokugaBcsl 30 CHY i MOYMHAB Mo4vyBaTth SIKycb rnyxy Tpusory” [11,
T.21, 42]. BUKOPMCTOBYIOUMN CHOBUAIHHA 51K CBOEPIAHY bopMy BigoOpaXeHHs1 Nogid, HEMOXINBUX
y pearbHiin QiNCHOCTI Yepe3 NeBHi MoparibHi YM cycninbHi oOMexeHHs, |. dpaHko gocdrae niky
ekcnpecii. Anga nigcvneHHa TparidHoro cnpumrHATTS obpasdy AiBuvHuM |. paHko BOAETbCA [0
NOPIBHAHHA:

- [aHKo, WO 3a Aiabko My4nTb Tebe y CHi, WO TU Tak CTPAWHO KPUYMLW?... AK KPUKHeLl
OTaK HeCBITCbKMM rosiocoM, TO 30BCiM BUO €Ll MEHE 3i CHY.

"aHka peroTanacs.

- Ma-ra-ral HecsiTcbknm ronocom! Hy-Hy, IBaHyHI0, HY, CKaxu, SK s1 Kpudy?

- Tak, Ak 61 Tebe 30 WKypu aepnu.

- Hy, i wo rosopto?

- A xi6a MOXxHa WWocbk posibpaTn? Puunw, Ak xypobuna [11, 1.21, 42].

“l BUCKkOYUMNa 3 nocreni, npudenunacsa 4o MeHe, BCS TPEMTUTb, SIK TpeneTiB JIUCT, a Bce
03uMpaeTbecA no3a cebe i KPUUNTb, BULLMTL, MOB NepenyaxeHa gutuHa’ [11, 1.21, 58].

BupasHi ekcnpecCioHICTUYHI iHTEeHLIT NPOCTEXYITbCA B OMNUCax 30BHILHOCTI repoiHi.
YnaBwun Ha came OHO Yy NpipBy amoparnbHOCTi, [aHKa He TifbKM 3aHanactuna aywy, ane u
yTpatuna MpuUpOAHI0 Kpacy, Bi4 Hel 3anuwmnacb nuwe TiHb, Malukapa: “3coxna, sK ckina,
MOYOPHINa, sIK roNoBHS, TiNbKO NyLWKa AyXY B HiiA, - a ska AiBka 6yna we B3umi, 9k rapmaral” [11,
T.21, 56]; “...Tpym’'sye, Bucoxne [aH4ynHe nuue, 3iccaHe CTPaLUHOK BHYTPILWHLOW MyKow” [11,
T.21, 62]. Taki NnOpTpeTHi oNMCKM 3 KOHLEHTpALED yBarn Ha HEECTETUYHUX, OUCKOMMOPTHMX
AeTansx 30BHILWHOCTI MnepcoHaxiB, rinepbonizoBaHe ax [0 aedopmauii 306paxeHHs iXHiX
Qi3NYHUX | OYXOBHUX Baf, BUKPUBMEHHSA npegMeTHMx dhopM, ycrnagkoBaHa Big HaTypaniamy
ecTeTM3aLis NoeTNKM NOTBOPHOIO, TSRKIHHA 40 enaTtaxy y BUMOOpi peuenTUBHUX CTpaTerin, — Bce
ue, BracHe, N CTBOpKOBAano BigMNoBigHE XyOOXHE TnNO Ansa peanisadii idea fix muTuiB-
€KCMNPECIOHICTIB — 306paXkeHHs KPUKY, SIKOro HiXTO He YyeE.

OTxe, 06pas kpuKy y TBOpax LMKy 6opucnaBcbkux onoBigaHb IBaHa PpaHka rapMOHINHO
Y3rOKYETbCA 3 iHWUMK MpuiAoMamMmn i 3acobamm XyOoXKHbOTO BUPaXKEHHS!, SKi MOTEHUINHO
ynTalTbCA Yy pycni iAeNHO-eCTETUYHOI CUCTEMM EKCMPECIOHIBMY — MUCTEUbKOro Hanpsimy,
noeTukanbHa [OKTPUHA SKOMO 3a XUTTS MNUCbMEHHMKA Tinbkn dopmyBanacs. Y TBOPYOCTI
NPeACTaBHUKIB Mi3HILLMX MOKOMiHb YKPAIHCbKMX MUCbMEHHWKIB anpoboBaHi PpaHKOM MOAEpPHI
npunomMmn i 3acobm XyooXXHbOro 300paXKeHHdA «neriTumisyBanucs» oMILiHO YTBEPAXEHO B
CBITOBOMY MMWCTEUTBI OOKTPUHOK EKCMpeCioHi3My. Ane KpuK, SK BMpPa3HUK CBITOBOro 6orto vy
TBOPYOCTi Toro-takn Bacunga CredaHmka 3By4nTb HE «rnacoM BOMIlOLLOrO B MyCTeniy», a pagwe
AK BiONYHHS niTepaTypHOI Tpaauuil, pyHOaMeHT 9KOI 3aknaB CBOro 4acy, 30KpemMa M y UuKni
OopucnaBCbKMX  OMOBigaHb, reHianbHUn IBaH ®paHko. Tox npegmeToMm  ManmbyTHIX
niTepaTypo3HaBuMX OOCNIMKEHb Mae CTaTu BracHe CMNagKOEMHUM 3B’S30K MK YKpaiHCbKUM
MOZEPHI3MOM | TBOPYICTIO MUCbMEHHUKIB, MErkoBaXXHO O3HA4YeHWX B Cy4yacHin Hayui npo
niTepatypy sik NPeACTaBHUKN «HAPOOHULTBAY.
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THE IMAGE OF SCREAM IN BORYSLAV SHORT STORIES BY IVAN FRANKO
[.LYS

It is known that the Creek is born with man. After shouting a person is able to convey his
deep feelings, emotions and instincts. Long time the phenomenon of the scream was outside the
purview of art. But the beginning of the twentieth century, full of social upheavals and apocalyptic
sentiments (war, destruction, social crisis, industrialization), make corrections to the tasks of art,
one of which, I. treats Gaulle: “Smug sober person needs to re-learn how to cry” [6, 75-76]. Cry
as a form of human protest, as the culmination of pain, suffering, despair, and fear is a key
element of the poetics of expressionism, modernism, at the turn of the nineteenth and twentieth
centuries have declared themselves in European painting, and later in other art forms. The
conviction of many researchers expressionism was in opposition to impressionism. And if the
Impressionists were trying to achieve an objective knowledge of the world through the playing of
instant impressions of reality through the photographic accuracy in the transmission of these
impressions, continuing a tradition of the realistic type of art, the expressionists external (visible)
negate, reduce it to a litmus test in terms of internal (invisible) world of the artist. The defining
aesthetic category becomes an expression. A kaleidoscopic range of colors and shades, typical
of impressionism, replace the audio content of the images, an important component of which is
the Creek. G. Bar notes: “Expressionism in comparison with the previous art is not the eyes and
mouth” [ 4, 859 ].

According to O. Kovalchuk, “before becoming a full part in the new aesthetics, which
developed since the nineteenth century, the Creek had someone to legalize, make it a legitimate
form of artistic broadcasting. This step is carried out by the Norwegian painter E. Munch, who in
1893 wrote the now famous picture “the Scream”, which summed up a long discussion about
whether to represent a person in a state of Creek” [5, 49 ]. Silent scream faceless humanoid
creatures in the painting E. Munch Nude affects emotional and mental anguish. The artist depicts
not a cry nostralino person, but the horror of humanity before the loss of consciousness, merge it
with the unconsciousness of nature” [13, 195 ]. In “Expressionism” (1916), Bar writes: “the Man
cries out from the depths of the soul, the whole era becomes a single, piercing scream. Art also
cries out in deep darkness, screams, asks for help, asks the spirit” [10, 17 ].

An important motive of the spiritual life, the cry went beyond the aesthetic perception
became the basis for expressionist drama, which entered the literature as the “drama cry”.
Because the Creek was one of the manifestations of the dramatic tension in the play, the final
“chord” the resolution of the dramatic conflict in them. He was not only a spontaneous expression
of the emotions of the characters, but also a kind of symbol of the apocalyptic understanding of
the world. Thus, “the scream created around a powerful ecstatic field, the semantics of which are
clearly evident in the titles of anthologies compiled from the works of the expressionists, in
particular Polish (“Krzuk i ekstaza”), German (“Schrei und Bekkentnis”) [5, 49].

Although expressionism powerfully declared itself in Germany, it cannot be perceived as
exclusively “German phenomenon” or “a specific German phenomenon”, because he has
developed in the art of other countries — the Czech Republic, Poland, Bulgaria, Russia, Romania,
and Hungary. Having socio-historical and ideological-psychological conditions, synthesizing the
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various national traditions and features of artistic consciousness, expressionism as a way of
expression has become a ethnic phenomenon. It is therefore not bypassed expressionism and art
of Ukraine, in particular in the literature. After all, “in terms of public engagement he was
associated with the ideological-aesthetic principles of Ukrainian literature and simply could not be
not perceived it” [1, 62]. Expressive expressionistic trends can be traced in the works of
A. Turyanskogo, M. Yatskova, A. Dovzhenkoa, N. Kulisha, N. Hvilovogo, V. Vynnychenka,
I. Dneprovskogo, M. Bazhana, P. Tychini, T. Osmachki. But the origins of the poetics of
expressionism appeared in the late XIX — early XX century in novelistic after Vasyl Stefanyk, who
called himself “the little heir” of Ilvan Franko. G. Hunger observes: “lvan Franko could not be
knowledgeable with the ideological and aesthetic doctrine of expressionism, which during his
lifetime began to form, but the genius of the writer is that he felt very close to the objective
circumstances that influenced the overall development of world literature, and this gave him the
opportunity to correctly predict (or outrun) the promotion of the literary process” [2, 252]. In this
regard, it can be argued that Franco was able to capture one of the defining principles of
expressionism, a key element of which is the personality of the author through the prism of which
there is a process for reproducing the external reality. For the franc®, that lens is rather weakly
convex mirror, reflecting things and people extremely precisely in all details, though, and violates
in some degree the natural proportions between these parts” [11, V. 28, 153].

The problem of the existence of expressionism in Ukrainian literature at different times
was engaged in A. Chernenko, G., Sivachenko, V. Pakharenko, N. Shumylo, V. Barchi, K. Yadav,
A. Onischenko, T. Gavrilov, A. Yastrubetska, S. Horab, N. Martin, A. Pechersky and others.
Franco's involvement in the ideological and aesthetic “code” expressionism, in our opinion, has
nothing to do “with quite fashionable at the moment, the trend pedantic surveying the work of the
writer of non-existent realities and truths” [8, 96], it requires more serious study and determines
the relevance of our research. Agree with the opinion. Easy, “the creative work of I. Franko “fit” in
different aesthetic canons, including the modernist. What's more, the elements of modernist
aesthetics was formed on the franc gradually before the era of modernism” [7, 142].

The aim of our study is to prove on a specific art material (borislavsky cycle of short
stories " by Ivan Franko) presence in the work of the writer of images, moatifs, techniques and
means of artistic images that potentially can be read in the context of ekspressionisticheskie art.

The goal envisages the decision of such tasks:

* to explore the specificity of the concept of the Creek as a defining artistic category of
expressionism.

« perform the stylistic role of the Creek in borislavsky stories of lvan Franko;

* explore the evolution of the aesthetic consciousness of the writer on the material of his
works with expressive stylistic features of expressionism.

So let's try to allocate in borislavsky the stories of I. Franko's image of the Creek as a key
element of expressionist poetics. Creek (if it is not on the Creek, close to the animal, devoid of
“ideological advantage”) is the result of interaction between subject and society [ 5, 49], it is an
emotional outburst, which is characterized by the multivariate due to functional loading. So we
can talk about a cry-a warning, a cry is cleansing, Creek, phobia, scream, pain and the like. In the
cycle borislavsky stories I. Franco uses the Creek as a means of expression of despair,
hopelessness, pain and suffering workers, as the harbinger of death. The cry prevailed
everywhere in Borislav: in taverns, mines, zupko, homes. In the story “Converted sinner” scream
performs the function of a harbinger of the death of one of the sons of Basil Pivtorak:

“And then one day Ivan over yams caused a terrible scream. Ran father ran and some
strangers: “What is it? What?..”

- Sand smiling stuffed, rolled Senya.

Basil Poltorak stood like thunder nailed on hearing the LTTE terrible words.

- Now in the pit guys - property sand! - yelled not his voice.

...Produced the Film and was already dead” [11, vol. 14, 310].

“l once heard Basil from the pit a scream. The sound was weird — just funny, then
disturbing. In the end | interrupted a deep, muffled cry of despair” [11, vol. 14, 313]. It was a
death cry-despair Putorano second son Michael, who was drowned in CIP ACC.

Ruthlessly devouring hundreds of lives, pit mines become a symbol of hell. Using
expressionistic poetics inherent in the deformation of reality and the poetics of dreams, Franko
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reaches the maximum expressivity in the Novella “On the job”. What he sees rpnyc grin,
enhanced by a “loud episode”:

“We nalleli over glybochany hole... Sopuch thick black post bowdlerise from it. But worst
of all, the pit could be heard all the screaming, crying and saved like there in pain thousands of
people die”; “From nothing, only darkness timanna around. Only the cries of some, and
squeaking and screeching, already cold body chills”; “here near me Creek roslags. Look closer.
Rpnyc. And why is he so hot? | udivlyus it even better... He is? Right arm and right leg broken on
the kamuz. Blood obstina, podruhoy bones stick out. And he stilgoe and cries, “Give we my
zdorove - oceanico Jew! Get yourself Tautou damn zrobleno! Si take my bloody money - all of it!
We just have to give my zdorov! My children are small! Without hands did not make them! My
business far! Without legs will not go to her!” [11, vol. 14, 301 to 302] (italics - I. L.). According to
O. Kovalchuk, the cry of a hero in a dream indicates a deep sakonent emotions of protest in the
subconscious and the pursuit of the protest (according to Freud, dream is wish-fulfiiment): “Satou
ears, I'll lock your soul and scream: here the entrance is not free?” [12, 94].

Completely opposite functional fullness arises a scream-catharsis Basil Pivtorak, when in
a state of painful nonsense of his attack Neupogen soul borislavsky workers: “of all the corners
they flock to him, moaning, crying, whining, laughing, and closely surround it, treading on the feet,
chest, crushed, infringe, their touch cold as ice that chills him to the bone, vagott on it, as if piled
mountain. The spirit of him sapira, a deadly sweat fills the eye, and suddenly from the depths
sballo soul escapes the dread cry: “Smileless need know! What do | owe you? Unless | wanted
the trouble for you? Am | happier than you?” [11, vol. 14, 359-360Q].

Not all of the characters in the stories of Ivan Franko — the former owner and the farmer is
caught in the vortex of Borislav of life — or rather, in the trap of moral sagradova and rapidly sunk
“to the bottom”. Therefore, the expressionist scream, that, in fact, is “the expression of internal
discomfort, the loss of himself as a man of the twentieth century” [9, 144 ], it is absolutely
appropriate for digging the characters.

Another argument in proof of the thesis of “assimilation |. Frank elements of
expressionism, which the writer was formed,” will be, in our opinion, a comparative analysis of
two versions of the story “Repnik”. Already in the first edition of the work (1877), and “Boryslav
cycle,” confronted with the description of the sleepy dreams of workers, Explorer Zenon Huzar
calls a “fundamentally new Ukrainian literature. It's like the dynamic frame in the movie (in the
style of surrealism and expressionism), in which reality intertwines with sleeping, memory of the
past, in their subconscious mind and breaks only in a dream, because the day is not memories
and contrasts with the modern. Hard to find expressive social characteristics and concise excerpt
of our prose” [3, 118]. Using appropriate lexical and stylistic means |. Franco reaches its
maximum expression, and the reader unwittingly becomes the accomplice of events: “Here, old,
diseases, and hernia plowed persons are young, good,— color which, however, svela premature
labor, and poverty, and debauchery. And the expression of each person is great. There's a
woman waving Otago hands - hugging lover. It's the old woman, once a decent host, now little
different from the beggar, richly shakes of their goals lo - talking with old neighbors and shows off
new corals, again Pikachu lips gorucu like. And n atacamite girl with sunken eyes and blue rings
round them yells, and triplets and torn, seen, fought against, before striker that barely wants her
dobraci Toto, why not buy no treasures, is a good honor and dvico innocence” [11, vol. 14, 279].

A cry of protest, a cry-the protection of a teenage girl, full of fear of the animal resembles
the phenomenon of an absolute scream in the cinema. But if “one of the conditions for the
existence of absolute Creek to flemo space is pravdepodobnost” [9, 136], in the story “RPyC” the
harsh reality is the truth, that generates an absolute scream. N. Polskava believes that the vast
majority of films, the scream is a purely female privilege, because only the person of a female has
all the potential for making absolute scream, and the man is able to do it [9, 137-138]. On the
issue of gender Creek and its functions in fiction, in our opinion, should not be categorical. After
all the emotional depth of a female and male screaming in the works. Franco practically
equivalent.

In General, the majority of the episodes are the same in both editions of the work, but the
option of 1899, of course, artistically perfect, because at that time all the stories Borislav cycle
has already been written. It affects the dynamism and expressivity that is observed at the level of
everyday descriptions of the grey reality of Borislav (“Borislav started agellates. From the dark
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holes of musty, dushnik and close the curtain got dirty, sleepy people... In the folds where was
telenko bells, shouted Kari, creaking the springs. The middle of the street was drawn carts of
firewood, bags of potatoes, bread and other foods” [11, vol. 21, 31]); and in the touches to the
portrait-psychological characteristics of the main character Ivan and his entourage (“But from
afar, from Borislav, the wind carried muffled shouts and singing. Shouting and singing Rodniki,
leaving the tavern. And between all the votes strongest voice Ivanov deduced...” [11, vol. 21, 30];
and in a landscape sketches (“the Circle was empty, only Kabakov heard the shouts and chants
and black $ rustled and groaned under the autumn bad weather” [11, vol. 21, 37]).

Expressive tone is due primarily to the introduction in the plot outline of the narrative of the
episode of the murder FRUs her opponent by Ganka. As you can see, even the autumn forest in
anticipation of the imminent tragedy struck silent scream. Cry like the emotional equivalent
ekzistencia States of pain, suffering, and loneliness is becoming an important tool in the image
“split” consciousness of Kills to build that after the murder FRUs lost the rest. Fear of exposing
her terrible act, remorse and phantasmagoric vision has led to such a level mental stress that
Ganka in a dream “groaned Jonati or scream so that lvan was awakened from sleep and started
to feel some deaf alarm” [11, t 21, 42]. Using dreams as a form of reflection events that are not
possible in reality through some moral or social constraints. Franco reaches its peak expression.
To enhance the tragic perception of the image of the girl. Franco resorts to compare:

Ganko, what the hell's tormenting you in your sleep, what are you so scared shouting?...
As kroknes so nests voice, something completely knocks me out of sleep.

Porch ragamalika.

- Ha-ha-ha! Nests voice! Well, well, Vanunu, well, tell me, how am | shouting?

Yeah, as if you from the skin tore.

- Well, what you say?

- Is it possible to make out something? Riches as cattle [11, t 21, 42].

“And jumped out of bed, clung to me, trembling as trepet letter, and everything looks
beside himself and yells, squeals like prepojena child” [11, vol. 21, 58].

Expressionistic expressive intentions can be traced in the descriptions of the appearance
of the heroine. Falling to the bottom, into the abyss of immorality, the Porch not only destroyed
the soul but also lost the natural beauty, it was only a shadow, mask: “Sahla, like a torch,
blackened like a coal of fire, only the gun of the spirit in it — and what girl was in the winter, like a
cannon!” [11, vol. 21, 56]; “...troop yache, dried out Gancini face terrible internal zsane flour” [11,
vol. 21, 62]. Such a portrait of the descriptions with concentration on the unaesthetic,
uncomfortable details of the appearance of the characters, giperplazirovannah until the
deformation image their physical and spiritual defects, the curvature of the subject forms inherited
from the naturalism aesthetic quality of the poetics of the ugly, the attraction to shocking in the
choice of receptive strategies — all this, in fact, created an appropriate artistic background for the
implementation of the idea fix of artists-expressionists — the image of the scream which no one
hears.

Thus, the image of the scream in the works of the cycle borislavsky stories " by Ivan
Franko is consistent with other techniqgues and means of artistic expression that can be read in
line with the ideological and aesthetic systems of expressionism — art direction, poetically doctrine
which the writer was formed. In the work of the representatives of later generations of Ukrainian
writers Frank tested modern techniques and means of artistic image "legtimate" approved in the
art world by the doctrine of expressionism. But the cry, as the voice of the world of pain in the
work of the same after Vasyl Stefanyk does not sound like "a voice crying in the wilderness", but
rather as echoes of literary traditions, which laid the Foundation in his time, in particular in the
cycle of stories borislavsky genius-lvan Franko. Therefore, the subject of the future of literary
studies is in fact continuity between the Ukrainian modernism and the work of writers, lightly
marked in modern science about the literature as representatives of "populism".
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