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Streszczenie. Artykut poswiecono analizie spojnosci dialektycznej zatozen
koncepcji narodnictwa i modernizmu w strukturze metody tworczej Wasyla Stefanyka.
W badaniu wykorzystano metode analizy i syntezy oraz metody literaturoznawcze:
analize kulturowo-historyczna, biograficzng, psychoanalityczng, poréwnawczg oraz
socjologiczna. Badaniu poddano specyfike podioza filozoficznego i $wiatopoglad,
strukture gatunkow literackich i cechy poetyckie matej prozy pisarza. Autor opisuje
uwarunkowania historyczno-kulturowe oraz indywidualne cechy autora, przyczyny
tendencji Wasyla Stefanyka do poszukiwania gatunkéw hybrydowych w tworczosci.
Wyniki badan pozwalaja wysnu¢ wnioski, ze podstawe filozoficzno-§wiatopogladowa
metody tworcze] Wasyla Stefanyka stanowila filozofia cierpienia A. Schopenhauera.
Zréznicowanie gatunkow matej prozy pisarza obejmuje nie tylko ,,czyste” rodzaje
literackie i gatunki, ale rowniez tak zwane formy hybrydowe (szczegdlnie elementy
dramaturgiczne w nowelistyce). Najwigkszy wptyw na uksztaltowanie metody tworczej
Wasyla Stefanyka miata poetyka ekspresjonizmu. Intensywny rozwoj procesoOw
kulturowo-historycznych na przetomie wieku wymagat od nowelistyki odwotania si¢ do
zasady poetyki dramatu, przedstawiania wydarzen ,,tu i teraz”, a sentyment Stefanyka do
tematyki chlopskiej, jego znajomos¢ prawdziwego chtopskiego zycia, wplyngty na
poszukiwanie przez pisarza nowych zmodernizowanych form narracji zgodnych z
tradycyjnym w ukrainskiej literaturze szacunkiem do ludowosci i narodnictwa.

Stowa kluczowe: ekspresjonizm, zatozenia filozoficzne, charakterystyka
stylistyczna i gatunkowa, dramaturgia, teatralno$¢, poetyckos¢.
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Abstract. The article is dedicated to the study of dialectic unity of the conceptual
thesises of the populism and modernism in the structure of Stefanyk's artistic method. In
the research the scientific methods of analysis and synthesis are used as well as the
special literary studies ones: cultural and historical, biographical, partially
psyhocanalytical, comparative and sociological. The peculiarities of the world view and
philosophic ground are studied, as well as the genetic structure and poetical features of
the writer's short prose. Cultural and historical as well as individual and authorical
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determinants of Stefanyk's gravity towards searching the hybrid genres in artistic work
are found out. The results of the research allow to make conclusions that the world view
and philosophical ground for the artistic method of Vasyl Stefanyk was the "Philosophy
of suffering” by A. Schopenhauer. The generics of the small prose of the writer contains
not only "pure™ kinds and genres, but also the so-called hybrid forms (dramaturgical
elements in short stories in particular). The biggest impact on formation of the artistic
method of Vasyl Stefanyk was the poetics of expressionism. The consolidated
development of the cultural and historical processes between the centuries demanded
from the short stories to address the dramaturgical principle of depicting action "here
and now", whereas Stefanyk’s sentiments towards the peasant themes, his knowledge of
the true peasant life impacted the writer's search for new modernised forms in
conjunction with the traditional for Ukrainian literature respect to the populist meaning.

Key words: expressionism, philosophic ground, genre and stylistic peculiarities,
dramaturgy, theatre, lyricization
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AHoTtanisi. CTaTTIO  MPHUCBIYCHO  BHBYCHHIO  JIQJIEKTUYHOI  €IHOCTI
KOHLIETITyJIbHUX TI0JIOKEHb HApOJIHHITBA 1 MOJEPHI3MY B cTpyKTypi CredhaHHKOBOTO
TBOPYOTO METOAY. Y JIOCTIIKCHHI BUKOPUCTAHO 3arajlbHOHAYKOBI METOJM aHaji3y Ta
CHHTE3y, a TaKoXX CHelialbHI  JITepaTypo3HaBdi:  KyJbTYPHO-iCTOPHYHHI,
OiorpadiuyHMii, YaCTKOBO TMCUXOAHAIITUYHUHN, TOPIBHSUIBHUN, COIIOJOTIYHUN METOIH.
BuBuatotbcss  0coONMMBOCTI  CBITOTIISIIHO-(DITOCOPCHKOTO  MIAIPYHTA,  CTPYKTypa
TCHEPUKH Ta MOCTUKAIBHI PUCH Majol MPO3u MUCbMEHHUKA. 3’ ICOBYIOTHCS KYJIbTYPHO-
ICTOpUYHI Ta I1HIUBiAYadbHO-aBTOPCHKI nerepMiHaHTH CTedaHUKOBOrO TSKIHHSA [0
MOIIYKiB TiOPHIHUX >KAaHPIB y TBOPYOCTi. Pe3ympraTté MOCHIIKEHHS JTO3BOJISIOTH
3pOOUTH BUCHOBKH TIPO Te€, IO CBITOMIISAHO-(HIT0CO()CHKOI OCHOBOIO TBOPYOTO METOY
Bacuns Credanuka Oyna «dinocodist ctpaknanus» A. lllonenrayepa. ['eneprka manoi
MPO3H MUCHhMEHHHUKA MICTHThH HE JIUIIE «YUCTI» POAM 1 KaHPH, a ¥ Tak 3BaHi riOpUAHI
dbopMu (30Kkpema W JpamarypriiiHi €JeMeHTH B HoBesicTulll). HaiOinpminii BIUIMB Ha
dbopmyBanHs TBopuoro Merony Bacwis CredanHuka majia MOETHKA EKCIIPECIOHI3MY.
VY1uiapHeHUH PO3BUTOK KYJIBTYPHO-ICTOPHYHHX MPOLECIB «HA 371aMi BiKy» BUMaraiu BiJl
HOBEJICTUKM 3BEPHEHHS /0 IpaMaTyprifHOr0 NpPUHLUMIY 300pa)KeHHS MOAIH «TYT i
3apa3», a CredaHUKOBI CEHTHMMEHTH JI0 CEJISHCHKOI TEeMaTHKH, WOro 3HAHHS
CHPaBXHBOTO CENSHCHKOTO JKUTTS BIUIMHYJIM Ha TOUIYK NHCBMEHHHKOM HOBHUX
MOJIEpHi30BaHUX (opM BHKIALy y TMOEJHAHHI 3 TPaAMLIHHOIO Uil YKpaiHCHKOT
JIITEPaTypH MOBArok0 70 HaApOIHUI[BKOTO 3MICTY.

KarouoBi ciaoBa: excrpecionizM, ¢inocodcbka OCHOBa, MKaHPOBO-CTHIIICTHYHI
0c00JIMBOCTI, IpaMaTyprisi, TeaTpajbHICTh, JipU3allisl.
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Introduction. Given the importance, even significance, of the figure of Vasyl
Stefanyk in the history of Ukrainian literature, the desire of representatives of various
literary concepts to "reinforce™ the author's own views and beliefs becomes obvious. So it
IS not surprising that researchers of Stefanyk's work have not always managed to avoid
categoricalness and bias in their assessments. Their conclusions sometimes impress with
their diametrical antithetics, reduced to absurdity. For example, O. Chernenko rightly sees
"one of the main flaws of traditional interpretations” of Pokutyan's work in the fact that
"they do not consider Stefanyk's work against the background of the spirituality of his
own, that is, contemporary European era." "Stefanyk," says the researcher, "was
emotionally deeply connected with the Ukrainian village from which he came (emphasis
added, - NG), but at the same time his worldview was in tune with the worldview that took
over Europe at the turn of the 20th century. , that is, with the flow of expressionism. This
expressionist worldview brought Stefanyk closer to the advanced literary and artistic
circles of the West, but alienated him from the then Galician intelligentsia, which often
found it difficult to understand his work "(Chernenko, 1989, p. 8).

On the other hand, armed with the sociological method, and, of course, without
denying the thesis of the alienation of V. Stefanyk from the then Galician intelligentsia,
M. Hrytsyuta complains: "But immediately” leave the city "(our emphasis - NG)
Stefanyk failed. At first, the new in Stefanyk's mind, as well as in the minds of his
Krakow literary environment, was associated with decadent abstract-symbolic poetics
"(Hrytsyuta, 1982, pp. 30-31). In this context, the literary critic quite predictably
criticizes the negative "influence of modernism™ on the writer and not quite
convincingly (most scholars unravel naturalism in the discourse of realistic, not
modernist type of work) as proof of this influence cites the example of samiska ":" The
image of the dying old woman evokes immediately, not sympathy. And this is a man of
labor, a peasant, for whom the writer cared so much, fought so hard!” (Hrytsyuta, 1982,
p. 39), - the researcher states somewhat confused.

It would be difficult for the average reader to try to determine the direction of the
evolution of the writer's aesthetic consciousness, because, according to respected
researchers, he left the village and the city at the same time and moved in opposite
directions at the same time.

Therefore, the aim of our research is to objectively study the peculiarities of the
writer’s creative method with an emphasis on the dialectical unity of populism and
modernism at the heart of his ideological and aesthetic concept.

Main part.

According to the purpose, the objectives of the study are:

* study of the ideological and philosophical basis of the creative method of Vasyl
Stefanyk;

« analysis of the structure of the writer's short prose generics;

» characteristics of the poetic features of Stefanyk's short stories;

* elucidation of cultural-historical and individual-authorial determinants of the
writer's attraction to the forms of so-called "hybrid genres".

Thus, the main material of the study is the short stories and epistolary of Vasyl
Stefanyk, as well as the literary works of scholars who in one way or another touched on
the declared problem. The study used general scientific methods of analysis and
synthesis, as well as special literary: cultural-historical, biographical, partly
psychoanalytic, comparative and sociological methods.
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The results of the study allow us to identify a number of interrelated judgments.

In fact, relativism in characterizing certain features of the writer's creative method
is explained not so much by the search for objective arguments in the writer's work (they
are obvious and usually beyond doubt) as by the dependence of the vector of
interpretation of these obvious features on the ideological point of view. interpreter.
Proponents of the modernization of Ukrainian literature in the early twentieth century
are convinced: "Viennese Impressionism, Polish Expressionism, Russian and French
symbolism, neo-romanticism of Scandinavian literature were mostly refracted through
the Ukrainian national tradition. As researchers of Ukrainian modernism rightly point
out, it was formed in Ukraine in its most characteristic manifestations not at the level of
a general stylistic manner or "'school”, but through the creative identity and evolution of
individual artists of the word (Gundorova, 1993, pp. 9-33). This process was so in line
with the immanent laws and patterns of development of the world literary process that
"according to the tasks of the time, populism itself was modernized." However, "even
those authors who tried to resist his pressure (a striking example is the drama of lvan
Karpenko-Kary, who actually wrote several plays on the life of the intelligentsia, or
Boris Grinchenko, whose characters - often intellectuals - are looking for ways to get
closer to rural commoners), could not get rid of the sense of obligation or guilt to the
people, which developed in all the populist complex "(Khorob, 1999, pp. 148-149).

Of course, in the Soviet-style History of Ukrainian Literature, the accents were
placed in diametrically opposite ways. For example: “Poetry in Stefanyk's prose should
be regarded as a sincere desire to bring something fresh and original to Ukrainian
literature, which was then considered the highest achievement of artistic thinking. They
reflected the young writer's uncritical imitation of other people's samples, which
manifested itself in the use of the creative experience of modernists, in particular their
abstract-symbolic poetics "(Stefanyk, 1968, Vol. 5, p. 228).

That is, the very fact of the influence of Vasyl Stefanyk's creatively original
personality on the process of modernization of Ukrainian literature of the early twentieth
century in an oxymoronic combination with a commitment to selfishness and "slander"
is not denied by adherents of any of the camps. The difference is only in the vectors of
interpretation of this fact.

Despite the declared love for men, Stefanyk does not idealize the depicted
peasants. On the contrary, he ostensibly begins a conversation about them in order to
factually (often with naturalistic scrupulousness) record the tragic manifestations of the
eternal sinfulness of mankind, which in one way or another affect the behavior of each
individual of this society. The theme of punishment for the criminal nature of the world
evil hidden in man was relevant at the turn of the century in the intellectual and artistic
environment. Dostoevsky best showed how earthly aspirations destroy the human soul
in his novel Crime and Punishment cto Dostoevsky wanted to prove by accusations of
his hero, Raskolnikov, that man is not an omnipotent "superman” who can do whatever
he wants. A man who has not yet completely killed his soul has a guardian - his
conscience, which does not allow him to escape from his divine roots. Such a person
must voluntarily accept the deserved punishment™ (Chernenko, 1989, p. 122), - says O.
Chernenko. The vigilant observer of the peasant soul, Stefanyk, also cannot ignore the
theme of the lost paradise in the earthly life of man and in the human soul. However,
according to the accurate description of S. Protsyuk, "Hutsul rope of Stefanyk with the
forces of evil is aimed at total catharsis in the human soul” (Protsyuk, 1996, p. 4). That
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is why the images of men in the work of the penitent cannot be taken with naturalistic
literalness as documents humains (human documents) of the imperfection of the world
in us and around us. In the realities of the literary and artistic process of that time,
"Stefanyk's man is by no means a typical image of a Ukrainian peasant, but an image of
a man in general," but "every smallest phenomenon, whether accidental or general, but
gave rise to expressive expression. fell on the painter's canvas or on the writer's paper"
(Chernenko, 1989, p. 199). Thus, it is quite obvious that “it is inadmissible to make
Vasyl Stefanyk an orthodox adherent of both social and national ideas. He was a
follower of man"(Stefanyk, 1949-1954, p. 4). In addition, although "Stefanyk loved his
people infinitely, loved his village, he was hurt by the economic wrong of the peasants,
but in his work he sought to be a free man™ (Chernenko, 1989, p. 39).

After all, Stefanyk's love for the countryside and his desire to be a free man are
not such oppositional factors. Paradoxically, they, like the writer's attention to the pain
and suffering of the peasantry, have a common determinant associated with the
biography of Pokutyan, namely - his social background from the same peasant
environment. It is no coincidence that O. Chernenko cites many facts from the
biography (a kind of register of suffering) of Stefanyk, when he had a hard time in life,
"which cost him a lot of mental stress and hard work", and concludes: "But a strong,
spontaneous peasant character always won. , and Stefanyk remained faithful to the truth
found in himself ”(Chernenko, 1989, pp. 40-41). S. Protsyuk draws a similar conclusion
about the writer's resistance to tragic plots of his personal life: (Protsyuk, 1996, p. 4).

"Leaving the village," Stefanyk really kept the healthy blood that allowed him to
maintain, in the words of one of Frank's heroes, faith "in the driving force of the
people.” By the way, social origin - a problem that was considered decisive for
characterizing the work of any writer in the discourse of Soviet literary criticism and
which is unfairly completely ignored in modern literary science, seems to be a
determinant of spiritual unity of two giants of Ukrainian literature - Vasyl Stefanyk and
Ivan Franko. It is no coincidence that Stefanyk called himself a "small successor"
Frankov, and in his autobiography he wrote that he "maintained the most friendly
relations with Frank all his life" and "perhaps loved one of the great Ukrainian writers
the most™ (Stefanyk, 1949-1954, vol. 2, p. 17).

Under every word of Frank's ardent imperative ("As the son of a Ruthenian
peasant, fed on black peasant bread, by the labor of hard peasant hands, | feel obliged to
work all my life with the serfs who gave the peasant's hand so that | could scratch
myself to a height where | can see a light where the will smells, where universal ideals
shine”(Franco, 1976-1986, vol. 31, p. 31)) Stefanyk could sign without offending his
soul. He, like Panich from Franko's poem "New Life", realized: "To believe, you need to
have healthy blood in your veins." And this realization not only united him with the
"whole man" Frank, but also allowed, "going to town", confidently proclaim the noisy
Krakow bohemian, conditionally speaking, another relevant remark of Frank's hero-
peasant: "That's it, look, I ridiculous of all pessimisms. *

Undoubtedly, the Cracow literary community had an influence on the formation of
V. Stefanyk's aesthetic consciousness. F. Pogrebennyk notes about this influence:
“Stefanyk was most connected with a group of Krakow writers, whose work flourished at
the end of the XIX and the beginning of the XX century: V. Orkan, S. Vyspianski, J.
Kasprovych, K. Tetmayer. For some time he was also on friendly terms with S.
Przybyszewski, one of the leading writers and critics of Cracow's Young Poland
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(Pogrebennyk, 1976, p. 131). We find confirmation of this statement in Stefanyk himself:
“Of Polish writers and poets, I lived closest to Stanislaw Pszybyszewski and Wladyslaw
Orkan. I was well acquainted with Wyspianski, Kasprowicz, and the Tetmayers and
converged with them in the edition of Zycia (Stefanyk, 1949-1954, vol. 2, p. 17).

However, this influence was not fatal to the original work of the Ukrainian writer.
First, in addition to Krakow's literary authorities, V. Stefanyk had sympathy or, at least,
interest in the work of other world-class writers. In a letter from the same Krakow to L.
Bachynsky (December 4, 1893), he ironically wrote: “I myself live well. For 7 years. I sit
among the dead, then | save the world with politics, ethics (Spencer, Zola, Dumas), | run
around all sorts of Kotkach Literackich, I meet Nevestyuk (makes a doctorate around 15 /
XII century) and I go to the coffee shop for a glass ”(Stefanyk, 1949-1954, vol. 3, p. 27).

Even before Krakow, during his high school years, Stefanyk was fascinated by the
work of the Russian writer Gleb Uspensky: “In the 4th grade, we spent two huge volumes of
Gleb Uspensky's writings in Russian with common money. | don't know if any of my friends
reread Uspensky, but two years later | did not part with him and, although it was very
difficult to immediately understand the jargon of his "Rasteryaeva Street", | reread it all, and
he had the greatest influence on me in high school »(Stefanik, 1949-1954, vol. 2, p. 17). It
seems that the Russian writer-naturalist had a certain influence on Stefanik throughout his
life. At least, the Pokutian even translated the works of Gleb Uspensky, in particular the
novel "Destruction”. In addition, speaking of "influences", it is not superfluous to mention
the work of other writers, which in terms of genetic and typological indicators shows
similarities with the genre and stylistic features of the prose of a prominent Ukrainian. O.
Chernenko, for example, finds "some ideological similarities" of this prose with the works of
Franz Kafka (1883 - 1924), artists Van Gogh, E. Munk and O. Rodin, and figurative and
stylistic primarily with the famous German poet-expressionist Georg Trakl (1887 - 1914)
»(Chernenko, 1989, p. 9). However, comparing the work of V. Stefanyk and S.
Pszybyszewski, O. Chernenko expresses the opinion that Stefanyk in the Cracow
environment of "Young Poland" "was very resistant to outside influences and sought his
own organic creative expression.” (Chernenko, 1989, p. 28).

Secondly, the Ukrainian writer was often skeptical of the conceptual foundations of
Young Poland and the moral and ethical principles professed by individual members of
the group. In a letter to O. Hamorak (January 1899) about the mood among Krakow
artists, he wrote: “There 1s a lot of talk about the naked soul, even more about naked
women, and most of all about nothing. Everyone wants to drive the mind beyond the tenth
threshold, but the mind heard it and fled. There was a naked soul, but naked. Vapidity. |
liked one Kasprowicz very much” (Stefanyk, 1949-1954, vol. 3, p. 165). And in another
letter from Krakow (June 1899) to the same addressee informs: «I was at Przybyszewski
for his invitations. We talked for five hours without a break. He is a man of heart, but he is
inquisitive about the rest. | was afraid of him so that he would not have any influence on
me. After that battle, he asked me if he could kiss me on the knee, because it would seem
to him that he was kissing the ground. It was unpleasant. He knew very much about all the
world's literary passages" (Stefanyk, 1949-1954, vol. 3, p. 185).

In our opinion, the comparative characteristics of the creative methods of V.
Stefanyk and S. Pshybyshevsky, proposed by O. Chernenko, are noticeable in the aspect
of elucidating the limits of “influences”: “And despite the fact that they were both
expressionists and each of them his tried to portray the so-called. "Naked soul",
Stefanyk remained a lyricist with high moral principles all his life, while Pszybyszewski
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soon departed from the lyricism of his early work and repeatedly delved into the
depiction of macabre situations and sex, shocking Catholic circles of Polish
society"(Chernenko, 1989, pp. 65).

So, no matter how contemptuously the newest representatives of the cult of "pure
beauty" did not accuse Stefanyk or Franko of selfishness, idiocy or non-modernism, in
fact it was this "selfishness" that became the guarantee that "Stefanyk's modernism (as,
incidentally, Frank's - N G.), preserving its organic Ukrainian-national character, was at
the same time combined with the world direction that defined the epoch of that time”
(Chernenko, 1989, p. 73). O. Chernenko is right when he notes: “The greatness of
Stefanyk's work lies in the fact that he managed to create a synthesis of the national first
with the universal, therefore, to combine love for the Ukrainian man with a modern
worldview and modern means of artistic influence. More precisely: he instilled
expressionism on Ukrainian soil, embodied it in Ukrainian folk themes, and also
inspired it with the charm of Ukrainian nature and folklore” (Chernenko, 1989, p. 8).

This combination of piety to the people and the desire to find modern forms of
realization of this piety became a core element of the entire Ukrainian literary process
for several decades in the early twentieth century. Unlike the same Poles, Ukrainian
writers could not afford to neglect the populist ideological basis of creativity, and this
shows a clear logic: "... There was never a need to consider the Polish peasant the
ultimate savior of the national organism. Instead, the Ukrainian peasant masses, still
completely oppressed by serfdom, retained their native language, which had already
been abolished in lower and higher schools and in the city administration, and became
native speakers. Also, for those reasons, it was very difficult for Ukrainian literature,
along with the influence of romantic thinking, to get rid of the idealization of the
peasants and the exaggerated sentiment towards them. " At the same time, "it was all the
more difficult to instill on Ukrainian soil new currents of modernism, which sharply
condemned the utilitarian nature of art" (Chernenko, 1989, p. 32).

According to Franko, a new generation of writers tried to "depict the originality of
the life of the Ukrainian people in a completely modern European way" (Franko, 1976-
1986, vol. 33, p. 142). This tendency, in particular, manifested itself in drama:
“Ukrainian drama of the late nineteenth and early twentieth centuries, in contrast to its
previous periods, developed in very specific conditions. First of all, its notable feature
is, on the one hand, the awareness of drama and theater as a certain national and
historical types of art, and hence the emphasis on their links with tradition (for example,
plays by M. Kropyvnytsky, M. Starytsky, I. Karpenko -Kary, B. Hrinchenko, G.
Khotkevych, S. Vasylchenko), on the other hand, its important characteristic is a radical
reappraisal, the choice of tradition itself, the struggle of different, often mutually
exclusive tendencies due to the latest, especially Western European literary and aesthetic
context (say, dramatic works by Lesya Ukrainka, O. Oles, V. Vynnychenko, V.
Pachovsky, S. Cherkasenko, M. Kulish)”(Khorob, 2018, p. 93). Therefore, it is natural
that "at the beginning of the twentieth century, Western Ukrainian drama, synthesizing
the creative traditions of lvan Franko, Olga Kobylyanska, Vasyl Stefanyk with the
tendencies of modern literature of the Young Muse, carried certain artistic impulses in
its development™ (Khorob, 1999, p. 3). According to S. Khorob, at the turn of the 1920s
and 1930s, "Western Ukrainian drama began to develop in completely different ways
than before the war." Its creators sought to Europeanize the content and form, the very
essence of drama as an original aesthetic phenomenon, and translating or promoting the
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latest models of plays - the achievements of Western European modernist drama, thus
acquainting the general public with real works of art. At the same time, it was mainly a
question of combining lasting national traditions with innovative European tendencies”
(Khorob, 1999, pp. 3-4).

The role of drama in the general renewal, modernization of the national cultural
process is difficult to overestimate, because it was drama and theater in the early
twentieth century were the arts that most vividly and objectively responded to the "anger
of the day", all the evolutionary and revolutionary changes that often accompanied
increased expressiveness, drama and even tragedy. In addition, "the interaction of tetra
and verbal art in modern culture is characterized by the active influence of theater
aesthetics on literature (as, of course, the influence of literature on theatrical
aesthetics)", and "the process of transporting theatrical semantics and vocabulary into
literature can be called verbalization means of theatrical expression, or theatricalization
of literature "(Fedotova, 2013, p. 9). M. Fedotova in this regard notes: "Theatricalization
of literature is possible due to the™ assimilation "nature of verbal art. A literary work, in
particular, a novel as a dominant form of modern poetry, is able to assimilate and
process "elements of the artistic content of any art": this ability is rooted in the very
nature of the art of speech "(Fedotova, 2013, p. 9).

0. Casanova, analyzing the literary works of O. Walzel, Otto Ludwig, R. Pech, F.
Spielhagen on the poetics of hybrid texts, namely - the functions of "stage" narrative as
an objective depiction of events in the form of direct speech of the characters,
concludes, " that one of the important and, at the same time, little-studied factors of
genre dynamics in the literature of the late XI1X - early XX centuries. there is a process
of interpenetration of generic features of epic and drama " (Casanova, 2008, p. 7).

The tendency to theatricalize literature in Western Europe appeared in the
nineteenth century. According to M. Fedotova, "an indication of the theatricality of
French literature and Western European literature in general of the nineteenth century is
a common place without which few studies of prose of this century do." At the same
time, the researcher considers the work of O. de Balzac as a "bright and representative
example of theatricality as a characteristic feature of the literature of the century". The
literary critic is convinced that since the X1X century as a historical and cultural epoch is
marked by pronounced theatricality of life and art. and the theater acquires an important
role in the cultural life of nineteenth-century France, it could not but affect the
importance of the scenes, one way or another related to the theater, in the "Human
Comedy", which claims to be epic, to the widest possible coverage of all aspects of
French reality" (Fedotova, 2013, p. 3).

The cultural and historical realities of Galicia, where Vasyl Sefanyk lived and
worked, are also marked by the unprecedented flourishing of theatrical and stage art: as
the New Lviv Theater, ZUNR Theater, National Theater in Lviv under the artistic
direction of Oleksandr Zakharov and Yosyp Stadnyk... theater under the direction of
Mykola Pevny, - says S. Khorob. - At the same time, director and actor VVolodymyr
Blavatsky returned to Galicia from the Naddniprianshchyna. powerful acting and
directing cast. Along with Ukrainian classical drama, they exhibit plays by
contemporary Galician authors, stage prose works by Western Ukrainian writers, for
example, Vasyl Stefanyk’s short stories Zemlya, Bohdan Lepky’s novel Baturyn, and
others (Khorob, 1999, p. 5). In addition, "From 1933 until 1940, the" Drama Section of
the Bukovynian Kobzar Society "had a stationary theater, which often toured in nearby
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towns and villages, despite the ban of local authorities and police obstacles" (Khorob,
1999, p. 6).

All this riot of theatrical life, of course, did not pass Stefanik. With special
excitement, the writer experienced the staging of his own works on the stage of the
theater. "I was afraid that | would lose the small audience that | had until now, and | was
most worried about the Pokut dialect” (Stefanyk, 1949-1954, vol. 2, p. 83), - describes
his own condition "under the impression of the play" Earth " pokutyanin. The
experience did not leave the writer's vulnerable soul for a long time: "After the play, on
my way home, other heroes of my stories stood in front of me, especially Ivan Didukh
from The Stone Cross." And also - Ivan from "Maple Leaves", who "blurred everything
in my imagination, | could not remember his face"; old Fedor from "Palia", Tom
Basarab from "Basarab". "I could no longer remind myself of my characters, because,
apparently, they were caught from everywhere, and | forgot about them" (Stefanyk,
1949-1954, vol. 2, pp. 84-85).

Therefore, the theatrical context of the work of V. Stefanyk and O. de Balzac is
largely similar. For our research, from a methodological point of view, it is important to
pay attention to M. Fedotova's reasoning on the specifics of dramaturgy in the prose of
O. de Balzac, as this criterion shows clear analogies between the works of French and
Ukrainian writers. So let us turn to another judgment of the researcher of O. de Balzac's
work: “Theater and drama are embodied not in Balzac's drama, but in the novel. Balzac's
literary search for a "new form, a new genre" was realized, which would become an
action, a drama, in which he would be likened and surpass life. These searches,
combined with Balzac's unrealized theatricality in drama, as well as with the active
theatrical life of the epoch against which "Human Comedy" is born, explain the
exceptional theatricality of Balzac's nowvels, novels that have become original
performances"” (Fedotova, 2013, p. 10). 11).

V. Stefanyk’s prose also had a tendency to "become like and surpass life." All
those dramatic and tragic scenes from reality, stories, which "so much is happening in
the villages that they, like resistance, drink blood" (Stefanyk, 1949-1954, vol. 3, p. 161),
asked for the pages of a kind of Stefanikova epic peasant life. And although, as M.
Hrytsyuta notes, "Stefanyk did not have a premeditated intention to comprehensively
depict the tragedy of his contemporary village and peasant family, to present something
like the peasant” Human Comedy "or the Galician" Rugon-McCarthy " (Hrytsyuta,
1982, p. 66), yet "the great humanist wrote when he could not help writing, when the
pain for man became so strong that it had to be poured out, when it was necessary to tell
the world those stories" (Gritsyuta, 1982, p. 66). In a letter from Cracow to O.
Kobylyanska (April 1899) V. Stefanyk wrote: “I let my soul into the soul of the people
and there | turned black with rage and I have no words to say everything, because it is
terrible for myself, and I still want a little life” (Stefanik, 1949-1954, vol. 3, p. 179).
That is, the dramatic stories of peasant life, the writer passed through his own soul.
Besides, all these tragedies, pains and dramas, were only conditionally peasant. In fact,
they served the writer as a kind of guide to the eternal, timeless and extraterrestrial
absolute suffering and pain that doomed the earthly existence of sinful man. It is not for
the first time that Ivan Franko drew attention to this feature of Stefanyk's work, who,
arguing with S. Rusova, noted: "Mrs. Rusova's condemnation that Stefanyk is a painter
of the terrible economic needs of peasants” is just as incorrect; "No, the tragedies and
dramas that Stefanyk paints have little to do with economic need; these are tragedies of

94 © Knowledge, Education, Law, Management



ISSN 2353-8406 Knowledge, Education, Law, Management 2020 Ne 1 (29)

the soul, conflicts and dramas that can repeat mutatis mutandis in the soul of every man,
and, in fact, therein lies their great suggestive power, their tremendous influence on the
soul of the reader " (Franco, 1976-1986, v.35, p. 109). Therefore, those scholars are
right who claim: "The life of the peasants was only the background on which the writer
showed the life of all mankind, and the theme was only an excuse, because the essence
of his work was philosophy" (Chernenko, 1989, p. 64)).

Obviously, this philosophy of Vasyl Stefanyk can be defined not so much as a
"philosophy of life" as as a "philosophy of life", a philosophy seen, spied on, illuminated,
snatched from the real life of real living peasants of flesh and blood. And from this the
philosophical system of Stefanyk acquires a supra-universal character, because it does not
simply set itself the goal of "becoming like and surpassing life." It presents life in the
forms of life itself, and therefore it presents truth in the forms of truth itself.

No epic panorama will suffice to embody this universal philosophy of human
existence in the timeless and extraspatial dimensions of the universe. No descriptive is
able to know the essence of self-contained things, without its (essence) distortion of the
author's point of view. Therefore, if the canonical epic forms show their inability, then
there is nothing left but to decanonize, deform, modernize them. This tendency in the
development of the literary process is observed not only in Stefanyk. The new cultural
and historical situation prompted the search for new art forms of progressive ptsmenstvo
around the world.

Discussion of the peculiarities of the writer's creative method, his attraction, on
the one hand, to the search for the latest modernized forms of presentation (including
tendencies to dramatize the epic), and, on the other hand, respect for traditional in
Ukrainian literature populist ideological content. For example, having analyzed the
theoretical and practical explorations devoted to general literary tendencies of
"dramatization” of utterances in the Ukrainian literature of the end of XIX - the
beginning. XX century (I. Denisyuk, I. Lipnytska, A. Muzychka, S. Panchenko, V.
Siruk, M. Tkachuk, V. Fashchenko, S. Khorob, A. Yurynyak)” (Casanova, 2008, p. 7),
O. Casanova concludes that “the most noticeable factors in modifying the genres of
short prose are the processes of dramatization and lyricization of epic texts, which were
associated not only with changes in ideological and artistic orientations, conflict and
plot development, but also in changes in the structural and compositional level of the
text. specifics of the story, ways of expressing the author's consciousness and functions
of the characters" (Casanova, 2008, p. 2). Moreover, the "specificity of the" dramatized
"narrative", in which "the synthesis of epic and dramatic features of poetics is revealed",
consists in the peculiarities of linguistics and pragmatics of dialogues, means of
characterization of characters, ways of plot arrangement of events, localization of space-
time" (Casanova, 2008, p. 7 -8). Using all these tools of artistic influence on the reader,
the author does not impose his own views on the world, but tries to help him see this
world with his own eyes and react to what he sees with his own emotions. V. Lesyn is
right about that: “Stefanyk's short stories are imbued with deep lyricism. But this
lyricism is hidden: the author fundamentally avoids revealing in a direct form the
assessments of the portrayed, his likes and dislikes... The experiences of the character
and the writer literally merge™ (Lesin, 1981, p. 97). In this way, the writer showed a kind
of respect for the reader: he placed him next to him, so that on an equal footing with
him, from one observation deck or from one point of view on the ground floor of a large
theater of life to jointly observe the action unfolding on the stage of the writer's works.
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At the same time, Stefanyk commented on his tendency to minimalism in his
descriptions as follows: “In longer stories, it is necessary to use a lot of effort to pull the
reader further. | don't like to be served like that very much, and | will try to reduce
"lacquering” to a minimum" (Stefanyk, 1949-1954, vol. 3, p. 206).

And when V. Stefanyk's desire to "let see" (and not "let read"!) Is manifested in
the search for forms of a hybrid combination of epic and drama, the desire to "let go"
encourages the synthesis of epic and lyrical literary genres. Recent trends have
determined the spread of such genres as poetry in prose, lyrical autobiographies,
sketches, samples (landscape drawings), short stories-reflections, short stories-visions,
which are also observed in the works of other writers of this time, but have a unique
poetics, style, receptive features of the text, etc. ” (Casanova, 2008, p. 17). After all, this
tendency did not concern exclusively the work of the Pokutian, but was objectively
conditioned by the immanent laws of development of the national literary process. It is
no coincidence that S. Khorob draws attention to the fact that "representatives of other
types of literature had a certain influence on the modernization of Ukrainian drama and
theater, in particular poetic lyrics presented by" young musicians "and" Khatyans "
(Khorob, 1999, p. 149).

For such "lyrical works", according to O. Casanova, "is characterized by the
dynamics of time shifts, the movement of the plot from the statement of the current state
of the lyrical narrator to the philosophical generalization of the past." The researcher
believes that in the structure of V. Stefanyk's lyrical prose there are "genre intentions of
elegy (" The Magician "," | dedicate to Olga "), poetry-visions (" Night "," Evening ",
short story-vision" Whistlers "). Moreover, "the formation of new genre varieties of short
prose by V. Stefanyk is due to the synthesis of generic features or functional reorientation
of ways of expression, which becomes one of the characteristic features of renewal and
development of literature at the turn of the century" (Casanova, 2008, p. 18).

The problem of lyricizing Stefanyk’s prose is no less important for understanding
the "secrets” of the writer's poetic skill than the problem of dramaturgy in his short
stories, so we consider it promising for future research. As for the dramaturgy of
Pokutyan's prose, we agree with the correct opinion of M. Fedotova: speech
characteristics of the characters" (Fedotova, 2013, pp. 7-8). Therefore, the operational
field for future research on the generics of Stefanyk's work still continues to amaze us
with its breadth, prospects for testing new methodologies and fruitfulness for new
discoveries and achievements.

Conclusions.

The results of the study allow us to conclude that the philosophical basis of Vasyl
Stefanyk's creative method was primarily A. Schopenhauer's "philosophy of suffering",
although there is no doubt about the typological similarity of certain conceptual
principles of Stefanyk's worldview with those formulated later in the history of world
philosophy. existentialist doctrine. The generics of the writer's short prose contain not
only "pure" genera and genres, but also so-called hybrid forms (including dramatic
elements in his short stories). The poetics of expressionism had the greatest influence on
the formation of Vasyl Stefanyk's creative method. The condensed development of
cultural and historical processes at the turn of the century required the novelist to turn to
the dramatic principle of depicting events "here and now", and Stefanyk’s sentiments to
peasant themes, his knowledge of real peasant life influenced the writer's search for new
modernized forms of presentation. literature respect for populist content.
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JIAJIEKTHKA HAPOJHHIITBA I MOAEPHI3MY B IIEAHO-ECTETHYHII
KOHLENLIi BACHJISI CTE@AHUKA

Beryn. 3Bakaroun Ha BaXKJIMBICTh, HAaBITh 3HAKOBICTh, nocTaTi Bacus Credannka
B icTopii YKpaiHCHKOI JliTepaTypH, CTa€ OYEBHUIHUM Oa’kaHHS TPEJCTABHUKIB PI3HUX
JTepaTypO3HABUYMX KOHLEMIINH «IiJIKPITUTH» aBTOPUTETOM THMChbMEHHHKA BIIACHI
MOMJISM 1 TepeKoHaHHs. TOX He IUBHO, 1m0 jaociigHukaM CrehaHMKOBOI TBOPUOCTI HE
3aBX/IM BIABAJIOCS YHWUKATH KaTETOPUYHOCTI W TEHJEHIIHHOCTI y CBOiX OIliHKaX. Ixmi
BUCHOBKM YacOM BpPQKalOTh CBOEIO JiaMeTPaJbHOK AaHTUTETUYHICTIO, JIOBEICHOIO JIO
abcypay. Ckaximo, O. UepHEHKO «OJHY 3 TOJOBHHX BaJ TPAAWIIMHUX THTEpIIpeTaIliii»
TBOPYOCTI MOKYTSHUHA CIIPABEUTMBO BOAYaE B TOMY, II0 «BOHU HE PO3TILIIAIOTH JOPIOKY
Credanyka Ha T1i JyXOBHOCTH HOTO BIIACHOI, CE0TO CydacHOI HOMY €BPOIICHCHKOT JOOM».
«CredaHuk, — BBaXKa€e JOCHIAHUIA, — OyB €MOIIIHHO TTMOOKO 3B’s13aHUH 3 YKPaiHCHKUM
CeJIOM, 3 SIKOTO BiH BHMUIIOB, (ImiaKpecieHHs Harte, — H. I'.) ajie BogHOYac Horo cBITOTIIAA
OyB CITIB3BYYHHI1 3 THM CBITOTJISIOM, 1[0 OBOJIONIB EBpororo Ha mepenomi 20 cropidds,
ce0To 3 Tediero ekcrpecioHisMmy. Lleil ekcrpecioHiCTHYHME CBITOIVISL HAOIMKYBaB
Credanuka 70 IepeIOBHX JITEPaTypHUX 1 MECTELIBKHX KiJT 3aX01y, ajie BiI4y>KyBaB HOTo
BiJl TOMINIHBOI TAIMIBKOI IHTENITeHIl], sKii YacTo OyJI0 BaXKO 3pPO3YMITH WHOTO
TBOpYiCTEY (Yeprenko, 1989, c. 8).

3 iHmoro ©OOKy, 030pOIBIIMCH COI[OJOrIYHOK METOO0I0, 1, 3BICHO X, HE
3amepeuyroud Te3y mnpo BiguyxkeHHs B.CredaHuka Big TOAIMHBOI TadHUIbKOT
inTenirenuii, M. ['pumtora Hapikae: «Aje oapazy «BHUHTH 3 MicTay (MigKPECICHHS
Hame, — H.T.) CredanukoBi He Bramocs. Ha mepmmx mopax HOBE B CBiZJIOMOCTI
Credanvka, sk 1 y CBiJOMOCTI HOro KpakKiBChKOTO JIITEPaTypHOTO OTOYCHHS,
OB’ SI3yBaJIOCs. 3 JAEKAJCHTCHKOIO aOCTpaKTHO-CUMBOJIUHOIO moeTHkoio» (['pumrora,
1982, ¢.30-31). YV 1poMy KOHTEKCTI JIiTEpaTypO3HaBEIlb IIJIKOM IPOrHO30BaHO
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KPUTHKY€E HETATUBHUHN «BIUIMB MOJECPHI3MY» Ha MHCbMEHHHUKA 1 HE 30BCIM MEPEKOHINBO
(OimpIIicTh HAYKOBIIB pO3TSae HATypali3M Yy TUCKYpCl peallicCTHYHOrO, a He
MOJIEPHICTCBKOTO THITYy TBOPYOCTi) K JOKa3 IBOTO BIUIMBY HABOAWTH MPUKIAN i3
«HATHITaHHSAM BiJIITOBXYIOUE HATypaliCTUUYHUX 00paziB» y HoBemdi «Cama caMmiChbKay:
«O06pa3 KoHarO4oi cTapoi BUKIWKAE BiJIpa3y, a HE CIIBUYTTA. A 1€ K JIIOJWHA TIpalli,
CeIsMHKa, 3a SIKMX TakK BOOJIBAaB, TaK IMOOMBaBCs MUCbMEHHUK!» (1 puyoma, 1982, c. 39),
— JIeNIo po3ry0JIeHO KOHCTATY€ JTOCIiAHUK.

[lepeciunoMy uwWTaueBi, sKWii OWM HaMaraBCsi BU3HAYMTU HAMpsSM EBOJIOII]
€CTeTHYHOI CBiJIOMOCTI TMCHbMEHHUKA, 0YJI0 O BaXXKO II€ 3pOOUTH, OCKIIBKH, 32 BEPCI€I0
IIAHOBHUX JIOCIIITHUKIB, BiH BUMIIIOB BOJTHOYAC 1 3 Cella, 1 3 MICTa 1 pyXaBcsl OJTHOYACHO
y MPOTHJICKHUX HAIIPSIMKaX.

Tox MeTOW HAIIOro MOCHI[KEHHS € OO0 €KTHBHE BUBYEHHS OCOOJIMBOCTEH
TBOPYOTO METOAy NHCHbMEHHHWKA 3 aKIEHTYBaHHSAM Ha [iaJeKTHYHIA €JHOCTI
HapOJHMIITBA i MOJICPHI3MY B OCHOBI MOT'0 1IeHHO-€CTETUYHOT KOHIICTIIIIT.

OcHoBHa YacTHHA.

BianoBigHO 10 METH, 3aBAAHHSAMM JOCIIIKEHHS €:

® BUBUYCHHSI CBITOTIISAHO-(1IOCOPCHKOTO MIAIPYHTS TBOpUYOro Metony Bacwmiis
Credanuka;

® aHaNI3 CTPYKTYPH T'€HEPUKH MaNol MPO3U MHChbMEHHHUKA,;

® XapaKTepUCTHUKA OETHKATbHUX prc CTeaHNKOBOI HOBEIICTHKH;

® 3’5ICyBaHHs KYJIETYPHO-1CTOPHYHHIX Ta 1H/IMBiTyaIbHO-aBTOPCHKHUX
JeTepMiHAHT TSDKIHHS MMCbMEHHHKA JI0 GOPM TaK 3BAaHUX «TiIOPUIHUX JKaHPIBY.

Binrak, ocHOBHHM MaTepiajioM JOCTiI:KeHHSI € HOBEIICTHKA Ta EIMiCTOJNSAPii
Bacuns Credannka, a Takox JiTepaTypo3HaBYi IMpalli HAYKOBIIIB, SIKi TaK Y 1HAKIIE
TOPKaIHCh 3a/eKiIapoBaHOi mpoOiemu. [lpu mboMy B AOCHIIKEHHI BHKOPUCTAHO
3araTbHOHAYKOBI METOAM aHAJi3y Ta CHHTE3Y, a TaKOX CIICialbHi JIITepaTypO3HaBYi:
KYJIBTYPHO-iCTOpUYHHN, OlorpadiuHuii, 9aCTKOBO ICUXOAHANITUIHHNA, TOPIBHAIBHUNA 1
COIIOJIOTYHHIA METOJIH.

Pe3ysabTaTu 10CHiIKeHHS JO3BOJSIOTH ONPHUSIBHUTH HU3KY B3a€MOIIOB’S3aHUX
MIX COOOI0 CYJIKECHbB.

HacnpaBni penaTHBI3M y XapaKTEPHUCTHIN THX YM THUX OCOOJMBOCTEH TBOPUYOIrO
METOJly MUCbMEHHUKA TOSCHIOETHCSI HE TaK MONIYKOM OO0 €KTHBHHX apryMEHTiB Yy
TBOPYOCTI MUChMEHHWKA (BOHHM OUYEBUIHI W CYMHIBY, 3a3BWYai, HE MiJUIATAIOTh), SK
3aJISKHICTIO BEKTOPY TIIYMayeHHS IIMX OYEBUIHUX OCOOIMBOCTEH BiJ| 11€0JOTIYHOT TOUKH
30py, Ky MO0 HHX 3aiiMae iHTeprnperarop. bo nmpuxuisHUKH MoJepHi3allil yKpaiHChKOT
JiTeparypu mo4yatky XX CTOJITTS IepeKoHaHi: «BiIeHChKUI iMIpPECioHi3M, TOIbCHKUN
€KCIPECioHI3M, pOoCiiicbkuii 1 (hpaHITy3bKHI CHMBOIII3M, HEOPOMAHTHU3M CKaHMHABCHKUX
JiTepaTyp 31e01IBIIOr0 MePEIOMITIOBAITUCS Yepe3 YKPaTHChKY HalllOHATBHY TpaauIito. STk
CTIPaBEJIMBO 3ayBaXYIOTh JOCIIIHUKH YKPaiHCHKOIO MOJIEPHI3MY, BiH ()OpMyBaBCS B
VYkpaiHi y cBOiX HalixapaKTepHIIINX BUABAX HE HA PiBHI 3araibHOi CTUIILOBOI MaHepu abo
«IIKOJINY, a Yepe3 TBOPYY CaMOOYTHICTh Ta E€BOJIIOIII0 OKPEMHUX XYIOMKHHKIB CIIOBa»
(I'ynooposa, 1993, c. 9-33)». llei#t nporiec HACTIJIBKH BiINIOBIAB IMAHCHTHUM 3aKOHAM 1
3aKOHOMIPHOCTSIM PO3BUTKY CBITOBOTO JIITEPAaTYpPHOI'O MPOLECY, L0 «BIAMOBIIHO 0
3aBAaHb 4Yacy MOJEPHI3yBaJloCsl camMe HapoAHUUTBO». OJHAK «HABITH Ti aBTOPH, SIKi
HaMarajucsl MPOTUCTOSATH HOTO THCKOBI (SICKpPaBUM TPHKIAJOM TYT MOXE CIyTyBaTH
npamatyprig IBana Kaprnenka-Kaporo, skuii HamicaB BiacHe TOII KiIbKa I'€C 3 JKUTTSA
iHTenirenuii, un bopuca I'piHueHka, repoi sikoro — HaifuacTille iHTENreHTH — BCUIIKO
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BUINYKYIOTh IIISXiB 30JMKCHHS 3 CLIBCBKHUM IPOCTOJIOJOM), HE MOTJIH TO30yTHCS
MOYyTTS 3000B’A3aHOCTI a00 BHHU TEPe]] HApOIOM, sIKE pO3BUBAB Y BCiX HAPOIHHUIIBKHHA
KOMILIEKC» (Xopob, 1999, c. 148-149).

3BicHO, mo B «IcTopii ykpaiHCBKOI JiTepaTypw» paIsHCHKOTO 3pa3Ka aKLUEHTU
OyJI0 pO3CTaBIEHO AiaMeTpajbHO MpOoTWiIeKHUM dnHOM. Hampukman: «Iloesii B mpo3i
Credanuka cimifi pO3MIHIOBATH SIK IMHUpe Oa)KaHHS BHECTH B YKPAiHCHKY JiTepaTypy
IIOCh CBDXKE, OpUTiHAJbHE, IO BBAKAJIOCH TOMI BUIIUM JOCSITHEHHSM XYIOKHBOTO
MUCIICHHA. Y HHUX BiOMJIOCh HEKPUTHYHE HACTiTyBaHHS MOJOAWM MUCHMEHHHKOM
YyXHUX 3pa3KiB, IO BHUABHJIOCA Yy BUKOPHUCTaHHI TBOPYOTO JOCBiAYy MOZIEPHICTIB,
30KpeMa 1X a0CTpaKTHO-CUMBOJIUHOI oeTUK» (Cmeghanux, 1968, T. 5, c. 228).

To6To cam (akT BIuMBY TBOpUO camMoOyTHBROI ocoductocti Bacuns Credanuka
Ha TIpOIeC MOJepHizamii yKpaiHCBKOi JiTepaTypw mo4aTtky XX CTONITTS B
OKCIOMOPOHHOMY TIO€JHAHHI 3 MPUXIIBHICTIO 7O CEJOMHCHOCTI Ta «XJIOTIOMaHii» He
3alepeuyroTh QJCNTH KOJHOro 3 TabopiB. Pi3HuUIM mojsrae juime y BEKTOpax
iHTEepHpeTanii uporo (akTy.

[lompu 3amexmapoBaHy m000OB 10 MykukiB, CredaHuk He imeamisye
300paxyBaHUX celisiH. HaBmaku, MO3ipHO BiH TMOYMHAE PO3MOBY MpO HUX, abu
¢dakTorpadgiuHo (4acTo 3 HATYPaTiCTUYHOIO CKPYIMYJBHO3HICTIO) 3adiKcyBaTh TpariuHi
MIPOSIBY BIYHOI TPiXOBHOCTI JIFOJICTBA, IO TaK YX TaK BIUITMBAIOTH HA TIOBEIHKY KOKHOTO
OKpEeMOro iHJWBiAyyMa IhOTO colliyMy. Tema mokapaHHS 3a 3JIOYHHHY CYTHICTB
MPUXOBAHOTO B JIIOJUHI CBITOBOTO 3Jla Oyja aKTyaJbHOK Ha 3J1aMi CTOJIITh B
IHTETICKTYaIbHO-MUCTEIIEKOMY CEpEIOBHIINI. «SK 3eMHI TMparHeHHS HUINATh AyITy
JOIUHY, HaWKpaie Moka3aB JloCTOEBCHKHI y CBOEMY poMaHi «3JIOYMH 1 Kapay...
JloCTOEBCHKHI XOTIB TOBECTH MUISIXOM 3aKHIIIB CYMJIIHHS CBOTO Teposi, PacKoJsibHIKORBA,
IO JIIO/IMHA, 116 HE BCEMOTYTHSI «HAUTIOAMHAY, SIKa MOXKEe pOOUTH, IO TLTBKH 3a0axae.
JlronuHa, sika 111e He IIIKOM YMEPTBHIIA CBOKO JYIIY, Ma€ CTOPOXKA — CBOK) COBICTb, IO
HE J03BOJISIE il BTEKTH BIJ CBOrO0 OOXKECTBEHHOrO KOpiHHA. Taka JIOJIMHA MYCHTh
JI0OpOBUIPHO TpHitHATH Ha cebe 3aciyxeny kapy» (YepHenko, 1989, c.122), —
3a3Havyae O. YepHenko. I[Tunbamii oOcepBaTop Myskuupbkoi aymi CredaHMK TEX HE
MOKE OMHHYTH TEMY BTPAYCHOIO Par0 B 36MHOMY HTTI JIFOJUHHU W Yy JFOACHKIN Ty,
Onnak, 3a Bny4yHoto xapaktepuctukoro C. [Iportoka, «I'yiynabebkuii apkan Credanuka
13 CHJIaMU 3J1a CIPSMOBAHUIM Ha TOTAIBHUH Katapcuc y Jrojachkkid mymi» (Ipoirtok,
1996, c. 4). Tomy-To 1 00pa3u MyXHKiB y TBOPUYOCTI OKYTSHUHA HE MOKHA CIIPUIMATH
3 HATypaJiCTUYHOK OyKBaibHiCTIO sk documents humains (Jroachki JTOKYMEHTH)
HEJIOCKOHAJIOCTI CBITY B Hac i JIOBKOJA Hac. Y pealisx TOrOYacHOTO JIiTepaTypHOTro-
MUCTEIBKOro Tporecy «rmoauHa CredhaHHKa He € KaTHOI MIpOK THUIIOBUM 00pa3om
YKpaiHCHKOTO CeJIsSIHUHA, HATOMICTh 300paKeHHSM JIIOJUHHU B3arajii», a «KOXHE
HaWApIOHIiIIE SBHUINE, HE3AJIECKHO BiJl TOrO, YA BOHO OyJIO BHUIAJKOBE YM 3arajibHO
TUIIOBE, ajie JaBaj0 HaroAy AJsl eKCIPECHBHOTO BUpa3y, MOTPAILIUIO Ha MOJOTHO
uBomucls abo Ha mamip nmucbMeHHuKa» (Yepnenko, 1989, c. 199). Binrak wminkom
OUYEBHUIHO, 110 «i3 Bacuns CredaHrka HENPUITYCTUMO POOUTH OPTOHAOKCAIBHOIO aJIenTa
SIK COILIaJIbHOT, TaK 1 HamioHaIbHOT iael. Bin OyB amenToMm mogunu» (Credanuk, 1949-
1954, c. 4). o toro x, xou «CredaHuk J0OOUB OE3MEKHO CBiii HapoJ, JIIOOUB CBOE
celno, 0OJiB eKOHOMIYHOIO KPHBJIOIO CEJISIH, IPOTE Y CBOiM TBOPUYOCTI BiH MparHyB OyTH
BiBHOIO roanHOIO» (HepHenko, 1989, ¢. 39).

3pewroto, CredannkoBa 000B 10 ceia i MparHeHHs OyTH BUIBHOIO JIFOAWHOIO —
HE Taki BXX€ W OMNO3WIMHI YMHHHWKH. Sk He mapajoKcallbHO, BOHHW, SK 1 yBara
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MUCbMEHHHUKAa 10 OONI0 1 CTpaXIaHb CENSHCTBA, MAlOTh CHUIBHY JACTEPMiHAHTY,
MoB’si3aHy 3 Oiorpadi€ro MOKYTSHHWHA, a caMe — HWOro COLIaJbHUM TOXOKEHHSIM i3
TOro-TakM CeJsiHCbKOro cepenoBuma. He BumaakoBo O. UepHeHKO HaBOIUTH Oararto
¢axTiB i3 Oiorpadii (cBoepimnuii peectp ctpaxnanp) Credanuka, ko iomy Oyio
BaXXKO B JKHTTI, «II0 KOLITYBaJIO HOMY BEJHMKOI'O IICHXIYHOI'O HANpY)KEHHS 1 TSDKKOI
TIpaiti», i poOUTh BUCHOBOK: «AJle CHJIbHA, CTHXIMHO TBEpAa CEJITHChKa BIada 3aBKIH
nepemarana, i CtedaHuk 3alMIIMBCs BipHUM BigHaieHil B cobi mpaBai» (Yeprenxo,
1989, c. 40-41). TloxiOHMIt BUCHOBOK IIIOJO BiAMIPHOCTI MHCHMEHHHMKA Ha TpareiiitHi
croxetn ocobucroro kutts poduts i C. [Iportok: «Of BiTIyTTS KUTTEBOTO MPOTPAITY
Credanrka yTpuMyBaia BCE X 3/I0pOBa CENSHCbKAa KPOB, SICHE BPOKEHE IYyXOBHE
Hayayo, Xoua BiTaiCTUYHI KOHIIEMIi] TBOPIB MUCbEMEHHMKA YacTO YTBEPIKYIOThCS Kpi3h
MpPU3My TPariyHOTo, BiHIIEM SIKOTO BUCTYIAE cMepTh» (IIpoytox, 1996, c. 4).

«Buxogmsam 3 cemay, Credanuk crpasai 30epir Ty 370pOBY KpOB, SKa TO3BOJISUIA
HioMy 30epiraTu, cioBamu ofHOTO 3 DPaHKOBUX I'epOiB, BIPY «B JABMKYUYY Millb HAPOJAY.
Jlo peui, comiaJibHe MOXO/PKEHHS — MpOOJieMa, SKa BBAKAIACS BH3HAYAILHOIO IS
XapaKTepUCTUKNA TBOPYOCTI OyIb-SIKOTO TNHUCHhMEHHUKAa B JUCKYpPCi PagsHCHKOTO
JTEepaTypO3HABCTBA 1 sIKa HECTIPABEAIMBO a0COIIOTHO iITHOPYETHCS B CYYacHid Haylli po
JITepaTypy, BUIAEThCS JCTEPMIHAHTOK JAYXOBHOI €IHOCTI JIBOX BEJICTHIB YKpPaiHCBHKOI
miteparypu — Bacuna Credanuka Ta [Bana ®@panka. He BumaakoBo CredaHnk HazuBaB
cebe «mamuMm Hacmigaukom» @dpaHkoBuM, a B aBToOiorpadii mmcas, mo 3 PpaHKOM
«yIep>KyBaB MijJe >KUTTS HAWAPYKHIIII B3aEMHHU» 1, «MOXE E€IMHOTO 3 YKpaiHCHKHX
BEITMKUX MMMCbMEHHUKIB HalO1IbIe IF00MBY» (Cmeghanuk, 1949-1954, m. 2, c. 17).

[Tig xo’)XHUM CITIOBOM TANKOTO iMnepatuBy ®Opanka («SIk CHH celsiHMHA pyCHHA,
BUTOIOBAaHMH YOPHUM CENSHCHKMM XJIOOM, TIpamnelo TBEpAMX CENSHCBKUX PYK,
MOYyBal0 OO0OB’S30K MMAHIIMHOIO BCHOTO JKUTTSI BIAPOOWTH Ti INENSTH, SKI BHIANA
CeNIsTHChKa pyKa Ha Te, 100 sI Mir BUIPSINATHCh HAa BUCOTY, /1€ BUIHO CBITJIO, 1 axHe
BOJISI, i€ SICHIIOTH BCENIOJACHKI imeanm» (Ppanko, 1976-1986, 1. 31, c.31)) Mmir Owu,
aOCOIIOTHO HE KpuBisauu ayieto, mianucatucs Credanmk. Bin, sk 1 Ilanwu 3
®pankoBoi noemu «Hose xuTTs», ycBinomioBas: «l1lod Biputk, Tpeba KpoB 340pPOBY
MaTH B JKWiIax». | 1e ycBIIOMJIEHHS HE TUIBKM €IHAJIO MOTO 3 «UIIMM YOJIOBIKOM»
®dpaHkoMm, a ¥ J03BOJIMJIO, «B MICTO WIy4H», BIICBHCHO IPOTOJOCUTH TajlaciIMBii
KpakiBChKili 00TeMi, YMOBHO Kaxy4H, Il OJIHY aKTyalbHY peruTiky @paHKOBOTO reposi-
censauHa: «OTUM-TO, 0a4, MEHI 3 BCIiX MMECHMI3MIB CMIIIIHOY.

Besnepeuno, kpakiBcbka JiTepaTypHa TpoMajga Majia BIUIMB Ha (OpMyBaHHS
ecteTnyHOi cBimomocTi B. Credanuka. @. [TorpeOeHHMK 111010 1ILOTO BIUIMBY 3a3HAYaE:
«Haiibinbme 38’ a3anuil 0yB CtedaHuk 3 TPYNO0 KPaKiBCHbKUX MHCbMEHHHUKIB, PO3KBIT
TBOPYOCTiI sIKMX Tpumnagae Ha kKiHenp XIX mouaroxk XX cromitrsa: B. Opkanowm,
C. Bucnsacskum, . KacmipoBudem, K. Termaepom. VY mpusTensChKUX B3a€MHUHAX
neBHUH yac BiH OyB Takox i3 C. [TimmOunmeBcbkuM — OTHUM 3 TIPOBITHUX MHUCHMEHHUKIB
i kputukiB KkpakiBcbkoi «Momonoi Ilomemiiny  (Ilocpebennux, 1976, c. 131).
[linTBep/HKEHHS 1[LOTO TBEPPKEHHS 3HaxoauMo y camoro Credanuka: «3 MOJbCHKUX
NMMCbMEHHMKIB 1 MMOETIB s HahOmmkue xuB 3 CraniciaBom [lmmOuieBCbkuM 1
BrnagucnaBom Opkanom. 3 Bucnsacekum, KacripoBudewm, 3 Termaiiepamu s OyB mo0pe
3HAHOMUIA i CXOAMBCA 3 HUMM B penakiii «Zycian» (Ctepanuk, 1949-1954, 1.2, c. 17).

OnHak 1el BIUIMB HE BUSBHUBCA (aTaJbHUM IIOJI0 OPUTIHAIBLHOI TBOPYOCTI
YKpaiHCBKOTO MUchbMeHHHKa. [lo-mepiie, KpiM KpakiBChKUX JIITEpaTYyPHUX aBTOPHUTETIB,
B. Credanuk maB cummatii 4y, NpUHAHMHI, 3aliKaBIEHHS 1 10 TBOPYOCTI IHIIMX
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JiTepaTopiB CBITOBOTO piBHA. Y JHUCTI i3 Toro-taku Kpakosa mo JI. baunHcekoro (04.
12. 1893) BiH iponiuHo mmme: «f cam xwuro mobpe. [lo 7 rox. cmxy MiX MepIsMH,
TIOTIM cracaro MHpP TOJiTHKOIo, eTukoio (Cmencepa, 3o, [roma), 6iraro mo BCSKHX
Kotkach Literackich, cxoxycs 3 HeBectiokom (podut xono 15/XIL c. p. nokropar) i
iy 1o kodeiini Ha mknsHurHY» (Credanuk, 1949-1954, 1.3, ¢. 27).

Ille mo KpakoBa, B riMHa3ifiHi poku CredaHWK 3aXOMHMBCSA TBOPUICTIO
pociiicekoro mucbMeHHuka [miba Ycmencbkoro: «B 4 kmaci MM Ha CHuIbHI Tpomi
CTIPOBaJMIIMN JiBa BeNn4e3Hi Tomu nucanb [iba Ycnencekoro no-pociiiceku. He 3Hato,
9 XTO 3 MOiX TOBApHIIIB IEpPEYUTaB Y CHEHCHKOTO, aje s uepe3 IBa POKH 3 HUM He
po3nydaBcsa i, X04 IyKe TSHKKO Oylio 3pa3y po3yMiTH >kaproH ioro «PacrtepsieBoit
yIULB», TO BCE S HOTO MepevrTaB, i BiH MaB Ha MeHe B TiMHa3ii HalOIIbIINI BIUIHBY
(Credannk, 1949-1954, 1.2, c. 17). Cxoxe, MmO pOCIHCHKUI MHCbMEHHUK-HATYPAJICT
MaB Takd TeBHWH BB Ha CredaHWKa YHPOAOBXK YyChOro JKUTTA. llpuHaiimHi,
MOKYTSHUH HaBiTh TepekiagaB TBopu [miba YcmeHchKoro, 30KpeMa MOBiCTh
«Pazopenne». KpiMm TOro, Beayun MOBY MpO «BIUIMBW», HE 3aiiBUM OyJie 3rafaTH i mpo
TBOPYICTh I1HIIMX TNHUCHMEHHHKIB, IIO 32 T'CHETHKO-TUIOJOTTYHUMH ITOKa3HUKAMU
BUSIBJISIE CXOXICTh 13 >KaHPOBO-CTHIIICTHYHHMH OCOOJIMBOCTSIMH TPO3U BUAATHOTO
ykpainig. O. UepHeHKO, HAPUKIIA, 3HAXOIUTh «ICSIKI CBITOTISIOBI TOMIOHOCTI» ITi€l
mpo3su 3 «TBopuicTio @panna Kadku (1883 — 1924), muctisamu Ban ['orom, E. MyHkoM
i O.Ponenom, a 00pa3HO-CTWJIICTHYHI MepeayciM 3 BiIOMHM HIMEUBKHM MOETOM-
ekcrpecionicrom ['eoprom Tpakinem (1887 — 1914)» (YUepnenko, 1989, c.9).
{onpaBma, mopiBHioounM TBopuicTb B. Credanmka 1  C. [lmmOumescykoro,
O. UepHeHKO BHCIOBIIOE AyMKY, 10 CredaHuk y KpakiBChbKOMY cepenoBuii «Momomoi
[Monpmii» «OyB IyKe BiANMOPHWNA HAa CTOPOHHI BIUIMBH 1 IIYKaB CBOTO BIACHOTO
OpraHiqyHoro TBop4oro BusBy». (Uepuenko, 1989, c. 28).

[To-npyre, ykpaiHCHKMII TMCBMEHHHMK CIpaBIl HEPIAKO CKENTUYHO CTaBHBCS JI0
KOHIIeNITyaJIbHUX 3acajx «Momojoi [losbimi» Ta MOpaabHO-STHYHHMX MPHUHIIMIIB, MO iX
CTIOBITyBaJIM OKpeMi yYacHUKH yrpynoBanHs. Y jucti g0 O. ['amopak (ciuens 1899) mpo
HACTPOi B CEPEOBUII KPaKiBChKMX apTHUCTIB BiH muire: «[ oBoputbes Oorato o romiit
IyIIIi, 1IIe pajiie o TOJHX JKiHKaX, a Haipanmie o HidiM. Bcei XOTSITh BUTOHHUTH PO3YM 3a
JIECATHI TIOPIT, aje po3yM TO MOYyB i caMm yTik. Jlummiacs rona ayma, ane rona. Ckyka.
Omuu Kasprowicz momo6aBcsi meni ayxe» (Credanuk, 1949-1954, 1.3, c. 165). A B
inmomy nucti i3 Kpakosa (uepens 1899) Tiit camiit anpecari mosigomisie: «byB-eM y
[MmouieBcKoro Ha €ro 3anpocuHu. [ 0BOpHIM IT’SATh TouH 0e3 nepepBr. YonoBiK BiH
CepICUHMH, aje 10 eIty 3anuTuid. 51 ero Bce OOsIBCS, a0M BiH HAa MEHE HE MaB SIKOTOCh
BromwmBy. [lo Tili OWTBI BiH MUTaBCS MEHE, YA MOXE MEHE B KOIIHO IOIIOIIOBATH, 00
3/aBaJio O cs eMy, 10 3eMJItO 1Timoe. HenpremHo O0yio. Y Hero mi3HaB-eM Jyxe Oorato
BCSIKHX CBITOBHX HPOiI0X Jiteparypanx» (Credanuk, 1949-1954, 1.3, c. 185).

[IpukMeTHMMH B acmeKTi 3’sICyBaHHS MEX «BIUIMBIB» €, Ha Hall OIS,
KOMIIapaTuBHi XapaKTEPUCTUKU TBOPYHUX METOAIB B. Credanuka Ta
C. [TmmbumeBcrKoro, siki mporonye O. UepHenko: «I He 3Ba)karoud Ha Te, IO BOHHU
000€ OyJIM eKCIPECIOHICTAMH 1 KOXXHHM [M0-CBOEMY CTapaBCs 300pa3uTH T. 3B. «TOJIY
ayury» aroanHu, CtedaHuK 3aIUIIMBCS BCE CBOE XKHUTTS JIIPUKOM 3 BUCOKOMOPaJIbHUMHU
MPUHILIAIIAMY, B TOH 4Yac koyid [TimmMOuIIeBChbKHIA BiIHIIOB AyXKe CKOPO BiJ JIIpU3MY
CBO€EI paHHBOI TBOPUOCTH 1 HEOJHOPA30BO 3arJIMOJIIOBABCS B 300pakKeHHST MaKaOpPUIHUX
CUTYyalill 1 cekcy, IOKYIOYM KaTOJMIBKI KOJia MOJBCHKOro cycmijibeTBay (UepHEHKO,
1989, c. 65).
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Toxk, X04 OM SIK 3HEBaKJIMBO HOBITHI MPEICTaBHUKU KYJbTY «YHCTOI Kpacum» He
3BuHyBauyBadn Credanmka unm @DpaHKa y CENONUCHOCTI, XJIOMOMaHIi Y
HEZOMOJICPHI3MOBI, HACIIPaBli caMe ISl «CEJOMHCHICTBY CTalla 3alopyKOI0 TOTO, IO
«vognepHisM Credanuka (S, Mk inmmMm, 1 ®panka, — H.TI.), 30epiratoum cBiit
OpraHiYHUHA YKpaiHChKO-HAllIOHAIFHUN XapakTep, OyB BOJHOYAC IMOETHAHUA 3 THM
CBITOBMM HAmpsMOM, IO BH3HAuaB TorodacHy emoxy» (Yepuenko, 1989, c.73).
O. YepHeHko Mae pailiro, Koiu 3a3Hayvae: «Bennu TBopyoctn CtedpaHuka came B TOMY,
o0 BiH 3yMiB CTBOPHTH CHHTE3y HAIiOHAJBLHOTO IEPBHS 3 YCENIOJCHKHM, OTXKE,
MO€AHATH JIIO00B 10 YKPAIHCHKOI JIIOJUHU 3 MOJEPHUM CBITOIVIIIOM Ta 3 MOACPHUMH
Ha TO# yac 3aco0aMu MHCTEILKOTO BILUTUBY. TOUHIIIe: BiH IPHUILENHNB €KCIIPECIOHI3M Ha
YKpaiHCHKHH TPYHT, BTUIMB HOTO B YKPaiHCHKY HapOJIHY TEMAaTHKY, 10 TOTO K HaIuXaB
Horo yapom yKpaiHchKoi pupoan ta Gosskiopy» (Uepuerko, 1989, c. 8).

e moenHaHHs mieTeTy 10 HApPOAY 1 OaskaHHS 3HAWTH MOAEpHI GOpMH pearizarii
LBOTO TIETETY CTAJI0 CTPW)KHEBUM EJIEMEHTOM BCHOTO YKPAiHCHKOTO JITEPaTypHOTO
MPOLIECY Ha KiJbKa JECATHIIITh HA MOYATKy XX CTOJITTA. Ha BigMiHy BiJ THX caMuX
MOJIAKIB, YKpaiHChbKi TMUCHBMEHHWKH HE MOIJIH C00i JTO3BOJUTH 3HEXTYBAaTH
HapOHMIIBKOIO 1J€0JIOTTYHOK OCHOBOKO TBOPYOCTI, i B I[bOMY IPOINISIAETHCS YiTKA
jorika: «...Hikonmu He Oyso moTrpeOM BBa)KaTH MOJLCHKOTO CEIISHUHA OCTATOYHUM
PATIBHUKOM HaIliOHATBHOTO OpraizMy. HaToMicTb ykpaiHChKi CESTHCEKI MacH, IUTKOM
11e MPUTHIYeHi MaHIIMHOIO, 30epiraiu piJHy MOBY, JIIKBIIOBaHY BXKE B HIDKYHX 1 BUIIUX
IIKOJIaX Ta B MICHKIH aJIMiHiCTpallii, i cTaBal HOCISIMUA HAIlllOHATBHOCTH. TaKOX 3 THUX
MIPUYUH JyXe BaXKO OyJIo yKpaiHCHKiil jiTepaTypi mOpyd i3 BIUNIMBOM POMaHTHYHOTO
MUCJICHHS TO030yTHCS imeamizalii censH 1 NepeOUTBIIEHOTO CEHTUMEHTY A0 HHUX».
Boanouac «tum Baxkue Oyno MPUIIETTMTH Ha YKPaiHCHKUIA TPYHT HOBI Tedii MOJEpHI3MY,
SIKUF TOCTPO 3aCy/DKYBaB yTHIITapHICTh MucTeTBay (UepHenko, 1989, c. 32).

3a ®pankoMm, HOBa reHepauis NMUCbMEHHUKIB HaMaramacs «LiJIKOM MOAEPHUM
€BPONCHCHKUM CIIOCOOOM 300pa3UTH CBOEPITHICTh JKUTTS YKPAiHCBKOTO HAapOIy»
(dpanko, 1976-1986, T.33, c.142). lls TeHpaeHIlis, 30KpeMa, MNPOSBHWIACI U Y
IOpamaryprii: «Ykpaincbka apamatypris kKinis XIX — noyatky XX CTONITTS, Ha BiAMiHY
BiJl CBOIX TOIEpeTHIX MepiodiB, PO3BHBAJIACS B IUIKOBUTO CHENH(IYHUX yMOBaxX.
Hacamriepes ii mpuKMETHOIO PHCOIO CTa€, 3 OJJHOTO OOKY, YCBIIOMIICHHS JIpaMHU i TeaTpy
SK TEBHOTO HAliOHAJIBHOTO Ta ICTOPUYHOIO THUIIB XYJOXHBOI TBOPUOCTi, a OTXKE,
aKIIEHTYBaHHS IX 3B’S3KIB 13 Tpaauiieto (mpumipoM, m'ecu M. KponmuBHUIIBKOTO,
M. Crapunpkoro, 1. Kapnenka-Kaporo, b. I'pinuenka, I'. XorkeBnua, C. Bacunpuenka),
3 IHIIOTO OOKY, 11 BAXKJIMBOIO XapaKTEPUCTHKOIO € paJrKajbHa MepeolliHKa, BUOIp camoi
Tpamuiii, 60poTh0a pI3HMUX, HEPIAKO B3AEMOBUKIIOYAIOUHUX TEHJIEHIIH, 3yMOBICHUX
HOBITHIM, TEPEJOBCIM 3axXiJHOEBPONEHCHKUM JIITEpaTypHO-ECTETHYHIUM KOHTEKCTOM
(ckaximo, npamarypriudi  TBopm Jleci Vkpainku, O. Onecs, B. BunanveHka,
B. IlayoBcekoro, C. Yepkacenka, M. Kymima)» (Xopo0, 2018, c¢.93). Tox
3aKOHOMIpDHO, IO «HA MO4YaTKy XX CTOJITTS 3axigHOYKpaiHChKa JApaMaTypris,
CUHTE3YI0uH TBOpUi Tpaauilii Iana ®panka, Onsru KobusHeskoi, Bacuns Credannka
3 TEHJEHIIIMH MOJIEpHOI Jiteparypu «Moiojoi My3m», Hecla B CBOEMY PO3BUTKY
MEBHI XyI0KHI iMITyIiben» (Xopoo, 1999, c. 3). Ha nymky C. Xopo6a, Ha mexi 20-30-x
POKIB «3axiJHOYKpaiHChKa JpaMaTypris [tovaia PO3BUBATHCS 30BCIM IHIIMMU IIJISIXaMHU,
AK JIOBOEHHA». i TBOpI BCiNSIKO TParHyaum €BpOIei3yBaTH 3MicT i (opMmy, camy
CYTHICTh JpaMH SIK OPHI1HAJIBHOTO E€CTETHYHOIO SBHINA, a Mepekiazadu abo X
Nponaryloyd HaWBHILI HOBITHI 3pa3Ku I'€C — JIOCATHEHb 3aXiJHOEBPOIEHCHKOI
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MOJIEPHICTCBKOT Jpamaryprii, 3HaHOMHTH B TaKUH cIOCI0 MIMPOKMH 3aranm i3
CIpaBXHIMH MHCTCLBKMMH BUTBOpaMmH. llpm mpomy HuIuiocss B OCHOBHOMY IIPO
MOE€AHAHHS TPUBKUX HALIOHAIBHUX TPaIuLiil 3 HOBATOPCHKUMH €BPOICHCHKUMU
TeHaeHIisIMm» (Xopoo, 1999, c. 3-4).

Ponp gpamatyprii B 3aragbHOMYy OHOBJICHHI, MOJEpHi3alii HaI[iOHAJIHHOTO
KyJIBTYPHOTO TIPOIIECY BaXKKO TIIEPEOIIHNUTH, OCKUIBKH CaMe JApamaryprisi i Tearp
BUSIBWIINCS Ha mModYaTKy XX CTOJNITTA BUAAMH MHUCTENTBA, SIKi HaHOUIbII XBaBO U
00’€KTHBHO pearyBaji Ha «35100y AHS», HA BCi €BONIOUIKMHI W PEBOIONIIHI 3MiHH, 11O
HEPIIKO CYNPOBOKYBAIHCS ITiIBUIEHOI0 EKCIPECHBHICTIO, JApaMaTH3MOM 1 HaBiTh
TpareniiiHicTio. Jlo TOro *, «B3a€EMOMIsl TETPY 1 CIOBECHOTO MHCTENTBa B KYJIBTYpi
HoBoro yacy xapakTepu3yeTbcsi aKTMBHUM BIUIMBOM ECTETHUKH TeaTpy Ha JIiTepaTypy
(sk, 3BICHO K, 1 BIUITMBOM JITEpPaTypd Ha TeaTpajbHy ECTETHKY)», a <«IIpOIecC
TPAHCIIOPTYBaHHS TeaTpalbHOI CEMaHTHKH 1 JIEKCHKH y cdepy JiTepaTypH MOXKHA
Ha3BaTh BepOaiizaiielo 3aco0iB  TeaTpaJibHOI BHpa3HOCTI, a0 TeaTpai3alli€ero
miteparypu» (DemortoBa, 2013, c.9). M. denoroBa y 3BSI3Ky 3 MM 3a3HAYae:
«Teatpamizamiss JiTepaTypd MOXIJIHBA 3aBIJKA «ACHMUIALIHHOMY»  XapakTepy
clioBecHOro MucrenTsa. JlitepaTypHuil TBip, 30Kpema, pOMaH SIK JAOMiHaHTHa (opma
noetukd HoBoro wacy, 34aTHUI 3aCBOIOBATH 1 MEPEPOOIIATH «EJIEMEHTH XYIO0KHBOTO
3MicTy OyIb-IKOTO MHCTEITBa»: IS 3AaTHICTh 3aKOpiHEHA B CaMilf TIPUPOl MUCTEITBA
cioBa» (DPemorosa, 2013, c. 9).

0. Kazanoga, ananizyrouu jiTeparyposnasdi npaii O. Banbiens, Orrona Jlronsira,
P.Ileya, . lllminprarena mof0 TOETHKH TiOPWAHMX TEKCTiB, a came — QYHKIH
«CIIEHIYHOD» OMOBIifi K 00’€KTUBHOTO 300paykeHHS MOAIA y (OpMi MPSMOTO MOBIICHHS
MEPCOHAXKIB, POOUTH BUCHOBOK, «II[O0 OJHUM i3 BKIIMBHX 1, BOAHOYAC, MAJIOIOCIIIDKSHUX
YMHHHKIB KaHPOBOI TUHaMIKHU B JitepaTypi KiHng XIX — mowyatky XX cT. cTae mporec
B3aEMOIIPOHUKHEHHSI POJIOBHX O3HAK erocy Ta apami» (Kazanosa, 2008, c. 7).

Tennenmis 10 Tearpanizamii Jiteparypu B 3axifHid €Bpori HposiBHIacs IIe B
XIX cromitti. 3a M. denoToBo0, «BKa3iBKa HA TeaTPaIbHICTh PpaHIy3bKOI JIiTEpaTypH
i B miyloMy 3axigHOeBporeichkoi miTepatypu XIX Biky — 3aranbHe Mmicie, 06e3 SKOTro
00XOAUTBCSA MAJIO SIKE AOCIIIKEHHS IIPO3H LBOTO CTOMTT». [Ipu mpomy sk «sickpaBuii i
penpe3eHTaTUBHUN 3pa30K MPOSBY TEaTPaIbHOCTI SK XapaKTEpPHOI pHCH JiTepaTypu
CTOJITTSD» MOCHiTHUI po3risaae TBopuicth O. ne banp3aka [9, 3] Jliteparypo3naBuis
NepeKkoHaHa, mo OcKiuIbkH «XIX BiK SK iCTOPHMKO-KYJNBTYpPHA €HOXa IO3HaYCHHUH
SICKpPaBO BUPaKEHOIO TEATPAIBHICTIO KHUTTS 1 MUCTENTBA», a Tearp 3700yBae BAXKIMBY
poJib y KyJabTypHOMY kutTTi ®@paniii XIX Biky, TO «i1€ He MOIJIO HE IMO3HAYUTHUCS Ha
TOMY 3HAuYC€HHIi, SKE MalOTh CIEHH, TaK YW TaK IIOB’s3aHi 3 TeaTpoM, y «JIroIchKiit
KOME/Ii1», 1110 IPETEH/IYE Ha EMiYHICTh, HA MAKCUMAJILHO IIUPOKE OXOIJICHHSI BCiX OOKIB
(paniry3bkoi giticaocti» (Pemorosa, 2013, ¢. 3).

KynberypHo-icTopuuni peanii ['annunny, B skux >xuB 1 TBopuB Bacuib Cedanuk,
TEX TO3HAueHi HeOyBaUM  PO3KBITOM  TeaTPAIbHO-CIEHIYHOTO  MHCTENTBA!
«CBOEPITHUM MHCTEIBKHM IMITYJIGCOM JI0 CTBOPEHHSI 3aXiJIHOYKPaiHCHKUMH aBTOPaMHU
HOBHX JIpAMaTHYHHX TBOPIB TAKOX CIYTyBaJk cOpMOBaHi HApUKiHIN 20-X — moYaTky
30-x pokiB Taki cueHiuHi KosekTuBH, sk Hoswuii JIbBiBChKMiA Teatp, Teatp 3YHP,
Harmionaneauii Teatp y JIbBOBI mij XymoxkHiM kepiBauTBOM Olnekcanapa 3axaposa i
WMocuna Crazuuka. .. [Tporsarom 1920 — 1924 pokis y JIyusky npu Jpamatuusiii cexii
«[IpocBiTn» icHyBaB TeaTpanbHUI TYPTOK, AKTOPH 1 PEKUCEPH SIKOTO Mi3HIIIE BIMIIUCS
1o xonektuBy Bommucwkoro IloctiiiHoro ykpaiHchKOro TeaTpy mia opyaor Mukoiu
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[leBHoro, — 3a3mauae C. Xopo6. — Tomi x i3 Hagguinpsamman B [amuuuny
MoBepTa€ThCcsl pexucep H aktop Bonogumup braBanbkuid, AKkuid, HaTXHEHHUI
pedopmaTopcekumu ifessmu Jlecs KypOaca, opranizoBye OmHY 3a OIHOIO CII€HIYHI
TPYNH, KOTpi 3roJoM, npoTsiroM 1928 — 1929 pokis, nepepocratoTs y CraHicaaBcbKHid
Teatp iMeHi ToOineBnua i TeaTp «3arpaBa» 3 MOTYXHHUM aKTOPCHKUM 1 PEXKHCEPCHKUM
cknanom. [lopsan i3 ykpaiHCHKOIO KIIACHYHOKO JIPaMaTypri€l0 BOHU BUCTABISIOTH I’ €CH
Cy4acHHUX TaJHIbKUX aBTOpiB, 3HIMCHIOIOTH 1IHCLEHi3awii MPO30BHX  TBOPIB
3axiIHOYKpaiHCHKUX MUCBMEHHHMKIB, mpuMipoM, HoBenl Bacuns Credanuka «3emis»,
pomany bormana Jlemkoro «barypun» Ta iHmmx» (Xopo6, 1999, c.5). Kpim Toro,
«[ounnatoun 3 1933 ax go 1940 poxy, mpu «[pamarnuniii Cexuii ToBapucTBa
BykoBuncekuit Ko63ap» icHyBaB cramioHapHHiA TeaTp, SIKHH HEPiJKO TacTPOJIIOBAB Y
JOBKOJMIITHIX MICTE€UKAX 1 CellaX, He3BaKAI0UH Ha 3a00pOHY MICIIEBOI BIAH 1 IEPETIOHH
modirii» (Xopo6, 1999, c. 6).

VYce ne OysiHHS TeaTpaJIbHOTO XKHUTTS, 3BHUAHO K, He oOMuHYyno Credanuka. 3
0COOJIMBUM XBHJIIOBaHHSM MHCbMEHHHUK TIEPEKHBAB IMOCTAHOBKY Ha CIIEHI Tearpy
BIIACHUX TBOPIB. «S1 OOsIBCS, M0 cTpady i Ty HEBENWYKY IMyONiKy, Ky AOTEHep MaB, a
HaiOlIpIIe HEMOKOTB MeHe TMOKyIbkuid miamekT» (Credanuk, 1949-1954, 1.2, c. 83), —
OIIMCYE BIIACHUH CTaH «Iiji BPaXXIHHAM BHCTaBH «3eMIi»» MOKYTSHHH. [lepexuBaHHS
e JOBro HE MOJMILAIN BpasiuBy Iyury nucbMeHHHKa: «Ilo BucraBi, imyun momomy,
BCTaBaIM Tepeli MHOIO IHIN Tepoi MOIiX OmoBigaHb, ocobommBo IBan Jlinyx 3
«KaminHoro xpectan». A e — IBana 3 «KJIeHOBUX JIMCTKIBY, SIKMH «PO3ILJIMBABCS BCE
0 MOIH ysiBi, S He Mir Haragatd coOi ioro obmmuus»; craporo ®Pemopa 3 «llamisy,
Tomy bacapaba 3 «bacapab6iB». «binbpmie s He Mir Haragath co0i MOIX IEpPCOHAXIB,
TOMY 1110, MaOyTh, BOHM HaxaraHi 31 BCiX YCIOJIiB, a 51 Bxke 3a0yB npo Hux» (CtedaHuk,
1949-1954, 1.2, c. 84-85).

Tox TtearpanbHuii koHTekcT TBopuocTi B. Credanmka #t  O. ne banb3aka
MPOSIBJISIE 3HAYHOKO MIPOIO CXOXKicTh. J[Isi HAmIOro MOCIIIKEHHS 3 METO0JOrTUHOT
TOUYKHU 30pYy BaXKJIMBO 3BEpHYTH yBary Ha MipkyBaHHsI M. @enoToBoi mono crnenudiku
nOpamarypriiiHocti 'y mpo3i  O. me banmp3aka, OCKUIBKM IIOAO LBOIO KPUTEPilO
MPOTIIAJAIOTECSA  WiTKI aHAOTii MK TBOPYICTIO (DpaHIy3bKOTO i YKpPaiHCHKOTO
NMUCbMEHHHKIB. TOX 3BEpHIMOCS 110 M€ OJHOrO CY/DKCHHS JOCIIIHHUII TBOPYOCTI
O. ne banp3aka: «Teatp i Apama OTPUMYIOTH CBO€ BTiIEHHS HE B Apamaryprii banb3aka,
a B pomadi. ¥ banp3aka peanizyroTbcs MMCbMEHHHUIBKI MOIIYKH «HOBOI ()OPMH, HOBOTO
XKaHPY», KOTpHUH cTaB OW Ji€r0, ApaMolo, y YoMy YHOJIOHWBCS OM i mepeBepiiuB OU
*uTTs. LI momykn y MO€IHaHHI 3 Hepeasli30BaHOW B JpamaTyprii TeaTpalbHICTIO
banp3aka, a TakoX 13 aKTHUBHUM TeaTpajJbHUM OKUTTSAM €MOXH, Ha TIi SKOl
HapOPKYEThCsl «JIr0JIChka KOMEis», MOSCHIOITh BHUHATKOBY TeaTpPalbHICTh POMaHIB
Banb3aka, pomaHiB, siKi cTaau CBOEPIHUMH criekTaksMuy» (DemoTora, 2013, c. 10-11).

TenneHuito «ynoaiOHUTHUCS 1 TEPEBEPIIUTH KUTTS» Mana i mpo3a B. Credanuka.
Bci Ti gpamartuuni i TpariuHi CleHHM 3 peajbHOI IIHCHOCTI, iCTOpIi, IKHX «Tak Oararto
Jiecs MO cejiax, 10 BOHH, SIK Omupi, KpoB BunuBaroTh» (Credanuk, 1949-1954, 1.3,
c. 161), mpocumucs Ha cTopinku cBoepigHoi CTedaHUKOBOI erornei CeaTHCHKOro KUTTSL.
I xo0u, sk 3a3Hauae M. ['pumrora, «Ctedanuk He MaB 3a3[ayierigp 00yMaHOTO HaMipy
BCeOIYHO MaJFOBATU Tparelif0 Cy4acHOro HOMYy celia 1 CeNSTHChKOI ¢iM’i, TIoAaTH I0Ch
Ha KIITAIT MYXHIBKOI «JIFOJChKOI KOMenii» uu raauinbkux «PyroH-MakkapiB»»
(I'pumrora, 1982, c. 66), Bce K «BENMKUAN T'YMaHICT TTUCAB TOJi, KOJIM HE MIr HE MTUCATH,
KoK OiJib 3a JIOAMHY CTaBaB TAKUM CHJIBHHUM, 110 Horo Tpeda Oyno BUINTH, KoK Tpeda
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Oyno moBigatu cBitoBi Ti icropii» (I'pumrora, 1982, c. 66). ¥V mucri i3 KpakoBa no
O. Ko6unsaacekoi (kBiTeHs 1899 p.) B. Credanuk mnwmme: «S cBolo Aynry MycTHB Y
OyUIy HApoAy 1 TaMm sl TIOYOPHIB 3 PO3IYKH 1 CIIB HE Maio, adM-M Bce MIr CKa3aTu, 00
CTpaulrHo 3a cebe, a s e Tpouku xouy xutum» (Credanuk, 1949-1954, 1.3, c. 179).
TobTo mpamaTtwyHi icTOpii CEITHCHKOTO JKHATTS MACBMEHHHUK MPOIMYCKAaB KPi3b BIIACHY
nymry. Jlo Toro ik, yci mi Tparexii, 6o i xpamu, OyaH TUTBKH YMOBHO CEISTHCHKHMIL.
HacnipaBni BoHM ciy)KWiM MUCHMEHHHKOBI CBOEPITHMUMHU MPOBIAHMKAMH 0 BIYHOTO,
103a4acoBOTO i T03aMpPOCTOPOBOTO a0CONIIOTHOTO CTpPaXKAAaHHS 1 00N, MO0 Ha HHUX
MIpUpevYeHe 3eMHe ICHYBaHHS TpimHOoi JroavHu. YW HE BHepIe Ha M0 OCOOIUBICTH
CredaHnkoBoi TBOpYOCTI 3BepHYB yBary IBan @DpaHKO, SKHH, TMOJNEMI3yIOUH 3
C. PycoBoro, 3a3nauae: «Tak camo HeBipHUH ocya naHi Pycosoi, mo Ctedanuk — Maisip
CTpAaITHOI €KOHOMIYHOI HYKIIU CeIIIH»; «Hi, Ti Tparemii i mpamu, ski Mamtoe CredaHuk,
MaroTh Hebarato CIJIbHOTO 3 €KOHOMIYHOIO HYXKIOI0; C€ Tparemil myiri, KOH(IIKTA Ta
JapaMu, MO MOXyTh Mutatis mutandis moBTopuTHCS B Iylni KOXIOTO 4YOJOBIKa, i,
BJIaCHE, B TIM JIGKHTH 1X BEJMKa CyrecTiiHa CHia, iX MOTPsCAIOYMd BIUIMB Ha AYIIY
gntagay (Ppanko, 1976-1986, 1.35, c. 109). Tox MaroTe paiito Ti HAyKOBIN, SKi
CTBEPXKYIOTE: <«OKUTTs ceistH OyJo TiJBKH TIO, HAa SKOMY IMMCbMEHHHK MOKa3aB JKUTTS
BCHOT'O JIIOJICTBA, & TeMa Oyja TiIBKH MPUBOJIOM, 0O CYTTIO HOro TBOPYOCTH Oyia
dbinocodisny» (Yepuenko, 1989, c. 64)).

OueBwuHO, IO 1H0 (Dinmocodito Bacuns Credannka MoxHa nediHINiIOBaTH HE TaK
«bpimocodiero KUTTI», SIK <OKHTTEBOW (imocodieron, dimocodiero, modayeHoro,
HIiATTITHYTO0, BUCBITJICHOI, BUXOIUICHOIO 3 PEAbHOTO JKUTTS PeabHUX JKUBHX CEIISTH
i3 mmoti i kpoBi. I Bim mporo doinocodcrka cucrema Credanmka HaOupae
Ha/IyHIBEpCaIbHOTO XapakTepy, OO BOHa HE TPOCTO CTaBUTH co0i 3a MeETy
«yTMOAIOHUTHUCS 1 TIEPEBEPILUTH KHUTTs». BoHa Moae *KUTTS y popMax camMoro *KHUTTS, a
OTXKe ¥ icTUHY TIoJjae y popMax camoi iCTHHH.

Hlo6u BTimMTH 110 yHiBepcanbHy (inocodito ek3ucTeHmii TIOAWHH Y
M03a4acoBUX 1 MO3aPOCTOPOBUX BUMipax BCECBITY, )KOAHOI €MiYHOi MAaHOPaMHOCTi He
BHCTa4YnTh. Hislka OnHCOBICTh HE 3/1aTHA Mi3HATH CYTHICTh 3aMKHYTHX B c00i pedei, 0e3
i1 (CyTHOCTi) CIIOTBOPEHHSI aBTOPCHKOKO TOYKOI 30py. BiATak, sIKIIO KaHOHIYHI ermivHi
(hopMHU BUSIBJISIFOTH CBOIO HECHPOMOXKHICTh, TO HE 3QJIMIIAETHCSA HIYOTO IHIIOrO, 5K
JeKaHOHI3yBaTH, aedopMyBaTH, MOJCpHI3yBatd iX. L[fo TEHIEHII0 B pPO3BHUTKY
JiTepaTypHOro mporecy cnocrepiraemo He jume y Crepannka. HoBa KymbTypHO-
ICTOpUYHA CHTYyallisl CIOHyKaja JI0 TOIIYKiB HOBHX XYyIOXHIX (opM mporpecuBHe
NTCHBMEHCTBO Y BCbOMY CBITI.

OO0roBopeHHs1 0COOJIMBOCTEH TBOPUOIO METOAY NMUCHMEHHHMKA, HOro TSDKIHHS, 3
OJTHOTO OOKY, JI0 TIONIYKY HOBITHIX MOJIEPHI30BaHHX ()OPM BUKIIAIYy (30KpeMa TeHJICHIIiH
JI0 JIpaMaTH3ailii ermocy), a, 3 IHIIoro OOKy, MoBara 10 TPaIUI[IMHOTO B YKPaiHCBHKIH
JiTepaTypi HapOAHHULBKOTO 11efiHO-3MICTOBOrO HAIOBHEHHS TpHUBAa€ BijyaBHa. CKaxKiMo,
MPOaHaJi3yBaBIIN «TEOPETHYHO-NIPAKTUYHI PO3BiAKM, NPHUCBAYEHI 3arajbHONIITEPATYp-
HUM TESHCHIIISAM «IpaMaTH3allil» BUCIOBIIOBAHHS B YKpaiHCHKiH JiTepaTypi KiHig XIX —
mou. XX cr. (I denucroka, I Jlinauipkoi, A. Mysuuku, C.Ilanuenko, B. Cipyk,
M. Tkauyka, B. ®amenka, C.Xopoba, A.Opunska)» (Kasanosa, 2008, c.7),
0. Ka3aHoBa poOuTh BUCHOBOK, 1[0 «HAHITOMITHIIIIMMH YHHHUKAMH MOIU]IKaIlii skaHpiB
MaJioi MPO3U CTAIOTh MPOIECH JpamaTH3allil Ta Jipu3allii emvYHUX TEKCTiB, siKi Oynn
NOB’sI3aHI He JMIIe 31 3MIHOIO 1IE€HHO-XYOOXHIX Opi€EHTHpiB, KOH(QUIIKTHOTO Ta
CIO’)KETHOTO PO3BHUTKY, & TAKOXX BHSBWINCH Y BHIO3MIHaX CTPYKTYPHO-KOMIIOZUIIIMHOTO
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piBHA TeKCTy, crenu(ikd OMOBifi, crmoco0ax BUPAKEHHS aBTOPCHKOI CBIIOMOCTI Ta
¢ynkii mepconaxisy (Kazanora, 2008, c. 2). [Ipuyomy «cnienmdika «IpamMaTH30BaHOT»
OTIOBII», B KM «BHUABIISETHCS CHHTE3 CIIYHMX 1 APaMaTUIHAX O3HAK TOSCTHKIY, ITOJIATAE
B OCOOJIMBOCTAX ¢«JIIHTBOCTHJIICTUKH W TparMaTHKH JiaJioriB, 3ac00iB XapaKTepHUCTHKU
MIEPCOHAXKIB, CMOCOOIB CIOKETHOTO BIOPSIKYBAaHHA ITOJIIH, JIOKAJI3allii 4acompocTopy»
(Kazanosa, 2008, c.7-8). BukopucToByrouM Bech IIel IHCTPYMEHTapili XYI0KHBOTO
BIUIMBY Ha YMTaya, aBTOP HE HaB’sI3y€ HOMY BIACHUX MOIJISIIB Ha CBIT, a HAMAraeTbCs
JONIOMOITH el CBIT mo0auuTH CBOIMM BJIACHMMHM OYMMa 1 BigpearyBaTu Ha moOaucHe
BIIaCHUMH eMolisMua. TuM-To Mae parito B. Jlecun: «CredaHnKoBI HOBEIHM IPOHHSATI
rTUOOKUM JIipU3MOM. AJle el Jipu3M MpPUXOBaHHWH: aBTOP NPHHLMUIIOBO YHHUKA€E
BUSIBIICHHSI Y TpsiMid (opmi OLIHOK 300pakyBaHOTO, CBOiX CHUMIIATIH 1 aHTWUMOATIH...
IMepexuBaHHs MEPCOHAXKA 1 MUCHMEHHUKA OYKBaIbHO 3uBatoThes» (Jlecun, 1981, c. 97).
TakuM 9YMHOM NHCHMEHHHK BHSBIISIB CBOEPIJHY IIOBary JI0 4YHWTada: BiH CTaBHB HOTO
nopsijx i3 co00r0, abK Ha OJHOMY PiBHI 3 HUM, 3 OJHOTO OIIAJOBOTO MalaHYMKa Y 3
OJIHI€T TOUKH 30pYy B MapTepi BEIMKOTO KUTTEBOIO TeaTPy CHIJIBHO CHOCTEPIraTH 3a Ji€lo,
110 PO3TOPTAETHCA HA CIIEHI XYI0KHIX TBOPiB MMChMEHHUKA. [Ipn boMy CBOE TSOKIHHS 110
MiHiManisMy B omucax CredaHuk KomeHTyBaB Tak: «lIpu noBmIMX omoBimaHHs Tpeba
Oorato 3y)KMBaTu CHJIM Ha TO, abW YyuTava TSATHYTH Aanblie. OTak BUCIYTYBaTHCS 5 TyXKe
He 000, 1 Oymy crapaTucs «JIhOKaicTBO» 3pemyKyBaTH a0 minimum» (CredaHUK,
1949-1954, 1.3, c. 206).

I xonmu OakaHHs «HaTh MoOauuTH» (a HE «math mpoumrtaTh»!) y B. Credanuka
MIPOSIBIIIETECS Y TIOIIYKY (hOpM TiOPUIHOTO MOETHAHHS €Iocy Ta IpaMu, TO OakKaHHS
«IaTH TIEPEKUTH» CIIOHYKA€e JI0 CHHTE3Y eMIYHOTO Ta JIPHUYHOTO JITEPaTYypPHHUX POZIB.
OcranHi TeHACHIIIT IETEPMiHYBaJIl «IOIIUPEHHS TAKUX JKAaHPOBUX Pi3HOBUIB, SIK: MOe3il
B Mpo3i, JipuyHi aBToOiorpadii, eriogu, oOpasku (mel3akHi MaJFOHKH), HOBEIH-
pedurekcii, HOBeNU-Bi3ii, SKi TAKOXK CIIOCTEPIrar0ThCs Yy TBOPUOCTI iHIINX MUCHMEHHUKIB
[BOTO Yacy, ajie MaloTh CBOEPIIHY MOETHKY, CTHIIb, PEIENITUBHI O3HAKH TEKCTY TOIIO»
(Kazanoga, 2008, c. 17). 3peitoto, i 11 TSH/CHIIIS CTOCYBAIacs HE BUHITKOBO TBOPYOCTI
TIOKYTSIHUHA, a Oyia 00’€KTUBHO 3yMOBIICHA IMAHEHTHUMH 3aKOHOMIPHOCTSIMH PO3BUTKY
HalllOHAIBEHOTO JiTepaTypHoro mnporecy. He BunankoBo C. Xopo0O 3Beprae yBary Ha Te,
IO «IIEBHHUH BIUTMB Ha MOJICPHI3AIiI0 YKPaiHCHKOI paMu 1 TeaTpy Masld MpeJCTaBHUKH
IHIIMX ~ pONIB  JiTepaTypH, 30KpeMa TOETHYHOI JIPHUKH, IO THpPe3eHTyBajacs
«MOJIOZIOMY3IBIISIMU» Ta «xaTstHaMu»» (Xopo0, 1999, c. 149).

Jlis TakuX <«J1ipu30BaHUX TBOPiB», Ha ayMmKy O.Ka3aHOBOi, «XapakTepHOIO €
JMHAMiKa YacoOBUX 3MIllleHb, pyX CIOKETy BiJl KOHCTaTallii HUHIIIHBOTO CTaHy
JpUYHOTO oOmoBima4a M0 (imocopChbKOTo y3aralbHEHHS MHHYIOTO». JlocmimHuts
BBa)XkKae, IO B CTPYKTYpi JipuuHOi mpo3u B. Credanrka mpucyTHI «KaHPOBI iHTEHIT
enerii («HapiBauk», «Oib3i MPUCBIUYIO»), Moe3ii-Bi3ii («BHoun», «Bedip», HOBea-
Bi3ist «Bictynu»)». IlpuuoMy «hopMyBaHHS HOBHX aHPOBUX PI3HOBHIIB Majoi MPO3U
B. Credanuka 3yMoBIIEHE CHHTE3YBaHHAM pOAOBUX O3HaK abo0 (yHKIIOHATBHOIO
MEPEOPIEHTAIIIE€I0 CITOCOOIB BHUCIIOBIIOBAHHS, IO CTa€ OJHIEID 3 XapaKTEPHUX PHUC
OHOBJICHHSI Ta PO3BHUTKY JIiTepaTypu 31amy croiite» (Kazanosa, 2008, c. 18).

[Ipobnema mipuzanii CTedaHuKOBOI IPO3K HE MEHII BaXKJIMBA [T YCBIIOMIICHHS
«CEKpeTiB»  TMOETUKaJIbHOI  MAaWCTepHOCTI  NUChbMEHHWKA, HDK  Tpoldiiema
JIpaMaTypriiHOCTI B HMOro HOBEJICTHIN, TOMY BBAXa€EMO II MEPCHCKTHUBHOI IS
MaiOyTHIX JAOCHiIKEeHb. A 100 APaMaTypriiHOCTI NPO3H MOKYTSIHHHA TOrOAUMOCS 31
cirymHoio aymkoo M. @enotoBoi: «TeaTpalibHICTD 1 IpaMaTypriiiHiCTh MPOSBISIOTHCS
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MO-Pi3HOMY Ha Pi3HUX PIBHAX XYIOKHBOTO TEKCTY, BKIIOYHO 3 MOOYAOBOIO OKPEMHX
o0pa3iB 1 cucremMoro o0pa3iB TBOPY, WOTO KOMITO3MIIEI, CIOKETOM, MPOCTOPOBOIO i
TEMIIOPAIBHOIO  OpraHi3allisiMHA, CI0OCOOaMH  pPEMpe3CHTamii Ta  MOBJIECHHEBOI
xapakTepucTuku nepcoHaxipy (Pemorora, 2013, c. 7-8). Tox omepaTtuBHEe TOJE IS
MaiOyTHIX mocmikeHb reHepuku Cre]aHnKoBOI TBOPUOCTI yce Ie He TepecTae Hac
IUBYBATH CBOEIO IMHPOTOI0, MEPCIEKTUBHICTIO U ampobarii HOBHX METOMOJIOTIH i
TUTiTHICTIO HA HOBI BIIKPUTTS Ta 3100y TKU.

BucHosku.

Pesympratn  mocmimkeHHS JO3BOJSIOTH 3pOOWMTH BHUCHOBKH TIPO  Te, IO
CBITOTJIS,AHO-(1TOCOPCHKOI0  OCHOBOIO TBopuoro Meroay Bacuns Credanuka Oyia
nepenycim «dimocodis crpaxaanus» A. [llomeHrayepa, Xou4 HE BHUKJIHKAE CYMHIBY
TaKOXX THUIIOJIOTIYHA CXOXICTh OKpeMHX KOHIenTyansHux 3acan CredaHHKOBOTO
CBiTOTIISIY 31 C(OPMyNbOBaHUMH JEUIO0 IMi3HIIE B iCTOpii pPO3BUTKY CBITOBOI
¢inocodcrKoi TyMKH NMOJI0KEHHSIMH €K3UCTEHIIaICTChKOI JOKTpUHU. ['eHeprka Manoi
MPO3U MUCBMEHHUKA MICTUTh HE JIMIIE «YUCTI» POIU 1 KaHpH, a i Tak 3BaHi riOpumHi
(dhopmu (30Kkpema ¥ ApamaTypriiiHi eneMenTy B fioro HoBemictuil). Haitbinpmmii Brimms
Ha GopmMyBaHHs TBop4yOoro Merony Bacuns Credannka Mana OeTHKA €KCIPECIOHIZMY.
VYigbHEHUH PO3BUTOK KYJIbTYPHO-ICTOPUYHMX TPOLECIB HA 371aMi BIKYy BHMAaraid Bif
HOBEIIICTUKM 3BEPHEHHA 10 APaMaTypriiHOTO MPHHIHUITY 300paKeHHS MOMIA «TyT i
3apaz», a CredhaHUKOBI CEHTHMEHTH [0 CEJISHCHKOI TEMAaTWKH, WOTO 3HAHHA
CTHPaBXHBOTO CENSHCHKOTO JKUTTS BIUIMHYJIM Ha TOUIYK NHCbMEHHUKOM HOBHX
MOJIepHi30BaHUX ()OpPM BHKIAAY Y TOEAHAHHI 3 TPAIWIHOIW IS YKpaiHCHKOL
JTEpaTypH MOBAroko 0 HAPOIHUIBKOTO 3MICTY.
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