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l'enpep, reorpadis, MoBa: y nowykKax
iAeEHTUYHOCTM B CyYacCHIMN yKpaiHCbKIN niTtepartypi

HopHomopcbKkul yHieepcumem iMm. lNempa Moaurnu,
Mukonais, 5 xoemHs 2010

CrtpaTerii uuTaHHs niTepaTypw, iHTepnpeTauiiHi nigxoanm B niTepaTypo3HaBCTBi —
yumani. YoMy came nNuUTaHHA iAEHTUYHOCTU | niTepaTypu, Yn pajwe ioeHTUYHOCTEN, Yy
MOIM BUNaaky? Haeeay kinbka MOMeHTiB. MeHi cnogobanocs TBepmpKEHHA aMepUKaHCLKOro
kKputuka [xkoHataHa Kynnepa (Jonathan Culler, The Literary in Theory, 2007), wo
nitepatypHun TBIip, WO6 cnpuiMaBcs sK nitepatypa, MyCUTb MNpeTeHayBaTu Ha MNEeBHY
BUHATKOBICTb. | LA CTPyKTypa BUHATKOBOCTU, Ha AyMKy Kynnepa, CTOITb Yy UEHTPI
B3aEMO3B’A3KYy MK niTepatypolo i Npobriemolo igeHTUYHOCTU. Yn Moe A ue wocb MeHi
AaHe, a YN LLOCb CKOHCTpynoBaHe? YM BOHO MOBUHHO cCripyuMmaTUCs iHOMBIAYyarbHO, a yu
konektneHo? 3rigHo 3 Kynnepowm, nitepatypa 3aBXau TakMMuv NUTAHHAMM 3anManacs i
Aani 3anMMaeTbCd, a nitepaTypHi TBOPW MPOMOHYKTb 6Garato iMNALMTHUX Mogenewn
dopMyBaHHA i0EHTUYHOCTU. | MEHi XOoTinocs NoAMBUTUCHL, a SAKi X TOo wmogeni
NPOMNOHYE YKpaiHCbKa nitepaTtypa 3a OCTaHHi ABa AecaTunitTtda. Lle oanH momeHT. Opyrumn
MOMEHT, Oinbll o4YyeBMOHUNW, Ue Te, Wo npobnema igeHTUYHOCTU Habupae ocobnmBeo
rOCTPOro 3Ha4YeHHs B NPOLECi CTAHOBMIEHHSA HOBOI AepxaBu. [na HeaepXXaBHUX HaLiN,
y TOMY 4ncni n ykpaiHcbkol Ao 1991 poky, ponb nitepaTypu Ta ii TBOpLiB Y (ODOpPMYBaHHI
MOLEPHOI HauioHanbHOI camocBigomocTn ©OeanepeyHa, 3aMBO HaBOAMTWU HaLUUX
kKopudeiB Big LWeByeHka oo PpaHka, YkpaiHku, i Tak gani. | TyT BUpMHAE Take NUTaHHS:
4K nitepaTypHui Ao6yTOK Nepiogy He3anexxHoCTM CNPOMOXHUI NpeTeHayBaTh Ha NOAIGHY
LEeHTpanbHICTb Y KOHCTPYKOBAHHI HauioHanbHOI igeHTMYHOCTM? Bignosigb, 3BMYanHo,
HeraTuBHa. >KofeH NMUCbMEHHUK, Y/ SKUACb TBIP YKPaAlHCbKOro Cy4acHOro KaHOHY He Mae
Takol MNOTY>KHOCTH, LWo6 BNAnBaTn Ha OpMyBaHHS iOEHTMYHOCTM B NogibHOMy macLuTaoi,
AK Lle Mano Micue, CKaXiMo CTO YU CTO M’ATAECHAT POKiB TOMY Hasag. Ane ue He ax Tak
AWBHO, TOMY LLO couianbHa porb fiTepaTypHOro TBOPY AiameTpanbHO 3MiHUnacs, i Ha ue
€ PS4 NPUYMH, NPO SKi 3apa3 roBOpuUTK He 3bupatocb. Ane OCKiNbKM BNMBKU NiTepatypu Ha
dopMyBaHHSA iOEHTMYHOCTM 3apa3 MiHiManbHi, TO ToA4i 3anuwaeTbCAa MNOOMBUTUCDH,
HACKINbKM NMUTaAHHA I0EHTUYHOCTWU BigA3epKarieHi B Cy4vacHiM YKpalHCbKIN niTepaTypHin
npoaykuii. | HakiHeUb e oguH MOMEHT, Ha sikoMy XoTina 6 HaronocuTu. BiH i BunnmBeae 3
A0Ci CKa3aHoro, a came BBaXkalo OOUiINbHUM OOCRIAXKYBaTU niTepaTypHi TBOPU He nuvwle 3
nornagy CTUmo, ane n B KOHTEKCTI Npobrem NoniTUKK i KynbTypu B3arari.

Ha moe rnnboke nepekoHaHHs, AEKONOHI3auis YKpaiHCbKOI KynbTypu BigbyBaeTbcA
NOAIGHUM LWNSAXOM, SIK | B iHWKMX MOCTKONMOHIanNbHUX KpaiHax: BOHa OyXe NOoBinbHa i B
nepexigHoOMY nepioai XxapakTeprayeTbCAa MHOXKUHHICTIO iB€HTUYHOCTEN, MOPIOHICTIO KyNbTypy 1
ABOMOBHICTIO. Cy4vacHi yKpaiHCbKi niTepaTtopu, KpuUCTani3ylouuM CBOE iHAMBIOYyanbHe i
cycninbHe A, gudepeHuiloTbCA 3a r'eHgepHUMN, perioHaribHUMKU Ta MOBHUMW O3HaKaMu.
[eHpep, reorpadisi (Teputopis), MOBa € TUMMW KaTeropisiMu, Hag SKUMU 30CEpemKyChb
6numxkdye. KoxHa 3 uux igeHTu4HocTen Oyae pos3rnagatucs OKpemo, a Tex i B
CMiBBIOHOLIEHHI 4O HALUiOHANbHOI iAEHTUYHOCTU, 9Ka CNOBHIOBATUME (PYHKLiO Takoro cobi
3aranbHoobinmatoyoro dakrtopa. 3BuyanHoO, nepen TMM, SIK TOBOPUTK NpOo fniTepaTtypy 4uu
MO0 cTpaTerito 1l YATaHHSA, AeKifibKa CrliB Npo caMy iAeHTUYHICTb.

Y pycni eceHujianiamy igeHTUYHICTb BU3HAYAETLCS SIK eKCTpaT YCbOro TOro, WO OpraHiyHoO
nputamaHHe ii HocieBi. 36epexeHHss CTabinbHOCTU N iHTErpanbHOCTM AN eceHuianicTiB
3anuwarTbca NpiopuTeTHUMKU 3aBaaHHAMK. [ocTMogepHa napagurma 3anepedye CTinKUKn
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XapakTep igeHTU4YHocTU. NMocTMOOEpHICTM 3aaBNATb, WO iAEHTUYHICTL MOOBIiNbHA,
KOHCTpyMoBaHa i nepebyBae B MOCTINHOMY MNPOLECI CTAHOBSIEHHSA. Y TPbOX OCHOBHMX
3anuUTaHHAX CTOCOBHO camMoifeHTudiuakuii, a came, XTO £, 3BiOKM S | Kyau Npsmyto,
3rigHo 3 gymkor BputaHcbkoro kputuka CTroapta Nonna (Stuart Hall), Baxnusiwunm cTtae
He TaK KOPIHHA, SIKk BUOpaHi Wnaxm (aHrinCbKo MOBOIO Lie LiKaBO 3BYy4MTb: «Not roots but
routes»). 3 Takoi TOYKM 30pYy, BIAMNOBIgAYM HA 3aMUTAHHS «XTO S», KOXHA noguHa
BUbupae cobi iAEHTUYHICTb 3anexHo Big CUTyauii YN KOHTEKCTY. |HWuMMM cnoBamwu,
AO0MYCKaETbCSA MOXNUBICTb CMIBICHYBAHHA MHOXWHHUX IOEHTUYHOCTEN, KOTpi NpeacTaBnsaTb
TaKy 4u iHWY iepapXidHy KOHirypauito.

A, 3i cBoro 60Ky, B po3mMoBax 3i CTyAeHTaMu, 3aBXAM Harosiowy Ha CniBBigHOCHOCTI
MOHATTS IBEHTUYHOCTU. TakK, K He MOXMIMBO FOBOPUTU NPO NpOCTip 6e3, NpuHaiMHi, ABOX
TOYOK Y HbOMY, TaK i HE MOXINNBO camoigeHTUdikyBaTmuca 6e3 3’acyBaHHs pisHuLi. OTxe, 4
Ta, YN TOW, TOMY LLO A HE Ta, YN TOM IHLWWI. KoHcTpytoBaHHS |HWOro ons po3ymMmiHHs cebe
Tak camo HeoOXiAHO, K i KOHCTPYOBAHHA NEBHOI iepapxXil igeHTUYHOCTEN Y caMoMy COOi.
BTim, Tpeba nam’atatn, WO uUA iepapxia Hikonn He € CcTabinbHOK, BOHA MOCTINHO
3MIHIOETLCS 3anexHo Big CUTyalil, i KOXXHa cknagoBa i0eHTUYHICTb LaHoro iHAMBIga Mae
noTeHuian 6yTn JOMIHYOUYOK B OAWH MOMEHT, | APYrOopsiAHOI B iHLUWUA MOMEHT.

AKkwo B igeHTUikayinHOMy NPOCTOPI HArosioc NOCTaBMMO Ha 3anuTaHHI «3BigKM MUY,
TO Ha nepwur NnaH BUCYBAKTbCA reorpadivyHMiM Ta iCTOPUYHMIA YMHHUKKU. To6TO, o6
BU3HAUMTUCA B Takih MaTpuui, XOMeMO LIbOro, YM Hi, 3aBXgu MOCUIAEMOCH Ha SKYCb
TEPUTOPIO, | Ha sAKecb MUHYyNe. 3HauynTb, 3irHopyBaTU KOPiHHA Yy OPMYyBaHHI
iAEHTUYHOCTU MOBHICTIO TakM He MOXNMBO. Ha gymKky dpaHuy3bKoro couionora i
dinocoda Mopica NanbbBakca (Maurice Halbwachs), koTpuin nepeaycim Bigomui 3 npawb
NPO «KONMEKTUBHY Nam’sTby», Y LEHTPi (POPMYBaHHSA iAEHTUYHOCTM came CTOITb Nam’aTb,
AKY MOXHa TeX OKpecnuTtu sk cyb’ekTuBHe MuHyne. Taka nam’siTb nocigae ocobnuee
Micue Y BW3HaAYeHHi KynbTYpHUX igeHTM4YHOocTen. [anbbBakc cTBepaXyBaB, LWO
iHOMBiAyanbHa nam’aTb bparmMeHTOoBaHa i HEMOBHA, TOMY LiniCHICTb o6pasy noTpibHO
lWykatm nosa iHauBigoMm. Te, WO BMPUHAE B HaWin iHAMBIAYaNbHIA nam’qaTi
«Y3aKOHIETbCA» YW NiATBEPAXYETbCA NaM’aTTio  iHwuX. [lpuragyoum nogpobui
MMWHYMOro, MM WOro BiANOBIOHO IHTEPNPETYEMO W YCYYaCHIEMO. |HWWUMKU crioBamu,
nam’saTb 3aBXAW CUTyOBaHa B TenepilwHbOMY i, SKWO B3ATW OO yBaru, Hanpuknag, T3B.
HauioHanbHy nam’saTb, ToA4i CTaHe 3pPOo3yMinnM, YoMy 1I CTAHOBSIEHHS aBTOMAaTU4YHO
BinGyBaeTbCs B MOMiTUYHIA cpepi. KonekTMBHa nam’ATb CaHKLIOHYETBCS | YpPeYeBrioeTbCs Y
nam’aTHUKaX, My3esdX, MeMopianbHMX AowkKax Towo. A 3a TUM CTOITb OaxaHHs
noniTUYHMX enitT BigMNOBIQHO BNAMBATU Ha Te, 4HKi NoAil MUHYNOro BapTi Takoro
ype4yeBreHHs.

| 3anuwmnoca wWe ofHe 3anuTaHHA B igeHTUdikauinHOMY npoueci, a came «Kyau
npaMyemo». OCMUCNUBLLUN MWUHYIeE, CYO’€KT 4YM KONeKTnB 3000B’A3aHMK gymaTtv W Npo
ManbyTHe. | TyT camo cobor 3ilTOBXYyEMOCS B MOMITUYHY cdepy, a ronoBHO B
npobnemaTtuky HauioHanbHOI igeHTu4yHoCcTU. [ns monogoi gepxasu MNpiopuTeTHUMU
3aBOaHHAMM € KOHcosigyBaTu «KONEKTUBHe HA», OyayBaTuM KOHCEHCYC [OBKona
3aranbHOMPUUHATUX LIHHOCTEN, BM3HayaTW HauioHanbHi iHTepecn. EHTOHM CwmiT
(Anthony Smith), BumBYatounM npobnemaTtuky HauioHanbHOI I4EHTUYHOCTW, Ha3BaB ABi i
OCHOBHI Mogferi, a came eTHiYHy i rpomagsaHCcbKy, abo TepuTopianbHy. [Ana KynbTypHUX,
HEMnonITUYHMX Hauin eTHIiYHa modenb nepeBaxae. B 11 cyTi reHeanoriyHUm npuHUmn,
poaoBa CnopigHEHICTb, OEXTO cka3aB 6u — ronioc KpoBW, a KpiM TOro — cnifilbHa MOBa,
peniriai 1 cninbHe MuWHyNe. Y MNONITUYHUX HaLigX nepeBakae rpomMagsiHcbka Mogernb
HauiOHaNbHOI iAEHTUYHOCTUN, e TOSIOBHMMWU OpraHi3auiiHMMun daktopamn € Teputopis i
3aKOHW, SKi AOil0Tb Ha Ui XXe TepuTopil 3a OOMOMOrow 3arafbHONPUUHATUX IHCTUTYLIN.
MoxHa 6 cnepevyaTucsi, WO B €THIYHIA MOAeni € NeBHUN eceHuianiam, bepyyn 0O yBaru,
o, K TO MoBUTbCH, — BaTbka, maTepi He Bubupaew. Ane, He3Baatum Ha Taki YiTKO
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BM3Ha4yeHi CMiTom mogeni, piv y TiM, WO Ha NpakTuui, B npouecax nowunpeHoi rnobanisauii
Ui ABi Mogeni Yacto nepensiTalTbCsa | JOMOBHIOKTLCA, pajwe HK NpoaBnsioTb cebe y
YMCTOMY BUrNALI.

HesanexHa YkpaiHa obpana rpomMagaHCbKUW, TepuTopianbHUW LWASAX PO3BUTKY
HaLioHanbHOI IEHTUYHOCTN, OTXe, YKpaiHa — Le AepxaBa AS1s BCIX rpoMajsH, a He nuiie
eTHIYHUX yKpalHuiB, ane npuTiM 3po3ymino, wo HeobxigHo 6yayBaTm OepxaBy 3a
aonomoro 06’egHytounx akTopiB, Takux, K xodya 6 gepxaBHa MOBA, CMifbHi 3aKOHM i
HauioHanbHa KynbTypa. 3BMYanMHO, MPO iAEHTUYHOCTI MOXHa 6 roBopuTM GE3KOHEYHO, i
HanncaHo Npo HMx 6araTo TOMIB, NPOTE Yac MEeHi NepenTn o nitepatypHux npobnem. Yum
BigA3epkaneHi BCi Ui sBuwa goBkona popmyBaHHs iAEHTUYHOCTEN Y Cy4aCHI YKpaiHCbKIN
nitepatypi? Aymato, Wwo Tak. [lani po3rnsgaTumMy rofioBHO NUTAHHSA reHaepy, perioHaniamy
N MOBW.

l'enpep

(MaHyBWK Ha NiTepaTypy nepioay He3anexHoOCTWU, ogHe WO Bigpasy Brnagae B ovi — Ue
NOMITHE 3POCTaHHS rosiIoCy XIHOK-NiTepaTopis. YMmano KpUTUKIB 3BEPHYIIO yBary Ha (akT,
WO 3a OCTaHHi [OBa OeCATKM POKiB yKpalHCbKa niTepatypa 36araTunacs He TinbkM Ha
XiHouy 6eneTpucTtuky, ane n, Tum OGinblue, Ha niTepaTypo3HaB4i Mpaui, NPONOHOBaHI
XiHKamn. MoxHa © HaBiTb i cnepevaTUCb, WO B He3anexHin YkpalHi came XiHKu-
niTepaTypo3HaBLUi penpe3eHTyTb Hanbinbl uikaBi i CBiXi iHTepnpeTauil Knacukm i
cy4dacHol nitepaTypu 3 metogosoriyHoro 60oky. Ha wo s xovy 3BepHyTU yBary ue Ha Te, Wo
reHgep — Tex ogHa 3 GopM igeHTuyHocTen. CaMOigeHTUYHICTb XiHKM 1 11 Micue B
CyCninbCTBI, AKe 00 BenMKol Mipu darni pyxaeTbCs 3a naTpiapxafibHUMWU npasuiiamu, Tak
caMo BaXruBa, siK i camoigeHTUYHICTb Hauil. LLlo cnocTepiraeTbca B TBOpax NponoHOBaHNX
XiHKamu, ue, 3 ogHoro 60Ky, CaMOCTBEPOKEHHSI XKIHOYOT CYyH’EKTMBHOCTW, BUKPUBAHHS
reHgepHUX HeCyMiCHOCTeMN, i HakiHeub (xo4a HeobOB’A3KOBO) NOEAHAHHSA reHAepHOl
emMaHcunauii 3 HauioHanbHUM MUTAHHAM.

HanbGinbw Bigoma cy4acHa nucbmeHHuus, OkcaHa 3abyxko, y nosicTi «[Monbosi
AocnigkeHHa 3 ykpaiHcbkoro cekcy» (KuiB, 1996) came 1 nigkpecntoe napaneni Mix
HauiOHanbHMM N O0CcOBMCTUM, 3 OAHAKOBOK MNPUCTPACTIO NPEeaCTaBNAYN FeHOepHi
nuTaHHA. Yonosivy cnabkicTb, Yn Bpak MyKHOCTKU, 3abyXKo 3icTaBnsde 3 ICTOPUYHOK
iMnoTeHuieto Ykpainm sik Hauii. Cnabki YonoBikM, KONMOHISNbHI CyD’eKTH, 3rigHO 3 Heto, He
CNPOMOXHI OyayBaTn [epXaBWu, a CBOI penpecoBaHi gpycTpauii 4acTo BupaxawTb Y
OpMi 3HYyLLaHb (Y TO I3UYHUX, YW NCUXOMONIYHNX) Hag >XiHKamu. 3abyKKO 3 KNiHIYHO
TOYHICTIO PO3KpMBAE HaMIHTUMHIWI cepn XKiHOYOro Tina i XKIHOYOI CcekcyanbHOCTW, |,
MabyTb, ue HanbinbLIO MIPOK BUTBOPWIIO MOYYTTA COMigApHOCTM Cepen XKiHOK-YMTa4ok.
Tino repoiHi «[MoNnboOBUX OOCMIAXEHbY, HELWaHoBaHe i 3MI0BXMBAHE NapTHEPOM, Le
oAgHo4YacHo wMeTadopa Tina Hauii, HewaHOBaHOro MOro Haménmwxymmu, TOOTO
CMIBBITYM3HMKAMKN. YCBIAOMIEHHS XIHOYOro Tifla SIK MOTEHLIMHOro Micuda KynbTypHOI Ta
HauioOHanNbHOI HapaTUBHOCTU i BiAYYTTS aBTOHOMHOCTMW XiHOYOI Cy6’EKTUBHOCTH, WO came
BUCYHEHI Ha 4inbHi Micus B «[lonboBUX LOCAIMKEHHSAX», Oynn i TUMKM HOBUMU
nponosnuisMn B reHAepHin TemaTtuui ykpaiHCcbkoi nitepaTtypu nosioBuHu 90-x. LlikaBo
crnocTeperTu, Wo B HanHoBIWOMY pomaHi 3abyxko, y «Mysei nokmHyTux cekpetis» (Kuis,
2009), TeMaTUYHUI Haronoc NepecyHyBCs 3 NUTaHb 'eHAepy Ha NUTaHHA nam’aTi. [MNpuTim
6aunmo, 9K MUHyNe pPeKOHCTPYHETbCA 3a AOMoMorow Toi X, 3a [anbbBakcowm,
KONEeKTUBHOI namMm’aTi, Ae iHgueigyanbHi, oparMeHToBaHi 3ragkun 4ONOBHIOIOTLCA Pi3HUMU
[xepenamu, BKIMOYHO 3i CHamMMU.

[MoegHaHHSA reHAepHUX i HauioHanbHMX MOMEHTIB TakKOX MPUCYTHE B Mpo3i AeLlo
mMonogwux nitepatopok, Citnauu lNupkano i Hatankm CHagaHko. Nupkano, y nosicTi
«3eneHa Mapraputa» (Kuis, 2001), 3anmae nosuuito Woao PemMiHiaMy B Cy4dacHin YkpaiHi
M noaekyou TOPKaeTbCA HauioHanbHOro nutaHHs. OpgHavye pobuTb Ue 3 ryMOpoM i
BENMKOK 403010 IPOHIl, a He CepnosHo, AK Le B 3abyxko. MNMupkano HeoaHOPa3o Napoaitoe
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Oyab-sKi reHagepHi cTepeoTUnu n Kniwe, Hanpuknag, Taki pekramHi 3aronoBku 3 il NOBICTH
roBopsTb cami 3a cebe: «Hapapga: Ak ctatu 3ipkow, nNocibHMK ansa 6usHec-negiy;
«Hankpawa nygpa gng wiskiB: Tenep y HoOBIiM ynakoBui»; «4YonoBik sk icToTa
Hag3BUYanHO KopucHa»; «MoBinbHUN TenedoH K Mipa cekCyanbHOro 4OCTOIHLTBA »,
wob 3ragaTtu gekinbka. MNMpkano Mae BUHATKOBUIA TanaHT 3advinaTh KOHTPOBEPCIVHI TEMMU
nerko n 6esnpeteHsinHO. Konwu 1T repoiHs MapuHa, — 0o pedi, nepekoHaHa heMiHicTka, —
nocTtaBfieHa nepen BUOOPOM uUM 3anuwMTUCA B YKpaiHi, @ 4M BuiXaTU 3aKOPLOH, Taku
3anuwacTbCs BAOMA, XO04a HaBYaHHA B 3axigHii KpaiHi goBoni cnokywatode. Bepx
Gepe no4vyTTa i1 NPUHANEXHOCTM OO CBOEI KpaiHW, OCOGNMBO B Mepiog CTaHOBIEHHS
HOBOI Aep>XaBHOI QINCHOCTW.

Y pomaHi «Konekuisa npuctpacten» (JlbBiB, 2001) HaTtankm CHsagaHko, Ginblu-MeHL
poBecHuui [upkano, Maemo Aewo iHakwuih croxeT. TyT repoiHa Onecs, cTygeHTka
yHiBEpcUTeTy, Nokngae cBin pigHun JIbBIB i ige npautoBaTn 9K HSAHS ANS O4HOI HiIMeLbKOl
ciMm’i. CHagaHko, nogibHo sk lNMupkano, He 6e3 rymopy Ta ipOHii 3ManbOBYE CTOCYHKU
repoiHi Oneci 3 YonoeikaMu pPi3HUX €THIMHOCTEN (POCIAHMHOM, HiMUEM Ta iTaninuem) Ha Te,
Wwob KiHeub KiHUEM ogpyxuTu 1i 3 ykpaiHuem Yy JIbBOBi nicns BCiX i €BpONENCbKUX
MaHApiB. MNMUTaHHS HauioHaNbHOI iIEHTUYHOCTN 3YMUCHE BMSIITAETLCS B CTATEBI 3HOCUHK 3
YYKUHUAMMW, HaYe 6 NMCbMEHHMLS XOTina NiaKpecnuTu, Wo iCHye cepnosHa Kopensuis Mk
€THIYHICTIO | TUM, SIK OCBIAYYETLCS TiNEecHa Haconoga.

Y uapuHi noesii HauioHanbHi NUTaHHA OinblWw nNpuxoBaHi, ocobnuBo B noetec
MOMOALLOro MOKOMiHHA. Ha neplmin nnaH BUCYBAETbCA TYT CAMOIOEHTUYHICTb XIHKN 1 1T
piBHonpaBHe Micue B cycninbcTBi. MapiaHHa KisHoBCbka, Hanpuknag, y 306ipui
«MicpoTBopeHHsA» (2000) nigkpecntoe XiHOYYy CamMoOOCTaTHICTb Ta aBTOHOMIO N YHUKAE
306pakeHb XiHKK SIK MaTepi. SAka-HeOyab 3ragka LWoao ApYropsiAHOCTY XKiHKM 3anepedyeTbes i
PO3rNsAAETLCS K HECYMICHICTb 3 ByTTAM: «€ 511 T, | € TpuBaHHs Borax.! JlipuuHa repoins
KisHoBCbKOI He Bigkmaae noboBM 1 B3aEMUH 3 YONoBikaMu, ane pobuTb X NigpsgHMMm oo
CBO€ET BnacHoi cyb’ekTuBHocTU. HaTomicTb 11 36ipka «3BnyanHa moBa» (Kuis, 2005)
Haronowye i TiINecHICTb IHTUMHMUX CTOCYHKIB, Hanpukniaz;:

mpoxu mobosu Ha KiHYuKax narnbuyie
Ha KiHYUKy si3uka mpoxu J106oei

SIK 800a ripoceimrneHa micsuem

mino XiHku anuboke i eonybe (c. 51);

SKWO mu MeHI He sipulu SKW,0 mu He 6ayuw nucmsi
KOonbopy moz2o medy KOIbopy moao i moa2o

moeo i moao mina mina meoao i Mo20o

SKWO mu He bayuw nucmsi

3Hayume iuwe He ociHb (c. 10)

| AOCBIA, XiHKK SIK MaTepi:

mino mamepi bunbue nixxka cmiHa
wo € croea

Konu mpeba kpudamu?

)KOOHa

HapoOXyo4u QUMUHY

Hasimb ma w0 HapoOXyr4u He eMie
W0 3Hae 8ce HIH020 He 3Har4YU
Hasimb 5

SKili 3zadaecs uel sipw (c. 60)

1 M. KisiHoBcbka, MighomeopeHHsi, Kuis 2000, c. 29.
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Map’aHa CaBka, Ha BigMiHy Big KiGHOBCBLKOI, ipOHIYHO OEKOHCTPYIOE NaTpispxanbHi MiTn
NPO XiHOK, KOTPi HIOUTO NparHyTb BiAAATUCA «CNPaBXHIM My>X4YnMHam». BoHa Takox
npuragye Yntadam YoMy XIiHOK He pO3yMitoTb, @ TOMY, BOHA Kaxe, L0 BOHM 3anuvwatoTbCs,
Tak 6n MOBUTK, HENpOUYUTaHUMK: «yce Byna XiHKa / BigKkpuTa Ha nepLuin CTOpiHui / BiaTak
He npounTaHa».?

Jllogmuna TapaH, noeTeca i NMCbMEHHULS, KOTpa BUHATKOBO Npu4eTHa 40 (POpMYyBaHHSA
deMiHICTUYHOro AMCKYPCY B He3anexHin YKpaiHi, nae HaBiTb gani. BoHa ekcnepumeHTye
reHgepHUMKU PoNaMK, NPUAMAKOYM YOSMOBIMMIW NOMNAA | CNOrNAAAYN XKIHOYY CeKCcyarbHICTb
Kpi3b 4OMOBIYYy 4acTo MOXITNMBY nepcnektnBy. Takum cnocobom TapaH po3kpuBae 1
O[HOYACHO [EKOHCTPYHE TEHAEHLI YOrOBIKIB TpakTyBaTh XiHoye Tino sk o6’ekt. He
O3Hayae Le OfHak, Lo BigKMA4Aae BOHA MOXIMBICTb 4iANOry MK ctataMu:

XKiHku — ue iHwi. Cmepexucs
Ouell 3amMucrnieHuUx i MIIOCHUX:
BoHu y noensadi meoemy
XKadaromb 6a4umu cebe.

Are U 8u, 4omosiku, — maki cami! —
Llodana mu, cmitoHUCh | MPUKIUKar4u meHe.®

Lle Tinbkn pgekinbka npuknagis XiHOYMX roriociB y noesii Ta npo3i B YKpalHCbKIN
nitepatypi nepiogy HesanexHocTW. FAK A 3ragana Ha camoMy nodaTky, Uux ronocis —
cnpaegi 6araTo i ue € HoBe. £ 3ocepeamnacs TiflbkM Ha TUX 3paskax, WO MeHe 0CobuCTo
3aiHTpUrysanu n npmBepHynu Mot yeary. Arne Takux 3paskiB MoxHa 6 HaBecTu BinbLue, i
ue HadinHe siBULLLe B Cy4acCHIn yKpalHCbKIN niTepaTypi.

Y niTepaTypHOMY [OUCKYpPCi XIHOK He MOXMNMBO He 3ragaTtuv BKagdy >XIHOK-
nitepatyposHaBuiB. icns possany PagsHcbkoro Coto3y came BOHWM Hanbinbll CMINnBO
cTapanuca 3MiHUTK cTpaTerii YMTaHHSA. 3aBAsiKM TakuM Kputukam, sik Conomisa Masnuyko,
Tamapa N'yHgopoBa, Hina 36opoBcbka Ta Bipa AreeBa ykpaiHCbke niTepaTypO3HABCTBO
3baraTmunocs Ha PeMiHICTUYHY KPUTWKY Ta McuxoaHanis. IXHi HOBi YMTaHHS YyKpaiHCLKOI
KNacukn CrnpuyanHUNnCs, 3 ogHoro 60Ky, 40 NepeOCMUCNEHHA NiTepaTypHOro KaHOHy, a 3
[HLWOro — [0 PO3LWMPEHHA MOro Ha rosiocu, KOTpi AOCi paxyBanuca MapriHanibHUMN.
Mpuknagom Takoro HOBOrO 4nMTaHHA Moxe 6yt MoHorpadpis Conowmii NaBnuuko npo
AraTaHrena Kpumcbkoro «HauioHanbHICTb, CekcyarnbHIiCTb, opieHTaniam» (Kuis, 2002).

Akwo nogmMBMMOCH Ha UIMICTb XIHOYOro nitepaTtypHOro AWCKYpCY B YKpaiHi nicns
He3anexHocTn, To, 6e3 CyMmHiBy, neplue, LLIO BNagae B OYi — Le NOro nporpecuBHuin
xapaktep i opieHTMp Ha EBpony. Lia TeHOeHUis He nuwe TemaTudHa, BOHA TaKOX
CTOCYETbCA [Kepen iHchipauil, Big TEOpeTUYHUX L0 MNPOCTO XUTTEBUX. YKIHKM-KPUTUKK
BIOCBPKMNKN yKpalHCbKe MNOCTPaAsHCbKe niTepaTypo3HaBCTBO, BBESIM HOBiI MeTogonoril i
3aranom npauwlTe B pamMkax 3axigHoro nocTcTpykTypaniamy. >XiHKM-aBTOpwU
CaMOCTBEPAXYIOTb CBi YHIKanNbHUW ronoc, eKCnepuMEeHTYKTb XaHpamMu Ta Temamu i,
rofioBHe, Big43epKantoTb CTAHOBIIEHHSI HOBMX OOCTaBMH Y MOSOAIN AepXKaBi.

eorpacdis

"eorpadpia npuHaANeXXHOCTU Bifirpae BaXNMBY POSib Y CydacCHIM YKpalHCbKiN nposi. A
Kpim TOro, 6arato roBopuTbCs NPO AeueHTpani3auito nitepaTypHOro npouecy B
He3anexHin Ykpaidi. MoxHa 6 gebartyBaTtu, um nitepatypHa TeHOEHLUIA A0 perioHaniamy 1
AeueHTpanisauil € BigNyHHAM aHanoriYHUX OUCKYpPCiB Yy MONITUKO-EKOHOMIYHUX cdoepax
po3byaoBM Hauil, a 4Yn Ui TeHOeHUil Taku He3anexHi ogHa Big oaHol. dakTom €, LWo
nparHeHHsa GaraTbOX MUCbMEHHUKIB MiACUNNTM B TEKCTax perioHanbHi BiAMIHHOCTI

2 M. CaBka, lipka MaHdpazopa, J1bBiB, 2002, c. 71.
% 1. Tapan, Konekuisi koxaHok, Ibeis 2002, c. 36.
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(BOAHO4YAC i3 CynyTHIMK KyNbTYPHUMMU iOEHTUYHOCTAMM) HE 3anepeyye iIXHbOoro bakaHHs
BaunTn YKpaiHy eguHO0 AepaBoto, TOBTO HIXTO 3 BigOMUX MeHi nitepaTtopis doegepaniamy sk
Takoro He nponarye. Ane nigkpecrneHa TepuTopianbHICTb Yy fiTepaTypHOMY AWUCKYPCI
BesnepeyHo NPUCYTHS.

Y pocnigHuKiB, siKi BMBYalOTb niTepaTtypy Micusa, ocobnmBo 3 MNOCTMOAEPHOI
NnepcrnekTUBKU, CNOCTepPIracTbCsl HaMmaraHHa BUTICHUTK iCTOPItO 1 3acTynuTu ii reorpadieto,
TOOTO «3aMIHUTN «HE3aAO0BINbHI» ICTOPUYHI 3ac0bK reorpadivHUMK Nikammny, WOO npounTyBaTH
OQHOro Takoro gocnigHuka, PobepTto ,ElaiHOTTo."' HatomicTb s HamaraTumycs gokasaTw,
Lo niTepaTtypa Micus 1M perioHy B TOMYy BUrnSadi, B AKOMy ii npeactaBnsaioTb BinbLlicTb
YKPAIHCBbKMX MUCbMEHHUKIB, He BWMBOAMTbL ICTOPID MO3a MPOCTiP CBOIX 3aLliKaBreHb.
Hasnaku: icTopia cTae HepO3puBHO MNpuMB’si3aHa OO MEBHOro Micud, i po3gymu npo ue
MicLle MO4aHOo Kpi3b cneundidHy npusmy ictopil.

JlitepaTypa nocTpagsHCLKOI niTepaTypu PSICHIE MpuKnagamu perioHanbHUX MepcrnekTus,
NPUTIM TICHAN 3B’A30K MDK NOKanbHWUM i HauiOHaNbHUM B HISIKOMY pasi He HIBEeNeETbCA.
AKWwo nornsHyTM Ha CcykynHicTb TBOpiB KOpia AngpyxoBu4ya, Tapaca [lpoxacbka uu
KOpist BuHHU4yka, 3 ogHoro 60Ky, i npo3y B’ayecnasa Measens, 3 gpyroro 60Ky, B 06uaBox
BMNagkax GaumMmo TeHaeHuito OyayBaTu HapaTuB «manoi 6aTbkiBWUWHMY», [annunHn B
nepLiomy Bunagky, i XXutommpLimHm B gpyromy. | nonpu Te, WO CBITOMMAL4HO Ui Npono3nuii
BIOMIiHHI, K TeX |1 BigMIHHI 3a TepuTOpianbHMMM O3HaKamMu, BOHM O[HAKOBI 3a
CMOBIAYBaHOK HaLOHANbHOK ieHTUYHICTHO. LliKaBicTb KOXHOMO i 3 TUX NMUCbMEHHUKIB 40
MiCLEBOro XWUTTS W KynbTypun HE nepekpecnioe notpeby B KynbTYpHiA €4HOCTI
HauioHanbHoI niTepaTypw.

MpogoBxyoun Tesy, WO B YKpaAlHCbKOMY JliTepaTypHOMY npOCTopi reorpadpis mae
3HayeHHs, ane n He 6e3 icTopuyHoro Baraxy, s xoTina 6 3ocepeanTUChb Ha MICbKI NPOo3i
4YOTUPLOX NMCbMEHHNKIB, a came AHApia KypkoBa, OnekcaHapa IpeaHus, Bacuns KoxengaHka
i Opis BuHHMYYKa, | NpOCTEXUTY IXHi Bi3ii 6nm3bknx iMm MicT: Knesa, PiBHoro, YepHiBUiB i
JlbBOBa. KoXXHe 3 LUMX MIiCT HE MPOCTO € NpPeACTaBHMKOM KOHKPETHOro ypbaHiCTU4HOro
nensaxy, ane n acouiloeTbCA 3 NEBHMM HAabOPOM BipyBaHb, MITIB i NOrNa4iB Ha icTopito, SKi
AilTb | BNNuBaKOTb Ha npunerni im  Teputopil. Ll reorpadiyHi CyTHOCTI, Big
HavkocmMononiTu4yHiworo Kuesa i npoBiHUinHKMX aBaHNocTiB PiBHOro n YepHisuis Ao,
HaneBHO, HaMeBPOMEWNCHKILLOro cepen HUX YCiX MicTa, JIbBOBa, CTal0Tb CBOEPIOHUMMU
CUMBONIYHUMM CanUTaMu MEBHOro MITy, e W po3roptaeTbCa cneuudivyHa icTopuyHa
peanbHiCTb.

3ragaHi NMCbMEHHUKN ByayoTb BIi3ii MicTa, y SKMX PO3rNs4 CTOCYHKIB MK NoabMu Ta
iXHiMM MicTamn BigbyBaeTbCA Ha TNi «WMPLIOrO CBiTY». TyT HaronoweHo BigvyTTa
HaNeXHOCTW A0 NoKanbHOI TepUTOpIl, ane BogHoYac He AiCTae 3anepeyvyeHHs1 HanexHicTb
A0 Hauil Ta cBiTy. LlikaBum enemMeHTOM Yy TBOpax LMX aBTOPIB € IXHE BMiHHS MokKasaTu
MICTO K MPOCTIp, WO YMOXMMUBMIOE CMIBICHYBaHHA PO30GPKHOCTEN, BNMCaHUX Yy LIABMNOH
OKpeMoro ictopudHoro nepiogy, 3 6e3niyyi0 BigcMNaHb OO0 CydacHOI MNONITUYHOI Ta
cycninbHOI cuTyauii B KpaiHi. [MocnyroByBaHHSA iCTOpi€ld He 3aBaXkae IM MNpOoCraBnATH
MICTO SIK r'eHepaTop i ocepeoK aBTEHTUYHOI iAEHTUYHOCTU, perioHanbHOI Ta HauioHanbHoOl
BOAHOYac.

KuniB y pomaHax KypkoBa — Lie MICTO nocTpagsHCbKOro nepiogy, 3aebinblworo nepLuoi
nonosnHn 90-x. Lle MicTO He3pumol nMigninbHOT KpUMIHANbLHOI Mepexi, skKe
3ManbOBaHO B AyXe 4YopHux Gapsax. IpBaHeLb 3BEpPTAETbLCA OO0 CBOro pigHoro PiBHOrO,
lwobun BiAHOBUTU MOPIBHSAHO HeLaBHE COBETCbKE MUHYMeE, i pobuTb CBOEpPIAHY 3acTopory,
BMHOCSIYM B 3arorfloBOK POMaHy yKpaiHCbKy Ta pOCiicbKy Ha3em MicTa «PisHe/PisHO». Moro
MICTO po3JineHe W aHTWYyTOoniyHe, ToTaniTapHe npaBfliHHA ChIBICHYE i3 3aXigHUM;
BigokpemneHe B OyKBanbHOMY CEHCi CTiHOI, BOHO, OAHaK, OT-OT MOXe BAEepTUCA Ha

* Roberto M. Dainotto, Place in Literature: Regions, Cultures, Communities (Ithaca and London: Cornell
University Press, 2000), 14.
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3axigHy OeMOKpaTUYHY MofioBUHY W 3HMWMTK 1i. PigHe wmicto KoxensHka, YepHisu,
BMBOAUTb Ha NepeaHin nnaH iHWy iCTOPUYHY peanbHiCTb, a came — nepiog Opyroil cBiToBOI
BiNHKN. Y KoxensHka 6aymmo cnpoby HagaTn YepHiBUAM HOBOro, aBTOPUTETHOrO CTaTycy,
no36asmBLLUM MICTO NEepUdEpPINHOCTA 1N NEepeTBOPUMBLLUM MO0 Ha LEHTP YKPaiHCLKOro
HauioHanismy. |, HapewTi, BUHHNYyK npeacrtasnse JIbBiB KK MiTOSIOri30oBaHe MICTO,
O HOCTamnbriiHO MPOPOCTAE KOPEHAMW B aBCTPO-YrOPCbKYy MUHYBLUMHY. WMoro micto
CKMOAETLCA pajlle Ha OMOPHUM MYHKT, HDK Ha TonorpadiyHy CyTHiCTb. BOHO € ueHTpom
Big4aneHoi peanbHOCTU. BTiM, MOro HasiBHICTb MOPOAXYE i CTUMYNIOE MOTYXXHE BigYyTTA
nokanbHOI (perioHanbHOI) iAeHTU4YHoCcTU. Ha MoK AymKy, BCi 4eTBepo aBTopiB
BUKOPUCTOBYIOTb A€l Micua y MNOEAHaHHI 3 icTopieto, Wob CTBEpAMTM YHIKamnbHICTb
KOHKPETHOI reorpadiyHoOl TepuTopii Ta BOAHOpa3 BUCYHYTU (el perioHarnbHOI
iIEHTUYHOCTH, siKa He cynepeyunTb igei HauioHanbHOI iEHTUYHOCTH, WO HUHI POPMYETLCA
B He3anexHin YkpariHi.

HanpeanictTuyHilwe ctaBuTbCa 0O MicLeBOCTU N Micua KypKos. Woro KuiB He nuwwe
TOYHO Bigobpaxye micto 1990-x pokiB, ane 1 yHUKae Mmitonorisadii 4n BiacTynis y cdepy
cbaHTacTukn. Moro nposa uv He HaWnpocTilla i HalHeBmbarnueiwa 3 ornagy Ha opmy. 3
Apyroro 6oky, Kuie noctae TyT sik Micue, WO MOro MOXHa BigyyTu Ha OOTUK, BOHO cripaBgi
npuBabitoe CBOE NPOCTOTOW | «ByaeHHicTo». PiBHe IpBaHUs, cnepluy posgineHe, noTim
o6’egHaHe, xo4va 1 BiATBOpEHE 3 TornorpadiyHO TOYHICTIO, €, OAHaK, aHTUYTOMIYHUM i
CBIJOMO CKOHCTPYMOBaHWM MiCLIEM, LIO CUMBOJSII3YE i nonepeaXeHHs Woa0 NOBEPHEHHS
COBETCbKMX Yacis, i meTadopy MpOTU MNOTAry MOro ChiBBITYM3HUKIB O BiAOKPEMITEHHSA
(Hanpuknag, Ouckypc ABOX YKpaiH). YepHisui KoxensiHka 3a4apoByKOTb CKIagHICTHO i
CTPOKaTUM MUHYIUM. [TMCbMEHHWK NpeacTaBnse HamMm MICTO SIK MyNbTUETHIYHY MICLEBICTb,
Ae MOMITHI cnign BCiX KOMULWHIX npasuTeniB i e BU3HAKTb YCiX MeLlKaHUiB
HEeyKpaiHCbKOro NMOXOMXXEHHS: HIMUIB (aBCTpinLiB), pyMyHiB, €BpeiB, — ane noro YepHisLi
TakoX MOCTalTb SK Micue, Ae NekarTb YKpaiHCbKMA HauioHanism. HaocTtaHok JlbBiB
BuHHMYyKa 36epirae micLeBuin KONoOpuT, ane ponb NOro NpeAcTaBHYKA Bigirpae cMHekgoxa
MiCbKOro CMiTHUKA. Moro JIbBiB, CKOHLEHTPOBAHUI Y MOTMOXY, TPaHCHOPMYETLCS B
CYMBONIYHY (SIKLLIO HE aneropuyHy) MiCLUUHY, WO Haragye yTonito.

Bci yotvpn Mmicta B XyOOXHIX TBOpax 3rajgaHuMX aBTOpIB (PYHKUIOHYOTb SK BYy3nn
ICTOPMYHOT Nam’ATi Tak perioHanbHOI, SK i 3aranbHOHaUioOHanbHOI, Wo 6epe no4vaTtok y
BinbLl-MeHLW BigganeHoMy MUHyNomy. Baxxnmeum enemMeHToM LuX HapaTuBIB € B3aEMopist
Micust 1 yacy. Came BOHa cTae epeKTMBHUM 3HaApPAOOAM, Kpi3b SIKe MOXHa nponyckatu
npobnemy igeHTnyHocTU. Y pomMaHax KypkoBa MUTaAHHSA HaLiOHANbHOI MPUHAaNEeXHOCTH
3aTOPKHYTO nuvwe nobikHO, a nhoro Kuie, 6e3CyMHIBHO, — HANKOCMOMOSMITUYHIWE 3 YCiX
MICT, aKi MU TyT posrngganu. Ane nutaHHA igeHTMYHocTu B KypkoBa 3BYy4WUTb, i BOHO
cyTTeBe, 60 Uen NMCbMeHHUK obpaB cobi sk 3acib BMpa3y poCiCbKy MOBY, ane BBaXKae
cebe NpvHaneXxHnm 00 NPOCTOPY caMe yKpaiHCbKoI KynbTypu. Cxoxe, IpBaHeub nepenae
ineto, WO BigvyTTS HauioHanbHOI €4HOCTM Mae nogonatu igeonoriyHi po3BiKHOCTI.
KoxxensaHkoBi poMaHM HepPIiAKO NPOYUTYIOTLCS AK niTepaTypHi NOCIOHMKKM WoAOo TOro,
SIK YCYHYTU KOMOHIianbHUN KOMMMEKC MeHLLeBapToCTN. Yce ykpaiHCbke HabyBa€e B HbOro
r'paHAio3HMX BMMIpIB, aBTOp YyBaXae€, WO HEMAae HiYoro npuvHagHiworo 3a Te, wob 6ytn
yKkpaiHueM. HaneBHO, cepen HUX yCiX HanbinbLw perioHanbHMM aBTOpPOM € BUHHUYYK, ane
noro JlbBiB, XO4 BiH | € nepefoBCIiM KYyNbTYPHUM LEHTPOM [anuymHu, nponoHye
BenmyesHe BMILLMNMLLE peYen, WO € YKPalHCbKUMU, i SKi € TOTOBi OO0 CMOXWBAHHA W
BUKOPUCTaHHA B OyAb-sKi MicL,eBOCTiI YKpaiHu.

MoBa

| HaKiHeUb NPO MOBY Ta ii 3Ha4YeHHs B igeHTMdikauinHomy npoueci. [Ins 6aratbox, XT0
NigTPUMYE rOMOBHO €THIYHY MoAenb HauioHanbHOI i4EHTUYHOCTWU, MNWUTAHHA MOBM
BUABSISIETLCHA OQHUM 3 BUPILLANbHMUX YMHHMKIB. [N NOCTKONOHIaNbHNX AepXXaB OKpPeMILLHS
MOBa crnpaBfi Aa€ MOXNUBICTb KOHCTPYOBaHHS MNOTPIOHOI BiAMIHHOCTM Big mMeTpononil,
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aoriomarae yTBepaAMTU CaMiCTb KOSFOHI30BAHOrO Ta BKa3ye Ha IHWICTb KOSoHi3aTopa.
3BMYAHO, € TeX N iHWIi ghakTopu, AKi CApUsoTb TakoMy AudepeHuitoBaHHi. [poTte ans
nitepatypwu, ge oyaiBnbHUM MaTepianomMm came N € MOBa, BaXXKO NEPEOLIHUTK il 3HAYEHHS.
foBOpsiYM NPO MOBY B TaKOMY KOHTEKCTi, HeObXigHO NigKpecnutn ABa MOMEHTU. 3 OAHOro
boky, Tpeba 3ragatu npobnemy camoro Bub6opy MOBM Ta MOro BMSIMBY Ha CTAHOBIIEHHS
HauioHanbHOT niTepatypu, a 3 gpyroro 60Ky, NOAUBUTUCH, AKY POfib rpae moBa Ans
oKpemux nitepaTopiB. |HWKMK cnoBamu, BMOIp MOBM SIK 3ac0by MUCTELLKOro BMpasy Mix
MOBOK TUTYSbHOI HaUil Ta MOBO ByBLLIOI iMNepii, i MOBa sik NPOTAaroHicCT.

MuTaHHgA, Wwo npeacTaBnge coboko yKpaiHCbka nitepaTypa, Yn Lue nitepatypa TBOpeHa
BUKINIOYHO YKpAIHCBbKOK MOBOIO, a Yu Le niTepaTypa Oyab-sKo MOBOH, sika NULWEeTbCs Ta
BUXOOUTb He TepuTopil YKpaiHy W MNPUCYTHHA B YKPAIHCbKOMY KyIbTYPHOMY MpPOCTOPI.
IMnniunTHO, A BXe BignoBina Ha ue, Konu Bkuyuna npo3y KypkoBa B aHania npo
3Ha4YeHHA reorpadivyHOro YMHHMKa B ifeHTUdIKaLiMHOMY rnpoueci B YKpalHCbKIN niTepaTtypi.
Baxko BigmoBUTN pomaHam KypkoBa B HasiBHOCTI YKPaAIHCbLKOro AyXy HaBiTb WO NULIE BiH
POCINCbKOIO MOBOK. KWIB — Lie Noro pigHe MICcTo, i NigkpecneHe BigyyTTa NpUHaNeXxHocTn
[0 LbOro Micus He MOXe He BMNuBaTh Ha NOro 3arasibHoOHaLioOHanbHY caMmoigeHTudikauito.
Muwyym pocicbkol, BiH BCe X BBaxae cebe 4acTWHOK YKPAIHCbKOrO KyrbTYPHOro
npocTopy. B ogHOMY X 3 IHTEPB’0 BiH HaBiTb 3asiBMB, LLO 3@ MEHTASIbHICTIO BiH yKpaliHeLb
(MpWTIM LLO 3a ETHIYHICTIO BiH POCISIHMH), BXE He 3ragyto nNpo ¢akT, WO YKPaiHCbKOK BiH
Taku npekpacHo Bonogie. KypkoB BoYyeBMAb BigKMOAE BY3bKOETHIYHE CNPUNHATTS
HauioOHaNbHOI IEHTUYHOCTN Ha KOPUCTb FPOMALSIHCbKOI (TEpUTOPIanbHOI) iBEHTUYHOCTH,
aKa nigTpumye igeto pauioHanbHoro o6’egHaHHA rpomMagsH, WO OOTPUMYKOTBCH TakuX
CaMWUX 3aKOHIB i MewWKalTb Ha CniNbHIK TepuTopii. Ha noro gymky, HauioHanbHa
nitepatypa He 3BOOMTLCS NUWIE OO0 CaMOro MOBHOMO 4MHHMKA. BiH yBaxae, WO Ao
YKPalHCbKOI KynbTypu HanexuTb yce, CTBOpeHe Ha TepuTtopil YkpaiHu. Kpim Toro, sk
cnywHo 3aysBaxuB Mapko [MaBnuwwuH, KypkoB MiHiManidye cumBoniyHy Bary Pocii sk
3HAYyLLOro LIeHTPY, | TMUM camum no3baBnsie poCincbKy MOBY ii KOFNIOHI3aTOPCLKOI poni.

Mopenb KypkoBa — ue Tinbk/ ofHa 3 MOXIUBOCTEW NiTepaTypHOro iCHyBaHHA AN
POCIICbKOMOBHOIO NMUCbMEHHUKA. S HE CYMHIBalOCS LLO € TeX Npuknagu, Ae NMCbMeHHUK/ -
us, LWo Bnbpann pocincbky MOBY SIK MOBY MUCTELIbKOrO BUCIIOBY, TUM camuMm BGavaTb cebe
YaCTUHOK POCINCbKOro, abo, MabyTb, NpeumsHille ckasaTu NOCTPaAL4SHCbKOro MpPOCTOpY.
Arne nuTaHHA He TaK Yy camii MOBIi HOCIA, sik B MOro igeHTudikauii 3 Tum, abo iHWum
KyNbTYPHUM NPOCTOPOM. POCINCbKOMOBHUIA KypKOB MOBHICTIO iAEHTUIKYETLCA 3 YKPAIHOHO, i
ue, Ha Min norngag, gae noMmy npaBo BBaxkaTn cebe ykpaiHCbKUM MMCbMEHHUKOM.

OpHak cnpaBegnueo 6yae 3a3HauMTv, WO NUTAHHA MOBHOrO BMOOpPY B YKpaAiHCbKIN
nitepatypi 3HaxoanTbcsa Binbll Ha nepudepii, HiXX y LueHTpi, 60 roBopsYn NPo cyvyacHUK
nirepaTypHUN KOHTUHIEHT, MU BCE X B NepeBaXHin Maci NOCUNaeMoCcs Ha yKpaiHOMOBHI,
pajlle HpK pOCIMCbKOMOBHI TBOpW. [N NOCNigOBHO YKPAiHOMOBHWX aBTOPIB MUTaHHS
3BOOUTbLCS He Tak 40 BUOOPY MOBU, AK A0 NUTaHHS ecTeTukn moBu. [1ns cebe okpecnitoto
Lo cdepy 3arofiloBKOM: «MOBa K MPOTaroHIiCT».

B’auecnae Mepggigb B ecei «3 iMEHHAM iHLWOI caMOTHOCTI» nucaB: «Came BOHa, MOBa,
Lo nocTana K OKpeMiWwHA OyTTeBiCTb, € BuNpaBOanbHUM YUHHUKOM Ons 6yab-AKux
npenapaudin y 1i gomiBuUi, i came BOHa — MOBa — BUSBUNACA HauTeprnenuseilvm
O0XXEeCTBEHHMM 3a4aTKOM i ECTBOM, WO AOYiKyBanacsa npuwlecTts Toro, XTo 36yautb 1l 4o
HOBOFO OCMWCIIEHHS i HOBOFO XUTTSI»°. He mato CyMHiBY, W0 MefBigb nepekoHaHuu, Lo
came BiH 36yanB MOBY O HOBOIO XWUTTS B CBOIM Npo3i. MoBa Noro pomaHiB Mamxe ctae
camouinmio. [i iMaHeHTHICTb AIBHO NigKpecneHa, a KOMYHIKaTUBHICTb BiAXOAUTL Ha APYruii
nnaH. € BupasHa HeCyMICHICTb Mk cTunem Megseasi, rorioBHMM atpubyToM SIKOro € MOTiK
CBIOMOCTU (MOAEPHICTUYHNIA XYOO0XHIN 3aci®), Ta BUGpaHO HUM HAPOAHOK TEMAaTUKOHO.
BuHukae nuTaHHA, a KOMy agpecoBaHi Moro TBopu? 3BICHO, HE CEpPenoBULLY, SKe aBTOp

® B’quecnas MegBiab, Pro domo sua: wjodeHHuUKu, ece, Kuis, 1999, c. 148.
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300paxye. Ckopiwe BCbOro, BiH KOHCTPYHE iMnMiunTHOro abo igeanbHOro ymitaya, Ans
SAKOr0 MOBa — L YU He €OuHUA pakTop Yy BM3HAYEHHI HauioHanbHOI igeHTu4HoCcTu. B
OfHOMY 3i CBOIX iHTepB’t0 MeaBigb 3asBUB, WO FOSIOBHMM MPOTAroHiCTOM MOro pomMaHy
«KpoB no conomi» € MoBa, i WO BiH He TiflbKM eKCNepuMEHTYBaB Heto, ane Tex CBigoMO
BKNagaB B ycTa CBOIX MEPCOHaXiB CrnoBa, AKi B CAPaBXHbOMY XUTTi HaBpAL YW IXHi
NpoTOTMNN iX BY BXMBanM.

LlikaBo cnocTtepertu, wWo kputuk €BreH bapaH, nuwy4n npo pomaH AHOpyxoBu4a,
AOXOAUTb OO0 BUCHOBKY: «l AKWo BXe roBoputn npo repos pomaHy «[llepBepCia» (wo
nepeknagaeTbCcsi 3 NaTuHU 9K «3004YEeHHsI»), TO HUM € MOBa, He MPOCTO sk 3acib
KOMYHiKaLil, a sk BUTBIp mMucTeuTBa.»® OTxe, ABa 30BCIM BiAMiHHI TBOpW, i SKLWO
AOTPUMyBaTUCS TPa4ULIMHOIO PO3NOAiny yKpaiHCbKOI NPo3n Ha Xutomumpcbky (MeaBiab) i
ranuubky (AHOPYXOBWUY) LWIKOMK, TO crnpaBai LikaBo Big3Ha4MTH, WO B 06MOBOX BUNALKax €
nocunaHHa Ha MOBY sK Ha reposi. Btim, 6e3nepeyHo AHOpyxoBMya MoOBa rpawnuea,
IHTepTeKcTyarnbHa, AMHaMidHa, | BefIlbMW KOMYHIKaTMBHaA, HaToMicTb Measeas — ctaTudHa,
Henpo3opa i MEeXye, Ha Mii nornsg, 3 siKOKCb BUYEpPMHICTO. To6TO, cyMHiBaKocs, 4u
NMMCbMEHHWK Mir 61 po3BuHYTK 11 Aani, TOBTO B AKOMYCb iHLWOMY HanpsMKy. CknagaeTbcs
BPa)KEHHS, L0 Aani BXXe HeMae Kyam ntu.

3BMYarHO, Lie TiNbKK AesKi, MOXITMBO AeLlo NOBEPXOBIi, CNnocTepeXeHHs. [TaHHa MoBum
B CyYacCHi yKpaiHCbKil niTepaTypi Ans MeHe — e Tak 3BaHa «poboTa B nporpeci» (work in
progress), ane crogilocb, s Hakpecnuna HambinbLw o4YeBUAHI HANPAMKMA B NMUTAHHI MOBU Y
B32aEMO3B’A3KY 3 HaLUiOHANbHOW ieHTUYHICTIO. [lymato, WO AOCUTb MPOAYKTMBHUM MOSIEM
ANS po3BaXkaHb Hafd iOEHTUYHOCTAMM, Yy TOMY YMUCAi HauioHanbHow, 6yna 6 nonynspHa
nitepaTtypa, ane ue BXe matepian Ha iHLWe OOCMIOKEHHS.

Akwo 6 rmAHyTM Ha NpOWAEHiI OCTaHHI ABi Aekaau niTepaTypHOro npouecy, TO
CKnagaeTbCs BPaXKeHHS, WO BiH Hagani nepebyBae B nepexigHoMy nepioAi. Akorocb
MOMITHO HOBOrO MPOPMBY B iHLWLY MapagurMmy noku Wo Hemae. A 3ragana Ha nodaTtky, Wwo
AEeKONOoHi3auinHi npouecu O0BOMI NOBIMbHI, BTIM TakM Npouec MOXHa NPUCNIWLNTU, AKLLO
3aKnageHun BiONOBIAHUMMA MeEXaHi3M IHCTUTYUIAMKW, SKi BMNMBAKOTb Ha KOHCOSigyBaHHA
HOBOI KyNbTYypHOT iAeHTU4YHOCTU. Ha xanb, B AepxaBi 6pakye sKOiCb MOCMIAOBHOI,
KOrepeHTHOI, KyrnbTypHOI nonitukn. CknagaeTbCs BpaXeHHs, WO SK TiNbky BigbyBaeTbca
SAKUNCb Mporpec, To 3rodom crigye perpec. Hanpuknag, ykpalHCbKa KHWXKA, YKpalHCbKUN
nitepaTypHU TEKCT, HEe JOXOOMTb OO CYCNifbCTBA TaKOK Mipoto, SkBM 1 LibOro XoTinocs.
Xoya T3B. cepuo3Ha nitepatypa Ha 3axofi TeX He po3paxoBYe Ha BENMKY YuTaubKy
nybniky. Btim, B YkpaiHi, npobrnema B ToMy, Wwo 6yayBaHHSA KynbTYpPHOro NpocTopy
30e6inbworo posnopolueHe. 3Bigcu W KynbTypHa FiGpUOHICTb | MHOXMWHHI IAE€HTUYHOCTI.
Moxnueo 1 ToOMy B niTepaTypi BiA4yBaeTbCA NEBHY HEBU3HAYEHICTb | NEBHE BUCHAXEHHS,
Xo4ya He Gpakye Pi3HOMaHITHOCTM rofocCiB, i Le Takm NO3UTMBHA TEHAEHLS.

Kuis, 24 6epesHs 2010/ 29 sepecHs 2010

® €sren bapaH, 3oikosi mpeHu, Jbeis, 1998, c. 57.
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Patricia (Kylyna) Warren’s Constructed Others:
Language, Exile, Homosexuality

Petro Mohyla Black Sea State University,
Mykolayiv, Oct. 4, 2010

In her 1995 autobiographical essay «A Tragedy of Bees: My Years as a Poet in Exile,
1957 to 1973», Patricia Nell Warren pays tribute to her sixteen-year involvement in
Ukrainian émigré affairs by acknowledging the impact that her Ukrainian-language poetic
output had on her subsequent literary endeavors. She begins the essay by quoting a few
lines from the poem «A Tragedy of Bees» in her own English rendition:

Like a tragedy of bees,
Like a questing of beetles,
The sun circles the bush of the sky...,

and then professes:

These were the first lines of the first poem — tentative, eager — that | wrote in
the Ukrainian language. My struggle to escape from a tragedy of my own making
would produce a couple hundred more poems, as well as a tentative first novel,
before | finally came out in 1973 and wrote the novel that most people know me by,
The Front Runner.

Like any new Greek temple, The Front Runner stood on an older foundation of
an older temple hidden deep beneath it. Every writer’s work is a layered
archeological site of personal anguish and growth. Mine was no different. Without
that Ukrainian-language poetry, there would have been no Front Runner, nor
the other novels | wrote. During the long years that | was a closeted writer, my
poetry fed my hurting spirit in secret, and found its own secret code.’

The literary and personal evolution Warren alludes to in this opening paragraph entails
at least three transformations: that of a self-made Ukrainian poet known as Patrytsiia
Kylyna (or Patricia Kilina®); that of an American prose writer publishing under the name of
Patricia Nell Warren (which, incidentally, happens to be her real name); and that of
a professed lesbian, actively involved in gay and lesbian issues and affairs. Here | would
also like to add her thematic preoccupation with things Spanish, which found its reflection
in her third poetic collection, about which | will also say a few words, and in her last novel
to date, The Wild Man (2001).

While Warren/Kylyna herself has always (and with much pride) underscored
the continuity and complementarity of her hypostases,® the two literary personae invoked
above could not possibly stand more apart, if measured by the receptive needs of
the corresponding audiences. American readers appreciative of her fiction are only

’ patricia Nell Warren, «A Tragedy of Bees: My Years as a Poet in Exile, 1957 to 1973», Harvard Gay &
Lesbian Review 2.4 (1995): 17.

8 This is the spelling Warren herself uses in her English writings whenever she refers to the period in
which she wrote under this pen name.

° Her English volumes, for example, list not only her English books published to date but her Ukrainian
collections as well.
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peripherally (if at all) aware of the writer’s preceding rendezvous with Ukrainian letters. On
the other hand, those Ukrainian readers and critics within the émigré community who in
the 1960s acknowledged Kylyna’s poetic contribution, have not felt compelled to follow her
prose writings in her native English once she decided to stop using Ukrainian for creative
purposes. This investigation is the first attempt to reconcile Kylyna with Warren; in other
words, it is the first attempt to view her oeuvre inclusively, i.e., unmindful of the division
that the two different linguistic realities necessarily impose on that oeuvre.

Born in 1936 and raised on a big ranch in Montana, Patricia Nell Warren is not by any
measure a mainstream author, be it in Ukrainian or in American letters.’® Judging by
the choices she made in her literary career, it is doubtful that that has ever been her
ambition. On the contrary, she has always betrayed the tendency to sympathize or identify
with those who are excluded from positions of power and are in some way victimized or
situated on the margins of society. Yet, regardless of the position she has gained in
American literature, to any literary scholar specializing in Ukrainian literature, Kylyna most
definitely represents an intriguing figure. By engaging herself in things Ukrainian in
the America of the 1950s, she could not possibly have fallen more for the local and
marginalized. While there are quite a few Slavs who found literary fame in the West by
writing in the language of an adopted country, Warren’s self-conscious choice to express
herself poetically in the Slavic language of a stateless (at the time) nation, is undoubtedly
unprecedented. This fascination with alterity, or otherness, | argue, is what constitutes
the main thrust of her entire oeuvre. Writing in the language of an oppressed nation or
writing about minorities (be it homosexuals, Indians, or mixed-blood people) whose
political rights are either ignored or curtailed, is Warren’s way to deal with issues of
identity, difference, and injustice. It is also my assertion that adopting Ukrainian as a
preferred medium of poetic expression during the period from 1957 to 1973 was a
substitute (conscious or unconscious) for her closeted existence (as she herself labeled it),
or to put differently, her ‘closetedness’ (unacknowledged homosexuality) found an outlet in
a linguistic self-exile.

When Patricia Kylyna published her debut collection Trahediia dzhmeliv [A Tragedy of
Bees] in 1960, it was greeted by her émigré friends and critics with much awe and
enthusiasm. Her Ukrainian turn came as a result of the events of a personal nature. In
1956, Kylyna met a young Ukrainian poet, Yuriy Tarnawsky, and a year later they were
married. It is through this union that Kylyna met other aspiring émigré poets who by
the end of the 1950s assembled themselves into what has become known as the New
York Group. Marrying Tarnawsky, however, did not have to necessarily result in her writing
poetry in Ukrainian. Yet the fact remains that Kylyna mastered the Ukrainian language
within a remarkably short period of time and, not without a considerable degree of defiance
against the mainstream American culture, chose it to be her medium of poetic
expression.’* She consciously chose the status of the Other in her own country, as if
celebrating her alterity:

A, YyXKUHKa, pO3yMito miribKu rno-800sHOMY,
0-4acoeomy;
b6ayy me, wo exe bayuna, wo Hikonu He 6a4urna.
Te, wo daneko, 8i0 meHe daneko. (Trahediia dzhmeliv, p. 10)

1% The fact that her first novel about gay life, published in 1974, The Front Runner, did bring her some
recognition, does not change this perception.

Y'She admitted that her English poetry did not find sympathetic editors and that is why she finally decided
to write exclusively in Ukrainian: «... my style and themes were at odds with U. S. literary trends of the 50’s
and 60’s. For a time, | faithfully mailed my works around to the little magazines, who always rejected them.
Finally | said to myself, «Screw you all,» and went into exile myself — writing seriously in a foreign tongue»

(p. 18).
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[l am a foreigner, | understand only in watery,

in temporal terms;
| see that which | 've already seen, that which | 've never seen.
That which is far, far away from me.]

Kylyna’s Ukrainian output consists of four collections of poetry, three of which appeared
as printed volumes.*? A number of poems from the fourth, unpublished collection, entitled
«Horse with a Green Vinyl Mane», were published in the last three issues of Novi poezii,
the New York Group’s yearly almanac. Her English works include eight novels and
numerous articles. With the exception of two novels (her debut volume, entitled The Last
Centennial (1971) and chronologically the fifth book, entitled One Is the Sun (1991)), all
her fiction deals with life and issues of gay men, and only peripherally touches on
the problematic of lesbian women.

Warren’s most celebrated novel The Front Runner, a gay love story, has thus far
yielded two sequels: Harlan’s Race, published in 1994, and Billy 's Boy, published in 1997.
This is how she introduces the latter in the Author’s Foreword:

Billy’'s Boy is the third novel in my series that began with The Front Runner in
1974. There has never been a saga about gay family life, or gay generation
passing. As a young book reader and writer-to-be, 1 was nurtured on Classic
dynasty literature like The Forsythe Saga. Today | want to be the one to write
the first saga focusing on gay, lesbian, bisexual and transgendered family. (p. 3)

Two other novels dealing with homosexual life and love, The Fancy Dancer and
The Beauty Queen, were both written in the 1970s and published in 1976 and 1978,
respectively.

This brief enumeration of Warren’s English output clearly indicates how narrow
the thematic scope of her prose really is. That is why when | initially approached her
oeuvre, | discerned only two kinds of alterity: linguistic self-exile and homosexuality, both
contextual, i.e., historically and culturally specific, and both very much in line with
the Foucauldian conceptualization of the Other. Much too my surprise, however, | have
discovered that Kylyna’s poetry and especially her first novel The Last Centennial lend
themselves also to the analyses of alterity from a phenomenological perspective. Rooted
in existential philosophy, this kind of Other becomes a transcendent category.

In a poem «Antypora» [Anti-Season], Kylyna says: «51 abCcontoTHO HiHOro He 3HaK MNpo
cmepTb» (p. 31) [I know absolutely nothing about death]. This line from the last poem in
Trahediia dzhemeliv, a collection obsessed by the motifs of death, resonates with the
concept of alterity advanced by the philosopher Emmanuel Levinas. According to Levinas,
a true encounter with the Other is an experience of something that cannot be
conceptualized or categorized: «If one could possess, grasp, and know the other, it would
not be the other» (Time and the Other, p. 90). In one of his interviews he reiterates:
«Death is the most unknown of unknowns» (Alterity and Transcendence, p. 153). Yet this
total and absolute alterity, the Other which evades comprehension, does not preclude for
Levinas the existence of purely formal types of alterity, i.e., the alterity of the world and
the alterity that can be found internally in the self. Levinas insists that worldly entities
are all characterized by a certain alterity, but the subject constantly transforms the foreign
and different into the familiar and the same, and thereby makes them lose their
strangeness. Therefore, the relationship with the other self (i.e., not me) becomes of

12 They are: Trahediia dzhmeliv (1960), Legendy i sny (1964), Rozhevi mista (1969).
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paramount importance in determining one’s own identity and invariably entails the ethical
dimension.

The interplay between the alterity of death and the alterity of the other person comes to
the surface in a particularly pronounced way in Warren’s first novel The Last Centennial.
This novel, set in a ranching area of Montana, uses the centennial of the town Cottonwood
as a background against which the personal drama of three different characters unfolds.
The Last Centennial is structured as a set of three novellas, each presenting a different
protagonist and a different point of view. These stories of the three very different people
have, however, much in common: all point to the contingency of identity and kinship, all
underscore the ethical responsibility in the face of the other, and all grapple with
the ultimate alterity of death.

The first story is that of Johnny Chance, a full-blooded Indian who was raised as a part
of white rancher’s family. Johnny’s sense of belonging is severely undermined because
the Indians have rejected him and the white world has not really accepted him fully.
The relationship with his adopted family comes to an abrupt end during the festivities
organized for the centennial following the discovery that he has carried on a sexual
relation with his white sister Kitie. Kitie, a misfit in her own right, returns home after years
of prodigal hippie existence and feels attracted to Johnny’s otherness. She even dreams
of having his baby despite the fact that such a union could have an appearance of being
incestuous. In the end Johnny not only rejects Kitie, but also dies to his white past. He
joins the camp of Indians who have come to celebrate the centennial, fights for their rights
with the organizers of the festivities, and feels redeemed in taking responsibility for his own
self and that of his blood kin. Johnny's story is the longest but at the same time the most
straightforward. His initial split identity eventually becomes whole again and finds solace in
helping others in need.

There is no redemption for Beth Stuart, the character of the novel’s second story, who
in the end, at the very young age, is forced to face the death of the other man. She is
the only daughter of a successful rancher who falls in love with a Mexican jockey boy
Speedy Gonzalez. They both share love for horses and meet at the Cottonwood little fair a
year prior to the centennial celebration. Beth, a high-school senior, defies the traditional
gender roles. She behaves more like a boy than a girl, and, seemingly ignorant of erotic
matters, is unresponsive to the sexual advances of Speedy Gonzalez. He wants to marry
her, but she insists on more time. To boost Beth’s feminine side, her mother decides to
send her daughter to a private college in the suburbs of New York City. Eventually, she
herself, an East-Coast socialite who by a whim of fate ends up on a ranch in Montana with
a man she hardly feels compatible with, leaves Cottonwood and the family and moves to
New York. Beth struggles over her loyalties and identities imposed upon her by her
parents’ different agendas. When at last she decides on a course she wants to pursue,
i.e., to reunite with Speedy Gonzalez, she learns that he died of leukemia in the hospital,
completely alone, abandoned by his mother and stepfather. His pride prevented him from
contacting her. She realizes that his death is very much her own and that realization
makes her ill.

Beth's story reifies Levinas’s position about the responsibility vis-a-vis the face of
the other:

... that face facing me, in its expression — in its mortality — summons me,
demands me, requires me: as if the invisible death faced by the face of the other —
pure alterity, separate, somehow, from any whole — were «my business». ...
The death of the other man puts me on the spot, calls me into question, as if I, by
my possible indifference, became the accomplice of that death, invisible to the other
who is exposed to it; and as if, even before being condemned to it myself, | had to
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answer for that death of the other, and not leave the other alone to his deathly
solitude. (Alterity and Transcendence, p. 24-25)

This appeal to the responsibility for the other’s well-being is what the third character of
The Last Centennial experiences. Pinter Brodie is an old man, a loner keeping distance
both from the people and from the town’s activities. He does not participate in
the centennial celebrations and resents the intrusion of modern ways of life — new
highways and corporations acquiring more and more land — because they interfere with
the old ways of ranching business. Fear for the death of the other man has a firmer grip on
him than the fear of his own death. In fact, he intends to commit suicide once he brings his
cattle down from their summer range. But the accident that happens to his cowboy
assistant Vin forces the reluctant, asocial Brodie to face the other man in need and
compels him to help him. He cannot face the other’s death, although he himself does not
fear it and is resolved to end his life. In the end, however, the moment of the rifle does not
come to Brodie. As Levinas put it: «Death is the impossibility of having a project» (Time
and the Other, p. 74), and Brodie realizes that he still has a lot of unfinished business to
attend to:

Now that he was free of Vin, he could obliterate his holdings as he saw fit. He
would sell the cattle this fall, because he couldn’t be sure he’d have a range to run
them on next year. He would sell the antiques, too, down to the last old saddle and
buggy, not because he was no longer sentimental but because they were worth
a lot of money. He would put the land in perpetual trust as a wildlife sanctuary. No
one would ever touch that land, even if they built glass skyscrapers on every other
square foot of the Cottonwood Valley. The old ranch papers he would turn over to
the Montana Historical Society. (p. 312—-313)

Interestingly, it is through Pinter Brodie, a passive old man turned activist, that
the reader learns that Johnny Chance joins his tribe and Beth Stuart is in the hospital, thus
all three stories come to a closure.

| have focused so much on this first novel because in many ways it stands as
a metaphor for Warren’s own metamorphosis. She considers The Last Centennial
a tentative novel, yet this novel does not neglect the formal aspects of the genre. Far from
being experimental, it nevertheless fragments the narrative, appears opaque without losing
introspective qualities, and manages to bring to the forefront existential dilemmas from
different points of view. In Warren’s literary biography, The Last Centennial occupies
a liminal space: it coexists with her Ukrainian poetic activity, yet simultaneously signals
new beginnings. Like Pinter Brodie, she sheds her passivity, rejects self-exile and finds
a new cause for activism:

On these works [i.e. poetry], and on my first English novel, | used the pen name
Patricia Kilina. |1 had desired to have a literary identity independent of my spouse.
Ultimately my surge toward «identity» provoked his heterosexual frown, when I
finally told him | am gay. ...

The tragedy was over. Tragedies always end in defeat and death. I’d decided |
was more interested in victory. Kah-Lee'® wanted to live. (<A Tragedy of Beesy,
p. 21)

13 1t is the name of an androgynous figure from Kylyna’s unpublished English poetic drama, entitled
«The Horsemeny.
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Warren’s homosexual novels are straightforward narratives, adhering to the traditional
patterns of a realistic novel. Not free of occasional publicist rhetoric, these narratives
visibly subordinate the artistry of form to the ideological cause. And the cause is, of
course, the fighting for an end to discrimination based on sexual orientation. Beginning
with The Front Runner, Warren’s commercially most successful book, the philosophy of
identity, so prominent in The Last Centennial, is increasingly replaced by the philosophy of
difference. Her protagonists by and large embrace their different sexual dispositions
gradually but steadily, despite the overall hostile attitudes of the social milieu in which they
are forced to function. The themes of certain victimization, homophobia, marginalization
and pure injustice are abundant and deeply permeate all her novels dealing with gay
issues. For example, The Front Runner is a love story of a track coach Harlan Brown and
his best runner Billy Sive. They are hated in the athletic circles because they are openly
gay and refuse to compromise. Ultimately this refusal of closeted existence costs Billy his
life. He is shot dead by one such hatemonger while competing at the Olympic Games.
Harlan’s Race, the sequel to The Front Runner, portrays Brown’s coping with the fear
spurred by stalking and threats of an accomplice to Billy’s murderer still at large.
Billy’s Boy, the last volume of the saga, focuses on gay youth and their struggle to be
accepted either by their peers or by their parents who, as a rule, have a difficult time to
accept their children’s queer nature.

Unquestionably, in Warren’s fiction dealing with homosexuality there is a great focus on
injustice inflicted upon gay communities and their disadvantage vis-a-vis the heterosexual
world. It seems to me that this atmosphere of gloom and oppression that Warren’s novels
invariably evince, has some correlation to the circumstances in which she and her émigré
colleagues began to write in the 1950s. The young poets not only had to struggle with
the conservatism of their immediate milieu, but were also truly concerned about
the survival of Ukrainian culture under the oppressive communist regime. There can be no
doubt that émigrés and gay people share the impetus towards marginalization and
indefinition. These two groups occupy peripheral positions vis-a-vis their respective
centers. Julia Kristeva writes: «Our present age is one of exile. How can one avoid sinking
into the mire of common sense, if not by becoming a stranger to one’s own country,
language, sex and identity? Writing is impossible without some kind of exile» (p. 298).

What | have tried to convey thus far is that the distance between Kylyna’s Ukrainian
poetry and Warren’s homosexual fiction is not as overwhelming as it might otherwise
appear if approached from the angle of alterity, understood as the condition of being on
the margins, being the «Othery, quite in line with Michel Foucault’s conceptualization of
the term.'* The linguistic «Other» Warren chose for her poetic expression, that is,
the Ukrainian language spoken at the time by a stateless people, unquestionably bears all
the attributes of a marginalized entity. Her thematization of homosexuality with a peculiar
focus on injustice inflicted upon gay communities as well as her own coming out in
the early 1970s betray the same bent toward the peripheral and the victimized. Yet, as |
already indicated, the Foucauldian conceptualization of the Other, while no doubt valid and
iluminating, turned out to be somewhat insufficient in my attempt to read Warren’s overall
literary output. | discovered the applicability of the phenomenological perspective proposed
by Emmanuel Levinas, especially the ethical dimension underlying his construct of alterity.
Therefore my analysis of Warren’s Ukrainian poetry continues to draw on Levinas’s

1 In his works he devotes much attention to those who are excluded from positions of power in Western
society and are in some way victimized, as is often the case with homosexuals, women, the insane and
prisoners. Cf. especially his Madness and Civilization: A History of Insanity in the Age of Reason; Discipline
and Punish: The Birth of the Prison; The History of Sexuality.
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philosophical propositions, most notably his understanding of responsibility as
«the essential, primary and fundamental structure of subjectivity»™.

Levinas approaches responsibility as responsibility for the Other; he states: «... since
the Other looks at me, | am responsible for him,» (p. 96) and further elaborates: «I analyze
the inter-human relationship as if, in proximity with the Other — beyond the image | myself
make of the other man — his face, the expressive in the Other (and the whole human body
is in this sense more or less face), were what ordains me to serve him» (p. 97). These
statements foreground the ethical underpinnings of human interaction; moreover, there is
no demand on reciprocity. In fact, Levinas underscores that «the intersubjective relation is
a non-symmetrical relation» (p. 98)) and points to the necessarily dialogic nature of
subjectivity. The ethical and the dialogic are the two angles through which | want to
analyze the Ukrainian oeuvre of Patricia Nell Warren.* In this framework, the adopted
language becomes the site of alterity precisely because it is the Other’s language; at the
same time, it provides the poet with the unique opportunity to access her own subjectivity
through the responsibility for the Other.

In her sixteen-year liaison with Ukrainian letters Warren published three books of
poetry: Trahediia dzhmeliv (A Tragedy of Bees, 1960), Legendy i sny (Legends and
Dreams, 1964), and Rozhevi mista (Pink Cities, 1969). These three slim volumes offer
poetry that is fresh and different not only because of peculiar poetic vision but also
because of the occasional oddities in the language usage. Kylyna’s poetic beginnings
were marked by frequent praises coming from the older generation of literary critics for her
remarkable and expeditious acquisition of the Ukrainian language.'’ But there were also
those who made an issue out of nonstandard usage and chastised her for grammatical
trespasses.*®

Indeed it is true that Warren’s poetry is spattered by occasional language
idiosyncrasies:

O, coHue, coHuye, Kydu mu idew?

Llo kompozo o3epa medy i muwi

mu nemuw? Yu mu He 4yrno npo o3epa,

wo BOHU nexamsb nid ibodom? (1960, p. 5) (My emphasis — MGR)

O sun, sun, where are you going?

To which lake of honey and stillness

are you destined? Haven 't you heard of lakes
that lie under ice?

The personal pronoun «vony» [they] in the last line of this stanza from the poem
«A Tragedy of Bees» is clearly redundant if it refers to «lakes» in the preceding line, which

> Emmanuel Levinas, Ethics and Infinity: Conversation with Philippe Nemo. Trans. Richard A. Cohen
(Pittsburgh: Duquesne University Press, 1985), p. 95.

'8 | have to acknowledge the inspiration found in Michael Eskin’s book Ethics and Dialogue in Works of
Levinas, Bakhtin, Mandel’shtam, and Celan. Eskin believes that poetry «provides a particularly unobstructed
view of the complex enmeshment of the dialogic and the ethical» (p. 2), but in his analysis of two theorists
(Levinas and Bakhtin) and two poets (Mandel’shtam and Celan) he does not dwell on the issues of language
as alterity, which is very much my focus. Rather, he seeks parallels between Levinas and Bakhtin and then
insists that Celan’s texts (and indirectly Mandel’shtam’s as well) can be read «as poetalogically
complementing and poetically staging and illuminating both Levinas’s correlation of Saying and Said and
Bakhtin’s claim that dialogic-existential relations ‘pervade utterances from within’» (p. 11-12).

7 See Dyvnych p. 21 and Lesych p. 28.

B tis noteworthy to mention that less tolerant to Kylyna’s language imperfections were critics of the
younger generation. See Tsarynnyk p. 106-108 and Hrabovych p. 84. The latter’s criticism came as a
response to Bohdan Rubchak’s study on Kylyna published in Suchasnist’ in 1968.
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has already been replaced by a relative pronoun «shcho» [that]. Unless, of course, the
pronoun «vony» refers to «honey and stillness» but that, in turn, would demand a different
phrasing. Such ambiguity could have easily been avoided, if Kylyna truly aimed at
language purity. That, however, was never the case. My contention is that the departures
from the standard usage are not an oversight on Warren’s part, but deliberate reminders
of her otherness and foreignness; hence, no surprise she begins one of her poems with:
«A yyxuHkar» (1960, p. 10) [I am a foreigner]. Kylyna’s lyrical heroine, aware of her own
displacement, embraces contingency and tentativeness:

CamimHa, 1 cuOXy rid poxxeaum Mypom
i Hi Oymaro, Hi WaHyro, Hi MO,
60, Hapoduswuck, He icHyro. (1964, p. 56)

Alone | sit at the rose-colored wall
and neither do | think, nor honor, nor prey
for, having been born, | do not exist.

Yet in her loneliness she discovers the Other:

Parnmom — xmo ue?
YyxxuHeub, Yyxiwul 8i0 MeHe,
MaHOpyro4u Yepe3 Moe micmo. (1964, p. 56)

Suddenly —who’s that?
A stranger, more foreign than myself,
walks through my city.

Warren populates her poems with protagonists who are clearly different and who are,
one might almost say, carriers of alterity. Their otherness engenders detachment but in
that detachment there is an awareness of the Other's presence and the inevitability of
interaction. This brings me back to Levinas and to the dialogic and ethical aspects
mentioned at the outset.

| discern two kinds of dialogues in Kylyna's poetry: a dialogue with the Self and
a dialogue with the Other. The first dialogic relation refers to the poet’s own alterity, or, to
put it differently, to the exchange between Warren and Kylyna that takes place in the realm
of language, and the second dialogic relation encompasses the offering made to the Other
in the form of language chosen for poetic expression, i.e. Ukrainian. In other words,
making that particular choice Warren simultaneously thematizes and elevates the people
who speak that very language. Levinas puts it succinctly: «To say is to approach a
neighbor, «dealing him signifyingness» (1998, p. 48). He also believes that «the said [le
dit] does not count as much as the saying [le dire] itself. The latter is important ... less
through its informational contents than by the fact that it is addressed to an interlocutor»
(1985, p. 42). | argue that «saying» (using Levinas’s term) or offering poetry to the Ukrainian
people in their own native language is a profoundly ethical gesture on Warren’s part. What
we have here is as if the poet, paraphrasing Levinas, says to her interlocutor: «Here | am!»
(1985, p. 106), bearing a witness to your injustice, my-Self taking on responsibility for you,
ready to serve you, expecting nothing in return for «this «Here | am!» is the place through
which the Infinite enters into language, but without giving itself to be seen» (1985, p. 106).

Metaphysical concerns are not foregrounded in Kylyna’s poems, although one should
admit that there is much preoccupation with such themes as death, time, and existence.
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She rejects the centrality of Logos; according to her «words are picturesque but untrue»™®.
It is as if she aspires to go beyond words to find truth because she longs for truth
nonetheless. For Kylyna, her truth unfolds itself in the process of «saying» [le dire] and
through this unfolding, one finds the glimpse of the Infinite. She ends her first volume of
poetry A Tragedy of Bees as follows:

Llns Hac XueeHbKUX, XXummsi € €OUHO pPasoor,
a rnoesisi Hatkpauworo bpexHero. (1960, p. 31)

For us, still living, life is the only truth,
and poetry the best lie.

The imperative of responsibility for the Other reveals itself in the most pronounced way
in Kylyna’s third collection Pink Cities. Most of the poems included in this volume were
written in Spain, where she had spent considerable time after buying an apartment with
her husband Yuriy Tarnawsky in Santader. It is a well-known fact that both she and
Tarnawsky have become fluent in Spanish, yet she has never been tempted (unlike her
husband) to embark on writing poetry also in Spanish. What | am trying to convey here is
that choosing Ukrainian for poetic expression was for Warren more than just showing her
proficiency in a given language. She has developed a deep bond with the Ukrainian
language and its people that goes well beyond a mere language acquisition. Here we have
a situation in which an American lives in Spain, speaks Spanish but continues writing
poetry in Ukrainian.?® This choice, | contend, involves ethical considerations and
corresponds to what Levinas coins as «responsibility for the Other.»

Warren’s poetry evinces the sense of personal responsibility for the plight of all
downtrodden and marginalized. For example, in Pink Cities, which by and large describes
the beauty of Spanish cities, their mood and character, there is a poem titled «San Juan
de la Pefia» which reads like a duma, one of the genres belonging to the Ukrainian oral
tradition depicting Cossacks’captivity and struggles with the Tatars and the Ottoman
Empire.?* However, as much as Warren wants to fully identify with the Other through
his/her language, culture and history, she still insists on preserving her alterity, hence her
identity is rooted in the otherness. The motif of foreignness continues in this volume as
well:

Hapewmi s npuixana 0o micma, 8 siKiM Hapooursacs,
X0Y y HiM 5 YyxKuHka. (1969, p. 18)

At last I’ve arrived in the city, in which | was born,
even though I'm a foreigner here.

This seeming contradiction between what happened in the past (being born in a certain
place makes that place a hometown) and the present (being a foreigner implies being
there for the first time) is neutralized if one makes the condition of time irrelevant. Once

9In the original: «Moi crioBa € ManboBHWYI, Ta HenpasauBi» (1960, p. 31).

%% In her short memoir «A Tragedy of Bees» she actually mentions writing a novel in Spain, but is not very
specific about it: «In Spain | had actually began writing a novel whose characters wrestled with homosexuality;
this book was kept in the bottom drawer, so my spouse didn’t see it» (p. 20).

21 Kylyna and Tarnawsky actually worked on the first English translation of dumas. Clearly this work had
some impact on her own poetry. This translation project resulted in the publication of Ukrainian Dumy,
published jointly by the Canadian Institute of Ukrainian Studies and Harvard Ukrainian Research Institute in
1979.
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linearity of time is rejected events do not have to necessarily adhere to chronology. And
this is the case throughout Warren’s Ukrainian oeuvre. The poet deliberately undermines
the prerequisites of time, moving freely from the present to the past and on to the future,
thus denying the logic of temporality. The poem from her second book Legends and
Dreams illustrates these shifts quite well:

Mixx cmonimmsamMmu

A monodwa 8id MosioKa,

cmapuia 8i0 KaMeHs.

A myOpiwa 8id epuba,

OdypHiwa e8i0 800u.

Cimcom Ka30kK s 3Haro,

i ciMmcom we He 4yna.

A1 HanieHapodurnacs,

i mex Hanigymepna.

A Llesaps 3Hana dobpe,
rnosHatomsirocs 3 Ljesapem 3asmpa.
A 8inbHa 8i0 yacy,

51— 10J/IOHEHa 200UHU.

['oeopimb 0o meHe 84opa,
2080piMmb PO MEHE CbO200HI.

51 HarnegHo He icHy!,

60 3abazamo Oymaro. (1964, p. 30)

Between Centuries

| am younger than milk,

older than a stone.

I’'m wiser than mushroom,

sillier than water.

I know seven hundred fairytales,
and seven hundred more haven’t heard yet.
I’'m half-born

and also half-dead.

| knew Cesar well,

| will meet Cesar tomorrow.

| am free of time,

I’m an hour’s captive.

Talk to me yesterday,

talk about me today.

| certainly do not exist

because | think too much.

Questioning the pillars of the metaphysical discourse, as evident in the above poem, is
guite in line with Levinas’s propositions in which ontology, the philosophy of Being, is
replaced by the ethical relationship. Ethics, he says, «does not supplement a preceding
existential base; the very node of the subjective is knotted in ethics understood as
responsibility» (1985, p. 95). And responsibility is, as | have tried to indicate all along, at
the center of Warren’s alterity rooted in the language of the Other. Interestingly enough,
there is also a remarkable correspondence between Warren’s poetic musings on time and
what Levinas has to offer on the subject:
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Relationship with the future, the presence of the future in the present, seems all
the same accomplished in the face-to-face with the Other. The situation of the face-to-
face would be the very accomplishment of time; the encroachment of the present on
the future is not the feat of the subject alone, but the intersubjective relationship.
The condition of time lies in the relationship between humans, or in history. (1989,
p. 45)

The dialogic relationship with the Self to which | alluded earlier and which stands for
an internal dialogue between Warren and Kylyna, i.e. two different linguistic personae of
the same individual, first and foremost foregrounds alterity. The poet makes a conscious
effort to preserve her ‘foreignness’ in the adopted language and rejects the calls for hiring
an editor to help her achieve a more standard version of the Ukrainian language, as some
critics suggested.?? The dialogic relation with the Other, on the other hand, is grounded in
responsibility and is ethical in its provenance. Kylyna exudes a deep, though implicit,
conviction that her involvement in Ukrainian letters will not be forgotten, even though she
herself does not expect immediate returns. The ending of the poem «Opys maina» [ Estate
Description ] sums up this beautifully:

Omxe 5 3peknacs nam’ssmku U Ha4uHHs,
Haeimb epebeHis i 03epkarl,

i nepeHowycsi 3 6yOUHKY 00 6yOUHKY,

3 micma 0o micma, HadiloYuCk Ha KiMHamy,

O0e mMoxHa b6yrno 6 xxumu rpocmo, 6e3 mebriig —
ckasamu 6, ackemu4yHe Xummsi.

Ta mi, komy 51 dogipursia Moi MOKUHymi pedi,
HiKosIu MeHe He 3abydymsb. (1964, p. 33)

So I’ve given up memorabilia and flatware,

even combs and mirrors,

and move from building to building,

from one town to another hoping for a room

where | could live a simple life, without furniture —

an ascetic life so to say.

But those in whose care | left my abandoned belongings
will never forget me.

This study humbly testifies to that assertion.

22 |hor Kostets’kyi was the most vocal in this respect. See his review of Kylyna’s first collection Trahediia
dzhmeliv (p. 113).
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