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FROM THE EDITOR:

The present collection of papers written in both English and Ukrainian
on various aspects of Ivan Franko’s life and work is but a modest monument
to one of the leading literary figures of the Slavic world. It is the fourth
volume of the Shevchenko Scientific Society’s Memoirs series to be
dedicated to Ivan Franko.* The volume comprises some of the papers
delivered at two scholarly conferences held in honor of Franko in New
York, on November 9, 1976 and June 6, 1977 respectively, and sponsored
jointly by the Shevchenko Scientific Society and the Alumni Association of
the Ukrainian Free University, Germany. The scope of the collection was
enlarged by additional papers solicited from various scholars.

With the passage of time, it becomes more and more apparent, that the
work of Ivan Franko is destined to endure, thus ensuring its author a
prominent place not just in Ukrainian literature, but in world literature as a
whole. This is particularly made manifest by the ongoing publication of his
collected works, such as the fifty volume edition which is currently being
published in Ukraine (See Ivan Franko. Zibrannya tvoriv u pyadesyaty
tomakh [Collected Works in Fifty Volumes], Kiev, 1976 ff), and the
continual translation of Franko’s works into various foreign languages. An
example of the latter is the publication of Roman Tatchyn’s translation of
Franko’s long narrative poem Panski zharty (See Ivan Franko. The
Master’s Jests, Shevchenko Scientific Society. Ukrainian Studies, Vol. 37,
1979), and the translation of Franko’s Ivan Vyshensky by Roman Tatchyn,
which has been included in this collection.

The contents of our collection reflect, to a degree at least, the multi-
faceted work of Ivan Franko. Following Wasyl Lev’s Ukrainian Intro-
duction, Wasyl Jaszczun analyzes the effect of Franko’s world view on his
aesthetic principles, and while dealing with the problem, he also takes to
task various Soviet Franko scholars for their distorted and tendentious ap-
praisals of Franko’s Weltanschauung. Jaszczun’s article is followed by
Bohdan Romanenchuk’s study written in Ukrainian, which focuses on the li-

* The other volumes are: CLXVI (1957), CLXXXII (1967), and CLXXXIV (1968).
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terary and personal relations between Ivan Franko and Lesya Ukrainka.
Through a careful and detailed analysis of this rather controversial page of
Ukrainian literary history. Romanenchuk shed much light on the problem
and places the relationship between the two leading Ukrainian literary
figures into a proper historical perspective. In his article “Franko’s
Dramatic Works: A Reappraisal,” Leonid Rudnytzky tries to come to terms
with Franko's dramaturgy and argues convincingly that the poet’s efforts in
this genre can be viewed as an attempt “to create a national repertory for a
national Ukrainian theater.”

The next three papers (all in English) deal with three major areas of
Franko's work: Wolodymyr T. Zyla examines Franko’s influences on the
study of Slavic folklore, Valentina Kompaniec-Barsom comments on
Franko’s prose, and Dan B. Chopyk analyses the rhythmic structures of
Franko’s early poetry.

With the exception of V. Kompaniec-Barsom’s second effort, an
analysis of Franko’s narrative poem “The Death of Cain,” the next section
of our collection accentuates the role of language in Franko’s works. Vasyl
Verhan in his essay deals with Franko’s journalistic writings; he discusses
the poet’s views on the written word and analyses his contribution to the
growth and development of the Ukrainian journalistic tradition. Vasyl Lev
in his study examines West Ukrainian linguistic features in Franko’s early
works and lists and defines various lexical forms which characterize young
Franko’s poetry; Sophia Rabiy-Karpynska's work offers both samples and
analysis of the dialects spoken in the area of Drohobych, i.e., Franko’s
native region, while Anna Vlasenko-Bojcun discusses Franko’s contribution
to onomastics.

Our volume concludes with an article by Jaroslav Padoch on the
history of Franko’s popularity among Ukrainian Fraternal Associations in
America and a brief article by Mykhailo Loza on Franko’s studies at the
University of Vienna and his relationship with the famous Slavic scholar
Vatroslav Jagic. Appended to this note is a section entitled “Documents of
Franko’s Doctoral Studies” containing his roster at the University of
Vienna, his curriculum vitae in both German and Ukrainian, and other
pprtinent documents. At this point, it is indeed a pleasure to express my
sincere gratitude to Professor Wasyl Lev for his help and encourage-
ment and my warm appreciation to Leonid Rudnytzky whose Franko
expertise made the task of editing this collection less onerous.
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BCTYITHE CJIOBO

B cTogBanuATUM'ATHIIITHI POKOBUHM 3 OHA HapOMKEHHs 1 WiCcTaecAT-
n’aTi 3 nHa cMmeptu IBaHa PpaHka OyasaTbecs pi3HI OyMKM H peduiexcii,
CcnpsMOBaHi Ha NMTaHHsA, fAK BIUAHOBYKOTb HOro ChOroJHI Ha PIOHMX
3eMJIAX | AK BILIAHOBYEMO MM B BUIBHOMY CBIiTi, po3cCisHi Maiide no Bcix
KOHTHHEHTaX, BiJibHI Bifl 3ropd HaKMHEHMX OVPEKTHUB i Haka3iB “napTii i
ypany”. TyT Ha BiIbHMX 3eMJAX (Ha 4YyXHWHi), iAyuyd 3a BHYTPILLIHIM
HaKa3zoM — MaeMo AocimkyBaTH PpaHKOBY TBOpPYICTh MpaBOMBO i
00’€EKTHBHO.

llle npuranyetbcss PpaHKOBi CBATKYBaHHS Ha piOHUX 3eMIAX, Y
JIbBOBi Mix nBoma BililHamu, nig 4Yac [lpyroi cBiToBOi BiiiHM mia
OonblLIEBHLUBKUM peXxuMoM, nepeayciM y JIbBoBi Ta KueBi, xonu ToO
®dpaHkoBi npunucysasiocs igei peBotolii, couisanizmy, Maiixke KOMyHi3My
il aTeizmy, akuil nigTBepmKxeHo Bipwiem ®dpaHka 3HaiineHUM 3apa3 nicns
I1. c. Biiinu B apxiBi PpaHka konuwHbOi 6i6miorexkn HTL, n. 3. "Ilani B
anboom”. Ta B. [lopolleHko .BMKa3aB, 110 Le OoJiblleBULbKI ariraTopu
cnpenapyBanyu Leil Bipll AJis nmponaraHmu.

B 1940 p. tonmiwmniit ¢inisn AH YVPCP y JIbBoBi 3annsHyBaB 50-
TUTOMOBE BHUIAHHA TBOpiB PpaHka, Hald SKUM NpaltoBajid iHTEHCUBHO
HayKkoBi poOITHMKM Bianisly JliTepaTypo3HaBCcTBa Mig MpoBoaoM akand. M.
Bo3usika. Llbomy nepewkogus BuOyx II. cBiToBoi BifiHM, cnMHMBLUM Lie
BunaHHsa. [licna BiiHM BupmaHo 20 TomiB PpaHKOBHX TBOpiB i3
3annsiHoBaHKMX 50. 3rogoM mosiBWJIOCH Kijibka OOOaTKOBMX TOMiB. Xou Le
BUIAaHHA OOCUTb abaiiniuBe, TO He MOMIileHO B HbOMY Bcix PpaHkisH
NOBHICTIO, fAK Hanp., nuctyBaHHs PpaHka 3 [paromaHoBum. Takox
YHCJIEHHI cTaTTi il po3Biaku npo PpaHka oaHoGiuHI, sk I. PomaH4eHka npo
"MwibHy” iHTepnpetauito TBopiB llleByeHka PpaHkom.

IMicns BifiHM ykpaiHCbKi HayKOBLi i Aif4i KyJIbTypH, 1O ONMHUIIMCA Ha
THMYacoBiil emirpauii B 3axiaHiii EBponi, a3romom 3a okeaHamu, noyanu
npoaoBXyBaTH npaLto Haj TBopuicTio ®PpaHka. B 50-ux pp. Hroofopcbke
BuaaBHULUTBO "KHurocninka” sugano 20 tomiB PpaHKOBUX TBOpiB Ha
ocHoBi TBopiB PpaHka, BUAAHUX KHEBO-XapKiBCbKUM Pyx™ i
"KHurocninka” Ta nOsACHEHHAMH, NepeApyKOBaHHUMM 3 [OBOX Ha3BaHHX
BUOaBHULTB. BupaHHa noBHoBapricHe. Tenep nosBnseThcs B Kuesi 50-
TUTOMOBE BuAaHHA TBOpiB PpaHka.
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B pp. 1946-47 B BMAAaBaHOMY MiCAYHMKY JIiTEpATYpH MHCTEUTBA i
Hayku nig pegakuiero Teomopa Kypnitu “PinHe CnoBo”, MioHxeH-
Kapsbcdenba, 6-uit 30mnT npucssiyero 30-piuuro cmepTu IBana ®Ppanka.
Tyt onybnikoBaHo neski noesii mpucBsueHi Moe€ToBi, craTTi mpo Horo
KHTTs i TBOPYICTb Ta MPO B3aEMUHHU 3 pi3HUMHU AisuamH KyabTypH. Lle
cTaTTi Jrojel, wo 3Hanu PpaHka ocobucto, sk a-p Crenan Bapan, a-p
Jles I'ankeBnu, a-p Ocran I'puuaii, o-p Onecy babiii.

B 1956 p. Hawi HaykoBi # rpomanacbki YCTaHOBM Big3HauMH
cTopiuus 3 MOHS Hapo/keHHs paHKa, HayKOBUMH KoH(pepeHuismu,
CBATOYHMMM CXOAHHaMH i XYpPHalbHMMH CTaTTAMHM Ta HayKOBHMH
36ipuukamMu. 3raayro Tineku npo Bumanus HTII B 3CA, wo Bupano 2
ToMM OKpemo i TpETiil cninbHo 3 “CBO60MOIO™ CTaTTEd MPHUCBAYEHHX
KUTTIO | TBOpUOCTi BenuKoro KaMenspa, HanucaHUX Ha OCHOBi apXiBHHX i
JpyKoBaHHX Mpalib Mpo dpanka. Xou aBTOpH BiguyBaloTh 6“pa|< apxiBHUX
Jokepen Ta NepLIMX [PYKiB MNoeTa, BOHH BMKOHa/lM CBOI 3aBAaHHs 3
BEJIMKOIO YBaroio 10 TBOpuocTH PpaHka i NpaBAMBO, HE Mid AUPEKTHBAMU
yy HakazaMu. Ha piZHUX 3eMNIIX BUKODUCTOBYEThCS apXiBHi MaTepisiiu
npo ®paHka i ny6nikyeTbcs ix mnig BiAMOBIAHMM acnekToM Ta
iHcTpykuismu. Xiba npaui akan. M. Bo3Hska Ta we OeKoro HanucaHi 3
noBHow 06’ckTHBHicTIO. TaM HaykoBUi # ny6aiUMCTH BUILYKYIOTb i
onpaiupoByOTh Npobnaemu, noTpibHi ana ined 6oablueBHLbKOI HayKH.
Tomy npaui npo ®dpaHka, APYKOBaHi y BinbHOMY CBiTi BU3HA4alOThCA
cnpaBxHbOl 06’ekTHBHIicTIO. Cepen npaubs npo dpaHka Mosa paMamu
HTI BH3HaualOThCsA BEIMKOK HaAyKOBOKO BapTicTiO IBi mpaui A-pa Jlyku
Jlyuesa npo ®paHka.

3 npuBony 120-piyus 3 [OHsA HapomkeHHs i1 60-pius 3 OHA CMepTH
®panka Haykose TosapuctBo iM. llleBuenka y 3CA Ta [eneratypa
(IMpodecypa) Vkpaiucbkoro BinbHoro YHiBepcuTeTy i HOro anOMHH
BialUTyBanu HaykoBi koHgepenuii 9.XI. 1976 i 6.VI. 1977 p. 3 18
OMOBIAAMH, LIO BiAHOCHNIHCA CriellisibHO 10 PpaHKisiHM, a TAKOXK i CTATTI
3 Bu6paHUMHK ykpaiHo3HaBuMMHM npobnemamu. Lli came ctaTTi i geski
iHWi ApykyeMo B upomy ToMi 3anucox HTII.

CniBnpaus HaykoBoro TosapuctBa iM. llleBuenka 3 YKpaiHCbKHM
BinbHUM  VHiBepcuteToM 3acBimuye oGoninbHY OiF0 LMX 0BHABOX
HaykOBO-N€JaroriyHWX YCTaHOB 3 METOK cKa3aTH npaBay npo IsaHa
®paHKa fIK NoeTa i MUCLMEHHMKAa Ta BYEHOTO CBITOBOrO MaiuTaby i
Cnonynspusypaty Horo cepel aHrJIOMOBHOrO CBiTy B AMepHLi.
llpodecopu YBY ta unenn HTLI, wo NpaLioTh B aMepHKaHCbKHX
BHCOKHX IIKonax, BnaluTyBasM TaKoX Y CBOIX 3aBENECHHAX KOHdepeHLii 3
HaykOBUMH nonoBinamu aHrnilicbkoro MOBoo npo dpaHka, a JesKi TaKoxk
! BUCTABKH B CBOiX LUKONaX NMPO XHUTTA i TBOPYICTb HALLIOTO BEAETHS AyXa.
Tax ®panko craethes BnacicTio Beboro HayKOBOrO CBITY.

Bacuav Jlee
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WASYL JASZCZUN

THE EFFECT OF IVAN FRANKO’S WORLD
VIEW ON HIS AESTHETIC PRINCIPLES!

Soviet investigators of Ivan Franko’s literary works assert that the
aesthetics in these is materialistic; that it could not be otherwise, because it
followed from Franko’s materialistic world-view. Wherever they find it
suitable, they confuse the notion of the world-view in its proper meaning
with the notion of aesthetics, or take out of context certain phrases and
word-combinations and attempt to adjust them to their a priori assertions.
This has been done, for instance, by O.G. Bilous,2 M. Klymas’;> M.N.
Parxomenko,* 1. DoroSenko, I. Stebun® and others.

Here are quotations from Franko’s verses on which Bilous based his
statements:

“And spirit? This is just a sparkle,

A small fire, motion of the nerves!

If the brain falls apart, then this fire
Will be extinguished, the spirit will die.™

For Franko, Bilous says, only matter-nature is eternal. He quotes Franko’s
lines:

“The soul is eternal! It shall live forever!
That is a terrible though, wild imagination.™

1. In this paper the scientific transliteration of Cyrillic is used.

2. O.H. Bilous, Svitohljad Ivana Franka, Kyjiv, 1956.

3. M. Klymas’, Svitohljad Ivana Franka, Kyjiv, 1959.

4. M.N. Parxomenko, Estetideskie vzgljady Ivana Franko, Moscow, 1966.

5. 1. Dorosenko, Ivan Franko — literaturnyj krytyk, L'viv, 1966.

6. 1. Stebun, Pytannja realizmu v estetyci Ivana Franka, Kyjiv, 1958.

7. O.H. Bilous, ..., p. 24 (Tvory v dvadcjaty tomax, t. X, s. 33). Henceforth only the number
of the volume and of the page of this source in parenthesis will be indicated. The item listed in

parenthesis indicates the original source quoted by the author whose name is listed before the
parenthesis.

8. Ibid.



According to Bilous, “Franko was an atheist, irreconcilable to religion,
mysticism, superstitions, clergymen and the machinations of the Vatican;™
that he “believed in materialistic monism,” that is, he believed that “the
universe and man are grounded not on two different bases — spirit and
matter —, but only on one , namely, on a material basis.”? By these and
similar phrases the Soviet authors usually distort Franko’s world-view.

They try to support their statements by the knowledge that Franko
was familiar with Marxism, that he even translated the twenty-fourth
chapter of Marx’s Das Kapital, that he not only participated in the social-
istic movement in Galicia, but also was its leader; that he considered revo-
lution as the only solution to painful social-political conflicts and that he
incited the lower classes to active revolution. All this, they say, derived
from the poet’s materialistic world-view. So his literary works, as an
expression of this world-view, and of harsh economic and social-political
problems, had to be manifested in materialistic aesthetics. In other words,
they claim Franko was a materialist in the basic philosophical sense of the
term and his literary aesthetics is materialistic. Into this rigid frame they try
to sqeeze Franko, the great poet, writer and thinker.

However, such claims are tendentious. Franko’s basic world-view was
idealistic. This idealistic basis was developed in his personality by his
mother during his childhood and boyhood, by his education and upbring-
ing, and by the church and through biblical literature. With this basis in
his nature he entered the University of L'viv,where he believed that the seed
of the ideal world existed in the human being at the moment of birth, and
that this seed was “the divine spark.” In his verse BoZes’kist’ ljuds’koho
duxa (Human Spirit Is God-like) Franko said: “Our spirit born from yours,
tied with you for good, is a lasting fire forever: spirit’s creative power and
love.™!!

In time, Franko familiarized himself with socialistic slogans. Draho-
manov’s appeal to the youth to work for the Ukrainian people, who were
living in miserable economic and social-political conditions, stimulated the
young poet to such work. Concepts of humane socialism seemed to him
most suitable for the realization of Drahomanov’s appeal at that time, and
he began to put these concepts into effect. In so doing he encountered
strong opposition from foreigners and from some leaders of his own
people who did not wish to admit the poor living conditions of their people
and did not try to help them. In this passionate and intense struggle,
Franko subjected himself to some influence of rationalism. As a result,

9. Ibid.
10. Ibid., p. 23; also: Parxomenko, ..., p. 87 (Svit, 1882, No. 4-5, p. 303).

11. Nicholas Wacyk, Ivan Franko: His Thoughts and Struggles, New York, 1975, p. 20
(Druh, 1875).
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questions sometimes disturbed him about matter and spirit, about immor-
tality of the human soul, etc., as they often occur to gifted.individuals who
seek the truth. This meditation was expressed by Franko in the lines
quoted above. However, these were only sporadic doubts at certain
moments in the poet’s life. The idealistic basis of his world-view, though
tested by materialistic-rationalistic experimentation, was never destroyed.
Even in that period one can find often in his works the word “soul” used in
its proper meaning. In one of his narratives about prisoners’ lives, while
comparing the lowest strata of society with the lowest parts of the sea,
Franko speaks of the supernatural power as a source of life: “It probably is
hard and melancholy for thosé¢ lower depths of water to be just slightly
visible and to stiffen endlessly on the dead bottom in the terrible darkness,
under unparalleled pressure, among dead bodies only. It is hard and sad
for them, especially when the eternal indestructible power resounds in them;
power, which is hidden in them, and without which no atom exists in
nature. The living indestructible power inside, and darkness all
around.™...”?

In time, toward the end of the 80’s and in the 90’s, Franko shook off
much of his rationalistic-materialistic influences, and the elements of his
idealistic world-view began to become more apparent, particularly when
his creative mind turned from the burning questions of the life of his
suppressed and neglected people. In his poem Smert’ Kajina (The Death of
Cain, 1899), based on the biblical account, Franko glorified love and
feeling as a source of life, whose creator is God: “Feeling and love! We
have them in us! Their almighty seed lives in everybody’s heart. One has
just to cherish it and cultivate it, and it will flourish! That means, the
source of life is in us, and there is no need of hunting for a paradise to seek
it there. O my God! Can it really be! Have you not just jested as a father
jokes with children, when expelling us from paradise, you nevertheless put
that paradise in our hearts to accompany us on out journey!”

Besides the physiological functions of our brain neurons, Franko
supported the existence of the synthetic sense, which he identified with the
notion of the soul. In his thesis “Iz sekretiv poety¢noji tvoréosty” (From
the Secrets of Poetic Creativity) he writes: “Our organism is not a receptive
apparatus only. In addition to senses supplying us with the impressions of
the external world, we possess organs of inner activity not quite dependent
on sense impulses, though indissolubly connected with the nature of our
organism. The collective name of all these manifestations of the inner
organs is “the soul.” We distinguish several main manifestations of spiri-
tual life: memory... conscience... feeling... imagination... will...”™3

12. Oleksander Hruevs'kyj, “Ivan Franko™ in Literaturno-naukovyj visnyk (=LNV),
XXXIX (1907), p. 32.
13. M. Klymas’, ..., p. 198.



It is possible that here Franko was influenced to some extent by
Wilhelm M. Wundt’s book Grundziige der physiologischen Psychologie.
This work, whose author was professor of philosophy at the University of
Leipzig, must have been the authoritative university textbook at that time
if one takes into consideration the fact that it appeared in five editions
within nine years, that is, 1893-1902. In the introductory section of this
book, “The Problem of Physiological Psychology,” Wundt was opposed to
materialistic pseudo-science in the field of phychology and interpreted the
essence and correlation of the soul and spirit: “The assertion that mental
life lacks all causal connection, and that the real and primary object of
psychology is therefore not the mental life itself but the physical substrata
of that life, — this assertion stands self-condemned. The effects of such
teaching upon psychology cannot be but detrimental... Hence the gravest
danger that besets science today comes not from the speculative and empi-
rical dogmas of the older schools, but rather from this materialistic
pseudo-science. Antipsychological tendencies can hardly find clearer
expression than in the statement that the psychological interpretation of
mental life has no relation whatever to the mental life itself, as manifested
in history and in society.”* “Consciousness always and everywhere points
to internal experience as a special source of knowledge.” “The concept of
‘soul’ covers the whole field of internal experience.™$ “Mind (=Seele) is the
subject of the inner experience as conditioned by its connection with an
external existence; spirit (=Geist) is the same subject without reference to
such connection.”™ No matter what correlation exists between ‘the soul’
and ‘the spirit’, they supplement one another and comprise a synthesis of
the psychological whole of the human being and establish their primacy in
relationship to matter. Franko believed in this primacy throughout his life.
Only during the poet’s experimentation with socialistic ideas was this belief
suppressed by his rationalistic-materialistic evaluation of “the burning
problems of the day” of his people and by his desire to solve these
problems.

Franko’s belief in this primacy was reflected in his masterpiece Mojsej
(Moses, 1905), the conception of which dates from as early as the end of
the 90’s. In it, Franko appeared as a romanticist, not a rationalist-material-
ist. Analyzing this peom, S. Hajevs’kyj said that Franko “through the
thickets and jungle of the spiritual quest came to Christ...”!” “...repelled the

14. Wilhelm Max Wundt, Grundziige der physiologischen Psychologie, 5 ed., Leipzig, 1902.
Translated by Edward Bradford Titchener, Principles of Physiological Psychology, v. 1, London-
New York, 1910, pp. 10-11,

15. Ibid., p. 17.

16. Ibid, p. 21.

17. S.Hajevs’kyj, Frankiv “Mojsej”, UVAN, 1948, p. 11.



evil spirit of scepticism and became reconciled with God; the darkness
disappeared, the good overcame the evil, the materialistic world-view gave
place to the ideally pure and high understanding of existence.”® To
Hajevs'kyj’s formulation one correction should be made, namely, not “the
materialistic world-view gave place...”, but “materialistic /ayers on Franko’s
idealistic world-view gave place...”, because, as has been said, the basis of
the poet’s world view was idealistic.

In writing about his poem Moses, Franko said that in it “the sharpening
of the conflict between the prophet and the people is shown; the sharpening
which led to the total break and, in further development of the action by the
series of temptations and revelations, to a direct contact and union of the
human being with the highest being, Jehova.™® In the same poem Franko
warned the young generation:

“He who will gain all treasures of the earth

And will grow fond of them more than of anything else,
Will become a slave of these treasures,

Will lose treasures of his spirit.”

The poet seems to hear God’s words directed to the real champions of the
priority of spiritual values:

“He who will feed you on bread,
With bread shall go to dung,
But he who will feed your spirit,
Will fuse himself with me.”

Thus, Franko was not an atheist, a man with a materialistic world-view.
He believed in a supernatural power and in the primacy of the spirit over
matter. The foundation of the idealistic world-view laid in his soul in his
youth was carried by him to the grave.?0

In order to support their description of Franko as a materialist and anti-

[

18. Ibid, p. 14.

19. Jurij Shevelov, Ivan Franko. Mojsej. Poza meZi moZlyvoho, New York, 1968, p. 7.

20. As for Franko’s religiousness, one should distinguish its two aspects: inner religious,
which is belief in supernatural power, God, with recognition of primacy of the spirit over the
matter; and external religious, that is, belonging to a church organization and carrying out prac-
tices imposed by the church. Regarding the first aspect, we should say that Franko was a religious
man as has been proven above. Concerning the second aspect, Franko was not religious because
he believed that clergy got along with the suppressors of his people. It comes out of his words
about Ivan VySenskyj: “He (Vy$ens'kyj) grieved at the fact that those bishops treated their
subjects of one faith, orthodox or greek-catholics, in the same way as Polish noblemen did and in
the same way exploited them and held them in distress. And he was the first one in our country
who sharply and bravely raised his voice in the defense of those working people and showed to the
noblemen and bishops that the peasant was their brother, and not a plain working beast, that he
rejoiced and suffered as a man and wanted to live like a man.” (XVI, 425. According to I. Doro-

S



idealist and, along with this, as a materialistic aesthetician, the Soviet
publicists and critics refer to his socialistic views. Yet they themselves admit,
though reluctantly, that Franko’s socialism never reached the level character-
istic of the doctrine of Marx and Engels and that this “deficiency” was caused
by West-European revisionistic theories, such as those of La Salle,?! Bebel,??
and others.?3 These theories, they say, had influence on Franko.

One cannot deny that these theories influenced Franko’s social-political
views, for he himself spoke of them as being “worthy of attention” in his
article “Socijalizm i socijal-demokratyzm™ (Socialism and Social-Democrat-
ism, 1897),2¢ and he never became Marxist. Yet he never became a Marxian
doctrinaire not because he could not grasp the depth of Marxian ideology, as
the Soviet investigators will have it, but because Franko grasped the depth of
dialectal-materialism very well, and understood and visualized its results. He
knew that the proletarian revolution and the dictatorship of the proletariat
would deprive the individual of the possibility of the development of his intel-
lectual and spiritual resources, would create an artificial exploitive state
machine in which the individual would function only as a small automatic
wheel, a powerless object and not as a free subject and object. In his article
“Do istoriji socijalisty¢noho ruxu” (On the History of the Socialistic Move-
ment) he said: “The program of state socialism has too often an odor of state

Senko, Ivan Franko — literaturnyj krytyk, p. 124) Along with this, Franko glorified Vy$ens’kyj,
the eminent ascetic and polemicist.

In many of his articles Franko also favorably spoke of the priest and poet Markijan Saske-
vy¢, e.g., “The spirit of Saskevy&’s poetry was new, fresh and original: new was its individual,
subjective character, which enables us in each of his works, in each verse to see the poet’s persona-
lity, his sympathetic nature and sincere heart.” (XVII, 227. According to I. Dorosenko, ..., p.
116.) The priest in Franko’s poem Pans’ki Zarty (The Nobleman’s Jokes) was presented favorably
and with sympathy.

21. La Salle was an enemy of Marxism. He was against revolution and the class war of the
German people, understood the state as above class, a political-national organization in which
there would be a general suffrage and possibilities for the organization of industrial associations.
He was against the participation of the German workers in the political struggle of the European
proletariat.

22. Bebel could also have had some influence on Franko by his opinion that the state should
be an above-class national organization. Franko himself indicated that he was influenced by
these two theoreticians in his article “Jak se stalosja” (How It Happened. According to M.
Klymas’, ..., p. 70).

23. Franko was also familiar with Fabian socialism in England, French social-federalism
and German revisionism. Fabian socialism was against class war, proletarian revolution and
dictatorship of the proletariat and was in favor of the evolutionary rooting of capitalism into
socialism. (Ivan Franko’s translation of George Bernard Shaw’s article in Zytje i slovo, 1897.
According to M. Klymas’, ..., p. 70). The French socialists-federalists negated dialectic-material-
ism, rejected Marxian ideology about the concentration of capital, about the state, etc. Views of
the German revisionists also differed from those of Marxists.

24. M. Klymas’, ..., p. 72.



despotism and uniformity, which, if it were in fact put into practice, would
become a great hindrance to progress or a source of a new revolution.™?

Thus, though for some period of time in his life Franko was attracted by
socialistic ideas, thinking that at that specific time they might have served his
people better than any other ideas, he was against what is essential in
Marxism. He was against the proletarian revolution and the establishment of
the dictatorship of the proletariat. He was against inflaming hatred among
the classes, against a class war, against sapping the roots of the life of the
national organism. His socialism was identical with his endeavors to remove
the economic, social, political and national injustices of his people so as to
secure for them freedom and liberty and to extend freedom and liberty to all
mankind without violance and bloody revolution. He was a democratic
reformist, more a constructive evolutionist than a revolutionist, as was stated
correctly by Leonid Rudnytzky.26

*

In pursuing these ideals, Franko chose the road of realism in his literary
creativity after a period of leaning toward romanticism. Yet one does find
manifestations of the poet’s basic idealistic world-view with materialistic
layers on it, thicker or thinner, depending on the subject involved. And in
speaking of the subject that is the topic of Franko’s literary works and
articles, one must refer to the economic, social and political life of the
Ukrainian people at that time. Though serfdom was officially abolished on
Franko’s land, that is, in Galicia in 1848, the miserable conditions of the
peasants’ and the industrial workers’ life did not change. The new exploiters,
oil industrialists, started buying up peasants’ land, woods, cattle, etc., because
of the peasants’ backwardness and imprudence. Economic poverty, spiritual
obscurity and lack of education enveloped the villages. These conditions of
life were also reflected in the external appearances of the villages. In Franko’s
narrative Perexresni steZky (Cross-Roads) one reads: “Villages are poor, grey,
with ugly willows by the road. Orchards spring around, marshy community
pastures, ragged edges of thatched roofs, crumbling fences here and there.”
Having become landless, many peasants moved to the towns to work in
industry. There their situation became even worse: unusually hard and
unsanitary work conditions, poor pay, bad food, drunkenness, illnesses, no
social security, no insurance whatsoever. The sad and depressing life of
prisoners received Franko’s close attention too, e.g., in the narrative Na dni
(At the Bottom), Do svitla (To the Light).

In portraying such life of peasants, industrial workers and prisoners in
his narratives and verses, Franko put aesthetic aspects of this portrayal on the

25. Nicholas Wacyk, ..., p. 73 (LNV, 1904, p. 151).
26. Leonid Rudnytzky, Ivan Franko i nimec’ka literatura, Miinchen, 1974, p. 202.



second level and concentrated on the content of the reality of its depiction.
These are found in narratives such as Dva pryjateli (Two Friends), LesySyna
&eljad’ (The LesySyn Family), Sam sobi vynen (It Was His Own Fault), Lisy i
pasovys’ka (Woods and Pastures), Dobryj zarobok (Good Earning), Na roboti
(At Work), Ripnyk (The Oil-Worker), Vuhljar (The Charcoal-Burner),
Navernenyj hrisnyk (The Confessed Sinner), Boa constrictor and others. These
works, most of them of the 80’s, were motivated by “the need of the day”and
their aesthetics is utilitarian. Also, utilitarian aesthetics characterizes
Franko’s works of the 90’s, such as Zvirjaclyj bjudZet (The Animal Budget),
Svyns’ka konstytucija (The Swine Constitution), Kazka pro dobrobut (A Tale
about Prosperity), Istorija koZuxa (History of the Sheepskin Coat), Perexresni
stezky (The Cross-Roads) and others. They represent Franko’s literary
reactions to the critical questions of his time.

Besides writing original narratives and verses of this kind, Franko, led by
the same motivation, made translations of German authors such as F. Frei-
ligrath, G. Herwegh, N. Lenau, J. Popper-Lynkeus and others. These works
were concerned mainly with social-didactic principles.?’

During that period of Franko’s attraction to socialistic concepts he did
not follow the slogans of “Art for Art’s Sake™ and “Beauty for Beauty’s Sake.”
According to Franko’s view of the purpose of literature, these slogans
allowed no room in an artistic work for the depiction of reality, both its
positive and negative sides. In his opinion, literature should primarily serve
the people by raising them to a higher educational, cultural and social-
political level, by making them aware of their social situation, by evoking
their feeling of human dignity and human rights, by inspiring them to struggle
for such dignity and rights.

Franko’s first comments on literature and aesthetics are found in his
article “Literaturni pys’'ma” (The Literary Writings) published in Druh:
“Criticism which treats science only ‘for the sake of science’ as well as criticism
which considers art and its ideals as its highest goal — this now yields to social
criticism in which life and its conditions present the highest goal of art and
science.”?8

In his article “Literatura, jiji zavdannja i najvaZni$i cixy™ (Literature, Its
Task and Most Important Features) Franko said: “Literature and life ought
to be closely connected.™ “Literature of a certain time should be a picture of
life, work, talks and thoughts of that time.’30 “It should reveal the very roots
of good and evil in the existing order and produce among the intelligentsia
people who would be ready to do everything in their power to support the

27. Ibid., p. 198.

28. I. Dorosenko, ..., p. 16 (Druh, 1876, No. 19, p. 302).
29. M.N. Parxomenko, ..., p. 88.

30. Ibid., p. 89.



good aspects of life and remove the bad ones, — subsequently to bringing the
intelligentsia closer to the people and support the striving for and serving of
the people’s interests. Without this cultural and progressive goal, literature
will become a worthless plaything of the intelligentsia, needed by no one,
serving no one’s good, and will be suitable, perhaps, only for the entertain-
ment of the wealthy after a good meal.™!

Since art, according to Franko, should serve the people’s needs, he
struggled for the proper theater too, which in his opinion, “should be aschool
of life.” “It should depict and analyze life’s phenomena, should arouse the
feeling that one phenomenon is good and the other is bad, should evoke in the
audience sound criticism.™2 Criticism ought to be thorough. Theater which
“subjects to public criticism only some unimportant shortcomings and leaves
out or covers up main, fundamental shortcomings of society, will never
become fully national, will not be a school of life or will be a bad school. 3

Nevertheless, Franko did not depreciate literary aesthetics as such even
during his experimentation with socialism. In his letter to Pavlyk (July 30,
1879) he wrote: “I do not intend to create masterpieces, do not care for a
perfect form etc., not because it is not a nice thing in itself, but because the
main thing for usnow is thought itself. The main task of the writer is to put in
the reader’s hand a book, to arouse his interest, to move him, to evoke
thought in his mind.™34

Thus applying the utilitarian approach to his literary works, Franko
expressed his positive opinion about literary aesthetics as such too, but he did
not consider it of primary importance. What was significant for him seemed
to be an ideational content presented in a realistic manner.

But, as has been said, the aesthetic aspect as such of literary creativity
was in the scope of Franko’s attention too. So, for instance, in his article
“Pol’s’kyj seljanyn v osvitlenni pol’s’koji literatury” Franko gave favorable
evaluation of Boleslaw Prus’ Forpost. In this novel attention was focused on
the leading images and characters, as well as on the writer’s artistic perfection.
Franko said: “But this artistic perfection, based on the bringing together of all
fractions and mixed numbers to the whole numbers, on the simplification of
all psychological problems, often unusually complicated, evokes some doubts
which can be expressed in the question: didn’t the author sacrifice too much of
the psychological and social aspect of the work for the sake of the achieve-
ment of artistic plasticity?35 Thus Franko required a balanced combination
of both sides in an artistic work, that is, artistic perfection and ideational

31. Ibid,, p. 125 (Soé. v 10 tomax (volumes); v. 9, p. 58).
32. Ibid., p. 126 (Narod, L'viv, 1892, No. 9, p. 124).

33. Ibid., p. 126.

34. Leonid Rudnytzky, ..., pp. 198-199 (XX, 79).

35. 1. Dorosenko, ..., p. 76 (XVIII, 155).



content, the latter being in most cases a social-psychological content.

Leaning toward the understanding of such a two-fold purpose of the
literary work, Franko made many translations of German classics: “Works
such as Das Hildebrandslied, Das Nibelungenlied, Goethe’s works and those of
other classical writers, in which ideational concept and aesthetic beauty are
harmoniously combined and which are everlasting documents of human
culture in general, were translated by Franko not only because of their
ideological-didactic or historic significance, but also because of their aesthetic
values.™¢ In general, it should be noted that West-European cultural trends,
particularly those of German poets and writers of the classic-romantic period,
such as Lessing, Herder, Goethe, F. Theodor Vischer, Schiller and others,
had influence on the formation of Franko’s aesthetic views.

Franko’s attention was considerably attracted by the role of the subjec-
tive in relation to the objective in the ideational artistic work, the latter being
distinguished from an ordinary tendentious work. In his article “Lesja
Ukrajinka” (1900) Franko said: “The best works of Lesja Ukrajinka are
ideational and not tendentious.” “What is the difference?” he asked. His
answer was: “The difference lies in that a tendentious poet wants to prove a
social-political or, in general, a theoretical thesis. For this purpose he picks up
poetical images as illustrations to the explanation of the text. They do not
make the work a genuine artistic creation. It cannot achieve what genuine
poetry can. The reader’s heart remains indifferent.™’ In contrast to this
stands an ideational artistic work. “I call poetic work ideational when at its
base there is a living image, fact, impression, or feeling of the author. By going
deeply with his imagination into this image, the author contours it, illumi-
nates it from various sides and tries with all the means provided for him by
poetic technique to project it as much as possible in the same form, with the
same force and the same coloring into the mind of the reader. Going deeply
with his imagination into this image, the author attempts to exclude from it
everything occasional and to select everything typical, ideational. Of course,
his poetic portrayal will also aim at giving the reader this deeper ideational
base of the living image. Poetic technique, leaning on the psychological laws
of perception and association, tells us that this can be achieved best of all by
the simplest means, combinations of concrete images, but composed in such a
way as to touch upon our innermost sensibilities so as to open to us a wide
horizon of feelings and worldly relations. Without this hidden harmony the
poet can draw very beautiful and picturesque images, but they will not leave
deep traces in our soul, they will pass like incidentally heard anecdotes,
though these anecdotes may sometimes be successfully composed. We say of

\
36. Leonid Rudnytzky, ..., p. 198.
37. M.N. Parxomenko, ..., p. 120 (IX, 338-339).
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such works that they give us cool feeling. A real poet is he who, by drawing
concrete and bright pictures, simultaneously is able to touch upon those
veiled sensibilities which sound only in the moments of our own immediate
happiness or grief. The poet possesses the key to the treasurehouse of our
deepest sensations. He awakens in our soul such forces and impulses that
without him they would slumber forever or rise only in some unusual
moments. The poet enriches our soul with affections, mighty and free from
the mixture of the trivial surroundings of life, our fits of egotism. He makes us
citizens of a higher, lofty world. And this is the ideational content of the poet’s
works.™8 And this is poetic beauty. It consists in that “hidden harmony”
created by the poet through means of his deep psychological experience
during the process of creation. This view is reflected in Franko’s poem Cym
pisnja Zyva (What Makes a Song Alive? 1884):

“Each line of every song

Was part of my own brain:

The thoughts, they were my nerves,

The sounds were my heart’s pain.
What moved that soul of yours
Was my own heartfelt grief;
What throbbed within the song
Were tears which brought relief.

For this my soul is strung

Like strings upon a harp,

Each passing touch, each blow

Wakes tones now soft, now sharp.”

The ideational content of the artistic work, that is content permeated and
enriched by the poet’s sensations, feelings and imagination, is the essence of
the ideational harmony which provides spiritual beauty.

After expressing his view in the above lengthy part of his article about
Lesja Ukrajinka, Franko concludes as follows: “Poetic beauty is not a beauty
of poetic form only, nor is it the accumulation of certain aesthetic and delicate
images, nor a combination of sensational words. All these components create
a real beauty only if they are parts of a higher unity, a spiritual beauty,
ideational harmony. Here, as in every realm of human creativity, the main,
decisive moment is precisely the soul, individuality, the poet’s feeling. ™ Thus
the labeling of Franko by the Soviet investigators of Franko’s literary heri-

38. Ibid., pp. 120-121.

39. Translator: Percival Cundy, Ivan Franko, Selected Poems, New York, 1948, p. 127. (The
word “soft” in the last line of the verse has been substituted for the word “sweet " of Cundy’s trans-
lation.)

40. Leonid Rudnytzky, ..., p. 200 (XVII, 255).
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tage as an opponent of subjectivism and individualism in literary creativity is
false.*!

These investigators usually base their statements on Franko’s expression
that “criticism should be scholarly,” which means, they say, that Franko was
opposed to subjective criticism and consequently was against subjectivism in
literary creativity. It is true that in the German weekly Zeit Franko criticized
those critics who were “entirely subjective,” who wrote whatever they wished,
ignoring completely any scholarly approach. Regarding this he said: “Need-
less to say that such criticism is at best stylistic exercises... and does not fulfill
what it should fultill. "2 However, Franko’s comments on literary criticism
were not intended to deprive either the author or the critic of their subjective
views. Franko just required that such subjective elements be not limited
exclusively to the author’s personal mood, but that they have a “broader
horizon.” In one of his letter to the young woman poet, Klementia Popovy¢
Franko said: “From your poems only “In Winter” can be printed in its
reworked version; the others have only subjective value, for yourself, because
they express exclusively your personal mood without any broader horizon.™3

Franko’s aesthetic view, indicated above, is reflected in his masterpieces
Smert’ Kajina (The Death of Cain, 1889), Mojsej (Moses, 1905) and Ivan
Vysens’kyj (1900). It is found also in the narrative Pid oborohom (Under the
Stack), Teren u nozi (The Thorn in the Foot) and others. The aesthetics of
these works is far from materialistic, a term in reference to which the Soviet
authors try to compress all the literary works of Franko.

Toward the end of 90’s and afterward, Franko began to understand
aesthetics as the teaching of feeling, especially of artistic beauty, which means
that he began to consider it strictly a part of psychology.** In the light of this
understanding he required that literary criticism discuss “only literary and
artistic problems” and not “political, social or religious ones.™5 That means,
literary criticism should be first of all aesthetic. In his thesis “From the Secrets
of Poetic Creativity” Franko said: “Literary criticism should be, in my
opinion, first of all aesthetic, which means, it is part of psychology and must
use these methods in scholarly investigation which are used in modern
psychology.™¢ The discussion of social problems by Dobroljubov in his criti-
cal articles now was considered by Franko the main shortcoming of these

———

41. E.g., AN URSR, Istorija ukrajins’koji literatury, v. 1, Kyjiv, 1955, p. 515.

42. M.N. Parxomenko, ..., p. 170 (LNV, 1898, v. I, p. 21).

43. 1. Doro3enko, ..., p. 75 (XX, 267).

.44. According to the Soviet authors, Franko’s shift from the social area to psychological
was influenced by Wundt’s Principles of Physiological Psychology. This probably was true, but it
might also be to a great extent the influence of the German aestheticians and Franko’s own
meditations.

45. M.N. Parxomenko, ..., p. 206 (LNV, 1898, v. 1, pp. 24-25).

46. 1. Dorosenko, ..., p. 173 (XVI, 258).
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articles, though previously such articles were favorably evaluated by Franko.

Franko’s view that literary criticism should first of all deal with aesthetic
values was reflected in his article “Juvilej Ivana Levyc’koho (Necuja)” (The
Jubilee of Ivan Levyc’kyj (Neéuj), 1905), in which he favorable portrayed the
writer artist without including in the portrayal Ivan Levyc’kyj as a citizen:
“Ivan Levyc’kyj is a great artist of sight, a gigantic, omnipercipient eye of
Ukraine. This eye embraces no masses, or general contours; it embraces
individuals, but it embraces them with incomparable quickness and accuracy,
immediately picking up their characteristic features and transmiting themto
us with that prominence and freshness of colors in which it sees them itself.
The thinker, a conscientious artist, with minute steps follows the directions of
that clear sight, tries now more, now less successfully to group and deepen the
material furnished by sight. But sight, visual impressions, usually predomi-
nate, and the artist sometimes will just stop and admire these figures,
photographed with his eyes in all their motions and situations.™’ As one can
see, here Levyc’kyj is portrayed favorably only as an artist.

Further in that article about Levyc’kyj Franko wrote: “Such characters
left alone by the artist are the everlasting peasant women Paraska and
PalaZka, the characters in Kajdaseva simja (The Kajda$ Family), the towns-
man Lemi$ka in Xmary (The Clouds) and many other in the large gallery of
types, depicted by the person whose jubilee we are celebrating. Do not ask
what they want, what their ideational background is, why the author exposed
them, what he wished to express or prove through them; nothing at all. They
live, and that’s all. They live their own individual life, and the author, having
observed that life, could not help admiring its manifestations as a botanist
cannot help rejoicing when he finds a rare, luxurious plant in its full bloom.
He stops by it, looks closely at all its parts and vital organs, watches their
functions and every time he notices something interesting, characteristic,
typical, his eyes start sparkling and his lips involuntarily whisper ‘A §yk!’ And
he enriches his album by a new specimen.™# Here again, Levyc’kyj the artist
was separated in the portrayal from Levyc’kyj the citizen.

*

The assertion of Soviet scholars, publicists and critics that Franko’s
aesthetics was purely materialistic (except for his “erroneous” change in 90’s)
because it was influenced by his basic materialistic world-view is not correct.
Franko’s basic world-view was idealistic. He believed in the primacy of the
spirit. This belief was the motivation of his soul throughout his life, now more
now less covered with materialistic-rationalistic layers in his fight against
backwardness and social-political injustice and in his efforts to lead his people

47. Ibid., p. 193.
48. Ibid
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to a better future. This fight and these efforts conditioned the subject of his
literary works and their aesthetics. This was mainly during the period of
Franko’s attraction to socialistic ideas which seemed to him at that time to be
most promising way of solving his people’s problems. Therefore, most of
Franko’s literary and scholarly works of that period were characteristic by
their ideational contents, with realistic presentation and utilitarian aesthetics.
According to him, literary criticism should apply this approach to the analysis
of the values of a literary work.

Later on, toward the end of the 90’s and afterward, Franko shifted his
attention more to the psychological aspects of the literary works and gave his
preference to them rather than to social aspects. He expressed this view
mainly in his thesis “From the Secrets of Poetic Creativity” and in the article
“Lesja Ukrajinka.” This view was reflected in his poems The Death of Cain,
Moses, Ivan Vysyns’kyj and others. Along with stressing psychological aspect
as an important value of a literary work, he also emphasized its aesthetic
features, and even gave preference to them by saying that “literary criticism
should be first of all aesthetic” (see Note 46). In his article “Jubilee of Ivan
Levyc’kyj (Necuj)” Franko favorably spoke of this writer as of an artist and
separated him in this respect from Ivan Levyc’kyj (Ne&uj) a citizen which
brought him the accusations of the Soviet critics.

In conclusion, I would like to quote Franko’s words, spoken three years
before his death (1913): “In almost forty years of literary activity I went
through various stages of development, held different jobs, served different
trends and peoples, wrote a lot because I had to work a lot — not only in
Ukrainian, but also in Polish, German and Russian. But everywhere and
always I had one thought foremost: to serve the interests of my people and the
human progressive ideas common to all mankind. I have been faithful, it
seems to me, to these two leading stars so far, and shall remain faithful to
them for the rest of my life.”™9 And it must be said that by saturating his works
with deep ideational-psychological contents by accompanying them with
corresponding aesthetics Franko made an everlasting contribution to these
two concepts united by that single primary thought throughout his life. By
this contribution Franko did not want to remove heaven from his nation and
from mankind nor separate his nation and mankind from heaven. He wanted
to bring them closer to one another. And this he did.

——————

49. M.N. Parxomenko, ..., pp. 211-212 (XI, 546).
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BOI'’IAH POMAHEHYYK

IBAH ®PAHKO I JIECSl YKPAYTHKA B JIITEPA-
TYPHUX I TPOMAICBKHUX B3AEMHUHAX.

IIporo poky 36iratoTbcs 125-Ti pokoBUHM HapomkeHHs IBaHa Ppanka
i 110-Ti poxoBuHu HapomkeHHs Jleci YkpaiHku, Tomy LikaBo Gyne po3-
[JIAHYTH iX B3a€MHMHHM Ha JIiTEPaTypHOMY i IpoMajacbkomy mnosi, 6o B
Opyrii nosioBuHi 19-ro cTopiyus BOHH 060€ CTOSANM Ha BepIIMHAX YKpaiH-
CBKOI JIITEpaTypH.

Isan ®panko Gy crapumit Bin Jleci Ykpainku Ha 1S5 pokiB, ane BiH
CTaBUBCA TMi3Hillle 1O Hei, KOJIM BOHA CTajla MOETKOO, K OO PiBHOI coObi
KOJIerd mepa, Xo4 TOHi, KOJM BOHAa BHCTYNHJia 3 MEPLINMH CBOIMH
TBOpPaMM, BiH OyB yXe BH3HaHHM i BH3HaYHHM NHCbMEHHHKOM, a IlIe
Mi3Hillle peJaKTOPOM i KpUTHKOM ii TBOpiB. BracHe, nepiua 36ipka ii nmoe3sii
Ha kpuaax nicen»  puiiina B 1893 p. y JIbBoBi 3a ioro iHiLiATHBOIO,
3a0X0TOI0 Ta pefaklli€lo, BiH oxoye OpaBcs 3a Wi crpaBH, 60 MailbyTHE
YKPAiHCBbKOi JliTepaTypH OyXe HOMy Jiexkaso Ha cepll, i BiH LIHPO pamiB,
KOJIM Ha JIiTepaTypHOMYy OOpil0 MOSBJIABCA MOJIOOMA MOET YM MHUCbMEH-
HMK, TOMy 1 ii mepui TBOpPH BiH CNPHUHAB NMPHBITHO, XOY i KPHUTHYHO.
Bnepiue BiH 3ycTpiBest 3 ii Bipiuamu B 1884 p., Koyl BoHa, a paaiue ii MaTH
Onena TIluinka wHapgicnana no JbBiBcbkOi rasetd 3opi [nOBa  Bipun
("Konsanii” i "Ca¢o”), ne BiH 6yB TOAi JiiTepaTypHUM pedakTOpoM. Bin
HaJpyKyBaB Ti Ba Bipiuuku 13-piuHoi moeTku, 60 mi3HaB y Hiil moeTHYHHH
TaJlaHT, sKMM pafiB, Japma, IO Ti BipIIMKH OynM Iie OyXe “HEBHHHI”. A
BApyre BiH NMO3HaOMHUBCS 3 MOJIOAEHBKOIO MOETKOIO Yepe3 MiBTOpa 4YH JBa
POKH, KOJIH BOHA Halicjlajla (3HOBY X TakH yepe3 cBOIO MarTip) B 1886 p.
KUlbKa BipuIB 0O XiHOYoro anbMaHaxy Ilepwuii 6iHok, sikMii roTyBaa
Hatanis Ko6puuceka, a Bin 6yB ifloro penakropom. Lli Bipwi 6ysiu Takox
e OyXe MOYaTKiBChbKi, HaBiTh caMa MaTH pO3LiHIOBajia iX He BHCOKO. I
ans ®panka Wi Bipiwi 6ynu OMTAYO HAiBHI”, ane BiH Bce Taku 6auMB y HUX
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"HOBi, HEeWaGNbOHOBI, XO4 AyXe IlUe HecMili TOHH”.! Ane BiH fIK MOET i
JITEpaTypHUA KPUTHK JIOGMB MNpPUIIAOaTHCA PO3BHTKOBI I[MOETHYHOTO
XHCTY 1 "MPHUCIIyXyBaTHCh, IK Yy HOro cJOBi 3BiIbHa MilIHiIIOTb, JOXOOATH
IO TlepeBarH, a Jajii 10 MOBHOrO rapMOHIHHOro MaHyBaHHS TOHH BJIaCTHBI
fioro TananToBi”.? Jlecro Ykpainky BiH 3apaxoByBaB IO THX TaJIaHTIB, 1O
“BUPOGAIOTLCA 3BUIbHA i BaXXKOIO IHTEHCHMBHOK NpaLel0 OOXOIATb OO
naHyBaHHA Hal GOpMOIO i 3MICTOM, Hal MOBOIKO Ta imesmu”.3

Moxe it He .6yno 3 Jlecero VkpaiHkolO OOCIIBHO TaK, fIK IHCaB
®paHKO, WO BOHA BUpOONANAcs 3BiNIbHA 1 BaXKKOIO Ta IHTEHCHBHOIO
npaueto. BoHa, npaBay ka3aBIlM, pO3BHBasiacs HaBiTb JOCHTb LUBHIKO i TO
il He KOLUTYBaJIO Hi BaXKKOi, Hi IHTEHCHBHOI mpali, Xo4 BOHa LuIiQyBana
csoi Bipui, ane # To il mpuxomuso nerko, 60 BOHa BipllyBana 3
HAaTXHEHHAM, a KojH Horo He 6yno, To He cunysana cebe OO BiplIyBaHHS, a
6pajiacs 3a Mepo JIMIIE TOHi, KOJIM sIKach TeMa, OyMKa 4YM HacTpiii a6o
nepe)KUBaHHA HACTHUPJIMBO IIOMarajiMcs BHSIBY, ajle TOIi BipIUOBi PAOKH
Jisrajid Ha namnip Oe3 BeJIMKUX 3ycHsib. BoHa npu3HaBanacs, 110 “"BMHUCHe 3
BHpa3HHM 3aMipOM HIKOJIM He BiplllyBaja, “sfK He HayThb Biplli cami Ha
OYMKY, TO f iX HIKOJIM He KJIM4y, Xo4yOu ¥ uinmii pik, obifineTscsa”.¢ OTxe
NMKCaHHA BipwIB Mg Hei He OyJo HifgKo0 po60TolO, "Tak cO6i XBHJIEBI
iMnpoBi3allii, neBHa popMa HamaniB GoxeBLLIA, 3a AKi JIIOOMHA PYyYHTH He
moxe”.5 lle ogHaye He 3HA4MTh, 110 BOHA He pelmaryBajia i He uutidysana
CBOiX BiplIiB, HaBNaKd, BOHa YacTO 3MiHIOBajla [ello, MpOIMycKaJa,
nepecTaBiisjia, TBOPUJIA HOBI BapisiHTH i He JIMILIE OKPeMHX DPSAIKiB, ajie i
ctpod, ane ¥ TO He Oyna OnA Hei Baxkka mpaus, 60 Ti 3MiHH BoHa He
pobuna HacWJIbHO, 3 TPYOOM, aHi IHTEHCHBHOIO Mpalelo, a pobuia ue
TOMy, LIO Ti 3MiHM HacCyBaJIUCSl iif “CHJIOMILb”, 3 BHYTpIlLIHbOI MOTpebH
TOYHIIIOrO Y¥ OOKJadHiuoro BusBy. HaiGinbln BaXkkoro i HENMPHEMHOIO
6ysi0 Ons Hei He caMe MHCaHHSA, a MEpenUCYBaHHA BiplliB HaYHCTO, caMa
MeXxaHika, i Ha 1le BOHa Haiibiibllle Hapikana, 60 He no6una Tiei poboOTH.

Ins ®PpaHka oJHaYe NOETHYHA TBOPYICTh O3HayaJla BaXKKy Mpaito, 60
BiH 4aCTO MHCaB i3 30BHILIHBOI MOTPeOH, 63 MOeTHYHOrO HaIXHEHHS, SIKe
He 3’SBJIAJIOCH Ha KOXHY moTpeOy, TOMy BiplllyBaHHs BMMarajo Bill HbOTO
6inbiioi mpami i IHTEHCHMBHOCTH, 60 BiH 6yB CTpallieHHO 3aBaHTaXKEHHUH
npalel — BJIACHOX |1 TIpOMalCchbkO0, MNyOJIIMCTHYHOIO 1 HayKOBOIO,
pelakuiifHO i MepekyaIHKLBKOIO, Yepe3 Te i pO3BMTOK HOro MOETHYHOTrO
TanaHTy OYyB NOBLIbHILIMI, BIH He MIr 6araTo 4yacy npuUCBA4yBaTH BipILLIOBii
¢dopMi, Tomy Jlecs 3Haxomuna B Horo BiplaX pi3Hi HEIOJIKH.

Ocobucto Ppanko nosznailomMuBcs 3 Moslomorw moerkoro y 1886 p.,

1. 1. ®panko, Teopu 1. XVII, K. 1955, cT. 239

2. Tam xe.

3. Tam xe, cT. 238

4. Jlecs Ykpainka, 3i6pani meopu, m. XI, /lucmu, K. 1978, 320-1.
5. Tam xe, ct. 321
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Konu iif 6yno 15 pokiB, — BiH mnpuixaB 6yB Oo Kuesa B mompyxHix
crpaBaX. Ta Lie mepilie 3HaHOMCTBO He Majio e Hi 1Jis Hei, Hi IJig HbOro
HiflKOro 3Ha4eHHsd, a HaATo, W0 BiH OyB nyxe 3aliHATHII CBOIMH
noApyXHiMH cnpaBaMH. Bnuxkuye 3HalioMcTBo 3 PpaHKOM BinGyIoCs ax y
1891 p., xoam BOHa MNepei3moM N0 BinHA Ha omepauilo 3ynuHMIAcA 3
maTip’to y JIbBOBi, a MOTIM 3HOBY B MOBOPOTHIl nopo:?i nonomy. Tomi
BoHa OyJla Bxe TpoxH Oinbllie BiqoMa SIK MoeTKa, i 3 il Biplamu Cbpam(q
ke OyB Kpalle 3HaloMHH. A KoM BOHa MokKa3ala HOMy HeJpyKOBaHi
noe3ii, BiH 3aMponoHyBaB i BHOATH iX OKpeMOIO 36ipkolo i 30693’)13anca
IOMMJIbHYBAaTH IOpYyKy # BuOaHHA. 3a THX KuUIbKa [OHIB MK _HUMH
jap’A3ajlacd IMpa IOpyk6a i NPHUATENLCTBO, SKOrO He MOIJIM 3ipBaTH
BHMMAIKOBiI KOHTpOBepcii, Aki iM Tpamnsanuck. Koiu BHikmkanu 3i JIbBoBa,
Jlecuna Matu 3anpocuia Ppankis no Konomsxsoro Ha BimnmoumHok. I
®panko noixaB Oo HuX Oo KonomsHOro BIITKY TOro x oKy 3 ycjero
poauHoro. Jlecs craBunacs no ®paHka 3 BeJIMKOIO MOIIAHOIO i DOBip’aM,
He TIJIbKM SIK IO CTapLIOro KoJiery, aje # sk oo JiroauHH, pO3yMHOI i Mya-
poi. A ®paHko 6ayuB y Hiff MOJIOZY TanaHOBHTY noeTKy 1 TILIMBCH TAKKM
HaOyTKkOM MoJjiodoi YKpaiHChKoi JjiTepaTypH. IpyxHi B32€MHHH o60x
MOETiB TPMBAJIH, MOXKHA CKa3aTH, Bce ii kuTTa. Knument KsiTka 3ranye y
cBOiX crnoragax mi3uime, mo Jlecs

“®paHKa myxe MoBaxasa i JHO6HMIA 3 HUM PO3MOBJIATH, BBAXKAIOUH
fioro 3a myxe iHTEpeCHOro, po3yMHOro # NOTEMHOro PO3MOBHHKA i
noyxe TAMyworo nopanuuka. Ilepeisngsaun uepes JIbLBiB 3aBXOM 00
#ioro 3axomxkana. [TonuBnssia #oro po3yM, BenWKi 3HAHHSA i HE3BH-
4YaiiHy NpaubOBMTICTb. I cnpasni, nuwe KBiTka, ce 6yB Moxe exunuii
4YOJIOBIK Ha VYkpaiHi, mo nepeBaxas Jlecio y 3Hammi 3axigHo-
€BpOMNeACLKUX JliTepaTyp. V BinHoLeHHIo ii mo ®paHnka 6yno 6araTo
3BMYa€BOI MOLIAHK MOJIOAWIOro OO CTaplIOro, i Yepe3 Te, KOJIH BOHa
i 3Haxoouna wock B HOro TBOpax He MO Nady, TO BHC/IOBJIOBaNACS
AIKOCh 06epexkHO i HeHaye 3 HIIKOBICTIO i COPOMIIHBICTIO. B LIJIOMY K
B OUiHUi TBOpiB PpaHKka BOHAa He pPO3XOAMIAcH 3 3BHYANHHMH
NOrjsgaMHM Halloi OCBiYEHOI rpOMaju: OyXe BHCOKO CTaBHJa HOro
BipuIi i moemy “Moiice#t”, 3 nNpu3HaHHAM BigHOCHMAcH IO OpibHuX
TNpO3aiYHKX OMOBiNaHb i He QyXe — 10 6UTbIIMX. X0ua OKpeMi YacTi
BEJIMKHX MOBiCTe# NPMBOMMIHA {i B 3aXBaT, K, HANPHMK/Ial, BCTYMHHUH
onuc y mosicTi ”Benukuil mym” (cama x moBicTs il He mogo6anach).
Hyxe B6oniBana, konu sxuit rapuuit Bipw ®paHka 30CTaBaBCs HE [10-
BCIICHUM 110 IOCKOHAJIOCTH QOPMH, a, BjlaCHE XK, TO YaCTO Y HbOIO
OyBae, 3anuuieni Ge3 y3romkeHHs C/0Ba, IWITYYHO MiATATHEHi i
PHMY i pO3Mip 260 NMPOCTO IITYYHO CKOPOYeHi”.

———————————————

6. Cnozadu npo Jlecro Ykpainky. K. 1971, ct. 228-9
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BnacHe Ha nockonasnicts popmu Jlecs Vkpainka 3Beprasia-oco6yuBy
yBary, IO Hepinko 3aHen6yBaB poburH PpaHko, 60 BiH YacTO INHCaB
HAIIBUAKY IS LIOJEHHOI MoTpe6H, a Ha LUTipyBaHHA BipIlliB Y HbOTO He
6ys10 uacy, Ta i Ginblly BiH yBary 3BepTaB Bce TaKd Ha ileiHHiH 3MicT, Hix
Ha ¢opMy abo Ha TeHHOeHLiIO, AK ToIi roBopHiH, 6o BapTiCTL Mana Tomi
TLIBKM TEHOEHI#Ha Moe3is, fKka BUKOHYBaJla NEBHY CycHinbHy yHKILiO.

MiX iHIIIMM, COBETCBKI COLl. peaslicT IHILYTh, O HIGUTO BOHH 060€,
®panko i Jlecs, Gpaau yyacte y 60poTebi “pobiTHHYOro Kiacy” NMpoTH
6ypKya3HO-IIOMIILMLLKOrO CYCMUILCTBA i MiKJIyBaJHCA PO3BUTKOM IIpO-
rpecuBHOi YKpaiHCbKOi JliTepaTypH Ta CNUIBHO BHCTYNAJIH NpPOTH Hallio-
HAJICTIB 1 OexafeHTiB, MiATPUMYBaJli OOMH OOHOIO B TsKKi uacu”.’” B
nificHocTi BOHH GoposiMcs He 3a NpOJIETapifT, a 3a BU3BOJICHHS BCbOr'O
yKkpaiHcbkoro Hapoay. B pobGiTHHYOMY pyci 6auMyid MOXJIMBOCTI 3MiHH
MOJIITHYHOro TIOJIOXKEHHsST B IOHEBOJIeHil kpaini, Xou mnim “Hapomom”
pO3yMiJIH HekoHeyHO Te came. PpaHKO PO3yMiB miJg HapoIOM TOJIOBHO
yKpaiHCbKe CeJIAHCTBO, fIK€ B TOH 4Yac cHpaBOl CTAHOBHJIO BEJIHKY
6inbIICTL YKPaiHCLKOro Hapody, a yKpaiHChbKe pOGITHHUTBO CTAHOBHJIO
HeBenMKMi BimcoTok, Ta Jlecs VYkpainka nim Hapoaoom cxuibHa Oyna
6auuTH panule pobGITEHLTBO, HDK CeJIMHCTBO, 60 B pociiichkiii mepxasi
BOHO Oyno OGuibllle akTHBHE, peBOJIIOLIIAHE, a CEJIAHCTBO CTOSJIO Maiixe
30BCIM y TiHi, TUILKH fIK OOOATKOBHil €JleMeHT y peBOJIIOLIHHOMY pyci
pobiTHuuTBa. MiX iHIIMM, LA crpaBa i 6ysa sKOKOCh MIpOI NPUYMHOIO
koHTpoBepcii Mixk ®Ppanxom i Jlecero Ykpainkor. Koporka cynepeuka uu
noneMika BuHHKIA Gyna B HUX B 1896-7 poui, ane 6yna kopoTkoTpuBana i
HE MaJjla HEraTHBHOrO 3Ha4eHHs I iX B3a€MHMH.

Cynepeuka BHHHKIa 3 npuBony crarri I. ®Ppanka m. 3. "3 kiHuem
pokxy”, HaapykoBaHa B VI kHu3i #oro xypuany Kumme i caoso. PpaHnko
BHCJIOBHBCA B Hiff XpUTHYHO NpO “HapodHe XUTTA”, a panile mpo fioro
3aHenal, MOBJIAB, peaklis OXOIHJIa YaCTHHY HAIIOi CYCNiJIbHOCTH; 3HEBipa
y BJIacHi CHJIH i B CHJIy piHOro Hapoay 3aXMTajio HaKpallli XapaKTepH,
nopoauno ¢aHTacTHYHI Mpii — “miiTH DO Yoroch, BjacHe, NpH NOMOYI
THX, KOTPHX MeTa ICHO BUTHY€eHa, 1100 MU He OiAILUIH OO HiYOro MyTHLOIO
i 6yJM OaJli rHOEM, Ha KOTpiM Mir OM BHpOCTaTH... iX NHIIHOUBIT”. BiH TyT
[HMcaB Mpo OGMOBI YaCTHHHM yKpaiHCbKOro Hapony, Ty, wo mig Pocieto i Ty,
mo mix ABCTpi€lo, aje 30KpeMa MaB Ha yBa3i MiOpPOCIHCLKY 4YacTHHY
Vxpainu, sika 6yna B 6arato ripiioMy NOJIOKEHHI, HX migaBCTpiiicbka
yacTHHa. BiH yBa)kaB, o B Tifi cHTyanii mepiuia i rojioBHa miicraBa
HapoOHOrO0 pO3BMTKY, L€ MepLI 3a BCe CHCTEeMaTHYHE HalliOHaJILHE
OCBiJOMJIEHHS Hapony 1 po30ymKyBaHHS HapOOHHX Mac, “mpaus Haj ix
NpOCBiYyBaHHAM Y KOXOIM HampaMmi”, He JMIe rocnoAapchbKiM, Ha sike
rOJIOBHHMI HaroJjioc CTaBUB COLIfAJI3M, aje ¥ iCTOpHYHO-HALOHAJIbHIM, a

7. Tam xe, ct. 105
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gacamrepen Y MOJITHYHIM Ta cycnijibHiM. BiH X0TiB 3po6MTH 3 HAPOOHHX
Mac TOJIiTHYHY CHJIy MpPH JOTOMO3i OCBiTH i BiNOBiOHOI MponaraHOHBHOI
npaili, 60 TeMHi MacH, SK BiH Ka3aB, HE MOXYTh OyTH TaKOIO CHJIOIO, TOMY
mo TeMHi # 3aTypkaHi. I To Oyna rosoBHa Mera, sKy CTaBWJIM cOOi
raJuLbKi paguKaiy, O NpaloBaii Hall OCBiIOMJIEHHSM HapOOHHMX Mac, a
THMHM MacaMu OyJIo fikpa3 yKpaiHCbKE CEJISHCTBO.

Ha VYxpaini HaToMmicTs Gyna iHma cutyauis. Tam npo HapoaHi MacH
HiXTO #l He OyMaB, a PO3BUTOK OYMKH iIlIOB B iHIIIOMY HampsiMi — Teope-
THYHOMY, 1 3allikaBJieHHs aOCTPaKTHHMH IHTaHHSMH IepeBa)kajio Hal
iHTEpecOM A0 KOHKPETHHX CIIpaB.

IIs nepesara Teopii Hax mNpakTHKOlO, AiiicHicTiO, Gyna, Ha #Horo
IOYMKYy, O3HaKOI IJIHGOKOro pO3pHBY MiX iHTEJIIIEHILIEI0 1 HapomoMm, i
MOYYTTAM Ti€l iHTeNMireHii, wo BoHa 6e3cHiIbHA 1 HIYOr0 He MOXeE 3poOUTH
[J1s TOJIETILIEHHs 0J1i CBOrO Haponay, i B Hei He 6yyio 6mnkyoro 3Haiiom-
CTBa 3 HapoloMm, He Oyjo ocobHcToro Temsja, IO HAIHXA€ BCAKE CJIOBO
YoJioBiKa, ocobucTo 3HaifioMoro 3 AUIOM 1 JoabMH. I NMOKH iHTeNlireHTHA
rpoMaza, OyMaB BiH Oajii, He 36JIM3MTBCS OO Hapony, 0cobJIMBO MO ceJax,
He cTaHe 3 HMM 3a0JHO, He MiaifiMe Horo mo OyXoBMX 1 NMOJITHYHHX
inTepecis, moTu i noniTuuni obcraBuHu B Pocii He 3MiHATLCA. Bin mymae,
IO TYT BaraHHs # OIN3HEHHsA YKpaiHCbKoi iHTesireHuii B TakKomy
36M)KEHHIO KPHETbCS BeJIMKa HeOe3leka [UIs HalliOHAaJIbHOrO PO3BHTKY
[oTxe HaLioHanBHOrO, HE KJIACOBOrO!], WIs Bcboro MaiiGyTHbOro Ykpainu.
BiH 3anepeuye OyMKy Yd BHIIpaBOaHHS, IO TeMepilllHi POCiiicbki Nopsaaku
BiOpI3yIOThL iTejlireHTaM OOCTYN OO CeJISHHHA, K BUNpaBOYBaJIMCS Mil-
pocificbki ykpaiHui, 60 Hisiki Nopsakd, Ha Horo IOyMKYy, HE MOXYTb
MOKMAcTH TaKoi CTiHM MiX JoObMH [k6u Ppanko moxuB 6yB MO HallMX
yaciB, TO BXe He Mir 64 LLOro cKa3aTH], TOMy BiH panuB 6paTu npuxian 3
MOJIAKIB, JIMTOBLIB, JIaTHILIB, siKi BeCh CBili HallioHaJbHHMH PpO3BHTOK
[OCTaBHJIH Ha HEJerajbHy OOPOry i IPYKyHOThb KHH)XKH H raseru 3a
KOPIOHOM Ta 3aCHNyIOTh HUMH KOXKHE CBO€ ceto. Cepen ykpaiHIliB onHave,
ocob/IMBO cepen MoJiomoi reHepaimii BiH He 6a4yuB Hikoro, XTo ©
3allikaBUBCS LI€I0 POGOTO HAMGIMKYMX CYCidiB, NPOMILOB y HUX LIKOJY
takoi po6OTH i nepeHic ii Ha ykpaiHcekuii rpyur. Hatomicts Ha Ykpaini,
ka3aB BiH, CMEpevYalOTbCsi MpO Te, YM JaBaTH rpouli IS MOTPHUMKH
panukayibHOro pyxy B I'annumui. Bin nyMae, mio 1e xubHo il HEpaBUIILHO,
60 iM TpebGa Gutbie nymaTu mpo cebe, 3amicTh nmpo ranuuad. [amuyanu
cTBOpHIIH COGi pamuKaneuuii pyx 6e3 rpolueid, TibKy npalelo i aritaricio
cepell Hapoay, oTxe iM Takox, ykpaiHusam nin Pocieto, Tpe6a poburu Te
caMé — OCBIIOMJIIOBATH Hapil NpOCTO, Ge3nocepenHbo, YCTamH,
OpollypaMH Ta JINCTKaMH, siKi MOXHA IPyKyBaTH BCoad, B 'annunui abo
3a TpaHHUIIEIo, 1 le MOXe MOCTaBUTH ix Ha HOrH. "Panukaneuuil no inesmM, i
CBLIOMO HALUOHAJILHUIA pyX MO XapaKTepy cepen BalLOro CEISHCTBA, cepel

Ty

BAlIMX POGITHUKIB JacTh HaM i Bam 6e3 nopiBHsHHA 6inbiue. Bin Toro i
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raJMUbK4il pyX cKopucTae, 60 MOBIpHTH Y BJIacCHi CHJIH, NIOYYE 3a IJIeYHMa
omnopy”*

Ha wro crartio ®panka rocrpo pearyBana Jlecs YkpaiHka, 60 BoHa
fKpa3 Hajiexxajla o Mostonmloi reHepauii ykpainuis min Pociero, A0 sikoi
came ®paHko npomoBisB, i HamHcaiga “BimnoBiAL” OO TOro camMoro
wypHany JKumme i caogo n. 3. "He Tak Tii Boporu, sx mo6pii moaou” min
kpunroiMmom M. H. XK. BoHa cepaunace Ha ®panka 3a Te, 1110 BiH NOBYa€
yKpaiHLiB w0 i AK BOHM MalOTb POOMTH, 3aMiCThb AMBHTHCS Ha Te€, LIO B
HBOTO M HOCOM, Ha CBOIX paaukajiB, sKi, Ha ii AyMKy, HE MalOTb YHM
iMrnoHyBaTd cximHiM panukanam. “KoMmy tpamnsnocs, mnuine BoHa,
JIUCTYBATHCh 1 OCOGHCTO CTPIBaTHUCh 3 FaJIMIBKUMH paguKajaMH-OisyaMy,
TOM He MOXe cKa3aTH, 100 BOHM 3OayMcA HOMY BeJIETHAMH, BapTUMH
MOJMBY 1 HacyinyBaHHs™. BoHa MpHU3Hae, 110 MK HUMH € TifIHi NOBaXKaHHs
JIFOOM, ajie BOHH € CKpi3b, a ['aJiMuHMHa Bce TakH Kpail KOHCTHTYUiHHMIA, a
Tak MaJlo TaM JItoJel crae Mg Mpamop BH3BOJIEHHS, @ Ti 1O CTalOTh, HE
BuTpuMyIoTh. Konu *k HenaBHO po3noyaTHii panukanbHHil pyx — BOHa
nymae npo I'anuuMHy — Bce TaKH MOTPOXY LIMPHMTHCHA CEPEn TaJIMIIbKO-
PYCBKOTO CEJISHCTBAa, TO I, Ha il AyMKy, FOJIOBHO Yepe3 Te, IO THKKO
[pUrHiYeHi, BUBEIEHI 3 TepNeJMBOCTH CEJIAHHM cami HOyTs Ha3ycTpiy iHTeNi-
reHTHMM pajMKajiaM MponaraHgucraM. Jajii BoHa 3Bepra€ yBary, IO Ha
YxpaiHi Tpeba He To L0 CeJisiH, a CaMy IHTeJlireHuito ocBinomMuTH, Tpeba ii
3000yTH, a NOTIM pa3oM i3 cycilamu 3006yBaTH MOJIITHYHY BOJIO. A KpiM
toro, Jlecs YkpaiHka mimkpeciioBasia, IO YKpaiHChKi paaMKasIM-aparo-
MaHiBIli, MoOXe, He BcCi, Oinbllle CTaBWIM Ha poOGITHUUTBO, HDK Ha
censHcTBo. BoHa 3akmnyna ®paHkoBi Hen0anbCTBO B IMHMCaHHI PO
yKpaiHIiB, MOBJIsAB, BiH He 3Ha€ ¢axTiB abo iX mepekpyuye i He BipHTL B
icHyBaHHA panaukaniiB-nparomadiBuiB. Ha iXx ompasnaHHs BoHa Bka3ye, 1110
TUIbKH Gpak eJleMEHTapHHX IpaB CJIOBa i IpaB JIIOACLKUX 3aCTaBHB YKpaiH-
CbKHX MifiYiB MPU3HATH, LIO iHTENIIEHIIA Meplle, HOK MOCIYXHTH CBOEMY
HapoIOBi, K HaJIE)KHUTb, MYCHTh BHOOPOTH cOOi MOXJIMBICTL BijIbHOTO
IOCTyny Oo Hapoay, 060 6e3 LBOro IOOCTynmy, BoHa He 3MOXeE€ HIiYOro
3po6uru. {i myxe oripumno Te, mo ®panko ULOro He po3yMie i paaNTh He
YexaTH JO3BOJIy HaYaJILCTBa Ha If0 PO6OTY, a 6paTH MpUKIal 3 rajUibKUX
panMKaJiB, siKi He 60ATbCS KOHCTUTYLII i HAyTh TEPHUCTHM LUIAXOM, KyIH
KJMYYTb iX BHCOKiI 3aBHaHHA. BoHa nymae, mo ranuuaHam ie Garato
Jleriie po6MTH, KOJIM BOHHM MalOTh KOHCTHTYIIIO, a iM, yKpaiHusM, TpebGa
1le KOHCTHUTYLiIO BHGOPOTH.

Ha mro penniky Jleci Ykpainku ®paHko BiANnoBiB CBOEI PEILTIKOIO I
3. "Kosin He Mo KOHsX, TO Xo4 Ho Oryiob6ax” B TiM xe xypHaii, Kumme

8. Tam xe, ct. 105;
9. Tam xe, ct. 109
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i caoéo 3a 6GepeseHn 1897. Bin 3akuHyB Jleci YkpaiHui, 6e3 6yab-skoi
371064, HeNOOGPOCOBICHICTh Yy mNepelaHHi #Horo Oymok i ciiB y nepiuiit
cTaTTi i cnpocTyBaB ii HEOOKJIAAHOCTI, a MICUSMH i mepeKkpy4yeHHs, AKHX
BOHA OOMYCTHJIAcs Y CBOIH pemuini, i HaBiTh XOTIB 3aKiHYMTH JUCKYCito, 60,
AK BiH Ka3aB, Hisika pO3MOBa HEMOXUIMBA 3 JIIOQMHOIO, sIKa TEPEKPYUYE i
¢danbiye foro OymkH i cioa, ane Tomy IO B ii perriui 6y nopyieHi
e Oeski Ba)XKJIMBI MUTAHHS 033 PaMKaMH M0JIEMIKH, BiH JyMaB, LLIO MPO
Ti crpaBH, He3aseXXHO Bill 3asiBH aBTOPKH, IO BOHa BHCJIOBJIIOE CBOi iHIH-
BidyaJibHI OYMKH, BapTO Oijbllle TOBOPHTH, 60 iX nopinse MMpIUIHHA Kpyr
mromed, KPYXKiB Ta ix B3aeMHH, aje 3Hae 3 Garatbox ¢akri, IO
NPaKTHYHO BHSBJIEHHX Di3HHLbL MDX YKPaiHCLKMMHM paaMKajlaMH Oparo-
MaHiBLUAMH, 3 OOHOI CTOPOHH, i COLIsNI-IeMOKpaTaMi, 3 OPYroro, Hemae.
SIk BUSIBMB OIMH i3 yKpaiHCHKHX paJHKaJliB Yy HamicyaHiii go fioro xypHaiy
(Kumme i ca060) ctatTi, onui i Apyri, ue6To mimpocifickki pamukamd i
COLIiAJI-IEMOKPATH, HE BipATb Y HalllOHAJILHICTh, TO BiH, PpaHKo, 3aNMUTYE,
Y BOHH AYMAalOTh, L0 HAI[IOHAJILHOCTH 30BCIM HifIKOI HeMae, YH, MOXKe,
IyMaloTh, LIO MOJIiTHYHA poboTa MoXKe He 3BakaTH Ha fAKYy 6 To He Gyno
HalliOHaJIbHICTb, @ 4M, MOJXE, iX HeBipa BIOHOCHTBCH TLUIBKM OO YKpaiH-
cbKOi HalliOHaJIbHOCTH, @ MOCKOBCbKY BOHH NPUAMalOTh AK PakT, B KOTpHii
HE MOJXXHAa He BIDHUTH.

BiH TaKoX MNPH3HAETLCHA, IO B3ABCA TOBOPUTH IpPO YKPaiHCBKHUX
panukaliB, He 3HalOuM iX OisUILHOCTH JOKJAOHO, IO HoMy i 3akuayBana
fioro omoHeHTKa, ajie il BOHa B3sJIacsi TOBOPHTH i KPUTHKYBaTH raJIMIbKUX
panMKaJiiB, 3HalOuH iX 1€ MeHIlle, 60 BOHa 3HA€ JMIlle JEKOTo i3 JIbBIBCbKOI
Ta BiI€HCLKOI MOJIOZI, ajie X ycf Ta MOJIOOb, pa3OM y35Ta, HE CTAHOBUTh
CYTi raJIMLKOro paIHKaJLHOTO PYXY, KOTpHil LIMPUTHCA MO celaX MiX
CEJISHCTBOM, ajié KOTporo Horo omoHEHTKa TaKOX 30BCIM He 3Ha€, XOd i
noJsieMidye, 3aMiCTb TpakTyBaTH TeMy crokiiiHo i piueBo, Oe3 Takux
CKOKiB, 110, MOBJIfiB, "BH Ham He iMmmoHyere”. Bin He po3xsajroe
rajJiMiubKUX paluKaiB, ajie CTBEPIXKYE, 110 ”iX po6OTOIO 3allikaBUIIMCS HaLLi
CIpaBXHi BOpOrd, KOTpi B pi3Hi Tpy6u Tpybnsats, mo B ['anuuuni Tpeba
CKacyBaTH KOHCTHTYLiIO, 1106 30yCHTH XJIONCLKHI panukaiiam”.!® I xonu
H. C. X. xaxe, mo B TiM Maja 3aciyra rajJdubKux paldKajiB Ta
panMKasibHOI iHTeirexuii,60, Ha ii OyMKy, Hapin caM, monuxaHuii 6inoro,
ile HasycTpiu panMkasbHi NpomaraHAi, To BiH 3aneBHIOE ii, 110 BOHA
NOMUIAETbCA, 00 ¢axTH mNOKa3yOTh, WO A€ OIUILHICTb padvKalliB
3MeHIIMIaca abo NPUIIMHKUIIACA, TaM | paauKalbHUil pyX [PUTHXaB i po3-
cTporoBascs. I BiH 3HOBY NOBTOPIOE, 110 TOJIOBHA CIIpaBa lie 3100yBaTH He
IHTeJIreHwilo, K AyMaloTh CXIOHOYKPaiHChKi paJHKasM, a HAPOOHI MacH.

Tyt ®paHko NOCHTL BHMpPa3HO BHCJIOBMB CBili mMOrjsd Ha cxiaHo-
yKpaiHChKy IHTEJIreHilil0, fKa Mill BIJINBOM Pociiicbkoro couisisMy 6i/b-

10. Moaoda Ykpaina 4. 1. JIbBis, 1910, cT. 122.
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1Ile 3aXOIUTIOBajiacs, BJIacHe, COLIAi3MOM, HiX OymaJjia mpo BJIacHy Ha-
LiOHAJILHICTB, 1 fiKa, TaKOX Mif poCiCKMM BIJIMBOM, BiOMOBJIsIacS Bin
CBO€] HALiOHAJILHOCTH i He MoMiyalia, 110 pociiickka COLisJI-IEMOKpATis B
Toii JXe 4Yac 30BCIM He BiIMOBJISAJIaCSA Bil CBO€i HalllOHAJILHOCTH, aJie
3anmepevyBaja Bci iHIi B iM’s MackoBaHOro iHTepHallioHasi3My. I e BiH
3aBBa)XKy€, Ha TBEPIKEHHs OTNOHEHTKH Npo 3000yBaHHs iHTeJreHuii, mo #
raJuibKi panukanu npobGysanu 3mob6yBaTH iHTesreHuito, ane 3000yiu
JMIIe “THCHAYI po3vapyBaHb i OOWH BeNMKHH muMK y pedynbraTi”.!! Ta
KOJIM XTO 3 YKpaiHCbKHX pagHKaJliB OyMae€, IO He CeJIHH, a MiChKi
pobiTHHKH morioHi s po6otH, To Ppanko mae iM cBoe 6rarocioBeHHs,
60 GaraTo Jjimniue, 1106 BOHM HIIUTH MK POOITHHKIB, aHK criepeyasiucs npo
Te, XTO HAlll BOPOT, a XTO OpPYr, 60 TUM iHTenireHuii He MoxHa 3006yTH.
Fanuubki pagukanu, Bio AKkuX i rosopuB ®paHko, xotim 6 6auuTH Ha
Vkpaini no cemax i Micrax cepen Mac pobodoro Hapoay TaKuil e
OCBiTHili, HalliOHaJILHUI 1 MOJIITHYHUIA PYX, sikuii ine B pycekiit [Manuuuni.
A 1o nig pocificbkkolo Bafol0 Lie TaKOXX MOXJIMBE, JOKa3ye caM (akT
iCHyBaHHS COLIsUI-IEMOKPAaTHYHOIO PYyXy, sikuil, 1O peui, BUMarae Oijiblle
NOJITHYHOI BOJI, HiX CeJHCBKMH pamukanbHuii pyx. I BiH Aymae, wo
nyie Takuii pyx Mojxke NpoGyauTu ykpaiHceKy Hawito B Pocii i 3poburu ii
CHJIONO, 3 SKOIO paHillle ud mi3Hille 6yOyTs paXyBaTHCs, THM Oiiblle, 11O
ykpaiHli BXe Tenep Nio KOXHUM MaiDke OIJISOOM CTOSTb BHIIE Bil
rajiyyad, 60 B HUX € sroau OaraTi # ocBiueHi a cepen Hapoay >XuBiLi
6yBalOTh Tpaluuii Ko3aUbKoi BoOJIi, TOMy Bin HHX, [migpociiicekux
ykpaiHuis] MoxxHa G6inblue BHMaraTH, Hik Bin ranuyad. OTxe nepiua
cnpaBa IUis HUX — 30yOUTH i 3006yTH cobi cBiii Hapin, a iHTesireHuis
npuctaHe 00 Hboro. “Konu po3bynure >xuBmii i cunbHuil pyx cepen
HapOIHHX Mac II0 MICTax 4YH cejlaX, TO OyabTe meBHi, IO 1O € XHUBOIO i
YyeCHOro cepen iHTeJlireHuii i 6e3 Bamoro 3no6yBaHHs NIPUCTaHe OO HbOTO,
a KoJId 3a BAMH MacoBOro pyxy He Oyme, To JocuTs 6ynme JlaBpoBchkoro
tymany abo Ilnexaniscbkoi ¢paseosiorii, 106 i Bac camMux 3006yTH Is
ineii abcTpakTHHX i JaJieKMX Bill KOHKPETHHX MoTped Balloro Hapony”.!2
Tomy BiH OBTOPIOE CBOIO NMOpaay — OpaTu NPUKIAn B MOJIAKIB, JATHILIB,
JIUTOBLIB 1 'PY34HIB Ta iHILIKMX Hedep)kaBHUX Hapozis Pocii, a He Bin pociii-
CbKHX HapOOHHUKIB, sKi XOOWJIH B HApOX AJIsi OYMILEHHS CBOI'O CYMJIHHS i
3apa3oM [UIs [poraraHad igedl Oajekux 1 BHIIMX MOHAd PpO3yMiHHs
Hapona, a Biogatdcs “3aTakHIN npaui cepen Hapomy, cayx6i #oro
OyneHHHMM iHTepecaM BOHH He BMUIM # He XoTinM; Halipamuwe Hinu Ha
¢$abpuky, ane it Tam He GaraTo BMiK ocarayTd. Ce 30BCiM He Te came, 1110
y JNaTHILiB, JIMTOBLIB i iH., O€ COTKM iHTeJireHTiB Oe3 ycsikoi mo3u Ha

I1. Tam xe, ct. 123.
12. Tam xe, cT. 123.
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repoicTBO JOBEJIH IO TOrO, IO KOXHHI MY)XXHMK yMi€ YHTATH i Ma€ B pykax
LIEH3ypHY, 3a IpaHHUIEIO0 OPYKOBaHy rasery ta Gopouypy...” (Monona
VYkpaina, 1910, cT. 123-49).

Ha mo sinnosins ®panka Jlecs Vkpainka Bke He BiasuBasacs,
MOXJIMBO, IIO BH3Hajla mepeBary Horo aprymeHTiB, ajle MOXJIHBO TaKoOX,
mwo i pemsika He 6yna ii ocobuCTOIO cnpaBolo, TUIbKH, MabyTh, TOro
rypra, 3 sKMM BOHa CIiBNpalllOBasia, a Ha Iie Bka3yBaB 6u To#l ¢akT, wo
cnpaBa HallioHaJILHOCTH Oysia nmye HeBHpa3Ha B ii aprymeHralii, xoua 3
MOTOroYacHHX il MHcaHb BHXOOMTB, LIO L cripaBa B Hei Oyna 30BciM
BHpa3Ha, BOHa CTOsJia Ha HalllOHaJILHOMY ©0o0lIl, He Ha KJICOBOMY. AJle He
BHIJIIOYEHO TaKoX, 1o PpaHKOBI apI'yMEHTH MOTJIH MaTH Ha Hei NeBHHH
BIUIMB, i BOHa He XOTija ICyBaTH cobl 3 HMUM OPYXHIX B3a€MHUH, 60 Mix
HUMH 6ysio GaraTo GiTblle CNUIBHOrO, HiX BiIMiHHOTO.

OpaHKO TeX He cepOMBCA Ha Hel i nepiunit 3BepHyBCcA A0 Hei 3 MpoXaH-
HAM HAOiCJIaTH fAKichb Bipuli IO XypHasly 4d 30ipHMKa, a BOHa BBaXasa
IbOTO JIKCTA, “HepUIMM KpOKOM OO0 3romu”, i B jMcTi no Matepi (25, 26
rpyaods 1897) nucana:

”BnacTuBe s paga TakoMy 3aKiHYEHHIO HAIIOro KoHQuikry, 60
TOJIKY 3 HbOIo He 6yJo xomHoro, a PpaHka sxo nucaTtens i gisgya s
HiKOJIM He mepecTaBasia MOBaXkaTH. X0Y B MOro JIUCTI 1O MEHe HEMa
HisKOro (OpMaJIbHOro mepenpolleHHs, aje i Horo BBaXarw 3a
“nepwnit kKpok oo 3roau”.!3

Ta He 3Baxkaloyd Ha MHpPHE 3aKiHYeHHs CYNepeykH, NMUTaHHs Hacy-
Ba€ThCAd, B YoMy Oyna cama cytb wi€i cynmepeuku i uu Jlecs Ykpainka
crnipaBIi cepaMJiach 3a KPUTHKY CBOI'O NOKOJIIHHA, 4H, MOXe, B ToMy Oyna
fikach iHa npuyuHa. YuTaya, 10 3Ha€ OOMOBOX MOETIB, MOXE OUBYBATH,
wo Jlecs YkpaiHka, sxa Tak gyxe maHyBasia ®panka i He JdiIe SK IOeETa,
are # sk crapuworo Big cebe rpoMansHMHAa mnaTpioTa, TakK TOCTPO
pearysaja Ha Horo KpUTHKY YKpaiHCBKOro MoJioZoro HOKoOJiHHA. Xod
Cynepeyky CHPHYMHHUB HeXOTA4YH PpaHKO, BHCJIOBUBILH IOEAKI KOHTPO-
BepciiiHi OyMKH, aJie % BOHM 060€ Hajiexasid 0O COUisI-IeMOKPaTHYHOTO
pyxy, ®panko B 'annuuni, a Jleca Ypainka B Ykpaini, i 060€ 6ysin yuHIMH
# onHomymusmu dparomaHosa.

BesnocepenHbol0 MpUYMHOKO cynepeykd O6ysi0, OYEBHOHO, Te, LIO
®paHKO KPHUTHYHO BMCJIOBHBCS NpO ii BjlacHe cepelOBHILE, AKOro, Ha ii
OYMKy, BiH He 3HaB, OTXe il He moBuHeH 6yB npo Hboro nucaTH. IIpo ue
BOHAa JOCHTb BMPa3HO MHIlle y CBOiil pemuill, aJjie CyTTIO ii rocTpoi peakiii
6yno mocs iHmre. Ha ue 3sepHyB yBary cBoro yacy Muxaiino Hpaii-Xmapa,
Axuil y cBoiit cTarTi npo Jlecto Ykpaiuky it ®Ppanka nuile, IO XOY BOHH
060€ GynM OparoMaHiBUAMM, TO BCe TAKH BOHM HEOJHAKOBO AymaH i

13. Jleca Vxpainka 3i6panns meopis..., 1. 10, 1978, ct. 414
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HeodHakoBo Bipwid. Jleca YkpaiHka, sk BiH IOymae, 'Oyna Gmbkue Oo
punTelis, a Ppanko ke 6yB y Toii yac Binmanuscs Bin Heoro. s PpaHka
KiHeub 19 cr. 6yB MOBOPOTHHM NYHKTOM Bil PEBOJIIOLIHHOrO COLisAII3MY
[0 aHAJITHYHOI JiiTepaTypHoi i HaykoBOi IisibHOCTH”.!4

OueBuaHa piy, Jlecs Ykpainka B TOMY 4aci TpHMaJlacs LUe CyCIUIbHO-
noiTHYHMX nornsaais dparomaHoBa, THM-TO # Oyma GimXua OO HbOTO,
Hix Ppanko, # o6oponsna #oro mo3muuii, mo Hanepen tpeba 3n06yBaTH,
pa3oM 3 iHUIMMH HapoJaMH Ti€l % KpaiHu Yu epxaBu, MOJITHYHY BOJIIO.

»HobyapbMo BKyINi 3 BEJHMKOPYyCaMH “XOTb KYLYK, a BCe X
KOHCTUTYLil”, nmucaB JIparomaHoB y cBoix "Uymaubkux OyMkax”
(1891), TO Herw NOKOPHCTYETLCA HAllla HaliOHAJBHICTb... Haii-
BionoBinHie 6yne, xoau Ty 60poThly, HOp., MU yKpaiHii 6ymeMo
BECTH Ha TIDYHTI He HalliOHaJIbLHOMY, a [ep)KaBHO-aaMi-
HICTPaTHBHOMY, TOGTO BHCTaBISTH Ha nepiuii misH notpeby
aBTOHOMIi MicueBoi 1 kpalioBoi, aBTOHOMii rpoman, mOBiTiB,
nposiHuifi... Taka nporpama 6yme Matu 3a ceGe BCiX PO3yMHHX
nmonei, skoi 6 HalliOHaJILHOCTH XTO He OYB, a KOJIM fika rpoMana 4d
KpaiHa... BNopAaakye cobi KoM 3 AKMM BHKJIAIOM HalllOHaJIbHHM,
To Oyne iioro mino”.!s

HOns wiei uini Tpe6a Gysio mepin 3a Bce opradisyBaTu 4d 3400yBaTu
inTenirenuito s 6opoTh6H 3a MOJIITHUHY BOJIIO, Tpeba GyJio0, 3a cioBaMH
Jleci Yxpainku, "BepHyTH Hawii ii Mi3ok, abu He 6ysio Tak, 11O € HaO YUM
pobutH Ta HemMa KoMy”, a MOTIM pa3oM 3 cyciZaMu 3mo6yBaTd Ti npasa,
ski B ['ayuyunHi naBHO Bxe 3006yTi Yy'xUMH pykamu, a B Pocii 3a taki
npasa Tpeba Oyso we 6Goportucs”. 16

®paHkO HATOMICTb AyMaB iHakie. Bid TpuMaBcs naBHilioi igei
HOparomaHoBa ii yBaxkaB Haiimepiioro norpe6oro Ge3nocepenHio mnparo
cepell HApOOHOI MacCH CeJIAHCTBa i 3m0o0yBaTH Hapif, He iHTesireHuito, 60
panukajJbHUHR pyX ceped Hapody 3MIIHHTL Bipy B CBOi CHJIH 1 MH
HOoYyeMO... MillHy omopy 3a cBoiMM IuleynMa. PpaHko oTxe BipuB, 110
KOJIH po30yOUTH XKUBHI i CHIILHMIL pyX cepen LIMPOKHX HApOOHHMX yKpaiH-
CLKHX Mac o cejlaX Ta MO MiCTax, TO Bce, L0 € JKHBOTO H YecHOro cepen
iHTenireHuii npucraHe o0 Toro pyxy i He Tpeba Oyne ii 3mo6yBaTH, a KoM
MacCoBOI0 OCBiJOMHO-HallioHaJIbHOro pyxy He Oyme, To JlaBpoBchbka ii
ITnexaHoBcbka Qpaseoioris 3006yne #HTEINIreHLIO IUTs CBOiX aBCTpaKTHUX
i Janekux Bil KOHKpPeTHMX MOTpe® Halloro Hapoay.!’

®panko 6ayuB, LIO CeJISHCTBO — Gaiinyke, UM BOHO Hallis, a YH JIMILE

14. dus. M. Hpaii-Xmapa. 3 aimepamypHoi cnadwuru. H. M. 1979, cr. 245.
15. Buwkiashuti kypc 4. 1. Mionxen, 1975/6, ct. 145

16. Moaoda Ykpaina, ct. 112.

17. Moaooda Ykpaina, ct. 123.
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yacTHHa Hauii — OyJIo TeMHe, KpUBIKeHe, Ge3momiuHe, i BOpoOrH
Hamarajucs 3006ytu #oro mus ceGe, Os CBOiX ClpaB, a yKpaiHCBbKi
paduKaiy, 1o TpuMaiucs JparomaHoBa, boro Hemo6a4anu. ®panko 6yB
neBHMi, O 3000yTH yKkpaiHCbKi HApOIHI MacH, i He KOHEYHO caMi JIHILE
CeJIAHChKI, a il poGiTHHYI € MepeyMOBOKO BCSKOI MOJIITHKH, 60 JIMIIE Tak
MOXHa NpoOyauTH YKpaiHChKy Hauiro B Pocii i 3pobutH ii cunoro, 3 skoro
OynyTh paxyBaTHCs, KOJIM HacTaHe MOJIITHYHA BOJIA.

B upomy it 6yno ronosHe po3xomkeHHs Mix ®Ppankom i Jlecero
YkpaiHko}o, fiKa Iie He MaJjla TaKHX IePCIeKTHB i NocBiny, sk dpanko, To-
My BOHa 1lie TpMMaJacs morysaniB JparoMaHoBa, 3 Sk¥M TLIbKH HeJaBHO,
pik TOMy, pO3JIyuHiIacs HaBiKH i Bill AKOTO 3BUILHMIACS BXKE Ii3Hillle, TOMY
TOMi »HBa lile Oyy1a B Hei MaM’ATh NPO HbOTO Ta Horo izei, AKMMH BOHA, Hi-
Je npaBoM AOitdH, Oyna skuiich yac omaHoBaHa, 60 iHIIOro Takoro
aBTOPMTETY Hile OOBKOJIa ceOe HE Majia, a HEBHACHEHHX i TUM Oiiblle
Hepo3B’A3aHuX npobiem Oyiso 3aHanTo Gararo.

Muxaiino [pail-Xmapa mnuilie, 0 3aKMd HEOiAILHOCTI KHiBCBKHX
pafHKaJliB MOSCHIOETLCS THM, 110 PpaHKO He 3HaB JOKJIAAHO TOMIIIHBOrO
YKpaiHCLKOI'O JKMTTH, a, MOXe, H THM, IO Taki OOBHHYBaYeHHS npen
KiJIbKOMa POKaMM CHNAJHCh Ha TOJIOBH paauKaiB 3 GOKY YKpaiHCHKHMX
HaponoJo6UiB, 00 AKMX B OaHOMy pa3i, onifimosumn Bin IparomaHosa,
HabmxaBcs PpaHko.!8

3 wick0 AYMKOIO HEKOHEYHO MOXKHA 3roJuTHCs, 00 BOHa € skpa3
nymxkoro JIparoMaHoBa, sikuil Toni aymas npo Ppanka, 1o BiH yBech CBii
BiK Taki CHOPNpPH3H poOMTHL HampaBo i HaJjiBO i 110 BiH TAKUMH CKOKaMH
LIKOAMTh crlpaBaM i cobi camomy. Ane [paii-Xmapa MaB pauito, wwo
®panko Binxonus Bin dparomaHoBa i Bil MapkcoBoro couissismy. Jlecs
VkpaiHka Toni we TpuManacsa JIparomMaHoBa i HeroayBaja 3 TOro HpPHBO-
oy, mwo PpaHko MIIOB NpaloBaTH PeJAKTOpPoM O0 3Jopi, ska Gyna B
HapoIOBCLKHX pykax. B yucTi no IparomaHoBa BoHa mucana (23. 2. 1883)
»®paHko, 30a€Thcs, BUOYMaB cobl woch HEMOB Ha yrogy noxoxe, 6o ay-
xe #oro 6arato BMOHO CKpi3b MOMiX HaAPOOOBUAMH, i YOIOCh He Oymana,
1O BiH MOXe 3 HUMHM 3HOB 1O _Takoi 3romu mifitu”.!®

Xou ®panko B miicHOCTI He poOHUB KOOHHX TAKHX “CIOPNpPH3iB” Hampa-
Bo # HaniBo, fiKk Dymana Horo onoHeHTKa, a Te, 1m0 dparoMaHoB yBaxaB
XHUTaHHAM, Oyna ®paHkoBa TakTHKa abo cnpo6a BHJIHBAaTH Ha HapOIOB-
1iB, CMIBIOPALIOIOYM 3 HHMH, TO BCE TaKH BiH 3HaB JOCHTh NO6pPE MCHXikKy
yKpaiHCbKOi iHTenireHuii, ska He MoOrja 3BUIBHHTHCA Bil pocicbkux
BIUIMBIB, JOKa30oM 4oro 6ys cam JIparoMaHoB, 110 He padMB BiIpHBaTHCS
Bix Pocii, 60 nns uporo BiH He 6aynThb HisKOro rpyHTy, 60malt y THX yacax.

——————————————

18. 3 aimepamypHo-naykosoi cnadwuHu, ct. 24S.
19. Jlecs Vpainxa, 3i6pani meopu @ 12-mu momax, 1. 10, Jluctu, ct. 147.
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Tomy BiH Ha3uBaB iioro misHille ykpaiHIleM 3 MOXOIXEHHs, ajie obLue-
POCOM 3 NepeKOHaHHs, i TOMy YKpaiHCbKa iHTeJlireHLis nia BIUIMBOM pociii-
CLKOIO PEBOJIIOLIHHOrO NEMOKPaTH3My irHOpyBaja BJIACHY Hauio-
HaJBHICTB. A KpiM TOro, a, MOXe, caMe TOMY YKpaiHCbKa iHTeslireHLis
JIerKo MifJaBajiach THCKOBiI Bjamu i Gosimacs Gpatuce 3a Te, wwo 6yro
BJIallO}0 HEHo3BoJieHe abo 3abopoHeHe. IHIIMMHM ci0BaMH, YyKpaiHChbka
pesomoniiina memokpatis He Oyna pesomouifina. BoHa, #k xa3aB
dpanko, Giblle wikaBuIacs TEOPi€lo, HiX MPaKTHKOIO, TOMy MiX Helo i
HaponoM He 6yJio 3B’s13Ky, a 6yJio nouyTTs Ge3cuid il necumismy, HeBipH,
10 BOHa MOXE€ IOCh 3poBMTH AJIA TNOJIETIIEHHs IOoJIi Hapoay. A HandTo,
o BOHa Gijbllle cXHibHA Gyja OO poGITHHMITBA, HiX JO CEJAHCTBA.

IMicns Tiei BUMiHM OyMOK, B sikiii ®PpaHKO BUSIBUB BEJIMKY NepeBary
Hall CBOEI0 MOJIOOOIO KOJIErolo, KOTpa TOo.i Iue He MorJla JOPIBHIOBATH
crapuioMy i Guibll OOCBiOYEHOMY JlTEpaTypHOMYy H rpomMaiachbKomy
nisiueBi, BOHM 000€ BHSBHJIM BHCOKY LUISXETHICTb i He MaM’sTalld OJHE
OOHOMY KiJIbKa TFOCTPILIMX BHCJIOBIB Ta MEBHOI pi3HMII MOrysAdiB i mami
niaTpumyBanu npus3Hi B3aemuHd. B rpynni 1897 p. Jlecs VYxpainka
nucana PpaHkoBi, oueBUIHO, Y BiIMOBiOL Ha ioro JmMcra:

»JlapeMHe rafjacre, WO Halll NyGJIIIMUCTUYHHI KOHTPOBEPC MaB
Takuil gaTanbHuUil BIJIMB Ha Moi BigHOcHMHH Oo Bac. 51 3aBxau BMina
BiApi3HATH nyOniuMCTHKY Bin NpuBaTHUX chpaB. OTXe pelaxuis
JlirepaTypHoro BicHMKa He 3po0OWiIa NOMWIKM, mompocuBid Bac
CHOBICTUTH MeHE MPO 3aCHYBaHHSA CbOI'0 JXKypHajy, 60 HaBpsl, YH XTO
iHIIMX 3 ii unenis 6y 6 MeHi cummaTuyHimMii Bim Bac”.20

Hani BoHa 3ralye CBOIO 3 HHUM CyIEpeuKy i 3asBiIs€, IO HE Ma€ O
HBOIO HifIKOI ypa3u 4M o6pa3u, KpiM, MOXKe, OIHOTrO CJIOBa, sike 1i Bpa3uiIo:

”B Hamiomy koHTpoBepci (1106 HOro 3akiHYMTH) BpPa3MJIO MeHe
0COGHCTO TLIBKH CJIOBO “HENOGPOCOBICHO”, i HABiTH XTiNa y CBiii yac
IIPOTH HBOIO TNPOTECTYBATH, ajle TOH 4Yac MpoWMIOB MeHI B TaKuX
TSKKHX (QisHuHMX obcTaBMHaX, WO 6yJI0 SKOCH He OO NMPOTECTIB
HaBiTb. Tenep s mymaro, wo ce il kpame, 60 CIOBO MO CJIOBY MH
Moriu 6 e # mocBapuTHch — MM 060€ moeTw, redc ippirabinic
(Bpax<MBHH Hapin), sk BiZoMo, A paja, IO LLOrO He CTajoCh”.2!

He3aGapom micna Toro ®panko Hamucas y Jlimepamypro-Hayko-
60MY GICHUKY TIPOCTOPY CTATTIO NpO ii TBOPH, siKi BBaXas Nepiioro ¢pa3oro
B il PO3BHTKY, iKY BOHAa 3aKiHYMJa,

”... 1l TaNaHT TiNBKM LIO OTPSACCA 3 NMOBMBAYiB TOi HECAMOCTiIHHOCTH,
WO MyTa€ KOXHOIO MoeTa NpH nepumx #oro xpokax. Bid Tinbku wo

20. Tam xe, cT. 411.
21. Tam xe, cT. 411-12
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BIlepllle IIHPOKO i CMiIO po3MaxHyB KpPWJIaMHM 10 BJIACHOrO JIETY,
TiIBKM IO Noka3aB cebe B moBHili cHil i mMoka3aB HaM, YOro MH
MOX€EMO JXOAaTH B OynyidHi Bil cei mMucaTtenbku™.2?

Bin, wonpaBaa, 1OCHTh pilllyye KPUTHKYE il meplilli TBOPH, MiXK HUMH i
”Pycanky” Ta noeMy "Camcon” Ha 6ibiliHy Temy, ane craBuTb ii BHILE Big
»Jle6opu” Ha Taky X 0i6iliHy TeMy ii MaTepi Onenu ITuinku, Ta Bce TakH
IiHMTh ii HeBHCOKO. AJie HanucaHy Toro X 1888 poky, “Ilomopix mo
Mops”, LMKJI JPHYHHX 1 ONMHCOBMX BipINiB, OUIHMB 3Ha4yHO BuIuE. Bin
6ayuB, 11O

“rajaHT IOETKM OYEBHOAYKH AOyXKYa€, MigHiMaecThCs, 1 BOHa
HoTpamifie Yy CBiff NPUPOOHHUH TOH, MEHIE BSHKETHCH UYXKHMH
B3ipLsAMH, i MM CTPiYa€MO B TiM LHKJIi nepil NpoGJHCKH CHIILHOTO,
caMOCTifiHOro TajaHTy, Mepuli Taki KAPTHHH i IOETHYHI 3BOPOTH, IO
BUSIBJIAIOTH PYKy MaiicTpa”.??

B 1noMy LMK BiH 3HAXOOUTh NMepuly ii COLisJibHY HOTY, 60 OO Toro
yacy BOHa nepebyBayia, #AK BiH Kaxe, y chepi sKMXCh abcTpakTHHX
JIIOICLKHX B3a€MHH 1 aGCTPaKTHOro NaTPioTH3MY, aJle 3 Ti€i XBHJIHHM BOHa
noyaja NuJbHillle OPUAUBIATHCA OO OiHCHOTO XHTTA i IO THX peasibHHUX
CTOCYHKIB y JIIOICHKiH CycHmiJIbHOCTi, Ha SIKHX BHPOCTA€ IIOAEHHE rope i
BEJIMKi iflealbHi 3MaraHis no cBoboau i piBHOCTH”.24

Hesucoko BiH craBuB Iecy "MicsyHa Jierenga” npo cnisaka, LIO B
JMTHHCTBI 4YyB aHreJIbChbKi CIIBH 1 CTaB CIiBaKoM, aJjie mMi3Hillle BTPaTHB
roJjioc, skuii NOTiM 3HOBY Bi3HCKaB YyOECHHMM CIOCOGOM i 3HOBY CHiBaB
aHreIbCbKMM rosjiocom. HaTomicTe iHmIa ii moemMa Ha mMonibHy Temy
”IlaBHA Ka3Kka” 3Haiilna nmosHe npu3HaHHsa Ppanxa. eski i noesii wiei
nepiuoi 36ipkH BiH OLHHB OyXe BHCOKO — “mio BiA vacy llleBuenkoBoro
“IToxoBaiiTe Ta BcTaBaiiTe” YKpaiHa He uyjia TakOro CHJILHOIO, FOPSYOro
Ta NMOETHYHOrO CJIOBa, fK i3 yCT cei cabocuiioi XBopoi HiBYMHH”.

IlincymoByroun posrysn nepiuoi 36ipku Ha kpuaax nicens 3 1893 p.
Ta Oekinbka noesiii 3 THB it xypuany Kumme i caoso Ppanko 3po6us
BHMCHOBOK, 11O “YkpaiHa... HUHI He Ma€ IoeTa, 106 MiIr CHJIOIO 1 pi3HO-
CTOPOHHICTIO CBOTO TaJIAaHTY 3piBHsTHcA 3 Jlecero YkpaiHkoro”.2

®pankoBa ouiHka 10HOI TBopuocTH Jleci Ykpaiuku (ili 6yno Tomi 22
pokH), mayia 6Ge3 CyMHiBy BeJIMKE 3HAY€HHs IUISA Hei i HE TUIBKH TOMY, LLIO
BiH Toni Bxke OyB JliTepaTypHHM aBTOPHTETOM, aje i Tomy, LIO BiH caM
6yB nmoeToM i BMiB noka3aTH Xubu il HemOJiKM Ta BaApTOCTi TBOPY, TaK IO

22. 1. ®panxo, Teopu, T. 17, 1955, cr. 237.
23. Tam xe, cT. 242

24. Tam xe, cT. 243,

25. Tam xe,
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floMy XOTinocs BipuTH, JapMa, LI0 BOHH 00O€ CTOSIM Ha Di3HHX €cTe-
THYHHMX MO3HLIfX.

Jlecs naxyeana #oMy 3a TOM BiO3HB Ha ii TBOPH B JIHCTi Bill 21 XOBTHA
1898 p:

”Cnacu6i 3a Bamy ax HaaTO JIOCKaBy Bido3By IpO MOi Biplili.
Boiock, nanebi, 1o B MeHi Tenep po3iBeThCA MaHis panaio3a. OaHo
TUIBKH, MLy TpU3HATHCh, TPOXH HENPHEMHO BPa3HJIO MeHe — cCe
BJIacHE Mapajiesi MK MOIMHM i MAMHHHMH BipllIaMH, C€ TOCTaBHJIO
meHe B (anpimnBe nonoxeHHsa. Hy, Ta He MeHI roBopuTH mnpo
KpUTHKY IIpO MeEHe )X Takd... Bu 3HaeTe, 110 # LIMpo noBaxkaro Bac, a
3HalOYd THMKKY [OOJNI0 YKpaiHCbKOro rmoerta, "paga 6 He6a
npuxunuty”, abu Ta noas nonimuana. llactu Bam, Boxe, Ha xoxniii
nopos3i!”26

IMicnsa nossu npyroi 36ipku Jleci Vkpaiuku Qymu i mpii B 1899 p.
®dpaHKO KOPOTKO 3ranas ii y craTTi “YkpaiHcbko-pycbka jiTepaTypa i
Hayka 1899 p.” B [Jiai (3. 1. 1900) cnoBamu: “IIpaBauBuUM BIOKPHTTAM Oysin
BugaHi Cninkoro ynepille B OKPeMHX TOMaX TaJjIaHOBHTI ONOBiNaHHsA
Kob6puHcbkoi, rapHi Hapuc Ct. IlaTku i uymosi noesii Jleci Vkpainku”,
ane B 1900 p. BiH HanHcaB Npo Hei OKPEMy CTaTTIO B 4eChKOMY XypHaJi
Caoeancku IIxcezaco (p. 11, 4. 4), B sxiii 3ranye, mo ”B paHHIX MiCHAX
MOETKH BiIYyBa€TbCA POMAHTHYHI TOHM, CAHTHMEHTAJIbHI HACTpOI, ajie B
HHX € TeX BIOTyKH CyBOpi XHBOi AificHocTH, sk y moe3ii "Bssens” (1899), B
sKill moeTka nokxasajia HiIGHMTO CeJITHHHA YKpaiHCbKOro, 1O YB’A3HEHHM 3a
moaaTok, roaye Kpi3b I'paTH CBOIM TIOpEMHHM XJIi6OM OpYXHHY 3
IMTHHOIO, fKi Horo Binsimanu B Tiopmi.?’

Tyr ®paHKko KOpHUCTYyBaBCS  Y3arajlbHEHHsIM, KOJM CKa3aB Ipo
BiOrykd XuBOi HiliCHOCTM i NpO YKpaiHCLKOro CeNisHMHA, YB'A3HEHOTO
HibuTO 3a He3lamaueHuil momatox, 60 B camMoMy Biplii MoeTka 30BCiM He
sraaye, 10 To 6YB CeJsAHMH i L0 BiH CHIIB 3a He3amnnayeHi NOOATKH, BOHA
sraaye Jdile, 110 “OCTaHHIO Xyno6y »kunm 3arpi6 i mpomaB 3a OOBr
OoCTaHHIO KopoBy”.28 ®paHko imoB, MabyTh, 3a METOIOIO KPHUTHYHOrO
peasi3My i OOMOBHIOBaB OKpeMi (akTH Ta y3arajibHIOBaB, 106 Moka3aTH
obpa3 3arajbHOI HYXOM IiAd UapCbKHM peXHMOM. B cyTi peui ne#t o6pa3
Jleci VYkpaiHkn HekoHeyHO B3ATHH 3 peanbHOi OilicCHocTH 4YH 3
”CyyaCHOCTH”, BiH MOXe CTOCyBaTHCA # IHIUMX 4aciB, 60 moeTka He
KOHKpeTH3yBajla TyT Hi Yacy, Hi MicCls, Hi IPHYHHH, YOMY CeJISHMH CHAIB Yy
B’a3HuUi. PpaHKO Le MOACHIOE THM, IO “HepBM XBOpoi i Bpa3imBOi
niByuHU Oynn 3aHaaTo cnabi, 106 BiOTBOPHTH Taki CyBOpi CLUEHH, TOMY

26. Jleca Ykpainka, 3i6pani meopu, 1. 11, 1978, ct. 73.
27. Teopuicmb léana Ppanxa; 36ipHuK cTaTeif, 1956, cTt. 115.
28. Jleca Ykpaiuxa, Teopu T. 1, Moesii, 1975, c1. 60.
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BOHA NyCTHJIacs B KpaiHy cBO€i daHTa3ii #f onucye kpacy npupoau, ocob-
muo Kpumy. V Garatbox Bipmax wiei nepumoi 36ipkH BiH 3HaXOIOHUTH
[OCHTb MOHOTOHHY (OpMYy, MHOIOC/IOBICTb i 6pak MIACTHYHHUX KapTHH Ta
6pak BHpa3HOro CHJIbHOrO 4YTT, Yepe3 LIO Ti Bipli He OyasATh HiAKOro
HaCTPOIO i YUTalOThCA 6€3 cMaKy”, Ta Bce TaKd BiH 6auuB, LI0 PO3BHTOK
MOeTKH HIIOB AyXe LIBHOKO.

”MH He 3HaeMO Yacy, 3 KOTo MOXOIATh ii nmepiui BipiIoBaHi npo6Hu,
ane B 1888 polii BoOHa BXe NOXOOHTHL B OEAKHX M€cax o0 NMOBHOIO
maiictepctBa. Hema cymHiBy, mo ce 6ysno 3106yTkoM aye iHTeH-
CHBHOI IyXOBHOI NHpali Haa BJIaCHOIO OCBiTOI, HaJ ONaHyBaHHAM
MOBHM 1 BIpIIOBOi TeXHiKH, Ta I€BHa piy, IO # caMO >XKHTTA i
[OCTOPOHHI BIUIMBH CHJIBHO THaiH ii Hanepen”.?

Ocob6suBo monobanacs ®paHkoBi moema “[aBHa Ka3ka”, B sAKiii
rmoeTka BepTaeTbcd m0 AaBHiwoi TeMu ("MicauHa nereHnma”), ajse po6uTh
me, AK BiH Kaxke, 6araTo Kkpalle, CTaBUTh ii IIMpPOKO i 06pobiisie mo-maii-
crepcbk. lle — BiOHOLIEHHs moeTa [0 CYCHUILHOCTH, a BJIACTHBO
3HayeHHA Moe3ii B iHAMBiAyaJIbBHOMY i TPOMaACBKOMY. XHTTI.

Ilepexa3aBilid KOPOTEHBKO 3MICT MOEMH, BiH pOGHTH BUCHOBOK, LIO LiE
Haiikpalla i HalixapakTepHillla OKpaca HalIoi HOBOI JliTepaTypH. 'Y HalluX
yacax, Kae BiH OaJli, B Yacax 3arajibHoro pO3HEpPBOBaHHA 1 ekcTpa-
BaraHiii, y 4acax, KOJIM CKpi3b JIyHa€ aX JIAIUMTH NOKJIHK “IITyKa IJIs
LITYKK”, aX YyOHO AKOCh YyTH 3 YCT MOETa TBEpe3i Ta 3MOPOBi MOrJIsAaH Ha
3azmavy # Bary moesii, ski BUCKa3ye TYT Halla aBTOpKa.3® BiH HaBiTh 6ayuTh
y Hei CBOi BJIaCHI MOIJIAOM Ha MO3€il0 1 muILe:

”Ilo i mymui, noe3is a1 Mac po6y4yoro Hapoay — MHOTiXa B ropo
CIOYMHOK IO Tpaui, O KOXHOro YWJIOBika — MPUPOJHHUH BHpa3
po30ymKeHoro 4YyTTa i BMINMX 3MaraHb, OJiA Bciei rpoMagy —
3a0xoTa B 60poTh6i i mokip ycskiit HikueMHOCTI; OJi PUTHOOJIEHHX
BOHAa — rapsyuii mokjauk Oo 600 3a BOJIIO i JIIOACHKI mpaBa, a oJis
KPHTHKIB — rpi3Huii MecHuK. Bce i Bcloau moe3is — ciiyra JXHTTEBUX
notpeb, ciiyra Toro BMILOIO ii inedHUro nopsAaky, 110 Beae jaomei oo
NocTymny, [0 NompaBH ix moi”.3!

Bci wi BMIe nMTOoBaHI morusoM, e B aOificHocTi mornsou He Jleci
Vkpainku, a camoro ®PpaHka, skuii Nif BIVIMBOM COLISUTICTHYHMX Teopiit
OMBHMBCS Ha MOE3il0 fK Ha “CNYry KMTTEBHX MOTpe6”, ToMy H y KpHTHLI
3aCTOCOBYE COMIAICTHYHI mornsau i iTeprnpeTawuito TBOPIB Moe3ii 3 TOYKH
GayeHHs couisymicTMYHOro yrtumitapusmy. Taki mornsou Oymm Tomi

——
29. 1. ®dpanko, Teopu 1. XVII, 1955, ct. 244,
30. Tam xe, cr. 250
31. Tam xe, ct. 250
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aKTya/jbHI fIK peaklis Ha MOrJsAdd Mpo “MHUCTEUTBO [Jis MHCTEUTBA” Ta
nNpoTH KpaiiHboro inouBinyanismy, ane Jleca Ykpainka B AiliCHOCTI Takux
MorJsliB He BU3HaBaJa, 60 30BCiM noOpe 3Hana, 110 NOTIXOK B ropro IJis
»pobyyoro Hapony” 6ysia He moe3is, TiMLKK pajile yapka, aHi He 6yJio Bia-
NOYHMHKOM Mo mnpaui, 60 po6ounii Hapon moesiero B3arani He uHikaBuBcs. |
ue Jlecs YkpaiHka 3Haja TakoX i3 BJIaCHOrO JOCBiAy, KOJIH MHcaJia y CBOIX
BiplIax, 11O B ii 3eMJIAKIB “ceplle MOXOM MOpPOCJIO”,i IO HHUX 30BCIM He
NpoMOBIsAE ii moesis, a Oeski ii 3eMJIAKM Ka3ajH, IUO Ha INOE3il0 Temep
3apaHo i BOHa He noTpi6Ha. Ane ®panko #ios 3 ”ayxom uacy” couisic-
THYHHM, TOMY H TPMMaBCs COLISsJIICTHYHHX TNOIJIAiB Ha moesito, a Jlecs
VkpaiHka TpMMajacs IHIIOro HampsMy — ileajliCTHYHOro, Tomy M
npu3HaBaiacs 0 HEOPOMAaHTH3MY.

HOpyry 36ipky noesiii Jleci Yxpaiuun dymu i mpii, mo Buitina y JIbBoBi
B 1899 p., ®paHko wiHMB, 3po3ymina piy, GaraTo BMIUE Bin HepLIoi i
BBaXkaB, IO Bix uacy lllesyeHkoBoro Ko63apa Yxpaina He BUOana Kparuoi
36ipk# MOeTHYHHX TBOpiB. I'0N0BHOIO ii CHJIOIO BiH yBaxkaB JIPHKY Ta
MaJTIOHKM CUEH i CHTYyaliii, 110 BHIJIMBAalOTb 3 JipHYHOro Hacrporo. "TyT
KOXHe ii C/IOBO Mae cujy i IUIACTHKY, TYT IUO He cTpoa, TO MHCTelbKe
CTeneHyBaHHA MOeTHYHoro uuisxy”. BiH cmpaBennuBo Bimmiuye, 1o "BoHa
nJajeka Big ¢opMasibHMX BHUTIBOK, Bil JeKaneHTCbKUX mepebisbilieHb, BOHA
BMi€ NMPOCTHMH CIOBAMH BHMK/IMKATH ITHGOKe BpakeHHs”.

B 1901 p. ®panko naB 3HOBY NOKJIaAHY XapaKTEpUCTHKY il TBOPUOCTH
y cTaTTi ”3 ocranHiX mecatunith XIX cT.”, HaapykoBaHill y Tppox uuciIax
JTimepamypro-Hayxoeozo e@icnuxa (VII, VIII, XI). Tam BiH nuiue:

”Ce TanaHT CWIbHMH, HaCKpi3b MyXHiil, X04 He Ho36aBIeHHUI Ki-
Hoyoi rpauii #f HXKHOCTH. ApTHCTKa B NMOBHIM 3HAaYEHHIO CETro CJIOBA,
BOHa OOHaye He CTOPOHUTb Bill CYYacCHOTO MXHTTH, >XHBE HOro
iHTepecaMH, ropsayo Binyysae i#oro 6o i 3aBciroM Bmie 3HaliTH
CHJIbHHi MJIACTHYHHUIA BHCIIB [UIA CBOTO 4yTTA. B moyaTKoBHX CBOiX
TBOpaX MHOTOCJIOBHa, He CBOGiqHA Bill NEBHOI MaHepH, BOHa LIBUAKO
pocTe, DOXOOUTh OO BHCOKOro MaiicrepcTsa ¢opmu, sIKy 3aBCirau
BMi€ 3aNOBHATH IHTECHBHO Bio4yTHM 3MicToM. li moesis — ToO
OTHHCTE OCKap)X€HHs TOro AMKOTrO I'HETY CaMOBOJIi, NIl AKHM CTOTHE
VYkpaiHa. Hota oco6ucTtoi nipukd 3By4uTh Y Hei crabiue; enivyHi Temu
NOKHUIUO He BAaKOThCA il y Takih Mipi, ik onucoBa i maTpioTHuHa
nipuxa”. ¥

IOymka ®panka npo Te, 110 ocoGHCTa JipHKa 3BYy4YHTb y Hei cnabiue
HiX MaTpioTMYHa, He 30BCIM BipHa, 60 BTOMY d4aci BiH IUe He 3HaB THX

32. 1. ®panxo, Teopu ¢ 20-mu momax, 1. XVII, 1955, cr. 263
33. Moaoda Ykpaina 4. 1, 1910, ct. 70
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TBOpIB, fAKi OyJIH BHpa30M BeJIMKOro 60JIO 1O BTPATi yIHO6JICHOI JIFOOUHH i
alfi HanexaThb 10 HalCHJIBHIIINX 3pa3KiB OCOGUCTOI JIPUKH B yKpaiHCbKiil
nitepaTtypi.

KpiMm 3raganux, ®paHko HanucaB Iue HeonHy craTtTio npo Jlecro
VxpaiHky, BiH NpH KOXHi#l Haroni sraayBasB ii 3 HallBUILIOIO OXBAJIOKO i He
TiJIbKH PiIHOIO0 MOBOIO, aJjie if IHIIMMH MOBaMH — YeCbKOIO, HiMeLbKOIO,
MOJILCBKOO, POCificbkOl0 1 BCIOAM CTaBMB ii Ha mepiue Micue. 3ranaTH
moxHa Exnumknoneanunnii cioeHnk Bpoxras3a i E¢pona, ne BiH y craTTi
»tOHOpycckas JidTepaTypa” BH3Ha4YMB ii SK NPOBIAHOro yKpaiHChKOro
moeTa, y fKoro “HoTa riu6okoi TIpomMancbkoi TYrd MNOEOHYETbCA 3
eHeprifiHolo piuyyicTio GopoTHcs 3a 3nifiCHEHHA BHMCOKHX ineasis...”3
Iisnime y ctaTTi "YKpaincbka nirepatypa B 1906 p. B raseti Pada B 1907
p. (uu. 8, 11-12, 24, 44) BiH roBopuTh npo TBopH Jleci Y kpaiHkH, aHaJi3ye
*Hanuc y pyiHi”, "OaHo cj10B0” Ta BKa3ye fK IIYKaTH B il TBOpaxX Ha TEMH
3 maBHbOI icTOpii rau6lIoro 3MicTy i BiA3MBY Ha cyyacHi moii.

Yecbkux uMTaviB inpopmysaB ®panko mpo Jlecio YkpaiHKy B XKyp-
Hasi Slovansky Prehled, B 4-My unchi 3a 1900 pik BiH 3BepHYB yBary Ha
BeJIMKHMH MaTPiOTH3M MOETKH i M060B N0 MOHEBOJIEHOro Hapody: ... CBOi-
MH AyMKaMHM BOHa o6ifimMac Bechb ykpaiHcbkuil Hapon, He 3abyBaiouH Hi
Ha XBWIMHY, IO Ue Hapin OiOHAKIB, HeBOJILHHKIB, Hapod BHKOPHCTO-
ByBaHHii 1 rHO61eHH".3¢ B ToMy xypHani 6yno i kinbka nepexnanis (12)
JlecuHux nmnoe3iff 4YecbkoO MOBOIO B mepekaani PyxeHn €EceHCbKOI.
Himeuskoro MoBoro nucaB ®panko npo Jlecro B xypHani 3 yyxux Mos”
("Aus femden Zungen”) B 1901 p. m. 3. "Die ukrainische (ruthenische)
Literatur” (Buxoguts y IWIrytrapri 1 Jla#inwiry) ta B xypHami
”ABcrpiiicekuit ornan” (Osterreichische Rundschau, 1904. 1.).

Jleca YkpaiHka Hivoro He Hamucasa npo PpaHka, X04 BOHa mnucajia
iCTODMYHO-OTIAMOBI CTaTTI Ha TeMH YKpaiHchbkoi JliTepaTypH, ale
TBOPYICTIO HOro BOHa XHMBO LIKAaBHJIaCA 1 Ll 3allikaBJIEHHS BHSBIAJIa B
JIUCTaX, 0co6/1MBO B ogHOMY 3 HuX Bin 13-14 ciuns 1903 p. 3 Can Pemo, ne
BOHa mepebyBana Ha JlikyBaHHi. BoHa BHCnOBMIOE HoMy CBOi OyMKH npo
nesiki #ioro TBopH, mpo #oro rpoManachbke CTaBJIeHHs A0 JITEPATypH, Npo
floro niTepaTypHi cTaTTi Ta npo HeHanucaHi TBOpH a6o “ckpydeHi
rojioBu”. BoHa BHCIIOB/IIOBaJIaCs OTBEPTO i IUMPO, He NPHUXOBYIOUH CBOIX
OYMOK mpo #oro TBOpM YH NpO CTaTTi, fK, HaOp., Npo HOro CTaTTIO B
HiMeIbKOMY KypHaii Zeit mnpo TNOJbCbKY NHCbMEHHHMIIO Mapiko
KoHonHiupky, npo sKy i BoHa mucana CTaTTIO 10 pOC. XypHany MKu3smo.
®paHkoBa CTaTTa il momo6anack, ane... iif 3Ma€ThCA, IO BOHA HANHCAaHA

34. Teopuicms Isana ®Pparka: 36ipHux cmammedi, 1956, 111.

32335. Snyuxaoneduuckuti caoeaps, winatenu . A. Bporays u H. JI. Epon, CIIB, 1904
cT. 323, ’ ,

36. Teopuicmb leana ®panka; 36ipuux crarteif. Kuis, 1956, ct. 115.
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HalBHMOKY, 60 B Hii moMHMHeHa HerpomMauncbka jipuka KononHinmkoi, a
BoHa caMa, Jleca YkpaiHka, HerpomMaichbKy JIpHKy B MNOeTiB Haib6inbiie
uinmna, 6o BBaxkayma ii Ge3mocepedHIM BHCIOBOM INOETOBOI Aylli, a
OyleBHY IUMpicTh i Ge3nmocepeqHiCTh BOHA BBa)kajla AyKe BaXKJIMHBOIO i
uiHHOM, nonibHo, sk PpaHKO BBaXKaB I'POMAACHLKY JIPHKY BaXKHIIIOK i
IIHHIIIOK Bil YCAKOi iHIIOI.

B KoHonHiupkoi Herpomancbka Jiipuka Oyna, Ha ii OYMKY, OOCHTH
npuriaylileHa, ane jus Hei, ana Jleci Ykpainku, us nipuka 6yna oco6nuBo
uikaBa, Iepill 3a Bce 3 TOro MOMJIAMY, IUO “Oa€ Mi3HATH SIK Ha JIPHYHHX
noerax CyCHiJIbHHKaX BiaOUBa€Tbcsi BHEPTICTh OCOGHCTO JIOACHKOL
NpUpOIH, IUO He nae cebe 3arjJylIMTH HaBiTh HalMiuHiMMM 1 Haii-
IUMPIIIMMH 3arajIbHOJTIOACEKMMH iHTepecaMH”, MOBJIAB, "XeHiTh ii B IBepi,
BoHa BBifine BikHoM”. Bona He noxopsana floMy 3a Horo minoxin 4u HenoOJIK,
ajie MiAKpecanIa CBOE po3yMiHHA moe3ii i cBilf mimxim mo Hei. Ilum Bona
MiIKPECIHIIa TaKOX, IO BXKe B MPHPOIi NOEeTa 3ajl0keHa Cy6’€eKTHBHICTb i
KOJIM BOHa B HOro TBOpax NpPOPHBAETLCA, TO L€ HalNpUpoOAHilIMit BuAB
KOXHOro noera, cKiibku 6 BiH Horo He cTpumysaB. I cam ®panko 6ys
HMBHM IPHKIAOM LBOro CBOIM “3iB’A/IMM JHCTAM”.

IIpo Bucoky BapTicThb HerpoMancbkoi a6o oco6HcTol Yu Cy6’€eKTHBHOL
JipUKH, AKY COLIsJIICTHYHA Teopisa 3amepeuyyBajia, a HaBiThb BHKJIMHaja i
NpoKJIMHAJIA, CBiAYaTh Takoxk ii aymku npo uMky PpaHkoBHX moesii m. 3.
I3 nHeBHuka” B JlimepamypHo-Haykogomy e@icHuky, sakux PpaHko
Haue6TO COpPOMMBCS i BUABJIAB HifAKOBICTh Ta NMOYYBaBCA 32 HHX OO BHUHH,
ajle BOHA BBa)aJia, IO caMe Ti JYMKH il MOYYBaHHsS MalOTh BapTiCTh, fAKi
cTpaliHo abo TPOXHM COPOMHO HeCTH Ha “po3myTTs uuisxose”, 60 To
3HaYMTh, IO TO NMOYYTTA IUMpi # iHTeHCUBHI — a6o ropsaui, abo Ko Gomo
XOJIOAHI, ajle He JIiTHI, 60 sKpa3 TAaKUX BOHA He JIOOMJIA, a TAKHMH, Ha 1i
IyMKYy, it 6ya rpomanchka Jlipdka, MHCaHa 3 NOTPeOH 1LIOAEHHOrO XHUTTH,
a He 3 mOTpeOu Oyun. I came ni xapTUHM "i3 AHeBHHKa”, 1e6TO HerpoMan-
cbKa Jlipuka riau6oxo Bin6unacs B ii oy, 60 BoHa, oeTka, CBOEIO AyLLIer0
BiouyBaJsia 1o BiH MepeXKHBaB Toli, KOJHM ix mucaB. OTxe Jlipuka novyyBaHb
a6o emouiil.

Iumu Buciosamu Jleca VYkpaiHka  BuUfBWJIa, HaBMHCHO Y
HEHaBMHCHO, CBOi MNOMIAOM Ha mnoesito, sAki Bin PpaHKOBUX I'DYHTOBHO
pisHunucsa, 60 ®paHko BBaxkaB, IO IpPOMajaCbKa JlipHka — HaiBHIUMM
o6op’a3ox moera, a Jlecs VYkpaiHka Hisxkoro o60B’s3Ky B moe3ii He
npu3HaBaia, Uis Hei HafiBUIUMM 3aKOHOM y TBOpPYOCTi OyJla BHYTPILLUHS,
nyuiesHa mnoTpeba, BacHe, CYG’€KTHBHI NOYyBaHHS, He3asleXHi Bin
30BHIILIHIX NOTpe6, ajle YHCTO CHpPHUYMHEHI 30BHILUIHIMH O6GCTaBHHaMH,
noaisMH, CTaHoM, Hanpuknan, Jleca YkpaiHka Oyxe rocTpo BiayyBasa B
Oywi CBOE i CBOro Hapoay INOHEBOJIEHHA, HEXTYBaHHS JIFOACBKHX 1HOHM-
BilyaJIbHUX i HalliOHaJIbHUX NpaB, HAKHHEHY YyXY BOJIIO il HEMOXJIMBICTh
XHUTH CBOGIHO #f KOpHUCTYBaTHCA BCIMH JIFOACHLKHMH NpaBaMH. CripHuKHeHi
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TaKMM CTAHOM NOYYTTS BOHa i BHCJIOBJIIOBajla y CBOIX TBOpax, aje TO
6ysi0o morpeboro ii mymr, fi BONA NpOTeCTyBaja MPOTH TaKoro CTaHy
HeBiJIbHUIITBA, i BOHA BiguyBajia BHYTPIlLIHIO NOTpeOy roBOPUTH UM MUCATH
npo Te, 1o i 6omino. Came TOMy BOHa BHCOKO HiHHMa Ti moe3ii PpaHka,
aki 6yJu BMUpa3oM Horo OyileBHOro CTaHy, HOro mouyBaHb, aji€ XOJIOAHO
cTaBWJIach, XOY i 3 MOMLIAHO, 10 TBOPIB, fKi Gy/IM CIpHYHHEH] po3ymom
a60 30BHILHIMH noTpeGamu. | BOHa wWIKOAye, IO BiH HE Mir uepe3
HaBaHTa)XeHHA rpomancbxmo npauel0 HandcaTH THX TBOpiB, sAKi
BHHOILLYBaB y MyIIi, i MyciB “CKPYTHTH iM rojoBy”, sk BOHa ka3ama, 60
nucas “TaKy CTpalIHy macy ApiGHHX NONMciB mo BCix ycronax”.

3 upOro MPHBOAY BOHA MaJia HaBiTh CyNepeuKy 3 AeAKAMH HOro omHo-
OyMUSAMH, fAKi JOKOps/H iif, 110 BOHa BHTpayae 4Yac Ha noesito i onbu-
Ba€ThCA Bill peasibHOI KOPHCHOi POGOTH, HATOMICTb CTaBUIIH il 32 TpHK/Ian
®panka, Akl yBech yac CTOAB Ha yciyrax rpomaicbKHX notpe6 i 6yB
BCIOMM TaM, Oe Horo 6yjo morpi6bHO, TOMy BOHM Horo yBaxaiH yHiBep-
caJlbHAM 1 palifM, IUO MalOTb TakWii TaJaHT — O6eJeTPUCTHUYHHI,
HayKoBHH, MOETHYHMH i NMpakTHYHHIA, Bce B OmHil 0cO6i. Im Hesinomi it
Gaiinyxi 6ynu 6axaHHs MOETOBOI NylIi, SKa HE MOTJIa BHUSBUTH TOrO, IO
iii 6omino um panysajio, 60 TilIMIacs, IO BiH iX BHpyYa€ # BHKOHY€E
npauro, Ky BOHM Manu 6 BukoHyBaTH. BoHu # He mkoaysanu Horo , 1o
BiH pO3KMOaBcs [Uld HMX Ha Bci GokM i 3aHenGyBaB Te, 11O NMOBHHEH OyB
poOHTH fK NMOET, a BBaXajH, IO NMHCbMEHHHK — cCjiyra rpoMajH, sKHi
NOBHHEH BHKOHYBaTH Te, Yoro rpomanga norpebye i Bumarae, 6o we
[1IEMOKPAaTHYHO.

Tax B mificHocti nymaB i cam PpaHko, skuii 3aXomusca co-
WiSULICTHYHOIO NOKTPHHOIO, 1110 JIFOAMHA € BHTBOPOM CYCIUIbCTBA 1 € THM,
YUM € TUIbKH 3aBOSKH CYCNHUIBCTBY, TOMY 3000B’f3aHa CIYXHTH HoMy
THMH TaJlaHTaMH, SKHMH ii IPUPOMa, a BIacTHBO CYCNiJbCTBO Haainuio. 3
LUbOro MOIJIAAY COLISJIICTH CYBOPO OCYIKYIOTb NHMCbMEHHHKIB, fIKi He
clyXaThb IrpoMaji, TOMY H NOKOpS/IH NHCbMEHHHKAaM, fIKi He CIIyXaTb
rpoMani, ToMy i pokopsanu Jleci VkpaiHui “JiTepaTCbKHM apHCTOKpa-
TH3MOM”, KOJIM BOHa 0GOpOHANA CBOGOOY TBOPYOCTH 1 HE3aJIeXHICTh
noera Bill MpakTHYHMX HoTpe6. Ajle BOHa He Xorija 6yTH "MenxeH ¢iop
ajlec”, K TOrO BMMAarajlo TOHi i 3aB)XOH BHMAara€ NpaKTU4YHE XXKUTTH,
TUIBKM XOTijla 6YTH NOETKOIO, He3alle)KHOK Bil CycmuibcTBa Ta Horo
NPakKTHYHHX NoTpeb i XOTijla TBOpUTH CBOGiOHO Te, IO “AMKTYyBana” iii
nywa. HesanexHo Bin Toro, BoHa Tex “ckpydyyBaJia roJjIOBH” CBOIM HITAM,
sk 1 ®paHko “TonMB CcBOIX miTeli”, K BiH caM BHCJIOBJIIOBaBcsA, 60 A0 Hei
YacCTO 3BEPTA/IMCH 3eMJIAKH 3 Pi3HHMH NpPOXaHHAMM H BHMoramd, i BoHa
BHKOHYBajla iX Ga)kaHHs, XO4 Ha TOMYy TepIila ii TBOPYICTb. Ajle TOMY
caMe .BOHa 3actynayiaca 3a Ppanka sk moeta, 1106 BiH He MYCIB IJIs
rpomanu “3aMitaTu misn”, 60 e MoXKe XTO iHIIHHA poGUTH, He MOeT: BOHH
iff xasamu, mwo “3amiTaTh masu” nis 3BMYaiiHoi myG6uiikH, ce YecTb I
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rpomansHuHa, 60 HaBiThb “I'epkyJlec YHCTUB CTaiHi”, a MOET TEXK MOXKE LE
poGHTH, a “CKpyyeHi roJloBH” ILie HEBIOMO AKy 6 MaJlK BapTiCTb, MOXe i
He BapT PO HHX ajyBaTd. Ta xosM BoHa 3anuTana I. Tpywa, Manspa, uu
BiH “3aMiTaB 6H A" OJI8 rPOMAaH, TO BiH BiONOBIB, IUO "l 1O iHLIOro”.

3 THX MipKkyBaHb BOHa Bosina PpaHkose “3iB’sse aHCTA”, HiX yci Ti
OINHCH TOCNOAapCchKHX BHCTaB, IO HiOMTO Ginblle MOTPi6Hi i BaxHi, 60
THM CIIOCO6OM “YroTOBJSEThCA” MyTh iHIIMM, MOJXe, GibILINM TajlaHTaM,
[0 PO3iB’IOThCA JJliMllle NpH JiMmuHXx obGcraBHHax. BoHa nymana micis
»3ip’aoro JHcTa”, 10 # BiH XkaJlyBaB 3a CBOIMH “yTOIUIEHMMH OiTbMH”,
ToMy iii sieriue GyJio 6, ka3zasla BoHa, AIKOH BiH cnipaBi GyB TakuM, 3a SKOTO
fioro Manu 3emnsku, Tpyw i [ankeBuy — “3amitavyem misuy”, 60 Toai BiH
BUKOHyBaB ©M BracTuBy cobi poboTy, a Tak, fIK MOeT, BiH MYCiB
”CKpy4yBaTH rojioBy” CBOIM MITAM 1 “3aMitatd misau” ais rpomanu, 6o
rpomMana mnoesii He norpe6ye. 3 uuM PpaHKO roauBcs K FPOMASHHUH i K
noeTt, ToMy # nucas Te, 110 Tpeba, He Te, IO XOTIB, @ KOJIM il mKcaB Te, 11O
XOTiB, TO CHilIMBCs, 1106 MaTH 6inbille Yacy IUis TOrO, YOro Bil HLOro
BHMaraJjig, TOMy {oro TBOpH He BCi CTOATbh Ha HaMBHILOMY PiBHI, IK MOXHa
6yJ10 Big HBOTrO OYiKyBaTH, i 3 UbOro npuBoay Jlecs YkpaiHka oMy cniB-
yyBaja. o #Horo npo3oBux TBOpiB BOHa MaJjia “XOJIOOHY HoOLIaHy”
(ITancokux xcapmis, IlepexpecrHux cmexcok Ta iH.), a BHCOKO I[HHMIA Ti,
11O NMPOMOBJISJIM 1O ii cepus.

IMicna uboro nosreHbkoro nucra Jlecs Vkpainka pimko nucaia no
®panka, asne il B3acMUHM 3aBXXOu OYyM NpusA3Hi. 3 KiJIbKOX JIMCTIB 3HaeEMO,
II0 BOHAa Nepekjanajla KOro omoBidaHHs POCIMCbKOIO MOBOIO Ha 3aMOB-
NeHHs BHpaBHUYoi ¢ipmMu B PocroBi Han IoHom (owckas peus) i
I0roBOpIOBAjiacs 3 HUM IpO FOHOpAap Ta MPOCH/IA MPO Aeski MOCIYrH y
JIbBOBi, a TakoX OOroBoproBajia CBOi B3a€EMHHHM 3 HESAKUMH JIIOOBMH Y
JeBoBi (Tpym, I'pymescbkuii, IlaBniuk Ta iHIWI), mpu YoMy min-
Kpec/iloBaja, 110 BoHa Bubupae cobi He mMpusATENiB CBOIX NMPHATEIB,alle
npuATeNliB cBOiX inmeil, Xo46M He Bci mpusATem ii imell MOOGHIHCA Mik
co6oro. Takoro kpuTepito, BoHa nymae, TpumaeTbesl i ®PpaHko, TOMY BiH
s Hei 6yB “npyrom cesaroi Iloesii, HaliOLTbIIMM i HalilOCTIMHIIIKM 3 yCiX
ii apy3iB”. ToMy BoOHa, sik mHIlle B JIUCTI, He NMUTAE 3 KUM BiH APYXHTh, a 3
KuM Boporye. ”[Ins Mene B Bac € 3aBXOu 11OCh Take, IO CTOITh BHILE
BCAKHX KPYXKOBHMX, KOTepiliHHX Ta IHIWIMX cmopaB “OoT MHpa cero”.
ToBapulllyBaHHSA Hallle, 31a€ThCsi MEHI, BJIacHe, “HE OTH MHpa cero”, He
KaJJaMyTbMO X Horo BCAKHMH survivals, 60 BOHH HHX4i Bim Hboro”.3’

37. Jleca Ykpainka. Teopu, 1. 12, 1979, c1. 83.
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LEONID RUDNYTZKY

FRANKO’S DRAMATIC WORKS: A
REAPPRAISAL

No other Ukrainian writer, with the possible exception of Taras
Shevchenko, has been accorded as much attention as Ivan Franko.
Ukrainian and non-Ukrainian literary scholars and critics both in Ukraine
and abroad continue to analyze, to interpret, and to re-interpret his works,
frequently with heated polemics. However, despite the voluminous
secondary literature produced on Franko’s writings, relatively little of
consequence has been published on his dramaturgy and his contribution to
the Ukrainian theater. This holds especially true for the studies written in
English: Percival Cundy’s early pioneering effort, which is still the best
introduction to Franko’s works in English, makes only peripheral reference
to “his finest drama wukradene shchastya (Stolen Happiness) [and] his
comedy uchytel’(The Teacher)*!; Clarence Manning in his essay on Franko
refers only to Stolen Happiness?, as does Dmytro CyZevsky in his
monumental work A History of Ukrainian Literature’; Albert Kipa, on the

1. See his Ivan Franko: The Poet of Western Ukraine. New York, 1948, p. 64

2. See his Ukrainian Literature: Studies of the Leading Authors. New York, 1971
(reprint of the 1944 edition), p. 86.

3. In this connection it is interesting to quote CyZevs'skyj's view on the theater in Western
Ukraine and Ivan Franko: “...in Western Ukraine...for a long time there simply was no thriving
theatrical life. Travelling companies existed on translations and borrowings (from the Austrian
theater). Even Franko, the author of several plays himself, was unable to bring it life. For, blind
to the weaknesses of the East Ukrainian theater, he envisaged that Galician theater should stage
concrete representations of contemporary events. The majority of his plays written in the
1890s...were long considered to be nothing more than reading material. Only Stolen Happiness
received stage presentation — in Lviv in 1893 and in Kiev in 1904; in Eastern Ukraine its real

in.fluence and meaning were not felt until recent times.” A History of Ukrainian Literature.
Littleton, Colorado, 1975, pp. 612-613.
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other hand, in his excellent article “Ivan Franko’s View of Gerhart
Hauptmann” calls Franko a “poet, critic, translator, scholar, and
journalist,”™ and does not mention his dramatic works at all. Similarly, the
Ivan Franko issue of The Ukrainian Quarterly of June, 1956, does not
feature any articles on his drama nor on his contribution to the development
of the Ukrainian theater.> All this clearly points to the fact that Franko’s
achievement in other areas has overshadowed his contribution as a
playwright. Moreover, for various reasons, the drama was (and still is) the
least developed genre in Ukrainian literature, and the relative scarcity of
comprehensive studies of Franko’s dramaturgy is, at least partially, the
result of this condition.

The picture does not become much brighter if we examine the products
of emigré scholarship written in Ukrainian. Little of real consequence has
been published pertaining to Franko’s dramaturgy, although surprisingly
much work has been done in other areas of Franko’s scholarship. The
Shevchenko Scientific Society, for example, has dedicated three volumes of
its Memoirs to Ivan Franko, but they contain only one article which deals
with his dramaturgy.6 The best concise analysis of Franko’s views on the
role and function of the theater is found in Hryhor Luzhnyts’ky’s article,
“Ivan Franko pro zavdannya i tsili teatru;”” My modest effort,
“Revolutsiyni postati v dramakh Ivana Franka,™ and Olha Witochynska’s
French study “La dramturgie d‘Ivan Franko,”™ complete this admittedly
sketchy survey of Ukrainian emigré scholarship dealing with Franko’s
dramaturgy.

On the other hand, Soviet contributions to this area of Franko studies
do include a more substantial number of works.!® As is to be expected,

4. See Probleme der Komparatistik und Interpretation. Festschrift fiir André von Gro-
nicka. ... Bonn, 1977, p. 136.

5. This issue includes the following articles: Clarence A. Manning, “The Literary Work
of lvan Franko,” pp. 118-125; lllya Vytanovych, “Political Views of lvan Franko,” pp. 126-133;
Matthew Stachiw, “Social and Economic Ideas of Ivan Franko,” pp. 134-143; Volodymyr
Doroshenko, “Ivan Franko as a Scholar,” pp. 144-151, and Svyatoslav Hordynsky, “Moses,
the Conscience of His People,” pp. 152-157. See U.Q., vol. XII, No. 2.

6. This particular work is H. Luzhnytsky's study “Teatral'no-sotsiolohichni elementy v
dramatychnyi tvorchosti I. Franka,” in volume CLXVI (1957), pp. 98-103; the other volumes
are CLXXXII (1967) and CLXXXIV (1968).

7. See Kyiw (July-August, 1956), pp. 156-163.

8. In Ukrainisches Technisch-Wirtschaftliches Institut. Naukovi Zapysky, vol. X1V
(1967), pp. 3342).

9. See Actes de la Journée Ivan Franko. Paris-Munich, 1979, pp. 97-107.

10. Soviet contributions to this branch of frankoznavstvo are quite numerous. The two
major studies are: Yakiv Biloshtan’s Dramaturhiya Ivana Franka (Kiev, 1956) and a study by
the same title written in Russian by M. Parkhomenko (Moscow, 1957). In addition, such
scholars as M. Voznyak, V. Shchurat, S. Shchurat, Ye. Kyrylyuk, S. M. Zlupko, Yu. Kobylets-
kyi, and others have published studies on various aspects of Franko'’s dramaturgy.
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however, the Soviet scholars stress Franko's “socialism” and “materialism”
ignoring, for the most part, the idealistic ethos of his early dramatic efforts
and his literary ties with Western Europe, and especially with the German
cultural realm.

The purpose of this paper is to re-evaluate Franko’s dramatic works in
light of West European dramaturgy and to attempt to assess Franko’s
importance for the Ukrainian theater.

Franko’s interest in the theater and in writing plays began in his early
youth and waned only after the dismal conditions prevailing in the theatrical
life in Western Ukraine discouraged him from devoting more time and
effort to that genre. In a letter to Ahatanhel Krymskyi, the eminent
Ukrainian orientalist and linguist, dated August 16, 1898, Franko wrote the
following:

“Concerning my dramatic works, let me tell you, that drama is my
oldest passion. While attending the Gymnasium 1 wrote several plays,
and while a student at the university, one of my plays was even staged
by an amateur group. But eventually I lost confidence in my ability
as a dramatist and gave up writing plays for a long time. Only the
articles of Mrs. Krzywicka in the Warsaw Glos, in which she stated
that my short stories display a lot of dramatic tension, compelled me
once again to think in terms of playwriting, and the contest for
Ukrainian plays sponsored by the dramatic society, compelled me to
write Ukradene shchastya. 1 revised this play several times, and its
success encouraged me to write other plays...[But] the terrible chaos
which reigns in the Galician theater and the systematic elimination of
folk art motifs in the repertoire by Lopatynskyi have discouraged me
from writing plays.™!

Yet, despite the unfavorable circumstances, mentioned in the above letter,
Franko did write a number of plays, which, in the context of all the other
factors, indicates, that he, had he continued to work in the genre,would have
become a dramatist par excellence. To begin with, as the above mentioned
Polish critic Krzwicka noted, Franko’s short prose works have a definite
dramatic quality. To this we can add that his narrative poems too display
well developed structure. His most famous work in that genre, Moysey
(Moses) is established almost entirely upon dialogue. This is especially
apparent in Canto XIII, which is actually a dramatic dialogue between the
protagonist, the biblical Moses and Azazel, the demon of the desert.
Similar, although perhaps not as definitive, observations can be made on his
other long poems, especially Pokhoron (The Funeral), Smert’ Kayina(Cain’s
Death), and Ivan Vyshenskyi, all of which could be very easily adapted to

I1. lvan Franko. Pro teatr i dramaturhivu (Kiev, 1957), p. 177.
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the stage.!? In addition to raw dramatic talent, so to speak, Franko also had
a wealth of theoretical knowledge at his disposal for writing plays. He was a
diligent student of such German playwrights and theoreticians as Lessing,
Goethe, Schiller, and others whose theoretical tractates on theater and
dramaturgy he knew and often quoted in his own writings.!3 He was also well
acquainted with world drama ranging from the Graeco-Roman theater to
modern European plays of his day. It suffices to state, that Franco
translated into Ukrainian a number of plays from such authors as
Sophocles, Claderon, Lessing, Goethe, Kleist, and other dramatists of world
renown. His literary heritage also includes writings on world theater in
general, an unfinished history of the Ukrainian theater, theoretical articles
in the field of dramaturgy, as well as reviews of various plays staged by both
Polish and Ukrainian theater companies.

Franko’s entire dramatic oeuvre can be conveniently divided in two
categories: historical and social plays. Plays belonging to the first category
are set in the Kievan-Rus’ period, while those of the second take place in
Western Ukraine during the time of the Hapsburg empire. Both these cate-
gories hold in common certain aesthetic and ideological elements which
emanated from the author’s Weltanschauung, the most prominent of which
are patriotism and a high regard for human dignity, i.e., the very same
motifs which permeate all of Franco’s work.

Our first category consists primarily of plays written early in Franko’s
life. It begins with the drama Try knyazi na odyn prestol (Three Princes and
One Throne) written in 1874, continues with the dramatic fragment Slavoy i
Khrudosh (1875) and culminates in the highly poetic play Son Knyazya
Svyatoslava (Prince Svyatoslav’s Dream) written in 1895. All of these, as
indicated above, are set in the Kievan-Rus’ period. In addition, we also
know that Franko had planned to write a trilogy about Bohdan Khmelnyts-
’kyi with a sequel entitled Ivan Bohun,' but these plans were never realized.
His intention to write these plays, however, betrays his desire to span all of
Ukrainian history in his dramatic works. Also, as stated in one of his letters,
Franko had drawn up plans for another trilogy based on the Prometheus
legend,'® but this too, never came to fruition.

Our second category includes his best known dramatic efforts, Srolen

12. Cf. Hryhor Luzhnytskyi. “Dramatychnist’ poetychnykh obraziv u tvorakh lvana
Franka,” in Ivan Franko. Memoirs of the Shevchenko Scientific Society, vol. CLXXXII
(1967), pp. 125-131. This dramatic quality is also present in his collection of love poems Zivyale
Iystya (Withered Leaves, 1896) which he himself subtitled “A Lyrical Drama.”

13. On Franko’s ties with the Germans see my Ivan Franko i nimets'ka literatura (Munich,
1974).

14. See lvan Franko. Literaturna spadshchyna (Kiev, 1956), 1, p. 210.

15. See Ivan Franko: Statti i Materialy (Lviv, 1949), vol. 11, p. 139.
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Happiness, written in 1893, the one-acters Kamyana dusha (Heart of Stone,
1895) and Budka ch. 27 (Railroad Shack Nr. 27, 1902), and the comedies
Ryabyna (1892), The Teacher (1896) and Mayster Chyrnyak (Master Chyr-
nyak, 1896).

The theme of patriotism, present in both categories, dominates the
historical drama. It is incarnated in Franko’s protagonists, the warriors of
Old Rus’, strong-willed individuals, whose personal dynamism carries the
action of the plays. Fascination with these strong individuals and with the
theme of idealistic patriotism characterizes all of Franko’s historical plays.
Despite their originality and spontaneity, these works, as most critics indi-
cate, are closely related to the masterpieces of Old Slavic literature, particu-
larly to the epic Slovo o polku Ihorevi. However, they also quite clearly
manifest the ethos of the German literary period known as Sturm und
Drang (Storm and Stress), whose poetic proponents Franko held in the
highest esteem. The influence of young Goethe on Franko particularly of his
Gotz von Berlichingen and of Faust Part 1 is apparent here as well as that of
Schiller’s Die Raiiber and Don Carlos. In Franko’s Three Princes and One
Throne, for example, we find very strong textual similarities to Schiller’s
Ratiber, and the idealized figures of outlaws found in all of Franko’s histori-
cal plays, have their prototypes not only in Ukrainian history and folklore,
but also in both Goethe’s and Schiller’s dramas. In addition, the revolution-
ary fervor, the spirit of protest, and the dynamism of action inherent in
Franko’s plays are but a sui generis reflection of the same qualities found in
the works of the Storm and Stress poets.!¢ The interest of the young student
Franko in this period of German literature also explains his fascination with
such revolutionary figures as Faust and Prometheus, a most popular figure
in romantic literature in general, and in the German Storm and Stress
period in particular, and their Slavic prototypes — the Old Rus’ warriors
and the heroes of the Cossack-Hetman age. This, of course, tends to refute
the contentions of various Soviet scholars who claim that Franko’s dramas
are, as a rule, founded on class conflict, and that they primarily depict the
struggle of the exploited masses against their feudal or capitalist overlords.!”
In addition, the ever-present theme of patriotism completely reduces the
class-struggle interpretation to an absurdity. Prince Vsevolod in Three Prin-

16. Cf. my “Revolutsiyni postati,” pp. 37-38, and Vasa D. Mihailovich et al., eds., Modern
Slavic Literatures (New York, 1976), vol. 11, pp. 446-47.

17. For examples of such claims see Yakiv Biloshtan’s Dramaturhiya Ivana Franka, p. 75,
his “Literaturna i stsenichna istoriya p'yes Ivana Franka,” in Doslidzhennya tvorchosti Ivana
Franka (Kiev, 1956), p. 119, and the editor’s note to the play Slavoy and Khrudosh which reads
as follows: “Franko focuses here on class conflicts between the princes and the people who
begin to realize that they are being robbed and exploited by their own and by foreign masters,”
Literaturna spadshchyna, 1, 202.
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ces and One Throne, for example, manifests this patriotism in the following
words:

“My people, what is the meaning of this? What terrible fury has sunk
its fatal sword into your breast? Where is the unity, where the accord
which not so long ago your sons so proudly cherished — where is the
flower of your youths, where are the noblest of your children? Fate hid
me from your eyes for but one moment, and already you have drawn
the sword of enmity against yourself, raised the iron of murder —
already the blood of your children waters your fields and meadows,
the beasts gnaw their bones, and the ravens sing the song of death and
destruction. My people — what has happened to you?”!8

To be sure, such passages display the inherent weakness of these early plays,
i.e., wordiness and an overdeveloped pathos. But at the same time, they
reveal the patriotic ethos which underlies them and their range of emotional-
ity. Once again, the pathos as well as the emotional extremism, are also
found in the German dramas of the Sturm und Drang period. Such strong
feelings of patriotism are also expressed in the other historical plays. Khru-
dosh, the hero of the drama Slavoy i Khrudosh makes what can be termed
the ultimate sacrifice: he commits treason in order to arouse his people
from their stupor and to awaken their wrath against the enemy. In Franko’s
final drama in the historical category, Prince Svyatoslav’s Dream such emo-
tional excesses and pathos are greatly toned down but the spirit of patriot-
ism remains unabated. Ovlur, the hero of the drama Prince Svyatoslav’s
Dream, although innocent, accepts disgrace and exile in order not to
endanger the prestige of the Kievan throne. And even while leading a band
of outlaws, he is constantly concerned with the security of Rus’-Ukraine,
with its statehood, with its national unity. It is he and his band of outlaws
who prevent a coup by the enemy of the reigning prince, and thus retain the
lawful heir on the throne of Kiev. The final line of the play spoken by Ovlur,
summarizes this patriotic sentiment which motivates all of them: “Let those
who sow discord in Rus’ perish!”

Similar observations can be also validly made about the second category
of Franko’s dramas. The policeman Mykhaylo, for example, the protagonist
of the drama Stolen Happiness, is also a strong individual and a revolution-
ary. The difference, however, lies in the fact that whereas the heroes of the
historical dramas, motivated by patriotism, rise to battle with foreign invad-
ers or with illegal pretenders to the throne of Kiev, Mykhaylo, as well as
other protagonists of Franko’s social dramas, challenge their evil fate and
fight against the social conditions generated by their environment for prim-

18. Literaturna spadshchyna, 1, 109.
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arily personal reasons. In both categories, however, Franko stresses the indi-
vidual and not the collective. The heroes of the first category of plays are
characterized by valorous deeds and lofty thoughts and motivated by the
idea of patriotism, and those of his social dramas are characterized by their
profound psychological developments and motivated by their feelings for
human dignity. The intensity and dynamism inherent in the dramas are the
same in both categories.

Stolen Happiness is the most frequently staged play among Franko’s
works. Its plot is rather simple. The policeman Mykhaylo returns to his
native village to find his girl, Anna, married to an older man, Mykola. Anna
has been forced to marry Mykola during Mykhaylo’s absence by her broth-
ers who cheated her out of her inheritance. Anna is miserable in her marital
life for her husband Mykola is not much of a man in any sense of the word.
Through his own stupidity he becomes a suspect in a murder case, and
although quite innocent, he is put in jail. Meanwhile Mykhaylo decides that
fate has cheated him, that Anna really belongs to him and not to her
lawfully wedded husband. The two, Mykhaylo and Anna, become lovers
and flaunt their love in the face of the scandalized villagers. The intensity of
their passion is so great, that even when Mykola returns from jail, Myk-
haylo refuses to leave his wife alone, and Mykola is too weak to do anything
about it. Anna, too, has become a complete slave of her passion and quite
openly professes her love for her lover before her husband. In the final scene,
Mykhaylo, driven to despair, strikes Mykola with an ax. The dying Mykola
absolves Mykhaylo from all guilt, however, by declaring before witnesses
that the wound is self-inflicted and thus by his death provides some meaning
to his otherwise meaningless life. To be sure, the unexpected ending of the
play may appear at first glance rather poorly motivated. But in terms of the
play itself, it is psychologically tenable. Mykhaylo is a dead man, he refers to
himself as such in the play. He died when Anna married another. He knows
that he and Anna have no right to live with one another and that death is
the only solution to his dilemma. Early in the play, toward the end of the
first act, Mykhaylo stresses the fact that both he and Anna are dead to each
other, dead to life, because of their cruel fate. In speaking about their
meeting he says: “Two dead people have gotten together, who loved each
other while alive and have not forgotten each other after death.”!® Thus, his
love for Anna and their ill-fated affair is but a yielding to the last temptation
of life, a last, desperate attempt to recover the happiness stolen from them.
However, perhaps even more important than the interpretation of the words
uttered by Mykhaylo concerning his and Anna’s fate, is their actual implica-
tion. It is apparent that the principal dramatic events underlying the play
have already taken their course and what the audience sees on the stage are

——————————

19. Ivan Franko. Tvory (New York, 1960) vol. XVII, p. 27.
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but their repercussions. The real love affair between the two young people
takes place before the actual play as does the ill-fated marriage of Anna.
These events, to be sure, are decisive for the current state of the characters;
they determine their actions and their attitude to life. The importance of the
past for the developments on the stage is also apparent in the two one-act
tragedies Heart of Stone and Railroad Shack Nr. 27.

In Heart of Stone, the heroine Marusya is a woman of noble birth who
has forsaken her husband to live with her lover, an outlaw, in the Carpathian
mountains. Her abduction by her lover, her previous unhappy married life,
her love for her children, all these elements are skillfully interwoven in the
dialogue of the play, but they have all taken place prior to the actual drama.
Thus once again, the important, all-decisive events of the past that deter-
mine the fate of the characters, have already taken place, and we are only
witnessing their tragic consequences on the stage. And finally, Railroad
Shack Nr. 27 is built on the same principle. The forty-five year old Prokip
Zavada, a rich and well-to-do peasant, falls in love with the young, beautiful
but poor eighteen-year-old Zosya. To be sure, Zosya rejects the advances of
the “old man” for she already has a boyfriend; nonetheless, she cannot help
but be excited at the prospect of becoming the wife of a rich man. At this
point, however, Zavada's past inexorably arises to hound him in the person
of his former lover Ksenya. Once again, as was the case with the other plays,
Franko skillfully informs his audience about Zavada’s past, and the tragic
denouement of the play, the death of Zavada and Ksenya brought about by
the on-rushing train, is seen as a direct result of Zavada’s past sins.

It should be obvious by now that Franko’s dramatic technique in these
plays is very much akin to that of Henrik Ibsen. Following Ibsen and going
against the tradition of the well-made play, according to which the entire
first act was usually devoted to exposition, Franko developed exposition
only gradually. This device keeps the audience in suspense, thus replacing
the traditional intrigue. Moreover, as in Ibsen, the main events, as we have
seen, take place before the curtain rises, while in the actual play we only
have the tragic repercussions of these events. To be sure, Franko was by no
means a blind follower of Ibsen’s dramatic technique nor an adherent of his
Weltanschauung. However, he knew Ibsen’s works well, wrote about them
extensively and even reviewed a production of The Enemy of the People,
staged by the Polish theater in Lviv in December 1891.2» Although criticiz-
ing Ibsen’s lack of regard for the masses, the absence of individual ethical
norms in his plays, as well as what he termed his predilection for the patho-
logical,2! Franko consciously or subconsciously employed some of Ibsen’s

20. See Pro teatr i dramaturhiyu, pp. 207-212.

21. See Franko's 1z chuzhykh literatur,” in Literaturno- Naukovyi vistnyk (1900), vol. 11,
pp. 176-184. For an analysis of Franko's views on Ibsen, see Lyzhnyts'kyi's “Ivan Franko pro
7avdannya i tsilli teatru,” pp. 158-163.
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techniques in his social dramas. Thus, the theater of Henrik Ibsen may and
should be considered a factor in the development of Franko’s dramaturgy.

Any discussion of Franko’s plays would be incomplete without a brief
analysis of his comedy. Franko’s talent had a comic as well as a tragic bent
— a fact not often enough stressed by his interpreters. His comedies, Master
Chernyak, The Teacher, and Ryabyna constitute a special subsection of his
social drama.

Master Chernyak presents an ironic view of the life of small business-
men in Galicia and a satirical picture of the proletarian social-democrat type
in the person of the worker Kryshtof. Kryshtof is a foolish visionary who
dreams Marxist dreams of a communist utopia. His character is often misin-
terpreted by Soviet critics who take his inane socialist utterings at face
value.22 There can be no doubt, however, that in the person of Kryshtof
Franko satirized the naive pollyana socialist, who believes that there will be
a paradise on earth after the proletariat takeover. The play itself deals in a
rather lighthearted fashion with the beginning of industrialization in Galicia
and the plight of the small businessman confronted by progress and modern
innovations.

Of greater interest, however, and probably more suitable for the stage
are the plays Ryabyna and The Teacher. Both deal with the education of the
Galician peasant in his pronounced distrust of it. Each play is set in a West
Ukrainian village, a sort of microcosm for the entire rural Ukraine, where
illiterate peasants, scheming Jewish tavern keepers and entrepreneurs, and
cunning village chiefs try to stem the tide of education, each one for his own
personal reasons. In both plays, the protagonists (a former soldier in Rya-
byna who teaches his fellow villagers how to read and a teacher in the play
of that name who tries to teach the children in a God-forsaken West Ukrain-
ian mountain village) can be considered catalytic agents who come to a
village and change the way of life of its population. The comic element of the
play stems form the difficulties encountered by the protagonists in both
plays in their quest to raise the educational level of the village folk. In their
function both the teacher and the ex-soldier have much in common with the
dramatic stock character of the German naturalist drama known as “der
Bote von der Aussenwelt.” The so called messenger from the outside is
a type of catalytic agent who enters a given milieu, changes its course, but
remains himself unchanged. The best example of this character is found in
the person of Moritz Jidger in Gerhart Hauptmann’s drama Die Weber
(1893). He, too, is an ex-soldier who returns to his village and provides the
benefit of his experience to his fellow villagers. Thus, while rejecting what he
termed the anti-aesthetic sterile doctrine of the naturalist, Franko modified

22. Yuriy Kobylets’kyi's interpretation of Kryshtof is a good example of this. See his
Tvorchist Ivana Franka (Kiev, 1956), p. 144.
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one of the dramatic techniques of the naturalist theater and made use of it in
his own plays.23

In our brief review of Franko’s dramatic works, we have also had
occasion to refer to him as a historian of the theater, a theoretician of the
drama, a reviewer of plays, and as a dramatist, author of both tragedies and
comedies. We have also tried to point out his affinity to the teather of
Western Europe and his thorough knowledge of the various developments
in that field. Let us now try to summarize these observations and to place
them in broader perspective. It is interesting to note, that despite his vast
knowledge of history and culture in general. Franko, in his drama, never
ventured beyond the confines of his native Ukraine.24 All his plays are set
either in Galicia or in Kievan Rus’. This is particularly strange if we consider
that his younger contemporary, Lesya Ukrayinka, ranged in her dramas as
far as Massachussets during pilgrim times. Thus, one can legitimately pose
the question, why did Franko confine his dramatic diapason so severely,
although he had all the necessary prerequisites to write more “universal”
plays?

The answer to this question, it seems to me, lies in the fact that Franko
strove to create a national Ukrainian theater. Looking at his work from this
perspective, his entire dramatic oeuvre can be viewed as a product of that
quest. This is why he tried to span in his dramas the entire history of
Ukraine from the days of the Kievan Rus’ through the Cossack-Hetman Age
to his own days. In other words, Franko tried to create a national repertory
for a national Ukrainian theater. To be sure, Franko was keenly aware of
the obstacles lying in his path. In 1905, for example, he wrote: “We do not
have a repertory, nor the actors, nor the public for a national theater,”5 and
then proceeded to enumerate the various obstacles to the establishment of
that kind of theater. With Friedrich Schiller, Franko held that the theater
should be what the German termed “eine moralische Anstalt”; in other words,
that it should be primarily an educational institution and not just a medium
of entertainment. On the other hand, he was equally aware that the Ukrain-
ian public simply could not support such a theater, and that because of this
real theater had little chance of survival in Western Ukraine. Franko deplor-
ed the fact that the theater, according to him, was not a factor in the revival
of Ukraine, and that the repertory of his day was not “a cultural force, but
...simply a poor parody of foreign theaters.”26 Despite these circumstances

23. On Franko’s use of some Naturalistic techniques see my “Introduction”™ to Ivan
Franko. The Master's Jests (New York, 1979), pp. 10-12.

24. One notable exception to this is his early play Yugurta written in Polish as a form of
school excersice. For a comprehensive analysis of this play see T. 1. Pachovskyi. “*Nevidoma
drama 1. Franka pol's’koyu movoyu,” in Ivan Franko: Statti i materialy, vol. 14, pp. 22-29.

25. Pro teatr i dramaturhiyvu, p. 122.

26. Pro teatr i dramaturhiyu, p. 123.
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Franko continued to hold on to his vision of a national Ukrainian theater,
and his dramas as well as other works on the theater should be viewed as an
attempt to realize this vision.
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WOLODYMYR T. ZYLA

IVAN FRANKO’S IMPACT ON THE STUDY OF
SLAVIC FOLKLORE

World literature has developed under the significant influence of oral
literature, its motifs, and poetics. The Russian writer Maxim Gorky said
that “the most profound, vivid, and artistically perfect types of literary
characters were created by folklore.” It is therefore obvious why folklore
has always been popular among writers and various other professionals
throughout the world.

Folklore can be defined through the formal genres into which it falls
and may be classified into oral literature, customs and festivals, and material
culture. It may be argued that this classification is rather broad and tradi-
tional, but, in my opinion, it does provide a clear delineation of the forms of
folklore and its interrelated areas. Methodological problems involved in
such a classification are numerous, but this one is still the best way to
explain the fundamental questions concerning the matter under discussion.

Oral literature is a vast field which covers human expression, spoken
and sung. It consists of folk narratives, folk songs and such other smaller
genres as riddles, proverbs, beliefs, superstitions. Oral poetry and prose of
great variety grew and developed over the centuries among various peoples.
This literature differs in individuals and societies and depends on economic
and aesthetic factors that have contributed to society’s growth throughout
the ages. Oral literature serves a great purpose by filling recreational, educa-
tional, and didactic needs of society.

Material culture consists of physical objects produced in traditional
ways and therefore stands on the opposite side from oral literature in the

1. V. M. Lesyn and O. S.Pulynets’, Slovnyk literaturnykh terminiv (Kiev: Radyans'ka
shkola, 1965), p. 231. All translations are my own.
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vast spectrum of folklore. This type of culture embraces folk art, folk crafts
and folk architecture. Thus this category includes all concrete, material
objects that are done according to traditional styles and methods. Customs
and festivals, on the other hand, fall between oral literature and material
culture. In this branch of folklore one finds dances, drama, ritual festivals,
children’s games and other equivalent genres. The field involves actions and
performances that are associated with strong behavioral traits common sui
generis to each and every national or ethnic group.

Each of these genres provides its own interpretation of life, offering in
many cases psychological reassurances against external dangers and giving
the people entertainment, instruction, and nurturing of the national spirit.
For example, Finnish scholars are very proud of their study of folklore.
“The study of folklore in Finnland,” according to W. Edson Richmond, “is
older than the country itself and of considerable importance to its develop-
ment as a nation.” They see in it the genius of the Finnish people and

this genius they found in the oral literature, the customs, and the
beliefs of a peasantry remarkably uninfluenced by exterior forces. On
the foundation of this oral literature, of these customs and beliefs,
expressed. as they were in a language remote from that of administrat-
ing officials and neighboring countries, patriotic scholars built so
strong an idea of a nation that it was able to take advantage of the
disruption of world affairs in 1917 and come into actual existence.
And even as the Finnish nation was conceived of and born in folklore,
so Finnish scholars, in spite of the fact that their language is little
known, have from the very first exerted a significant influence upon
folklore studies throughout western Europe and parts of Asia.2

This serious approach to folklore gave the Finns a comprehensive
understanding of their traditions, their beliefs, and their cultural values and
made a profound impact on other nations and on scholarship in general.
The study of folklore began to be fascinating and involved inquisitive minds
and serious researchers. The motivations and functions of many scholars
were alterable and resulted in cultural changes in general and in their own
approach to folklore in particular.

The work of Ivan Franko (1856-1916) can here be introduced as an
example and its results discussed and evaluated. His comparative studies in
folklore were of great importance not only for Ukrainians, but also for
many other Slavic nations. Franko— a literary universalist in the cultural
development of the Ukraine — began his career at the age of fifteen. In his

2. W. Edson Richmond, “The Study of Folklore in Finland,” Folklore Research Around

the AWorld: A North American Point of View, ed. Richard M. Dorson (Bloomington, Indiana:
Indiana Univ. Press, 1961), p. 39.
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literary production, which amounts to about 10,000 separate items,’ he
appears as a poet, dramatist, novelist, short-story writer, translator, editor,
linguist, critic, scholar, journalist, philosopher, politician, onomatologist,
and folklore researcher. Concerning the diversity of his work, he said the
following: “I tried to encompass the whole realm of human interest and
experiences. Perhaps this lack of concentration harmed me as a writer;
nevertheless, among us there is a great need for people like me, who are
engaged in building the foundations of a finer and nobler life.™

Franko had a scientific mind of great potential, and he applied its
powers in a large degree to folklore. For many years he compiled, classified,
interpreted, criticized, and tried to discover analogies and to state rules that
could explain the creation and existence of folklore. He wrote over 50
research papers concerning folklore, among them major works such as
“Zhinocha nevolya v rus’kykh pisnyakh narodnykh” (Feminine Bondage in
Ukrainian Folk Songs, 1883), “Pisnya pro pravdu i nepravdu” (A Song
About the Truth and Falsehood, 1906), Studiyi nad ukrayins’kymy narod-
nymy pisnyamy (Studies of Ukrainian Folk Songs, 1913), etc. He also pub-
lished over 100 reviews concerning works of various Slavic collectors and
researchers of folklore.s

In his research Franko utilized the work of his predecessors in the field,
such as O. Bodyans’kyi, I. Sreznevs’kyi, V. Hryhorovych, M. Maksymovych
and some Russians — Yu. Venelin, A. N. Afanas’ev, etc. Franko was con-
siderably influenced in his study of folklore by his outstanding contempor-
aries V. Jagi¢, A. N. Veselovskii, and M. Drahomanov.

In addition to his study of Ukrainian folklore, Franko also devoted
much attention to folklore of other Slavic nations. In a journal, Zhytye i
slovo (Life and Word), which appeared under his editorship, he opened a
special section “Z ust narodu” (From the People’s Lips), where he published
his and other scholars’ works concerning folklore. Furthermore, his own
poetic creativity was under a strong influence of folklore, especially of folk
songs. He created many poetic and dramatic images which were inspired by
folk poetry and folk songs.® In his “Istoriya Ukrayins’koyi literatury” (The

3. O. Dei and O. Moroz, “Do pytannya pro vyvchennya spadshchyny Ivana Franka,”
Slovo pro velykoho Kamenyara, ed. O. 1. Bilets'kyi (Kiev: Vyd. “Khudozhn’oyi literatury,”
1956), 11, 551.

4. From Franko’s address delivered during the celebration of the 25th anniversary of his
literary career in the fall of 1898.

5. T. P. Duda, Ivan Franko — doslidnyk slov’vans’koho folkloru (Kiev: “Naukova
dumka,” 1974), p. 4.

6. M. F. Nechytalyuk, “Fol'klorni dzherela dramatychnykh tvoriv Ivana Franka,” Slovo
pro velykoho kamenyara, 11, 123-143.
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History of Ukrainian Literature), which is still in manuscript, Franko stated
that a part of the “ Primary Chronicle consists of excerpts of Eastern Slavic
epos mixed with historical facts.’’

In regard to folklore, Franko has some interesting views about the
so-called mythological school, which, in all folk creations, reflected ancient
Indo-European myths.8 In Russia, this school was founded by F. I. Buslaev,
the first true folklore scholar in that country. When reviewing Buslaev’s
work Narodnaya poeziya: Istoricheskie ocherki (Oral Poetry: Historical
Outline, 1887), Franko characterized him as an adherent of an “old-
fashioned scholarly method” characteristic of Grimm and Mannhardt.
Furthermore, he argued that when the researcher (Buslaev) leaves the
“slippery mythological field, there are many interesting, important, and
truthful observations in his work.”™ Franko often admired the richness of
material found in Buslaev’s works (e.g., Istoricheskie ocherki russkoi
narodnoi slovesnosti [ Historical Outlines of Russian Oral Literature]), but
he did not like Buslaev’s scholarly method, the way in which he arrived at his
conclusions. Franko was also very critical of Buslaev’s uncritical treatment
of Zaporozhskaya starina (Zaporizzya Antiquity), by I. 1. Sreznevs’kyi. In
his Studiyi nad ukrayins’kymy narodnymy pisnyamy, Franko wrote that
“the Russian scholar used some falsified materials from Starina.”'” Here
one can see how firmly Franko stood for authenticity of folkloristic texts
which, in his opinion, needed to be rechecked and restored in order to
achieve value in the interest of a true contribution to scholarship.

Franko was also very critical of A. N. Veselovskii, the Russian repre-
sentative of the theory of borrowing, for his application of mythological
arguments in the discussion of the carol about the construction of St.
Sophia’s Church. Apparently Veselovskii assumed that the origin of this
Mshanets’ carol was apocryphal and was derived from the old Christian
legends that concerned the creation of the universe.!! Franko proved that
this assumption was contrary to the early works by Veselovskii. At that
time, for sources of such songs, the young Russian scholar looked to old
Russian spiritual verses and to the byliny. Franko was so much upset
because of Veselovskii’s conclusions that he wrote: “I do not want to dimin-

7. Duda, p. 22.

8. Mykola Matviichuk, “Rol’ Ivana Franka v rozvytku fol’klorystychnoyi nauky,” Slovo
pro velykoho kamenyara, 11, 92-93.

9. Ivan Franko, Review of Narodnaya poeziya: Istoricheskie ocherki by F. 1. Buslaev,
Kwartalnik historyczny, No. 2 (1888), p. 273.

10. Ivan Franko, Studiyi nad ukrayins kymy narodnymy pisnyamy (L'viv: Naukove Tova-
rystvo im. Shevchenka, 1913), I (Part 1, 2), 5.

li. Matviichuk, p. 108.
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ish the honor and the reputation of Veselovskii, but it seems to me that I am
defending the young Veselovskii, a courageous and sober scholar, before the
old Veselovskii, who yields to mythology, perhaps not in the spirit of
Grimm and Max Maiiller, but nevertheless to facts that are of lesser
importance.”!2

We can see that Franko was very much against the mythological the-
ory, especially against its application to explain the origin of the folk songs
and the byliny. Franko was very much interested in the byliny, and during
his scholarly career he often returned to the study of them changing his
views about their origin. For example, in 1898, while reviewing A. N. Py-
pin’s first volume of Istoriya russkoi literatury (The History of Russian Liter-
ature), Franko supported the Kievan origin of the byliny. At that time the
theory of borrowing, advanced by the German orientalist Theodor Benfey,
had already spread to Russia and was applied to the byliny by V. V. Stasov,
a noted Russian art critic. Stasov’s explanations, although unacceptable for
the byliny, offered a firm support for the theory of borrowing among noted
Russian folklorists.!? There was a time when Franko himself supported the
theory of borrowing and its application to the byliny. For example, he
approved C. K. Shambinago’s attempt to connect the bylina about Svyato-
gor with Estonian epos.!4 But after some careful study Franko began to
criticize severely the theory of borrowing, saying that it did not offer real
explanation for the origin of the byliny, that it did not propose either dates
or the necessary geographical places. For Franko, this theory concerning the
byliny was therefore shaky: the parallels were unconvincing, and the whole
work was without a true scholarly foundation.

Franko was very critical of V. A. Keltuyala’s views concerning folklore.
Keltuyala supported the historical school, which had no direct connection
with the West, but which proved to be vital to Russian folklore scholarship.
In addition, Keltuyala was promoting the so-called aristocratic view of the
origin of folklore. Franko wrote a very detailed review covering Keltuyala’s
first volume of the Kurs istoriyi russkoi literatury ( The course of the His-
tory of Russian Literature).!* In this review he subjected Keltuyala’s views
concerning the byliny to critical analysis. Keltuyala, as is well known, linked

12. Studiyi nad ukrayins’kymy narodnymy pisnyamy, p. 122.

13. Felix J. Oinas and Stephen Soudakoff, The Study of Russian Folklore (The Hague-
Paris: Mouton, 1975), p. 3.

14. lvan Franko, Review of Stariny o Svyatogore i poema o Kolevi-poete by C. K Sham-
binago, Zapysky Naukovoho Tovarystva im Shevchenka, 55, Book S (L'viv: Naukove Tova-
rystvo im Shevchenka, 1903), 10-12. Hereafter cited as ZNTSH.

15. Ivan Franko, Review of Kurs istorii russkoi literatury by V. A. Keltuyala, ZNTSH, 79,
Book 5 (1907), 212-214.
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the plots of the byliny with concrete historical events. He named several
byliny centers from the ninth to the twelfth centuries — Kiev, Novgorod, the
Halych-Volynia Lands and the Rostov - Suzdal’ Lands. Furthermore, he
considered that many plots of the byliny were of Southern or Kievan origin.
At first (during the last decade of the nineteenth century) Franko supported
this point of view, but then his views rapidly changed, and he became critical
of the arguments.

To throw more light on the subject, let us consider two letters by
Keltuyala to Franko (21 February and 5 March 1908). Keltuyala wrote:
“Concerning the byliny (with the exception of the clearly Novgorod and
Novgorod-Kievan cycles [relating to them, see second volume] and also the
byliny about Vol'ga-Volkha and Churila), I am convinced that they are of
southern origin. Your remarks compel me to take a more serious approach
in the second edition. It makes no difference to me who created the byliny —
Russians (Great Russians) or Ukrainians. But while depicting in my imagi-
nation the historical conditions under which the former and the latter lived,
I cannot assume that the byliny of heroic context which have the scent of the
south Russian steppes, ‘fields,” were created in the swampy and forest areas
of Oka and Volga Rus’ from the thirteenth to the seventeenth centuries. I am
assuming only the influence on the byliny by the latter which they did not
create.”®

In his “History of Ukrainian Literature” already mentioned,” Franko
wrote:

Even recently scholars thought that the Great Russian byliny concern-
ing princes of Old Rus’and their hero-warriors came into being during
the princely times in the South Rus’, near Kiev. There were heated
discussions about this subject concerning how these songs of the
national epos could have been completely forgotten in the Ukraine,
and preserved up to our times in the distant North in Olonets and in
Siberia. These problems are, however, completely immaterial. Now we
can state as a fact that the Great Russian epos never existed in the
Ukraine and that it came into being in North Rus’ in the fourteenth
and fifteenth centuries around Muscovite rulers, or lived in-dynamic
Novgorod. It was created from bookish chronicle sources and
recorded by professional singers, buffons who this way earned money
for their living. To these songs, composed from ambulatory, legendary
and narrative material, they added only names of the princes and
made some insignificant mention of historical events. It has also been
concluded by researchers that the descriptions of life, dress and cus-

16. Duda, p. 33.
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1]
toms as found in the byliny do not correspond to the period from the
tenth to thirteenth centuries, but to the fifteenth and sixteenth centur-
ies. Furthermore, the description of the territories where the byliny
adventures took place had not a trace of Ukrainian nature, but perhaps
some traces of the Don or Volga steppes. '’

Franko was also very much interested in the history of the Russian folk
theater. In his work “Do istoriyi ukrayins’koho vertepa XVIII v.” (Con-
cerning the History of the Eighteenth-Century Ukrainian Puppet-Show of
the Nativity, 1906), Franko discussed the question of the origin of the
Russian puppet theater “Petrushka.” V. Perets and Rovinskii saw Western
origins in “Petrushka” (French Polichinelle). Franko disagreed with their
statements and wrote: It seems to me far more likely that this primitive
Muscovite theater, which Olearii and Petrushka himself saw, came to Mos-
cow much earlier from the East, namely from Asia. “Petrushka” is not the
French Polichinelle, but the Asian Karagets, transplanted into Muscovite
customs.”® To prove his case, Franko presented the following historical
fact, that the above-mentioned Olearii saw the “Petrushka” puppet show in
1633, whereas the French Polichinelle puppet theater appeared first in the
second half of the eighteenth century. Discussing the “Petrushka” puppet
theater and comparing it with the Karagets, Franko indicated the great
similarity between the Slavic and Eastern Asian theaters and added much
material to the study of folk theater.

Franko actively participated in the organization of the Polish “Towa-
rzystwo ludoznawcze we Lwowie” (Folklore Association in L’viv). Together
with Polish folklore scholars, he cooperated in establishing the bylaws of
this association, and participated in the official opening that took place on
9 February 1895, in L'viv. At the first official meeting of this association,
Franko presented his paper “Wspoéiczesne prady w ludoznawstwie” (Con-
temporary Trends in the Study of Folklore). Here he gave a profound
analysis of the folkloristic schools and theories, exhibited the main goals of
folkloristic work and elaborated on the relationship between the study of
folklore and other disciplines. He suggested that appropriate associations
undertake the systematic and continuous compilation of relevant materials.
Furthermore, in his article published in Kurier Lwowski (L'viv’s Mes-
senger), he turned to material culture by saying: “Songs, riddles, adverbs
found numerous collectors, but what about customs, architecture, dress,
ornaments, crafts? They are at present almost completely neglected.”"

17. Ibid., p. 34.
18. ZNTSH, 72, Book 4 (1906), 11.
19. Duda, p. 45.
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In 1895 Franko became a member of the editorial board of the journal
Lud (The People), the official organ of the Polish Folklore Association. In
the first issue of this journal his article “Najnowsze prady w ludoznawstwie”
was published, as well as his research paper * ‘Psia Krew'i ‘Psia wiara’ ”
(Dog’s Blood and Dog’s Belief — invective language). Franko also cooper-
ated in the scholarly journal Wista (The Vistula) and had good relations
with its editor, the well-known Polish linguist and ethnographer Jan Karlo-
wicz. Wista, truly a scholarly journal, gained V. Jagi¢’s recognition in his
Istoriya slavyanskoi filologii (The History of the Slavic Philology, 1910).
This distinguished scholar wrote: “Wista caused among Slavs the appear-
ance of a number of similar journals, e.g., Cesky lid (The Czech People) in
Prague, Etnograficheskoe obozrenie (The Etnographic Review) in Moscow,
Zhivaya Starina (Living Antiquity) in St. Petersburg and Lud (The People)
in L'viv, etc.” In Wista, Franko published a number of his research pa-
pers “Wojna Zydowska” (The Jewish War), “ ‘Bajka wegierska’ ‘Waclawa
Potockiego’ " (The Hungarian Fable of Wactaw Potocki) and “Psia krew,”
« ‘Jeszcze’ Wojna Zydowska” (And More About the Jewish War), “Przy-
czynki do podanh o Mahomecie y stowian” (Some Additional Facts about
Fables Concerning Mahomet Among the Slavs). He also wrote critical
reviews of works by Polish folklorists and etnographers; for example, an
interesting appraisal of the third volume of Pokucie (appeared in four
volumes, 1882-1889) by Oskar Kolberg (1814-1890). This volume contained
Ukrainian folklore, material with which Franko was well acquainted. In his
review he wrote that the volume was badly organized, that it did not make
pertinent comments and that the songs were not properly identified. There-
fere, Franko maintained, it was impossible to find out from his work which
songs were collected by the author himself and which were taken from the
collected folklore of other scholars. Franko insisted on the proper identifica-
tion of the informants in order to identify them with certainty and therefore
to make the collection truly scholarly. It is necessary to stress the fact that
Franko based his review on scholarly criteria with respect to texts, their
variants, and the process of compilation. He considered this process very
important for serious research. Kolberg disliked Franko’s review and took it
as impertinent and preconceived. He answered it in Kwartalnik historyczny
(The Historical Quarterly), the same publication where Franko's review has
appeared. Kolberg wrote that he could not agree with his reviewer’s critical
remarks, especially with his request concerning the process of compilation of
the material and its editing.

It might be appropriate here to mention in detail Franko's requirements
for the publication of folkloristic material. He recommended that each col-

———————
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lection should have an appropriate preface in which the collector should
explain his method of compilation, give the important characteristics of the
places where the material was collected and about the informants. The
author should also provide published texts with appropriate notes, explana-
tions, identifications of the texts, suitable parallels and variants of each
work.

Looking at these remarks and recommendations expressed by Franko
some 85 years ago, we must say that he was completely right and that his
motivations were not preconceived, but dictated by his sense of fair play, his
intelligence, and his vision that one day folklore would become a subject of
intellectual pursuit with its own substantial body of scholarship.

Franko was also very critical of the so-called anthropological school,
founded in England by Edward B. Taylor and Andrew Lang. According to
him, this school “looked at fables, novels, beliefs or superstitions of each
land as something independent of the historical development of its people
and treated them as one may treat any physiological function. Thus this
school was putting them beyond inductive analytical studies.”?!

Franko devoted some time to the study of the relationship between the
Polish and Ukrainian folk theater. Reviewing V. P. Perets’ work K istorii
pol’skogo i russkogo narodnogo teatra (Concerning the History of Polish
and Russian Folk Theater), he showed a profound knowledge of the subject
as well as of the scholarship in this field.

Franko contributed much to the process of popularizing Ukrainian folk-
lore, especially songs, among Poles and other Slavic groups. In 1890, in the
journal Glos (The Voice), there appeared “Wybor matoruskich pie$ni ludo-
wych (A selection of Ukrainian Folk Songs), consisting of five lyrical songs
translated by Franko himself. In translating these songs he preserved their
original style and form and masterfully depicted their Ukrainian folkloristic
peculiarities.

Franko also studied the relationship of Ukrianian and Czech folklore.
He contributed to this field as a researcher of Czech folklore and as a
thoughtful critic of Czech folkloristic works. He reviewed C. Zibrt’s Listy z
Ceskych déjin kulturnich (Pages from Czech Cultural History, 1891), screen-
ing very carefully the popular game “Cock on a Trial.” Zibrt interpreted this
game as a pagan remnant connected with a sacrifice to the gods. Franko
looked differently at this game; he considered it a remnant of medieval
times, a parody of the medieval court, for which the people, in general, had
little or no respect and which they viewed with obvious distrust. Franko
criticized Zibrt for not having carefully researched the individual works,
their plots, their images in order to find parallels with similar works in other

21. Duda, p. 63.
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countries and by other peoples. Franko considered that the author in each
case must understand the nature of the phenomenon and its cultural back-
ground. Only with this knowledge in mind could a scholar compare his
object with a similar one that occurs elsewhere.

According to Franko, Zibrt knew quite well how to compile the mate-
rial, sometimes even in a very interesting way, but in many cases he avoided
conclusions because he was unable or unwilling to produce something origi-
nal, something that could not be taken from works of other scholars. This
fact made him “sometimes helpless in front of the courageous falsifiers. 22
This review is one additional proof that Franko demanded accuracy in
conclusions, firmness in the position taken by the scholar with respect to
other scholars, schools or theories. He could not indulge a scholar who
contributed something of little importance. This criticism of Zibrt was
obvious because, according to Franko, he was more historian than folklor-
ist. Therefore, he was capable of assembling much material, but was unable
to make the worthwhile generalizations that are so important for scholarly
conclusions.

On some occasions, Franko admired Zibrt’s ability to support his mate-
rials with bibliographical references. For example, Zibrt’s work Indiculus
superstitionum et paganiarum (Zeznam povér a zvyklosti pohanskych z
osmého stoleti — A Folkloristic Collection of Pagan Customs from the
Eighth Century, 1894) gained a very detailed review by Franko. The scholar
praised the author for widening the horizons by bringing broad historical
and folkloristic materials together and drawing them from sources of var-
ious European peoples. Franko recognized in this work the good scholarly
approach of the author. He was critical only of Zibrt’s theoretical principles
because they were typical for a representative of the anthropological school.
Franko argued that it is impossible on the basis of the limited proofs to
conclude that folk habits may be related to the whole world. According to
Franko, the anthropological theory was here completely unable “to explain
the riddles that were produced in the past by the human race.”?

Franko also carefully collected Czech and Slovak folk songs. In his
archives there is a notebook (1903-1914) in which, on page 153, there is a list
of Czech and Slovak songs under the heading “Czech Songs.”4

Franko studied Czech and Slovak proverbs and sayings. In his Halyts -
koruski narodni prypovidky (Galician-Ukrainian Folk Proverbs), he exten-
sively used F. Bartosh’s Moravsky lid (The Moravian People, 1892), F.
Celakovsky’s Mudroslovi Slovanského ndrodu ve prislovich (The Wise

22. Ibid., p. 89.
23. Ibid., p. 90.
24. bid., p. 91.
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Words of the Slovak Nation in Proverbs, i852), and A. Zaturecky’s Slo-
venska prFislovi, porikadla a uslovi... (Slovak Proverbs in Common Use,
1897) and also materials published in Cesky lid (The Czech People). In
Franko’s archives there are about 200 letters he received from Czech and
Slovak scholars, writers, and translators. The scholar visited Prague twice
(1891 and 1895). In 1895, during the ethnographic exhibit in Prague, Franko
was honored and received a bronze medal and a diploma recognizing him as
a distinguished folklorist and ethnographer.?

During his studies, Franko displayed some interest in Bulgarian folk-
lore. In his work Studiyi nad ukrayins’kymy narodnymy pisnyamy he indi-
cates numerous parallels between Bulgarian and Ukrainian songs and oral
literature in general. The researcher often used the Bulgarian song collection
Belgarski narodni pesni (Bulgarian Folk Songs) and suggested that some of
the Ukrainian ballads had South Slavic origin. He believed that the Ukrain-
ian song “Ivan i Mar’yana” was connected with Serb and Bulgarian songs
about a woman-traitress.2® Franko not only researched Bulgarian songs, but
also translated them into Ukrainian. In 1883 he translated four “hajduc”
songs. These translations indicate that he knew the Bulgarian language well;
he was acquainted with its lexical features and its structural and stylistic
peculiarities. There are no special research papers of Bulgarian folklore by
Franko; however, he widely used this folklore in his Ukrainian and other
research papers.

Franko’s involvement in Serbo-Croatian folklore was limited to his
studies of songs and their translations into Ukrainian. His review of Serbs’ki
narodni dumy i pisni, translated by M. Staryts’kyi (1877), is probably the
most important work about Serbian folk songs. This review belongs to the
early period of Franko’s scholarly activities and it is characterized by his
youthful enthusiasm and interesting interpretations of the songs. Franko
highly admired Serbian folklore collector Vuk KaradZi¢ and stressed his
importance for Russian and Ukrainian scholarship of the nineteenth
century.

In conclusion, I should state that, on many occasions, Franko’s work
brought Slavic folklore to the attention of the world. His contributions were
extremely diversified. His approach to research was surprisingly modern.
He developed methods and attitudes still important to folklore scholars
today. His scholarly activities were truly innovative in his approaches to
collection, interpretation, and understanding of folklore. He took folkloris-
tic material directly from tradition and edited, interpreted and annotated

———————
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them in terms of what they were, not in terms of what some thought they
ought to be. His work was characterized by enthusiasm and great vitality
and gave evidence of his enormous erudition and of his ability for detailed
analysis and generalized synthesis.
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VALENTINA KOMPANIEC-BARSOM
A NOTE ON FRANKO’S PROSE

The nature of this symposium and the limited time preclude any
exhaustive, all-inclusive discussion of Franko, the prose writer. My discus-
sion of the topic will be limited to some general observations which may serve
only as a schematic outline and an introduction to the broad subject of
Franko’s prose.

In 1877, Ivan Franko, an aspiring twenty-one year old author of several
published poems, short stories and a romantic tale, was labeled by a literary
critic as a “galician phenomenon.” The label, on one hand, was very apt, for,
indeed, Franko remained forever a phenomenon. On the other hand, the term
“galician™ proved to be of limited applicability. Franko’s genius broke
through the geographic confines of his native Galicia, gaining for him
widespread renown and admiration far beyond its borders. He became a giant
of Ukrainian literature, and a humanitarian and thinker of universal signifi-
cance. Thus, lvan Franko, the youthful “galician phenomenon,” at his death
in 1916 enjoyed world-wide recognition.

Franko, as a literary figure, is unique in Ukrainian literature and with a
few exceptions (such names as Victor Hugo and Pushkin come to mind here)
in world literature as well. His genius was multi-faceted and complex. He was
proficient and prolific both in poetry and prose. A poet of great sensitivity
and genius, he also excelled as a novelist, a short story writer, a playwright
and a translator. His influence on the subsequent development of both
Ukrainian prose and poetry was equally profound. One must note, however,
that Franko’s poetic works are thematically close to those of world literature,
which gives them a more universal scope, while his prose is bound up with the
territory where he lived and deals predominantly with the fate of his native
Galicia and the problems of its people.

Franko as a prose writer produced over one hundred works, among them
ten novels and tales, and ninety eight short stories, sketches, fairy tales and
satires. His attempts at prose writing date back to his schooldays in the
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Drohobych gymnasium where he, as a dilligent st':dent of Ukrainian
language, produced lengthy homework compositions on .ather conventional
themes: description of a summer day, of a winter landscape, of a devastating
fire, of the usefulness of water. These compositions of the fifteen to sixteen
year old student were rather sophisticated and stylistically innovative,
attesting to a unique, nascent literary talent. They were highly praised oy
Franko’s teacher Verkhratskyi, who on occasion, however, criticized his
stylistic exuberance. Franko later revealed that he started writing both poetry
and prose in 1868 when he entered the Drohobych gymnasit . Mo.. of
Franko’s early literary attempts unfortunately have been lost.

As a prose writer, Franko acknowledged his debt to the influence of such
Ukrainian writers as Marko-Vovchok, Fed’kovych, Nechui-Levyts’kyi and
Panas Myrnyi. Among foreign writers he greatly admired Tolstoy, Turgenev,
Pomialovskii Gleb Uspenskii, Cervantes, Dickens, Mickiewicz, Flaubert,
and especially Zola, whom Franko considered to be the most remarkable and
significant European writer to appear in decades. Ultimately, however,
Franko strove to achieve originality in his art. He wrote: “I sought for myself
my own individual way, tried different approaches, looking out for one thing
only, that the content was my own, that the soul of the work was a part of my
own soul.”

Franko’s first published prose work, a tale entitled Petrii and
Dovbushchuky, was serialized in 1875-76 in the Lviv periodical Friend (dpyr)
under the pseudonym Dzhedzhalyk. This romantic, melodramatic account of
a feud between two families and their struggle in search of anancient treasure
was aesthetically unsuccessful. In retrospect, Franko acknowledged the artis-
tic shortcomings of this work especially in the area of thematic development
and composition, and characterized it as a document of youthful
romanticism. At the same time, in 1876-77, Franko produced his first short
stories which are still considered to be among his most successful and artis-
tically accomplished: Lesycha’s Household (Jlecuwmna uwenaae), Two
Friends (dBa npusteni), A Miner (Pinuuk), At Work (Ha po6oTi), and A
Reformed Sinner (HaBepHeHMii rpiluHuk).

The body of Franko’s prose is diversified and complex and therefore
does not lend itself easily to a chronological approach. The most feasible and
effective approach to the study of Franko's prose outlined by the literary critic
Biletskyi and used subsequently by others is thematic. Thus Franko’s prose
works, when grouped according to their predominant themes, fall into six
categories or cycles. First, the works dealing with the life of Galician peasants
during the days of serfdom and its abolition; for instance, The Cutthroats
(Pisynuun), A Hero Against His Will (Tepoii moHeBoJti). Second, the works

1. lvan Franko, Tvory u dvadtsiaty tomakh (Kyiv:Derzhlitvydav Ukrainy, 1953), XX, 582.



describing life of the contemporary village, like Lesycha’s Household
(JlecumnHa venanw), My Meeting With Oleksa (Mos ctpiva 3 Onekcoro),
Two Friends (OBa npusiteni). Third, the stories of the “Boryslav cycle,”
dealing with life in the newly industrialized cities of Boryslavand Drohobych;
for example, At Work (Ha pob6ori), Boryslav Is Laughing (Bopucnas
cMmieThest), The Miner (Pinuuk), Boa Constrictor. Fourth, the works dealing
with prison life, The Lower Depth(Ha nni), The Gypsies (Lluranmn). Fifth, the
works about children and childhood recollections, Little Myron (Manuii
Mupon), A Pencil (Onoseus), Schonschreiben. Sixth, the works dealing with
the life of Galician upper social classes and intelligentsia, Odi Profanum
Vulgus, Clear Dew (Uucta poca), At the Crossroads (IlepexpecTHi cTeXKH).

It must be pointed out, however, that the thematic classification of
Franko’s prose, while in general viable, has its own flaws and falls short of
being all inclusive. Some works cut across the thematic boundaries and can
belong to several categories. Others are unique and stand alone outside the
ennumerated thematic cycles.

While the chronological approach is ineffective in dealing systematically
with Franko’s prose, it does not mean that there was no progressive develop-
ment or evolution in his artistic approach to prose writing. Interesting and
pertinent comparison in terms of his development as a prose writer could be
drawn from two of his short stories Lesycha’s Household written in 1876, and
As If In a Dream (Henaue coH) written in 1908. The theme of both stories
separated by a period of thirty-two years is identical — one day in the life of a
peasant family. Yet while the first story contains description of nature,
physical characteristics, and biographical data of the characters, in the second
story Franko concentrates predominantly on the depiction of their inner
world. The action of the story, the relationships between the characters are
depicted through the prism of their moods and attitudes. The tangible detail
and authorial commentary of Lesycha's Household gives way to the psycho-
logical nuance and the atmosphere of the later work. Franko’s development
as a prose writer led him gradually away from the predominantly descriptive,
realistic approach as his interest in probing the psychologic complexities of a
human being became more and more evident.

During the early years of his literary career Franko conceived a plan to
write an epic novel of Galician life along the lines of Gogol’s Dead Souls or
Balzac’s Human Comedy. This grandiose plan was never realized. Through-
out his literary career Franko felt that he has failed to write a sucessful novel,
considering his literary talent inadequate for producing works of a longer epic
genre. He singled out Zakhar Berkut as his only successful novel, but
qualified his judgment by stating that it belonged more to the genre of a
novella rather than a novel. Many of Franko’s longer prose works were never
completed. Separate chapters of these works were often reworked by himand
published as short stories. In 1892 Franko wrote to one of his friends: “I am
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only a modest painter of miniatures and could hardly hope to break out of this
tight framework. 1 will probably never succeed at a broad tale or a novel.™
Interestingly enough, this statement was made after the publication of such
works as Boryslav is Laughing, Boa Constrictor and Zakhar Berkut.

In retrospect, Franko’s harsh self-criticism of his skill as a novelist can be
accepted only with some qualifications. While objective artistic evaluation of
his prose works does indicate that his short stories are aesthetically superior
to his novels and tales, the latter cannot be dismissed as wholly unsuccessful.
They can still be read and appreciated for the freshness of their artistic
imagery, energetic flow of the narrative, and, above all, for the compelling
message of love and the plea for social equality and justice, that is just as
relevant now as it was one hundred years ago.

One must agree, however, with Franko himself that his unique talent lent
itself more to writing in the short story genre. A distinguishing characteristic
of the short story is that it is consciously made according to specified criteria,
and is an end product of conscious craftsmanship and artistic skill. It may be
distinguished from the novel in that it tends to reveal character through a
series of conflicts, confrontations or under stress, the purpose of the story
being accomplished when the true nature of a character or a situation is
revealed. Franko’s very first published stories show his tendency for depiction
of critical moments in the lives of his heroes. He possessed a rare artistic skill
at grasping and developing a moment of crisis and in synthesizing all the com-
ponents of the story so as to produce a single artistic effect. Franko’s faultless
ability to satisfy one of the major criteria of the short story genre, the achieve-
ment of a single artistic effect, places him among its masters. In 1896, in a
letter to a friend, Franko wrote: “l am a painter of miniatures and of micro-
scopic details, I tend to discover the entire world in a drop of water...”
Franko’s miscrocosmic image of a drop of water is an apt metaphor for his
short stories, where a hero’s life and character are revealed through a crucial
conflict or a precipitous situation. Franko, however, never achieved a perfect
mastery of the novel genre, where one must show character developing as a
result of actions, conflicts and under the impact of events.

It is quite evident from a present-day perspective that Franko’s artistic
prose marked a transitional stage in the development of Ukrainian prose. It
was both artistically and thematically innovative and had a tremendous
impact on the subsequent development of Ukrainian literature. It served as a
link between the 19th century prose of lvan Nechui-Levyc’kyi and Panas
Myrnyi, and modern Ukrainian prose of Vasyl’ Stefanyk, Mykhailo Kotsiu-
byns’kyi and Ol'ha Kobylians’ka. One of Franko’s main contributions to the
development of Ukrainian prose was his departure from the tradition of

2. Quoted in: Doslidzhennia tvorchosti Ivana Franka (Kyiv: Ak. Nauk URSR, 1959), 21.
3. 1. Franko, Tvory u dvadtsiaty tomakh, XX, 564.
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sentimentalized portrayal of characters. In 1912 in an autobiographical note
Franko explained his artistic approach to his heroes: “The heroes of my
works, almost never are completely ignorant or helpless people, and if these
works arouse the readers’ sympathy for them, it is certainly not for their suf-
fering, but rather for the vital energy, intelligence and sensitivity which they
reveal in their life’s struggle.™ Instead of sympathy-pity, Franko inspires in
the reader sympathy-respect for his characters, endowing them with traits
that sustain human dignity even in their most hopeless and frustrating con-
flicts with the brutal reality of existence.

Franko’s artistic prose paved the way for such diverse and original
writers as Vasyl’ Stefanyk, Ol'ha Kobylians’ka, Les’ Martovych and Marko
Cheremshyna, all of whom acknowledged their artistic indebtedness to Ivan
Franko. It was as a literary critic reviewing the works of his young contempo-
raries that he noticed with pride and approval the new scope and direction of
Ukrainian prose. In 1910, in a literary review article Franko characterized the
young prose in the following manner: “Very little of superficial adventures
enter into its content, and even less of descriptions; the facts which constitute
its main theme are usually the inner, spiritual conflicts and catastrophes. The
aim of the authors is not the objective, factual description, but rather the
arousal in the soul of the reader of the analogous emotion or mood by any
means available in the language and in the functions of our imagination
related to it.™ In retrospect, one can add that Franko’s own contribution to
the new development and direction of Ukrainian prose as described by him
above was very significant. After all, an important innovation in Franko’s
short stories was a move away from the “objective, factual description” and
toward the depiction of the inner world of the characters. It was he who intro-
duced the psychological dimension in Ukrainian prose.

From a thematic point of view, Franko's artistic prose represents an
encyclopedia of social types, life styles and more of the Galician society
during the 1870’s through 1890's. There were the years of social, political and
economic transition and upheaval after the emancipation and reforms of
1848. The discovery of oil in and around the cities of Drohobych and Boryslav
marked the dawn of the industrial era for Galicia, while its villages lay in the
sad state of poverty and decline. The impoverished, despairing peasant class
provided the new, thriving industry with a cheap, plentiful labor force. The
traditional way of life of different social classes was adversely affected by the
rapid tempo of industrialization with all the evils and excesses that mark its
first, developmental stages.

As an artist, Franko was an impassioned and faithful recorder of his

4. “Prychynky do avtobiografii,” Nedilia, 9 (1912), 6.
5. Vybrani tvory u triokh tomakh (Kyiv: Dnipro, 1973). 1, 26-27.
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times, drawing the material for his prose works from personal observations
and experiences. In his works he strove to depict the effect of industrialization
on different levels of society and on the individual psyche. He introduced into
Ukrainian literature the theme of the displaced peasant who is driven by
poverty into the newly industrialized cities and is demeaned, victimized and
exploited in the process of becoming a member of the proletariat by greedy,
unscrupulous capitalists. Franko’s artistic prose is thus thematically rooted in
the social, political and economic problems of Galicia of his day.

Franko the prose writer was a daring experimentalist and innovator
whose contributions to the development of Ukrainian literature are inva-
luable. The body of his artistic prose works represents an astounding dever-
sity of themes, genres, subjects, images, and characters. But in spite of its vast
complexity and diversity, Franko’s prose is unified by the underlying factor of
his humanism. In it we perceive Franko’s intense love of his native land and its
oppressed and impoverished people, a plea for social and political justice and
equality, and for mutual respect among the people of all backgrounds and
nations.



DAN B. CHOPYK

RHYTHM IN IVAN FRANKO’S EARLY
POETRY

It may seem ironic to speak of a poetic technique when discussing a
poet who did not believe in a technique per se, and who himself stated
more than once that content and message are not only of primary
importance in poetry!, but even poems which are inadequate in form?
should receive a positive evaluation if they exert a progressive-humanistic
influence upon a particular society.? At the end of the first decade of his
poetic activity Ivan Franko announced:

“The poetry of today has ceased to be a toy in the hands of non-
working men, but has become instead an important pursuit, a civic service.
It should be presented in the most accessible and highly artistic form,
expressing the ultimate aims, doubts, pains, disappointments and hopes of
a whole age. It ought to inspire and lead subsequent generations of people,
crystallizing everything which was best and most beautiful in the lives and
thoughts (of the present generation) and adapting it so as to strengthen the
generations of the future.”™ Franko did justice to these postulates already
in the first decade of his poetic activity by publishing an impressive
number of poems, among which are the unforgettable “Pavers of the Way”
(or “The Stone-Hewers”), “The Eternal Revolutionary,” “Vivere

1. IvanFranko, Literaturno-krytychni statti,Kyiv, Derzhlitvydav Ukrainy, 1950, p.29.See
also note 3.

2. Form, to differentiate it from the more general Ukrainian usage, is understood here as
referring only to the internal structure of a literary work, as opposed to content.

3. L. Franko, Tvory v dvadtsiaty tomakh, v. XVII, p. 68; v. XX, p. 77, Derzhlitvydav,
Kyiv, 1955. (This and subsequent translations are those of the author D. B. C)

4. Ibid, v. XX, p. 215 (A letter to Clementine Popovych, dated 1884).
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Memento,” “O Mother Earth,” “The Hired Hand,” and others, totaling
almost 150 poems by he age of 25. The message of his poems was simple: a
fight against darkness, cruelty, and illiteracy, and a struggle for the
freedom and dignity of man.

Ivan Franko’s versification techniques, the topic of interest to many
of his contemporary modernists, were brilliant and innovative, but the poet
himself was against decadentism and of necessity objected to all those who
preached “art for art’s sake,” arguing well that.

“National literature, art, etc. must flow out of the vital needs of a
nation, supplying those needs with their necessary satisfaction. A nation
dying from hunger, in which 90 percent of its people are illiterate and have
de facto no political rights and freedoms, — such a nation needs bread,
needs literacy and a Constitution. Theatre, concerts, ‘national’ novels and
poetry will provide it with but a meagre service.”™ Perhaps owing to these
stands of Ivan Franko questions concerning the techniques and structure
of his poetry have not been dealt with at any serious length. Since in the
second edition of his poems Franko referred to some of the poems from
the first edition as worthless,® many scholars have considered his early
poetry immature. We can find an expression of this view in a recent work
by Constantine Bida, Lesya Ukrainka: Life and Work.” Here, Professor
Bida states in his introduction: “..lvan Franko, the representative of
Western Ukraine, was one poet who ranks among the greatest figures in
Ukrainian literature. In the 1880s Franko, author of “Kameniari” (Stone-
Hewers), had not yet reached his maturity as a poet. This period in his
literary career is characterized by social lyrics such as are found in his
collection Z vershyn i nyzyn (From the Summits and the Foothills). Only
in the nineties and in the following decade did Franko achieve the height
of his literary creation.” Yet even that same collection of poems, which
Prof. Bida considers wanting, found a much more positive evaluation from
the literary scholars M. Vozniak and O. Biletskyi. In respect to this
collection Professor Biletskyi states: “...The collection of poems Z vershyn
i nyzyn (first edition, 1887; second, 1893)... was a most important event in
Ukrainian poetry of the nineteenth century after Shevchenko’s Kob:zar.
Franko intended to collect in this book all attempts to present real, even
realistic poetry which would be based on vital facts.”™

S. 1. Franko, Literaturno-krytychni siatti, op. cit., p. 29.

6. Ivan Franko, Tvory, v. XV, p. 289.

7. Lesya Ukrainka: Life and Work, by Constantine Bida, Selected Works translated by
Vera Rich, (Toronto: University of Toronto Press, 1968).

8. Ibid., p. 28.

9. Oleksandr Biletskyi, Pratsi u piaty tomakh, v. 2 (Kyiv, Naukova Dumka, 1965), p. 464;
also in Ivan Franko: 1856-1956, (ed.) V. Rybak (New York, 1956), p. 46.
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Other critics, including the clergyman, Dr. H. Kostel'nyk, give a
positive evaluation of Franko’s poetry primarily for its content, but they
are also ready to admit that Franko “enriched Ukrainian poetry with
various European forms...”!? This observation corresponds closely with
Franko’s own view : “At the time when the works of European literature
were pleasing to us, developing in us our aesthetic ‘taste’ and fantasy, the
Russian works tortured us, worked on our conscience, awakened in us
human beings our love for the poor, the downtrodden and the
wronged...”!!

It should be pointed out here that in the notion of the term “Russian”
Franko included also the “Russian Ukrainians” (as opposed to the
“Austrian Ukrainians”), especially Taras Shevchenko. And indeed
ideologically, Ivan Franko continued working in Shevchenko’s tradition.
He studied it and even intended to write his doctoral dissertation on
Shevchenko’s political poetry, though he was dissuaded from doing so.
Despite this attachment to Shevchenko, Franko paves his own way in
poetry.

Oleksandr Biletskyi, who devotes a separate chapter to Franko’s
poetry,'? characterizes Franko’s poetry as opposed to that of Shevchenko
in the following terms:

Shevchenko, first of all, was a poet of feeling...; Ivan Franko, a
poet of mind. In his works... Franko proceeded mainly from ideas
for which he searched, trying to find an appropriate image-
embodiment for them.... Shevchenko by nature was a poet of song
and melody. Franko was influenced by the style of oratory and
declamation.

It is difficult to do any strict analysis of the composition of
Shevchenko’s lyrical poetry. His verses present mainly a cry of a soul,
a groaning and an intimation of feelings. It is hardly possible to
imagine that Shevchenko would employ such a rigid form as that of
a sonnet. But Franko, on the other hand, employed the sonnet form
primarily in order to express his most intimate thoughts and feelings.
On the whole, Franko preferred strict, canonical forms in a stanzaic
constraints which, as a rule, were subordinated to the rhyme
schemes. Franko was the first one who introduced into Ukrainian
poetry tercets, octaves, even triolets-this metrical toy which served
him though to express serious content...!3

10. Dr. Havryil Kostelnyk, Lomannia dush (Lviv, Dobra Knyzhka, 1923), pp. 68-69.

11. 1. Franko, Literaturno-krytychni statti, p. 36.

12. Oleksandr Biletskyi, Pratsi, v. 2 pp. 462-501; also in M. Vozniak, Veleten’dumky i pratsi
(Kyiv, Derzhlitvydav Ukrainy), 1958, p. 400.

13. O. Biletskyi, op. cit., p. 469.
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Our examination of 143 early poems, the total poetry-output
published by Ivan Franko between the years of 1873 and 1883, i. €., during
the first decade of his poetic activity, reaffirms Professor Biletskyi’s
assessment and it also discloses more clearly the Western influence on the
formal technique of Franko’s poetry. In rhyming, Franko employed
adjacent, alternating, embracing and mixed schemes. From the 143 poems
examined for this article, Franko used adjacent rhyme in 35 of them,
alternating rhyme in 94 poems, and embracing rhyme in 19, while in ten
poems combinational rhyme schemes were used: alternating and adjacent
in 12 poems, embracing and adjacent in 5, and alternating and embracing
in 6 poems. In stanza arrangements the same body of poems (along with
some miscellaneous poems) shows the following distribution: 5 are
organized in couplets, 12 in tercets, 79 in quantrains, 11 in five-line
stanzas, 7 in six-line stanzas, one in seven-line stanzas, and 13 in octaves.

By the year 1883, Ivan Franko suceeded both in broadening the use of
the traditional iambs and in composing poems in which he adhered strictly
to other classical meters. Aside from the 33 poems in iambic tetrameter, a
measure which was also predominant among Shevchenko’s works, Franko
composed poems in two-foot lines, trimeters, tetrameters, pentameters and
hexameters, employing in them both binary and ternary meters.

In the course of the first decade of his poetic activity, Franko
published almost 150 poems consisting of over 5700 verse-lines. In our
examination of all 143 of these poems, the use of various meters quite
suprisingly resembles in percentage-date, the percentage-distribution of
meter-usage in Lesia Ukrainka’s poetry; it is noteworthy that this poetess is
renowned for her introduction of diverse meters into Ukrainian poetry.!4
The following table illustrates our findings:

Meter Type: Percentage in Franko's!s Percentage in
Early Poetry Ukrainka’s'¢ Poetry

iamb 44 39

trochee 19 9

amphibrach 21 14

anapest 6 19

dactyl 10 13

14. Lesia Ukrainka, Tvory, v.I1 (New York, Tyshchenko-Bilous, 1953), Introduction by B.
lakubs’kyi, pp. xxvi-xxix.

15. These percentages were obtained on the basis of an investigation of 5700 lines of all
poetry published by Ivan Franko between 1873 and 1883.

16. These percentages were determined on the basis of totals available in B. lakubs’kyi. See
note 14.
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As can be seen, both poets made use of the classical meters; yet one
should bear in mind that Ivan Franko was born almost 20 years before
Lesia Ukrainka and published major poems at the time of her birth.
Franko’s technical innovations in Ukrainian poetry have escaped the
notice of Ukrainian critics, but they were not overlooked by Lesia
Ukrainka’s perceptive eyes. To honor Franko as a poet-innovator she
addressed him in her letters and as “Dear Master.” And indeed he was a
master, not only of rhyme schemes and meters, but also of the subtleties of
rhythm.

At this point the term “rhythm” should be clarified. Often the term
meter and rhythm are used synonymously, as can be seen from the
definitions in the recent dictionary of comparative Russian-English
terminology by Anthony M. Milikotin.'” Both terms, “meter” and
“rhythm”, are defined here as “a successive alternation of stressed and
unstressed syllables, while meter is also qualified as being in a verse line...
and at equal intervals.” In the present study, however, these terms are
differentiated. Meter is understood to be a hypothetically successive
alternation of stressed and unstressed syllables at regular intervals which
may form a system of binary sequels (or feet), when one stressed syllable
alternates with one unstressed, and ternary sequels, when one stressed
syllable alternates with two unstressed. The qualification “hypothetical” is
of importance in the definition of meter, for in practice the unrelenting
meter-beat is never adhered to. Poets avoid it for fear of creating an
impression of primitivism and monotony. They achieve a more complex
result by introducing into the verse-lines polysyllabic words which, being
able to carry only one stress per intonational unit, create stress lapses and
thus break the usual stressed-unstressed syllable sequences. This skiping of
the stress on syllables which otherwise should be stressed, results in
distorted verse lines which introduce a welcome variation into the sound
structure of a verse. Regular maintenance of stress-skipping on syllables
which are expected to be stressed (from the metric point of view) in verse
lines produces a cadence which is called rhythm. Rhythm has thus certain
characteristics which are different from those of meter: whereas the unit
measure in meter is a foot, the unit measure in rhythm is a verse line, and
whereas a meter is characterized by an alternation of stressed and
unstressed syllables, a rhythm is characterized by an alternation of stressed
syllables, in some of which the stress may be unrealized, i.e., the syllable
may be stress-deficient. These non-realized “stressed syllables” may be
counted, and by comparing their number with the theoretical total, the
place and the depth of a cadence may be determined in percentages for

17. Anthony M. Mlikotin, A Dictionary of Russian Literary Terminology and an English-
Russian Glossary of Literary Terms (Los Angeles, University of Southern California), 1968.
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each expected meter-measure. By joining the points of percentage foot
coordinates with straight lines, a graphic rhythm-profile can be created. In
Ukrainian (and in all East Slavic) poetry these profiles are quite prominent
for binary meters. Ternary meters, due to word-length coincidence with the
foot-measure which constitute 3 syllables for each unit, do not show any
significant profile cadences. In Franko’s ternary verses, e.g., in his
“Moisei”, written in 3-foot anapests, the stress in each foot is maintained
100% (in a random sample of 50 lines). In similar samples, dactyl verses (in
absolute figures) show sequences of 71: 72: 70: 72, and amphibrachs 55: 54:
56: 56, indicating that, in the ternary meters, poems have an insignificant
rhythm cadence.

Rhythm profiles of poems, written in binary meters are characteristic
not only for individual poets, but also for various literary periods. A
comparative-historical view of the East Slavic versification from the
perspective of rhythm, will be useful at this point, for it will help to show
better than anything else the true place of Ivan Franko as a poet. For the
purposes of this analysis only verses in iambic tetrameter are chosen,
because they are most typical among both the Ukrainian and the Russian
poets of the nineteenth century. Hence, at the beginning of the century the
Russian poet Derzhavin and Ivan Kotliarevskyi, the first poet to write in
vernacular Ukrainian, exhibit a two-pole rhythm profile in their 4-foot
iambics, with the centers of accentual concentration being placed on the
first and the last meter-measure of the verse line. The percentage
maintenance of stresses on each foot for Derzhavin’s poems are: 90%: 70%:
60%: 100%, and for Kotliarevskyi 98%: 75%: 42.5%: 100%. Graphically,
their rhythm-profiles are strikingly similar (although none of the 19th
century poets were aware of the investigated rhythm notion). Their profiles
are as follows:
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Rhythm profile in Derzhavin’s 4-foot
iambic poems (Similar profiles are
evident in poems by Lomonosov,
Trediakovskii and Sumarokov)
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Rhythm profile in Kotliarevskyi’s!
4-foot iambic poems

In the mid-nineteenth century the rhythm profiles assume a different
shape in the verses of Pushkin, Lermontov, Tiutchev and Shevchenko

written in iambic

tetrameter.!®* The percentage averages of accentual

maintenance drop significantly on the first foot, rise up to over 90% on the
second foot, drop to about 40% on the third foot, and rise up to 100% on
the final foot of the line. The actual percentage averages for Pushkin are:
84.4%: 93.7%: 44.8%: 100%, and for Shevchenko 82%: 91.8%: 32.4%:
100%. The graphic rhythm profiles of these data are as follows:
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Rhythm profile in Pushkin’s 4-foot
iambic poems (similar profiles are also

evident in poems by Lermontov and
Tiutchev)

18. These percentage-averages were obtained on the basis of data presented in N.P.
Chamata, Rytmika Shevchenka (Kyiv, Naukova Dumka, 1974), pp. 91-93; and (for the Russian
authors) in K. Taranovsky, Ruski dvodelni ritmovi (I-1I, Beograd, 1953).

71



100 |
80 | -
60 |
ho \
20

. . . . ‘.

i 2 3 4

Rhythm profile in Shevchenko’s 4-foot
iambic poems

The rhythm profile of Franko’s 4-foot iambic poems written betweer.
1873 and 1883 (based on the averages obtained from a random 100 lines of
his poems) shows a remarkably close resemblance to the profiles of
Shevchenko and of the Russian poets of that period. His percentage
average, 83%: 91%: 68%: 100%:, form the following rhythm profile:
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Rhythm profile in Franko's early 4-foot
iambic poems

The shape of Franko’s rhythm profile in his early 4-foot iambic poems
places it squarely with that of Taras Shevchenko, whose pupil and student
he considered himself to be. This alliance with Shevchenko’s time and
spirit comes into even sharper focus when one compares Franko’s rhythm
profile in his 4-foot iambic poems with the rhythm profiles in the 4-foot
iambic poems of the next generation of poets: Lesia Ukrainka, and the
Russian poets, A. Belyi, A. Blok and A. Akhmatova. The percentage
averages of A. Belyj’s poems, for example, are 73%: 75%: 43%: 100%, and
those of Lesia Ukrainka — 84%: 86%: 42%: 100% yielding in each case the
following graphic profiles:
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Rhythm profile in Andrei Belyi's 4-foot
iambic poems. (Similar profiles are
evident also in poems by Aleksandr
Blok and Anna Akhmatova)
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Rhythm profile in Lesia Ukrainka's 4-
foot iambic poems.

The characteristic feature of the late nineteenth century poets in
rhythm profiles as compared with those of the mid-nineteenth century,
stems from the initial shape of the profiles. Whereas in the latter, the
percentage averages are much lower on the first foot, compared with the
second foot of the verse line, in the poems at the end of the century,
including those of Lesia Ukrainka, they reach almost equal accentual
intensity on the initial feet of their rhythm profile. On the basis of this
initial shape of the rhythm profile, Ivan Franko must be placed into Taras
Shevchenko’s school, and not into Lesia Ukrainka’s. However, there is
also one important feature which differentiates the internal structures of
Franko’s poems from those of his contemporaries. On the whole, the
penultimate dip in Franko’s rhythm profiles does not fall much below 60%,
while with all other poets it falls to about 40%. This is evident from all
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Franko’s iambic poems written between 1873 and 1883. The percentages,
providing the foundation for the rhythm profiles, are: in 3-foot iambics
(based on 200 lines of poetry) 88%: 57%: 100%, in 4-foot iambics 83%:
91%: 68%: 100%, in 5-foot iambics (based on 128 lines of poetry) 86%:
87%: 71%: 100%; and in 6-foot iambics (based on a random 100 lines of
poetry) 81%: 78%: 94%: 92%: 60%: 100%. The graphic representations of
these profiles are as follows:
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Rhythm profile in Franko’s 5-foot
iambic poems
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Rhythm profile in Franko’s 6-foot
iambic poems

Rhythm profiles in Ivan Franko’s trochaic poems resemble closely
those in his iambic poems. Sample data collected from 38 lines of 3 foot
trochaic poems provide the percentages 78%: 70%: 100%, while those of 4-
foot iambics (obtained from 159 lines of poetry) are 76%: 92%: 56%: 100%.
Their graphic representations are as follows:
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Rhythm profile in Franko’s 3-foot
trochaic poems
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Rhythm profile in Franko's 4-foot
trochaic poems
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It should be pointed out here that there is some significant difference
evident in the rhythm profiles of Franko’s early 4-foot trochees as
compared with his later ones, especially those of his narrative poem Ivan
Vyshens’kyi (1900). Percentage averages obtained from a random 100 lines
of Vyshens’kyi verses provide the following figures: 52%: 98%: 66%: 100%:
(which this time compare very favourably with the figures based on 4-foot
trochees of Lesia Ukrainka: 35%: 95%: 72%: 100%). Below are graphic
representations of Franko’s and Ukrainka’s rhythm profiles:
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Rhythm profile in Ukrainka’s 4-foot
trochaic poems
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Rhythm profile in Franko’s late 4-foot
trochaic poems

On the basis of the preceding rhythm profile comparisons made on the
basis of random samples of the binary poetry of Ivan Franko and other
Ukrainian and Russian poets of the nineteenth century, it is possible to
establish that Franko, as a poet and innovative technician, exhibits strong
ties with the poets both of the preceding and of the following generations.
He is, in these two areas, a transitional figure; not at all immature, but

measuring up to the highest standards of the leading poetic innovators of
his time.
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BACHJIb BEPI'AH

HJTAX IBAHA ®PAHKA BII JIITEPATYPHU 1O
NyYBJIIUUCTUKHU

NYBJIILHCTHKA 5K HOBA AIIAHKA Y CYCIIIJIBHOMY
JKHUTTI

3aku npuctynutH oo BnactuBoi TeMu “llepiui kpoku IBana ®dpatika B
ny6niuMcTHui”, Tpeba Hanepean nNoAaTH KOPOTEHLKO TepPMiHOJIOTIIO
nyo/IUMCTHKH, XypHaicTUkH | npecd. [1oTpiGHO ue 3poGUTH ToMmy, LIO
ny6JiillMCTHKA — L€ HOBA AiJIAHKA Y cycnijibHoMy KUTTi. [IponoBx nosroro
yacy CBOro iCHYBaHHs nyOJIIIMCTHKA MpOMILIA [IOBrUH LIAAX PO3BUTKY,
3IMIHAJIOCSA 3HAYEHHs, a pPa3oM i3 TUM 3MiHsnaca ii poss | 3aBnaHHs. Tum
OiJibllie L€ NOTPiOHO 3POOHTH, KOJIM TFOBOPUTH Npo nepili Kpoku IBana
®dpanka B ny6JiuMCTHLIL

B Ttomy wuaci, konu IBaH ®PpaHko BHUCTYNHB Yy nyOGJiuucTHLUi,
ny6aiuMCTHYHA | XKypHanicTHYHA TepMiHoJsoris Gysia B ykpaiHCbkiii npeci
nyxe B6ora. He kaxyuu Bxe npo Te, o nyGaillMCTHYHI *aHpH Oynu e
yo6oriii.

Isan dpaHko B ykpaiHCbKiil nyGiiLMcTULI | )KypHaMicTHLI 6yB OOHMH i3
nepiuux TBOpUiB TepMiHosiorii. CoTHi, a To i Ginblle MyOGMILUCTHYHUX i
KypHaJlICTUYHUX TepMiHiB OO0 CBoix cTaTTed ®Ppanko abo OpaB i3
ToAilHbol ny6JiuucTUyHoi TepmiHonorii B 3axignii Espomi i ix
yKpaiHizyBaB, abo TBOpHB cam.

CrogHuxk aimepamypoiHaguux mepminie leana ®parnka, wo ioro
Buaana "Haykosa [dymka” B KueBi 1966 poky, Ha 200 cTopiHKkax MIiCTHTb
G6araTo TepMiHiB, IO iX y)XHBaB, 44 CTBOPUB caM, IBan ®PpaHko, y cBOiX
nyOMiUUCTUUHMX CTaTTAX.

My6aiuncTrui Bingas IBan ®paHko, Ta it Te Tinbkun PpaHko, ane i
6araTo NMCbLMEHHHUKIB, MOETIB, MUCTLIB Ta Jtoei iHWKX npodeciii, Beu-
Ky 4aCTHHY CBOTo TaJjlaHTy. ToMy cbOro/iHi, JOC/IAHUKH TBOPUYOCTH [10€-
TiB, MUCbMEHHHKIB, MUCTUIB Ta IHWHX AIAHOK XUTTS LUYKAaOTh Yy Hpeci,
110 BOHM HaMWTa/Id caMi Ta LIO | XTO HamUcaB MPo HHX.
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[My6niuncTHka cborodHi crana npegMeToM AOC/iAiB, a pa3oM 3 TUM
cTajla BaX/MBOK [iJIAHKOKO Yy CyCMijibHOMY J>KMUTTi. OHi BBaXaroTb
nyOJIiLMCTHKY YACTHHOIO >XYPHAJIICTHKH, a iHLUi, HABNAKH, YPHAJIICTHKY
yBaXkaloTb 4acTHHOIO nyOniuMcTUkH. TpeTi HamaraloTbes NPHUPIBHATH

ny6niuMCTUKY OO0 HayKH, 4eTBEpTi yBa¥kaloTb, IO MyOJiLUCTHKA — LE
O/MH i3 3acobiB peknsAMH, lpornaraHad, KpUTHKU. [I'aTi KaxyTs, Lo
ny6nainAcTMKa — Le CHHTETMYHMH pig niTepaTypd, a WIOCTi BBaXaloThb

ny6JiLMCTUKY 3anajlbHOK ICKpPOK B CYCNiJIbLHOMY JKHTTI [0 [anblUoi
TBOpYOI mpaui B pi3HUX AiNsAHKaXx.

O KAE TEPMIHOJIOTTA ITPO NYB/IHCTHKY
[ KYPHAJIICTHKY

CnoBo ny6niuMcTuka (Bij NaTUHCBLKOro cioBa “ny6mikyc™ o3Havae -
3aranbHMd, [OOCTYNHMHA /i BCiX) B yKpaiHCbkKiii MOBI Biarnosijgae
3repMaHi3oBaHOMY clloBY “nyGnillicTik”, ske 03Ha4a€ TBOPH, HaMHCaHi Npo
cnpaBH, sKi UiKaBNATb LIMPOKUIl 3aran rpomapisH.

B nmeskux HOBMX E€HUMKIONEAisfiX BXKe NMOAAHO, LIO NyOMIIMCTHKA
e rafaysb JiTepaTypH, sika BUCBIT/JIIOE MUTAHHS I10JITHKH, CYCNiILHOIO Ja-
[y Ta aKTyasibHi nMpobJieMH 3 YCiX AIMAHOK JIFOACBKOTO XHUTTH.

CnoBo kypHanicThka (Big @QpaHiy3bkoro cioBa KypHanw —
NepioAuyHe BUOAHHSA, IO MOSABJIAETHCA APYKOM Yy BHIJISAI KHHXKH) Mae
3HAYeHHs1 Hayku Mpo npecy, cnocid ii pedgaryBaHHs, BHAaBaHHS [pecH
TOLLO.

ToMmy, wo nyoaiuucTHKa i XypHalicTUKa MalTb OO0 AiJla 3 OAHIEKO i
TOK CaMolo My6JIiKo i TOMY, L0 BOHM KOPUCTYHOTbCH THUMH CaMHUMHU
3acobaMH, a HaBiTb TUMH caMHUM ¢aKTaMH i NOAiAMH, TO BCE TaKH MiX
HUMH BEJIMKI pi3HMLI.

XKypnanictuka — iHdpopMye uMTauiB nNpo noaii B pi3HUX OiIAHKaX
JIOACBLKOrO XHUTTA Ta MOMii HA Pi3HUX KOHTHUHEHTAX i PI3HUX TEPUTOPIAX.

[My6niuncTka — po3mipkoBye nofii, pakTH, BUNALKH i npobreMu Ta
pi3Hi Teopii i iX BHUACHIWOE HaykOoBMMH cnocobamu. ToMy MoxHa HaBiTb
CKa3aTH, WO nyosiuvcTuka € GMxYa A0 HayKH i OO JiiTepaTypH, ik A0
XKYpHaJTiCTHKH,

[y6niunMcTuka, 5K i Hayka, KOPUCTYETbCS pIi3HUMH IKaHpaMH,
OOCATHEHHAMHM HAayKM i TOMY nyOJiUMCTHKA — L€ JIITONUCAHHSA Pi3HUX
npo6aem, Tteopiit, nosieMik i KpUTHKH, 4acTO i3 MPOEKLiEIO Ha MailbyTHE.

3aBOaHHSAM NyOJIILMCTUKH € — CXOIUIEHHA Cy4YacHUX ifeil, Teopii,
npobnem Ta ix BUsCHeHHs y BignoBigHid ¢dopmi Tak, OO BOHU OyJH
KOpUCHI A7 WIMPOKOro 13arajay Ta MOXJMBI 10 MpPaKTUYHOTO
3aCToCyBaHHs, abo NPUYMHWIIUCA [0 MOLUMPEHHS 73HAHHS, CKPIrJIeHHS
csiTornsay Tta Bipu B iXx npaBauBicTb. Kpim TOro 3aBaaHHsAM

78



nyoaiUCTHKH € MOoOGiji3allis LMPOKHX Mac Jroded OOBKoja NOCTajuxX
noaiil Ta Ha3pinux izeit, npobnem i BYMHKIB, a KOJIM BOHH € LUKiOJIMBI, TO
MOOGini3yBaTH LWIMpPOKI HapoAHi MacH 10 cCaMOOOGOPOHH, 10 BHUTBOPEHHS
omniHii, 10 aKTUBHOCTH.

lLle Benuke cBOE 3aBAaHHA SK )KYpHaJliCTHKa, Tak i myOsiLMcTHKa
BMKOHYBAJIH i BUKOHYIOTb MpPH JIONOMO3i cnoYaTKy TiJlbkH NPECH, a Tenep
npy Aonomo3i npecd, panio i Tesesisii. 3 Toro i BUCHOBOK, IO MaeMo
ny6niUMCTUKY | YKypHANicTHKYy — MpecoBy, TeseBi3idHy i Ans panio.

MMig wac »utTa i TBOopuocTH lBaHa PpaHka icHyBana nybniuucTHka,
xypHaJjictuka i npeca. Po3rnsHbmo ix.

AKA BYJIA NNYB/JIILHCTHKA | KYPHAJIICTHKA 34 YACIB
IBAHA ®PAHKA?

IMpo Te, sxka Oyna nyGuiuMcTHKa i XKypHajnicTHka 3a uvaciB IBaHa
®panka, PpaHko kaxe y cBoiid nyOniuucTHuHIA cTaTTi "Monoaa YkpaiHa -
npoBiaHi igei i emizogu”.

“Ous 16 mas 1876 p., nuwe ®panko, 3abopoHeHo 6yno B Pocii
ApyKyBaTH BCSIKI HayKoBi, monyjspHi 1 nepekjagaHi TBOpPH no-
ykpaiHCbkH, 3a00pOHEHO YKpaiHCbKi TeaTpaJibHi BUCTaBH, KOHUEPTH,
HaBiTb TekCTH nia Hotamu. PiBHouacHo po3ssizaHo [liBaeHHO-
3axigHid Bigain reorpadiuHoro TtoBapuctea, B Kuesi, wo 3a
KOPOTKHIl yac cBoro icHyBaHHs 3poOuBcsi OyB crpaBXHIM LEHTPOM
ykpaiHcbkoi HaykoBoi npaui. Lle 6ynu Baxki ynapu, skux Ykpaina i
Joci He Moxe nepebositn. Ane ue Gyna Lie TinbkM Mana yacTHHa
ropsi. Haneko ripuwe Oyno Te, w0 B 3Hau4Hill yacTHHiI ykpaiHcbkoi
CycMiJIbHOCTH 3anaHyBaB OyB HacTpiil 6ailoyxuil, a HaBiTL BOpOXUH
IJ1s1 pO3BOIO YKpaiHCbKOI HaLlioHaJbHOCTH”.

“Ilin BnauBoM, kaxe pnani PpaHko, HenepeBapeHUX
COULifANCTUYHUX Teopid oaHa 4acTb HaWrapsuviwloi i HaHW3AiOHilOl
MOJIOZEXI AOXO0AMia no MOBHOI Herauii BCSKOI HAapoOAHOCTH, OO
nornsay, wo B EnizitoMi Oyayuioro, Henanekoro (sik ToAi Bipuju)
COLISUTICTHYHOTO pako MOTOHYTb YCAKI HallioOHAaJIbHI NapTHUKYJISPU3IMHU
i wo 3arajioM po3B’a3aHHS €EKOHOMIYHHX NMUTaHb Oe3MipHO BakHille
Biad ycix iHwwMx. I wo BM nuwmMTe Ta apykyeTe.”— 3ripanusa
roBOpUB MeHi OJMH i3 NpHUi3lIMX ykpaiHUiB — ” -Yce, wo Tpeba 6yo
HanucaTH, Hanucanu exe Mapkc i UepHuwescbkuii. Tenep tpeba
TiJIbKH BHKOHaTH Te!”

"B kpyrax Toi ykpaiHCbkoi MoJiofeXi, Ta i He sMlle MoJIoAeXi,
nuwe ngani PpaHko, naHyBaslo NEepeKoOHaHHs, LMo Ppo3Bii ige no
3JIMBaHHS HAPOJHOCTEH [0 KynH i Lo NyeKaHHS KOiChb HauioHabHOI
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OKpPEMILIHOCTH, To perpec. Po3ymieTbes, 1o 3a6opoHa ykpaiHcbKOro
cJioBa AJ1s TakUX JItoAEH, He Majia HiSIKOro 3Ha4€HHs, a AEXTO roTOB
6ys GauuTu B Hiii npucayry mis pocidcbkoro nocrymny”.

"CynpoTH LbOro He 3UBYEMOCH i TOMy (paKTOBi, L0 Npo L0
HeuyBaHy 3abopoHy 3 Ykpaiuu no I'anuunmuu kpiM gBox ronocis —
IparomaHosa (B Jpys3i) i, 3n0aeTbes, Konucekoro B f1pasoi, HiXTo He
ob6i3BaBca aHi cnosoM. He 3nuByeMoch i Takum dakTtaM, K
nepenepXyBaHHs UMMM JEeCATKAMHU JIIT y pyKoOnucax TBOpiB
Pynancbkoro, CBHOHHUBLKOrO, fIK HEHAAPYKYBAHHS MperapHoi
noeictu Mupnoro i Binuka Xiba pegymbs 6oau, aAxk Acaa noeHi?,
noeicTH, WO Oyna A03BOJIEHA LEH3YpPOK i TiJIbkM [ TOro He
nosisusiaca B Pocii, 60 HikoMy He XoOTiJlocs BHOATH ii B 3aKOHHO
npusHavyeHiM peueHui. Ta # i nowo Oyno ii BugaBaTu? Ykpaincbka
iHTenireHuis pa3oM 3 MOCKOBCbKOI roToBMJiacsi T B Hapon” i
nponosigaTu no gabpukax "XHUTpy MeXaHiky” Ta izeanu couisibHOI
CnpaBeJIMBOCTH — PO3YMI€TbCS, MOCKOBCbKOK MOBOIO.

“A wo 6aunmo B Ty nopy B [Nannunni? — nurae nani Ppanko. B
TOAILIHIM  MOCKBOQINLCTBI, Kaxe BiH, JOXHBaJMW CBOro BiKy igei
abcomoTusMy i GropokpaTHYHOro “yuHonouutaHHsa”. o poGuTth
NpPaBUTE/ILCTBO, TO OOWHOKO pO3yMHE, MYyApe, MOXHTOYHE, BCAKA
KpuTHKa — Ue OGe3yMcTBo abo HaBiTb 0e300XHICTDb.

Sl nam’taro - kaxe ®PpaHko - K LMHIYHO paayBasiUCb Toi
CBSILLIEHUKHU pociicbkiil 3a60pOHi ykpalHCbKOro cJjioBa, SIK BEJIMYaJH
MyZpicTb pocidcbkoro ypsay, L0 OAHHMM LUHMPKYyJaspeM po3bus
nosbehbKi i anrnidceki (cik!) iHTpuru Haa Juinpom. Toai Oys rapsumii
yac poOCIHCbKO-TypellbKOi BiHHM; aHIJNiHCbKY IHTPUI'Y 3aHIOXYBajM
Hawi natpioTH Bcroau MockBodinbebki ciToui Taki, sk Haymosuu,
He Manu iHworo O6axkaHHs, sIK BHUOATH Ans Xxjaonis Tpednux vy
KHLLEHbKOBIM ¢opmarTi.

"3pewiToro, BCix o4i Oy 3BEepHEHI Ha BHMCOKY MOJIITHKY; BCi
cniguad 3a Tum, wWo Aisnocs Ha bankanax, y JlonnoHi, B Bepnini;
o Adisnocs y Hac BooMa — He o0Xxoausio Hikoro. A Baoma M
cTpawHi peui. Jluxea pyHHyBana wHapia, niudrauii cunajucs
THcAYaMH, GaHKM pO3KMAANM CBOI NaByKoBi CiTi, Hemopoau MHuuM
OOHI 3a OAHMMHM, Hyxaa 30iiblllyBanacs CTPaLUEHHO.

“"HaponoBeubkuii Tabip, ManouncieHHUIH, po3KHHEHHI Mo Kpato,
Maso ocBiueHUH, He Mir BHIATH e 3 Kyniwiscbkoro ko3akosobersa,
obepraBcs B chepaXx MHUHYBLWIMHM abo SA3UKOBUX NHUTaHb.
CeatkoBaHo mnam’ath llleBueHka, BHIaBaHO WIOPOKY MO Kijabka
kHKeuok "TlpocBiTH”, nepeBakHO nepedpykiB, Ta Mo Kilbka
WIKiNbHUX y4eOHUKIB Ta W roai. Bynu ue wacu, konu OroHoBCbKOTro
KHWXKa npo “Cnoo o nosky Iropesi” a6o itoro x "Studicm auf dem
Gebiete der ruthenischen Sprache” Oy/ 1M OJHHOKMMH MOBAXHIILUKMH



KHWXKaMH, BHAaBaHUMH MPOTAroM lijoro psay nit. Bimmanenus
iHTenireHuii Bin Hapony, Bia Horo XUTTs i iHTepecis 6yJl0 nosHe.

"3apiBHO YKpaiHCTBO HapOOOBUIB, K i MOCKOBCTBO MOCKBO®IiiB
6yno uMcTo TeopeTHyHe: Oyna HaBiTb skachb THXa 3roga B 060X
napTisx He roBOPUTH NMpo Ti NapTiiiHi pi3HUUI NMpocTOMYy HapoaoBi
Hiyoro, nep»aTtu HOro HaBiTb y LbOMY TMHTAHHIO B [OBHIM
He3HaHHIo. Koau Tpaduiocs KoMychb 3 pycHHIB BHCTYNHUTH nepen
HaponoM, ue Gyno nyxe pigko, xiba nepen BubGopamu, Ta i TO aech
KOJIO lLEpKBH, Ha npobopcTBi abo B LUMHKY, TO [Bi KapauHasbHi
TOYKH OyJiM: MM BCi pyCHHHM NMOBWHHI AepkaTHUCA Kynu, i MU nonepen
ycbOoro MOBHHHI AfKyBaTH Licapesi 3a iHoro 6e3MipHi qobpoaiiicTea i
NPOCHTH Y HLOrO Llie Toro i TOro. AHi OCHOB KOHCTHUTyULiHHOrO
KHUTTHA, aHi a30ykH €KOHOMIYHOI Ta COLSIbHOI HaykK¥ HIXTO He
npobyBaB BUACHUTH HapoloBi. o camoro 1880-oro poky Bcsa Maca
HAalLOTO HapoAy XHJa B NOrasaax, 1o HaiBHLLY i OOUHOKY BJACTDb Y
JlepxaBi Mae llicap, Lo BiH MoXe Bce 3poOMTH i Bia Horo BoJii Bce
3aJIeKHUTL”.!

Taxk Burnsnana cnpasa noJliTHYHO-HALIIOHAJIbHA | EKOHOMIYHA 3a 4Yacis
IBana ®panka. lle ripiie surnsgana cnpasa KyabTypHO-OCBITHS, LLKiJIbHA
i BugaBHHua Ta npecosa. B Cxianiit Ykpaiui, 1o nossi 1876 p. EMcbkoro
yka3ly, He ICHyBaJlo Hislke KYyJbTypHO-OCBiTHE TOBapHucTBO. HeainbHi
wkoad, wo OyiHo po3BuBanucsa B 1860-ux pokax, nepectanu icHyBaTH,
nepecrajii iCHyBaTH BHJAaBHHMLTBA YKpaiHCbKMX KHMok i raser. Lloiino B
1880-ux pokax mouanu Oynu nossasitucs anbMaHaxu — 1881 JIyHa, 1882
Paoa (8 Kuesi), 1885 Huea (8B Ojneci), 1886 Cmen (Xepcon), 1887/88
Craaoka (XapkiB).

3MicT umMx anbmanaxiB OyB nepeBaxHO 3 TBOpIB KpacHOro
NUCbMEHCTBA, a nodekyau Oyau ApykoBaHi MaTepisinn Gibniorpagiynoro
xapakrtepy, iHoai eTHorpadiyHoro TolLlo.

B 1882 poui, B Micsui ciuni, nosBuscs xypHan Kuisceka CmapuHa 3a
¢dinaHcosoto noflomororo B. Cemupenka. Xyphan Kuiscoka Cmapuna 6ys
MiCSIYHUK, NPUCBAYEHWH YKpaiHCbkid icTopii, eTHorpadii Ta noyacTH
nitepartypi. XXypuan Oy apykoBaHUH pocilicbkoro MOBOIO i MpoicHyBaB 25
pokiB. 3a ToH uac Builluno 97 ToMiB, y SIKMX HaJpykoBaHo OaraTioLui
maTepisnu 3 ictopii Ta apxeoJiorii YkpaiHu, icTopii KpacHoro
NUCLMEHCTBA, €THorpadii, a TaKoX JIMCTYBaHHS BW3HAYHUX JIHOAEIH,
cnoMuHHu, 6ibniorpadii Ta iHwe. Tpeba noausnsaTH peJakTopis i BUOABLIB,
fKi He 3Ba)kKalOuM Ha CYBOPY LieH3ypy, 4YacTi ¢iHaHcoBi HemocTaui Ta Gpak
nepeanIaTHUKIB norpanund ob6’eaHaTH OOBKONA XypHanly Maibke Bcix
TOAILIHIX HAYKOBIIB, MUCbMEHHHKIB 1 TNOETIB, sKi CBOIMHM JpPYKOBaHMUMH

1) 1. ®pauko, Mosoda Ykpaina. Bubip iz meopis. Buganus HTIW, Hio Hopk
Mapux 1956, ctop. 338-340
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HayKOBHMH Ta [MyOJIILIMCTHYHHMH CTaTTAMH LUMPHIIM Cepell YUTauiB
yKpaiHCchbKi inei.

KynbTypHO-0OCBiTHIH, BHAaBHUYMIA Ta npecoBud cTaH B 3axiaHii
VkpaiHi 3a yaciB IBana ®panka 6yB TpoxH kpaluuii gk B CxinHiit YkpaiHi,
60 nig naHyBaHHAM ABcTpii He OyJlo 3a60poHU yKkpaiHCbkoi MOBH i ApPYKY
kumxkok. IcHysano Ttoai Tosapuctso “TlpocBiTa”, wo, B Mipy cBoix
MOXJIMBOCTEH, MOLUMPHOBANO ceped Hapoay OCBiITY, 3acHOBYBajio
yyranbHi. HapoaHe WKiNbHULUTBO TaKoOX TMOMajo MEpeEXOAHIO  Ha
HaBYaHHSA HAapoJHOIO MOBOKO. TakoX i BHOABHHULUTBO KHHXXOK CTaBajlo
1iopa3 NpoaykTHUBHiLIE. Ane npeca B TOMy uyaci, sika wie B 1860-ux pokax
po3BMBajacs B TPbOX HampsMaX — CTapopycbkomy, MockBoginbcbkoMy
ta HapojoBelbkoMy, B 1870-ux pokax nouana 3aHenajaTH.

Mocksodinbebki razetu, sk Caoeo, I[Ipoaom, Yepeona Pycw, bosn,
Toaoc Hapooda, Pycckas Pada Ta iHwi nepectanu noasaatucs, 6o cybeuaii
pociiicbkoro ypsiay Majlifu, a Ti, 110 OAEPXKyBaJld 3raJaHi raseTH, ix He
yyTaJd i MoBepTasii peaaKuisiM.

KypHan Hayka, wo ii BugaBas I. Haymosuu Big 1871 no 1906 poky
BAEpPXaBCA TaKk [JOBro TOMY, LIO ClO4aTKy BHUXOAHWB AOCUTb 10Gporo
HAapOHOK MOBOIO.

Hocutb nosro, Big 1863 no 1890 poky, BUXOAMB TyMOpPHCTHYHHUII
yaconuc Cmpaxonyo.

KopoTkuii yac Buxoauna Apiui Ha TWxaeHb rasera Pycb, 60 BCbOTO
pix, Big 1867 no 1868, a B 1867 poui, Big 1-oro kBiTHS, No4aB BUXOOHUTH
HapoaoBeubkHil )XypHan — MicsiuHuk. [Ipaéda. CnoyaTKy BOHa BUXOOMIA
110 AecsTh AHIB, a Bia 1868 poky, ik THXHEBHK 3 NiTepaTypHO-CYCMiJIbHUM
i noniTHuHUM 3MicToM. [IOBKpPYrH LbOTO THXHEBHKA 3rypTyBaJiUCs
HayKoBUi, MMCbMEHHUKH i noeTH 3i CxigHboi i 3axinHboi Ykpaiuu, sk O.
Konucokuii, I1. Kyniuw, M. BoBuok, O. Ctopoxetko, M. CrapuubkHii,
IBan Heuyii-Jlesnubkuii, O. ®eapkosny, ®. 3apesuu, Om. [lapTHubkHii, A.
Baxusuun, On. bapsincbkuit. A pani — B. Bapsincbkuid, Mapken
XKenexiscokmii, M. Iparomanis Ta iuui.

B [IIpagdi «kpim TBOpiB KpacHOro NUCbMEHCTBA, TMNOABAAIUCH
nyoMiLMCTHYHI CTAaTTi, MNOJITHYHI ornsau, Oi6niorpadiuni 3amiTku |
JOMKCH.

Ha nporonowenns Emcbkoro ykasy 1876 p. [lpagda cxazana:

“"Hacturna nopa mis Fanuubkux PycHHIB COBHUTH OOBT Ais uinoi
pycbkoi HapoaHocTH...He 3a6yBaiiMo Hi Ha XBHJIMHKY, L0 Ha HAC cnajae
BCSl BiJBivanbHiCTh 3a [10JIO i HEnoOJKO Hauloro Hapoay™.2

Ane, HanucaHoi 3afBM He BgaaJiocs 3AiMCHMUTH. Benuka uacTyHa
Hapo/I0BUiB HacTpallleHa PeBOJIIOUIHHMM pyXoM, sikHii iwoB i3 CxigHbol
Ykpainu, nouana wopa3s meuie nepeannavysatu [Ipasdy i Bona 1880

2) UurtoBaHo 3a A. XKuBotkoM, ‘lcmopis ykpaincekoi npecu, ctop. 66.
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pOKy mnepecTana BHUXOIMUTH IPYKOM.

Tpeba ule 3ragatv, 1wo B 1880-ux pokax 6ynu cnpobu-BHOasaTH
razety OcHoga. lniuisTopoM ii BuAaBaHHs OyB BileMapLuaoKk rajMLbKoro
coiiMy, konuLHii unen "Pyckoro Co6opy”, FOnisn Jlaepiscbkuii. Ilepiue
ynucno nosisunocs 25 sepecHst 1870 p., K IBOTHXXHEBHK.

3aBNaHHAM 1|bOrO ABOTHXHEBHKA Oy/j10 CHPHUATH TNOJIbCbKO-
ykpaiHcbkiil yroai. locniBHo npo L€ B penakuiiHii crarti 6yo HanucaHo:

“Pycuriu [anuLbKko-BOI0AUMHPCLKOro KOPOJIiIBCTBA NMPH3HAIOTh
KOHEYHICTb NPOMOBATH, HAa MiACTaBi HUHILIHIX Jdep>XaBHO-MPaBHHUX
BigHOCHMH, 10 3abe3nevyeHHs CBOro HapoA-MOJIiITHYHOrO OUTY i
yJlaJKeHHsl CBOIX B3a€EMHMH 3 MOJISKaMH, KO CriBoOMBaTENSAMHU CEro
Kparo B BHIi NOBHOI, 3aKOHOM YCTAHOBHTHUCS Marouol, aBTOHOMil
000X HapoaHOCTe#, pycbkol i [MOJbCbKOI, B 3rJsAi HapoAHiM,
NONITHYHIM 1 MepegoBCiM LEPKOBHIM e [0 BiAMOBIJHOro 3acajaM
cnpaBeaJIMBOCTH pPiBHOYNpPaBHEHHs CBOrO si3MKa HapoOJHOro y BCiX
napocjisX >XUTTS NPUJIKAHOrO, iMEHHO B LUKOJI, cyai i ypsaai,,™

AkUis nonbcbko-ykpaiHcbkoi 3roaum HO. JlaBpiBchbkomy
Hesnanacs i razeta Ha 64-omy uucni 1872 p. nepectana BuxoguTH.

Takuii Oys cTtaH ykpaiHcbkoi npecH B ToMmy uaci, kosu IBaH
®panko OyB yuHem [Iporobuubkoi rimHuasii. B tomy wuaci, koau
®dpaHko OyB y cboMil knsci, To6To 1874 poky, B Micsui KBiTHi, nouaB
BUXOOMUTH [Biui B Micsaub opraH “AxkagemiuHoro Kpyxka” sk
“nucbMo ans GeneTpucTHkM 1 Hayku! n.H. [pye. Big xyprany [Apye
npocTaruyBes wnax IBaHa dpaHka g0 NyOGMILUCTHKH i HUM BiH ilLIOB
Mailke yce CBO€ XHUTTS.

AK ®OPMYBABCSA IBAH ®PAHKO — IYFBJIILHCT?

Bignosiae Ha nutaHusa: Sk popmysaBcs Isan dpanko — ny6aiumct?
— [acTh HaM Hayka pO3BHTKOBOI [MCHXOJIOril, sika Kae, L0 FOHaK,
3akiH4MBIUK ¢a3y agoJiecueHuii, BXoauTb y a3y roHocTH. Pa3za FOHOCTH,
ue Haiibinbwe exnaHcuBHa ¢a3a roHaubkoro "a”. Lle ¢a3a, MoxHa
CKa3aTH, MOJIOJIEYOro ifeanizmMy, a HaBiThb yToMi3My.

B tonaka toai nobiu npobnemu, sk nepeTBopuTH i opopmuTH cebe
[JIs 10CTOCYBaHHA 10 CBiTY, 10 HaLiOHaJbHO-MOJITHYHOIO Ta CyCNiNbHOrO
CepelloBHLLA, 3'ABISAETLCA NpobieMa sK 3MIHUTH, K 3peOPMyBaTH CBIT i
cepelloBHILE A0 CBOIX ynomobaHb i noTpeo.

Ipan ®panko, npoiwoBwn a3y IOHOCTH, BCTynaB y CycChinbHe
KHUTTA, OO0 SKOro BiH HaMarascsi OOCTOCYBAaTHCA, Mi3HATH 1 MifATH.

3) A. XKusotko, Icmopia ykpaincekoi npecu, ctop. 65.
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®dpankoBi 6yno ciMmHaauaTb pokis. Lle Bik, y AsKOMY FOHaK LlIyKa€ KOHTaKTy
3 rpOMajiolo, 3 TOBAPUCTBOM, 3 MPHUATENIEM, Y4 NPUSATENbKOO, 106 nepen
HUMH BHSBUTH CBO1 OYMKH, MPpii i MouyyBaHHS.

Csoi ayMkH i nouyBaHHs no4yaB ®PpaHko Halineplie BUSBIATH B noesii,
a 3roooM y peueH3ifx i nyGniUHCTHYHUX cTaTTsaX. YuUM Le nosicHUuTH?

Ha rtake nutaHHsa Bianosigae cam ®PpaHko y cBoiil aBTobiorpadii, 1o
BiH ii HamucaB y aucrti go M. IparomaHosa.

“Mouas 8 nucaTH — BiplWeM i NPO30I0 — [yXKe BYACHO, LIe B HUXUIiii
rimHasii. Bnnue Ha BUpOOJIEHHS Y MEHe JliTepaTypHOro cMaky MaJjli Ba
BuuTeni: Isan Bepxpatcohkuii i FOnifi Typunncbkuid, 06a nucareni i noerw,
X04 OJMH OJHOTOo [yXe He nrodunu”.

A gani, y uiit camiii aBrobiorpagii, ®paHko kaxe, 110 BiH LikaBHBCS
JIiTEpaTyporo, YUTaB TiJIbLKM MUCTELbKY JiTepaTypy-noesito i npo3ly, a
ny6aiuucTika Horo He uikaBuna. IlucaB QoHeTHkoro i mpoBaauB 3a Hei
rapsa4i OUcKycil 3 yuuTeneM ictopii i cTapopyLUMHH, I-pOM AHTOHEBHYEM.

Konu Big Tosapuiia llacHoro Cenbcbkoro, 1o XoauB pik 4d [1Ba
pulle Big ®panka, ®paHko Oys gicras nepiui piuHuku [Ipagdu, To, K BiH
caM Kaxe, “4MTaB 3 HUX TinbkH GeneTpuUCTHKY ykpaincbKy: CTopoxeHka,
Mapka Bosuka, Kyniwa, Illesyenka, PynaHcbkoro, Mupuoro. lleit
octaHHii (kpim llesyeHka i M. BoBuka) 3poOHB Ha MeHe HaiicuJibHilue
BpaXKiHHA cBOIM onoBigaHHsaM “Jluxuil nonyrtas”.

"Ily6niupcTkn i “HaykoBux™ peuedl B [Ipagoi (kpiM po3bopis
llleBueHka, koTpi MeHi He nomoOanuck), 3assnse PpaHko, s He 4UTaB”.

Ane, 3HaHLIOBLIKCL B HOBiH cUTyauii NiTepaTypHO-MOBHUX OUCKYCI,
®paHko OyB 3MylleHHH, croyaTKy YCHO, a MNi3Hille i MUCbMOBO OpaTH
y4acTb.

Enoxa, B skiii xxuB PpaHko, Hecna 3i cob0r0, B MOJITHYHOMY XHUTTHO
— nibepanism, a Takox i cBoboay, B CYCMiJIbHO-€KOHOMIYHOMY —
JEMOKPATH3M i couifni3M, y Haylli — po3yMOBHIi KpUTHLM3M, Y JiTepaTypi
I MUcTeuTBi — peanism, a B ¢inocodii — pensaTUBIIM.

Cgoi nepiui jiTepaTypHi TBopM, Biplui, HaapykysaB ®paHko y
CTyJEeHTCbKOMY ypHani /[Ipye, uwo ioro BuaaBaJilo TOBapUCTBO
Mocksodinis "Akagemivickuit Kpyxok™. Ane, 3gaswu 1875 p. martypy i
npuixaBwu go JIbBoBa Ha cTynil, ®PpaHko MNCHUXONOriyHO CTaB
“otopmieHoro aroauHoK”. BiH Toai Bke 30BCIM JOKNIagHO OCBinOMIIIOBAB
cobi Tpu HaHBaXKHILIi XUTTEBI eNeMeEHTH: ifero, Hapig i MaHOyTHICTb.
CBoiM €cTBOM BiH cebe mouysas, WO >XHBE B AaHiil enoci, € 4neHoMm
yKpaiHCbKOro Hapoay, sikHid OyB MOJNIITHYHO, HAaUiOHAJILHO Ta COUifAJILHO
NOHEBOJIEHHWH, Ta NOBHHEH HapoJoBi BHUGOpPOTH kpally MaiGyTHICTb.

R ————————
4). 1. ®panko, auct go M. [dparomauka, Teopu, Tom I, Kuis 1955.
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uiasax IBAHA ®PAHKA [AO NYB/IILIHCTHKH

Wnsax Isana ®Ppanka [0 nyoJNiLMCTHKM mnouaBcs Big mnoesii,
rpoManacbkoi nipuku, uepe3 nosictb “Tlerpii i [doBOywyku” pno
JliTepaTypHOi peLeH3ii i KPUTHKH B CTyAEHTCbKOMY XypHani Apye. VY Bipiui
“Haiimut”, HaapykosaHim 1876, ®paHko B MucTeLbKili GopMi npeacrasus
yKkpaiHCbkHil Hapia, Horo HaWMHUTCBLKY AOJIKO i HOro TBOPYi CHMJIH, fKi He
JaBajid i He narTh HOMY 3arMHYTH.

B nosicti "Ilerpii i Jos6ywyku” ®Ppanko Bkiagae B ycta JoOyuiyka
(BnsitGepra), reposi MOBICTH, cJOBa YMCTO MYyONILHMCTUYHOrO 3MICTY, fKi
XapaKTEPU3yIOTb TaK MOJIITHYHO-€KOHOMIYHI BigHOCHHM YyKpaiHCbKOro
Hapony B [anuuuHi:

“"HeBons, cTpaliHa HeBossi, €EruneTcbka poboTa rHeTe Hall Hapid.
HegonuTh Horo 3akoH, 1o Horo 3704yUIHI JHOAH BXHUBAKOThb MPOTH
Hboro. Hesonutb #ioro Hyxna i Hegoctatok: HeBonuTth ioro xun,
KopuMa H TeMHoTa. Bce crtae nportu Hboro, wo Mano 6 Homy
nomarati. Bce moropmxye HUM, 110 Manu © nepea HUM KOPHTHCh.
HewacHuli kpaii, HemjacHui Hapona! I nnakanu MU Hepa3s, IHBISYHCH
Ha HbOro Ta ciyxakud Horo. | orjasganuce MU 3a nomiuuro and
nporo. Ta mapemuo. Moro npoBoaupi — ue Ta ckaja, 110 TSXHUTb
Han "Hapoanum nomom™. 1 Hemae Moiices, skuit nobys Ou 3 wei
CKaJlM XHBY, Uinouwy Boay’.

AKTyaJibHi HalioHaJibHO-CyCMiJibHI npo6GsieMH Ta [JepKaBHO-
NONITHYHI BIQHOCHHHU MiJ aBCTPO-yropcbKOX OKyMaui€r 3acTaBJIsJIH
®dpaHka noLIMPIOBATH CBOI JYMKH Mpo Lie BCe He TijabkW y ¢opmi noesii,
noBiCTH Ta noBifaHb, ane W y ¢GopMi CipaBXHIX NyGAILUCTHYHUX CTaT-
Ted. o6 e MoxHa 6yno pobutH, To Tpeba OyTH B pefakuiifHId KoJerii
Hpyea, i dpaHko pa3zoM 3i CBoOiIM ToBapullieM-ogHOAyMUEM Muxaiinom
IlaBnukoM, cTae uneHoM penakuiiiHol KoJserii *xypHainy.

IBan ®paHko, cTaBlM y npoBoi peaakuii Jpyea, a Takox i y nposoji
TOBapHCTBa, YyCiMM cHJaMMW 3MaraB, WoO i3 HLOro BUNEPTH
MockBodinbcbkoro ayxa, wo i BkiHui 1876 poky i cranocs. XKypuan [pye
JicTaB HalioHaNbHO-CaMOCTiiHHLbKe yKpaiHcbke o6uyus. Barato B Tomy
nomir Muxaiino Ilparomanis. Bin cBoOIMH TpboMa JIUCTaMH, NPUCTAHUMH
i HagpykoBaHUMHU y ypHani [py2, nokasas WKiAIMBiCTb MOCKBOGiIB, Aki
YyXKHBaJIM He JliTepaTypHOI MOBH, a aproHy, o OyB MilLaHHHOIK MOB
LlepKOBHOI, MOCKOBCbKOl1 1 ykpaiHcbkoi. [IlparomaHiB y mneplioMy Taku
JIMCTI po3OMB HenmpaBAMBi BiCTKM NMpo ykpaiHCbky MOBY Ta ii JliTepatypy,
wo ix nyckanu MockBodinu. Uumu Bictkamu Oynu: Hlo ykpaincbka
JiTepaTypa Ta rpoMaJcbkUi pyX, L€ BHAYMKa MOJAKIB, 110 MOCKOBCbKA
MOBa pi3HHUTbCA Bif YKpaiHCbKOI TiJIbkH BHMOBOHO.
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HparomaHiB 3 yci€elo nNeBHiCTIO TBepAMB, IO “ykpaiHCbKHH
HalioHaIbHHI pyX TaKUi CWJIbHUH, WO HOro CMMHUTH HeMae€ yXe CHIH.
Hisika cuna peueil He CNMHMTBL Ha Bac rajMLbLKOrO HapPOAHOrO IPYHTY i
Tpaauuii, a ued rpyHT i Tpaguuis MaloTh CBOIX CBOSKIB B Ykpaiui™.

[lpo BnauB UMX JIMCTIB HA penakuiro /pyea i Ha uuTauiB XypHany,
nuuwe IsaH ®panko B oanomy sucTi oo [lparomaHosa: "SI ue 6yay
po3ka3yBaTH icCTOpito Toi nepeMiHH, sika cTajacs 3 penakuicro Jpyza nig
BIUINBOM TroJlIoBHO Bawux nucris: i icropis # ncuxosoris Toi
nepenepeMind ans Bac scHila, HiX ons Mene™.

Bucoko ouiHioBaB BIUIMB JHMCTiB JlparomaHoBa TakoX AHTIH

HonbHUUbKHH, CIBOCHOBHUK i wieH penakuii Jpyea y ceoix cnomuHax. Bin
nuLie:

"Benuke BpaxeHHs Ha akajeMiuHy MoJiofb, a B TiM Ha ®pahka,
3pobunu aBa nucbMa Muxaiina [IparomaHosa, noMilueHi B TiM
piunuky [pyea...TloBisno B HUX iHWMM ayxom™S

NNYB/IIIIHCTHKA IBAHA @PAHKA B JXYPHAJII [APYlr

HanpoTtsasi 1876 p. Isan ®paHko y xypHani /pye HaapykysaB Taki
cTaTTi i peueHsii JirepaTypHO-kKpUTHYHOro Xapakrtepy: “CriBue KpUTHKH”
(Apye, 1876, u.2), "Tloesis i ii craHoBUcbkOo B Hawux BpemeHax” (dpyr,
1876, u.3), peueHsis Ha kHWxKy IBaHa Bepxpatcbkoro Cmpuxcok (pye,
1876, 4.7), peueH3is 3 npuBooy “KHHXKeuKW IS pycbkux aited” — Hawa
xata M. Knemeptosuua (/pye 1876, u.12), peuensis Tpionetis JlrobapTa
Cnisomupa (Apye, 1876, u.12). JlitepaTypHi nucbMa, JUCT nepwiuii (Apye,
1876, 4.20), JlireparypHi nucbMa, nuct uerBepTHil (Apye 1876, u.22).

IMonaHi HarosioBkM nyOniUMCTHYHUX cTaTTed ®paHka BKa3yloTh Ha
Te, 11O B HHUX [MopyllyBaHO NpoOjeMy BiAHOWEHHS MHCTeUTBA [0
peasibHOro XHUTTH i 3aJeXXHOCTH MUCTelTBa Big ®UTTH. Ha nymky ®panka
— JliTepaTypa NoBHHA CJYyXHTH HapoJOBi, NPOrpecosi, BiAOMBATH KOPIiHHI,
aKTyaJbHi nuTaHHs OidcHocTH. [ocniBHo ®PpaHko nucas:

"TinbkH XUTTA MoXe po3OyanTH B Hac xHBHil inTepec.. XKutra = ToO
noesis, a mnoesis — TO XUTTA".

[po BaxuusicTs MucTeuTBa ®paHko nucas:

"MHUCTELUTBO MYCHTb HaBYaTH Hac JIlOOUTH JroAed TakWMH, SKi BOHM
CyTb, HEXail He cynpoBomxye 3 HeOecHUX cdep ineanu Ha 3eMito, ane

5). Autin HdonbHuubkuii. "Cnomud npo mononoro IBana ®pamnka®™, lean Dparxo y
cnozadax cyuacrukis, JIbBiB, 1956, ctop. 106.
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Hexail 3arnsnae B riavb aywi 3eMHUM JroasMm”.

IikaBo Takox, Lo PpaHKo ¢QYHKLilO KPUTHKM BH3Hava€e sk 3acib
BMJIMBATH Ha rPOMaCLKUIA MOCTYM, HA KpallUi PO3BUTOK MUCbMEHHHULBKOT
TBOPYOCTH TOETIB i NUcbMeHHUKIB. [1po dyHKuUit0 KpUTHKH PpaHKo NHLLE
B odHOMy i3 cBoix JlitTepaTypHHUX nuceM Tak:

“Besiki npoissoau (TBOPH) JIFOACBKOro AyXa a ToAi NMposiBisIOTHb
BJACTHBY CTFiHKiCTb, KOJIH CMOTPUMO (AMBHMOCb) Ha HHX 3
y3rjIsiAHEHHsAM oOulecTBa (cycniJibCcTBa), 3-nocepen KOTPOro BOHH
BUHLLJIM, 3 YB3TJIAHEHHSM TOrO 3arajbHOro HacCTpolo i Tpyay yMiB
CYCMiJIbLHOCTH, KOTPOro BHIJIMBOM BOHHU Oyiu.

"KpuTuka, kaxe nani ®paHko, HIKOJIM He MOBWUHHA BiApHBATH
npoissoa (rBopuicTb) Big obuwiecTBa (BiAg cycminbcTBa) i
0BLLECTBEHHOTO XHUTTHA (CYyCNiJIbHOTrO XHUTTHA), 60 — Mo-nepiue Torau
a)< cTilHicTL Toro npoi3Boay (Toi TBOPUOCTH) CTaHe Nnepea HallUMH
ouMMa y BJIaCTHBIM CBiTJHi, a — Mo-gpyre, Jull TakMM cnocobom
3MOXe KPHUTHKA CTaTH CHJIbHHUM (AKTOpoM B CYCMiJIBHOCTH i
BIJIMBATH Ha MOCTyn il MUCHEH.

"KpuTtHka, ge po3bHpaeThCcs Hayka “muisi caMoi Hayku”, piBHO X
i kpuTHKa, — e WTYyKa i ii igeanu cyTb cami mns cebe HalBulONO
Ui, — Tenep yxe UijJkoM yCcTynuJila KpUTHLI COUisNbHiNH, — ae
KUTTA 1 Horo BiHOCHHH, a He IO iHLIOro, CTAHOBIATH HaWBHILY
UiJb LWITYKHU i HaAyKH. Moi nucbMa MaroTh Ha LiJli NepecMOTPIOBATH
(nepernsagaTv) HOBiWII MNUCbMEHHI TBOPU He JIMLUE MaJiopyCbki
(ykpaiHcbki), HO 1 Bcsiki, KOTpi TpPakTYHOTb B3arajii Npo CJIOB'SH, 3
YB3TJSIAHEHHAM THX igedd, KOTpi 3aHMMaloud UiJse o0OLIeCTBO
(cycninbCTBO) CTAKOTbCS MOTOpaMHU MHUCbMEHUX TBOpIB™.

3 Takoi Touku norasay npo GyHkUilO KpUTHKH PpaHKko Mouas
po3rnsa TBopie, Lo Npo HUX Yyxe Oyia 3ragka, TBOpiB iCTOPHYHUX MoeM
KopHuuna YctusHosuua — Baoum ma Ickopocmens, o  BURALLAM 3 APYKY
B 1875 poui. Teopis IsaHa IlaciumHcbkoro “Tapacosa Hiu” Ta “IBaHa
Minkosy™, "IlicHb »uTTA”, noemy “Be3TanaHHuii™.

He nomunys ®panko i TBopis — Bipwis cBoro npogecopa IBaHa
Bepxparcbkoro, wo Buillunu nig 3arajnbHolo HasBoro Tpiosemu.

Takox ckputukyBaB ®panko kuxky M. Knemeprosuua Hawa xama,
B siKil aBTOp po3nosigae npo Te, sk Tpeba AiTAM MOBOAMTHCSA, IO i AIK
YUTATH.

Peuensyroun TBOpH 3ragaHux nucbMeHHHKiB, PpaHko Bce MigXoauB
o HUX 3 cepueM i posymoM. BiH Bka3dyBaB He TillbkH Ha OCHOBHI
HEOKJIAIHOCTI  AIK ICTOPUYHOro, TakK i JiTepaTypHO-MHCTELLKOrO
XapakTepy, ajie BiH TaKkoX MpH TOMy NKcaB nopaawu, Ak Tpeba nucaTH, 1106
laHuil TBip MaB JliTepaTypHy BapTicThb.
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Y ®paHkoBHUX MepwIUX MyGJILUCTUYHHUX CTATTAX MA€EMO BHJIOKEHY
Teopito Maiike TMOBHICTIO, LWIO Take MoOeTHKa, IO Take [OBICTb,
ofnoBiJaHHA, caTupa i T.O.

Mepen sucrtynom Ppanka, sk ny6iiumcra, nanysana teopis Boxoro
NpU3HAYEHHS; BCE HA CBITi, Ka3ajia usl Teopis, /U HAPOAY i /IS JIFOAUHH, €
npusnauede Borom, mobpo, sik Haropoja, a 3510, Ak kapa, Ha 3miuy uboro
BCLOTO, IO Ai€TbCS, JIOAMHA He Mae BIUIMBY. BoHa Mae KOpUTHCSH LIbOMY
BoxoMy NpH3HAYEHHIO; POCUTH 100pa i MOMUTHCS 3a MOJIErLUEHHS 37a.

3rigHo 3 lli€ro Teopicro MOeTH i MUCbMEHHUKH 0O0JIiJIH HELWACTAM CBOIM
i HelwlacTAM Hapoay Ta ocniByBaju Horo gonrw y cBoix TBopax. Tapac
llleBuenko OyB nepLiuM, Lo Hanepekip Wil Teopii, kuHyB kauu: “Bopirtecs
— nobopere, BaM bor nomarae”.

Isan ®panko O6yB nepluMi, WO BJIAcHE | HaAPOHE rope IIOCTABHB Y
jajiexHicTb He Tinbku Big bora, ane i Big cycninbHoro yctpotro, Bij
JEPaBHOTrO, HALiOHAJbHOrO, MOJIITHYHOTO 1 COLISJILHOTO MOJIOKCHHS
JJaHOTO Hapoay.

B npyromy JlitepatypHomy nucbMi PpaHko nucaB, L0 ykpaiHcbka
JiTepaTtypa 6araTo Tepnijia i TepnUThL TeNep BiJ MHOTMX 3aropisbuis, "ane
e X XTo 6auuB pedopmy, nnutae ®paHko, 6e3 riepecnigysaHHus, 6ynyBaHHs
HoBOTrO 6e3 BasieHHs1 ctaporo? ["'oloBHUI repeBOPOT y Hac BXKe CKiHUEHHH,
OopoTbba pilleHa, — MBI raky MycijiM MepeMoOrTH, — a TOJi OCTaHKH
MEpTBEYUYUHHU, Lo LlIe A0Ci CTOATh, oOpeyeHi Ha ckopilivil abo i3HiLMIA,
HO yXHOHMH, ynaaok...

“"HuHi TBOpU NMUCbMEHHI HalUMX "cTaplux”™ — TO yXe JIULI NOCTiaHi
Kpaili JOXO Mo Tyui, — TO MOSBH, IO NONajaloTh B 3abyTTs, He
nuwatroud no Tobi H cnipy. [Mpasga, nonituka we B iX pykax, - aje To

JIMLL MUTAHHSA Yacy, KOJIM BOHA Nepeiiae B pykH ILUMPpIILUMX JrOAeH, Lo
Jyuwe ii MOBeCTH 3yMiloThb”.

Tumu cnosamu ®paHko, MOXKHA cKa3aTH, 3aKiHYMB CBil nepluuii eTan
JitepaTypHoi nyOGniuMcTHkM i BCTynaB y Jpyruil eran nosiTHYHOL
ny6oaiumctuku. B wocromy nucri JlireparypHoro nucbma ®dpaHko
BU3HAUYMB NPHUHLMNHK, SIKI MOBHHHI JIATTH B IlijiBaMHYy HOro jaajibuioi
ny6itucTHKH. 1X MoxHa 6 3BECTH 10 TaKHX:

[lignecTu niTepaTypy [0 CycnijibHOi poJii, sika Mae po3bymKyBaTH
MHCTELLKY HAcoJ0[y i OCBiIOMJ/IIOBATH Ta MOLUMUPIOBATH Cepell LUIMPOKHX
Mac GjaropoaHi OyMku i igei.

Jlitepatypa Mae cinyxutd norpebaM Hapoly 3po3ymijiolo MOBOHO.

JlitepaTypa mae Bia6HMBaTH XHUTTS Hapo/y, HOro AyMKH i MouyBaHHs,
a piBHOYaCHO BOHAa Ma€ NPUYMHUTHUCSA 0 NMOKPALUAHHS JIFOICLKOTO XUTTH
Ta ybnaropogHeHHs MOYYyBaHb.

JlitepaTypa noBuHHa OyTH — HapoAHOM JlitepaTyporo. Lo cBotO
nymky ®paHko chopMyiioBaB Tak:

“T0/I0BHOIO [1iX0I Mailke BCiX HOBILIMX JliTEPaTyp € HapOMdHICTb.
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Jlroan wMpoi AyMKHM 3apaHa Mi3HajM, Lo TOrAM JIMW JiTepaTypa CTaHe
ZiI0M cepil03HMM, BHiie 3 rpaH1Ub 3a6aBKH, KOJIH BiLIaCTLCS Ha MOMXHUTOK
WiTMX MAac Hapoay, cTaHe iX TNMOMIYHHUEK, AJI HUX MOHSATHOK i iM
KOPHCHOIO.

”BicimHaauaTuii Bik, kaxe PpaHko, 3poOMB TOTY Traiky,
neB’aTHaausATHH yBiB ii B >kuTTe. | Halua HoBa jiTepatypa —
nepeBaxHo HapoaHa. Kitka, llleBuenko, Mapko BoBuok BUX0BYyIOTH
HUHILIHI NOKOJIHHA".

"BenetpucTtka, nucaB PpaHko B ocTomy nuckMi, ctana renep
He BHpa3oM po30ysnoi (aHTasii, Mpid Ta 3abaris HgapMyrouHx
nroaed, a npuitHsiaa Ha cebe gajieko BaXKHillly poJIFO: CKOMilOBaTH
Jopa3y XHTTS HapoiB y BCiX BepcTBax i BiMHOCHHaX, — MoKa3aTH
cBiTOBI iforo noTpeOH, XMOM | HeCTaTKH, a 3apa3oM BCKa3aTH BCOJH
XHUBI 1 310pOBi €JIEMEHTH, KOTPi MOXYTb MOCJAYXHTH 3a NigBaJIHHY
no 6yaisii cBobigHOl i waciauBiwoi 6yaywrHH MinbioHIB™.

B woctomy Jucti JlirepatypHux nucem PpaHKO 3a0XO4yBaB
NMUCbMEHHHUKIB [0 MHUCAHHS MOBICTE, POMaHIB.

“"T'onoBHe Micue, nucaB PpaHko, MycHTb B Till GeneTpucTHUI
3alHATH pOMaH, fIKO TakWH TBip, KOTPOro paMKH MOXYTb OYyTH,
CKiJIbKH BoJIsi, po3widpeHi. byae ue nepeagyciMm pomaH i3 kHTTA
cycnijibHOro, He BajlbTep-CKOTiBCbKHiIl icTOpHuHMil. Mu 6aunMo, 1o
Tenep AilcHO Tak JieTbcs...”

[Mpo poman icropuunmii ®paHko ka3aB, 1O BiH MYCHTb OyTH
niapsaaHuM. Bin i nucas:

“Bxe niapsaHiule cTaHOBUWE MYCHTb 3alHATH pOMaH
icTopuyHMii, pa3 ToMy, L0 BMMara€ OrpoMHHX CTyAdii, w00 Mir
BIANOBICTH BUMOraM HaTypasibHOI LIKOJIH, — a No-Apyre, il ToMy,
WO TSHKKO B npeaMeT OaBHiIH, B He3HaHi i uyxi OJIs Hac BiJHOCHHH
BJATH XHUBHH cycninbHUH iHTepec. llle meHwmii inTepec i ycmix
MOXYTb MaTH Tenep iCTOPHYHI MoeMH i ApaMH, 1€, KpiM caMoi He-
HaTypaJbHOCTH, sIKy B cobi Ma€ CTUXOTBopHa ¢opma, — i paMKH
KapTHHH, KOHEYHO, MYCATb OyTH TicHi. To * i He aAuMBO, 1O JeHb B
neHb GauMmo wlopa3 GisblIMiA ynagok apaM i Tparefiii icTopuuHHx
Ha cueHax, — WO abuW i fAKi, BOHKW He 31yXaIOTb YK€ BHUKJIHKATH B
ny6aiui xuBilworo iHrepecy i ynomobaHHus”.

Bkinui we onmse dpaHkoBe TBEPMKEHHS, IO CNPaBXKHs JiTepaTypa
MOXe pO3BHUBATHCA JiMLIE Ha OCHOBI ITMOOKOI igeitnocTH. JliTepaTypa 6e3
NPOBITHOI IYMKH, Lie He JliTepaTypa, TBepaus ®dpanko. Ha nymui Biv Mas
"Ti idei, WO NiOHIMAlOTL yBeCh 3aran, Taki ifgei”, ka3zas BiH, “ILO BONM
CTalOTh MOTOpPaMH MHUCbMEHHHX TBOPIB”.

3 uboro KopoTKOro Hapucy npo nepiui kpoku ®panka y nyoaiuMcTHKY
BHHO, siKi TJIHOGOKOOYMHI NpPONo3uuii BiH CTaBMB nepel TOMILLIHIMH
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noeTaMu, NMUCbMEHHUKAMHU Ta H caMMMH NyGaiUMCTaMH i XypHaJlicTaMH,
o6 [NBUTHYTH yKpaiHCbKy JliTepaTypy Bhepea OO PpiBHS CBiTOBOI
nitepatypu. 3pobutu ue PpaHko Mir TiibkM sk nNybGaILMCT CBOIMH
CTaTTAMU.

XAPAKTEPHCTHKA IEPUIHX ®PAHKOBHX [MYBAILHCTHY-
HHX CTATTEH Y XYPHAJII OPYT

I3 3micTty nepwnx ®paHkoBUX NyONLUMCTUYHHUX CTAaTTeH y KypHai
[pye BUOHO niTepaTypHY KpHUTHKY i pelLeH3ii Ha TBOPH Cy4acHHKIB 3
nepexodoM [0 CYCMiJibHOI KPUTHKH. Lle MoOXHa NOSCHUTH TUM, LIO B
TOMILIHIA npeci nepeBaxanu JiTepaTypHO-NMyONiLIUCTHYHI TBOPH.

Sk Binomo, cam dPpaHKo NovaB CBOIO JliTepaTypHY TBOPYIiCThb 3 TOTO,
wo B xypuHami J[pye Apykysas Bipwi, 3rogom nosicte “Ilerpii i
HoBOyl1ykn™”, a ni3Hiwe nyOGmiuUCTHYHI CTaTTI.

B HaponoBeubKiM xypHaii, a ni3Hille THXHeBUKY [Tpaseda ApyKyBaB y
ToMy uaci coi TBopu IBaH Heuyii-JleBuubkuii. dpykyBanu Takox CBOI
nirepatypHi TBopu — IlaHac Muphuii, Muxaiino Crapuubkuii Ta iHLIi
Bigomi nucemeHHuku, sk Ilanbko Kyniw, OMensH OroHoOBCbKHIi,
OnekcaHaep KoHucbkuii, IBaH Binuk Ta iHwii.

OcobauBy yBary Isana ®paHka 3BepHynu TBopH l. [laciunHcekoro, L.
Bepxpatcbkoro, . BiHukoBcekoro, B. KnemeproBuua Ta iHIIMX, sKi
BUIJIsiAa/ M sik BNpaBWd 3 noeTHkH. HaniBnyOniuucTH4HI cTaTTi, HaBiTh
BigtomMux Toai nyOniuuctie, B. bapsiHcekoro, 1. HaymoBuua, M.
Kocromaposa, 1. Kyniwa Haiibinblue 3BepTanu yBary Ha BMXBaJIFOBaHHS
CycniJIbHUX MNOpsOKiB, IO iX [JaBajia aBCTpidcbka KOHCTHUTYUis, Ha
JHMCKYyCito 2 MockBO(isbCbkMM XypHanoM Ca060 i Ha cynepevykH Mix
BiIMMpalOYMMH pOMAHTHKAMH Ta HOBOHApPO/KEHHUMH peajlicTaMH.

OcobnuBo akTyanbHoOl npobnemoro Oyna Toai TemaTHka
niTepaTypHHUX TBOpiB Ta yKpaiHckka JiTepaTypHa mMoBa. Mna Toai nanka
JMCKyCisi npo Ti cnpasu, 110 iX 3aTopkHyB Muxaiino [JparomaHis y nuctax
1o penauii /[pyez, a Takox i Npo npaBaWBe po3yMiHHs TBop4ocTH Tapaca
IlleByeHkKa.

B o6auui Takux auckycii dPpaHKo He MiIr CTOSITH OCTOPOHb Ta He
O6path yuactH. Y nepwux cBoix ny6aiuucTHYHUX craTTAXx PpaHko
3aTOPKY€ CcnpaBHW, L0 HHUMH lliKaBUJlacs IHTeJIireHLliss Ta CTyJEHCbKa
Monoab. BiH 3BepraB ix yBary Ha npo0OnemMy BiJJHOLUEHHsS MHCTELTBa 10
JIACHOCTH, 10 3a/IeXHOCTH MHCTELITBA BiJ XHUTTS.

Maiixe Bci #ioro craTTi MalTh 0cOGIMBY 1yONiLUCTHUHY GOpMY.
[lounHatoTbCs BOHM BH3HAUYEHHAM MUTaHHS, Ki OYAyTb Jaji po3rjsiHeHi.

90



[Torim ®PpaHko pae 3aranbHy OUIHKY, TOOGTO aae cBili nornasa Ha
NOCTaBJIEHY B HaroJIOBKY Nnpo6JieMy, Y4 Ha NMocTaBJieHe [UTaHHs, a NOTIM
NnepexodnWTb [0 po3rjsay npobJeMH, 4YM I[IMTaHHA, i BKiHUI poOHUTH
BHUCHOBKH.

Mounnaroun crarrio, PpaHKo cTapa€Tbcs BBIHTH 3 4UTaueM Yy
IICUXOJIOTIYHUI KOHTAKT i 3pOoOMTH HOro CrniBy4aCHHKOM JOCJIi[IKEHHS
AaHol npobyieMH, Y4 JaHOro NUTaHHA. BiH cTaBUTH wiJly HU3KY NMUTaHb, Ha
fki  0O0iuse AaTM BIANOBi/Ab y AajblLIOMY pO3rasii.

3okpema focsirae @paHko eQeKTy, KOJIM Ha NMOCTaBJIeHI NUTaHHA Ja€
4YaCTHHHY BIANOBi/b, a AaJli TiJIbKM HAaTAKA€ | TUM 3MYLUYE YUTAUiB CAaMHUM
LyKaTH, Y4 JIOTaj/lyBaTHCS BIANOBIAI.

Benuky yBary ®PpaHko NpHAinse HarosoBkaM CTaTTeil, siki 3MyLIYIOTh
yuTayiB ULIYKATH Yy CTATTAX BHUSICHEHHsS, BIANOBiAl, 4YH 3aCNOKOEHHSA
UiKaBOCTH, 11O 3a THMH HarojOBKaMH KpPHETbCH.

Takox kopuctyeTbcsi PpaHKO CTHIICTHYHUMHU 3acobaMH iHTHMI3aL],
a B TOMY BiH YacCTO 3BEpPTAETbCSH A0 YYTTEBHUX IICHXIYHHUX eJIEMEHTIB
YMTAYiB HalliOHAJILHOTO, COUISIJIBHOTO, IPOMAJCLKOro Ta TMOJIITHYHOTO
XxapakTepy.

JenykTHBHOIO MeTo /1010 PpaHKO HAMAra€TbCst HACTPOKOBATH YHTAYUIB
Ha JyLIeBHY TOHAaJ/IbHICTb, KO CaM [1iJ 4aC HaluCcaHHsA CTATTI ropis, a
piBHOYACHO 3aCTaBJSB YMTAYiB, Mi3HABLUW pO3rJIsiHEHY npobjemMy, OaTu
pa3oM 3 HHMH OIIiHKY.

B ni3Hiwmx cBoix ny0s1iMCTHYHUX cTaTTX PpaHKO 1OWIMPHUB KAHPH
i 3acobM, a pa3oM 3 TUM JOCSTHYB Llie OiJblLLIOI JTOCKOHAJIOCTH i CTaB
O/IHMUM i3 HalKpalux 1yosiuucTiB.
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BAJIEHTHHA KOMITAHIELb-BAPCOM

JITEPATYPHA AHAIJI3A IIOEMH IBAHA
®PAHKA "CMEPTH KATHA”.

Pons IBaHa ®paHka sk mnepeksiajaya 4YyXo3eMHO1 JliTepaTypu
HEOOHOKpPATHO MNimyiAraja IPyHTOBHOMY MOOCIIKEHHIO JliTepaTypo3HaB-
uiB. Sk nmnepeksiajad4 KpallMX TBOPIB CBiTOBOiI JliTepaTypH, Bif
crapoapabcbkol i crapoinaiiicbkoi Moe3ii, CTapoKUTaHCbKHX MiCeHb, OO
Cy4acHHX HOMy (paHUy3bKHX, HIMEUbKMX Ta aHMJIHCBKHX MOeTiB i
npo3aikiB, ®paHko He Ma€ cobi piBHoro. IlepeksaBlid TBOPH 4yX03€MHOI
JliTepaTypH Ui YKpaiHCbKMX 4MTadiB, PpaHKo 3poOHB MOHYMEHTa IbHMIA
BKJIal y PO3BHUTOK YKpaiHcbkoi JitepaTypu, # y3arajii B yKpalHChbKY
HalioHalbHY KyabTypy. ®paHko BBaxkaB, W0 “nepegaya 4y>XOMOBHOI
noesii, noesii pi3HUX BikiB i HapoaiB MoBoO¥O 36arauye qyiy wijioi Hauii”.!

bescynepeuHo, nepexkyiagHHUbKa AOisjabHICTh PpaHka Maja TakoX
BEJICYE3HHI BIJIUB Ha PO3BUTOK HOTO XyIOXHbOI TBOPYOCTH, 36arauyrouu
il HOBUMH i1eIMH, TEMaMH Ta HOBaTOPCbKHMH JIiTepaTYpHHUMH popMamH.
TBopu OaraTbox BEJMKHX 4YYXO3€MHHUX MHCbMEHHHUKIB Ta TOETiB
nociayxuan PpaHkoBi MOETUYHHMM HAJXHEHHSM | JKepesloMm s ioro
MHcTeubkux TBopiB. Hanpuknan, neski catupuuHi namdaetn PpaHka, sk
“Iyma npo Meneaukrta Ilnockono6a”, "dyma npo Hayma BesymoBuua”,
catupuyHud uuxka “Ocu” Ta noemMa “botokyau” Oyau HamucaHi mifg
BNJMBOM noemH I'eHpixa I'efine "Himeuunna”. o wuiel kateropii TBopiB
®paHna, sKi MalOTb NOXiAHMII 3B’M30K 3 TBOpaMH YyXO3EMHHX IOETIB,
MOXHa TakoX BigHecTH iHoro moemy “Cmepth Kaina”.

Hxepenom noemu "Cmeptbh Kaina” Gyna auckyciiiHa moema Jlopaa
BaiipoHa “Kain”, sxy ®dpaHko nepeksias Ha yKpaiHCbKy MOBY. CTpyKTypHi
A TemaTuuHi mapanesi MK UMMH OBOMAa TBOpPaMM 3aHaATO OYEBHIHI i
BHpa3Hi Jis Toro, wo6M iX BigHecTH OO po3psAAy BHMNAaJKOBHX.

Ony6nikyBanua “Kaina” B Auriii B 1821-my poui Bukiukano 6ypro

NpoTecTy 3i CTOPOHM AaHIJIIHCBKOTO OYyXOBEHCTBA Ha OCHOBI MHHMMOroO

l. Iean ®pauko. Teopu y deadusmu momax, 1. XIl, Kuis, Hepxniteuias Ykpainu,
1953, cTtop. 543.
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6o3HipcbKoro ta 60roxysbHOro nigxody mo 6i6miiiHoi TemH. 3 gpyroro
60Ky, noeMa BHKIHKaJla 3aXOIUIEHHA ceped 4YHTa4iB, i Takux
nucbMeHHHUKiB, sk Cep Banbtep CxotT Ta I'ete. B noemi “Kain™ Baiipon
po3risigac MHTaHHA OYHTY JIIOAMHH TPOTH OGMexeHHs 6e3xalicHol
Cy4YaCHOCTH, Ta NpPOTH HeJdOoCKoHanocTH Boxoro TBopiHHA. Hesinnosin-
HiCTh MiX OOMEXEHMM >XHTTEBHM CTaHOM JIIOOHHH, Ta 6e3MEeKHHUM
Kpyro3opoM il po3yMOBHX MparHeHb, € OJHOKO 3 TOJIOBHHX TE€M MOEMH
Baiipona. [loema Takox BimoGpaxae ¢inocodcbki npuHUMNK MaHixeficTBa
B IMcKyciitHomy minxoai Ko CartaHu a6o Jloundepa Ta iloro BioHOCHH 10
BceMoryTHboro bora.

B xynoxuiii o6pobui 6i6nifiHoi TemH nepiroro 6GpaToBOHBCTBA,
BaiipoH He cyBopo NpHTpUMyeTbcsi G6ibnifiHoro Tekcty. OcobiuBo B
xapaktepi repos, abo, Kpame cKa3aTH, aHTH-repos, MH GauuMo
Bigxunenns Big TpaauuiiiHoi, 6i6niiiHoi iHTepnpertanii. Bajipon
nepetBopuB Kaina 3 3a3gpicHoro HerigHuka 6i6GniiiHoro onosinaHHs i
Tpaauuii B XapakTep 3 Mipolo TOHKMX pHC Ta joackkoro Temna. Kaiu
BaiipoHa iHTenekTyanbHHi OyHTap, ikoHOGopeub, AKHH 3 CYMHIBOM
BiIHOCHTbCA [0 TpaauuiiiHOl BipH B cnpaBeMIHBiCTh ["ocnoaHboro
TBOpiHHA Ta KEpiBHHLTBAa BCEJIEHHOI.

Moema baiipona HameBHo 3aiHTpuryBajia ®dpaHka CcBOIMH
peniriiinnMu i dinocopcbkuMH  TeMaMH, Ta, 0COOJIMBO, TpariyHolo,
6ynTapcekoro diryporo Kaina. XymoxHs TBopdicTs PpaHKa CBiIYHTHL Npo
fioro 3auikaBieHicTb 6i6nifiHUMM Ta @inocopcbkuMuU TeMaMH i
HeMOKipHUMH reposaMu-OyHTapamu. TakuM 4YHMHOM, JHCKyciiiHa
iHTepnpetauis 6i6nifiHoro TekcTy B noemi baiipoHa, noumrToBxHyna
®paHka 00 cBOro BJlacHoro oOciigyBaHHs H pileHHs wiei temu. IToema
"Cmepth Kaina” O6yna Bnepit ony0JiikoBaHa OKpPEMHM BHMIOAHHSAM Y
»JlirepaTypHo-HaykoBiii 6i6mioteni” y JIbBoBi, B 1889-my poui 3
nizg3aronoBkoM “nereHga IsaHa PpaHka”.

He 3Baxaroun Ha Te, wo ui TBopH baiipoHa i PpaHka wyacTto
Ha3MBalOTh MPOCTO MOEMaMH, BOHHM HaJjieXaThb [0 Pi3HHUX MOETHYHHX
xaHpis. "Kain” balipoHa — MicTepisa, moeTHyHa apama peJirifiHoro
xapaktepy. ®paHko BHOpaB MeHII oOMexyBasnbHHMil *aHpP pO3MOBigHOL
noeMH, i nas i MiA3aroJIOBOK JIEreHOH.

Micrepis Baiipona po3nonineHa Ha tpu nail. Ilepma ais npencrabise
BCix miifoBux oci6 i mae ncuxosorivHuit Hapuc repos Kaina. Jpyra nis
onucye oro nogopox y Hesimomy céepy Jlrouugepa nin kepiBHHLTBOM
ocTaHHbOro. I'0JIOBHUM 4HMHOM, Lie € ¢inocodcbkuii Oisylor MiX HHMH,
AKUHA BCcTaHOBJIOE TAroTiHHA KaiHa no 3HaHHsA Ta foro ropauii, BU3UBHUIA
6YHT MpOTH HasiBHOTrO MopsiAKy peueil yctaHoByeHoro TBopuem. Tpers nis
PO3BHBA€ETbCA LIBUIKUM TEMIIOM [I0 pPO3B’s3kH OpaToBOUCTBa, NPOKIATTH
cnpsmoBaHoro Ha KaiHa, Ta BUrHaHHs HOro 3 pogHHHOrO K0Jja, i, B GijbIu

3arajlbHOMYy 3HauY€HHi, BHKJIIOYEHHs #oro 3 Jroacbkoro poay. B kiHmi

93



Mvictepii KaiH BHpylIae B najieky MaHIpPiBKy 3i CBO€IO BipHOM CECTPOIO-
KiHKoIO A0}0.

IToemi PpaHka OpaKkye NEBHO O3HAYEHHUX CTPYXKTYPHHX pO3JiJiiB
mictepii BaiipoHa. OnHak, y Hili MOXHa poO3ni3HaTH TPH YiTki, NOMiTHI
CTPYKTYPHi YaCTHHH, L0 3MicTOBO 060OCHOBaHI i BiaNOBiZalOTh CTPYKTYpi
tBopy baiipoHa. Ilepma yacTuHa 306paxae KaiHa, sk 6e3gomMHOro BHr-
HaHLA, fK BiIrOAKAa, MopajbHO i (i3MYHO 3pyHHOBAHOrO JOBrHMH
pokamH Ge3uLisbHOro, TsXKKOro MaHapyeaHHsa. OTxe, sk i B micrepii
BaiipoHa mnepllla 4YaCTHHa TOJIOBHMM YHHOM 300pa)cae MNCHXOJIOTiYHHI
noprper repos. BoHa kiH4aeTbcsi cMepTiO cecTpu-xiHku Kaina, Anm.
Jpyra yYacTHHa OMHCY€ TSXKKY, My4YeHHLbKY nogopox KaiHa no crinm
yTpaueHoro Pato, #oro cmocTtepexxeHHss 3 BHCOKOI TropH 3a MNOIISMH
BcepeneHi Paro, Ta ¢inocodcrke BiOKPHUTTS, fKe MPUBOOMTL HOro o
pileHHs KUTTEBOI1 auneMd. Moxonor KaiHa B wiif YacTHHI nMpo 3HaYeHHs
HasiBHOTO MOPAOKY peveil, Mpo XXUTTA Ta 3HaHHA, € KyJIbMiHaUiiHUM
NYHKTOM TEMaTHYHOro po3BUTKY moemu. Lls yacTHHa noeMH Bignosimae
npyriii nii Mictepii baiipoHa, nogopox KaiHa B momykax 3HaHHs 3 Horo
HactaBHHKOM Jlroundpepom. TpeTs yactuHa nmoemu dpaHka B 3aBepILEHHI
onucye TpariydHy cMeptb KaiHa 3 pyk cninoro crapus Jlemexa. Lleit xin
nojiii MoXHa NOPIBHATH 3 TPETbOIO [i€l0 Ta pO3B’A3KOI0 MicTepil
Baiipona. TakuM 4YMHOM, He 3BakaloyM Ha Te, w0 noeMa PpaHka He
po3iisieHa Ha TpH TOYHI nail, sk Mictepia baiipoHa, MiX HHMH € TOuHi,
BH3HayeHi CTPYKTYpHi mnapaneni. O6uOBa TBOPH pPO3NOYHHAIOThCS
MICHXOJIOTIYHHM HapHCOM reposi, epexosaTh 10 TEMH MOLUYKIB 3HAHHA Ta
po3pillieHHs MNpobJseMH HemockoHanoctH [ocnoaHboro TBOpiHHA, |
3aBepIUYIOTbCS Tparegi€lo CMEpPTH.

€ nonaTkoBi BKa3iBKH, W10 MkepesioM noeMH PpaHka Mociayx UB TBip
BaiipoHa, a He Ge3nocepenHbo 6i6miiiHuit TekcT. PpaHKo BXKUBaAE iM’a Ana,
sike maB cectpi — xiHui KaiHa baiipoH. Bona He € Ha3BaHa B Bi0Gmii, xou
nepuii 6i6GmifiHi *kiHo4yi iMeHa, WO iX 3ycTpivaeTbcs micns €M, € Apa i
Hinns, xinkn Jlemexa. llle onuH xpuTHYHUE eni3zon, skuil NoB’a3ye noemMy
®panka 3 Mictepieto BaiipoHa, € 3BiT Kaina npo fioro B6uscTBOo ABens. B
oaHoMy MoHou103i Kain 3asBise:

”...0Te 3HaHHS HelacHe

Y MoiMm cepui po3byauno IHOTICTBb

Ha Oparta, BGifiuero MeHe 3pobuiio

3a Te, WO BiH, He OyMaBILUH, MONPOCTY,
MeHe HarHyTh XOTiB y Ty camy
JAdutsady npocrtoty, 3 siKol OyX Miii
JaBHo BXe BHHIIOB.’”

2. Isan ®pauko. Bubpani meopu y mpsox momax, 1. |, Kuis, B-Bo “Ouinpo™, 1973,
cTtop. 429. Bci nocnioBri UMTATH B3IsSTi 3BiATam.
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Ile € 3BiT nogiii Ta NMpHYMH OpaTOBOMBCTBAa 3rigHO 3 iHTEpIpeTali€io
BaiipoHa, a He 3 TpaaMuiiiHoto, 6iOJifiHOl0 Bepci€lo, J€ NMOBOAOM A0
B6MBCTBAa ABesis € TiJIbKM 3a3picTb Horo crapworo 6paTa.

Haii6inb oyeBHaHHMi Ta BHpa3HHMil 3B’430K MiX MicTepi€to Baiipona
#i noeMoo ®paHka € TemaTHYHOro xapakTepy. Iloema ®paHka
TpoaoBXKye po3kadyBaTH mpo xHuTTa Kaina 3 Toro MoMenTty, nie MicTepis
Baiipona #oro 3anumae. “Cmepte KaiHa” MoXHa po3rnsgatd sk
NpoAOBXKeHHs Ta ‘enmiyior Ao TBopy baiipona. He 3Baxaroun Ha Te, w10
noema PpaHka € UiJIKOM BHKiHYEHHH XynoXHil TBip, i 1i, K TaKy, MOXHa
MOBHICTIO BHCOKO OLIHHMTH # YMTaTH 3 3a/I0BOJICHHSM, BOHa HabyBae€
IoJaTKOBE 3HayeHHs Ta Bary Ha Tii Mictepili baiipoHa. B cBoiit noemi
®dpaHKo He TiJIbKH BCTYNA€ B MHUCTELIbKY KOHKYPEHLIiO 3 BEJINKHM MOETOM,
pubpasiu temy KaiHa, ane Takox i B nosemiynuit ginocodcebkuit qucnyt
3 npuBoay BHpilllaJibHUX NpobieM icHyBaHHs. BaiipoH 3aBepiuye cBoro
MicTepito Tparenielo nepiioro OpaTtoB6HCTBa, mneplIoi CMEPTH, He
piliatoyd Mpo6sieM, IO MOCIYXHJIM NMOBOAOM 1o L€l Tparenil. Horo
repoii Kain, BunyyeHMil 3 JroACBKOro pony, NMPOKJAATHH Ha MyKH Ta
CKHTaHH$, ajie JujieMa, 1o AoBeJia iioro 4o GpaToBOMBCTBa, 3aJIHILIAETHCA
Hepo3B’a3aHoro. KaiH ine 3 oueit Boxux i3 TUM ke OyHTapchbKHM,
CKEMTHYHUM JYXOM i HenokipHicTio nepex MoHATTAM Boxol Myapoctu Ta
nockoHastocth Mloro TBopinHs. BiH He Moxe po3piliuti npobiemy
OCHOBHOI CYNepe4HOCTH MiX TArOTIHHSAM OO 3HaHHA Ta OOMeXeHICTIo
#uTTA. [ToKylITYBaBIUM MU 3 AepeBa 3HaHHS, Horo 6aTbkn AfmaM i €Ba
no3b6aBunu Horo Oe3cMepTs, BBEJIM B HOro XHUTTA CTPaX HEMHHYYOCTH
cMepTH. 1o TOro X, 3HaHHS HE3eMHOTrO, JUABOJIbCBKOTO CBITY ThbMH, IKHM
HanimMB #Horo Jlrouudep, cnpusio toMy, uo KaiH He 3Mmir npuHATH
NoHATTA J060BH Ta Muocepas ['ocnogHboro, sk HEBig’€MHOro OyXy
TBOPIHHSI.

®dpaHko B cBoiif noeMi GepeTbcs po3B’sa3aTH ¢inocodebki npobiemu
dopMynboBaHi Ta po3pobisieHi baiipoHoM. BiH BHKOHye e 3aBOaHHs
npuiiMaroud xapaktepucTuky KaiHa, sk 3HeBipeHOro B yCbOMY CKENTHKa,
6yHTaps-iHOuBidyaJlicTa, # MpoOBIBIUKM HOro 4epe3 AYXOBHI MOIIYKH Ta
nepesoM, napye oMy IOylIeBHHH crokiii, npuMupeHHs 3 BoroM, kiHeup
NOHEBipsAHHA, Ta CMepThb. 3 MepLIOro MNOraAAy 3HA€ThCA, WO €
HernocnigoBHicTh B ocoboBocTi KaiHa, skMM BiH € NpH 3aBepllieHi MicTepil
BaiipoHa Ta moyaTtkoM moemu PpaHka. B octauuiii, Kain He sBnseTncs
THM CMHPEHHHM, NOKasHUM YyOMBLEIO, SKUM iforo 3anuiuae baipoHn.
®paHko npencraByis€ Horo sK HEHABUCTHOrO BiUIIOAKA, BHYTPILUHBO
cnycrolleHoro, # MopaibHO Ge3cusoro. €nuHa JIt0HHa, Ky BiH JIIOOMB B
KOJMILIHbOMY XHTTi, Le #Horo cectpa-kiHka Apga, wo 3 J00o0B0 i
TEPNiHHAM Nojissfe Horo ripky JoJiF0 CKMTalbud, i Ta cTa€ ifoMy HeMHIIa
# 3aiiBa, 60 BoHa HaraJye mpo MHHyJe, i 0oco6MBO Mpo MepTBoro G6paTa
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Asens. 1o ysiBHy HEMOCigOBHICTL B nepcoHaxi Kaina Mix 306paxeHHAM
Baiipona i ®paHka, MOXHa JIerko IOJNCHUTH Ha NoxBany MdpaHkKa, sK
BEJIMKOro MHCTUA 3 riau6oKHM po3yMiHHAM mrofcbkoi aywi. PpaHko
3obpaxae KaiHa B Toif nmepiof KHUTTS, KOJHM PpOKH CKHTaHHS Ta
caMmoTHocTi, 6e3 Hamii Ha CMOKyTyBaHHf TS)XKKOro rpixa ta Ha Boxe
MUJIOCEPIs, BiJHSUIM Yy HbOrO JIFOACBbKI MOYYTTS, BiJIUTOBXHYJM ioro
LiJIKOM BiJl JIFOACBKOrO poAy.

IepenoM y xutTi Kaina npuxoauTs i3 cMepTbhio Anun. Jpyrwuii pa3 y
cBoeMy xurTi Kain nuBHTBCS B 06nMu4s cMepTi, ane Ha ueit pa3 ue
npuponHe, 6e3bonizHe ABHILE. Ala BMHpa€ THXO, B CHi, JIOKHTb MEpTBa,
crnokiiiHa.

“...HEMOB BC€ Te, K 4OMYy Jylua
Hecnacb i pBanace 3a xutT, - Oyno
Ocsirnene tenep.” (I, 415)

Ons Aagu, sika € BTineHHsM Oe3KOpUCHOI, AifjIbHOI JIFOOOBH, CMEPTh €
0axaHHMM 3aBEpPLUEHHAM JKUTTs Ta KIHLUEM >XUTTEBOI CYETH.

Cmeptb Aan nosbasnse Kaina ocTaHHbOTrO 3B’3Ky 3 JIFOJICTBOM,
BiJIOKpeMJIlO€ #oro uinkom Big roacekoro poay. B po3naui ta Ty3i,
noxoBaswn Any, Kain 6e3uinbHo manapye no nyctuxi. Tam BiH 6aunThb y
nanekiii BiicraHi, o6kyTanuii iMmnoro npuBua yrpadenoro Paro. 3 ycr Kai-
Ha JIETATh NPOKJIATTA B HanpsaMi Paro, 60 BiH paxye iforo mxepesaom ycix
6e3MeXHHUX JIIOACLKMX MYK. AJle, He 3BaXakud Ha Te, H#Horo
6e3NO0BOPOTHLO NPUTATalOTh A0 cebe paseki, mpuMapHi ctinn Paro. Togi,
sk y micrepii Balipona, Kaina nputsrae no cebe uapcrBo Jlrouudepa-
CaTtaHM NpUMaHOK 3aJO0BOJICHHS IHTENEKTya/IbHOI *aJ00W 3HaHb, TO
®dpankoBoro Kaina xeHe no ctiH Paro HepauioHanbHa, HesicHa cuia. B
noemi baiipona nposiguukom Kaina cam Jlrouudep. ¥V Ppanka Kaiu
nogopoxye oauH. Ctina Paro B cobi He 00ilsie HiYoro, ajie BoOHa cTae€ aJis
KaiHa MeToOl0, sIKy BiH HaMara€Tbcsi JOCATHYTH.

"Bin cMepTH OpaTa CTijIbKH, CTifbKH JIT
BnykaB BiH 6e3 MeTH, raHsBCb MOB 3Bip
Cnosioxanuii, uo6 cam nepea co6oro
CxoBaTHChb — aX OCb Mepluuii pa3 MeTa
Womy 3abnucna! dyx #oro cromnenuit
Ha wuiii cnmountn moxe!™ (I, 419)

Kain BenukuMH Qi3MYHUMH Ta [OYXOBHMMH 3YCHJUISMHM HapeluTi
focsirae MeTH — CTiHM BTpayeHoro Paro. BiH Hamaraerbcs 3arjissHyTH 10
cepeauHu Paro i HapewTi, nepeboproroud Beanue3Hi TpyOHoLli, ¢iznyHO
Ta [JyXOBO BHMCHaXXeHWii, BiH cnocrepirae 3 Bepllika BHCOKOI TOpH

3BOpyuUUIMBE BUOOBHILE 3a criHoto Paro. Ilocepeausi BiH OauMTh aBa
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nepesa, 3HailoMmi oMy 3 onoBigaHb Horo 6aTbkiB, epeBO 3HaHHs Ta
epeBO XHUTTs. JIOBKpYrH JepeBa 3HAaHHS TOBIUISTLCA MiJIbHOHM Nrofeii,
6 O0XKEBIJIbHUX, L0 MPOJIMBAIOTh KPOB iHLIMWX, NOKYLITYBaBIIH MJIiJ 3HAHHS.
HepeBo xuTTs, 3 gpyroro 60ky, npuTsirae go cebe nuw oauHuui. Jlroau,
NOKYLUTYBaBIIM Ui 3 JepeBa >XKWUTTsA, KJIU4YThb ApPYrux no cebe, ane
MHYTb Mig *OPCTOKMMH, KPUBABHUMH Hanajaamu o3sipinux rop6. Hepeso
3HaHHS OXOPOHSE 3Bip 3 XKIHOYMM ODJIMYYSM IHBHOI KpPacH, Ta TiJIOM JibBa
— 3arajika, ska He MiHsie BUpa3y NMpekpacHoOro o6/Myuus, i He BiANoBigae
Ha 3anMTaHHs kajaHoi GJiararovoi, HeBromMoBHOI ToBNH. [lepen nepeBom
XUTTS CHOMTH 3Bip NoaibHHMIA Ha XameneoHa, 3 )KajloM 3Mil, 3 KpHJIaMH
JIWJIMKA, SKUil olyKye Jiroaed Lo NiaAXOOsThb, 3aBOAMTH iX Ha XHOHMIA
LUIAX, HA MYKM Ta Ha 3arubinb.

I'nuboko 3BopyuieHuit Ta ctypboBaHuii BumoBuileM, Kain Bigxoauts
BiIl HbOro 3 AyuwieBHUM OosieM. BiH HaMaraeTbcs 3po3yMiTH, po3nizHaTH
3HayeHHA Toro, wo nobauuB. B HacTynHoMy Monono03i KaiH, no cyri,
noBToproe Pinocodcbky Tedy baiipona:

»...Tak ot uum Bor aypus

BiTus, mMeHe i Bcix mroaei! Bo X neBHo,
Illo 6e3 ioro 3HaHHA i BoJi ce

He cranoce 61! Bo #i xTO X po3mep HaaBOE
XuTTs i 3HaHHS | BOpOriB 3aKJIATHX

I3 Hux 3po6us? Yu x He ioro ce amino?
Tonai, konu ocibHO B paro BiH

Oti nBa nepeBa CaauB, 3aKHUM LUE

Co3nas Angama — Bxe NpokasiB ioro,
Bxe Ha3HauMB Becb pil HOro Ha MyKy,
Ha Biune rope! Bo konu 3HaHH#

€ Bpar XUTTS, TO MOUIO X HaM OaxkaHHs,
3uaHHa? YoM MM He KaMiHb, He pocTHHa?
Koau xorTiB, 100 MH HE KyLITYyBaju
[lnoais 3HaHHs, MOLIO X CagUB Te EPEBO
I TMM nnogaM Taky JoJaB npumaHy?
Konu xotiB, o6 MH XuBi OyJH,

YoMy x cnepuly HaM He Ka3aB MOICTH
Mnonis i3 nepesa xurra?” (I, 418)

B ubomy posgymi Kaina My 6aunmo mgunemy, sika TakoX JIEXHTb B
odinocodcebkiit ocHoBi balipoHa, Ta sky BiH 3anuiuae 6e3 po3B’s3KH.

Moctynoso, 3 BeJWKWM 3ycuansaMm, KaiH nouynHae HaHOBO
JOCNiKyBaTH, aHani3yBaTH 3HaYeHHs 3HaHHsA, Ta HOro BiJHOLUEHHs 110
XHTTEBOro nopsaaky peuyeid. BiH nepeuMcnroe HacaigkM 3HaHHA —
3Hapsagas cMepTH W pyHHYBaHHSA:
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"...OT ge Bene 3HaHHsA!

KpoB, paHu, cMepTb — Horo Hailinepuii napu.

Tak nowo »x MM 6axaemMo 3HaHHA?

3HauuTh, Oaxxaem cmeptu? Hi, HenpaBpna!

Xiba x s cMepTH ABensi Gaxxan?

S1 %uTb XOTiB Mo-cBomMy — Oisbwr Hivoro.” (I, 429)

Takum unHoM, KaiH novumHae ycBiAOMIIIOBaTH, LU0 3HAHHS, NO CYTi,
MOXeE CMpHUATH XHUTTH, i He ODOB’A3KOBO Bede OO CMEpPTH.

"...A TOH, WO nykK

I cTpinu BuaymaB, M CMepTH BiH

BaxaB uMei? Hi, OaxaB nuiu XHUTH,

3HauuTh, 3HAHHS — TO He Oa)caHHS CMEpPTH,

He Bpar xurts! BoHo — Bene kK XHUTTHO!
B6e3neuye xutta! Ot B uim Bcsa piu!™ (I, 429-30)

OcraTtouHo, KaiH npuxoauTb [0 BHCHOBKY, L0 3HaHHs He € Hi 3je, Hi
Jobpe, ane, 1110 BOHO MOXe CTaTH OOHMM 3 JBOX Y 3aJIeXHOCTI BiJ TOro,
fK HOTO BXHMBAaIOTh, 3 SKUX TPHYHH, Ta 3 SKOK METOHO.

Hpyra yacTuHa 3arajku, sky KaiH HamMaraeTbcs pilllUTH, € 3HAYEHHS
JepeBa XHTTA, Ta Y4 BOHO Hacnpasai 3abe3neuye 6Gescmepts. Kain
BUpILIY€E, L0 Hi, MPUraayroUH, K Ti OJHHHLUI, SKi NOKYLUTYBajH IJoAdiB 3
TOoro jaepesa

"...Mia JIOTUMH yaapamu ropbwu,
Bmupanu, 6auunnocs, i nponaganu.
Tak wo x paeaB iM nig Toi?” (1, 450)

Kain npuragye, umwo BOHM BMHpanud paficHo, 0e3 cTpaxy,
6narocnasnsitoun cBoix kartiB. Hapewri, Kain pocsrae npobGauck
pO3yMiHHs, OYyXOBHO Mpo3piBa€ # NPUXOAUTb [10 MNEPEKOHAHHs, L0
JDKEPESIOM JKUTTS U1 TUX, sIKi MOKYLUTYBajlM IUIOAIB 3 JepeBa XHUTTH,

OyJjio uyTTs Ta BejMKa J10OOB.

"Yyrrsa, aobos! Hesxe x ce Tak, o Boxe?
HeBxe B THX OBOX CJIOBaX MaJiUX JIEXKHTb
Bcs po3sraka TOro, 4oro He JacTh
Hi nepeBo 3HaHHs, Hi 3araakoBui
Toit 3Bip He ckaxe? bigni, 6iaui noau!
Yoro no TOro jgepeBa npetech?
Yoro Big Toro 3Bipa BH kaeTe?
[MornsHbTe B BjlacHE Ceple, a BOHO BaM
Po3kaxe Oinbuie, Hix BCi 3Bipi MOXYTh!
Yytra, mobos! Tak mMu x iXx maem B cobi!
Moryuuii 3apin ix y KoxHiM cepui
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XKuse, nuw BuniekaTb, 3pOCTUTH ioro —

I posiB'ecs! 3HauuTh, i [Kepesio

XKurts mu maem B cobi, i He Tpeba

Ham B paii THcHyTHChb, OO #Horo aictaTtu!

O boxe miil! Hesxe x ce moxe OyTH!

Hepxe > TH TiJibkH XapTyBaB, ik 0aTbKO

3 niTbMHM KapTye, B TOH uac, fiK i3 pato

Hac BuraHsB, a camM y ceple Ham

Bnoxue Toil pail i jaB Ham Ha nopory?” (I, 431)

Kain wnapewiti ocsirae Toi BULIMI, JYXOBHHMH piBeHb 3HaHHA, AKUH
piae fioro auaemy. B noHsaTTi mo6oBu BiH 6GauuTh BiANOBiAL Ha
npo6JjieMy CynepeyHoCcTH MiXK 3HaHHAM Ta XUTTAM. JIrobGoB okpaluye
3HaHHA JI06pOM, Jlae 3MICT Ta ULifb KHUTTHO.

3HaiiluoBILM PO3B'A3KY Ha aWJeMy, sika Oyna Ui HbOro JKepesioM
noctiiHoro crpaxaanus, Kain pnocsrae auBHOro emouiiHoro
3piBHOBAXEHHS, CMOKOK Ta BiJHOBJEeHHs cui. Bin BiguyBae no6oB Ta
®ab 10 JHOAeH, AKi 10)KMBAlOTh CBiil Bik B He3HaHHI BuUlloi npaBau. Biu
Xo4e MOJIIIMTUCSH 3 HUMH CBOIM HOBUM 3HAHHSM, HABUMTH iX, SIK CTBOPUTH
paid Ha 3emJi.

"S, npania ix, BiAc/MOHIO MNpaBay iM
TskkuM TeprliHHAM BiKOBUM 3700yTYy,
[Mpuropuy ix /10 cepus i HaBuy

JTrobuts cebe B3aiMHO, 3aHexaTH

Po3nopiB, cBapis, 3aupctBa i y6ilicTsa.

S, nepwuii BOiiUs, BUKYILTIO CBiH rpix
Tum, wo BijBepHY Bcix ntojeit Big BOiiicTBa.
O JitojM, 1iTH, BHYKH, cupoTsiTal

IMokuubTe MuakaTH 10 cTpaTi pato!

S Bam ioro Hecy! Hecy Ty myapicTs,
Korpa nomoxe Bam #Horo 3700yTH,

Y BaacHux cepusx pail HoBHH ctBopuTH!” (I, 432-33)

AJie us Nponosi/b NpakTUYHOI MopaJji 060BH, Ha XKajlb, HE HOXO-
outh no mopaed. KaiHa BOMBa€e HeHapoOKOM CTpiNOI B rpym cCIinui
ctapeub Jlemex, He aBIIM HOMY MOXUIMBOCTH MEpedaTH CBOro 3HAHHSA iH-
wuMm. TlepepomkeHuii NovyTTAM JH0OOBH Ta CMIBYYTTAM A0 Jioaei, Kain
ymHpae crnokiiiHo, 6e3 crpaxy. B cmepti

”..BiH JieXkaB, HEMOB JIHUTH,

BkonucaHe ;10 CHy, NMPOCTSrLIK PYKH,

3 AuueM CHOKIHHWUM, SICHUM, Ha KOTpOMY,
3maBanoch, i Mo cMepTi Tiaina wie
Hecka3zaHa ytixa i no608.” (1, 437)



Cwmeptb Kaina BignoBigae cmepTi MyueHHKiB, sikux BiH 6auuB y Paro
nig gepeBoM xUTTA. TIpocTArHyTi pyku mepus BUKIMKalOTh B ysiBi o6pa3
po3n’ATTA Ta HaraaykoTb npo XpHCTa, sikMH THCAYi pOKiB 3rogOM 3aruHe
Ha XpecTi 3a CBOI MpoONoBiAb B3a€EMHOI 1H0O0BH.

KaiH 3acnyroBye cMepTb My4€HHKa, TOAI siK JIIOOH, AKUX BiH NoJHOOUB
NpH KiHUi CBOrO XHTTS, IIPOAOBXYIOTb XHTH B TbMi HE3HAHHS, B po3nyLi
TACHYYHCb /0 HeJOCSHIHMX iJeasiB, irHOpyloud kepeno 0OOBH Ta
BiYHE OKMTTSi B CBOEMY cepli, H 10/1aTKOBO NpokjATi 3a cMepTh Kaina
cimaecaTt ciMm pa3. Cninorta crapus Jlemexa, BouBui KaiHa, naTsikae Ha
vopajlbHy Ta [yXOBHY CJinoTy miojeH.

Ha 3akiH4eHHA MOXHA cCKa3aTH, L0 TeMaTHYHHH 3B'M30K MiX
Mmictepieto Baiipona "Kain” Ta noemoto ®panka "Cmeptb Kaina” nexurn
no3a MexaMH NPOCTHX 3MiCTOBUX napajens3, Bipuiwe, ®PpaHko npuitusas
¢inocopceky nosuuito baiipona sk BMKAMK, Ta aTakysaB ii 3 JOCKOHAIHM
Xy[0XHIM yMiHHAM, 306araTUBLUM ii F'yMaHiTADHUMH Ta XPHUCTHUAHCBKHUMH
igealaMu.

3. 3 ronoBHiwmMx npaub npo ¢inocodebki noemu IBana Ppanka TpeGa BIATH mia ysary:
"XanpoBi ocobnuBocti ¢inocodcokux noem Isana Ppauka” B lsan Ppanxo. Cmammi i
mamepinau, 1, JIbsiB, 1966, ct. 103-111. A. A. Kacnpyk, ®irocogcoxi noemu leana ®dpamka,
Kuis, 1965.
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BACHIJIb JIEB

3AXITHO YKPATHCBHKI EJIEMEHTH MOBH B
PAHHIN TBOPYOCTI IBAHA ®PAHKA

B yaci Buctyny IBana ®paHka Ha jitepatypHe nojie 6ynu B ["anHuuni
3aB3ATi, alie # KOHEYHi CMOpH HapodoBUiB i3 MockBodinamMH 3a
OKpEMIllIHiCTh YKpaiHCHbKOTO HapoAy, KYJIbTypH, JliTepaTypH i MOBH. Bouu
abcopOyBanu Maike BCHO €HEpPril0 TrajHLbKOro CycnijibCcTBa, SK
HapoOOBLIB TakK i MOCKBO(IJIiB, Ta NPUHOCUJIU HeBeJIUKI KopucTi. CTosAuH
Ha CTaHOBHIi OKPEMIILIHOCTH YKpalHChKOI MOBH i JliTepaTypH, HapoaoOBLi
noYaJii BUTBOPIOBATH CBOKO HapOJHY JIiTepaTypHY MOBY, Ta, Ha XaJlb, HE
Ha 3arajibHOyKpaiHcbkif 6a3i 3 mMaHIBHHMHM eJiEeMEHTaMH 3arajibHo-
yKpaiHCbKOl MOBH, @ HaMaraJiucs “Ha BJIaCHY PYKY” yTBOPIOBATH CBOEPiaHi
rpamatHyHi ¢opmu, a e Oinblue cjloBa, Y4 TO 3i CBOEPiAHHM
Mop@osoriyHUM 3aKiH4eHHAM, 44 PoHeTHYHMM opopmieHHAM. YacTo ix
clloBo mpubupano okpemuit Bua abo # Harosoc TOMy TiNbKH, 106
Bigpi3HMTHCA Big mnojbcbkoro, a TUM4YacoM OyJi0o BOHO TBOpOM
MOCKOBCbKHM a00 fIKHMCb JIEKCHYHHM HOBOTBOPOM, HE OCHOBaHHM Ha
HaponHi# MoBi, a Ha BuAyMLi kabGiHeTHoro ByeHoro. Heski 3 HUX Oynu
norjsay Mpo KOHEYHiCTh BNPOBaJKyBaTH TOBODH B JIiTepaTypHY MOBY,
cTapajiIics HaJaTH IM MpaBo JIiTepaTypHOro ropo)kaHcTBa 0e3 orisay Ha
Te, Y4 MalOThb BOHH JIiHIBICTHYHE BUMpaBOaHHA. Takuil cTaH MOBH AaisB i
Ha MOBHY MpaKTHKy B IIKOJIi. Y4Hi mepeiManu Taky MOBY BiJ y4YHTeJiB,
3aCBOIOBAJIM 11 AK JliTepaTypHY. AJle YacTO BXXMBaJIM ocobnMBocTe#t pigHOl
OKOJTHL.

B Takmii ctan MoBM nonas i ®paHko, Ak noyaTkyrouuit noet. bauyyu
BOoruéi craH Takoi MOBHM, BiH BHYyBaB MoTpeby BHBECTH 11 3
3aryMiHKOBOCTH i lITYy4HOCTH. ToMy BBaXkaB 3a BianoBiaHe 30aravyyBaTH ii
HapOAHMM MaTepisyioM, I8 NPOTHBard MoOBHIH wWITy4YHOCTI. 3HaHHA
HapoaHol roBipkoBol MOBHM BHMHic i3-mig pigHoi cTpixu. Ha ocHoBi
HapOOHMX MiceHb, OMOBigaHb, Mepekas3iB TOLIO 3rJIMOMB BiH PO3roBipHY
MOBY CBO€i okoHli, Takox i ganbloi MoBHOI TepuTopii. Ko PpaHko
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nig yac riMHa3ifiHMX i CTyAEHTCbKHMX uyaciB 6paB y4acTb y TYpHUCTHYHHX
MaHfpiBkax nmo ranuduskomy IlimkapnartTi, cTpiuaBcs i3 nmpocToMOAAAM,
BMBYaB Hforo MoBYy, poGuB eTHorpadiyHi 3amucku. Takox kopHcTaB i3
no6yty Ha Iloaimni Ta MOBHM OOCTYNHHMX HOMY JiTepaTypHHX TBOPIB.
ToBipkoBUii MaTepiss1 BHKOPHCTOBYBAB BiH yMijlo, FOJIOBHO 36arauyBaB
CJIOBHMLITBO JJIf Kpallloro BUCJIOBJIEHHA AyMKH a6o npeacTaBieHHA ail 4u
HakpecJieHHA kapTuHH. ToMy i mpHcTOCOBYBaB MicLeBY roBipKy A0 MicLis
nii abo mo cepemosuiia i obcraBuH. Tak yB omoBigaHHAX i moesiax i3
CeJITHCLKMMHM MOTHBaMH CTpiYaeMo cjioBa i rpamatuudi ¢opmu abo
(oHETHYHI MpU3HAKK Horo pigHol okomMui, MpuHasexHOl OoMkiBChKiH
rosipui. 3HaxoauMo ue, Hanp. y "3axapi Bepkyti”. ®PpaHko cTapaBcs
36arayyBaTH 3axiZHOyKpaiHCbKy JliTEpaTypHy MOBY MaTepifijioMm,
3a4yeprHYTUM i3 )KHBOi MOBHM i ouMIyBaTH il Bif IUTY4HHUX eJIEeMEHTiB. 3
BIOAYHICTIO 3ragye PpaHKO ACAKUX BIUIMBOBMX YKPAlHCHKHUX YYEHHX, LIO
NpHUA3HO i INMPO CHiBAIANHM 3 HMM i gonomaranu oMy "BHpOGJIIOBaTH
MoOBY # ¢opMy MOETHYHHX CKJIaJaHb, iX KOMIO3MLilO # OCHOBHiI OyMKH.”!
Y toMy camoMy Betyni 1o apyroro BuaaHHs 36ipku moesifi 3 eepwum i
Hu3zun BiH Kaxe: "lllo B Moix maBHilIMX Biplllax MOBa He BCE YHCTa, LE LLIE
TUM JIeriie 3po3yMiTH, L0 A OCOOMCTO NepexoauB JHesKi Taki CTymMmHi
po3BUTKY (a XTo B ['ayMuuHi He nepexonus ix y TiM uvaci!), me naHyBaso
HaMaraHHS MPHUTJIYMUTH MOYYTTA JKUBOI, YACTOI HapOAHOI MOBH, KOTpE
we 3Manky Oyjo B MeHe cwibHO po3Bute. Ha MeHi B MiHiATypi
NOBTOPHUJIOCH T€, LIO B BeJIMKIM po3Mipi 6auuMo Ha Bciii ranMubko-pychbKii
JliTepaTypi: 1IKoJIa, rpaMaTHKa i cnopu A3MKOBi NPUOMIIK i 3aKaJlaMyTHIIH
YUCTOTY HapoAgHOI MOBHU”.2

Xou PpaHKO MOCTYMHEBO CMpaBJIAB CBOIO MOBY, 30imkaroud i Oo
3arajibHoOI JITEpaTypHOl, TO BCE XX TaKH 3aJIMILAB Yy Hiil BEJIUKY CKiJIbKicTb
rajJuubKMX €JIEMEHTIB, FOJIOBHO B AUIAHLI ClIOBHUUTBA. B ainanui ¢nekcii
3a/MILAB JIbOKaJli3MH MOETUYHHX TBOPIiB i1 BUMOI pUTMY H puMmy.
Opnaye moBa mepumx TBopiB PpaHka UiHHA AK MaTepian s crymii
pO3BUMTKY JliTepaTypHoi MoBu B [anmumui. PiH mMaB cunbHe mouyTTs #
pO3yMiHHA JliTepaTypHOl MOBHM sIK ofgHoi mns wimoro Hapoxmy. Tomy #
JOCMTh MOBHOTO MaTepifily MOKJaB BiH Yy OCHOBY YKpaiHCbKOI
JliTepaTypHOi MOBH.

IntocTpaTuBHMit MaTepissn O MoBM paHHboro dpaHka nMogar0 Ha
OCHOBi HOTAaTOK, 3alMMcaHHX MNOJEKyAM 3 MaHYCKpUNTIiB MoeTa, wio ix
yaasnocs MeHi BHBE3TH L€ 3 piAHOTO Kparo, MEpeBipeHUX Y APYKOBaHHX

e ———————————

I. IBau ®pauko 3 eepwun i Huzum. 36ipHuk moeTHuHux Teopis 1873-1893. B moaatky:
"3i’ane nucte” i “Benmki pokosuuu”. Kuie — Jlsiinuir, Ykpaincbka Haxnaaus. (6, a.
"Iepenne cnoBo ABTopa go Apyroro BuaaHHs”., crop. 93-94.

2. Tam Taku, crop. 95.
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npausix, BnpaBai He nepwMx BugaHb. KopHcTalo 3 TpeTboro BHOAHHs
36ipku moesiit 3 eepwurn i Huszum (Ykpaiucbka HaxnagHs, Kuis —
JIaitnuir, 1920). (3BH), *3axapa bepkyra”, III. BugmaHus 1920, (3B),
“[Mancbki >kaptu”, (I1XK), omnoBigaHHa i3 36ipkn “BopuHcnaBchbki
onosigauua”, “Tlerpili i HdosOymyku”, ([Ti[), I3 mit mMoei MonomoctH”
(JImMm), Buno. Kuurocninku, Hro Hopk, T. XV, Jlecuunna vensanp” (J1u),
"Py6ay” (Py6), ”3is’ane Jlucra” (3n), “Cemnep Tipo” (Crt), "Miii
Ismapara” (MI).

MoBHi 03Haku paHHboro ®PpaHka 36epermucs Oinbllie B noesil, Hix y
npo3i i To mepedyciM y CIIOBHMUTBi, XO04Y y BigMiHi ciiB, a HaBiTh
He3MiHHMX YaCTHHaX MOBH iX 3HaXOOUMO.

JEKCHKA

KpiM TorovacHux rajuubkux JitepaTypHux ciiB PpaHko
BpoBakye 06araTto ropipkoBUX B MOBY cBoiX TBopiB. B Tiif minsHui
3HaxoAuMo 0araTo iMEHHHKIB 6e3Hapocmikoeux, yTBOPEHHX 3aebinblua
Big niecnmis. Ile Taki:

Boedyp — xny6 mnumy, 6oBBaH, [Ium OGoBOypaMH MOKOTHBCH HHU3OM,
3b 176;
bopm — pipa, GopTtuTH, BepTiTh Oipu, IHwi OopTunM OopTH Ta
npuTicyBasu uonu, 3b 196;

Bomiok — Benukmii Kycok 3pi3aHoro gepesa, BikoBUX SJIHLb,... MOTATHX
Ha BeJiMKi OoTrokH, 3BH 10;

be3oyx — Ge3BinbHa moauHa, He ctuaHo ToOi BaTaXkyBaTH Had TaKMMH
6esnyxamu, 3b 147,

Bmip — nepestoma, [lekpetoBi 6iratote go BMmipy, 3BH 279;
3mpik — Cymepk, B rops it cymHuiBy 3mpik Jluiite panicHuii cBit. 38H 113;
3a6i0o — ronociuds, pugaHHs, [To jici HoBuBCA mMiay i 3aBif HewacHux

martepuid, ITiJl 23; Yu nicHi Ti Ak A3BOHM, WIOOHM rops 3aBi riyLIUTb, 371
16;

Hpoxc — ppwxaku, dpox npoiiiuna y Bcix no Tini, 3b 26; He mornu 6e3
apoxi, 6e3 3o0iiky rnanitu Ha Ty 3arubins, 3b 239,

3206ip — ymoBa, Ce 3roBip Hawi 6yB, 3BH 380;

0Ob6aa3 — 3py6, Jlvwaroun nuci no cobi obnasu, 3b 9;

Ob6auck — 3aps, Binbsmck, Tak MepkoTiB ToH 00muck Han AoJiMHONW, 3B
101;

eiowub — xpaiok, Biggans, Ocens, nosoxkeHa Ha BiamMGbi Big roJioBHOro
cena, ITild 179;

giockox — purpecis, Taki BiACKOKH BiJ mpocToro Ta nmpopogHOro xony
onosiganns 6ynu tomi B Mmogmi, ITiJ 227;

103



3apio — 3agyM, ines, emOpioH, B Moiii aywi noBcranu nepii 3apoau
aymok, I 83;

OKpyx — KpMIUKa, OKpylIMHa, apibka, KpuBau moacbkoi HiKOJIH He
NpUIKMN OO0 HHX OKpyX, 3BH 385;

06py6 — Mexa, Teputopis, I 3pigka i Mos ayiia 3a o6py6 Tsii nerina,
3BH 166;

npopy6 — oTBip, Aipa, JIuil TaM Ta cAM BHAHO B Tii cTiHi npopy6u 3
¢iproukamu, ITill 39;

nepexaux — TeperyKyBaHHS, NepeKHKyBaHHA, Bpsa3kiT 36poi, nepexiuku
BapTOBHMX, FOMIH CHOAYMX NpH orHumax monci, 36 108;

nosupx — MOrJAA, MUI oka, Tyrap BoBk oOHHM NO3HpKOM NEpErIAHYB
noJioxeHHs 060x cropiH, 3b 150; Ane oaHH MO3HpK MepeKkoHaB ix, 10 B
Hadis Ha paTtyHok npomana, 3B 153;

noka3 — BKa3ziBka, iHCTpyKuis, 3pobnenuil 3a fioro mokasom, 3b 39; Bin
TiILKK XOTIiB 3aCJIOHHMTH IMOKa30M Ha KHMKY BJlagy CBOI BJIacHi 3abaru”
takoi Bnagu, 3B 86;

nokud — wmet, Iobpe BUMipeHMM NOKHAOM poraTuHH, 3B 239;
nauoc — ranyska, BiTka, [TadyocH 3ejieHOI OXHHH CTEJIHJIUCSA MO 3emii, 3b
39;

nokauxk — B3WBaHH4, rojoc, Cinyxaite BceMOrymoro nokjaiuky BeCHH, 3BH
103

noyud — mnovatok, BiH CBATKyBaB MOYHMH CBOro HoBoro XHTTsd, 3B 10;
npuxims — 3abaraHka, [lJis NPHXOTH CBOEI JIro4 TPYMOM CTEJIOTH JIFOTI
Tamepinisanu, 3BH 31;

npumik — piyHa By3uHa, MHHYJIM By3bKH# MPHUTIK TYX0JIbCbKOIr'O MOTOKA,
36 52;

penetr — kpuk, Jlroau nmigHsnM TpawHuii penet, "Py6ay” 25;
po3bauck — 3apeBo, Y KpuBaBoMy po306imcky BorHis, 35 108;
po36pio — po3Tiy, 3aiCHUIM KPUKOM BOHH KHHYJIMCA B po3bpin, 3B 232;
po3naio — po3minonok, To 3acxuu Ge3 posmnoga, 3su 111;

ckpym — 3BHTOK, OX, KonM X To# ckpyT crpawmnuii Ha Tini BeneTHs
nopsetbcs, 3BH. 142;

Cmams — mnocrath, Moro BenuTeHCbka CTaTh pHCyBaacs BHpa3lo Ha
KpHBaBO o3apeHiM HeOi, ITill 20;

muck — rnota, Ilocepen THCKy, cBapy... 3BH 158;

wempim — oKypyaHHs; wyMm, YW ce Moxe wempit TBilf, piuko

cpibHonenTa, 384 118;

Yucneni croa B PpaHKOBiif MOBi yTBOPEHi 3 JOMOMOr0I0 HAPOCTKIB
i npupoctkiB. CroBa, yTBOpEHi 3 JOMOMOrOK HapOCTKiB:
-ak: 6yxHax — yhoap KyjakoM, 3BHYaiHO B ruiedi, Bigi6paBmmu 30 ngBa
6yxHaku B ruteui, JIu 9i
nepéaxk — nepluMii 3kaTvit cHin, 3aBaaBM cobi Ha mteyi cHin nepsax, JIu
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8; To mepBauok, BiH 3a ypoxai 3HauuThb, JIu 5 i

mecak — IHPOKHH HiXK, obociunmit Med, [Nacemui i cobi roToBHIHKCH,
rocTpsud Hoxi ta tecaku, 3B 16;

-ap: oukap — OUKYH, A TyT cTtenoBuii 6u 3nskaB Hac aukap? JIlu XV, 251;
-ok: Heguzaacox — 3na moauHa, He nmopa 3a HeBuriackis JuTh CBOIO
kpoB, 3BH 175;

nepeauox — nepiuuii 3xkaTuit cHin, To nepBayok, BiH 3a ypoxaif 3Ha4MTB,
JIu §; .

Hecmamok — 3nuaHi, Hegoctaya, Hectatok i Tsbkka pobota i HaTyra, 3BH
144,

nocmynox — nosefiiHka, Ty He BUTOJIKYBaBCA 3i CBOIX MOCTYNKiB y Hawuiit
rpomazgi. 3b 90, 198;

-eydb,; eaacmuseyb — BracHHUK, [TaHe Bcix TBOPIB, BlIacTHBYE MPUPOIH, 3BH
308;

xHcuseyb — MellkaHeub, XTOHeOyab i3 >KuJbLiB ABopuila, 3B 43;
3aKymeyb — 3aKyTOK, MaHIpiBellb — MaHApiBHUK, OroHb Yy MEHH MOracH,
rpaHb nosaMitail y 3akyteub, — BiAnoBiB He3BicHM# MaHapiseusb. "Py6ay”
21;

Marigeyb — He3HaHM# uusAx, Bigrak igew no mMaHiBuro kpyTomy, 3BH 270;
Hai30eyb — HAI3HMK, IX CJIbO3M, MOJIMTBU Ta CMiB AWBYIOTh Hai3OguiB 3
nanekux kpais. I3 nmum XY, 243;

nacemeyb — BepXOBHHCbKHH Mojogeub, Tyxonbcbki Mosiogui i cobi
rOTOBHJIMCh, TOCTPAYM HOXi Ta Tecakd, 3B 15;

npocmyneyb — BuHyBaTuii, Ta 3nuii B 31iM He npoctyneus, 3B 286;
caoneyb — 3acigka, cujiblie, YBaxa#, abu TH caM He BnaB y ciioneub, abu
TH XUTpU#H He naB nepexutputu cebe. ITiJl 151;

-ig-H-uk; kapmouHuxk — Kaptsp, [IporpaB s cBiif Bik Monoauii, sk ToM
KapTO4YHHK B KapTH, 3BH 384,

MmeogioHux — MucuBcbKuit Mey, To#, AepkaB yxXe B pykax MpocTOro Ha
ob6a 60KM rocTporo Meua, IKOro HasuBajid MeaBiaHukom, 3B 2S5;
HazaoHuk — petporpan, Bosi HazagHUKH cTekJsi 3anparHyTb. 3BH 203;
nopamieHux — PpATIBHHK, clacHTesib, MHpOC/IaBa CTHCHYJIa PYKy CBOro
nopariBHuka, 3b 32;

nomatinux — TaeMHMi 3aKyToK, B cepus 4yTinuBuii moTallHUK yKpHTHI,
38H 193;

-aéa: 2ywaea — Xxauwi, Hetpi, Iloku ryGmrocs Ge3 mopikku B rymasi
pacHiff, 3BH; OT YyXe€ Bi3 [0 3aX0oAdy KOTHTLCHA i FOTYpH TOJIOCATH Y
rywasi. 3B 209; JlicoBa ryiasa 30BCiM NMpHCIOHIOBala MeHi coHue. Pyo 19;
nposea — mnpusua, o x, crpinsaii, nposso. 3BH 173;

-06a: npuenoba — npurHo6nenns, Tsk4ya we npurHoba TyT 3acina, 3BH
273;

-06a: nepexosa — mnepepibka, HoBy 3po6uth npuiinetbcs nepexkoBy. 3BH
268;
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-0Ka: cymoaoka — MeTylIHs, OiraHuHa, 6e3 cyMilku i cytosioku, 3b 149;
Cepen cyTOJIOKM HapoJa He MOXHa OyJsio po3ni3HaTH, o aieck. ITiJ 193;
-0Ta, rpu30Ta — JXXypa, neyasb, b MoOiM JHMII ceplli rpH30Ta KPHYHTh, 3BH
308; 3atpysu cepue rpusotoio, 3sH 308;

Hemoma — nikomogiloM (m’aavk, pociuvHa), Bbesniy rauioro mnomy,
MONEperIiTaHoro SACHO3€JIEHUMH CMYTraMH MOB3KOI HETOTH Ta TyCTHMH
xkopuyamu oxwuH, ITil 116;

-xa: 3a0aéka — aHrida, JliTH rypramu Ha 3aJaBKy MpYyTb. 3BH 199;
npucayxcka — TPUCIYXKHMK, € Tak MOS MpPHCIyXKa, AHAPYXOBHMY i
Ipywka. 3BH 242;

Hamimka — TIOKpHBa >iHo4ol rosioBu, Bonoce cnagano B Henagii 3-nig
6pyaHoi Hamitku, ITifl 60;

06 10xcka — obknaguHka KHKKH, [lonucaHo mewo 3 nepeay i 3 3aay Ha
nanepoBux o6moxkax, ITiJ 203;

oxcuoaHka — BWKHOaHHA, B cepequni Oyna MepTBa, Tskka THILA HiMOI
oxuganku. ITi1 139;

npoxioxka — mnpoxia, ¥ Tux npoxigkax crapomy IlerpieBu 3maBasiocs,
g 204,

-aka: 3100iaxa — 3no4i#, BiH ime 3 Moix aiTuif MOpoOUTH TakKKX 3J104isK
Ta HepobGiB sk cam. ITi[l 60;

-uHa; OeauHa — rpyba pomka, Kpuk, MeTyuHs, 306KkH Millanucsa 3
TpickoM AWJIMH, WO Najajad A0 Ooiy 3 wymoM nonym’s. ITifl 24
euauna — runsuka, OcokH JIMCT KpiBaBH# i3 FWJIMHHU Maje, HEMOB HOXEM
fioro npo6urto. 3BH 117,

naomurna — pgapaba, ... Tpynu naganu 3 miIoTHH i kaMiHUX Oawut, 36 243;

cyxapuHa — xmu3, I'He pno pony #oro cyxapuHa...3sH 310;
cmaposurna — ctapeub, IIpoimoB uinuit Bik crapoBuni, 38H 305;
micHuna — By3bkuil mpocmuk, [IpoBeny Bac uepe3 TicHuuy, 3B 48;

-uya: dypuya — oTpyiiHe 3is, yeMepuus, [lnete, MoB Aypuui HaiBcs,
3B 371;

ueauya — mnunacra ckens, [lerpiff ckakaB 3 KaMEHIOKH Ha KaMEHIOKY, 3
uradui Ha wrnkgro... ITid 67; Ha wHaiiBuiiiii kaM’adidi vrnuvni cross
Toil camuif BUcokuil ctapeup, ITill 93;

Kawuys — 3arata npu Oepesi piku, ITo 060ox Gokax moroka nobymosaHi
6ynu kammui 3 piyHoro kamiusa. 3B 46;

cynipHuys — MPOTHBHHULA, A 1Ie jkaJib Homy i cynmipuub, 3BH 108;
uepenuyn — ckoiika, piyHa Myuuis, CtiHu 3 JeMHs, CKODJIEHOrO piYyHUMH
yepenuusamu. 3B 46;

giocmatinuya — Bigctynuuus, Ty BiacTyNHHLE, EpEeBEPTHHLE, Bif piaHUX
cBoix TH BiacTtaiinuue. JImwm, (T.XY/2, 249), "Hemacnusa”
npuzogipruysa — mentyxa, Ta i i yuM MeHe BYapyBasia TH, NPUTOBipHHULE,
yaponifiunue? JImm, (XV/2, 250);

-icmb; atomicms — moTb, 37icTb, IIpo cuny # moTiCTH 3Bips He Mornu
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nepekoHatu 1i. 3B 18; Jlioticts po3xeproro 3Bips 3b 20;

60aicmbs — 6iNb; BMIIICTb — YMIiHHS; TBEpAICTb — TBEpPAOTA, 3aB3ATTH,
Hait Ham TBepaicTb i BMimicTb i 3rogy, 3B 21S5; smiyMTb paHM i BCsKi
6osictu 36 64,

3ae3amicms — 3aB3ATTsA, HEHaBUCTb, He 6yJ0 skoick cninoi 3aB3saTocth 3B
102;

MOXMcHicmb — crnpoMora, Ta cymillka pgana i MOXHICTb CYMHpHO
PKUTHUCA 3 morjasgamu Hapoma 3b 199;
npyxcnicms — Hanpyra, IIpyHicTb CKpy4YeHOi ryXBH Majld KHOaTH Te

KaMiHe 3 JIOXKKH najneko. 3b 197,

-uwe: deopuuje — ABIp AK MOHATTSA rocrnoAapcbKoi ocelli — xa3sicTsa (He
nozagsips). [epen KoxaUM ABOPHILEM BOHH 3YNMHHAJIMCSA i KJIMKAJIM TOJIOCHO
xa3sgiHa no iMto. 3b 43;

nociduwe — 3emenbHa BjacHicTh, KHA31 moHamapoByBanu iM mpocrtopi
rpyHTd i nociguima, 3b 67;

ceauuje — ocens, [loHan cenuwa 6iaHi, HEMOIIMUTI XaTkH, 06AepTi i mycTi
crogomoyid, 3sH. 116;

-cmeo: Heodoymcmeo — Gesrnysns, ... [To3byBumch nyT HeOOYMCTBa,
TEMHOTH i 3aBMCTH, i JlOQOBaAcTBa, i rops, 3sH 180; mogoBnaacTBo —
BOJIOAIHHA Hang MmoabMH, TyT Takw,

2pomaocmeo — cnijibHe TPOMAaAChKe XUTTA, AJle ceped THX 3JIMAHIB 3HOB
Haragae cobi Hapon cBoe gaBHe rpomaactso, 3b 253.

IIpuramMaHHE 3axXigHOYKpaiHCBKUM TroBipkaM 3aKiHY€HHS iMEHHHKIB
BiAdi€cNiBHUX - MiC/IA MOABOEHOrO MPHUrOJIOCHOTO i3 OOHHUM TiJIbKH
NPUIrOJIOCHUM Ta 3aKiHYeHHAM -€ € 3BUYaHHMM SABUILEM Yy paHHiil
TBopyocTi PpaHka, Hanp. (BuOHpaio cioBa PpaHKOBOI OKOJHLI):
eubaeaene — pATYHOK, MakcuM .. paaysascs il BubGaBsieHeM 3B 34,
63Aame — apellT, NOHEBOJICHHA, 3apa3 no B3aAT0 Makcuma no HeBoJi, 3B
183;

Oeaune — rpybi mowku ans OymoBd, CTiHM 3 IJIaAKOro AEJIMHA, HE
obma3zaHoro rnuHoro. 3B 46;

3amiwane — Hecnokid, 3akonot, B MoHronbcbkiM Tabopi Gyme kpuk i
3amimiane, 36 227,

Hacaioe — HacnigcTBo, cnaawuHa, Crnopu 3a Haclige MpecTolliB 3B 70;
noxcanysane — Xaib, munocepas, B cepui 6igHol cupoTH Haiickopiue
30yausiocs MoxkajlyBaHE Haj KpPYIJIMM cupoTow. JIy 4;

nomiwarne — 36eHTexeHHs, BoHa cnurana, BiaBepTaiounch, wWo6 yKpUTH
cBoe nowmiwaHe. 3b 47;

canane — Baxxkuit Binaux, Ckpun weGsiB, camaHe MyXiB, Opsa3kiT ix
opyxa, 3b 174;

muuune — roponosi THYKH, I'paoxu 3 daconero i ropoxom, WO BHIKCH
Bropy no tuuuHio. 3b 46;
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KypMaHe — 3HOLIECHA NMOHHILEHA oAexa, BesnaaHo noHasilyBaHe, 6pyaHe
Ta JipaBe KypMaHe, ce Oysa Bcs odexa Tol pyiHd uonosika. ITiZl 180;
mymaHeHe — OLIYKaHCTBO, JIMXBa, M’AHCTBO, TyMaHEHE, C€ Ti A3BH, IO
BOHH HanycTwiH Ha Hapia. IIill 83;

Hani momaro iMEHHHKH, TPHTaMaHHI 3aXiTHOYKpPAiHCHKMM roBipKam,
a TaKoX TICHO mpHHaliexHi rosipui ®paHkoBoi okosuui # cycioHix 6oii-
KIBCLKHX CLJI.

I'pyna A:

giHo — mocar, npuaaHe, [licHe ... 3 XxaTH BiTU#, AK €QHHEE BiHO, K TOOI
mo60B y xUTE A npuHic. 3BH 163;

eyaiti — yyuii, Ta o4i Byxa, HOTM ... JIETiJIH, MOB 6KoJia B KHILIAYHi
ByJiii. 381 170;

6030yx — nosiTpsa, Jlio6o muxae Bo3gyx serorom, 3BH 103; Bepkyt
nigusasca Ha Bo3ayxu. 3B 21;

2ocmuneyb — Outuil wWnAx, TeBepauit 3MypyeMo rocTuHeub, i 3a HaMH
npuiine HoBe XuTe, 3BH 154,

3a0aéxa — aHrina, IIiTH rypramu Ha 3aJaBky MpyTb. 3BH 109;
3mopa — npuBua, Hewacts, Ha Hamy HewlacHyio XxaTy, KaXyTh,

cTpallieHHass 3Mmopa ige. 3BH 202;

Kopumo — pycio, kaHajl, U kajib MeHi... 32 THM XXHMTEM, 11O, X0Y TaK
6igHee i cipee, niMBe KOpHTOM THXHM cBoiM? 3BH 167;

kopu — Kyu, 3 KOop4aMH THy4YKoi Kojirouol oxuHH, 3B 47;

MeO06idb — BeaMiab, Menseai B Ty mopy, HalBLIKCSA, ApiMaJIH mig JOMaMH
36 12;

06py6 — Mexa, rpanuugs, I 3pigka M Mos ayua 3a o6py6 TBiit ietina B
wMpokuil cBit. 3BH 166;

nupiz — BapeHHk, Ce ABHra€e cTopoxa BeJIUKi MHCKH 3 nuporamu. 3BH 320;
auxcka — Joxkka, B pykax Hoxi i BuimkdH # ykku... 3BH 320,

naim — tuH, [InoTtiB HeMa, mosynaHi Bci Gpamu, o6GioMaHi TUIIsAKH 3
nepeBuH, 3BH 341,

no6ioa — nepemora, Ycix cepus OHIMCA KHUBiilLle, 0XXHIaHEM HE3BICHUX
Hebe3nek, 6oro, nobigu 36 21;

nocaz — npupane, [oHbli yOpaHs, cTpol naap, nocar ckjagai, aJqoMHiB
Hagb. 3BH 315;

ckaen — kpaMHuls, OTteup Horo ckien B HaliiM Micti aepxas, 3BH 367,
cmox — 3mull, npakon, Tpusora negoM o6aana Bce TUI0, MOB NTallIL, IO
3arjisga€e B o4yi cMoka. 3BH 171;

cogicmb — CyMIliHHA, A MOXe Oap TO#H, 3a KOTpuif Bac Balla COBICTb
noxsajute 3BH 137;

cmambs — mnoctaTth, Xo4 HE KOpMUTb TOH X6, i crath Horo moxuny He
BUNpPAMHUTL. 3BH 145;
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cmud — copoM, UHCTUX MOpHBIB BCiX He cTHAaiick, He rybu, 3BH 105;
Cynith 6e3 cTuay, Ta XX BH CTHA Ha MNpPHUB’a3i Tpumaere. 3BH 134;
cmpiasba — pymnuus, Tak 3 cTpinbb ix kyji rparoTh 0s10B’sHi, 38H 170;

mpam — BenuKMil Kycok aepeBa, | cMina pgiBuMHa Bpa3 i3 meperHuium
TpaMOM ynaja JodoJly, B JIOMH Ta 3Banuiua. 3b 29;

cyeop6 — npuripok, .. onmMHHMBCb, Ha Cyrop6H OTCi 3JIHM BHXPOM
3arHaHUi.

uiab — Meta, | rotoB 6yB ymacTH Ha KOXOOro, XTO 3 BOpPOXOI LijIel0
Baupasca 6 Oo cero Tuxoro 3akytka. 3b 49;

xpobax — uepBsik, MoB xpobaka mig rapHoro Jyckor mneky4udd Gisb i

Clb03M yKpHBaTu. 3BH 267,
wmame — opiHHA, ByHTap... ogsrHeHu#t y mimaTe Bce uepisene. 3sH 171;

ApuHa — ropoddHa, 3 ropoda X s MaB SpMHH i cobi Ha Bechb pik.
38H 373.

I'pyna b.

60mioK — KycOK pepeBa, sIMlb... MOTATHX Ha Beauki Gotrokd, 3B 10;
bucacu — nopsiiiHa TopbOa, WO nepeBilIyeTbcs uvepes mieve, Mas
HeBeJIUYKi OOpoxHi Oucarn, 36 16;

6pamiii — OpataHok, [liByaT noBiHylo, a crapwuii Opartiii npucrane

neHebyas mo Baosoi, 3sH 306;

éepema — nnaxTta, pia rpyboro npoctupaia, SKdM i3Bepxa 3acTeJIIOIOTh
nocremo, 3 omHoi (Mexi) HaxkHewl 1Bi BepeTi TpaBH. 3BH 304;

2yxcéa — MoTy3, 'ykBorwo MiuHOIO Haul nMocTyn ckysaTH, 3BH 108;
2ipHak — BepxoBuHelb, Mosioauii ripuask Makcum Bepkyt, 3b 15;
razoa — xassdin, [JoOpuii 6yB razga Muxaiino, Tuxuii yososik, 384 297,
Mopa, oiTy, noOpa nornsagiTu Aj1sA BAacHOI XxaTH, o6 ra3goro, He CIIyrorw
nepen cBitom ctatd. 3BH 178.

OpaHuysa — BeJIMKa Jolka — roura, Ctosinm xaTu nig apaHuusamu. 36 46;
3awutiok — 3aKyToOK, YciX Hac 3 HUM ypa3 i3 XaTH B 3alUMHOK NporHaJu.
38u 383;

36ip — spyra nomix ripcbkHMH nacMamu, B nanekux 3Bopax uyTtu Gyjo
pUK TypiB i BUTS BoBKiB. 3b 18;

3aicnutli — nicoBudl ctopox, 3aubne 3micHui, Bege Ha Measexy, a 3
MenBexi B apewutH 3amMkHyTb. 3BH 310;

Kaimb — KJ1iTKa, 3aKyTOK, kOMopa, [lollo B Ty NpOoKJIATYIO KJIiTh TH LUJIELL
Takuii yroOuii npusit? 3BH 121;

KabOY — BEJIMKHH Kycok nepesa, kojsoaa (Him. Klotz) XTo knbouom i goci
yenuTb y OarHi, ocBiTH ngkaech, 3BH 197,

Kaebyk — CIUIT, WoCh 3armyTaHe, [lOSICHUKM BWIHMCA TMOMiZ HOTH,
CIUIiTaJIuCs B HEMPOXiaHi ki1ebyku 3 KopYyaMH rHyukoi, Kojaruoi oxHHH. 3B.
17,
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naacm — 1IMaT, IJIacTHHKa, 3aJlizo ae po3pHe 3emuli mutigHoi miact, 3BH
144;

naaili — ripcbka cTexka, (B ropax, 3BMuaiiHo Mix snicamu) Ilinemo ropi
mnaeM. 36 20; XypaBni kitoyeM JeTATb nigHeGecHUM muaeM, 3BH 301;
noz2avka — rpeuvka (nmpum. aBTopa), ['oBopaTh cycian — mo 6aTbka niuuia
3 JUTHHOIO XaTH moraHky. 3BH 375;

noaoHaHuxk — OpaHeub, nosioHeHHH, TyXonbli MOJIOHAHHKA Bi3bMYTh, a
mene npoxenyTs! 3B 172;

noscHuk — Tipcbka poCJidHa, ri. “kiebyk”;

nacmes — KyJliak, m’scTyk, MoB m’cTb gonoJsly nmoBainuTh, 3BH 187;

pumcbKuti — T'ylbleH, OBi KOPOHH aBCTp., [lBa Mopru ropoja, miB xaTy,
caj, cTaiiHf... 3a BCe COPOK PUMCBLKHUX y pik, 3BH 373;

poeéma — rpyna, rpomaaka, Tenep po3ainuTuca Ham Ha IBi poBTH, 3B 27;
poxcen — poratuii yopt, lllo we 3a poxHa To6i Tpe6a? 381 367; Poxna
To6i Tpeba, He naxTtu! 3BH 372;

cipak — BOBHfIHa 3 JOMOpPOOHOro cykHa HaropTka, YoMy cipsik, uyra Ha
HiM, MOB Ha cTapui, 3 nowapnaHoi cBuTH? 3BH 144;

cain — Gesnibka, AGo 3aBabuTH MeaBens min ciin, ge HomMy namarna Kpuxi
Ba)kKka KoJjioda, crnagarwoyd BHH3, 3B 15;

cnyza — nonij, IlepekaxiTb... npo YopHuH xni0 TBepaui, neveHuit B
cnysi, 3sH 116;
uepeHyi — OOKJIaJKH Ha py4li HoXa, 3a rapHMM LUKIpAHHUM MOSCOM...

3acTpoMJieHHH OyB LIMPOKHH MHCIMBCHKHH HiX 3 KiICTAHMMH YepeHUSAMH.
36 29;

uepaeHuli goeHuxk — ripcbka pocnuHa, llo BecHH cknaparoTh BiHKH 3
yepsieHoro BoriHuky. 3b 50;

uyea — BEPXHA ofexka, LIOCh Ha4ye CBHUTKa, Oe3 pykaBiB i koMipa, 3 cykHa
KocMaToro 3Bepxy; ii HocATb Oo#kH. (MpUM. pen.). — OMB. BHILE;
wememarne — GopcaHHs, Pesit Horo (Beamens) He BTUXaB i HE BTHXaJlo
ckakeHe LuemeTaHe. 3B 22;

yama — apibka (yorocs), I'nagu y BikHO ML LIOAEHHO, A€ BYJIMLi BUOHO
UATy — Tam JIFOOH NpoXodsATb, 3BH 123;

Huwumeas — pyinnuk, Huwmmureni pycbkoi 3emmi, 36 109; 3 Tumu
HUWMTensMH pigHoi 3emui. 3B 113.

Ha yBary 3aciyroByroTb apxai3Mu, NoJibOHi3MH # repMaHi3MH, Hanp.
A: OHecb — CbLOTOIHI, MHCU3Hb — XHUTTH, onaim — 3aropofga, oropoxa,
cmpacmy — cTpaXOaHHS, TEPIiHHSA, IPUKM.: 6ceMo2yujuli, 6cenaodrouquti
TOLLO.
bB: 3mpix — cyMmepk, Oimkauguii — NOWIKYJIbHUH, 34yOHUll — MUIbHUH,
g.1:adamu — BOJIOAITH, MaHyBaTH, Oiduymeo — cnagwuHa (36 149),
3006uy — [06MYa, KyC — KYCOK, #CUBHICMb — Xapui, AudcKka — JIOXKa,
A00CcbKicmbs — JIOACTBO, PO3KA3 — HaKa3l, maruli — AelleBuil, xmimu,
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xomimu — 6axcamu, adyxam — agBoOKaT.
B: reep — xpic, erseyupxa — BificbKOBi BNpaBH, KOMICHAK — BifiCbKOBHi
xJ1i6, naxma — BuHaiM 3eMJli, npiua — pia WMpPOKOro JiXkKa, 3pobJieHoro

3 OowWoK, i T. n. Iliei rpynu cniB ®paHko BxuUBa€ Npu oMHUCi BilicbkoBOro
Ta B’13HHYHOTO YKHUTTS.

NMPUKMETHHUKHU. Cepen npMKMEeTHHKIB Ta Oi€ENPUKMETHHKIB, LIO B
moBi ®PpaHka, fK i 3arajbHO B OaBHilIiH 3axigHoykpalHCBbKiil MOBi, MalOTh
3HaAYeHHsI NPHUKMETHHKIB, 3aMiTHI NepeBaXXHO BiJHOCHI NPHKMETHHKH,
yTBOpEHi BiJ iMeHHUKIB Ta HiecniB. BoHH He moluMpeHi Ha Uiny TepuTOpilO
FanuuuHn, a nputamanHi PpaHkoBiii Ta cycigili okonHusAM.
6esmamuuti — ©Oe3 mNaM’iTH, HeyBaXJIMBHA, Mupocnasa B3siia
Ge3TamHoro OaTbka 3a pyky. 3B 56,

6oxcucmuii — 60xuii, cBITHH, A Bech eHb 60XUCTHIH He n6aroTh. JIu. 1;
giuennuii — nyxe nosruil, By 64 cobi Hory Ha Bik BiueHHHiIl mpocaius.
J14.9;

gikogucmuti — BikoBiuHHH, | coH oTceit HecTepTui, BikOBHUCTHH B Aayuui
foro nmo cobi cnig nuuae. 3su 266,

8006uli — BOOBUHMH, A cTapluuii 6paTiii npucTaHe ne6yas 0o BOoBoi, 3BH
306;

3aeipHutli, 3aripcekuf — 110 XHMBe 3a ropamu, XJib, sxoro maju
nogocTaTkoM 3aripsi moge, 36 65, 98, 168; mo BEpXOBHHCLKHX i iHILIKMX
3aripcbkux rpoman 3b 162;

3anaxywjuii — 3analiHuii, BoHa po3sisnacs 3anaxyimum jerotom, 36 105;
3ameaenaruli — HeoXaitnuil, [ocrioguHss Mosi 3aTenenaHa, JIu. 6;
3eopucmuii”— noxunuit, He 3Baxkaroun Ha 3ropucty micuesicts, 3b 154;
3pibHuii — 3 cuporo nosioTHa, YoMy X BiH 3piGHOIO0 CODOYKOK CKPUTHI,
38u 144;

32yOHuti — obmannuBuil, lllezdaTu MycuTh, Bcsika TBap Mep3eHa, yCAKMMH
NpUBHA 3JynHol ysBH, 3BH 173;

McacHuti — crpaluHui, 3apxaBini B KpoBH kacHi 3Hapsaau MykH, "PyGau”
23;

oopoxcHuti — ana nogopoxi, Ckiagalouyn B HeBeJIMUKi JOPOXHi Oucaru
neyeHe M'ico, 3b 16;

kpog'snuli — xpusaBui, Kpacunu 3emiro cTpyrd kpos’saHii, 3sH 168;

KOMapucmuii — 3 BeJMKMMH rajly3aMH, KoHapamu, Bona (nmna)
po3pociacs Taka 3opoBa Ta koHapucta, 3B 57;

Katicmpoeuti — coJioM’sHHH, Y Hero... kBiTka Ha KaicTpoBiM Kamneroci.
38u 155;

Kuwayvuii — riaiTHY#, ... JleTinn MoB 6mkona B kuwayvuii Byii, 3su 170,
xonHuti — Big: xona — 3i6paHHs, Ce Oyno micue konHux 36opis. 3b 57;
MamuuHutli — BiJHOCHUTBLCS 0 r'oJIOBHOrO Jiirsa Beameais, Ilinere nansiue
OO0 caMoro maTtuuHoro jerosuuia. 36 21;
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Meodgeoauuli —  BeIMEXHiH, 3arpuMisii  pord, po3HOCHYH TPpiBOTy B
cympauni mensensvi raspu. 3b 21;

Muwuti — mulayuit, MoB MUK XBiCT, KocHuKa 33aly BHcina, 3BH 155;
maucmuii — imnuctuid, [ToHan jron TeMHUii, CYMOBHUTHH, rosmit — BH
MUIMBETE MO MJMCTOMY Ojakuti. 3BH 116;

HaOcuabHuli — TMOHAM CHJIM;, HeHacTaHHUH — Oe3nepepBHuii, HenactaHua
Ta 30BciM HeHaAcuJbHa mnpaus, 3b 60;

muzauguii — ckopuit, BepTkuii, HeBennukuii, nosepTiausmii, 3 XHTpo
MHMIJIMBHMH MaJIiMH, MOB MaJlsyuMH ouuMa, 3B 2I;
HenoxubHuli — TmNeBHHWH, HeMHUHyuwil, ...)Kge Balloro cHHa HemoxuOGHa

cmepThb. 3B 246; Toit scHuii i HenoxuGHuit HeGecHuit MaHapiBHUK, “"Py6au”
19;

Hecgidyuwjuti — HecBinoMuil, Heobi3HaHwmil, BaTaxxku npHcTany Ha Ty paay,
60 BOHHM HecBiaywli B monibHux maHeBpax. 3B 17;

HeOdocaioHuti — HeBHucainumuii, JluBHa HedocsiaHa, a BCiM YyTHa TpiBora
Bucina B nositpro. 3b 137;

niopyuHuti — ningauunit, nigoniyxmii; OnikyH 6epexe cBoro nmigpy4yHoro Bix
sBopora i Bin ycskoi wkoau. 3b 85;

HewjaOHuti — Oe3nowaauuid, I TBol Bci BTiXM MoJsomii MoB Mopo3
HellaaHui momopo3uTs. 3BH 187;

HenpumopoHHuii — He3gapHuil, JKiHko, TH KanaHuLEe MOSl HETIPUTOPOHHA.
JTu.ll;

onocoueHuli — CKpWBaBJIECHHH, ..BHJla onoco4eHa 3Biploka. 3B 32;
niocaokysamuii — HH3bKMHA, Kpinkui, [IneuncTnit nincapkysatmit 3
rpyoumMu obpucamu suup i rpy6buM yopHumMm BosioceM. 3B 13;
noaoHHuti — wo Gepe B NoJIOH, .. MoB naByk TOH NoJIOHHII CiTH CHy€. 3BH
21,

nponaducmuti — rauboxuit, 6e3noHHUH, 3 NMpomagUCTHX, YOpPHHUX MOB
ropna Oe3onHi nebpis, nigifimManacs cHBUMH TymaHamu mapa, 3B 17;
nepempyniwiauii — 36yTBinuii, 3aTpimana neperpynimina cmepeka, 36 29
3HimoeaHuii — cnoeHnit, bo cne3amu i ropem TH 3HiTOBaHa 3i MHOB! 3BH
179;

He3narowuii — HecBinomuii, IToTtik 6yB By3bkHii i Tak riagko npopizaHuii
PBYYKOIO TipcbKOI BOJOIO B JIynmakoBii ckesi, 110 He3HarOLWMH Mir 6u
NPHUCATHYTH, WO c€ JIACBKMX pyk pobora. 3b 49;

PiHucmuti — NpUKpUTHH piHHIO, MHIOTB i piHHCTI 3eneHi y36epexa, 36 9;
po3naacmanuti — po3npocreptuit, .. Ilomaxyruu po3miacTaHUMHU
KpHUiaMH, nijaBaB scTpyO BHcoko Hapn mnoJjioHMHamu. 3B 35;
posioaueuii — HeHaBuaHui, Po3innuBa kHsA3iBIUMHA Ta GosplUMHA HE
3gyxajla nopo3pusBatd ix gopory. 3B 55;

cnoxosamuii — cnaguctui, Ilnaii poswnproBaBcs B BeJIMKY CIOXOBaTy
miomuuy. 36 21;

cyObbunuti — mnpu3HaveHuid, Posiiiuincs, MabyTb, Mo Boji cyab6uHiii
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Halli JoJi, MOB gopord B nosi. 3BH 192;

cykpucmuii — 3aB3atuii, Jlecuxa.. cykpucta ayxe ta TBepga. JIu.ll; 6o
3Hajla CYKpHUCTY MaTepHHy HaTypy, TaM Taku 6;

uenipzamuii — po3kpsaveHuii, Ha ryctim yenipratim smcTio nanopoty, 3b
17; .. xopuamu uenipratoi nmanopotu, 36 198;

wunyuuti — wymHuil, [lpu Geperax cTosnu BeJMKi LUIANKH MepJioBoi
wunyvol ninu. 36 41;
wkionuti — wkignueuii, llkigHoro # HenmoTpiOHOro ujeHa rpomanm..

NporHaTH 3 rpaHuub rpomancekux, 3b 91.

OIECIIOBA. Cepen miecniB, npukMeTHux @PpaHKOBii MOBI, 3aMiTHI
cl0Ba 3 AYPaTHBHOKO MOi€I0, HApOCTKaMH -umu, -imu, Hanp.:

30pimu — 6Gauuty, o nuw BGori cena, nMoacbkuit 6inb 3apuTe, 3BH 112;
mepkomimu — 6ymctitH, Tak MepkoTiB To#l oGnuck Han posuHoro 3B
101; nme kinyanocs mepkoTtitoue mope. 36 101;

opyxomimu — PpoO3TOpOLUYBaTH, pO3LIMaTOBYBaTH, Tak Hawi KyJi
CTEJIOTH iX, ApyXouyTb. 3BH 170;

yronomimu — napaTH, usnatu (gomt), Hiy Temna i mowr uronoTurs y
BikHO... 3BH 122;

weseaimu — LLIEBENITH, pyxaTHcs, JIiHMBO 3iBH LLIEBeUTH KpiBaBi ..l1yKa.
38H 117; Po3nyka oGxomroe Ayuly i YopHi AyMKH 1ueBesuTh 3BH 122,
b6axcumu — 6axkaT, npardyTH, I YoM koxauii Tak Toi ckubu 6axxuTh? 3BH
304;

gicmumu — cnosimwaty, JIuw roctpuiit kpuk Horo (6epkyTa) BicTUTb. 3BH
147;

Konecumu —  KPYXJATH B mnoBiTpi, BepkyT cnokiiHO KkosecHTb,
3HHXKAECh, 3HOB 3puBa€ech. 3BH 147 i ocunuT — nepemortH, Po3nymasiiu,
XOTiB 1 OCHJIMTH cebe. 3BH 378;

ckobaumu — BuriamkysaTd, CTiHM 3 rJagKoro O€JMHA MHTOro i
ckobsieHoro piuHuMu vepenuusmu. 3B 46;
maumu — 3HULIYBaTH, 3kHupaTH, e xypa Ayuwly TAdTb... 3BH 118;

mpagumu — 3kUpaTH (nepeHocH.), OT THM TO TPaBHUTb MEHE rope XaJloM
MigHuM. 3BH 268; TpaBHiia MeHe jkara i OHi i Houi, 3BH 340;
mposumu — nepeciinyBaTH, ubkyBaTH, Ci0BO mnpaBouBe i JOyMKy
NpUPOOHY TpOBIATH rasetH, 3sH 200;

ysiaumu — poukynoBaTH, CaM XOmKYy 3a HUM i Oylararo — UBiIIO: 3BH
307.

OYPATHUBHI giecniosa 3 HapocTKOM -amu, -ysamu:

mpenemamu — BopywHTHcs, mnopyuwatucs, llocs B Hilf (XMapin)
MYTHThCA i Tpeneye 3BH 107;

2anokamu — nepeknukysaTu(cs), B spax i neGpax ramrokaloTs py6aui. 3b
9;
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Oxcypuamu — uropkoTiTd, [ToTik mxypuaB ctuxa. 3B 47;

memamuca — KMOATHCA, 3BOPYLIHTHCH, .. HaBiTh 3ameTanocs
6e3cTpallHe cepue B BoiHa — 3BiprokH. 3BH 287;

mixamu — BTiKaTH, AJle CKpUTHCA, TikaTH He yxoauwso JoBusm. 3B 24;
wememamuca — 6Gopcatucs, MoHronu nmaganu, B BOJi LIEMEYYYHUCh i
6opukarouncs. 3b 237;

HiecyioBa 3 OOKOHAHOIO Hi€lO:

gepemuca — KHHyTHcs, Ta uyew, wo BiH (Opes) THETL BHU3 BEPXKECh —
kpoB npoJuTH. 38H 147; Buus Beprnacek i po3bunaca o6 xamiub. 3sH 287;
3gepemuca — 3aapwxaTi, Manuit Mupon ax 3Beprcs i o6epHyB 3assakaHi
oueHsTa Ha cTaporo Pabuny. "Manmnii Mupon” 13;

3axpycmimu — 3apynoTiT, 3axpycTiB 3Bip nomix siomamu. 3B 2I;
nitimumu — 3po3ymiti, Ta mBuako miiMHB s, 10 BiH JuMwW GaxkaB i3
Hawol npaui po3xkuTbcs. 38H 381;

npo3damu — BuBigaTH, IIpo3HaB a1 i gna xiHku 3apobitok. 3BH 310;
IiecnoBa 3 nNO8MOPIOBAAbHOIO [i€l0:

kxoaecygamu — KpyxnaTtd, Ilnasne ta konecye open 6epkyr. 3B 9;
npockoésyeamuca — TPOTHCHYTHUCH, TNPOXOB3HYTHCS, Mupocnasa

MeBHUM KpPOKOM ilula mMoHaj YypBHLIa ropi cTpiMKMMH nebGpamm,
npockoB3yBajsia nomixx BuBepTH. 3B 19.

I[TPUCJIIIBHUKH. Panniii ®paHkoBili MoOBi NpHKMeTHi NpHCIiBHUKH,
B3ATi 3 MicueBoi roipku. TyT 3aMiTHI cknagHi mnpucaiBHHKH,
ApYTropsiAHOTO MOXOKEHHS.

A. Ipucaienuxu cnocoby:

8ckopi — He3abapoM, 3racHe Bckopi Osuck ix (ouuub) y ciiz mopi. 3BH
192;

écynip — Hanepekip, Bcynop, He BuBomsATHL cniBaHo4Yok Ha Bechb OBip
cosioBieBi Ha BHIleHUi Bcynip. 3BH 108;
Muso — ckopo, A BHM Bci xHBO Ao puckaiis. 3b 211,

ncymmom — rpomagHo, CkpHnisia MalMHa i XKYXKMOM JIETiJIO KAMiHE Ha
Hewacuux 3B 233;

Hasnax — HaBnaku, Ta 6ic migkycus Bac GpaTaTuck, G6paTepcTBO % HaBMak
nosepHyTH. 3BH 176;

Hacmopu — crtop4aka, CTOsAB HacTOpY BeJH4e3HHH kam’saHuil ctosn. 3B
49;

Hisopomom — 0e3 nopsaaky, Xynmob6a HiBopoTom Opuna... JIu. 3.4;
rpeuHo — yYeMHo, YBaxkalTe: BiH He Kaxe, TiJIbKO NPOCHTb OYXe€ I'PEYHO.
38 212;

MimKo — CKOpo, uinbHo, OKkoM i ciioBOoM cTpinsewr T Mitko, 38H 192;
Hewaono — 6e3 momuinyBaHHs, Ti WO 3axouyTs onHpaTHcs Horo cuii,
6ynyTs HewagHo po3snaBineHi. 3B 141;
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6op3o — ckopo, 'pomana crapanachk sk Haiiboplue no36yTHCL HEMHJIOTO
rocta. 3B 64,

cymupHo — cnokiiiHo, B 3roai, Ta cymilka gana i MOXHICTb CYMHPHO
3KUTHCA 3 norjasgamMd Hapopda. 3B 199;

on'ams — 3HOBY, HaHOBO, XouY MoBaJIeHUH, ONMATL MillHMHA i CJIaBHHI,
BcTaBaB y 6opotnbi. 3BH 146;

nomice — BcyMmill, pa3oM, BTiMm 3-3a cTiuu TBiff kpuk AUTAuME gilios 3
KIHOYHM KpHKOM mnomick. 3BH 315;

nocnie — cninbHo, BpaTu MOB 3uuwIMBi Ha mpafigHiii HUBI NpaUiOOTHL
nocniB. 3B 126,
nopoeens (nopisens) — HapiBHi, He3BuuaiiHa keHlIIMHa mopoBeHb i3

Halicu/IbHILUMMKM MYxamu noGoproBajla HeGe3dnexku. 3b 18;

Henodoba — He BuUmajae, He npucroits, Henono6a ctapomMy BnaBaTucsi B
mostoni Mpii. 36 87;

dicmomb -mo — pOoOCTOTYy, To HiOM Tak, [icToTh To: roayite mMmoku
moJsionui. 3BH 306;

JoKkpuxmu — 30BCiM, KOMIUIETHO, XOTiB.. JOKPUXTH pO3OHTH HEHaBHCHi
rpomancbki mopsaku. 3b 69;

2€eab0M-noAeabom — cBODinHO, HenbainuBo, Miil x71i6 zapmo xpeTe, a Bce
JieIbOM-T01eJIboM noBoauTecs. Jly 4;

are — nyxe (3Hak 3guByBaHHA), | 10 Bke raHs6UHM #oro, To i ane! 3BH
369.

b. Ilpucaisnuxu micysa:

0'20pi — poropw, noJis, gogony, J’ropi Bac TArHe Bce Tak, Kk MEHe JOJIiB.
38u 332;

odomie — noaomy, 3 BigHa nimku #wos wazanm noomis. 3BH 332;
noHuswe — HWx4e, BHU3Yy, [loHH3we OyB uwinuit Ban kamius, 36 27,
nonpubiu — 360Ky, Ane HactaB (paTHile) nonpubi4y i 6opoHucs. 3b 25;
my, myma, mymxu — TyT, ocbae, llle nobpe, o Ty nocumiTy ocb
cynokifivo maroth. 3BH 296; T'omi cuaith goma TtyTta: 3BH 190; oi,
Tlocnoau, wo ce TyTkH 3a pos3nyau? 3BH 253;

mym mo, 2eH mo — croau — Tyad, JuBHMI riac MeHe KyOuch KJiHye —
TYyT TO, reH To. 3BH 114,

C. IlpucaieHuxu uacy:

2Hemb — 3apa3 e, ckopo, sk cTiif, Ta npoMiHb COHUS THeTb BUinye 3
nuus HeOec xMapuHky Tyio, 3BH 107; llo rHers Ha BCcTymi B Te HoBe
KHTE... MEHE BHTA KyJbTypHe OpaHTe Te. 3BH 328;

OHecb — cborogHi, ByB y Hac MyxHK konuck... [IHECh Taki nepeBesIUCh,
3Bu 198;

nox, 0onoku — TOKH, fIK JOBro, A Mok 3iHTH lie COHle MYCHTb, XONTa

NueHUo 3aycuThb. 3BH 190; Jicmoms mo: roayiite, nonoku masuii. 3sH
306;
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nokiab — 1MoKH, sk aosro, [Tokinb s cniBato, npaus yekae Moe€i pykd. 3BH
163;
menepka — Tenep, Ta cyMiiiHe Moe 6yHTY€eTbC B MeHe Tenepka. 3BH 368;

CIIOJIYYHUKHU. B panHiii PdpaHkoBiii MOBi € Tex i crmosy4YHHKH,
NpUKMETHI 3axiZHoyKpaiHCbkMM rosipkaM. Ocb Kijibka 3 HHX:

npeyiHb — a Takd, A mpeuiHb A NigJaHHil HaHBipHiluMii ilWoB nix cTarom
3aKkoHHOI BnacTtd. 3BH 391;

cau — saxwo, Ta cau i TaMm OiaHi CXHYTh, TEpNJIATHL, pUOAKOTD, CJIH i TaM
semis cce kpoB ix... 3sH 116;

ueHb — alke, MOXe, a ocb 1o Xpamy JIIOACLKHX 3MaraHb .. YeHb i Mo
[OJIOXKHUTLCA uerauHa. 3BH 119; To 4yeHb B HOBiIM, BeJIMKiM JIFOACHKIM
xpaMi XxTochb N06pHM cyioBoM i MeHe 3ragae. 38H 119; "Yens e cTanemo
Ha Horu!” pa3-B-pa3 rosopus. 3BH 297.

BIIMIHIOBAHHSA IMEHHHX I AI€C/HTIBHHX YACTHH MOBH.

Cepen nexniHauiiiHux ¢opm imeHukiB wikaBi y PpaHka, NpHKMETHI
raJlJullbKUM TroBipkaM, Yy iIMEHHHMKIB Y0JIOBi4Oro poAy 3akKiHYEeHHS
JaBaJIbHOro BigMiHKa - y MOpYyY -06u, Hamp.. OOOAIOYH TOBapHIUY
Bigsaru, 3sH 155; llo wapceke, To napesu. "Uyma” 47. B micuesomy
OOHHMHHM MillaHOI Ta M'AKOl BigMiHK: ToBapuiiom 38H 114; Tyrapom 3B 31.
IMoxi6Ho i B cepaubomMy pogi: ba it gpyruxnxuem cami Ha Gik njeyom 3BH
264. B cepenHboMy pofi iMEHHHMK MpPHroJIoCHOI BiMiHM Mae€ 3aKiHYEHHs
BiIMiHHM Ha -0: KomHe 3HameHo 3B 43; 110 noBiBa€ Ha HaLIOMY 3HAMEHU.
3b 78. Hartomicth im’s Mae B pogoBoMmy Takox (opmy: He nonasaii
yecHoro im’s Ha raHb0y. 3B 100. Ha3uBHuii i knuuHuii yonoBivoro poay
Mae€ 3akiHyeHHS — oe6e: Oif, o B noai 3a gumose, 3BH 110; Takox
3aKiH4eHHA -e: censiHe, moge. llei HoMinaTMB Mae Takox ¢yHkuUilO
3HaxigHoro BigMiHka: Iou mani Mixk mroge. 3BH 358; Iou, kpaco, nomix
atode. 3Bu 110.

B owiHouomy popni He Tinbkd iMEHHHKIB, ajie i NPHKMETHHKIB Ta
3aiiMEeHHHKIB YacTO B OPYAHOMY BiOMIiHKY € 3aKiH4eHHS -06 nopyy -oo. Lle
npHTamMaHHe B noe3ii, noTpibHe ans pumy abo putmy. Ilpuknagu: no6os
HiyHowo 3BH 283, He ctynaii e apyros Hororwo Ha 3emiito, 3BH 348; I cuBuii
K rojay6, TpemMTsauYoé Hororo crynae noJis. 3BH 348; Cunoe OuBHOO,
oxuByLoo 3BH 103; roproyos pikos. 38H 124; ctexkoé TaeMHoro, 3BH 132;
Ipunans icrotoro wuinos 3su 133; cnyros ceitnsauoro 252. B nekninauiiiniii
OCHOBi Ha -I Take came 3aKiHY€HHS B OpYOHOMY BiIMIHKY: IpOXero
npoiimaroua momis 3B 25, 172. B MicueBomy 3akiH4YeHHs -u/3aMicTb
nitepatypHoro -i (Lle Tpamnserses i B iHKMx BigMmiHkax).: OroHb y neuu
norac. JIu. 9, lllyminu Bep6u B nonosi ne6pu. Tam Taku; o Tn BuGpanacs
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MHLIY JIOBHTH, TaM TakH |1, koHarouoi MaTepu "Py6au” 19,B KpoBu, Tam
Taku 23; 110 JiYuTh paHU i Beaki 6osictu 3b 64; OroHs y nevu noracu. JIy
9.

3aKiHUEHHSI PO006020 XHIHOUO20 | CepeOHb020 pOOy y MHOXHHI -ig
BXXMBA€TbCA i B iHIIMX poax, Hamp. 3 mponagucTux nebpis, 3b 17; Pocie,
Kkparo KpatiHocmis wopcmokux, 38 285, uomupoepannux wampis, 3b
108; muroue cnabeHbke cBiTJIO 3 BikOHIE, 3BH 361.

B BigmiHi npukmeTHHKiB Tpe6Ga 3rafaTH pifKicHi T. 3B. doezi gopmu
Ha3MBHOrO, Hanp.: Tail Jo30Boe npyTs, JIu. 11 Ta HAPOCTOK BUILMUX CTYMEHIB
-itiw- HaiicBixcititua xeptBa "Py6”. 23, UuM pa3 To nomajiiiiue, TaM Taku
19; mo6oB wo pa3 TpuBKifia Hixk Myp. 3BH 22. IHmuHA HapocTok: Pan 6u
s, BECHO, B Beceabwii HYTH palicHHM cmiBoM BHTaTH TebGe. 3BH 110;
TpuBasbwuli; 6auzwe “Py6”. 20.

SANMEHHHUKHU. Cepen 3aiiMenHukis Oarato ¢opM NpPUKMETHHX
raauubkuM rosipkam. lle: noBimx mu, 3B 380; XTO0 mu xoue cBiT
38’a3aTH? 384 111; 3ma3aB my uicap kapy, 3BH 282; 1100 He CIMHAB MA Bix
6opHi cBaTtoi, 38H 172, 191; Sx miguy Haw 3po6HB mAa cBHHOMAcoMm, 3BH
332, 357, Bepe ms 6aba Ha konina, 3BH 318; XTO ma Xoye B nyTra BKYTH?
3BH; Xua 2o paHo Ha oABipky 3BHciioro Haiuos, 3BH 298; Goro ca 2o
36youtd JIy. 6; Uu camomoOcTBa B MHI 3a MHoro crajo. 3sH 267; Peu
cepue B mHi, Gniga xypo-maproko, 38H 130; 3a mHos, 3BH 284, 338, 150,
180, 181; nepen mo6oe, 3su 189, 284, manom 8cboi 3emii, 3BH 265; meoi
KpacoTH, 3BH 265, S 3roau Xxouy, Ta He 3MiHIO raiaku ceei (BOJIHHCbKa
rosipka), 3BH 206; 3aMiTHuii Bxke B oky Momy, 3n 106; Ane He o Moau
ce cnisaro 1, 3BH 112; YMitu xuth omce Benuke aino. 3BH 325; Konana
6ynb0y, MM omcecs MajleHbkuil LeOpuk Hakonana. 38H 312; B TpyHi THXO
cnuth IBaH, He Oaxae Ginbw Huy. 3BH 301. Lli rosipkoBi ¢opmu
BUCTYNalOTh YacTilie B noesii Hix y npo3i. B ni3Hilunx BUOaHHAX nepLIXX
JniTepaTypHux TBopiB PpaHko nompaBass ui ¢opmu, Oinbie B npo3si,
MeHIIEe B mnoe3il. B npo3oBux TBopax € BaraHHsi MiX: BCbOro — BCEro,
HBOIO — Hero, BCbOMY — BCEMY.

YACJIIBHUKH. Yucna Big 11 - 20 i gecaTku 4acTo MaloTh Miclesi
3aKiHYEHHS -YAmb, -HAYAMb, HAMNp.. HE JOCHTb CAKMX-TAaKHX 3JIiMMTH
pankis wmuprayams. 38u 292; [eanayams Bep6moais ropbaTux, 384 351;
KiabkaHaoyames MUIb Binganeuuii, 3B 64; dsaysams cMinuBux Mosnoauis, 36
242,

€ y ®panka HeBiaMiHHi GOpMH YHCITIBHHUKIB, SK: MOMILLKMK HA (MO MOprax;
npUcaiBHHKOBa ¢opMa nepuwioi 4YacTHHHM CKJIAZEHOrOo YHCJIiBHHKA:
YOTHPOTpaHHMH; TpaNJS€TbC MNOABOEHHH YMCIIIBHMK Ha O3HAauYeHHs
HeBH3HaYeHol cKisibkocTH, sik: Hac € crpinsuis cmocom, 3su 148.
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JIECIIOBA. Cepen giecniBHuX popm 3amiTHi: 3akiHYeHHs nepiuoi ocobH
MHOXHHHM: B CHaX IOHOCTH TaK CKBamHO MH LUYKAcM MPAMHX CTEXKOK...
rapHo BiKk CBilt yknajgaem,... a BTiM B XKHUTE BCTynaem: 3BH 264; ane:
OrJIAHEMOCb — TaM TakH; mobauum, sk Oynmem xwusi, 3BH 345; Oxuemo,
6paTH, oxuem, 3BH 151; Inem no cBitna, macra Ta Moo, 384 262; He
yy)oro MH baxxaem Ta # cBoe He 3HeBaxacm, “Cemnep Tipo”, Kanycty B
neHs pybaem. Tam TakM. Big niecnoBa nismamu ytBopeHa 3., oc. onH.
nizHacmes — [JI8 pUMY O0acmb: 3 HUX KOpUuCmb AKYIO ni3Hacms, Ha-6o0xce
3a OyweHbKy Oacmb, 3BH 299. Bin niecnoBa xonamu yTBopeHa ¢opMa
xonae: Hi, — to Hons rpsaaku konae. 38H 110; Opu, xonau, i rHiii Bo3y, i
ciii! 3BH 329. Inwi 3amiTHi popmu: JIuui XUTS, J1IFOGOBH B JIFOACBKHX
aywax Him (Hemae), 3sH 112; [Ipupona-MaTH Hac AepxHTb, sk i mpe
(Tpe6a) 3BH 150; mpa (TpebGa) HOBoOro Bxe koxyxa, 3sH 207; Tpa Hosi
MyHIypH LUIHTH, Mpa HOBi rapMaTH JUIATH, mpa NiJaepxaTH nosary, mpa
B po3Bolo He BcTynaTH. 38H 209; XuaiBouka B HbOro XHBE, y HaliMHuKax
— 0i (a auBH, KaxyTb) mosoguus. 3sH 379; Ilpubir konaykTop, aBepi
rHeTb 8iomok (BiOMOK-BiniMkHYB). 3BH 237; Xpin (Xponis) Bcskuii, 3BH
327; Bce cranocs Tak, ik npopik (npenckasas) BiH, 38H 372; YoM neau
npucau (NpUCHYNH, po3buiucs) Bei, 38BH 101; Mopo3 nomuc (noTHCHYB),
BiTpHu peByTb. "CeMnep Tipo™ 16; ... konu 6u HeBenuukuit He Bigxuauscs
Ha 6ik i He npumuccsa (nputucHyBcs) ao ckeni. [TiI1 167; [Mpuiiwos, 3axmis
(3axoTiB) cnyxuTs MeHi. "Miii I3mapara” 78; A s mo Toprax My xodumu
(3oautuMy) 3BH 374,

3BYYHSI. 3 poHeTHUHHX siBMLL Ha3aMiTHilli: BAMOBa -eli-, -0li- 3aMiCThb -
€Hb-, -OHb: TUIbHeliko, 38H 277, 'eii, BU 6olikH, cKkaviTh MeHi nonerotiku,
3BH 243; Tpu naui TpiBanu noBu. 3B 14; xTo Oymcwwuii (oyxumii —
cunbHimmii), 36 20.

3akoHu mMo0a038yuHOCMU OOCUTD 3aMiTHI y PpaHKoBiit MOBi, noAigHo fK y
6oiikiBcbkiit rosipui: IMotim BiH i371i3 yHu3. 3B 33; uacom izHos, 3b 177;
Bopir i36amxkaerbcs, 36 90; [Mpuxoausocs iM cTOATH chokiiiHO, MOB
i3B’a3aHuM, i xxmaTtu cMepTH, 3b 245; Jlecuxa BMina 3'TgaTu 4yxy aywiy
MoOB ipxa 3amizo. Jlu. 3; BHyTpillHUMH MexHecobHusamu. 36 100.

Oue HeBenWKHMil MaTepisj, LMO Oa€ YABJIEHHS 3aXiZHOYKpaiHCbKHX
NpH3HaK paHHLOI MoBM IBaHa ®dpaHka. lle cnpo6a BUBYHTH NOETOBY MOBY
nepwoi ¢a3n ioro TBopuocTd. [loBHe omnpalLfoOBaHHA MOXUIMBE Micis
BHKOPDHCTaHHs Horo pykomnuciB Ta MeplIOApYKiB ioro TBOpiB, NOETHYHHX,
npo3oBux, nyGiuMcTHYHUX i HaykoBUX. PpaHKkoBa MoBa MepekuBasa
eTanud pO3BHTKY, MOOCKOHaJIEHHs i KpHcTasi3alii, OCAraHHs BEpLUHH
MHUCTelbKol (OpPMH, O03HAK €OMHOI yKpaiHCbKoOi JliTepaTypHOi MOBH.

3 HapoaHoi MoBHoI ckap6HHLi Ppanko Gepe GaraTo ciiB micLeBoi rosipku
Ta iHIUMX 3axigHOYKpaiHCLKMX roBipoK i Hagae iM JiTepaTypHe
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ropoxaHcTBo. PiBHOYacHO 4eprmae 3 MOBH (HLIHMX praichmx'
NUCbMEHHHKIB, MepeayciM CXigHOykpaiHCbkHX. CTOAYM Ha CTaHOBHILI
equHOi ykpaiHcbkoi JlitepaTypHoi MoBH, PpaHkO BNpPOBaIKYE opas
Ginblue MaHIiBHUX y JiTepaTypHiil MOBi LIEHTPaIbHOYKPAiHCBKHX €/IEMEHTIB
7IEKCHYHUX, MOPQOJIOTIYHHX | CHHTAKCHMHUX. AJie KPiM TOTO BIPOBA/KY€E
B CBOIO MOBY GaraTo NpM3HaK 3aXiaHOYKpaiHCbKHX, siKi 32 HOro npuBOAOM
CcTalTh 3arajbHo-ykpaiHceki, unitepatypui. 1 xou ®paHko B
nepeBMaBaHUX HUM Bapyre abo BTpeTe CBOIX TBOpax 3MaraB A0 eauHoi
niTepaTypHOi MOBH, 3a/MLIAB y HUX TaJHUbKHA NpaBoONMUC (xenexiBky) i
crnoBHuUTBOo. CaMe 3a/lMIUaB BiH Ti 3aXiAHOYKpaiHCbKi eJleMEHTH, LLO
*HByTh y Hapogi. Tomy dpaHKoBa MOBa [ayXe XHMBa, HE 3aKyTa B HisKi
nyra.
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ANNA VLASENKO - BOJCUN

FRANKO’S CONTRIBUTION TO ONOMASTICS

The focus in this paper is on Franko’s activities in and contributions
to the field of onomastics, an area of study with which he is not readily
associated, although his contributions to it are, as will be seen, significant.

Franko’s efforts in onomastics consist of three works. These in
chronological order are:

1) “Remarks on the Origin of the Name Boiko” (Uvahy pro pokhod-
zhennia nazvy boiky). This was an article which appeared in the magazine
Zyttie i slovo, volume 3, published in Lviv in 1895. The article was a
follow-up to an earlier article by V. Okhrymovych on the origins of the
name Boiko. At that time the magazine was engaged in an on-going
discussion of the Boikos, the highlanders who live in the central
Carpathians between two other groups of mountain people, the Lemky to
the west and the Hutsul to the east.

2) “Contributions to Ukrainian Onomastics” (Prychynky do
ukrainskoi onomastyky), published in 1906 in Lviv, deals with Ukrainian
anthroponyms with nonproductive surname suffixes such as -ar and -yat.
This article was published by the Shevchenko Scientific Society.

3) “Ukrainina Vestiges in Transsylvania” (Slidy rusyniv u
Semyhorodi) is the last of Franko’s onomastic efforts and is the most
interesting. It was published in 1911-12 in the scientific supplement to
Uchytel, volume 1, in Lviv. Here Franko traces Ukrainian settlements in
Transsylvania in the 18th century.

These three articles were reprinted by Prof. J. B. Rudnyckyj in 1957 in
Winnipeg in Onomastica, No. 14, partly in celebration of the centennial of
Ivan Franko’s birth 1856-1956. It is noteworthy that these works were ex-
cluded from the “complete” 20-volume edition of Franko’s works
published in Kiev in 1956.
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In this paper an analysis of all three works is undertaken. They have
not been fully studied as yet with the notable exception of the first one on
the Boikos, which was amply treated in Prof. Rudnyckyj’s doctoral
dissertation, “Geographical names in the Boiko-land”.!

1. “REMARKS ON THE ORIGIN OF THE NAME BOIKO”

The name Boiko is mentioned as early as the 10th century by the
Byzantine Emperor, Constantine Porphyrogenitus, who places their home
north of the Danube in the area of present-day Hungary. Using this
remark as his basis, P. Shafarik claims that the Boikos were later pushed
north by the Hungarians, although this hypothesis has not been proven. In
any event, the Boikos are widely considered to be descended from the
White Croats. The area in which they resided, Trans-Carpathia, was
annexed to Kievan Rus by Volodymyr the Great in 981. From that time
on, the Boikos shared in the fate of other western Ukrainians, falling under
Polish rule in 13492 and under the crown of the Habsburgs in 17953,

In addition to Franko, those participating in the 1895 literary
discussion on the origin of the word Boiko were such Ukrainian
ethnographers as V. Okhrymovych, O. Verkhradskyi and P. Patryckyj.
Patryckyj was the proponent of the so-called Celtic hypothesis which
claimed that the Boikos were descended from Celtic warriors who lived at
one time in the Carpathians. Verkhradskyi, on the other hand, maintained
that the Boikos were so named by their neighbors because of their manner
of speech, the persistent use of the dialectic particle or interjection “bo & i
& ye” which is a sound emphasizing or reaffirming what was said or what
is being said. Perhaps an English equivalent can be found in “well” or “you
know”. In his work, Franko agrees with Verkhradskyi’s hypothesis in
general, although he claims that the dialectic particle arose not from “bo &
i & ye” which means “because it’s so”, but from “ba & ya”, analogous to “a
& ya” and “a & aya” found in other regions of the Carpathians and all
signifying the same, an affirmation that can be translated as “yes”, “that’s

”»

so”, or “certainly”.’

1. Rudnyckyj, Jar. Nazwy geograficzne Bojkowszczyzny (Geographical Names of
Boikovia) Lviv, 1937, 2nd ed., Onomastica, No. 23-24, Winnipeg, 1962. p. 6.
2. Kholmskyj, 1., Istoria Ukrainy (History of Ukraine) New York, 1949, p. 85.
3. Ibid., p. 301.
4. Franko, lvan, Nazvoznavchi pratsi (Onomastic works) Onomastica, No. 14,
Winnipeg, 1957, p. 49.
5. Ibid., p. 50.
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It is interesting to note that the Boikos did not take kindly to their
neighbors calling them thus, as often a person does not like the nickname
his peers bestow upon him. That the particle did have a marked dialectic
usage I myself can testify, having spent a part of my childhood in
Krushelnica, a village in the heart of the Boiko-land where my father was a
pastor. One of our frequent visitors was Mykhailo Halushchynskyi, editor
of the magazine Zyttie i znannie and a cousin of my mother. He liked
children, carried candy with him and used to tease local children
thus: “Don’t say ‘ba’ and I'll give you a nickel for candy.”

And the invariable reply was: “Ba, if you really would.”

In the 1930’ further research on the Boikos was undertaken by S.
Rabij in “Dialect of the Boikos”, by M. Skoryk in “Concerning the Name
Boiko”,¢ and, most recently, as previously has been pointed out by J. B.
Rudnyckyj in “Geographical Names in Boiko-land”.

2. “CONTRIBUTIONS TO UKRAINIAN ONOMASTICS”

In his second work on onomastics Franko examines and supplements
M. F. Sumtsev’s “Surnames in Little Russia” and V. Okhrymovych’s
“Concerning Rural Surnames”.” Both authors point out that in rural areas
many persons had, in addition to surnames, nicknames given them by
neighbors that were often used behind their backs. Franko, who himself
was a Boiko and spent his childhood in Nahuievychi, agrees with the
findings of both men. He supplements their work with extensive lists of
surnames, often encompassing three and four generations of descendants
of owners of ancient homesteads.

The homestead figured importantly in ancient times. This was known
as a “dvoryshche” and consisted of all worked land belonging to a clan or
family. The homestead was enlarged in relation to the needs of the family.
This process of land cultivation and ownership existed in far-flung
provinces well into the 16th century.

In his work, Franko draws on court records from 1563 to 1566 which
were published by Oswald Balzer8 and on historical acts of S.
Tomashevskyj from 1648 to 1649.9 At about this time the Polish
government began its attempts to curtail homestead expansions. Unused
lands began to be regarded as belonging to the government and were given

6. Ibid., p. 51.

7. Ibid., p. 12.

8. Materyaly historyczne, wydawnictwo Towarzystwa Historycznego we Lwowie, Tom
1. Regestr zloczyncow grodu Sanockiego 1554-1638 (Materials of Historical Society of city-
Sanok 1554-1638). Ed. Oswald Balzer, Lwow, 1891, (Onomastica, No. 14, p. 18).

9. Franko, p. 18.
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as grants to Polish colonists.!©
Franko divides the surnames into three categories:
1. a) Surnames formed from the name of the father, grandfather or eldest
brother (masculine gender, genitive singular):
Chwedko Dolinskigo-pasinek (stepson) — XBenpko JomuHcekoro (MacHHok)
Andrus ziec Krywoho (son-in-law) — Amnapiit Kpusoro (3s7b)
Hrycz Nagornego (son) — I'puub Haripuoro (cun)
Wladko Woznego (brother) — Bnoagko Bo3snoro (6pat)
Sometimes the relationship designation was omitted and the surname
stood by itself: Dolinskigo, Krywoho, Nagornego, Woznego.

b) Surnames formed from the feminine ending of a family name
(feminine gender, genitive singular):

Wasko Tymkowey — Bacbko TumkoBeit
Fedko Kuzminey — ®eabko Ky3bmineit
Hrycz Makarowey — I'puup Makaposeit
Wasyl Chominey — Bacunb XoMmiHeii

These are not common, Franko finding only the four given above, and
were created under unusual circumstances: when there was no male child
to carry on the name and a son-in-law became the family head, or when a
child was born without a legal father. These names were created in part
because government officials did not feel like recording new surnames of
families, preferring to list the old family name as owning the land, despite
the fact that many distinct families were now living on the property.
Usually, the Ukrainian language requires that a name formed from the
feminine end in -ykha or -yshyn. Thus, the widow of Tymko is called
Tymchykha and the son Tymchyshyn. There are numerous surnames like
these in the Ukrainian language.

I1. Surnames formed from the nominative singular neuter ending in -ya
or -a and from the nominative plural neuter ending in ta.!3 This was a
type of surname given to orphans, particularly when the head of the family
died. Franko gives an extensive list from which we have selected three
examples:!4

a) From the name of Boris Boriscza — Bopucua Borisowieta

Bopucossta
From the name of Iwan Iwancza — IBaHuya Iwanowieta
IBaHOBsTA
From the name of Klim Klimie — Knums Klimczowieta
KnumyoBsita
10. Ibid., p. 30.
1. Ibid.,, p. 18.
12 Ibid., p. 19.
13. Ibid., p. 2.
14. Ibid., p. 22.
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b) From the nickname or trade of the father:'s
Gluchy — I'nmyxuii Gluszenie — I'mymens Gluszenieta —nywensTa
Drobisz — Hpobumi  Drobiczowieta — [dpo6imoBsiTa
Tokar — Tokap Tokarcze — Tokap4a Tokarczeta — Tokap4aTa

I11. From the genitive plural neuter ending in -at and -yat, a formation not
indigenous to the Ukrainian language and probably given by a non-
Ukrainian governmental official:!6

a) From the name of Andrjj Androwiat — AHgpoBsaT Andryczat

AHgpHyaT
From the name of Panko Pankowiat — IlaHbkoBsTt Paczkowat
From the nickname of Drozd Drozd — Hpo3n Drozdowiat
Jpo3gosst

b) Several names formed from feminine names:!’

From the name of Halka — TI'anbka; Halkowiat — I'anbkoBAT

Franko is very precise and careful in giving the number and page of
each archival source in which he found a name. This constitutes a rich
source of materials for scholars of Ukrainians anthroponyms and merits
further study.

In concluding his complex work, Franko presents a historical
overview of the fall of the ancient homesteads in Galicia. He uses sources
collected by M. Hrushewskyi and published in Sources to the History of
Rus-Ukraine, vv. 1-V. On the basis of these sources, Franko comes to the
conclusion that Galician villages arose in the 14th and 15th centuries when
descendants of a patriarch would build individual homes on lands
adjoining the original homestead, would cultivate these lands and establish
separate and distinct households. When in 1565-66 the Polish government
confiscated these expanded landholdings as belonging to the crown, these
people became landless and, not being able to clear new land, they came
into conflict with the new government order. For that reason, Franko
asserts, so many of the names of these peasants and farmers began to
appear in the rolls of prisoners and convicts.!8

3. “UKRAINIAN VESTIGES IN TRANSSYLVANIA”

Franko’s third work in onomastics, “Ukrainian Vestiges in Transsyl-
vania”, is most interesting, not only from the historical standpoint, but
because of its sources and unique materials written in Latin and early
German. The book is divided into two chapters and a postscript. In the

15. Ibid., p. 25.
16. Ibid., p. 27.
17. Ibid., p. 26.
18. Ibid., pp. 38-44.
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first chapter, Franko repeats the sources quoted by M. Hrushevskyi that
Ukrainians lost their distinct ethnic identity in Semyhorod at the end of
the 18th and the beginning of the 19th centuries, having been assimilated
into the general populace. What they left behind were shadowy tracks,
traces seen in geographical names which, in turn, were altered by
Hungarian, Rumanian, and German, depending on what national group
controlled the area at a given time. For example, the village Rusychi was
known by the following names during the course of time: Rusesti, Rusielu,
Russdorf, Reusdorfel and Reusdorfl~in.!?

In this first part, Franko reviews the following works and sources: 1.
Wolf, “De vestigiis Ruthenorum in Transilvenia”, 1807, in which Wolf
states that 130 families of Ukrainian origin were living in Russdorf in 1807:
“Rumanische Studien” by Reslera from 1871, and the rare manuscript of
Friedrich Muller, specifically a third edition published in 1864 (the first
edition appeared in Semyhorod and the second in Vienna in 1595). The
manuscript is called, “Deutsche Sprachdenkmiler aus Siebenbiirgen. Aus
Schriftlichen Quellen des zwdlften bis sechzehnten Jahrhunderts,
gesammelt, von Friedrich Muller, Gymnasialdirektor in Schaessburg.
Herausgegeben vom Verein fur Siebenb. Landeskunde, Hermannstadt
1864.720

Muller’s collection has 122 entries consisting of toponyms, names of
individuals, school names, names of trade groups and associations, all
dating back to the 12th through the 16th centuries. This manuscript tells us
that the Hungarian King Andrij II gave to German Crusaders in 1211 the
land known as Borza and that they lived there to 1235 when they were
driven out because of their differences with local bishops and warriors. The
land and the river that flows through it has such name variations in the
manuscript: in 1211, Borza aqua and Borza terra; in 1218, Burza; in 1222,
Bursza; in 1223, Boza; in 1225, Borze; and Bortze in 1231, a rather
obvious Germanization.

The phrase “Borzan legions” appeared in “lhor’s Tale” in 1187 and the
word “borzo” is still in use in Galicia to mean “quickly”, drawn from the
fast flowing river Borza.

In the second chapter, Franko discusses another unique manuscript,
written in 1595 in Latin by Martin Bronovsky and dedicated to the Polish
King Stefan Batory. Franko thinks Bronovsky was a Ukrainian. The book
has a lengthy name which I give here:

“Martini Broniovii de Biezdfedea bis in Tartariam nomine Stephani

19. Ibid., p. 55.
20. Ibid., p. 56.
21. Ibid., p. 58.
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primi, Poloniae regis legati Tartariae descripto, antehac in lucem nunquam
edita, cum tabula geographica eiusdem Chersonesus Tauricae. Item Trans-
sylvaniae ac Moldaviae, aliarumque vicinarum regionum succincta
descriptio Georgii a Reichersdorff, Transsylvani, cum tabulis geographicic
tam Moldaviae, quam Transsylvaniae. Praeterea Georgii Werneri de
admirandis Hungariae aquis hyppomnemation, addita tabella lacus
mirabilis ad Cirknitz. Coloniae Agrippinae, in officina Birckmannica,
sumptibus Arnoldi Milii. Anno MDXCV. Cum gratia et privilegio S.
Caesareae Maiestatis.??

This book is historical in its description of the countryside and its
inhabitants and of Semyhorod. It also contains maps of Tataria, Crimea
and Semyhorod. In the text, Bronovsky enumerates four nationalities that
reside in Semyhorod: Saxons, Ciculi, Hungari and Valachi.2* Bronovsky
claims that the Ciculi are the descendants of the Scyths and their land is
present-day Moldavia. Franko speculates that the Ciculi were Ukrainians,
or rather Ruthenians.

In the postscript Franko examines the work of the Russian scholar A.
A. Kochubinsky “A Russian Tribe in the Danube Region” which appeared
in 1891, but which Franko did not become acquainted with until the body
of his paper was completed. Franko maintains that Kochubinsky confused
the Ciculi with the Hungarian Seclers who still live today near
Kokelsburg.24

Below is a list of place names which Franko regarded as being of
Ukrainian origin, due primarily to the fact that villages with like names
exist further west in what is now present-day Ukraine:

- bans — Bania, Radna-bania, Nagi-bania, Ztmar-bania, Branizka
Kapnik-bania, Banya-buk, Bajanyjka, Banyiczka
Borau — Bohach, Bagach
Bop3za — Borza,
BHCTpHIUi — Bystrycia, Bitritz, Bes
Buk — Byk
Oym6po — Dumbro, Dumbrawa, Domb, Dimba
Oym6poBa —.Dumbrova
Xpanyn — Crapun, Krapundorf
Kpacna — Krasna, Kraszna
Mensix — Medviz, Medwich
Moumsa — Moszna, Monostor, Klausenburg, Clasiene monasterium,
Clusa Culus

22. Ibid., p. 67.
23. Ibid., p. 70.
24. Ibid., p. 79.
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OnbmmHa — Qlchina, Olczna, Oroszi, Oroszfalva, Oroshegy

IIpucnon — Prislop, Priszlop, Pryslup

Ponna — Rodna

Pycka — Ruska, Russberg, Russmarkt, Reusmarkt, Forum
Ruthenorum

Pycern — Ruseti, Rusielu, Russdorf, Reusdorfel, Rusz, Hermannstadt

Comp — Sol, Solnok, Szolnok

Cunbin — Scybin, Sibin, Cibin, Zebin

3natHa — Zlatna,

Franko further says that the presence of these geographical names
bears out the ancient existence of Ukrainian settlements in Semyhorod. He
states that changes and variants in names occured through the ages as the
language and the occupants of the villages changed.

CONCLUSION

A review of Ivan Franko’s onomastic works indicates clearly that he
made a significant contribution to the field in the Ukrainian language and,
in fact, should be considered the first Ukrainian onomatologist. He was
painstaking, careful and thorough, and what he left behind is a rich lode
for further exploration and mining by present day scholars.

To add as a postscript: Last year when 1 was in Munich, West
Germany, I came across a 1685 map of Semyhorod. The map was entitled,
“Ukraina quae et terra Cosacorum, a Jon Baptista Homanno, Norinberge
1685”. On this map I found the following names which appear to be of
Ukrainian origin: Deva, Desne and Radna. I have brought a copy of the
map with me and it is available for your examination.
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CO®IA PABIN-KAPITMHCBLKA

rOBOPHU JPOI'OBUYYHNHHU

3 Y3r/IAAHEHHAM I'OBIPKH C. HAI'YE€BHYI,
IBAHO-®PAHKIBCBKOI OF/IACTH.

Jporo6uyyMHa nig MOBHMUM OIJIAAOM HAJIeXKHTh A0 NiBOCHHO-
3axigubol rpynm ykpaiHcbkux rosopiB. Ha Tepeni [JporoOGuuumunHu
36iraloTbcss MexXi [OBOX UEHTpallbHO-3aXigHiX rosopiB, a came
HaJOHICTPAHCbKOro i OGoMKiBCbKOTO.

O6a 1i roBopH pi3Hi CBOE PopMalli€lo i pO3BOEBUMH TEHIECHUISMH, a
MicueBi yMOBHHH (NOJIITHYHOrO, €KOHOMi4YHOro, reorpagiyHoro
XapakTepy) AOBEJIH A0 TOrO, L0 BOHU BHKA3yHOTh CyMill HEKOHCEKBEHTHO
nepeBeIeHUX MOBHHUX MPHUKMET (PUC), TOMY HE MOXJIUBO iX pO3rjsafgaTH SK
CYUiJIbHy Tpyly, Y4 OAHE THi3ao (roBopiB).

HeogHocTaiinicTh rosipok IporoOGMYYMHH BHMAara€ posnojiay ix Ha
TpH rpynu, abo BU3HAYEHHS TPbOX rHi3a: 1) miBHiYHOrO, 2) UEHTpPAJILHOrO,
3) miBmeHHOroO.

1) IliBniuHe rHi3g0 TBOPATHL rOBipkH IO mpaBoMy Gepesi p. duicTep,
10 Ha MmiBAEHb CAralOTh MO Taki cena: (Big cxony) I'ai Huxui, Konneus,
Cineus, IMoneni, Scenuus CinbHa, Haryesuui, BHHHMKH (Ha 3aX.)

2) Ha3BaHi cena 6yayTh 3apa3oM HiBHiYHOIO MEXOH LEHTPaJbHOr O
abo mepexopoBoro rxizga rosipok. IliBaeHHOI0 MeXel NEPEXOAOBHX
roBipoK € rpaHM4Hi cena MiBHiYHOI MOJIOCH GOMKIBCLKOTO TOBOpY.

3) IMiBaenne rHi3go OporoGHUBKHUX rOBipOK i€ BXKE MOBHA TEPHTOPis
Boiikisiuun, ueHTpanbHo-KapnaTchkuii rosip 6oiikiB, wWo Ha cxomi
MEXY€ 3 TyuyJbCbKMM, a Ha 3axoli JeMkiBcbkHM. Mexa 6oiikiBcbkoro
ropopy B Jporo6buyuuHi Beme (Big miBA. CX.) celaMH Y JIHYHO,
Ho6porocTtis, Cxiauuus, Onaka, 3onokots, Iin6yx, CToponHa (Ha nisz.
3ax.)

Ilogin rosipox dporoGuyyrHU Ha TPH CHi3ga YM TPYNH HE MOXHA
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po3yMiTH, K TpH oAMHHLI. € Le pajle roBipky, 10 06’c¢AHYIOTh cea, fAKi
BHKa3yloTb 36ir oaHakoBuXx i30¢oH u4HM i3orjmoc. Uepes Ti ruizga
nepexonATh i iHwi i30¢oHH (i30rjocH), 110 Jiy4yaTh OJHAKOBi MPHKMETH
Hepa3 i Linoi MoBHOI TepHTOpil YkpaiHu.

Sk BuxoauTh — JporoGHYYHHA MiJl MOBHHM OrJIAAOM, Lie LikaBHi i
ckoMIUtikoBaHuii TepeH. TyT 3ycTpiualoTbcs OBa LEHTPasIbHO-TaJIHLbKIi
roBopH (3ax. ykp.) pi3Hol ¢opmauil i 3 pi3HHMH TEHICHLiAMH.

1) HagauicTtpaucekuii roeip, sx Hasusae iioro K. Kucinescbkuii!®
“npyropsaaHuii, 6e3 apxaismiB, a 3 TEHACHLi€IO OO0 MNOIUHPEHHS CEpEN
rajuiubKoro TrpoMaJsHCTBA Ta 3acBOIOBaHHA JTepaTypHHX ¢opM y
Monofmoro nokoniHHa.” 2) 3 gpyroi cropoHu rosip BoiikiB — oguH 3
Haflapxai4yHIIIMX HalUX YKpaiHCbKMX TOBOpiB, 10 3axoBaB JaBHi
He3aKiHYeHi nmpoluecH Ta JaBHi MPUKMETH apxai3MH (B OinsHUiI QOHETHKH,
¢nekcii, JIeKCHKH, HaroJsiocy), ski came pi3ko Bigpi3HsloTh Horo BiJ
cycigHiX KapnmaTChbKHX ToBOpiB (TyLyJIbCBKOTO Ta JIEMKiBCbkoro). bes
CYMHIBY BiH i3 ycix 3aX. ykpaiHCbKHX roBopiB Ma€ HaiibGijblue cnisbHMX
NpPHKMET 3 TOBOpaMH MiBAEHHO-CXiHIMH # ykpaiHChKOIO JliTEpaTypHOIO
MoBoO10. Mexa 6olikiBcbkoro rosopy, Ha MO0 AYMKY, JaBHO JOXOAMJIA J0
npaBoro Gepera piku JIHicTep, Ha 110 BKa3lye TEHAEHUis OO BIACTYNy Ha
niBgeHs (y HampsMi rip) nepel €KCNaHCHBHMMH TEHIEHLiAMM TOBipoOK.
Heski TenmeHuil uux (HaAOHICTPAHCLKHX) TrOBipoOK, y SKHX OEXTO 3
JocnigHukis BOavae sMlle BIUIMB JIiTEpaTypHOI MOBH, s BBaXalo
3aXOBaHHAM apxai3MiB y CTaplIOro NOKOJIiIHHA, a B MOJIOALIOro
NOKOJIIHHA BOHHM 30eperyics uyepe3 BIJIMB ILIKOJIM Ta JiTEpaTypHOI MOBH.
Hns y3acalHEHHs HalllMX TBEPIXXEHb NMPHCTYNHMO N0 06roBOpEHHS TPbOX
BM3Ha4YeHUX THi3a rosopis Iporo6uudmHu.

I. IliBniyHe rHi3n0 — ue HaagHiCTpAHCbKI rosipku. HaiiBaxnusilinm
KpUTepieM Yy BH3HaHEHHi HaJJHICTPAHCLKHX TrOBipOK € 3MiHa 3arajibHo-
ykpaiHcbkoi poHeMH a” no M’skoMy npurosiocHomy. (I'n. 19) NonocHuii -
a- (no M’skiM) nepecyBa€ Micle TBOpPEHHs OO MNepely pPOTOBOI SIMH,
nianajaae 3By)KeHHIO, O3HaueHHI K 2 (BHM1LM# 3BYK), ane L€ He cepeaHbOro
psany), 6) wacto royiocHuii “a” cTa€ roOJIOCHHM CepelHbOro psaay i
31MBaEThbes 3 "e”, abo B) HoxoOMTh O0 -H- Ta “i”, CTae€, rOJIOCHHM
cepelHbOro paay-"- :, Hamp. Obakyii, 3 MiubaHubé, chéay, BiyiUbi (Ha3.
onH.), Bijubema, MapHubi, uapHubi, uapMupi, 6y cvi 60itit // 60iieT.
CTyniHb 3BYXEHHs -a- MO M’AKIM BHCTYMAa€ B HEHAroJIOLLEHUX CKJaJax, a
30KpeMa KiHLEBMX: Ha IUbACTHI, 3Hbey wibénky (Bons S ky6oBa) nysésy
361kbi, Ha nOabix, Hactei (Cineup).

Y BHMMOBi cTaplIOoro nOKOJIIHHA 3yCTpiyaeTbhcsa Jabisizauiro
roJiocHoro -a- nepef B (Y Hecknagotsopuum). Lle 3aokpyrnenns ry6 6yBae
MeHIUe (-a), a JeKoJH (nepeayciM y cTaplliMX) roJIocHHii -a- nepeq -B- (¥)
3BYYHTb SIK -0- (Meped. paay): Hamp. noy, 6poy, npOyna, npuckerOy, i iH.

2) Tonochi -o- Ta -y-, -"e”- Ta -"M”, y HeHaronoLIeHi no3uuii
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aMmimyroTecs: HHCU (Haka3s. cmec.), ane: HEcy, yoT # Xxnynubéiiky HM
TwibET ndetu HM r¥Ycu ryHatd, HpyrO6uy, xAT1y. ¥ Moaoaworo
MOKOJIIHHS TYT AEKOJIH 3ycTpiya€MO NMpaBHJIbHY BHMOBY HEHAroJIOLLIEHHX -
0-, -€-, Mg BIUIMBOM LUKOJIH i JliTepaTypHOi MOBH. VY crapuworo
MOKOJIIHHS 3HOBY [OA€ThCs 3alPHMITHTH 3arajbHO 60iiKiBCbKY NMPHKMeETY
BOKaJIbHOI acuMinfAuili. Y HeHaroJIoWleHHX MNO3MUiAX Mifg BIJIHBOM
3BYXEHHX -0-, -€- (HaroJIOLIEHHX), NEpe]l M’IKHM TPHIOJIOCHHM BHCTYNAeE
ynolibHeHHs -0- OO -0- Ta -e- N0 -8- (FOJICCHHX CEpelHOro psay
k6nméub, nOThik (milIoB) 3a BicbkyM. Y [esKMX 3HOBY cejlaX MiBH.-CXif.
Jporo6u4yMHH royiocHi "o” Ta ”e” i B MOYaTKOBOMY CKJafi MO M’AKiM
NpUroJIocHiM OOHHXYIOThCH 10 -a- abo -e-i- Hanp.: Adyka (eBka, C.
Maiinny), Mapnan // Hipnan, Wadpum, iapeit, Hanoxiiti (Bonowa), a
takox aHasoriua ¢opma: Marna// Herna// Hirna (Tarapwm).

3) 3aTepnacs piXKHHLSA MeXH peduiekcaMH Mpaci. FOJIOCHHX -i- Ta -H-
(um bI). 3ragaHi pediekcH MpacaoB’IHCbKHX -i- Ta -H- (bI) 3i{LIUIHCA JalOuH
3arajibHO-yKpaiHCbKy (OHeMy -H- (IUJIOCKY - OOHHMXKEHy): CHH, NMHpPYTH,
3anic, (BUHA/ mnposuHa), BHHa (HanuTok). Ilo ry6Hux us (3ar. ykp.)
¢donema -u-, Ma€ TPOXU OOHHKEHI BiTiHKH, L0 MO3HaYy€eThca AK y2 (Ane
1Ie He HHU3bKe — 3agHeE bl): 6aby, xnpibu, 3abny.

IMpo¢. 3inuHchkuii nopae rn.’ wWo B PYKOMMCHiM npaui 3 OKoJHLbL
Hporo6uua n-p Ilexapcki (monsk) 3anucas popmy (MuHYII0rO Yacy) 6onH,
Ky BBa)kKa€ MEpexXigHOI cTajliclo mnpaca. Obinu, WO mnoyepe3 bl 3
3a0KpYrjleHHAM ry6 (np. o3HauyyeTbcs) mepellisio Ha -o- Oajblle yYepe3
3ByXeHe o 10 y: Oyso. 3 TakuMH nepexoJoBUMH GopMaMH Mpacil. roJIoCH.
H, 0 y 3ycTpiyanacs, ajie Jajbllle Ha MiBAeHb y (Tak 3BaHiil) BepxoBuHi, y
cenax Bonocare, bitns, borenka, a Onsap bpox ra!: y ceni Yoéns
(3akapnatts). Ha Moo Aymky TyT Morio 3aiiTu 3MilllaHHS O 3 y yepe3
aHaJsoriro o 6yno, 6ona, 6010, ab6o B MOBi "3aiiqu” (HoBHil HanJIUBOBUH
€JIEMEHT).

Ilpacn. ronocHuil -i-, 3axoBaBcs JMILE B MOYAaTKOBHX CKjajax i
3BHYallHO 3 nNpUOMXOBMMHM (mMpuronochumu) r, ii: Hiyaw, #lnunii//
#Enunii, va Minei, a #iam, rinnuk// WERuk, rikOwa// #ikOHa, riMIrpanT
Ha iimeHbE, ane HimHLE.

4) Ha micui gaBHix o - € (B HOBHX 3aKpHTHX CKjadax) !4 ta mpac.
‘B "aTb” € TiUIbKU By3bKHii NepeJHbOrO TBOPEHHS 3BYK -i-, L0 M'SKIUHTDb
nonepeaHUit NpUrosocHuii: Abin (ais), BUAbiNKMY, Hbic (BiH Hic), Hbic (Hoca)
y nbitki, midipuy (Haryesuui).

5) Haxun po pop3anbHol mansTadisauil NMPHUrOJOCHHX SABJIAEThCA
CMiJILHOIO NpPHKMETON 3 HaAAHICTpAHCbkUMM rosipkamu. (Ile
MOLIUPIOETHCA B MOJIOAIIOMY MOKOJIIHHIO).

6) Ilpacn. rpynd -k, -TH, -XH, (+-Kbi, +-Ibi, +-Xbi), -ke, -re -, -xe-,
BHMOBJIAIOTBCA 3 CHJIBHILIMM, abo crabliMM cTyneHeM 3M’AKLIEHHS, a
3ByK “bi” B Hac/liIOK MigBMILEHHSA apTHKyasuil mae u, e, e, a Hepa3
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nepeaHUii — By3bKHii royiocHuii -"i-": OukMii, cBAXbi, pikH, cBATKbI,
nupyrH, vyacro nupyrbl (PuxtHui).

7) V rpynax n’s, B's, n'e, 6’¢, B’e, m’io, 6’0, B’t0 3aBBaXye€bcs
OTBEpAiHHA TyGHHMX, a MaJATaJIbHHI €JIEMEHT BHCTYMNA€E K EMEHre THUHHM
3ByK: -#i-, Hb, -Nb pimwe Ha np. BiETcei, HamMHBLEY, BitYHa, 31An0y,
mY6apyY, mubEpa, mubEcy (Cineus), Ha 3aypOfii, nity Tollo.

8) IpurosocHi -4-, -mX-, -1lI-, -XK-, -1ll- y Tpynax ya, 1aXa, llia, a, la,
€ M'ski, a poHema “a” 3rigHO 3 MpaBHJIOM ("a” MO M’AKiM NPHrOJIOCHIM y
UMX roBipkax) MigHOCHTbCA H MepecyBa€Tbcs [0 NEpPENy POTOBOI MH:
ybAc, - 4bEc, - yac, %bAGa, - %bE6Ga, WACTbi,// wmpictei, . T.
Baugpiscekuit (rn. 2) 3anucaB y Hepnanekidl, miamicbkii rosipui,
(dporo6uua) Taki mpukiaaau: MyubET (My4aTs), 3bSlnyBatu, npyro6u-
ubAH, chEnka (1anka) y BUMOBi CTapLIHX MEIIKaHLIB cela.

VY Moix Jociigax He BOaJjiocss MEHI LIMX 3SBHIL 3allMCAaTH, XoYya Malo
MaTepissiM i 3 THX TakoxX cin, ski nogae bannapiscbkuii. S BBaxana 6 ue
pajlie He 3a Npolec CHIbHOI NansATanilauii (1op3ajibHOI), ajle K MOXJIHBE
CHNbHE “CEIUIEHIHHA” y crapluMX, a6o BHMOBY LHMX TIpyNn YyXHM,
HaNJHMBOBHM €JIEMEHTOM.

Taky BUMOBY Ipyn: -ua, -)ka, -1lla MeHi BOaJIOCs 3alHCaTH B Cesax i Ha
nepeamictax wmicta Cambip, e Oyno 4Yyxe HaceleHHs 3 3axody
(xonboHicTH Ma3ypu). Ssuule Ge3 cyMHiBY liikaBe, ajie 3 OrJisay Ha pi3Hi
oO6CcTaBHHH He 3Hal, YH JAaCTbCA HOro mpociaiauTH (B iHAYCTPisIIbHHUX
LEHTpax uei OKpyrH mij cydacHy mnopy).

9) V niBHi4YHO cXiJHi{i YacTHHi roBipok LbOro rHi3ga, MPUroJIOCHHI pb
Ma€ Haxwi1 10 UiJKOBHTOI OAMCNaiATH3auil (OTBEpAiHHA) Ha KiHUi cJiB i B
CepeaHHi nepen OpYrdM NPHMIOJIOCHHM: LEPKYY, ane Jo rpabapié,
IWIKyabepui, Nanamapiié, y néxthipiié //nOxThipa.

. 10) YeHapocrky "—elb” NpUroJIOCHUH -1- € TBEpAMiA: CindL, KyymiL,
BiHML, YyTHL, ajle B 3aJIEKHHX BiIMiHKaX € MKHii: XJ10NLbe, 10 BiHKOHLbI,
6e3 kiHUbE, XN0nubYM, 00 BiTube. Y Ppopmax kiHOUOTo poay: MyJyanLbi,
nanuuby, nanuubyy. Y ¢opMax OiecniBHUX 3aBBaXyeTbCs MNEPEBaXKHO
TBepAu#l npuronocHuit -T- y 3akiHYeHHAX 3 OC. OOHHUHU i MHOXKHUHH: POOUT,
JUpXAT, cCbniyailyr, no6iu// ceniBat, 6irat, rpailyrs, Maityr, O6iiyT,
yecTyilyT, HyrOput. ¥ MoI00r0 NOKOJIiHHS Mg BIUIMBOM JIiTEpPaTypHOI
MOBH cCJlifHa TeHIeHUis N0 30epiraHHs M’AKOro 3akiHYeHHS y 3 OgOH. i
MHOXHHH fiecniB: mnacyTh kOHbi, Tall BUréikyityThb, rpafilyTh My3uKbi,
rOHbeTh rycu, KOChETh i€uMiHb.

10) [I3BiHKi npHronocHi Ha KiHui cjiB abo pevyeHb Ta B CEpeauHi,
nepen IJIyXUM cTaloTh rayxi (TpaTtath ronoc): 6i6 pycre, HH Ypyanychi
6in, miméy apit cundm, Gpay (manuuby), YAPHUC MOThIiK BHAE KJIATKa, Hay
yipu3 nbic (Moapuy). I'nyxuif nepen A3BiHKMM MoKe HEpa3 TaKOX 0 HbOTO
ynoaibHIoBaTHCA: I3AMCBET, NpO3bba, k63b6a, Buniraubb, 3aHb{36M.

11) HNpuronocuuit ® HoCHTHL YacTo BHCTYMa€e y (XpecHHX) iMeHax:
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dénby, décei, PpaHko i B croBax uykoro mnoxomxenHs: (a6puka,
ditékbip, ¢dpac, dapba, daptyx, dypa //dipa, dacénbe, danbiisuil,
danaTHYTH, dpaminbili, punoH, popma, ppailip, ppaiitup, pansenra Touwo.
("Heil TH ¢pac (4opT) Bo3bme” (MoHacTHpeup)).

12) 3anpumiuyeTbcs Haxuyi [0 CKOpPOYyBaHHS ciiB yepe3 (BMmapn)
3aTpaTy NPHUIOJOCHHX MEXH FOJIOCHHMMH: kay (kaxy), HbéHTH (Hexail TH),
TOy (TOro), May (Maro), Moo (MOro), a Hepa3 peayKLilo KiHLUEBHX CKJIafiB:
reit xyo! (xyonui) HU Tpa (Tpeba), May TpH KOpOBIi.

13) ByBaloTh 4acTi pi3HHLI B HaroJoci (B MOpiBHAHHI 3 JiTepaTypHOKO
MoBoro): kAxy, nEuy, ny6Dky, unctUTH, nApynkbi (Ha3. MHOX).

II. LlenTpanbHe rHi3X0 ApOroGHUbLKHX TroOBipOK — 1€ NepexiaHi
ropipkn Mik OOHKIBCbLKHMH # HaJIHICTPAHCLKHMH J[ifJIEKTaMH, IO
BHKa3ylOTh 3MilllaHHA MNPHKMET MiBHiYHOro #H miBOEHOro TrHi3ga 3
nepesaroxo uux abo iHwmx. I'oBipkM wuboro ruizga € Haibinblue
HEOJHOCTaiHi i 3BMYaHHO TSHXKKO MPOCJIJUTH B HHX KOHCEKBEHLiIO B
nepeseieHi MOBHHX MpPHMKMET oaHoro abo apyroro 3 cycigHix rosopis.
OOHe MOXHa MEBHO CTBEPAHTH, IO BCi BOHM BHMKa3ylOTh MOCTYMOBE
3aTpauyBaHHS apXalyHHX NMPHKMET GolikiBCbKOro rosopy i 3acBoroBaHHs
HOBHX €BOJIIOLIHHHUX 3 MNiBHIYHUX TroBipoK Ta JliTepaTypHOi MOBH B
MOJIOLIOro NMOKoJiHHA. THIOBO NEpexoI0BOIO rOBipKOK Ha3BATH MOXHA
roBip cena Haryesuui, 110 Buka3ye 60fikiBCbKy OCHOBY, a HAaBEpCTBYBaHHS
HoBux puc i HapgHnicTtpom’s. lleHTpanbHe rHi3no (mepexigHe) o6’cOHye
Maiibke Bci iHAycTpisnbHi ueHTpH Iporo6HyyuHH, TOMy # He OHBHO, LIO
HamIMB pobiTHHKIB 3 JaNekKHX, Hepa3 YyXHX OKOJIMLb CNPHYHHHB pi3Hi
npouecH B THX ToBipkax, a nepeayciM 3aTpaTy apxaiyHHX pHC
(6oiikiBcbkOro rosopy).

3 niBHiYHMM THI3OM LEHTpajbHe THi3g0:

1) Mae cninbuy BUMOBY “a(ba) Mo M’IKHX (TIPHIOJIOCHHX): HHIE ubicy,
Gbécbi, MOpAHHMIA, HU WIHAHYHI HU cbBHET HH OYAHBI, MapHiCyHbi, ThELIKY,
Xbé6a, miméy y Mecuniupy my cByity ubécTky.

2) [HopcanbHy nNansTajgizauiro nepen i, He3anexHo Big ioro
noxomxenHs (3 o, e, 'b). Leil cunbHilIKMA cTynmiHb M’AKIIEHHS CigHHE y
BHMOBi M’SIKHX NPHUrOJIOCHHX: Cb, 3b, lib, Hb, Th, HalNp. y 6iabi, Ha HOCHI,
cbiHy, 3biMHbEYy, Ha JO6pa3bi, MHHbi TBUIY, CbThbiy, MpAbLN, BHAbINYK.
M’iKy BUMOBY [JaBHiX Ipyn: Kbl, I'bl, Xbl€: KAUKbIi, [PU3bi, Xbi6a/ / MHpPYTbi,
TaKbIX.(0).

3) Bpak M’akoro psr B cepeMHi it 4acCTKOBO Ha KiHui C/iB: HEpKyy, Ha
3yphi, O6ypili, kypiier, kocapi// kycapiie, micap, Bijuep (Biyubép).

4) Teepy BUMOBY -1 B HapOCTKY -eub: 6a46uHew, ronybel, kaMiHel.
Teepny BMMOBY HapocTKiB — ubkuil (3bKHii), ChbKHH: TKAUKIiH,
Haryideycoki nbyaM, WnAxXOuKuid, maHukii, nigdycki nwyni, ane myny-
OeHKHi.

5) 3miwaHHA TBEpAMX 1 M’MKHX HapocTKiB (y BigM. Aieciis)
Hec/ /ilecs, ceMO// cMoO, 3anepxaHHs apxai3MiB y 3MiHax JaBHiX rpyn
132



MPHTOJIOCHUX: HAMp TIPyNH — XIXKb, 110 Yepe3 X Kb 3MIHHIIOCHA Ha -IXK- i
Oana 3arajibHO YyKpaiHcbke -x-. TyT 3axoBana nepexomoBi cragii:
cagkba// calxbe, YyJKHH, MEIKbe, JOXKIKY, OH miayx e MemKH ropu.

3 BiAMiHM iMEHHHMKIB 3axoBaaucs ctapi ¢opMH [IBiiiHi Ha3MBHOro
4oJI0BiYOro i XKiHOYoro ponis) B mNEpBiICHOMY 3Ha4yeHHi: HIUIH TpH
yuauBikH i AbBi 646i// Tpu 646M BepTasM 3 mnosike, OBa 4YyJlyBiKa
3pifiayTchi # TO HHe (Hema) 3rogu// TpH Xnému.

III. IMiBneHHe rHi3NO0 APOroGMULKMX rOBOPIB HANEKMTh 3a4MCIMTH
[o mniBHiYHOI mnoyiocH OoiKiBCbKkMX TroBOpiB, y SIKHX He BCi apxai3u
3anepxkanucs. Lls mnomoca (6oikiBcbkHX ToBOpiB) Bele MiBOEHHOIO
rpaHuuero Jporobuubkoro nosity (6epy nin ysary nasHiid, 3 nepen apyroi
cBiTOBOi BiifHM ajaMiHicTpauiitHuit nomin) uepe3 cena (Big miBa. cxoay)
Yauyuo, HobporoctiB, Cxignnus, Onaka, 3anokots, [Iigbyx, CtopoHa,
(Ha miBa. 3axomi).

1) ToBipkn upoOro rui3ga 3afepajd e YACTHHHO PIKHHLIO MEXH
npaci. pednekcamu "i” Ta "u” [3agHe oOHMXKEHe, Hamp.: XbiXKba, AWKai,
NUpYTbl CbIH, 6a6b1, 6, B CMHH. yac) ObIK, XbIpHi,JIHILIE 1Ie B Ipynax Kbl,
rel, Xbl i Mo ry6bHux Obl, nbl, Mbl. (bI) y IHIIHX NO3HLIAX BHCTyNae
roJIOCHHIA 3aIHBOTO PAAY BUCOKOIrO MiHECEHHS M (M): ObiTH, AUKYH, TAKOX
y movaTkoBMX ckmanax: MuyaH, my Punneosa (mo JIbBOBA).

2) 3aranbHo ykpaiHcbka ¢oHeMa "a” y M’IKMX MO3HULIAX HE mignsrae
aMmini: TaHnpa, [FdHba, ryHba, MamMyHba, KHbardHba, NMaHba (cep. pin) i
niHba (-nmaHi).

3) T'onocHi -o-, -e-, B 3aKpUTOMY CKJIafli Epe M’aKHM NPHUTOJIOCHUM
(y HapoCTKy -elb) CTaloTh BY3bKHMH HampyXeHuMH O, €, Haciiakom
BOKaJIbHO1 acHMisLii He3asieXkHO Bi Harosocy Hamp.: xjadnéus, kOpeusb,
yoTeip, Téneps. Koxuuii ronocHuii -i- M’SKYHTH nonepeaHii npuronocHuii:
'in, c’iny, a’si, Wic, 3an’ic (rn.l5).

4) Buctynae kopoHajibHa NanATH3auis, sika 06’c¢oHye OoitkiBchbkui
roBip 3 rosopaMH cxigHbo-ykpaiHcbkumHu. IIpuromnocHi -c-, -3-, -II-,
30epiraloTh M’AKiCTb Y NPHKMETHHKOBHX 3aKiHYEHHSX: CbKbIH, 3bKbIi,
UbiKbIi: MiCbKbIH, OiOiyChbKbli, HUIbaXOUbKbIH, 3amypichKblii.

5) INMowMpeHHs eneHTETHYHUX 3BYKiB mo m, 6, B, M, Bka3ye Ha IX
OTBEpJiHHA, SIKE € OJTHOIO 3 BaXKHIlLIMX MPHKMET YKpaiHch Kol JliTepaTypHol
MOBH: KyHOmnbi, //kyHOnHbi /pigme/, MHbacy, cbyilaTa//chBilaTHil,
nbpy6aby, 3iia3oy.

V niecnosax THmy GIrTd, HECTH BXKHBAEThCA M’Ke 3aKiHYEHHs B 3 oc.
OOH. i MHOX. TEMepilllHbOro 4acy: GiXHTb, HECYTh /XHeMa/ i HHCYTb /-
=HecyTb/, ajie TBepJie B Jli€cyioBaXx 3 mapocTkoM (¢nexc.) -at(u): 6irAr,
ceniBAT, TpHUMar.

6) 3aranbHo ykpaiHcbka ¢oHeMa -"N1-” BUCTyNa€ y TpboXx BigmiHax: 1.
-11- TBepje (BessipHe), 2. -Jb- J1 M'AKe i cepeaHe (sKe BUCTYNa€ B 3aXiTHbO-
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eBponeiicbKuX MOBax).

a) -11- TBepAe (BEJIAAPHE) BUCTYNAE NEpes roJIOCHHMH -a-, -0-, -y-, -€-, --
M- i nepen Ta mo npurosiocHux (TBepamx): rynOyka, 6naroy, yynOcbka,
nykA, nunExa, 6lnka, rifika Towo.

6) b - M'Kke (3M’KILleHE — KOpOHaJIbHa MaJIATH3allif)3HaX0AHMO
nepen -i- 1o M’KHX NMPHIOJIOCHHX: Ty/biBKa //rysniyKa, NbdnbKa, KibiTka,
KibdHe, LUTbAXTa, JiKyTb, JIiMHHLba:

B) -1- (cepedHe) BHMCTYnae y (opMax MHHYJIOTO 4acy: XHIHJIH,
cniyanu, Girana, ka3and, 6yso.

r) M’akuii npurosocHuéi -Hb- neped -K- MiHA€TbcA Ha -iH-(i
Heckj1aJloBe): Ky3aulitky, kyHuuiiky, Manéiikblif, rypbartéiika Toulo.

r) Boitkischkuii roBip 36epirae -pb- (M’sike) B cepeiMHi CJIiB i Ha KiHLi:
uépnkdy, micapb, BEpbX, KpaMapba, najaMaphba, LIO clliIHE B TOMY IHi3ai
y CTapllHX.

XapakTepHCTHYHI U151 LbOTO THi3fa (6ofik. roBopy) € 3MiHM B rpynax
NpPHUroJIOCHHX Ta mpo ue Oyne 3ragka Ha iHIOMY Miclli.)

Ceno Haryesnui rn.6,16 - wmicue HapomkeHHs IsaHa ®paHka
HaJIeXuTh OO NiBHiYHere rHisga rosopis JIporo6HY4YHHH, i € rpaHHYHUM
cesioMm, abo JIEKUTh Ha MeXi MiBHIYHOro { LIEHTpPaJIbHOTO THi3Ja.

Y rosipui cena Haryeuri, sk i B Apyrux norpaHH4HUX cejax CJiiTHUi
BIUIMB HaAnHicTpsHCbKHX roBopiB. Ceno HaryeBuui TBOpHTHL CylinbHYy
nosiocy 3 JPYyrMHMH NEPEeXOdOBHMMH roBipkaMH, i € OJHHM 3 KIIACHYHHX
THNiB 3MillaHHA BIUIMBiB [OBOX TroOBOpiB. 3-MmoMiX CyMiXHHUX cCin
JAporobGHubKkoro nosity (OaBHiil moAis), BOHO GiNnbll eBoMIOUiiHE, TOMY i
6inbm mignaerbea BnimBaM. LluM BOHO BiJpi3HA€TbCS BiA MOrpaHHYHHX
cin uboro rHi3ga Ha miBAeHHOMYy 3axofi, sk Onaka, Opose, Ypwuu,
3anokotb, ITindyx, CropoHHa.

IMo6iu THNOBO 60MKIBCbKHX MOBHHX MNpPHKMET, BOHO BHKa3ye
NPHKMETH HaJJHICTPAHCbKHX TOBipOK i Ile YacTO B THX caMHX ocib, He
3Baxaroud Ha Bik. IIpo 3aranbHi pucH Li€i HaryeBHLbKOI roBipku 6yso
3rajaHo mnpu oOroBopeHHi BH3HAYEHMX TPbOX THI3J JPOroOHLBKHX
roBOpiB, TYyT 3rajJlaeMo lle JesKi LikaBi 3MiHH B Ipynax MpUMroJIOCHHX, a
caMe — TpOrpecHBHIi Ta pErpecHBHi acuMijsuil, fAKi TakoX He €
BiJOKPEMJIEHHM sBHILEM Mi€i JMIIe ToBipKH.

I'pyna -gH- nepexoouth Ha -HH-, Hbictép - HAbicTép, aHéchkH -
HAéCbKM, cniHAAUbI, e HH HHBLLY (AHino).

I'pyna -HG6- nepexoauTh Ha -MG6-: 6ym60HH, ITam-Bir, 6ambeTens 3
6anxx6eTesib/uyke CJ10BO/.

I'pyna -mB-MiHsieTbC Ha -M6-: amOOHa.

I'pyna -mk- (sx 3aransHa B 6oiK. roBopax) mepexoddTh Ha -UK-:
WKéNa - ykdma, YKypyma, HauKOAMY BiH uKkOmi.

Y rpynmax -3op-, -CTp-, -HIOp- 3aBBaXYEThCH BHMMal CEPEAHbOrO
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MpHroJIOCHOro: 3p4na, 3piMHa (3 ApiGHa):” oM, miayx fa MeqKH ropH, TaM
ne Xuyyt Goiikei, g6 My3HKH 3piMHa rpaiyT, ckadyyT my JIHAroikbi.”

VY BigMiHi iMEHHHKIB 3 OJHOI CTOPDOHHM 3yCTpPi4da€MO 3aXOBaHHSA
apxaiyHUX ¢opm: Hanp. aBi 646i (noBiitHs), TpH xnémna, OBi Benpi ByOH,
no6iu Tpu Benpa, Tpu 6a6it, Tpu xa§ni, HazGUpana TpH BeApPA CyHHLD.

3 napyroi cTopoHM BigMiHa iMEHHHKIB BKa3ye Ha JOpYrosikicHi
(aHanoriuHi) NPpUMKMETH, Hamp.: JeH - 3 JNEHyM, 3ycTpiy y sbichi nésa (B
ka3ui), npuBi3 3 npica MOxy. I'm. 13, 2.

B opyaHOMY MHOXHHH 4acTO BHCTYNawTh (OpPMH: najibubéMa,
HoubéMa (opydH. MH.) Y ugpbkdy numody, XbDKYy - y CTapLIHX.

JasHe (apxaiuHe) 3akiHu4eHHA - bl (B OpyOH. MHOX.) 3aXO0BaJiOCh
TiNbKM B MOBi "cTap¥x rasauy”, mumoy 3 ObIKbI § Jibic.

36epernacs naBHa (opma MicueBoro MHOXHUHH Ha -0X//-byX:
muay#ichi § KOHbYX, V TrOpuUbyX HalUJIWd rpour’i.

Ha 3akiHyeHHs 3rajgaTd e Tpeba NyMKH Npo NMOXOMXEHHS Ha3BH
cena Haryesuui. (I'n.6, 16). 3aranbHo OOCHiIOHMKM NOTOIXYHOThCS Ha
NMOXOM)KeHHs Uel Ha3BH Big iMeHHHKa (iM’m BnacHe) Haryit, sixoro B
BaXalOTb OCHOBHHKOM, abo BiacHukoM cena HaryeBuui. Meni He
JIoBeJIoCs PO3MHMTATH Hiyoro (Bix MemkaHuis c. Haryesuui) npo uro Ha3By.
Hema Hisikoro nepeka3y, HaBiTh JIFOAM 3 HaiicTaplIOro NMoKOJIiHHA Ha Mol
3anuTaHHA Bignosinanu: "to 6My naH, abo Oyrau, razna (TinbkH BcbOro)
HarVYi#”. I'n. HaryeBuui.

Haronoc y Ha3Bi c. HaryeBnui MelikaHii cTaBisTh Ha roJIOCHOMY -y-,
B 3anucax 3ycTpiuaemo Ha -€-: Haryesmui (rn. 13,2). Hymaro, wio
NpaBUJIBHIIIMA € HarojJoc Ha -y-, YAM Ha -€-, KOJIM HaBedemMo IS
NopiBHAHHA Opyri Ha3Bu Takoi ¢opManizauii: JIAnoBuui, BlckoBuui,
MixkcHUmonuui, BAikoBudi (3 HapoCTKOM -0BMYi, -eBHYi). MellkaHLi cena
Haryesny uBaHsaThcs Benukum CuHom 3eneHoro Iligripin — Isanom
®paHkoM, a crapi rasad (rocmojaapi) 3amo6KH po3kalyBasiM pi3Hi
noapo6uui 3 nobyty 1. ®panka B Horo poauHHomy ceni. Hasusanu #oro
(ctapwe nokoninus) - “Haw AusAu cun Pakyya 3 xV3bubi”. [Tokasysanu
xaTty 3 3aropogoro (yobi/ii/cTbé/, Oe HapoOMBCA MOET, Ta KYy3HIO, fAka
CTaja OCHOBOIO HOro TBEpAOro XapakTepy, TAXKol npaui Ta 3maraHb
MPOMOCTHTH LUISX [0 NOCTymy i BoJli cBoeMy “HaiiMeHlIOMy GpaToBi”,
o6 BiH cTraB "xa3siHOM Ha cBoiif BiacHit 3emni”.

AOINNIOBHEHHA

Marepisnu go uiei npaui 3i6paHo nig yac Moix MaHIpiBok (iTHiX) no
BoiikiBumHi nepen Jpyroro csiToBoro BiitHoro (1929-38 pp.). Takox meuto
BAanocs MeHi 3anucaTH Big mpouaH y Cambopi (Ha npa3Hukax) Ta Bin
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MOIX y4YeHMUb i iXx 6aTbKiB,KOJIH s 6ysa BYHTEJILKOK Yy cepelHiil kot
Cectep BacunisHok y Jporo6Hui.

MOBHHH 3AIMHC I3 CEJIA HAT'YEBHYI
(Po3nogids cmapenvkozo I'hama 3 2opiwHbo20 Kinya c. Hazyesuui)

Ta § Hac we Hu Yymin nambataili TOy AusAna cina HAxyya 3
KY3bHbi, B rypiliHboMy KbiHUbE. Hu ThébMAy, Kyu To 6dny. CrapicTb HU
paaMcbTb MaHyAyuby. A Obly #a 1K xnOnubyM i naciieM rycu Ha Tyadubi.
V nbiThi HaBimaychi go cByiix, uyadn. A To ¥yu Hak BiH npuifimu ny
cund, Ty reit Bitpym pysuEcu ny cunsl. I'a3gOsu Hag B2up reii 6U Ha
npAsuuk #ayT rypi cném. Takory nbyna Haiuulo, Wy HU To ¥ XAThi, a i
Ha VyGilicThy HM Haiin MuCbLba. A y Toil ubec MuBdH npuiiixay 3 Binnbe
(BigHs), TaM BiH yuMuychi, oit 60it€, a py3ymHHuii BiH O6bIy (6MB). A y TOMY
BifiHbi, To TaM sbyOa 3y cbBiTy, oif 60HE 3 Ycbix kiHUbiy. Tam i MAObépa
HAROMT ¥ TanbiiAHLbI, 60 i ppaHnY3a Taku 30u60Y. (3ycTpiB). AnH TYThi
HbiMUbi Ty ycbix pycmisHAiltyT. llle Ha HMX ycbix HM HagMBHYCbi, HH
3BHTAYChi, a Haw MiBan rabenit, a Ty Haw 606iiky y chipaky Tail Xynakei
Ha Hyrax, #ipge ta we cbMilticki. Ty BiH nmpumdy ax 3 Jlbicka, npéasa
wykatn y HaitechHpimyry ITana. A upicap #irO y nanaty ka3say ynycTuTH,
BUCJIyXOY, a IIM Ka3oy OMibeT Ha kynbéil yOnucatu oit Gyiie, 6u 6unaka
nituku AOMiy Hu Hwoy.

PO3ITOBIZIb PO IBAHA ®PAHKA
(3anucano 6io I'puns (sieuaps).

Ma 6uB we Tyawi nigbéunit tax Wusdn npuifixoy, ny sac sa nwity. Ta
3HATH JOT Tak BionmyuuBay, HHUGOra, 6y BiH ax 3 BiHube npuifixay, ne
Y4HBCbi OeHb i Hbiy, HH Oycnady Tail Hu Ayiiy. Ta § cunbi cnykoily My HH
nAnv oii 6oii€, Hu nanu. A Haw Muyan nby6ny, y ugpekdy 3aiiti, oif 6yié,
i ¥ xpuno¢ cTaTu, Tak # cbmiBoy 3 Hamu, 1O AHE (OHs). A y Hac GbUIH
MyJIyO@HKbI HMIOMYCbTh, IIO Yyce Jby6WIM 3 NbyAbMA pAOMTH, a
OpiThAmbeM 6yMOOHM c KkuILéHbi BUTpicCATH, a Hak 6Hn0 chbmiBaT Ty
uepbkOy Tpicéchi oit Oyiié ceniBdy BiH Ky6H 3ayply!

Muyan craBay B xpunodcei Tail 3a HAMM niatberaiti, a Ty iHo yokym
run ayni Ta Ha KHAIIKY. A To Také cTapé KHUIIYBE, mifpafie we i
nanbubéMa 3aliMapOyaHu. BiH yx6nmuy TyTé kHMuIuBE, Ta i ny Bianpasi
#ine k BiTUBOBI. A Hiromycub Ty it unkanu Ha PiBdHa, YyHi 1by6¥IH 3 HUM
panutu oif 6yite. Lo ByH# TaM pAnaunu Hu 3Hay, ane Mpan suiimyy 3
UEPLKBH YpoloBaHMil #lak 6M My KTo COTKYy A0y. A #Hak npalubéBchbi ?
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BiTULOM, Ty yTéUb iiMy TOy “AndcTyna” nynapyBsay, GM 3aBi3 Oy Ma3sbiily
(My3ero) Bin HAwy# fiepbkBH. A nbakaM PBan yy6iubéys npuBECTH HYBHi
"Andctyn”, oii 6y € Ta it npusic. A Toit HyBHit "AndécTyn” wH He § Hac
nywaHnpiyky, 6y To Bim HAwyry HMyaua oif Gyiie!

MOSICHEHHS 3HAKIB Y)KHBAHHX Y ®OHETHYHIH
TPAHCKPHITLII ITOBIY BYKB YKPAIHCBKOI ABETKH.

é 3BYy)XeHMil Ham’siTUH 3ByK e.

il cepenHiit 3Byk MiX H Ta e.

bl 3agHe OOHHXeHe u. (bl)

w 3agHe nabifgnizoBaHe bI-.

0 3BYK O 3BYXEHMil i HampyeHHii.

0, € 3BYKH 0,¢ (1LI0 NOoCTa M 3 JaBHiX O €) B HOBHX 3aKPHTHX CKJaJax.

-(xomMa) 3Hak M’SKIIEHHs (03Haya€ caabulMil cTynmiHb M’SKILEHHS,
KOpOHaJbHe.

-b-, 3HAaK M'AKILEHHS AOPCAJbHOrO (CHUJIbHIilLlE M’AKIICHHS MHTOME
3aXiJHUM yKpaiHCbKHM TrOBOpaM.

“ Hag OykBoio (FonOCHHM) oO3Haya€ 3aTpaTy rosocy # mnepexin
roJIOCHOro B HECKJaJoBi 3BYKH ¥, M.

= o3Hauae€ mnepexil, abo nepemiuny.

a,o,y,e H, , nobinblieHHi rosIOCHHH BKa3lye Ha Micle Harosocy.

3HaK // BKa3ye Ha MOXJIMBICTb iCHyBaHHs Nno6iu cebe OBox ¢opm,
(npukmer.)

1 3Hak (3 NaTHHKH) oO3Haya€e J1 cepelHE (ke BHCTYMae y 3ax.
eBpOoNneiCbKHX MOBaXx).
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SIPOCJIAB ITAJOX

NIPUYHUHOK OO ICTOPII MOIYJISIPHOCTHU
IBAHA ®PAHKA B AMEPHIIL

ITATPOHAT IMOETA Y BIAAIIIAX YKPAIHCbKHX BPATCBKHX
COIO3IB Y AMEPHIII

Cratuctuka, 3maBanocs O JIMIIE CyXi 4YMCia, TOBOPUTb YacTo
Ginblue, HiXK COKOBHUTI cioBa. Jlo uYMMajyio cTraTTeil Ta poO3BifOK, LIO
nosiBUIMCA Ha emirpauii y 100-piyus 3 nHs HapomxeHHs H y 40-pivus Bix
OHa cMepTd IBaHa ®paHka Ta i 3rogoM, sKi TOPKalOThCA aKTyaJbHOTO
NUTaHHSA TOLUUPEHHs HOro ciioBa i BIJIMBY Ha YKpaiHCbKY eMirpauiio B
Amepuui, MabyTb, He Big peui Oyde JomaTH Ui 3aBBaru, CepTi Ha Oyxe
oOMe)xXxeHOMy MaTepissli: CTAaTUCTHLI BiOOiJliB YOTHPbOX YKPAiHCHKHUX
6patcekux Coro3iB, a 3okpema Ykpaincekoro Hapoauoro Coro3y, siki
NpUifHATIN 3a cBoro maTpoHa IBaHa ®paHka.

ITig uro nopy Ha 451 Bigain Ykpaincekoro Hapoauoro Coro3y, Tiei
HaicTapiiol Ta Haibinbul 3arajbHOI rpoMajchbkol Oprasisauii Ha TepeHi
3CA it Kanagu, € Tinbku 29 Bigginis 3 #oro imenem. lle uwucio
npeacTaBiisi€e TibkUM 64 BiOCOTKIB yciX BifAiJiiB Ha3BaHOI YyCTaHOBH, IO
nocrasa B paHboMy 1894 poui it nmowmpunacs Ha 28 creiitiB 3CA i 8
nposBiHuiit Kanaau taHa o6uasi cTosuui nux kpais. Lle € TumM 3amiTHiure, 1o
aMepHKaHCbka eMirpallis 3aBXA¥ Majila BeJIMKY IepeBary rajiyaH, a
®paHko, BigoMa piy, Haibinbwa nocraTh anMuuHM.

IFeorpadiyxo Bigginm, natpoHoM sikux € Isan dpaHko, noJio-
xeHi Ha TepeHi Takux creiftiB: Hro kep3i — 5, IleHncunbBenis — 4,
Oraito i Hio Wopk — mo 3, PoBn Aiinenq — 2, Ta no OJHOMY B
KonnekTnkat, MiviraH, Maccauycetc, Mepinenn, OperoH i BickaHcuH.

WicTe BigainiB npuitHanu imM’s ®panka B KaHagi: 4 B oHTepiiichkiii i
no ofHiM y nposiHuisx KBebek i Anbbepra. Lleit po3nonin roBoputs, o
KynbT Ppanka 6yB Haibinbiue nomupenuii Ha Cxoni 3nyyenux epxkas, y
cTeilTax, Ae PO3BHUHYJOCH HalrycTille Ta HalOiNbLI aKTHUBHE I'pOMajChKe
xuTTa. Haibinpwe uyucno BigminiB i3 dpaHKOBUM iMeHeM y MaTepHIM
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coro3oBim creiiti Hro [xep3i BKadyBajo 6 Ha Te, 110 LEHTpajs
Vkpaincbkoro HapogHoro Coro3ly Mana MNO3UTHBHHH BIUIMB Ha
nouMpeHHs nonynspHoctd Ppanka 6omait cepen cBOiX BiadiniB y cBoiM
cyciacTBi.

YacoBo npuidHarra iMeHn IBana ®paHka Bigbynocs BIpoJOBK
piBHOro M’ATHIECATHPiYYsA, a caMe AOKJIaaHO NMomix pokamu 1903 i 1953,
AKLO He paxyBaTH [OBOX BifnminiB Big TOro poky — goci.

Ho cveptn dpaHKa TiJIbKM [Ba 3 iCHYIOYMX BifdiniB YkpaiHCbKOro
HapoaHoro Coro3y obpanu 6ynu iioro cBoiM NaTpoHOM, a caMe OOUH y
1903 poui, a apyrmii y 1911. Ilicna Horo cMepTH, B caMOMy polli cMepTH,
to6To B 1916 poui, m’are Bigminis Ha3BaHo iMeHeM Iloeta, a B
HacTynHMi pik e oguH. ¥ 20-Tux pokax Oyno takux Bigainis 11, a B 30-
THX 2, y 40-ux 4, y 50-ux 2, y 60-ux i 70-ux no 1.Ilicns 1970 poky He
CTpiYa€eMO Hi OJJHOro HOBOrO BifAiay 3 iMEHEM LbOro HaibinbUIOro cvHa
Tanuupbkoi 3emuli.

Ilo roBopsaTh ui yucaa? Yu BOHH MiATPHUMYIOTH 3arajibHHil morasg
npo BeaHKYy MonynaspHicTh IBaHa dpaHka He TinbkH B YKpaiHi, ase it no3a
il MexamH, 30Kpema cepel] aMepHMKaHCBKHX, B TiM 1 KaHaJCbKHX,
yKpaiHuis?

Bepyun no yBarm Te, IO TiNbKKM WWICTh 3 MOJIOBUHOK BiJCOTKa
BianiniB YkpaiHcekoro HapogHoro Coro3y nNpHHHSAJIO naTpoHaT
®paHka, MoxxHa 0O OiATH 1O NMPOTUNIEKHOrO BHUCHOBKY. AJle Lie He Tak.
Kounm 3BakuTH icTOpilo Li€i ycTaHOBH, 30KpeMa ¢akT, 110 B nepiuiii ctaaii
BOHa TBOpHWJIAcs i NMOLIMpIOBAjiacs LIAXOM NPHUCTYIUIEHHS 00 Hel LijuXx
30praHi3oBaHMX TOBapHCTB Ta LEPKOBHUX OpaTCTB, i3 JaBHOOOpaHHMH
naTpoHaMH, Ta LIO GijbLIiCTb TOBapUCTB 3as1t00KU npuiiMany Ha3By "Ciu”
3 Hanpuyya pi3HOMaHiTHUMH INPHUKMETHHUKaMH: 3aMopo3bka, YOPHOMOp-
CbKa, rajmubka, aMepHUKaHCbKa, a TO i 3 NPUKMETHUKaAMH B3STHMH 3 Ha3B
MiCT i cin, a Maibxe Bci GpaTcTBa CTOSUIM MiJg NMOKPOBOM CBATHX, TO Ha
iHIIMX MaTpOHIB He 3ajMILAJiocs Bxe Oarato Micus. AIke BeJeTeHb
yKpaiHcbKoi icTopil i siTepaTtypu # no Toro marpoH ycsoro Y HCoro3y,
Tapac llleByenko* € maTpoHoM Tisibk# 34 Bigaisnis Toro x Y HCoro3y, npu
4OMy TpH Bigminu npuilHanM #oro naTtpoHar WOHHO mniJg BIJUBOM
ocTaHHiX toBinieiB llleByeHka Ta 3JBUTHEHHs HOMY MNaM’STHUKIB Yy
Bawrinrroni ta BinHinery.

Hesike 3HaueHHs y TMOLIMPEHHI nonynspHocTH IBaHa dpaHka Ha
aMepUKaHCbKOMY KOHTHHEHTI MOTJIM MaTH TyTellIHi cneuugivyHi yMoBH, sKi
iHKOJIM MOTJIM Bipa/KyBaTH HaBiTh HaGLIbIIMM NpUXUNbHUKAM DpaHka
MaHidecTyBaTHCA HOro maTpOHATOM.

*s. Ianox, “Tapac Lllesuenko—naTpoH Ykpaiucekoro Hapoanoro Corosy”,
Illesuenxiscoruii Aasmanax Yxpaincwkoro Hapomnoro Cotosy, Hxepsi Cuti — Hio-Hopk,
1964, ctop. 101-105.
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OpnHaue iM’sn PpaHka, 3a HOro KHUTTA, a TO i MiC/I CMEPTH, HE 3aBXIH
6yJsi0 B HaJlexHiii nowaxi, 30kpemMa cepel AeskuX AyXoBHUX KpyriB. Ta ue
HaJIeKUTh [0 HEMOBTOPHOI MHHYBIUHHM.

Takox Tpeba B3ATH g0 yBard i Te, WO [Jeski KoJla HaLIOro
rpoMafsiHcTBa B AMepHli, fAKi CTOSIJIM B OMO3HIil 0 Hal[iOHaJbHOrO, 4H,
K XTOChb Mir OM cKa3aTH, HauiOHaJiCTHYHOro Ttabopy, BXHBaJid a i
Hepigko Hanyxusanu iM’s ®@paHka B 60poTbbi 3 HUM TabopoM. 3okpema
imeHem ®panka, noaibHo, sk llleByeHka, Ha3uBaB CBOi Bigminu
KoMyHicTHYHHH Co103-Po6iTHHunii OppaeH, sKkuii HaMaraBcsi PO3KJIacTH
yKpaiHCbKi HalliOHaJIbHi, B MEpPIIy 4epry “coro30Bi”, YCTaHOBH.

Mano3po3yMinuM ocTaeTbecsi GakT, L0 3roAO0M, MiCJsf NMPHUILUTHBY 10
AMepUKH HOBOI emirpauii, To6To Bix 1949 poky moci, TijibkM 4OTHpH
Bianinu VYkpaiicekoro Hapoanoro Coro3y npuitHsnm dpaHkoBe im’s.
Hesixy poJito B LIbOMY BiJirpaB HaXuJ1 oOMpaTH NaTPOHiB 3-MOMiX repois
HOBIilIOI DOOH.

3araynbHi BUCHOBKH 1040 nonysispHoctd IBaHa ®paHka cepen Hauioi
rpomaa¥ B AMepHli NOTBEPMXYIOTh AaHi, 110 BiZHOCATHCA OO APYroro
3a BIKOM 1 BesiMuHHO0 Coro3y, a came YkpaiHcbkoro BpaTcekoro ( paHiiue
Po6itauuoro) Coro3y.

Ha Bci iioro 265 Bigninie B 3CA i Kanani imeHem IBana ®panka
oxpuiueHo nuue 17. IIBa Bigninu npuiinsnu #foro im’s no dpaHkoBoi
cMepTH, a caMe B pokax 1914 # 1915, onun B 1916, ooun B 1918, 9 B
OBaAUATHX poKax, 3 B TPHAUATHUX i HAa OocTaHKy oauH B 1958 p.

I'eorpadiuno wi Bigminu 6ynu posmiumeHi Tak: 4 B IleHcunbBaHikCh-
KOMYy cTeiiTi, mo Tpu B cteiitax Hio Hopk, Hro dxep3i i KonekTukar i no
omHoMy B cTeiiTax Innmunoii, MiuviraH, KanigopHis i Oraiio. JusHo, Wwo Hi
omud Binain y Kanaai He npuiinsB ®dpaHkoBoro natpoHarty. llle Ginbuie
OUBHO, IO Bif yacy npuOyTTs OO AMEpHKH HOBOI iMirpauii, To6To Bix
KiHLE COPOKOBHUX POKiB AOCi TiJIbKM OOHUM-OJMH BiJiij1 HA3BaHO iIMEHEM
®panka B 1958 poui!

3a ckynumH BigoMmocTsaMH oo Ykpaincbkoi HapoaHnoi ITomoui Ha
Bcix il 169 BigminiB TinbkM BiciM npuitHsnM natpoHat Ppanka. [datu
3aCHYBaHHS LMX BiJIijliB HEBiZOMI, TOX rolii CTBEpIUTH, B AKOMY 4aci iM’s
®panka 6yno B uim Coro3i HaiinonysnspHiwe. [Ipore Ykpaincbka Haponna
IMomiu paniure rypryBana 3aebiniblia MpaBoCJIaBHUX YKpaHLUIB i3 CXigHix
obnacteit VYkpaiHH, TO Xk 30BCiM 3po3yMmijie, IO MOJYJSAPHICTD
“ranuupbkoro” ®dpaHka cepen wieHctBa i BigniniB YHIIomoui He mMorna
NepeBULIMTH NONyJApHOCTH cepel BiaainiB i wieHiB Y HCoro3y. Ta Bce x
BOHa BiOCOTKOBO He nayxke BiactaBana Big iHmmx CorosiB. Bapro
NigMITHTH, W0 S BigginiB 3HaxogsaTbesi B cTedTi IleHcunbBaHii, a Mo
oguoMy B Hro Ixep3i. Oraio i Henesap. llono yerBeproro Coro3y,
Cotro3y YkpainuiB Karonukis "IIpoBuainnsa”, 3acHoBaHiM B 1912 p., cepen
fioro 210 BigminiB He 3HaxoaMMoO Hi oaHoro Bianiny iMeHn PpaHka.
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[IpHYHMHH LBLOrO He CJIiJ JOLUYKYBATHCA y HENPHXUJIBLHOY BigHOLLEHHI
LUEPKOBHUX KaTOJHMUbLKHUX KpyriB mo IBaHa dpaHka, sike 3MiHHMJIOCH LLIOHHO
nicyis MacoBoro nmpuOyTTs HOBOI Hallol iMirpauii 6e33acTepexHo BiagaHol
BenukoMmy KameHspeBi, ajse B TiCHOMy MNoOB’sA3aHHi ui€i opraHizauii 3
uepkBoto, 60 Bigainu “TIpoBHOiHHA” Oynu 34€6iNbIIOrO UEPKOBHUMHM
OpaTtcTBaMM # cecTpHuTBaMH, siKi BHOMpanM cobGi 3 mnpaBusia iMeHa
ceatux. Lle motBepmxye ¢akT, 1m0 Ha BCi MOHaja [Bi COTHI BiamimiB
"TIpoBUAIHHA” TiJbKK OJHHUM-OOMH mnpubpaB im’s Tapaca IlleBuenka.
3amiTHe, 10 TOH Biaxin noctaB B poli 3acHoBaHHA “TIpoBuaiHHa” i 10
TOro B caMiM cepli YKpaiHCbKOI KaTOJIMIBKOI LIEPKBH, B OCiJIKY €MUCKONa, a
Tenep Mutpononii, dinsnenboii!

Illo6 BignmoBigHO OLIHUTH mnojaHi uWcrna # OiHTH OO0 BipHHMX
3aKJIl0YeHb BiHOCHO monyssipHocTH IBaHa PpaHka cepen aMepHUKaHCBKUX
yKkpaiHUiB, CJiI B3SATH 10 YyBard BHILE MOJaHi MapTHUKYJIAPHI BUCHOBKH
BigHocHO camoro Y Hcoro3y, a Takox i Te, 110 YMMaJIoO BigaiiB Ha3BaHUX
yCTaHOB, siKi Hocunu imM’s PpaHka B ToMmy 4aci Oynu po3sm’ssaHi, abo
MOJIY4YMJIUCS 3 APYTMMH. 3a Bcro icTopito Hammx Coro3is, "®paHKiBCbKUX "
BigainiB Oyyno Garato Ginbuie. ToMy TYT mogaHi 4Mcia, iKi CTAHOBJIATH
HEBEJINYKMi BiICOTOK BCiX COIO30BMX BiAijliB, HE NalOTh MOBHOIo 0Gpa3y
cnpaBxHbol nonysisipHocTH PpaHKa Ha aMepUKAHCbKIM TI'PYHTI.

He Gararo kpalue npeacTaBis€TbCs ClpaBa 3 MaTPOHATOM BiJisiB
Tapaca llleBuenka, xou iM’s Horo Oyso Bxe BigoMe B 4aci NMOCTaHHA
Coto3is, 30kpema YHCoro3y Ha nepesioMi ctopiu, a ®paHkose miiuiio go
AMepHKH Ky mi3Himie # He Oysi0 TakuM yHiBepcaibHUM, sk llleBueHka,
AKUA 1Ie B MHHYJIM CTOJIITTIO OaTbKyBaB yKpaiHCTBY Ha BCiX 3eMIIaX
OGaTbkiBIUMHU i 3a okeaHoMm. Hampouyerbcs noOpiBHAHHSA “COHO30BOI”
NnonyJIApHOCTH 000X LUMX HaliOHaJILHUX MPOBIJHHUKIB i reHiiB. Horo mae
HHXX4Ye ToMillleHa TabuLs:

YcTaHoBa Yucio IMatponar| Biacotok | IlaTponat | BincoTok
Bigninis | ®paHka IlleByeHka

YHCoio03 456 29 6% 34 1%

VBColo3 265 17 6% 19 7%

IMpoBuainus 210 - - 1 %

VHIIomiy 169 8 5 14 8

Yci Corosn 1,100 54 5 68 6

ITogana Tabnuus CTBEpPOXYeE, IO HE OUBJIAYUCH HA BCi Pi3HHLI Mix
oboma renismu, 3ragatu 6 X046 JaTH cMepTH o6ox: 1861 i 1916 i xyau
nisHimy nonynspHicts dpanka, 30KpeMa 3a MOpeM Ta BYacCHe 3aCHOBAHHS
Coro3is, nonysnspuicTs ®paHka y COH030BMX Biamiiax He GaraTo BifcTae
Bia nonynspHoctu llleBuenka. Ile mo3Bonsie CTBEpMTH, IO BOHa Oyia
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3acJIyKeHO BHCOKa i 1110 Hala 3aMOpChbKa rpomaza IuaHysaja dpaHka He
MEHLIE, K YyKpaiHCbKa rpomaaa B OaTbKiBLLUHHI.

HOnsi NOBHOTM MNOJAHOrO 3BiJOMJIEHHS BapTO MOMATH LUE OIHY
Tabnuuro, sfika iHpopmye, sk pocsa mnonynspHicth PpaHka B pi3HHX

nepiofax, a came 3a HOro >KHTTH, Mics CMEPTH i micias MpuUGYTTS OO
AMEpHKH OCTaHHBLOI MOJIITHYHOL eMirpauii.

YcraHoBa . Binginu, ski npudAHsIIM 3arasnbHe YHCJIO
natpoHat PpaHka UUX BiamimniB
Ho 1915 1916-48 1949-75
YHCoro3 2 23 4 29
YBCoto3 2 14 1 17
ITpoBuainHs — — — —_
VHIlomiu ? ? ? 8
Pasom ? ? ? 54

Li uucria Bka3yloThb Ha HEBeJMKE MoluMpeHHs iMeHH PpaHka 3a Horo
xuTTa. HaBiTh Vkpaincbkuii Bpatcbkuii Coros, saxuii B "KOHKypeHLUii” 3
Vkpaincbkum Hapoanum Coro3oM, 10 3 3apaHHS CBOI'O iCHYBaHHs
yBaxaB Tapaca IlleByeHka 3a CBOro naTpoHa, yBaxxaB CBOIM NaTPOHOM
Isana dpaHka, 00 yacy ioro cMepTd Maiibke He BXKHMBaB HOro iMeHH, siK
naTpoHa cBoix BigniniB. 3ate micns 1916 p. npuitMaHHA nNaTpoHaTy
®paHka craBayiocs Ayxe 4acto, sk B Y HCoro3i, Tak i B YBCoro3i. BoHo
3aMITHO 3MEHILMJIOCA Micyis mpuUOYyTTAs HOBOI iMirpauii # skuo 6 uporo
camoro He Oyno 3 imeHem llleBueHka, MoxkHa Oyysio © roBopuTH mnpo
3MeHUIeHHs nonynspHocTH PpaHka. OpHaye MH 3HaeMo 6e3 uucen
3ibpanux y Coro3iB, fiKk MOCTiifHO pOCTe He JIMLIE MONYJIAPHICTb, aje i
cnpaHiif, Maibke LIEBYEHKIBCbKHMil KYJIbT LIbOro BEJIETHs, 3 NEyaTTio i
MiLLO [yXa AKOro fineMo B MaitbyTHe B misHi 125-Ti pokxosuuu Bim Moro
HapoXeHHs il 65-Ti pOKOBHEM #HOro cMmepTH.
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MUXANJIO JIO3A

N0 ICTOPII JOKTOPATY IBAHA ®PAHKA

CrnipaBa JokTopcbkoro icnuty IBana dpaHka He NOCHTb ficHa B iforo
Giorpadisx. Astopu Giorpadiii He oaHakoBo MonarOTL aMCepTaUil
Muxaiino Bosusk y kuwxui [Tam’smu lséana ®panxa (Binens, 1916,
sunaHHsa C.B.Y.) nuuie npo ue Tak:

“Onepxawy y Bigui B 1894 poui cTyniib moxtopa dinbocodii 3a
HayKOBY IpaLio NMPo CTapOXpPHCTHISHCbKHIA pomaH npo Bapnaama it
Moacada, rabinitysascs ®paHko no cmeptH OmensiHa OroHoBCh-
KOro 3 icrtopii ykpaiHchbkoi JliTepaTypH Ha JIbBiBCbKiM YHiBepCHTETI i
BUAepxaB icnut 3 Bim3nauyeHusm”. (Ctop. 27-28)*.

ABTOp NOMHUJIKOBO MoJa€ pik, aje B Mi3HILUMX CBOiX Npausx Mpo
®paHka BUNpasisi€e HeTOUHICT. OT X0u OW B3ATH Horo npauro Beisemers
oymku U npayi — BupmaHy B Kuesi 1958 poky.

Y pos3Biaui a-pa Muxaitna Jlo3uHcbkoro lean ®parko (Bigeun, 1917,
— Haknagom CBY) uutaemo:

"B Tili uinM (T.3H. OCATHEHHs CTyHeHs JOoktopa — M.JL)
BHi3auB BiH B pp. 1892, 1893 i 1894 na cryaii no Bigus i B 1894 p.
OCArHYB y BiJIEHCbKIM yHiBepcHTeTi CTYMiHb AoKTOpa (inbocodii. Ha
JIOKTOPCbKY [MCEpTalil0 NPEeJOXKHB BiH CBOK CTyHito 3 icTopil

© 9

crapopycbkoi JiTepaTypyu n. H. "IBaH BuiueHcbkuii”. (ctop. 21).

Hi pata, Hi Tema B Uil po3Bigui He BignoBimaroTh AilicHOCTI.
[Toni6Hi HeTounocTi 3ycTpivaemo B Giorpadii ®paHka — mnepa
Bacuna CimoBuua (BepHuBojii) — Hanucasiii 1o BMAaHHs TBOpiB IBaHa
®pauka 3 gepwun i Huzuu. ("Yxp. Haknanns”, Kuis-JIsiinuir, 6e3 poky
BUOaHHa). B misuiwiif npaui npo Isana ®paunka (lean Ppamko, iioco
wcumma ma OisabHicms) BUAaHiil Ykpaincbkum BupasuuuTBom JIbBiB-

* B wuiii, K i B iHIIMX LUMTaTaX MPUAEPXKYIOCA MPABOMHMCY MEPLIOAPYKY.
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Kpakis nig u4ac [pyroi csiToBol Biifihh — Bacunb CimMoBHY Tex
HeJOKJIAJHO HanucaB Mpo Ui cnpaBy. 3Mict fforo iHdopMauii Takuil:

"Kpim Toro ®paHko BBecb 4ac 3aiiMaBcsi HayKorw. 3a OIHy
HayKOBYy Mpaulo 3 [0/l CTaporo yKpaiHChKOro MHCbMEHCTBA, BiH
nicTaB  HayKoBMii CTyMinb OoKTOpa ¢inocodii Ha BigeHchbkOMY
yHiBepcuteti (1894).”

Bacune CiMOBHY nogaB He TOH pik, a crpaBy TeMH [eJlikaTHO
o6iitios. )

Bbnu3sbkuii npaBau € Bonomump Pan3ukeBuuy, sikuit y cBoil Iemopii
Ykpaiucokoi JTimepamypu (tom 111, crop 10) nuwe Tak:

“IIns 3aBeplueHHs cTydiii BuixaB y 1892 poui mo Bimus, ne
ofepkaB CTyMiHb JOKTopa ¢inocodii 3a HayKoBYy CTyAik0 NPO MOBICThb
“Bapnaam i Hoacad™”.

51 BxuB BUCIOBY “65M3bKHit npaBau”, 60 B rpyHTI peui inpopmaLis
npaBaMBa, ajie aBTOp He MOJA€ AATH CKJIAAEHHA icruTy, a 3 iHdopmalii B
Takiii pepakiii, il 3aLiMTYBaHO, YHTa4 MOXe 3aKJIHO4aTH, LIO L€ CTajoCs B
ToOMy caMoMy poui, kond PpaHko BuDKmIXaB A0 Bigus (1892). Ieau
®dpanxko aiiicHo i3auB o Bigus 1892 p., ane nokTopcekkuii icnuT ck1agaB y
HacCTYMHOMY poLi.

B Icmopii ykpaincskoi aimepamypu — BugaHiii YkpaiHcbkoro
Akanemiero Hayk B Kuesi 1954 p. (pociiicbkoro MoBorw) — iH¢popmalii
nogaHo BipHo. (Tom I, cTop. 519).

HeTtouHocTi, ski 3ycTpiYaloThCsi LMOAO LBLOrO MUTaHHS, CMOHyKalH
MeHe pO3rjssHYyTH lLie MUTaHHA [OKJajHille i BHECTH A€sAKi BHUSCHEHHS.

Ha nigcrtaBi nucriB ®dpanHka no JparomaHoBa i 0 CBOEI ApYXHHU
Onbrd MOXeMO BCTaHOBHUTH OChb LLO:

[InsH cknacTH OOKTOPChbKMiA icnUT 3poauBcs y ®panka 1887 poky, a
Moxe e i ckopiwe. B wuiii cnpaBi 3BepHyBcs BiH OO0 npodecopa
ykpaiHcbkoi ¢inonorii y nbBiBcbkoMy yHiBepcuTeTi 0. OMmensina
OroHoBCbKOTO, y SIKOTO XOTiB NMUCAaTH JOKTOPCbKY AucepTtauiro. CrnovyaTky
Temoro 6yna: “JlitrepatypHuit pyx pycuuiB 1848 poxy”. Hnsa uiei Temu
®dpaHko MaB Garato 3ibpaHoro marepisisy, aje 3pe3urHyBaB 3 Hei, a Le
ToMy, o npo¢. OroHoBcbkuii nocrasuB Bumory: “Tlpouuy, o6 To 6yna
cnpaBAi niTepatypa, a He nonituka”. [lepegymaBluM Lie 3acTepexeHHs,
®paHko nNpuiillioB 10 MEpeKOHaHHs, IO BiH HE 3MOXe 3aJ0BOJBHUTH
npogecopa, 60 B 1848 poui B I'annuuui nitepatypu Mmaiixke He Oyno, a
6yna came mnonituka. [dpyroro Temoro, sky PpaHko BuOpaB s
OucepTalii, 6yna noema T. llleByeHka “CoH™.

[Tpo ue 3ranye ®dpanko B nucti Ao [paromaHoBa OHs 22 JIHOTOro
1888 p. Ane 3rogom ®PpaHKo MOWMPUB TeMy Ha BCi MOJIITHYHI MoemMH
llleByenka — HanucaHi no 3acnanHda. [Ipo ue goBigyemocs i3 woAeHHHKa
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Ocuna MakoBesi, e 3anucaHo, 1O AHA 22 TpaBHs 1888 poky BiH
po3moBasB i3 dpaHkoM, i PpaHko npu3HaBcs oMy mig cekpeTom, 1O
nuiie guceprauiro ans npo¢. OroHoBcekoro Ha Temy “Ilpo mosiTHuHi
noe3ii llleByenka o 1847 poky”. Ane i 3 uiero Temoro PpaHKOBi He
nowacTtuno. B nucti mo HJparomaHoBa gHs 23 nucronama 1889 poky
®paHKO BigMiuye:

"Tak camo npuiLIIOCh NOKUHYTH H APYry TeMy, A0 KOTPoOi MeHe
1110, — noJjituuHa noe3is LlleBuenka 1840-1846 pokis. OT 5 i
3yNMHUBCA Ha TeMi 30BCiM y)Xe HeBHMHHii 3 momiTHuHOro G6oky —
MiCHAX LEPKOBHHUX.”.

Ane i 3 TpeTbor0 TeMoro Hiyoro He Buiiuto0. [IpuunHoro MorJio 6yTu
Te, wo toAi dpaHKOBI BAAOCA BiOKPUTH PYKOMHUC 3 He3HAHUMH OO TOro
yacy TBopamMu IBaHa BumeHcwkoro. Ls 3Haxigka cnonykana ®patka (npo
o BiH caM 3asBHB) JoKJajHille 3aiHATHCA nocTaTrTio Buwencskoro. Le
H oonpoBaguiIO OO pe3WrHalii 3 TeMH NPO LEPKOBHi MICHIi — B KOPHCTb
moHorpa¢ii npo BumeHcbkoro. Han uiero MouHorpadiero mnpauroBaB
®panko OGinbwe Hik pik. Jus 7 rpyans 1890 poky cnoBicTuB BiH
JparomaHoBa:

"CkiHYMB s CBOIO AucepTalilo npo BuuieHcbkoro, Buifiina
BeaMYeHbKa KHHXKa B 300 cropin.”

HanucaBwu npauto, @PpaHKO 3rojlocHBCS A0 JIbBiBCbKOTO
yHiBepcuTeTy. TaM BignoBinu, w0 #HomMy — 3rifHO 3 HOBUM
pO3NOpsMKeHHsAM MiHicTepcTBAa — Tpeba NMOCTYNUTH B YHiBEPCUTET Ha
onuH cemectep. Konu x ®dpaHko BHiC 3asgBy npo npuilHATTA #oro B
yHiBEPCUTET, CEHAaT YHIBEpCUTETY BiAKMHYB NMpOXaHHSA, He MOJAOUH HABITh
npuunHu usoro. Ilicns Toro ®paHKko 3BEpHYBCS [0 YHiBEpCUTETYy B
YepniBusax. Tam iioro He TiJibkM NpWAHAMM, ajle wWie i MM Jajeko
Ha3yCTpiy: JO3BOJIMJIM HOMY MpHUiXaTH Ha BUKJIAAM [Ba-TPU pa3d Mig uac
cemectpy. CnpaBa B TomMy, w0 PpaHKO He XOTIiB MepeDKIKaTH Ha LHUX
Kinbka MicauiB go Yepuiseub, 60 He XxoTiB BTpaTMTH mnpaui. Bin Tomi
npauroBaB B pefdakuii nonbcbkoi razetd Kyp'ep JIbgoscxi. B UepHiBusax
®paHko 3anucaBcs Ha BUKJIaaM npogecopiB Omensna KanyxHsuskoro i
Crenana Cwmanb-Crouskoro. I13qus no UepHiseus aBa pa3su, a.le CBOTO
nokTtopaty TaM He o¢opmuB. Yomy, HeBimomo. MoxHa nuLIe
npumyckaTH, wo y PdpaHka B3ssa BepX iHllua ifes, ska 3apoausiacs y Hboro
we B 1889-omy poui. B nucti no dparomanosa 3 gatoro 13 mortoro 1889
POKY YMTAa€EMO -MiX iHLLIHM — MpO Te, O OAWH JIbBOB'AHUH OyB y Bini i
BigBigaBs npo¢. BapTocnasa fAriva, cmaBHOro y ToMy uaci cnasicra. [Ipog.
SAriu 3aoxouyBaB ykpaiHUiB CTyAilOBaTH CJaBiCTHKY y BiJ€HCbKOMY
yHiBepcuTeTi # 0OiusB HaBiTh BHEAHATH [UIs HUX cTUneHnii. Jdanbiue
®paHko nucaB OOCIBHO Tak:
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"Iyxe BiH MeHe cobna3HuB, 60 X0o4 s i He Takuilt MoJsioamit (33
POKH), Ta Bce Taku M He Lle Takuil cTapuii, 06 He Mir NOBYMTHCH.
Ta, 3 opyroro 60Ky, He XOTiJlocb 6M MeHi nokuaaTH 3apibky npu
"Kypexe”. Meni ayxe xoTijloch 64 3 4acOM OBHATH XO4Y JOUEHTYPY
NpUBATHY CJIOB'SIHCBKHX JIiTepaTyp NpU TYTeLLHbOMY YHiBEPCHTETI.
[MpaBna, s 3Halo, WO AOLEHTYpa TakKa, Mo MOJITH4YHUX pauisfx, 6ysia
6 TyT Oyxe BY3bKOI i XOB3bKOI KJIaAKOO, Ta BCe-TaKH, XTO Horo
3Ha€, K MOXYTb 3MiHHUTHCH ob6cTaBHHHU...”

Baxarouu cTaTH JOUEHTOM ciaBicTuku, PpaHKO BOJIiB 3pOOUTH JOKTOpAT
came B Ui aingdui B npo¢. Ariva y BigHi, a HiX Tineku 3 oOcsary
ykpaiHcbkoi dinonorii y npo¢. CrenaHa Cmanb-Croupkoro B YepHiBusx.
Ane 3 apyroro 60Ky, 6yay4ud CBiJOMHM, 110 JOKTOpaT He MaTUMe s
HbOIO MPAKTHYHOrO 3HaueHHs, He nOyxe crniwmBcs. CnpaBa B ToMy, IO
®paHko He BipHB, 106 oMy — 3 orsay Ha HOro NoJIiTHYHI NepeKOHaHHS
— MoXHa Oyno 3pobutn HaykoBy kap'epy. daxt, wo PpaHkO Taku
piluMBcs BKiHL 3aBeplIMTH CrpaBy JOKTopaTty, Tpeba 3aBAsYyBaTH Horo
JPYXHHi, sIka NpAMO TakW HacToroBaja Ha uboMy. IIpo ne cBimYMThH IHCT
00 OpyXXWUHHU, HanucaHud B 1891-omy poui (moknajHilIa NaTa HeBigoma).
HOpyxuHa nepebyBana Ttoai B Kocauis (OarbkiB Jleci Ykpainku) B
KonoasxxHoMy. Ocb ypHBOK JHCTa, SKHi BiOJHOCHTBCA [0 CrnpaBH
JIOKTOparTy:

"TW nuaull MeHe 3a JOKTopaT, He Oiiica, s He xmaB Ha TBoe
NUWJIiHHA, BYyCb [JO HbOro, MepepoOJiIlO0 rpeKy i TrpamMaTuky
CTapoCJIOB’AHCbKY, ajle no coBicty Tobi kaxy, Buycb He O AKOi
HeOyab MpaKTH4HOI Uiji, a TinAbkH, W06 goroautH TBoiil AUTHHSAUIK
am0Oiuil, 60 ue * g 3HaK HaMeBHO 1 3HAKW Big Jroded JOCHUTh
KOMIMETEHTHUX, L0 KaTeApH MeHi [MpPH XKOAHIM aBCTpilicbKiM
yHiBepCHTeTi He JalyTh, He aJsf TOro, IO s PyCHH, a A1 TOro, Wo A

.

“noniTH4Ho HamapkoBaHuil”. Mycina 6 xiba ABcTpis nepectaTH
6yTH ABctpiero...”

Bin pemakuii Kip'epa ®dpanHko oaepxaB BiaNycTKy i B »oBTHi 1892
poky BuixaB no Bigusa. Ous Il xoBTH 1892 poky crnoBicTHB BiH CBOIO
NpPYXHHY OCb MpO LLUO:

"5l cboroAHi 3amucaBcs Bxe Ha yHiBepcuTeT. JlekaH NpUiHSB
MeHe [yxXe JIacKaBo i Ka3aB 3apa3 npeaksiajaTH NMMCbMOBY poboTy, a
TakoX Yyce, wWo Oylo apykoBaHO 3 MoOIX HayKoBHX Mpallb,
3aneBHIONOYH, WO Bce 6yae WBHAKO 3pobsieHo. 3HAUYUTh, KAy TiJIbKH
Ha npuizg Ariva, a TMM €acoMm KiHuy po6oTy mnpo OyamiHcbky
nerexay.”

Liero 6yaniiicbkoto serengoto Gyna nosicTe npo Bapnaama i Hoacada,
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croxeT sikoi npumanapysas 3 Iumii. Ilpauro npo Bapnaama it Hoacaga
dpaHkO NpoYMTaB Ha cJaBiCTH4HOMY cemiHapi. Ilpod. Ariu ouinus ii
MO3UTHBHO i 3asiBUB, WO npuiMe ii SK JOKTOpPCbKY AucepTalilo mifg
yMoOBoOMO, 110 PpaHKo NOPOGHTbL NEBHi AoMoBHeHHsA. [anblia npaus Hafg
uiero Temoro 3abpana PpaHkoBi mie HocHTh Yacy. I1pu kiHui TpaBHs 1893
poky ®paHko 3aKiHYKMB AMcepTalito i Bigaas ii npod. Ariuesi. Juceprauiro
npuitnas npogecop 6e3 3actepexxenb. Kpim auceprauii, ®paHko 6yB
3060B’93aHHI CKJIACTH LU YCHMIl iCNHUT, KU CKJIagaBCs 3 IBOX YAaCTHH: i3
CNMaBiCTHKK Ta JIaTHHCbKOI MOBHM i 3 ¢isnocodii. Icnut i3 cnasicTuku i
natuHu Ppanko cknaB 20 yepsHs 1893 poky, a 3 dinocodii 28 yepBHs Toro
X camoro poky. OOuaBa icnuTH ckjaB 3 Bia3HaueHHsM. [Ipomouis
Bigbynacs 1 nunHs 1893 poky, micns yoro dpaHko BepHyBcst Ao JIbBoBa.
Tax ®paHko oJepxaB CTyNiHb JOKTOpa ¢inocodii B AiNAHLI craBiCTHKH
Ha ocHoBi muceprauii: "Bapnaam i Hoacad, crapoxpHCTHSHCHKMi
IyXxoBHWIl pomaH i Horo JitepaTypHa icropis.”
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OJOKYMEHTH 1O ICTOPII JOKTOPATY
IBAHA ®PAHKA

Bio Peod. CripaBa noktopchbkoi nuceprauii IBana ®panka e i goci, sk
MH 6auumo 3 mpaui g-pa M. Jlo3u, He yTouHeHa # He IOCHTb SICHa.

YV HaykoBOMy WIOpiYHHKY CJIOB’SHCbKOi ¢inosorii BimeHcbkoro
yHiBepcHTETY BimoMHil aBcTpiiicbkuil craBicT i ¢panko3naBeub I 1oHTEp
Butp3eHc ony0JikyBaB JOKYMEHTH, MOB’si3aHi 3 HaBYaHHAM IBaHa ®PpaHka
y BimencbkoMy yHiBepcHTeTi i 3aXHCTOM JoOKTOpchbkoi muceprtaumiil. Ha
0cobJIMBY yBary 3acllyroBylOTh Taki JOKYMEHTH: iHIEKC, 110 HOro BjacHO-
pyuHo 3anoBHuB 1. ®panko, 3asaBa go KoJerii mpodecopiB ¢inocopcbkoro
$akyIbTETy PO IOMYLLEHHS OO0 TOKTOPCHKUX iCIUTIB, aBTOGiorpadis, Bia-
ryku npogecopis B. friua Ta Ipeuka Ha nokTopchky OMcepTaLilo i IOMOBI-
ni 1. ®panka, siKi BiH NpOYMTAB HA CJIABICTHYHOMY CeMiHapi TOLIO.

IIpuBepTae yBary cnucok npeameTis, aki 1. ®panko BuBuaB. ['osioBHE
Mmicie 3aiimaroTs TyT nekuii B. Sriva, mpaui sikoro ®paHko 3HaB 1€ i3
JIbBiBcbKOTO YHiBepcuTeTy. KpiM nekuiii BiH BiIBinTyBaB TakoX ClaBiCTHY-
HHU#l ceminap Sriva, Ha sKOMy BHCTynaB 3 aBoma mpausmH - “IIpo nosicTs
”Bapnaam i Moacad” Ta "I[Ipu4dHKH OO JiereHOM mnpo Maromera y
cnop’sau”2. [leplua npans HAcTiNbLKY 3anikaBuna Slriva, mo BiH moroguscs
B3ATH ii 32 OCHOBY IUIS JOKTOPCbKOI mucepTaii, xou y ®panka Gyna B TO#
yac y)xe 3akiHyeHa rpaus npo IBana Bumencokoro. 1iii npaui, mo Buiinuia
B 1885 poui okpemor kHHXKKorw, npod. Ariy momaB y Zeitschrift fiir
slavische Philologie (1897) mye BHCOKY OIIHKY.

3HaueHHs Ha3BaHHUX IOKYMEHTIB € LIHHUM HaabGaHHAM ()paHKO3HAB-
cTBa. BoHM yTOYHIOIOTH psn BaxiMBHX (akTiB 3 xutTa Ppanka, moci
majio BimoMux. TOMy HM)KYe MMOJAEMO TEKCTH iX OpHIiHAJIiB Ta IMepexyan
ykpaincbkoro MoBoio M.I. apmorpas?. TekcTH OOKyMeHTIB B3fATO 3a
Ha3BaHolo ny6ikauiero 'lontepa Butpsencat. IlepenpykoByemo ix mos-
HICTIO, HE BIPOBAaXKYIOUH HiKMX MPAaBOMHCHUX YH MOBHHX 3MiH.

1. Gunther Wytrzens, ‘Ivan Franko als Student und Doctor der Wiener Universitét”,
Wiener slavistisches Jahrbuch, Graz-Kdln, 1960, cTop. 228-241.
2. Ha ocHoBi ui€i nmpaui ®paHko HanucaB mi3Hiwe cratTio “Przyczynki do podan o
Mahomecie u slowian”, Wisla, No , t. 8, 1894, ctop. 70-96.
3. Ykpaincoke aimepamyposnaecmeo, Bunyck 14, B-Bo JIbBiBCbKOro yHiBepCHTETY,
JIbBiB, 1971, cT. 89-97.
4. IuB. npumitka u. 1.
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@I1J1IOCOPCHLKHA DPAKYJIBTET 9-fi ceMmecTp

KBapTHpa cTyZeHTa I. Binaineepwrpace, 26,

I nid’i3d, 4 nosepx, ksaprupa 29

IHOEKC
IM'sa i npi3BHIe cTyldeHTa | lean Pparnko
DaTbKiBuHHa i Micle HapoOIXKeHHs | Taauvuna, Haeyesuui
Pigna MoBa, Bik I Ykpainceka
nap. 8 1856 p. (36 pokis)

Peniris, akuit o6psa a6o BipoicnoBinaHHs ' I' pexo-karoauybka

l

|

IM’'s, cTaH i Micule NpoXKHBaHHA Horo 6aTbKa |

IM’sa, cTaH i Micue NPOXHBaHHA HOro omikyHa |

HasBa yu60Boro 3aknaay, B SKOMY CTyOeHT ' Yepnisyi
npoBiB OCTaHHiH cemecTp

Onepxye cTHneHfilo (momoMory) . . . . . . . . B cymi .
wagany (KHM) . . . . . . . . ... ...

Ha skiit OCHOBi NPOCHTb CTYZEHT NMPO NPHAOM ‘ A6contotopii 5

Cnucok neKuifi, AKi CTyAeHT Mae HaMip cayxaTh

Bracuopyunuit nianuc

KiankicTn MpissHue CTYNCHTA, OAHOYACHO
Mpeamer aexuint roaun ra LOUeHTa NiATBEPAXKENHS NPO
THXAEHb onepXaHHA 0€060BOTO

NoCBiAYeHHA

Ictopuuno-MeTomONOriYHMA  BCTYn MO
BHBYEHHs CJIOB'SIHCBbKOI (inosoril 4 ap. B. fruy

Bu6paHi nuTaHus 3 rpaMaTHKH CJOB'SIH-
CbKHX MOB

ChnasicTHyHHA ceMiHap

CrapocJioB'siHCbKa rpaMaTHKa ap. ®p. INactpHek

ETHiunni cknag Hacenenns Apcrpii ap. Ilayniuke

CemMinap 3 naneorpagii ap. IMwibpam

N IN [N | (N[N

Mertoanka icTOpHYUHHX mOCAimMXKeHb ap. Mioab6axep Is. dpanxo

BHeceuHs naathu
INaara 3a 3anuc

Bin naatn 3a napuannz HANOMOBMHY pin venmuft i rep6oBy MapKy . . . 5 ryabaenis
30BCiM
rigHo 3 piwenHam Bin . . . . . . . . . [Ilnara 3a HaBuamHa...13 ,, 65 xp.
Pasom ... .18 r. 65 xp.

Wraun Gyranrepil Bimencvkoro yHimepcurery 3 martolo: 10 koBTHA 1892 p.
Mianuc nepo36ipansnh

® TMoceinuerns npo 3axiWuenHs cTymifi B aBCTPIficbKHX yHiBepCHTETaX.
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An das Hochlébliche K. K, Profes-
sorenkollegium der philosophischen
Fakultat der Universitit Wien.

Iwan Franko, Kandidat der Philoso-
phie. wohnhaft 1. WipplingerstraBie
N. 26, 1. Stiege, 4, Stock, Thir 29 —
bittet um Zulassung zu den strengen
philosoph. Priifungen aus der Sla-
vistik mit der klassischen Philologie.

Hochlébliches K. K. Professorenkollegium der philosophischen Fakultit!

Gestiitzt auf die beifolgenden Dokumente, und zwar:

a) das Maturititszeugnis im Original und in Ubersetzung,

b) das Absolutorium der Czernowitzer Universitat,

c) den Index der Wiener Universitdt iiber ein Semester,

d) das Curriculum vitae, und

e) die Abhandlung unter dem Titel «Der Roman vom Barlaam und Josaphat sowie
die darin enthaltene Parabel von dem Einhorn («Der Mann im Brunnen») und ihre
slavische Bearbeitung», wozu ich noch die zweite, kleinrussisch geschriebene Abhandlung
«lvan VySenskij i jeho literaturna dijalnist'») ferner die im polnischen Journal «Wista»
(Bd. VI, 263—278) gedruckte Abhandlung «Wojna zydowska, przyczynek do studjéw po-
rownawczych nad literaturag ludow3s und die in derselben Zeitschrift (Bd. VI, 745—758)
gedruckte Abhandlunﬁ «Bajka wegierska Waclawa Potockiego i‘psia krew's, wozu noch

. 996—997 abgedruckte Anmerkung «Pochodzenie Attyli» zu nehmen ist, als Supple-

mente beifiige —
bitte um Zulassung zur Ablegung der philosophischen strengen Priifungen, und zwar
aus der Slavistik als dem Haupttache in Verbindung mit klassischer Phiiologie, behufs
Erlangung der philosophischen Doktorwiirde.

Wien, den 17. Mai 1893 Iwan Franko

Ho Csitnoi u. k. Kouserii Ipodecopin
dinocodpcbkoro ¢akynbrety BimeHcbko-
ro YHiBepcHTerty.

IBan dpanko, Kananaar dinocodii, mo
npoxusae [y Biani] 1., Bya. Binninrep-
wrpace Ne 26, I nin'isn, 4 nosepx, 29
nBepi, MPOCHTb JONYCTHTH HOro Jo0
cyBOpPHX }inocodCcbKHX eK3aMeHiB 3
CNaBICTHKH 3 KJacHuHolo dinonorieio.

Ceitna u. k. Konerie Ilpodecopis dinocopcbkoro dakyantery!

Ha nincrasi nomaHux noKyMeHTiB, a caMe:

a) artecTaTy 3pinocTi B OpHriHadi i mepekaapi,

6) aGconioTopis YepHiBellbKoro yHiBepcHTeTY,

B) iHmekcy BineHcbKoro yHiBepcHTeTy 3a OLHH ceMecTp,

r) aeroGiorpadii i

n) AucepTauii nig 3aronoskoM «PomaH npo Bapsnaama i Floacada» Ta BMiluena B HboMy
npHTYa npo ennHopora («YonoBik y KpHHHUi») i ii cioB'sHcbKa o6po6Ka, MO siKoi Hopart-
KOBO N0jaio lie APYry Npaiuio, HamHcaHy YKpaiHCbKOi0 MoBoio, «Isan Buwencbkuit i #oro
nitepaTypHa HisdbHiC1b», Mali HalpyKoBaHy B nojbcbkoMy XypHani «Wista» (1. VI,
crop. £62—278) crarTio «Wojna zydowska, przyczynek do studjow poréwnawczych nad
literaturg ludowa» i B uboMy X xypHani (1. VI, crop. 745—768) ony6aikoBany craTTio «Bajka
wegierska Waclawa Potockiego i 'psia krew's, o skol Ile clil B3ATH NPHMITKY
ePochodzenie Attylis, HanpykoBany Ha crtop. 996—997 — npolwly NONYCTHTH MeHe N0
eknananHHa (inocodCbKHX CYBOPHX €K3aMeHiB, a caMe 3 CJABiCTHKH SIK OCHOBHOI cheuiasb-
HOCTi pPa3oM 3 KnacHuHolo (inonorieio, 3 MeTolo 3106yTTH 3BaHHA AOKTOpa dinocodii.

Bideno, 17 tpasns 1893 p. lean Ppanko
CURRICULUM VITAE

Ich Iwan Franko wurde am 27. August 1856 in Nahujowice (Kreis Drohoby¢) in Ost-
galizien geboren. Mein Vater war ein Bauer und starb, als ich noch nicht 8 Jahre alt

geworden war. Durch zwei Jahkre besuchte ich die Dorfschule in Jasenica Solna, dann
durch drei Jahre die basilianische Normalschule in Drohoby&, worauf ich in den Jahren
1868—1875 das DrohobyZer Realgymnasium mit vorziiglichen Attestaten absolvirte. Im
Jahre 1875 inscribirte ich mich als ordentlicher Horer an der philosophischen Fakultit
der Universitat in Lemberg, wo ich klassische Philologie unter Prof. Weclewski und
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Cwiklifiski, kleinrussische Sprache und Litteratur unter Prof. Ogonowskij Padagogik
unter Prof. Cerkawskij, Psychologie und Anthropologie unter Dr. Ochorowi¢ und auch
einen Cursus der Nationalékonomie unter Prof. Bilinski studirte.

Gleichzeitig beteiligte ich mich an der Redaction einer vom akad. Vereine <Akade-
mikeskij KruZoks herausgegebenen litterarischen Zeitschrift «Druh» und wurde im Som-
mer des Jahres 1877 zusammen mit den ibrigen Mitgliedern dieser Redaction in einen
politischen Process verwickelt, welcher meine Studien unterbrach. Nach 8-monatlicher
Untersuchungshaft wurde ich trotz ginzlichem Mangel an Beweismaterial, hauptsachlich
auf Grund eines an mich berichteten Briefes M. Dragomanows, welcher mir vorschlug eine
Studienreise nach Nordungarn zu unternehmen, der Geheimbiindelei schuldig befunden
und zu 6-wdchentlichem Arrest verurteilt. Dieses Urteil zog mir den Verlust eines Landes-
stipendiums zu, welches ich durch zwei Jahre vorher genossen hatte, doch setzte ich trotz-
dem meine Universitatsstudien fort, meinen Unterhalt gleichzeitig durch verschiedenartige
litterarische und publicistische Arbeiten in kleinrussischer und ‘polnischer Sprache ver-
dienend.

Zu Anfang des Jahres 1880 wurde ich in Jablonow bei Kolomyja, wohin ich mich
behufs Erteilung von Privatlektionen begeben ‘hatte, verhaftet und abermals in einen
politischen Process mit einbezogen, aber nach 3-monatlicher Untersuchungshaft frei-
gelassen, da es sich herausstellte, was iibrigens von Anfang an ganz klar war, daB ich
mit diesem Processe und den darin angeklagten Personen weder bekannt war noch irgend
etwas gemein hatte. Seither verlebte ich zwei Jahre auf dem Lande, erhielt im Jahre
1883 von dem Gutsbesitzer Ladislaus Fedorovié in Okno den Auftrag, eine Biographie
seines Vaters, des Reichstagsabgeordneten vom Jahre 1848 zu schreiben, durchforschte zu
diesem Zwecke das reichhaltige Familienarchivum des Herrn Fedorovié und beschaftigte
mich in Lemberg, wo ich Mitarbeiter der ruthenischen Zeitschrift «Dilo» wurde, mit dem
Studium der Geschichte Galiziens sowie der galizisch-ruthenischen nationalen und littera-
rischen Entwickelung. Zu diesem Zwecke sammelte ich auch viele alte und neuere Drucke,
Flugschriften, Zeitungen, Handschriften und Correspondenzen. In den Jahren 1885 und
1886 besuchte ich Rulland, speziell Kijev, wo ich mich auch verheiratete. Im Jahre 1886
wurde ich Redakteur der litterarischen Zeitschrift «Zorja», in welcher ich seit 1883 viele
meiner Arbeiten verdifentlichte; im Jahre 1887 wurde ich stindiger Mitarbeiter der polni-
schen Zeitschrift «Kurjer Lwowski». Im Jahre 1889 wurde ich zum drittenmal in einen poli-
tischen Process verwickelt und nach 10-wéchentlicher Haft wieder freigelassen, nachdem
de Untersuchung nicht auch einen Schein von einem Delicte gegen mich hat aufweisen konnen.

Im Jahre 1890 glaubte ich endlich die Méglichkejt erreicht zu haben, meinen seit
jeher gehegten Gedanken an die Vollendung meiner Universitiatsstudien zu realisiren,
und da mir nach der unterdessen erschienenen ministeriellen Verordnung zur Erlangung
des Absolutoriums noch ein Semester fehlte, so richtete ich an das Professorenkollegium
der Lemberger Universitiat die Bitte um Erlaubnis, mich an dieser Universitdt noch fiir ein
Semester inscribiren zu dirfen. Meine Bitte wurde aber ohne Nennung eines Grundes
abgelehnt, weshalb ich anch gezwungen war, mich fir ein Semester an der Czernowitzer
Universitdt zu inscribiren, wo ich die Vorlesungen der Professoren Smal-Stockij und
Katuzniackij besuchte und auch das Absolutorium erlangte. Im Herbste des Jahres 1892
sah ich mich endlich im Stande, meinen lange gehegten sehnlichen Wunsch zu erfillen
und mich behufs Vervollstindigung meiner Studien in Slavicis nach Wien zu begeben, wo
ich durch ein Semester als ordentlicher Hérer inscribirt, die Vorlesungen der Professoren
Jagié¢, Pastrnek, Miihlbacher und Paulitschke besuchte und michh auch an den Arbeiten des
slavischen Seminariums beteiligte. Von meinen litterarischen und wissenschaftlichen Arbei-
ten, welche einen Zeitraum von bereits nahezu 20 Jahren fiillen, will ich hier nur diejeni-
gen nennen, welche meine Beschaftigung mit allgemeiner und slavischer Litteratur und
Volkswissenschaft bekunden. Ich darf es ohne Selbstiiberhebung aussprechen, daB eben
dieses wissenschaftliche, rein ideelle Interesse mich in den harten Priifungen, die ich zu
bestehen hatte, aufrecht erhielt, so daB ich trotz schwerer Schicksalsschlige dem hohen
Ziele, meinem Vaterlande und besonders meinem siidrussischen Volke niitzlich zu werden,
nie untreu wurde.

Meine Beschiftigung mit europaischen und slavischen Litteraturen fiihrte mich ver
Allem dazu, das Beste aus denselben in meine Muttersprache zu iibersetzen, Schon im
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Gymnasium ibertrug ich zwei Dramen des Sophokles, einige Gesinge des Nibelungen-
licdes und dergl. mehr. Wéhrend der Universititsstudien las ich besonders viel Russisch
und ibertrug auch einzelne Erzdhlungen des Pomjalowskij, Scedrin-Saltykov, den Roman
«Was tun» des CernySevskij. Im Jahre 1879 erschien meine Ubersetzung von Byrons
«Kain», im Jahre 1882 der erste Teil des Gothe’ schen «Faust» mit einer Studie iiber den-
selben. In demselben Jahre iibersetzte ich auch Gogols «Todte Seelen», vordem noch eine
Erzihlung des Gleb Uspenskij, einzelne Gedichte von Géthe, Victor Hugo, Heine, Lenau,
Freiligrat, Shelly, Nekrasov («Russische Frauen»). In den letzten Jahren publicirte ich
eine Bearbeitung des «Armen Heinrich» von Hartmann von Aue (1891), ein Bindchen
von Heines Gedichten (darunter «Deutschland, ein Wintermiirchen», «Disputation» u. A. m.)
mit einer biographischen Studie iiber den Dichter, einige bulgarische Volkslieder — alles
in kleinrussischen Ubersetzungen, iibertrug auBerdem die «Tyrolské elegie» und andere
Gedichte des bohmischen Satirikers Karl Havlitek Borovsky, auch Einzelnes von Sva-
topluk Cech, Jar. Vrchlicky und J. Neruda.

Hand in Hand mit diesen Ubertragungsarbeilen ging auch das Bestreben, einzelne
Autoren und Litteraturrichtungen besser verstehen zu lernen und Anderen zu erkliren.
So entstanden meine ruthenisch und polnisch geschriebenen litterargeschichtlichen Skiz-
zen und Charakteristiken: iiber Gos&ynski, Teofil WiSniowskij, Bohdan Zaleski, Saltykov-
S&edrin, Leo Tolstoj, iiber den zeitgendssischen russischen Tendenzroman (Obrusiteli,
Blednow usw. sowie iiber den EinfluB des Mickiewicz auf die kleinrussische Litteratur.
Die meisten dieser Arbeiten hatten var Allem den Zweck, die Kenntnis des betreffenden
Autors bei dem benachbarten Volke zu vermitteln; in dieser Hinsicht sollen hier noch die
Essays iiber Turgeniew (kleinrussisch) und iiber Sev&enko (polnisch), so wie auch die
iiber Emil Zola, den naturalistischen Roman und «La terre» verglichen mit Gl. Uspens-
kijs «Vlast' zemli» (polnisch) genannt werden.

Die Geschichte der siidrussischen Litteratur — und Geistes-Entwickelung bildete seit
jeher den Lieblingsgegenstand meiner Studien. Vor allem war es der bedeutendste und
originellste Dichter SiidruSlands, Taras Sev&enko, dessen Gestalt und dichterisches Erbe
meine Aufmerksamkeit fesselte. Seit 1881 publicirte oder verfaSte ich folgende, diesen
Dichter behandelnde Einzelstudien: die Analysen seiner Gedichte «Hajdamaki», «Kaukazs,
«Son», «Topola» und «Perebendia», sodann eine allgemeine Charakteristik seines Lebens
und seiner Wirksamkeit (ruthenisch und polnisch); die von mir vorgeschlagene und mo-
tivirte Einteilung derselben in vier Perioden wurde auch von Prof. Ogonowskij in seiner
neuen Ausgabe des «Kobzar» Sevéenko's angenommen. GréBere oder kleinere Beitrige,
Materialien und kritische Bemerkungen lieferte ich noch zu den Biographien folgender
siidrussischer Schriftsteller: Fed’kowi& (eine Analyse seiner widersprechenden Angaben
iber seine Jugend), Swidnickij, Rudafiskij, Mordowcew, Skomorowskij, Mogilnickij und
Suchewié. Auch mit der ilteren siidrussischen Litteratur, besonders seit der Mitte des
XVLI. Jahrhunderts beschiftigte ich mich eingehend. Es gel~ng mir handschriftliche, bis-
her unbekannte Materialien zur Geschichte dieser Litteratur aus dem XVI., XVII. und
XVIII Jahrh. zu finden, so eine Sammlung der Schriften Iwan Vygenskyj's, ein religioses
Drama «Dialogus de passione Domini» aus der Mitte des XVI. Jahrh., mehrere hand-
schriftliche Sammlungen von Legenden und Apocryphen, geistlichen und weltlichen Liedern
usw. So entstanden meine, meistens russisch geschriebenen und unter dem Pseudonym
«Myrons in der «Kijevskaja Starina» verdifentlichten Abhandlungen und Mitteilungen;
iiber neue Materialien zur Kenntnis des Iw, Vy3enskyj, iiber einige siidrussische Apocrypha,

iber den Lemberger Bischof Joseph Sumlanskij und sein Buch «Metrika» usw. Dem
Vygeniskyj widmete ich auch eine ausfiihrliche specielle Arbeit, in welcher ich zuerst alle
seine Schriften einer eingehenden Analyse unterwarf und die daraus gewonnenen Daten
zum Aufbau einer wissenschaftlich begriindeten Biographie dieses Schriftstellers zu ver-
werthen suchte. Diese, bis jetzt nicht publicirte, kleinrussisch geschriebene Arbeit erlaube
ich mir dem Hochléblichen Professorenkollegium vorzulegen.

Nachdem ich im Jahre 1888 fiir die warschauer Wochenschrift «Gtos» einige Skizzen
iiber die rotrussische Litteratur des XVIII. Jahrhunderts geschrieben habe, begann ich
mich mit dieser, bis jetzt fast dunklen zB. von Ogonowskij in seiner Litteraturgeschich-
te gar nicht erwihnten Epoche der galizisch-ruthenischen Geistesentwicklung zu be-
schiftigen und besonders dem 1790 erschienenen «Bogoglasnik» (Sammdung &lterer und
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neuerer geistlicher Lieder) zu beschaftigen (sic!). Diese Arbeit muBte aber trotz bedeu-
tcnden von mir gesammelten Materials, wegen Mangels an wissenschaftlichen Hilfsmit-
teln unterbrochen werden, und nur ein Kapitel daraus, iiber die geistlichen Weihnachtslie-
der, wurde auszugsweise im <Dilo» verdffentlicht. Meine Ansichten iiber die wichtigsten
Momente der siidrussischen litterarischen Entwickelung bis zum Beginn des XIX Jahr-
hunderts fasste ich in einer Vorlesung zusammen, welche ich im Juni 1892 in der histo-
rischen Gesellschaft in Lemberg hielt, und welche dann unter dem Titel «Charakterysty-
ka literatury ruskiej w XVI—XVIII wiekach» im Organ dieser Gesellschaft, dem «Kwar-
talnik historyczny» gedruckt wurde.

Auch mit Ethnographie und Folkloristik habe ich mich seit friher Jugend beschif-
tigt. Noch im Gymnasium schrieb ich hunderte von Volksliedern, Marchen, Sprichwértern
und dergl. aus dem Volksmunde auf. Ein ziemlich reichhaltiges lexicalisches Material
stellte ich anfangs dem H. Werchratskij fiir seine «Polatky do uloZenia nomenklatury»
sowie fiir seine «Znadoby», spiter dem Prof. Ogonowskij fiir seine «Studien auf dem
Cebiete der ruthenischen Spraches, und endlich dem H. Zelechovskij fiirr sein ruthenisch-
deutsches Worterbuch zur Verfiigung. Selbstindig publicirte ich daraus nur eine Col-
lection der «Kindersprache» (Swit, 1882). In derselben Zeitschrift gab ich auch einige
Lieder neuester Formation, wie iiber die Kartoffel, iber die Borystawer Naphtagruben
mit kulturhistorischen Erklarungen heraus. Im Warschauer «<Dodatek do Przegladu tygod-
niowego» publicirte ich eine Abhandlung iiber die Uberreste primitiver Anschauungen in
siidrussischen Volksratseln. In der ruth. «Zorja» erschien die Abhandlung «Die Harigkeit
der Frau in galizisch-ruthenischen Volksliederns. In dem von der Krakauer Akademic
herausgegebenen «Zbiér wiadomosci do antropologii krajowej» (Bd. XII) erschien eine
von mir und der Frau Olga Roskiewi& veranstaltete und von mir bearbeitete Samm-
lung der Hochzeitlieder und Gebréduche. In demselben Sammelwerke sollte auch meine
Sammlung galizisch-ruthenischer Sprichworter erscheinen, allein mit dem Tode Prof. Ko-
pernicki‘s zerschlug sich die Sache. Meine Sammlung galizisch-ruthenischer Sprichworter,
zu welcher ich alles mir zugangliche gedruckte und handschriftliche Material herangezogen
und durch eigene Aufzeichnungen fast um das doppelte vermehrt habe, betragt gegen-
wiartig nahezu 15 000, meistens mit Beibehaltung dialektischer Besonderheiten in der Aus-
sprache aufgezeichneter und nach Ort der Aufzeichnung bestimmter Sprichrworter,
Vergleiche, bildlicher Ausdriicke, Wortspicle, scherzhafter Redewendungen, Fliche, Seg-
nungen, parodirter Gebete und Kirchengesange usw.

Im Sommer des Jahres 1887 fungirte ich als Sekretir und Correspondent der vom
H. L. Fedorovi¢ in Tarnopol zu Ehren Seiner k. Hoheit des Kronprinzen Rudolf veran-
stalteten ethnographischen Ausstellung, welche ich auch beschrieb. Noch vordem gab ich
einen Band ethnographischer und litterarischer Arbeiten des kiirzlich versterbenen ruthe-
nischen Schriftstellers Vladimir Navrockij heraus. In der «Kijevskaja Starina» publi-
cirte ich die von meiner Frau in Nahujowice aufgezeichneten Volkstraditionen iiber dix
dort im J. 1831 stattgehabte Verbrennung der vermeintlichen Vampyre. Im «Kurjer Lwow-
ski» verdffentlichte ich unter anderem eine Artikelserie iiber die galizische Landeskunde
(«Krajoznawstwo galicyjskie»), iiber ruthenische Teppiche («Kilimki ruskie»), iber die
Ostereier («Pisanki») usw.

Unter dem Einflusse Prof. M. Dragomanow's, welchem ich fiir die Forderung meiner
wissenschaftlichen Bestrebungen sehr viel zu Danke verpflichtet bin, wandte ich mich
dem Studium der neueren vergleichenden Litteratur- und Sag-Wissenschaft zu las eifrig
die bahnbrechenden Werke Benfey's, Liebrechts und besonders Veselovskijs, Dragomanovs
und Anderer. Zwei meiner Abhandlungen, welche dieselbe Richtung einschlagen und in
dem polnischen Fachjournale «Wista» verdffentlicht wurden, erlaube ich mir ebenfalls
vorzulegen.

SchlieBlich sei es mir gestattet zu bemerken, da iiber meine belletristischen, sowohl
prosaischen als auch poetischen Arbeiten, von denen vieles ins Polnische, manches auch
ins Russische, Bohmische und Deutsche iiberzetzt wurde, Prof. Ogonowskij in seiner
ruthenischen Litteraturgeschichte (Zorja 1891 und 1892 und separat) ausfiihrlich ge-
handelt hat.

Wien, den 18. Mai 1893 Iwan Franko
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XUTTENMUC

A1, 1san ®panko, napoausca 27 cepnus 1856 p. B Haryenuwax Jlporo6uubkoro nosity,
B Cxinuifi Fannunni. Mifi 6aTbko 6yB CeNAHHHOM i nmoMep, KOMH MeHi wie He 6yJ0 BOCbMH
pokis 8. TlporsroM nBox pOKiB s BinBiRyBaB cinbcbky wkony B Slcenuui-Cinbhifl, notim
NEOTArOM TPbOX POKiB — BacHJiaHCbKy HOpManbHy wkony B Jlporo6Hui, micns woro B
poxkax 1868—1875 — Jlporo6uubKy peanbHy TiMHa3iio’, Ky 3aKiHUMB 3 BIIMIHHHMH oOLiH-
kami. B 1875 p. 3anHcaBca HificHHM cayxaueM Ha o¢inocodcbkuit ¢axynbrer JIbBiBCBKOrO
yHiBepCHTETY, lle BHBYaB KJacHuHy ¢inosoriio y npodecopis Benunescbkoro i Lsikainceko-
ro, yKpaiHCbKy MOBY Ta JiTepaTypy ® y npodecopa OroHoBcbKoro, nefaroriky y npodecopa
YepKaBcbKoro, NcHxoJoriio i anrponodoriio y a-pa OxopoBHua, a TakKoX Kypc HauioHansHOi
exoHoMii y npodecopa Binincbkoro.

OnnouacHo 6paB yyacTb y po6oTi pelakuii JiTepaTypHoro »ypHana «Ipyr», mo
BHJaBaBCS CTYNEHTCbKHM TOBapHCTBOM «AKaJeMH4YeCKHA KPYXOK» i pa3oM 3 iHIUHMH uJe-
HaMM L€l pepakuii BaiTKy 1877 p. 6yB BnAyTaHHA y NOJAITHYHHA npouec, AKHA nNepepsas
moi cryaii. Tlicais BOCbMHMiCAYHOrO C/iAYOro apeluTy, He3BAXKalOUH HA WIJAKOBHTY BilcyT-
HICTb BHKPHBAJbHHX MaTepialliB, MeHe OGBHHYBAaTHJIH B Ta€MHifi 3MOBi, B OCHOBHOMY Ha nif-
craBi HanpaBJeHoro MeHi Jucra Big M. JlparomaHoBa, sIKHAi 3anponoHyBaB MeHi HayKOBY
noisaxy o [TisHiuHoi Yropmuuy, i 3acynunn Ha wicth THXHIB apewty. Lled BHpok mo3Ga-
BHB MeHe MlepXKaBHOI CTHMeHMil, AKy A OTPHMYBaB Nepell THM NPOTAroM NBOX poOKiB. A
poTe A NPOJOBXKYBaB NaJi CBOI YyHiBepCHTeTCbKi CTyAii, onHo4YacHO 3apo6asioyH Ha npo-
JKHTOK Pi3HHMH JiTepaTypHHMH i nyGJNiUHCTHYHHMH NpalUsiMH YKPaiHCbKOIO i NOAbCbKOIO
MOBaMH.

Ha nouwartky 1880 p. mene 3aapewrtyBaan B SI6aynosi Gina Konomui, kyau s noixas
3 HaMipoM [aBaTH NpHBATHi JieKlii, i 3HOBY BTATHYJH Y NOJMITHYHHA npouec, ane nicas
TPbOX MiCALIB CNIAYOro apeluTy 3BiNbHHAH, 60 3'AcyBanocs, WO, 3PeWITOI0, BXKe Bil movar-
Ky G6yJ0, Ui/IKOM SICHHM, WO A 3 THM MpouecoM i OGBHHYBaueHHMH B HbOMY OcoGaMu aHi
He GyB 3HaMOMHA, aHi He MaB HiYoro cnijbHOro. 3 TOro yYacy si MPOXKHBAB [BA POKH Ha
ceni, a B 1883 p. onepxas 3aMoBJeHHs Bii nomimuka Bosnoancnasa ®enopobuua y Bikui
Hanucatu Giorpadilo #oro G6atbka, mo 6yB Bix 1848 p. menyratom paixcrary. Ilas Toro s
AocinuB GaraTHil POAMHHHA apXxiB naHa (denopoBHuya i npauwosas y JIbBOBi, ne A cTaB
cniBpo6iTHHKOM yKpaiHCbKoro yaconucy «Jlinos», Hajn BHBYUeHHAM icTopil 'aJiHYHHH, a TaKOX
FaJHUbKO-YKPaiHCbKOrO HaliOHAMbHOTO i JiTepaTypHOro PO3BHTKY. 3 TOI0 MeTOl0 A Ha3GupaB
u§MaNo CTapHX i HOBHX APYKiB, JIHCTIBOK, raseT, PyKonHuciB i KopecnoHieHuii. B pokax
1885 i 1886 s migsinas Pocilo, i 3okpema Knis, ae oapyxuscsa. B 1886 p. cTas pemakTopom
Ji1epaTypHoro xypHaay <3ops», B skoMy 3 1883 p. ony6aikysaB Garato cBOIX npalb.
B 1887 p. cTaB nocTifiHHM cniBpoGiTHHKOM NoJbcbkoi rasern «Kurjer Lwowski». B 1889 p.
MEHe BNNYTa/MH TPeTifl pa3 y NOMITHYHHA NPOLEC i NiCAA AeCATHTHIKHEBOTO YB'A3HEHHSA 3HOBY
3BiNbHUAK, 60 CAIACTBO He MOrJO Npei’IBHTH MeHi HafiMeHWOro OGBHHYBayeHHR Yy Oyab-
AKOMY NpPaBONOpPYLIeHHi.

B 1890 p. s cnomiBaBCs, WO HapelITi MaTHMY MOXJHBICTb 3[iACHHTH CBii 3naBHa
fJIeKaHHA HaMip — 3aKiHYHTH yHiBepcHTeTCbKi cTyamii. ToMy mlo 3rizHo 3 MiHicTepcbkHM
PO3NOPSMAXKEHHSAM, 1O NOABHJIOCS B TOM 4aC, AJA OflepXKaHHA abCOMOTOpiA MeHi HeBHCTa-
4ano lle OJHOTO ceMecTpy, fi 3BepHYBCa A0 KoJerii npodecopis JIbBiBCbKOrO yHiBepcHTETY
3 npocb6OI0 NO3BOJHTH MeHi 3aNMHCATHCA Ha OAHH ceMecTp B uef yHiBepcHTeT. OnHak Molo
npocb6y BigXHAEHO, He Ha3HBAlOYH NPHUMH, TOMY A OyB 3MyIIeHHA 3anHCAaTHCA HA OJIHH
ceMecTp a0 YepHiBeubKoro yHisepcHtety. TyT s BiaBiayBaB Jsiekuii y npodecopis Cmanb-
Croupkoro i Kaayxusupkoro i omepxas aGcomoTopiit. Bocenn 1892 p. 3mir napewrti
3RIACHHTH CBOIO 3JaBHa JNeNisiHY 3anoBiTHy Mpilo: i noixas 10 Bimua, mo6 nonoBHHUTH
ChOl 3HaHHA i3 CNaBiCTHKH. 3anHcaBLIKCh 3BHYafHHM CayxadyeM, sl BilBilyBaB NpoTArom
ceMecTpy Jekuii y npodecopiB frnua, IactpHeka, Mionb6axepa i [Tayniuke, a Takox Opas
yyacts B po6oTi cnamicTyHoro ceMiHapy. 3 MOiX JiTepaTypHHX i HayKOBHX TBOPiB, 1O
3ufMalOTb nepiofl yxke GJH3bKO ALJAUATH POKiB, s XOTiB GH TYT Ha3BaTh Jumwe Ti, AKi
CBiuaTh NPO MOI0 NMpauUi0o Haj 3araJbHOIO i CJOB'AHCBKOIO JiTepaTypaMH Ta eTHorpadieio.

5 Batbko I. dpanka nomep HaBecHi 1865 p., OTxKe'Ha NeB'AITOMY pOLi XKHTTA NoeTa.

" B JlporoGuubkifi rimMuasii Bunscs dpaHko 3 oceni 1867 no 1875 p.

® Bupasu «kleinrussisch, ruthenisch, rotrussisch, siidrussisch», sxuti B opurisaxi,
nepenaemo, 6epyyn Ko yBark iX 3HaueHHs, CJIOBOM €YKPaiHCbKHA».
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Moxy 6e3 3apo3yMinocTi cKa3aTH, IO caMe Led HayKOBHM, YHCTO ifeasbHHiA iHTepec nia-
TPHMYBaB MeHe Y CYBOPHX BHMPOGYBaHHAX, AKi CYAHNOCA MeHi MepeHeCTH, TOXK, He3BaXKalouH
Ha TAXKi ylapH [0Ji, f HIKONH He 3palXKyBaB BEJHKOT MeTH — OYTH KOPHCHHM CBOiil 6aTb-
KiBIHHi i, HacaMnepes, cBOeEMY YKPaiHCLKOMY HapONOBi.

Tpauoloun Haa €BponeiicbKHMH i C/IOB'AHCLKHMH JliTepaTypaMH, s Nepiu 3a Bce HaMa-
raBcsi NePeKNacTH Te, WO B HMX HafiKpalle, Ha CBOIO PifIHy MOBY. Y'&e B riMua3sii nepek.1aB
nei apam Codokna, Kinbka wacThH 3 «[lichi npo HiGenyuris» i 1. n. Ilin yac yuisepcurer-
CLKHX CTYHifi YHTaB A 0cO6AHBO 6araTo POCiACLKOI MOBOIO, a TAKOX NepeK/naB OKpeMi onosi-
nauus TlomsanoBcbkoro, CantukoBa-lllenpina, poman <Illo poGutH?» UepHHIUEBCbKOrO.
VY 1879 p. 3'aBuBcs Mifi nepeknan «Kaina» Baifipona, a B 1882 p. — nepwa yactuHa «Payc-
ta» lete 3 po3simkoio npo ueft TBip. Toro x poKy mepeknaB s Takox «MepTsi Aywi» To-
rofis, a nepej THM we OfHe onoBifanHa I'ni6a Ycnencbkoro, neski Bipwi Iete, Biktopa Tio-
ro, Tefive, Jlenay, ®pehairpata, Uleani, Hekpacca («)Kinku Pocii»). 3a ocTtanHi pokn
ony6aikyBaB nepepobky «BimHoro Ienpixa» Iaprmana ¢on Aye (1891 p.), TOMHK Bipwis
Tefne (B T. u. «HiMeuynHa. 3umoBa kaska», «[lucnyT» Ta iHwe) 3 GiorpadiuHum Haphcom
Ppo moeta, Kijibka 6OMrapcbKHX HapojHHX MiceHb — yce B YKpaiHCbKHX nepeknafgax. Kpim
10ro nepeknaB «TiposnbcbKi ederii» Ta inwi Bipwi yecbkoro catupuka Kapaa Tasaiueka-Bo-
poscbkoro, fewmo Cesrtonayka Yexa, Slpocnasa Bpxniubkoro i flna Hepynn.

3 uieio nepeknafalbkol poGOTOIO MO 3aBXKIH B Mapi HaMaraliis CaMOMy Kpalue ni3-
HaTH OKpeMHX aBTOpiB i BiANOBiAHI JNiTepaTypHi Teuii i 3poOGHTH IX NOCTYNHHMH ANA iHIUKX.
Tak BHHHKIH MOl JiTepaTypHO-iCTOPHUHI HapHCH I XapaKTePHCTHKH, HanHcaHi yKpaiHCbKOIO
i moabcbkolo MoBaMH: npo IowHHcbkoro, Teodins Bumnescbkoro, Borpana 3anecbkoro,
CanruxoBa-llleapina, JlbBa Toscroro, nNpo cyyacHHA pocCificbKHi TeHAeHUiIAHHA poMaH
(«O6pycuTeni», «Baennos» Ta iH.), a Takox npo BnAHB MillkeBHYa Ha yKpalHCbKy Jitepa-
Typy. Biabuwlicte uux npaub noBHHHa Gyna nepelOECiM BiIKPHTH BilnoBiaHOro asTOpa CV-
cigHboMy HapogoBi. 3 uboro norasay TyT Tpe6a 3rajaTH TaKoX HapucH npo TypreHeBa
(yxpaiucbkoio MoBom) i npo llleByenxa (noabcbkolo), a Takox npo Eminsa 3ons, nartypa-
nictHanrf pomaH «<La terre» B nopiBHAHHI 3 «Baagolo 3emai» [ni6a Ycnencbkoro (mosb-
CLKOIO MOBOIO).

Icropis ykpaiHcbKoro JitepaTypHOro i AyXoBHOro po3eHTKY Gy.la BiAlaBHa ynio6neHUM
npeaMeToM Moix jpochijukedb. HacaMnepen wum 6yB HafiBupaTHiui i HafGinbl opHriHadb-
vH# noer Ykpainn Tapac Lllepuenko, noctaTh i noeTHyHa cnaflllHHa AKOrO MPHKYBAJH MOIO
yrary. 3 1881 p. s ony6aikyBaB a6o HanHcaB TaKi npaui, WO CTOCYIOTbCA LBOrO MOETa:
aHanis floro TBOpiB «Ilafinamaku», «KaBkas», «Cou», «Tomonsi», «[lepeGenns», notiM 3a-
ralbHy XapakTepHCTHKY WOro »HUTTA i TBOpYOCTi (yKpalHCBKOIO | MOJBCBKOW MO-
BaMH). 3anpomoHOBaHHA i OGrpyHTOBaHHMA MHOIO noiin TBopuoctri IlleBueHka Ha yoOTHpH
nepionn npuiHaB npodecop OroHoBcbKHA Yy CBOEMY HOBOMY BHAaHHi «Ko63apsa». Biabui
a6o MeHWwIi cTaTTi, MaTepiaJH Ta KPHTHYHi 3aMiTKM HanHcaB s TakOX A0 Giorpadift Takux
YKpPaiHCbKHX NHCbMeHHHKiB: (elbkoBHYa (aHasi3 NMOJAHHX HHM CyMNepeuHBHX BifoMocTeh
npo Horo Mosomictb), CeHAHHUbKOro, PynaHcbkoro, MopnosueBa,. CKoMOpoBcbkoro, Mo-
rusbHHubKoro i IllyxeBuya. I npauioBaB TakoX FPYHTOBHO i Hal 1aBHbOIO YKPaiHCbKOIO Ji-
Tepatypoio, 0co6auBo 3 cepeauHn XVI cr, MeHi Baanocs 3HafTH HeBiioMi moci pyKomHc-
Hi Marepiann 3 ictopii wiei aiteparypu 3 XVI, XVII i XVIII cronits: 36ipky tBOpiB IBana
BuweHncbkoro, penirifiny apamy «Dialogus de passione Domini» 3 cepeaunn XVI ct., 6a-
raTo PYKONHCHHX 36ipoK nereHn i anokpuis, AyXoBHHX i CBiTcbKHX micewb i T. iH. Tak
RBHHHK/H MOl JOC/IMKeHHs i MOBiNOMJEHHA NPO HOBi MaTepianu 1A BHBYeHHA IBaHa Bu-
WeHCbKOro, Npo flesiki YKpaiHCbKi anokpHdH, mpo JbBiBcbkoro enickona Hlocuda Llymasn-
CEKOro i Aoro KHHry <MerpHka» Ta iHuwi, wo 6yJaH HanHCcaHi MepeBaXXHO POCIACLKOI MO-
ROI0 i ony6aikoBaHi mif nceBAoHiMOM «Mupon» B «KueBckoit cTapHHe». Buwencbkomy s
IIPHCBATHB TaKOX MOKMaiHYy CneliaJbHy Mpauio, y siKiii' cmeplly eTaJbHO MpoaHasi3yBaB
yci fioro TBOpH, a 3i6paHi npH LUbOMY AaHi HaMaraBCsi BHKOPHCTaTH [/ CTBOPEHHf HayKo-
G o6rpyHroBanoi Giorpadii uboro nucbmennuka. Llio Heony6nixoBany poci po6oTy, Ha-
nicaHy YKpaiHCbKOIO MOBOIO, Ao3Botio cobi npen'sisut Csitaii Konerii TTpodecopis.

HanucaBum B 1888 p. nna BapwabBcbkoro THxXHeBHKa «Clos» kisbka Hapucis npo
ykpaincbky nitepatypy XVIII cT., a nouaB npawicBaTH Hajl Ui€i0 Mafixe HexoCHilKeHOIO
moTenep enoxol raaHLbKO-yKPaiHCbKOro J1yXOBHOrO PO3BHTKY, Npo fIKy OroHoBCbKHM, Ha-
npukaan, y csoift <Ictopii mitepatypu» 30BciM He 3raave. Oco6auBo 3aftMaBcs i «Boro-
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-[aCHHKOM» (36ipHUK AaBHix i HOBilWMX peairifinux micenws), wo suAwos y 1790 p. Ane, ne-
3B2)KAIOYH Ha 3i6paHHi MNOIO 3HaYHHRA MaTepiaJ, A 6yB 3MyllenH/ NepepBaTH WO POGOTY ue-
pe3 6pak NOMOMiXHHX HayKoBHX 3aco6iB. JIHuwe ofHa rnaBa ubLOro HOCAiAXEHHs — npo
penirifini konaan — 6yna ony6aikoBaHa ypuBKaMu B «Ilini». CBoi nornsfM Ha HafBaMJiH-
Biwi ¢$aKTOpPH YKpaiHCbKOro JiTepaTypHOro Po3BHTKY A0 nodatky XIX cT. s BHK/1aB cTHCAO
y neKuii, AKy npoyHTaB B 4epBHi 1892 p. B IcTopnuuHOoMy TOBapHcTBi y JIbBOBi i fiKka 3romom
Gyna HajpykoBaHa nim 3aronoBkoM «Charakterystyka hiteratury ruskiej w XVI—XVIII w.»
B OpraHi UbOro TOBapUCTBa, IO BHXOAHB Mif Ha3Boo «Kwartalnik historycznys.

3 paHHbOI MOJOROCTi fi 3afiMaBCA TaKoX ecTHorpadicio i ¢osabkaopucTHkoo. Ille B
riMHasil 3anmucaB 3 YCT Hapojy COTHi HapOJHHX miceHb, Ka30K, MpHcaiB'iB i T. n. J{ocuTs
GaraTHfi snekcukorpadiunufi MaTtepian BinaB A B PO3NOPANKeHHA cnoyaTky n. Bepxpartch-
KOMY I #oro «[ToyaTKiB 1O y.JIOMEHHA HOMeHKNaTypH»®, a TaKoX AJA #oro npaui
«3Hago6u» ' nisniwe npodecopoBi OronoscbkoMy aas foro «Studien auf dem Gebiete
der ruthenischen Sprache» ' i spemrin. )KesexoBcLKOMYy Anf AOro yKpaiHCbKO-HiMeLbKOro
cnoBHHKa '2. Cam a2 ony6sikyBaB 3 uboro juue 36ipky «[utsya moBa» («Csit», 1882) 13,
B ToMy caMoMy XXypHali HaapyKkyBaB sl TaKOX KiJbKa MiceHb OCTaHHbOrO Yacy, HamnpHK-
nall, Mpo KapTommo, nNpo GOpHCNaBCbKi HAQTOMPOMHC/AH, 3 MOIMH KYJbTYPHO-iCTOPHYHHMH
koMeHTapsiMH, Y BapuaBcbkoMy «Dodaktu do Przegladu tygodniowego» s ony6aikyBas no-
CNiAKeHH NPO 3aJHIUKH NPHMITHBHHX NOrAAMIB B YKpaiHCbKHX HapoJAHHX 3araakax. B yk-
paiHcbKifi «30pi» HampykoBaHo npauio «)KiHoya HeBOJS R rajHUbKO-YKPaiHCbKHX Hapoa-
HEX nicHAx». Y «Zbiér wiadomosci do antropologii krajowej», T. 12, skuf Bunae Kpaxis-
cbKa AKafieMis, 3'ABHAacbh cKJafeHa MHO0 pa3om 3 n. Oabroio PolulkeBHu i MHOW0 onpa-
LboBaHa 36ipKa BeCiNbHHX niceHb Ta O6pAMiB. Y TOMY XX BHAAHHI Maja BHATH TaKoX i Mos
36ipKa raJHUbKO-yKpaiHCbKHX TNpHCJIB'IB, ane uepe3 cMepTb npodecopa KonepHHubKoro
HiuOoro He BHHWNO. Mosi 36ipKka ranHUbKO-YKPaTHCbKHX NPHCAiB'iB, L1 AKOI & BAKOPHCTAB Bech
JOCTYnHHA MeHi ony6JikoBaHHA i pykonucHHA MaTepiaa i no AKoi monas Mafxe e pa3
CTiZIbKKH BJacCHHUX 3anucis, Tenep oxonoe 6.au3bko 15000 npucaiB'iB, nopiBHAHbL, 06pa3HHX
BHCJIOBJMIOBaHb, KaJjlaMGypiB, »XapTiBJHBHX BHPa3iB, NMPOK/IbOHIB, GaarocnoBeHb, naponifo-
BaHHX MOJIHTOB, LePKOBHHX cmiBiB i T. in. [IpHuoMy 3pe6inbluoro 36epexkeHo MianekTHi 0co6-
NHBOCTI Yy BHMOBI i no3HaueHo MicuesicTb, Ae 3po6/eHO 3anuc.

Baitky 1887 p. s npauioBaB cekpeTapeM i KOpecrmOHAEHTOM eTHorpadiunoi BHCTaBKH,
opraHisoBaHoi n. B. ®enoposuuem y TepHonoai Ha wects HMloro micapcbkoi Bennunocti Ha-

cainuuka Tpony Pynoabda, i Ky f Takox onucas. llle nepen THM s BHIAB OAHH TOM €THO-
rpadiyHux i JiTepaTypHHX npaub NOMepJOro HelaBHO YKPaiHCbKOro MuCbMeHHHKa Bosonu-
mupa Haspouvkoro, B «KueBckofi cTapuHe» onyG6.iKyBaB 3anucaHi Moeio apyxHuuoio B Ha-
ryeBHuax HapojiHi NMepeKasu mpo cnamiosaHHs TaM y 1831 p. yssuux ynupis. ¥ «Kurjer-I
Lwowski-M» HanpyKyBaB, cepell iHIIOrO, UMKA cTaTefl Npo raaxutke kpaesnasctso («Krajo-
znawstwo galicyjskie»), npo ykpaiucbki kuaumu («Kilimki ruskies), npo nucanku («Pi-
sanki») Ta iHwe.

Min BunusoM npodecopa M. IlparomanoBa, sikOMy s AyXe BIAMHHA 32 NiATPHMKY B
MOIX HayKOBHX YCTPeMJiHHfX, s 3afiMaBCA HOBiTHIM MOPiBHAJbHHM JAiTepaTypPO3HaBCTBOM i
$OLKNOPHCTHKOIO, HanoserauBo unTaB TBopu Bendes, Jli6pexra i oco6auso Becenoscbkoro,
DparoMaHoBa Ta iHWHKX, WO NpoKAaganu HOBi wasxH. JIBi Moi mpaui UBOTO XK HaNpSAMKY,
wo Gynn ony6aikoBaHi B MoabcbKoMy daxoBoMy xypHani «Wistas, nossomo co6i Takox
aonatH.

Bxinui xai Gyne MeHi 03BOJIEHO 3a3HAYHTH, O NMPO MOI XYHMOXHi — SIK NPO30Bi Tak
i moeTHuHi TBOpH, 3 AKMX GaraTo NepeknaleHO Ha MOJbCbKY MOBY, a Niesiki TakoX Ha po-
CificbKy, YecbKy i HiMelbKy, NOKMaiHO rOBOPHTh npodecop OroHOBCbKHA y CBOifi yKpaiH-
cbKift «Ictopii nitepatypus («3opa», 1891 i 1892, a Takox B OKpeMOMy BHAalHi).

Bidens, 18 tpasnsa 1893 p. IBan ®paHKo.
® Isan BepxpaTcbkuit [loyaTkKn N0 YNOXeHHR HOMEHKAATYPH i TepMiHOJOrHI
npupononucHoi, Haponuéi. JIbsis, Bunyckn 1—V, 1864—1872.

1% 34ano6u no caoBaps loxHopyckoro, JIbis, 1877.

' JIbBiB, 1880. .

12 €preniit K enexoBcbkH A Manopycko-Hiveukuii ciosap. JIbsis, 1886.

'3 Hacnipasni B 1881 p.; aue.: IliTcbki coBa B ykpaiHCbKifi MOBi. «Cpit», 1881,
crop. 129—130.
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NHAKOTEBPOTBO

Sapogsere w Hxxocrusuh locysaps,
Ponvops Hsasrs fixonsesuvy,
NNEEPATOPCEATD
Koprasseatre Jumsrponrera.
loxdpnj / dna 1905 sede.
» j{,% Cosérs ynmmepcmrera,cornacio npegcrasxenin scropn-
) AV {19 xo-¢raonoraveckaro {axyanrema,u Ha ocnosaxin 10 nyu.

10.0y4.§ £ c7.8® yuns.ycrasa 1884 roza,sn sacigaaiz 20
ceHTAGPA cero 1906 ropa,sosBes Bach BB CTONCHb JOXTPOe
pa pyccxofi caosecHocTH,6e3nh kenutadis W npeicraszenisa
auccepmauiu,o wems npepcrasmTs Ha ywsepkicnie r.lMmrx-
crpa Hapognaro flpocsdaenix.

Hund r.Mraxcrps Hapozsaro fipocsbuenia,npegroweai-
aNb 0T 13 cero HosSpa sa N 225%i,yBHIOMUAD,uTO OHD JT
BEPAU.IBL Bach B CTereHit AOKTOpa PYCCKOW CHOESCHOCTN,
6es®» ucnHTaHIA ¥ mpepcrasresis guccepranin,

Coo6uagR 0 CeMB,CT CBOCH CTOPUHN WO CSOJevImd mpu-
BATD HOBOMY ROKTOPY Aorivre? <aecd@ ,MPHCOBOKYILAAR,
4YTO YCTAHOBMEHHNY IMIIOMT HA CTEMElib JOKTOPR PYCCKOR
CNOBECHOCTH OyAeTb BHCAAHBL BaMh HomMenA2HHO,N0 OTNGYATA-
Hin ero.

Mpony npmRTe yBbpexie BB coBepmexHoONd nog&p
nouredit M NpegaHKoOCTH. Q,q L S Atre sty

Roxropy
n.4.
QPAHKY.

Iogidomaenns pexmopa Xapkigcokozo yuisepcumemy M. bazaaia lsany ®paukosi npo
06parHa 1i020 NOYECHUM OOKMOpOM YHigepcumemy.
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1. ®panxo 3 opyxcunoro (1886).
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1. A. ®panxo. Maaogidomuii nopmpem 1912 p. Pomokonis.
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1873 — 1913

JI-p IBAH ®PAHKO.
* 1856

Jlucmieka, sunywena 0o 40-piuus aimepamypHoi i 2pomadcoko-noaimuunoi disavnocmu 1.
A. dpanka. Pomokonis.
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Hamozunvnuii nam’amnux 1. Ppankosi na Jluuaxiscokomy kaadosuwi y Jveosi. domo. 1960
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LEONID RUDNYTZKY

IVAN FRANKO’S DRAMATIC POEM IVAN
VYSHENSKY: AN INTERPRETATION

The narrative poem Ivan Vyshensky (1900) is an outgrowth of Ivan
Franko’s life-long interest in the person of Ivan Vyshensky (c. 1550-1625),
whose writings were an important factor in Ukraine’s political, religious,
and intellectual life at the turn of the 17th century. Despite the availability of
a voluminous literature on that period of Ukrainian history, relatively little
is known about Ivan Vyshensky’s life. He was probably born in the town of
Sudova Vyshnya (from which his name Vyshensky was derived), and was a
member of Ukrainian nobility, although no definite data is available on his
parents. It is known that in his youth he spent some time in the city of Lutsk
and that toward the end of the 16th century he joined the monastic com-
munity on Mount Athos, which was the center of Eastern asceticism. At the
beginning of the 17th century he returned to Ukraine and remained there for
approximately two years (1604-1606), preaching and waging polemics with
various opponents, only to return eventually to Mt. Athos, where he spent
the remainder of his life. While on Mt. Athos, Vyshensky wrote numerous
letters, epistles, and other polemical works directed against the social evils of
the times, against Roman Catholicism and westernizing trends in Ukrainian
life, and against various individuals (such as the Jesuit Petro Skarha, pseud.
of P. Pavenski, 1536-1612). He espoused an ultra-conservative mystical
philosophy and called on his fellow Ukrainians to combat evil and corrup-
tion, while striving to achieve a genuine Christian way of life through spirit-
ual self-purification and self-enlightenment. Vyshensky vehemently opposed
the Union of Brest (1596), while advocating the preservation of old values
and a return to ancient Byzantine traditions. He admonished the people to
be humble, saying that “submissive stupidity” is more pleasing to God than
“erudite cunningness.”

I. See Gregory .Lu7nycky. Ukrainian Literature within the Framework of World Litera-
ture (Philadelphia, 1961), p. 22.
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Steeped in the Patristic tradition, Vyshensky’s writings are to some
extent typical of that period, and his rhetorical style is similar to those of
other religious polemicists of that time. He transcended all his contemporar-
ies, however, through his mastery of the language, his ornate, Baroque-like
use of literary devices, and his ability to rise above everyday issues and
tackle universal moral problems. According to Dmytro CyZevs’kyj, “he
remains one of the best examples of the fact that a genius can rise above the
limitations of his epoch. . . and his own limited world view, for in his
magnificent style, his originality, his combinations of the ponderous and the
light, he comes very close to the best examples of Baroque style which did
not become dominant until almost the end of Vyshensky’s life.’”

Ivan Franko’s fascination with the life and works of Ivan Vyshensky
dates back to 1886. Altogether, Franko published five works3 in trying to
come to terms with the Vyshensky enigma, and much of his research found
its way, artistically transformed, into the poem.* Franko admired Vyshens-
ky’s patriotism, his fiery, rhetoric, and his zeal to combat social evil, but he
was puzzled by the poets predilection for asceticism and his mystical world
view. It is quite possible that the scholar Franko, unable to solve the appar-
ent Vyshensky enigma, decided to come to terms poetically with the subject
matter that eluded his empirical efforts. Already in his scholarly writings on
Vyshensky, Franko displayed both poetic insight and that type of imagina-
tion of which poetry is made. This has been pointed out by Ahatanhel
Krymsky (1871-1941), who reviewed Franko’s monograph Ivan Vyshensky i
yeho tvory (1895), and called it “not so much a scholarly biography of
Vyshensky, as a historical novel.” Perhaps, as A Kaspruk points out, it was
Krymsky’s evaluation of Franko’s study that, to some degree at least, promp-
ted him to write the poem. Franko’s positive reaction to Krymsky's review
and his dedication of the poem to Krymsky seem to bear out this sup-
position.

In addition to the historical Ivan Vyshensky, whose life and works
constitute the Sitz im Leben of Franko’s poem, two other sources of possible

2. A History of Ukrainian Literature (Littleton, Colorado, 1975), p. 274. See also his
article on Vyshensky in Annals of the Ukrainian Academy of Arts and Sciences in the United
States (1951), vol. 1, 113-126.

3. “Yoann Vyshensky” in Kyevskaya staryna (1889), v. XXV, “lvan Vyshensky. Ruskyi
pysatel XV1 viku™ in the newspaper Khliborob (1892), nrs. 8-11; Ivan Vyshenskyi i yeho tvory,
Lviv, 1895; “Novyi prychynok do studiy nad Ivanom Vyshenskym™ in ZNTSh (1900), vols.
35-36, and Ivan Vyshenskyi yoho chas i pysmens'kaya diyalnist’, Lviv, 1911.

4. For an excellent analysis of Franko’s work on Vyshensky, including the relationship
between the poem and Franko’s other writings, see: Volodymyr Zyla, “Obraz Ivana Vyshens-
koho v tvorakh lvana Franka,” ZNTSh (1968), CLXXXI1V, 53-76.

5. “Yoann Vyshenskyi, ego zhyzn i sochyneniya,” Kyevskaya staryna (1895), vol. 51, p.
45.

6. Filosofski poemy Ivana Franka (Kiev, 1965), p. 65.

168



influences shoud be mentioned, for they appear to have left an imprint on
Franko’s work. These two are Taras Shevchenko’s poem “Chernets™ (1847)
and Conrad Ferdinand Meyer’s verse cycle Huttens letzte Tage (1871).
Shevchenko’s poem deals with an old Cossack leader, Semen Paliy, who
toward the end of his life decides to join a monastic order and to embrace a
life of asceticism and prayer; Meyer’s work is a glorification of the artist-
reformer who places his life at the service of his country. Both these protago-
nists, like Franko hero, had real-life prototypes. Paliy was a Cossack
leader during the late 17th and early 18th centuries (it is not known, how-
ever, whether he entered a monastery at the end of his life), and Ulrich von
Hutten (1488-1523) was a knight and poet-humanist, who, not unlike
Vyshensky, fought for the cause of freedom. Like Vyshensky, both Paliy
and Hutten were fervent patriots — Paliy wanted to liberate Ukraine from
all foreign domination, and Hutten desired to gain independence for Ger-
man thought from the papacy. In both poems, just as in Ivan Vyshensky,
men who have led an active, militant life in the service of a noble cause,
retire (or, as in the case of Hutten, are retired) to a solitary life of self-
renunciation. Thus both Shevchenko and Meyer played a part in the writing
of Ivan Vyshensky. This is supported not just by the literary motifs that all
three works have in common, but also by Franko’s avowed love for Shev-
chenko’s poetry and his more than casual interest in Meyer’s work.” How-
ever, all these influences were but peripheral to the actual creative process
that gave birth to Ivan Vyshensky. Franko’s hero differs strikingly from
both Paliy and Hutten in the dynamism of the conflict raging in his soul,
and Franko’s work, in its structure and its ethos, is more akin to a drama of
a Schiller or an Ibsen than to the poetry of either Shevchenko or Meyer.
Franko’s Vyshensky succumbs to the final, existential temptation, the ulti-
mate lure of a life of action, while Shevchenko’s Paliy, having recalled once
more the glory of his former life as a Cossack, utters his farewell to the
world, still laden with unresolved doubts, but resigned and utterly defeated
by life:

Then the old man burst into bitter tears,
Left off the reading of the Holy Scriptures,

Paced restlessly about his cold, grey cell,

And then sat down, plunged in still deeper thought:
“Why was 1 ever born in such a world?

Why have 1 loved so much my own Ukraine?”

The big bell from the steeple roared for matins.
My monk arose, put on his cowl, took staff,

7. For an appraisal of Franko's interest in Meyer see my Ivan Franko i nimets'ka
literatura (Munich, 1974), pp. 176-189.
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Crossed himself briefly, gathered up his beads. . .
And hobbled off to pray for his Ukraine.®

Shevchenko presents us with a tragic image of an old warrior whose
mission in life was not fulfilled, and who, acquiescing to his doom, fades
away gently into the nirvana of old age. Thus, despite the relatively great
number of common motifs (including that of churchbells calling the monks
to matins), Paliy and Vyshensky are in reality two completely different
types, and the endings of the respective poems underscore this difference
quite strikingly.

Meyer’s Hutten, on the other hand, who like Vyshensky is tempted by a
group of compatriots who come to his lonely island by boat, resolves his
dilemma by a defiant acceptance of his doom:

Ich reise. Freund, ein Boot! Ich reise weit.
Mein letztes Wort. . . ein Wort der Dankbarkeit . . .

Auch dir, du Insel, dunkle griine Haft!
Den Hutten treibt es auf die Wanderschaft.

Gewoge rings! Kein Segel wallt heran!
Die Welle driangt und rausch! Who ist der Kahn?

Es starrt der Firn mir blass ins Angesich. . .
Die steile Geister Kiiste schreckt mich nicht. . .

Ein einzler hagrer Ferge rudert dort. . .
Schiffer! Hierher! Es will ein Wandrer fort!

Du hiltst mich, Freund, in deinem Arm gepresst?
Bin ich ein Sklave, der sich binden ldsst?

Leb wohl! Gib frei! Leb wohl! Ich spring’ ins Boot. . .
Fihrmann, ich griisse dich! Du bist der Tod.?

Thus while Shevchenko’s and Meyer’s respective importance for Ivan
Vyshensky cannot be denied, our previous reference to Schiller and Ibsen
need not be fortuitous.!® Franko’s work is a narrative poem divided into

8. See The Poetical Works of Taras Shevchenko, The Kob:zar. Translated for the
Ukrainian by C. H. Andrusyshen and Watson Kirkconnell (Toronto, 1964), p. 333.

9. Conrad Ferdinand Meyer. Simtliche Werke in sechs Teilen (Berlin-Leipzig, 1929),
part 11, pp. 90-91. Another possible source of the work is the medieval French poem Grégoire
which Franko undoubtedly knew from Hartmann von Aue’s treatment of the legend (Grego-
rius, 1187/89). In this work, too, the hero flees from a sinful world to a lonely rock island, only
to be eventually told by God that the meaning of life is not to be found in asceticism, penance,
and expiation of sin, but in an active life in the service of God and fellow men.

10. For a cogent analysis of Franko's attitude toward Ibsen see: Hryhor Luzhnytskyi,
“lvan Franko pro zavdannya i tsili teatru,” Kyiw (1956), nr. 4, pp. 158-163; for his attitude
toward Schiller, see my Ivan Franko, pp. 65-67.
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twelve cantos, but its structure, as already indicated, is essentially that of a
five act play. The first canto serves as a prologue to the play which provides
us with the description of the lonely island contrasting the natural splendor
of its “lofty mountains™ and “resplendent meadows” with the unnatural
asceticism that has “turned it to a gloomy jail for souls.” This atmosphere of
gloom which informs the final part of the prologue is enhanced in Act |
(Cartos 2-4) by the “metallic, strident wailings,” the mournful cadence of
bells signaling somebody’s passing. Franko skillfully builds up dramatic
tension in the reader by speculating as to who has died: (“Or, perhaps, there
died some friac. . .” Or, perhaps, there died some servant. . . Or, perhaps,
there died some elder. . .”) and then relieves the tension by providing an
answer that it is some one still living who is going to be immured in a cave
until death. Quite naturally, this answer raises the question who that some-
one is, and that question is in turn echoed at the end of the third canto:
“Who's the blessed, sacred One?” Following this, the gloomy atmosphere of
the setting is re-inforced though the description of the procession of “monks
unshaven” leading an old man, “wrinkle-visaged, hoary-bearded,” who car-
ries a wooden cross, and thus the contrast between the lofty splendor of
pristine nature and Unnatur is once more reiterated:

Midst the gorgeous realms of nature,
Incantations mournful echo,

Midst the fragrant smells of evening,
Incense-censers smoke and pour.

But the question “Who’s the One that they're interring?” remains unans-
wered, sustaining the dramatic tension of the work.

The fourth canto contains a dramatic dialogue between the Abbot and
Ivan Vyshensky during which the latter takes his final vows and is lowered
to his cave cell overlooking the sea. Thus the first four cantos constitute
what may be considered the Prologue and Act 1 of the drama /van
Vyshensky: we are provided with a setting for the action, introduced to the
community of monks, and see Vyshensky die to the world by descending
into his cave to be immured forever.

In Act 1l (Canto 5), we find Vyshensky at peace with himself and
having overcome the world (so he believes), his soul rejoices in the raptures
of his imminent salvation:

Gone from here’s the small, the petty,
That disturbs the soul with feelings,
And distracts away attention

From the one — and greatest — goal.

All that’s left is -themes eternal,
Themes ¢ternal, great and holy,
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On eternal themes, and holy,
Fix your sight, my striving soul!

Through the Act Vyshensky’s religious fervor increases. Immured in his
living tomb and separated from the world he is captured by a phantasmagoric
vision and the ecstasy of seeing himself in the harmony of the cosmos
hurtling toward union with God:

Like a choir, great chords surround him —
Golden oceans, opal rivers —

And the tones that all comprise them,

Fill the earth and sky with sound!

And the hermit’s soul goes flowing,
Past those harmonies almighty,

Down a swan that plows the ocean,
Swung by waves; now up, now down.

Act 111 of the drama contains the turning point (Canto VI-VII); it
brings a sudden change into Vyshensky’s serene existence. His quest for a
unio mystica is unexpectedly disturbed by the first of three messengers from
the outside world. He sees a spider weaving a web in his cave and this
common, natural occurrence upsets him. He envisions the spider as “a spy
for all that’s earthly,” a creature sent to test his will and his commitment (“If
there isn’t still within me/ Any strand that binds my spirit/ To the earthly. .
.”), but his attempt to destroy the creature is thwarted by a sudden surge of
remembrance of an old legend:

Seven brothers, once escaping,
From a raging, pagan posse,
Hid themselves inside a cavern,
And exhausted, fell asleep.

And a spider, like to this one,
Overwove their cavern’s entrance,
And he saved them from the paynim,
Saved them all, in praise of God.

Lost in his musings and almost mesmerized by the spider’s busy activities,
Vyshensky senses doubt gradually creeping into his soul. He tries to dispel
this doubt by interpreting the sudden appearence of the spider in his cave as
a manifestation of God’s providence, but nature inexorably takes its course.
The spider catches a fly in his net, and Vyshensky is horrified at the sudden
spectacle of violent death encroaching upon his serene world, but his hand,
raised in a fit of anger, is stayed once more by the gnawing doubt:
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And what right do I possess here,

To forbid him here his insect,

This his meal, for which he'd labored,
Undismayed, both long and hard?

Vyshensky, like the fly, becomes the captive in a net spun by his own doubts.
Torn by the conflict betwen slaying or not slaying the intruder, he prays
fervently, but his prayers bring neither peace nor solace to his agonized soul.
He feels lonely, helpless, and insignificant, lost in an alien world that ceases
to make sense to him and, despite prayer and fasting, “the former light and
rapture,/ That he’d known, would not return.” The Act ends with the final
stanza of Canto VII, in which Vyshensky doubts God and questions his fate.

In contrast to the predatory spider of the preceding Act, which repres-
ented the dark world of instinct, of savagery and cruelty, and of raw nature,
Act 1V (Cantos VIII and IX) brings new messengers from the outside into
Vyshensky’s cave — wind-swept cherry blossoms. Thus life lures the hermit
anew, this time with its pristine beauty, just as before it had disturbed his
emotional equilibrium with its savage, unsublimated ugliness. Now, in his
loneliness, which borders on that of Christ in the Garden of Gethsemane,
Vyshensky realizes that he is not immune to beauty nor inured to ugliness,
that he has indeed not conquered the impulse of life. To him, these fragant
“ermine platelets” are more than just cherry blossoms, more than mes-
sengers of nature, of life in the outside world, which he has tried to
renounce. To him they are a living symbol of Ukraine,!! of its beauty and
grandeur; their unexpected presence conjures up long-forgotten memories
which, clear and unstained, well up in his heart, bringing visions of his
distant homeland. Thus the lure of life in all its seductiveness is reinforced
for the hermit through the beauty of his beloved Ukraine. Vyshensky strug-
gles against it, trying in vain to hold on to his fortress of asceticism and
renunciation; he implores the blossoms:

Leave, oh leave me, distant strangers!
You've rewakened pain and anguish,
In this still, secluded haven.

Tides of life inside my tomb!

Toward the end of the Act, however, Vyshensky’s agitation is reinforced by
the appeareance of a barque on the distant horizon. Once again, Franko
contrasts nature’s colorful beauty and serenity with the turmoil which now
reigns in the monk’s heart:

All at once, from distant darkness,
Springs a barque within his vision;

I'1. The cherry blossom as a symbol of Ukraine abounds in Ukrainian literature from
Shevchenko to Drach.
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Crimson gleams, and golden glimmers,
Studding soft its beams and prow.

Gently soft, an evening zephyr
Billows full the straining canvas;
And the barque, belike some cygnet,
Streams and streams toward the isle.

Vyshensky is intrigued by the identity of the approaching sailors; for a
fleeting moment he thinks he glimpses men in Cossack garb, with Cossack
caps and crimson-colored tassels, but then the vision disappears in the sun.
However, Act 1V ends with the unequivoval indication that the cherry blos-
soms were but harbingers of things to come, precursors of life’s final call.

In the last Act of the drama (Cantos X-XII), Vyshensky once again
seeks solace from his doubts in fasting and prayer, but he fails to regain his
former spiritual serenity. Then the final temptation appears in the form of a
scroll lowered to him in the basket containing his weekly rations. This scroll
is a letter from his countrymen who have come all the way from Ukraine to
take him back so that he once again may lead them to the battle against the
forces of evil. Their impassioned pleas upset Vyshensky even more than his
previous encounters with the spider and the cherry blossoms, and he spends
the entire night walking back and forth in his cave, pressing his cross against
himself, praying, and searching for an answer. Gradually the soul drama
Ivan Vyshensky approaches resolution. Now Vyshensky must make the
choice. He must choose between personal salvation and the salvation of
millions of his countrymen, but he is still unable to act. He rationalizes his
inaction by saying to himself that he is neither a leader nor a prophet, that
Ukraine must manage without him, that his primary responsibility is to save
his own soul, and that to break his vows would be to betray his God. Unable
to make a decision, he implores God to send him a sign, but nothing comes.
He must decide alone. In the early morning he hears voices calling his name,
pleading for him to reply, but he remains unmoved. At last, when evening
descends on the island and the “golden roads of sunlight lengthen,” he
re-reads the letter from the emissaries and “bedamps the script with tears.”
Finally he knows the truth. His conscience speaks and affirms what has
always been in his heart. The true Christian puts the spiritual welfare of
others before his own salvation. At this point, the drama Ivan Vyshensky
reaches its climax. Vyshensky has fought his way throught to clarity and the
long-awaited word of God reaches his tormented soul:

And what right did you possess here,
Oh conniving, wretched mortal,

To place first your own salvation,
There, were millions could die?
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Hast forgot the words of Jesus:

‘Worthy shepherds risk their safety

For their flocks, — and risk it gladly’
Think — weren’t you the shepherd here?

And then the truth is made known to him harshly, unequivocally:

“This is not God’s path. Why even,
If you did win Heaven thusly,

And your native land, and brothers,
Stood condemned to awful doom,

Why, then Heaven’s Realm for you would
Turn to Hell! The very notion:

‘Had 1 tried 1 might have saved them!’
Would transform your bliss to Hell!”

Thus, confronted with his erroneous view of life, Vyshensky rediscovers the
spiritual reality and re-awakens to life. He realizes that his first duty is to his
fellowmen, and he acts for the first time. He leaps up from his seat, flings
forth “his withered hands,” and calls on the envoys, who are now far out to
sea:

“Wait! Wait, stay! Don’t leave without me!
I'm alive! And like I used to, —

I still love Ukraine, I'll give her, —

All she needs! My love, my life!”

But he decides too late. He implores God and Christ to perform a miracle
and to return the barque, but the barque does not return. Nonetheless, this
final affirmation of life rejuvenates his soul and imbues him with his former
unshakable faith. He crosses himself thrice, blesses “the golden, gleaming,
road of light” which leads into the sea, steps out, and disappears quietly. As
the curtain descends on the drama we see inside the cave a gleaming wooden
cross, “the crowbling husk of dreams and illusions” which have paled in
the light of Christ’s command to love one’s neighbor.

Franko’s narrative poem Ivan Vyshensky is indeed the drama of a
human soul and its quest for salvation. The work has all the characteristics
of a traditional play: a division into five acts and a prologue, a turning point
which occurs approximately in the middle of the work (Canto V1), a well
developed dialogue which enhances the work’s dramatic tension, a dramatic
climax and a denouement, and even three classical unities. To be sure, one
could argue about the unity of time, because the first half of the play
(Cantos I-VI) — reflecting the state of Vyshensky’s soul, takes place over a
long period of time, but it has a kind of timelessness about it. The entire
second half of the drama, from the appearance of the spider on, takes place
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in two days and two nights, hence a definite sui generis unity of time is
maintained. The unity of place is quite palpable — the entire drama takes
place on the island of Athos, and its last three acts in the hermit’s cave.
There can be no argument about the unity of action, for the real dramatic
conflict takes place exclusively in the protagonist’s soul. In addition, as was
already indicated, the work has the character of an analytical drama.
Vyshensky’ eventful life has already ended when we first see him carrying the
cross amidst the procession of monks. All the drama of his life on earth has
already taken place, and he, in effect, dies to the world. But his glorious,
militant past inexorably arises to hound him, and his final acceptance of his
role in life (regardless of the fact that it comes too late to enable him to join
his compatriots), makes of him a kind of Schillerian (or for that matter,
Kantian) Schone Seele, i.e., a person who after an intense moral struggle
makes the right choice, accepts the order of things and in accepting it, finds
salvation.

However, if Franko’s Ivan Vyshensky is indeed to be considered a
drama, then it is incumbent upon us to provide an interpretation of its
ending, which to some critics at least, is a mystery. After all, Franko fails to
make clear what actually does happen to Vyshensky when he steps out of his
cave. Does he fall to his death, or does indeed the miracle that he seeks
occur? This question has troubled critics in the past. The poet V. Samiy-
lenko, for example, in requesting Franko’s permission to translate the work
into Russian, also requested a clarification of the final two stanzas,!2 for he
was not certain what exactly Franko had in mind, and other scholars have
attempted to provide various interpretations of these particular stanzas. In
looking at the ending from the point of view of a contemporary drama critic,
one is tempted to view it as an enigma — for that is indeed a very modern
finale to a play. Franko, one can simply state, leaves it up to his reader to
provide his own interpretation. But, while not excluding such a possibility
altogether, we believe that an analysis of the stanza within the context of the
preceding events, casts a somewhat different light on the work’s ending. In the
final analysis, it does not matter what actually happens to Vyshensky after he
steps out of his cave — what really matters is the fact that he gains a victory
over himself, and this victory is the victory of the human spirit over the
forces of spiritual stagnation, a victory of altruistic patriotism over selfseek-
ing egoism, a victory of true Christianity'? over a distorted and unnatural

12. See his Tvory (Kiev, 1958), vol. 11, pp. 472-473.

13. It is interesting to note that Kaspruk in his previously quoted work views the poem as
an expression of Franko's anti-religious Weltanschauung: **‘One should not fail to stress also the
anti-religious thrust of 1. Franko's poem Ivan Vyshensky. All its ideas and imagery are an
indictment of religious ideology and an exposé of churchmen of all shades. The poem reveals
with a great aesthetic power the atrophy and lifelessness of religious dogmas, the perniciousness
of Christian asceticism, its anti-human and anti-people essence” (p. 87). To be sure, Franko
rejected excessive asceticism (see my Ivan Franko, pp. 112-113 and 166-167), but, as our
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asceticism.

Our analysis of Ivan Vyshensky would not be complete without a few
words about the autobiographical element inherent in the poem. In survey-
ing Franko’s major works, we often find autobiographical elements at their
very core, transformed in accordance with Franko’s aesthetic principles into
art. We feel the poet’s presence in his masterpiece Moses; we frequently find
elements of Franko’s life in his prose, and the depth of his emotion is most
poignantly expressed in his lyrical poetry, such as the collection Withered
Leavts. The same holds true also for Ivan Vyshensky. As Franko’s close
friend and critic V. Shchurat pointed out,'4 Franko wrote the poem while at
odds with both the Ukrainian and Polish communities, and there were
moments in his' life when he, like his protagonist Vyshensky, desired to
abandon the struggle and to retire to some place far away from his turbulent
life. Thus Vyshensky’s dilemma was, mutatis mutandis, Franko’s own. All
his major works were truly his Schmerzenskinder which he infused with his
own pain and suffering. For Franko, as for Goethe whom he loved and
admired, writing was a cathartic act, and the great German poet’s dictum,
“all my works are fragments of a great confession,” holds true also for the
author of Ivan Vyshensky.

The appended translation of Ivan Vyshensky by Roman Orest Tatchyn
is an authoritative English version of Franko’s poem. It is offered in the
hope that it will provide the reader with additional insight into Ivan Franko
— the artist and the thinker.

interpretation bears out, /van Vyshensky is a profoundly religious poem. The role of religion in
the works of Ivan Franko still awaits its definitive analysis despite the pioneer work done in
that area by a number of scholars, notably the late Constantin Bida, whose essay “Religious
motives in the Scholarly works of Ivan Franko," Etudes Slaves and East Europeans (1956), vol.
1, pp. 104-116 and pp. 139-145, covers one aspect of the problem, and Bohdan Romanenchuk,
whose cogent analysis of Franko's aesthetic views (see: Vasa D. Mihailovich et al., eds.,
Modern Slavic Literatures, vol. 11, pp.463-464) touches on it peripherally.

14. See his “Ivan Franko v 1895-1897 rr.” in: Ivan Franko u spohadakh suchasnykiv
(Lviv, 1956), pp. 269-273.
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IVAN VYSHENSKY
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I dedicate this translation to Valentyn Moroz,

ROMAN OREST TATCHYN

CANTO 1

Like a greenstone tetrahedron,

On a sparkling, azure desert;

On a blazing plain of diamond,
Like an emerald, vast and high, —

Thus, begirt with wondrous waters,
Wreathed with warm, serene horizons,
Rises rustling, preens with beauty,
Deep in sleep, the mount Aphon.

Deep in sleep: No! Mother Nature,
Here is ceaselessly conspiring,
Ceaselessly she’s stroking, loving,
This her fond, precocious child!

From below, where great stone mountains,
Ramp and rage from off the ocean, —
Proud and fierce, toward the heavens, —
Jagged ramparts, mammoth crags,

There, below, the bursting music,
Doesn’t pause the smallest instant,
There, vast waves explode on granite,
Giant scaurs in silver foam!

And above, the ancient mountains,
Deep with crags and forests covered,
Kissed with winds, keep softly playing,
Their eternal, sighing songs.



Still, in all, the isle lies dreaming,
Days and nights descend above it,
Like a weightless, rosy vapor,
Voices, tumults, there are none.

Though throughout the lofty mountains,
Footpaths wind like lazing serpents,
Still, their lanes are never livened,

Nor by laugh, nor speech, nor song.

Though throughout the verdant passes,
Through the woods, the cliffs, the valleys,
Through the bright, resplendent meadows,
Huts and settlements are strewn,

Still, in all, a somber silence,
Overflows those dormant dwellings,
And the solemn brand of silence,
Seals a thousand ancient lips.

All throughout is somber silence,
Grayish garb, unhurried paces,
Sunken cheeks in listless faces,
Calm, unseeing, dreamy stares.

Thrice, but thrice a day these mountains
Carry tones of bells a-knelling,

Quailing bells that sound, in passing,
Like some flock of magic swans.

And the bells, they wail with anguish,
Heaping curses, remonstrations,

On these people here, who've deadened,
This enchanting, lovely isle;

Who have scorned this base for heroes,
Port of call for mighty eagles,

Aye, this nest of life, and turned it
To a gloomy jail for souls.
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CANTO 11

On Aphon the bells are knelling
After Vespers Sunday evening,
Prot the Great begins the medley,
Vatoped returns his cry.

Now ashriek groans Esfigmenou,
Then, aroar, Kseropotamou,

Now Zografu strikes, now Pavlou,
Bellows mournful Yverone...

Through the mountains moans this medley,
This metallic strident wailing,

Every cliff returns the echo,

Every mountain, every vale.

And deep sighs respond in answer,
And old hands make crossing motions,
And, in answer, whispers carry:
“Rest...with all the saints in peace.”

These metallic strident wailings,
Signs of someone’s sudden passing,
Fill no soul with sudden anguish,
They’re a daily, known event.

Aye, perhaps there died some hermit,
As he'd lived, unknown, unspeaking,
And his death was just discovered,
But a day, or two, along —

So discovered, by observing,

That he'd missed his daily Matins,

Failed to slate his work completed,
Failed his dole of bread to draw?

Or perhaps there died some friar,
Forming tomes and sacred volumes,
Framing out the pages, letters,

Full with cinnabar, and gold?

Or perhaps there died some servant,
Former prince, or king, or soldier,
But for years now midst his brethren,
Just a nameless kitchen-knave?



Or perhaps there died some elder,
Former priest, or sage, or bishop, —
All receive the selfsame praise here:
“Rest...with all the saints in peace!™
Yet, perhaps, it’s someone living,
Starting out the “final journey,”

Leaving life, and leaving freedom,

In some cave his death to bide?

I‘ook above, where great stone mountains,
Scaurs with vast, unbroken faces,

Graze the skies that clasp the ocean, —
It is gaps, or nests, are there?

No: They're holes by humans chiselled,
Caves unreachable, unlighted,

Caverns carved into the mountains
Nooks for terns, or gulls, perhaps?

No, They’re caves for gray ascetics,
They’re the fateful, “final journey,”
(Irreversible, once chosen),

To eternal life — the doors.

He who’s passed the level “novice,”
Training harsh in gloomy abbeys,
And has toiled for years, in silence
In a lonesome, hermit’s cell, —

)

He who then desires completion,

Of his harsh, ascetic journey,

And desires with fast, and silence, ...,
To enshroud his heart, and soul,

He who's torn all life’s connections,

With the world, and quenched all passions;
And, who feels the strength and purpose,
On eternal life to gaze, —

He, upon the elders’ judgement,
Chooses, then, himself a cavern;
Avye, selects himself a bier,

Out of which there’s no return.

And it’s then the bells start knelling,
And it’s then throughout the island,
In response, the whispers carry:

“Rest...with all the saints in peace!”

181



CANTO 111

On Aphon the bells are knelling
After Vespers Sunday evening,
Prot the Great begins the medley,
Vatoped returns his cry.

Now ashriek groans Esfigmenou,
Then, aroar, Kseropotamou,

Now Zografu strikes, now Pavlou,
Bellows mournful Yverone...

Over mountains moans their medley,
Their metallic, strident wailing,
Every cliff returns the echo,

Every mountain, every vale.

Slow, they finish, still, unstopping,
In the air the echos quaver,

And Zografu'’s monastery,

Starts to sound with jangling chains.

Slowly, gates, and portals open;
And, from out the abbey’s entrance,
Slowly spews a church procession,
Monotonic singing sounds.

Scarlet silks parade in rhythm,
Leaping soft, like burning blazes,
While a wooden Crucifixion
Leads in front the clustered pack.

Out in front stride monks unshaven,
Dressed in cowls, and albs and cinctures,
And behind them monks unshaven,
Dressed in simple frocks, unshod.

In their midst, an ancient figure,
Wrinkle-visaged, hoary-bearded,

Strides in wraps which swathe his body,
Grasping firm a wooden cross.

Gleaming cross, as white as ermine,
And the winds from ocean whisper,
Furling out the oldster’s tresses,
Round the cross, and round the bark.
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And the oldster’s voice keeps flowing
With that sad, unbroken singing,
That, in cadence, keeps repeating:
“Rest...with all the saints in peace!”

Down long footpaths steeply-winding,
That procession passes slowly,

First through fields, and then through forests,

Where the ocean’s sounds are heard.

Midst the gorgeous realms of nature,
Incantations mournful echo,

Midst the fragant smells of evening,
Incense-censers smoke and pour.

Finally halts- that slow procession,

By a precipice unbroken,

By a dreadful, yawning chasm,

One glance down — you freeze from fear!

Like a boundless gulf of mountains,
Giant cliffs, unsloping, naked,

Brake the waves and, straining skywards,
Graze the vast, unbroken blue!

Glancing down — an ocean vessel,
That anigh those cliffs is bobbing,
Seems a swan, or listless cygnet,
On a tiny, distant pool.

From the ground — these selfsame people,
Who have scaled these cliffs unbroken,
Seem no more than clustered lamblets,
Flocked along its awesome heights.

From the ground one’s gaze encounters,
On that cliff, a lonesome portal,

Square and strange, belike some blemish,
Scraped or gonged, beneath the top.

That’s the entrance to the “bier,”

To a cave, unknown and lonesome,

Carven by...God knows what people,
And God knows for what, or whom.
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No approach is had by walking,

Nor can ladders broach that entrance,
Only tied on ropes, and swinging,
Might a man that entrance gain.

In the edge, above that chasm,
Gleams a groove by ropes created,
Timeless mark, and indicator,
That the “bier” awaits below.

Here that slow procession halted,
And began a funeral service.

Who's the One that they're interring,
Who's the blessed, sacred One?
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CANTO 1V

Slow, in time, the service ended,
And the final benediction,

All together, kneeling, whispered,
All the eremites, and monks.

Now the abbot, first, uprises,
And, in turn, the others with him;
And among them falls a silence,
Just the ocean roars below.

And the abbot voices loudly,
Turning back to face the oldster,
Standing tall amongst his brethren,
Grasping firm his wooden cross:

THE ABBOT:

“John Vyshensky, by Our Savior,
By that Sun before us shining,
And before this Crucifixion,

1 adjure you sternly here.

State the truth, and speak sincerely:
Is it moved by self-volition,

And inspired by true devotion,
That you choose this trial?”

THE OLDSTER:
!‘Aye!Q‘

THE ABBOT:

“Are there nowhere doubts within you?
Hungers, thirsts, for things external,
Any ties to kith, to kindred,

Wordly thoughts, profane desires?

Have you here renounced forever,
All that stops the soul from reaching
To that height of all attainments, —
Heaven’s peace eternal?”

THE OLDSTER:
bbAye!"
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THE ABBOT:

“Have you pondered well the harshness,
Of the fact there’s no returning

From your fate inside this cavern,

No escape from doubt, from fear?

Have you pondered well the anguish,
From the doubts that might beset you,
And the change in your intention,
Which would slay your spirit?”
THE OLDSTER:
“Aye!”
THE ABBOT:
Then may God be praised forever
For according you your notion!
May He help you tread — unswerving —
On your path — until the end!
Till this hour, among the living,
You were known as “John Vyshensky,”
Here from now, among the living,
Is your name from life erased!

Thus, proceed upon your journey!
This, the cross you're firmly grasping,
Is to you our only present,

You'll require none others here!

What for sustenance is needed,

By your flesh, shall hence be lowered,
By the brother stewards, weekly,

To your cell, by ropes, from here.

So farewell! Accept, in passing,
This my final kiss of parting;
And may God together bring us,
In His sight, ere long, again!”

And the abbot kissed the oldster,
And the other monks, in silence,
Kissed in turn his hems, his shoulders,
And his hands, his simple frock.

Then the two that there were youngest,
Wrapped with ropes the oldster tightly,
Round his chest, then grasped together,
Tight, within their hands, the rope.
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And the oldster crossed his forehead,
Stepped toward the chasm boldly,
Sat, and started slowly dropping,
Down the frightful, steep abyss.

Gayly blew the ocean breezes,
Furling out his beard, his tresses,
Round him, and he, grasping firmly
On his cross, was quickly gone.
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CANTO V

“Welcome! Welcome, hollowed cavern!
Quiet harbor after tempests,

Nest for which, with hope unceasing,
I, for years and years, have yearned!”

O, unflinching stone around me, —
You're my faith, unbent, unbroken,
You're my home, my hallowed haven,
Domicile, and hearth, and bed.

And this cross, it's my companicn,
True confessor, friend-in-sorrow;
It's my shield from fell temptations,
And my strong support in death.

And that spotless sky that’s peering,
Through the marge, inside this cavern, —
That’s my hope that I'll be summoned,
To my Christ, when 1 shall die.

And that sun that, diving westward,
For a time ignites this cavern,
Pouring gold and lucent brightness,
That’s the Spirit, born of God,

Which in blessed, sacred moments,
Takes man’s wicked, sinful nature,
And transfixes it with raptures,
Meant for souls in Paradise.

And that placid, azure ocean,

That lies lazing there, and sunning,
But below me pounds the granite,

And resurges, whales, and roars, —

That’s of mortal life the portrait,
Bright and placid-like and luring,
When from far away you view it;
But uncouth, and harsh, when nigh.

These comprise my world. All changeful,
Looms no more. The shouts have faded.
Noise from life’s unceasing battles,
Nevermore shall reach me here.
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Gone from here’s the small, the petty,
That disturbs the soul with feelings,
And distracts away attention

From the one — and greatest — goal.

All that’s left is themes eternal,
Themes eternal, great and holy,
On eternal themes, and holy,

Fix your sight, my striving soul!”

Thus conversed inside his cavern,

With himself, the hoary oldster,

Who'd been called, till then, Vyshensky;
But was nameless now, to all.

He conversed, but deep in silence,
Use of voice in conversations,

He had long ago forsaken,

With his heart he spoke, his soul.

And old John, interred in darkness,
Dropped upon a stone, his shoulders
Falling back on clammy granite,
And his head toward the floor.

And his head, imposing, mighty,
On its neck all gaunt and withered,
Bent itself, in stages, groundwards,
Like a fruit that bends its vine.

Chin on chest, he fixed his vision
On a spot that gleamed before him,
And he sat like that, unmoving,
Hours and hours, as if in sleep.

And, in hours, his vision darkened,
Tolls of sharp and violent trembling
Siezed and shook his aged body, —
And his senses numbed...and died.

Then a warmth around him settled,
And there struck his withered body,
Something soothing. Softly, softly,
By his chin — like fire — it passed.

And he sensed his mother’s softness,
Long ago, when he was tiny,
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How she hugged him there, and tickled,
Ah! and how he laughed and laughed...

Then, like light, his hearing wakened.
Shining chimes, like diamond crystals,
Twinkled soft throughout the cavern,
Spirit-piercing, joyful, pure!

And John’s spirit, butterfly-like,

Flies aloft, those tones a-chasing,
And the higher it mounts, the louder,
Louder still, more strong, the tones!

Like a choir, great chords surround him —
Golden oceans, opal rivers —

And the tones that all comprise them,

Fill the earth and sky with sound!

And the hermit’s soul goes flowing,

. Down those harmonies almighty,

Like a swan that plows the ocean,—
Swung by waves; now up, now down.

Now through sky, now earth, in measure,
Up, now down, the oldster’s spirit,
Hurtles on-and on-unstopping, —
Faster-faster. Higher. More!

Now those tones and choirs almighty,
Slowly pulse with purple lusters, —
Now in flames — all blue in color, —
Now in fires — of violet hue.

All at once, from out those fires,
Streamed a ray of light all golden.
Groaned a great volcano molten.

Streaming flames in rivers poured!

There outwelled a sparkling ocean,
Wrought of jasmine light, and golden,
Wrought of gleaming silver-golden,
Wrought of white — as driven snow.

Vast cascades of light, explosions,
Trembling spheres, exploding colors,
Rainbow-striped and coruscating,
Blaze throughout the earth and sky!



And a Hand, unseen and mighty,
Overspreads those awesome colors,
Over spreads those fiery oceans,
Over worlds and skies entire.

Spreads, unmixes, sets in order,
Then refixes, then remixes,
Like kaleidoscopes gigantic,
Heavens blaze before his eyes.

Like a babe, the oldster’s spirit
Soon grew lost within that ocean,
Many-toned and hued, within that
Rapture, — and he fell asleep.
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CANTO VI

Day by day keeps coming, passing,
Like across the boundless ocean,
Wave on wave keeps others chasing,
Cloud on cloud within the sky.

In his cave the stately oldster
Once again sits still, unmoving,
On a stone, his vision fastened
On the sky’s unbounded blue.

Then...oh wonder! Something living,
Caught his sight! Inside the cavern,
On a strand of thinnest webbing,
From the rocks — a spider dropped!

And the oldster, barely breathing,
Sank his eyes upon that spider,
Hard, as if he’d never seen one,
Or — as if some ghost he saw.

But the spider meanwhile spryly,

Down the entrance, top to bottom,
Strung his thread, then quickly scuttled
To the top, then down again.

Then began that spider weaving,
Drawing, sleeving, interleaving

All his strands, and lightly, sprightly,
O’er the cave a web was drawn.

And the oldster mused: “This creature, —
It’s perhaps been sent by Nature

As a spy for all that’s earthly,

Aye, to ascertain, perhaps,

If there isn’t still within me,

Any strand that binds my spirit,
To the earthly, so that with it,

It could draw my soul from me.”

And he lifts his hand already,
To the web, to mutilate it,

But another thought goes flashing
Through the oldster’s hoary head:
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“Seven brothers, once escaping,
From a raging, pagan posse,
Hid themselves inside a cavern,
And exhausted, fell asleep.

And a spider, like to this one,
Overwove their cavern’s entrance,
And he saved them from the paynim,
Saved them all, in praise of God.

Thus, behind that web sequestered,

Slept three hundred years those brothers,
Aye, they slept till God revived them,
And commanded them to rise.

Thus, by God’s command awakened,
They arose and lived as witness,

That to God, who moves the Heavens,
Thirty decades — makes an hour.

Maybe, too, by God’s commandment,
Weaves his web this spider round me,
Maybe God desires to hold me

For a future witness, too?”

While he mused thus, feeble humming
Filled the cave; a fly, in passing,

Got entrapped inside the cobweb, —
It began to buzz, and hum.

And the spider speeds toward it,
Fast as sight, his web preparing;
And begins to bind and fasten,

Struggling-helpless wings and legs.

Now he pounces, bites it fiercely,
Then withdraws, and binds it tighter,
And the fly keeps struggling, piping,
Shrilling loud with helpless fear.

“Ha, bloodthirsty evil monster,”
Raged the oldster, “will you dare to
Desecrate this holy haven

With your filth of murder vile?”

And his hand he lifts in anger,
To destroy the spider’s cobweb,
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To release the fly within it,
But again new thoughts prevail:

“If it werent as God intended,
This one fly were safe from danger;
To the spider, too, was given,

This his talent, aye, by God.

And what right do 1 possess here,
To forbid him here his insect,

This his meal, for which he'd labored,
Undismayed, both long and hard?”

And the oldster knelt, impassioned,
Knelt, and started hotly praying;
But he heard through his devotions,
How the fly, belike some child,

Tore and tugged in vain its prison,

And buzz-buzzed, and squealed in terror,
Old John’s heart in answer quivered,
But he kept at rest his hand.



CANTO VIl

“All night long the bora thundered,
Howled throughout these craggy mountains,
Ocean wailed, and, wild with fury,

Tore and smashed these granite scaurs.

All night long the fiercest coldness

Pierced me through and chilled my marrow;
And, as thought at God’s Last Judgement,
I did shake, and gnashed my teeth.

Yea, | trembled, crouching dumbly

In the cavern’s rear, and terror

Gripped my heart — nor hope, nor prayer,
Glimmered live inside my soul!

And 1 felt myself — all helpless,
Destitute, and sick, and lonely,
Like a child — a little orphan —
Lost without its dad and ma.

Yea, it seemed — the Earth had frozen.
All that lived on it had perished.
I alone remainded — the last one —

To endure these terrors here.

It did seem, ev’n God in Heaven,

Lived no more — just raging demons,
Now the Lords of Earth and Heaven,
Stormed and raged throughout the world!

And 1 felt myself a dustmote,

Lost within the world’s commotion;
Insignificant, unnoticed,

By the world, by Hell — and God.

But the sun’s once more before me,
Last night’s demons all have vanished,
And the winds have all subsided,
Warmth is blown upon the air.

And that warmth, it’s toned my body,
And my soul revives inside me,

It has found once more its Maker,
Rediscovered hope, and prayer.
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What are these entangled mazes

That my thoughts are falling into?
That this bit of warmth and brightness,
In the flesh awakes the soul?

So, a blow from flint delivers,

From the steel, a spark of brightness,
And that spark brings fire to darkness,
Gleam and light, and warmth, and life.

Light and life, and warmth and brightness,
And with these and death, destruction,
Death and birth, and new beginnings;

It’'s — the Timeless Essence — God.

And this bit of warmth and brightness,
It’s the spark whose light awakens

In men’s flesh their souls — without this,
Bit of warmth, exists no soul.

And in souls it wakens brightness,
Fervor, faith — it seems without this,
Bit of warmth, no faith could flourish,
No, nor live, inside one’s soul.

Yes, and faith uncovers wonders;
Yea, creates the highest wonder,
Over all — it God espouses,
And reveals His Self to us.

God has shown Himself — it’s written!
Yet — He always came in daytime;
Came in sun, in tepid climates,

Came as lightning, light, as fire.

In the tempest’s roar, in darkness,

In the Northern realms of blizzards,

He has shown Himself to no one.

God — this means — is warmth and light!

Yes, but God’s the world’s Creator.
He created warmth, and brightness.
Did He make the cold and darkness?
No, on this the Bible’s mum!

Thus this warmth in one who’s lifeless,
It creates the soul, and in it,
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It infixes faith unfailing,
And this faith — gives rise to God.

Does it then not follow sternly,
That the soul, the faith that fills it,
Aye, and God, are only phantoms,
Of this bit of warmth, and light?

God, perhaps it’s sin to think thus?
But, Yourself decreed the seeking
After Truth. Without Your power,
These my thoughts, could not arise.”

Thus, inside himself the oldster
Fought, and on he prayed, and fasted;
But the former light, and rapture,
That he’d known, would not return.

And he wept. “Have I forsaken,

Lord, my quiet hermit’s arbor,

Just to die, amidst this granite,
Doomed and lost in doubt, and fear?”
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CANTO VIII

“What mysterious guests come swirling,
Borne by winds, toward my cavern?
What ambassadors of fortune

Has this wind delivered me?

These delightful ermine platelets —
Are they snow? But they’re not melting!
Strange, the scents that they're exuding.
God above, theyre cherry blooms!

Cherry blossoms, here, on Athos!

On these isles — there grow no cherries!
Tell, oh tell me, wandering strangers,
Oh relate, from where've you come?

Oh, your fragrance flows so sweetly,
That it swells my heart inside me,
It imbues my soul with sweetness,
Whispers long — lost songs to me!

Say it, from Ukraine you've ventured,

From her distant, native townships,

That right now — this day — are gleaming,
All with cherry blossoms deep?

Oh you are, you are, your fragrance,
I remember, — and inside me, —
Leaps my heart! Oh God Almighty,
Haven’t 1 these scenes renounced?

Can it be Ukraine still calls me,

My beflowered, happy Eden,

My grim Hell of blood and hardship —
Can it be she calls me still?

What care 1 for her? She suffers.
Hard it is, for her to struggle,
With the Jesuits... and Masters.
But — it’s also hard for me!

I have here my own stern struggle.
Aye, the one wherein each person,
First must best his own life’s demons,
Ere he turns to aid his friends.



And did | not spend my strongest
Efforts, thoughts, assaults, and struggles,
In her own behalf, and aid her,
Through her great — and holy — war?
Was |1 not for her the counsel,
Through her harsh and fateful struggles,
Did I not imbue with courage,

All her tired, despondent knights?

Oh, and didn’t their rejections

Wound my heart to death within me,
Their contempts and degradations,

Their unmidfulness so low?

Wasn't | repulsed forever

By their prideful words, and judgements?
Haven't 1 forever shaken,

All their grime from off my feet?

So then why, oh ermine envoys,
Little orphans lost in Springtime,
Have you wandered here before me,
Spreading Eden’s scents with you?

Not for me is now your fragrance!
Not for me these recollections
Of Ukraine, my distant homeland,
I, to her, am long since dead!

Dead! Then why's my heart convulsing,
Why's the blood inside me pounding,
Why my thoughts, like larks, go soaring,
Over orchards, distant towns?

*Chirp-chirp! Chirp-chirp!” Blossoms, grasses,
Cherries, laved with milk and honey,
Willows tall, like jewelled fountains,
Curling smoke from golden roofs.

And the nightingales in orchards
Sing and sing, and hearts are gladdened.
Children playing. Lovely maidens
Crooning sweetly somewhere nigh.

Leave, oh leave me, distant strangers!
You've rewakened pain and anguish,
In this still, secluded haven.

Tides of life inside my tomb!”
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CANTO IX

Evening hastens. Glooming shadows,
Sprawl like plains across the ocean,
While along the far horizons,

Tiny specks like gold-dust shine.

From his nest of stone the oldster
Stares in gloom across the ocean,
And beyond the far horizons,
Fashions distant, dreamy roads.

Roads he weaves past far horizons,
Over seas, and hills, and valleys,

To Ukraine, his distant homeland,
And to her his thoughts he sends.

Thoughts he sends, and heartfelt greetings,
And his love for her, and yearning,
Which, it seemed, had been forever
Stilled to death inside his soul.

All at once, from distant darkness,
Springs a barque within his vision;
Crimson gleams, and golden glimmers,
Studding soft its beams and prow.

Gently soft, an evening zephyr
Billows full the straining canvas;
And the barque, belike some cygnet,
Streams and streams toward the isle.

Is it brother-monks returning

From their stays in distant countries,
Where they'd gone to beg for money?
Or just merchants, bringing goods?

Is it hopeful, pious pilgrims,
Bearing palms and supplications,
That approach to pay respects here?
Or ambassadors — to Prot?

With his eyes the oldster followed,

With the winds, that barque’s swift progress,
Till it passed from sight below him,

When it passed from sight, he sighed.



Yes, he sighed, for fleeting moments,
He'd glimpsed men in Cossack-raiments,
Caps with tassels, crimson-colored.

No! He'd glimpsed the sun, the sun....
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CANTO X

Night and morn, and night and morning,
And again devotions, prayers,

And throughout the oldster’s conscience,
Gloomy doubts and dark despair.

Nigh mid-morn a knocking sounded;
Far above, as custom had it,

Someone stone on stone was pounding,
Pounding stones, old John replied.

And in turn came down a basket,
Filled with food — his weekly rations;
But — along the basket’s bottom,
Something gleaming white — a scroll!

John’ thin shoulders started trembling, —
On the scroll — familiar letters,

Writ in rich Ukrainian longhand,

And the old, familiar seal:

“Deep respects to John Vyshensky,
Who alone, on Athos island,

Treads the paths of fast and silence,
Paths proclaimed to him by God, —

We, Ukraine’s devoted faithful,
Gathered full in Lutsk, our city,
To conduct a sacred Congress,
Send to you our pleas, and prayers.

Thanks we give to God, the Father,
Who remembers us, His children,
And unending, harsh temptations,
Rains on us — for our own good;

Whose abrupt and brutal buffets
Us refine, like red-hot iron,
Our impurities expelling,

And annealing us, like steel.

Thanks we give to God, the Mighty,
For the prayers of those, our brethren,
Who, with love, and selfless valor,
Bear the Cross of Christ — for us.



Through His boundless Grace, and Power,
And, the prayers of all our brethren,
We still stand, our faith unbroken,

And our hope still stays alive.

All throughout, both foully, straightly,
Foes implacable assail us;

Foul betrayals, lies, and onsets,
Undermine and tear our homes.

All the strong have long disowned us.

All the mighty — Dukes and War-lords —
Have forsworn their shepherd’s duties,
After Maamon-Baal they fly.

Too, our spiritual leaders

Have to wolves themselves perverted,
And they tear the Savior’s body,
And with bile inflame our souls.

Like a starving desert lion,

Roars and ramps the voice of Darkness

At our downed, defenseless posture:

‘Where’s Thy God? And where’s Thy might?

Thus do we, a storm-tossed vessel,

Swept amidst these stormy waters,

All with heartfelt tears and prayers,
Here convene and council make.

Holding dear our Savior's saying:
‘Heaven'’s Realm is hard to merit.
Only those that conquer hardships
May aspire to win its doors.’

Holding dear your own sage counsel;
That, when shepherds all betray us,
Then should we, the flock, assemble,
And ourselves salvation seek.

We've convened and kept our Congress,
Seeking ways, before this tempest,

To erect some shield, or shelter,

To defend our Church, and God.

And, as one, we've all decided
Here to pool our strengths together;
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Here to merge beneath one Banner,
And, as One, to save our Cause.

Thus do we, oh honored Father,
Send to you these emissaries,
These ambassadors imploring:
Be the Steersman now for us!

Turn once more toward your brothers,
Make us warm with your orations,

Be for us the blazing fire,

That keeps shepherds warm at night.

Aye, the fire that conquers coldness,
And disperses dreaded darkness,
And repels the feral hunter,
Yielding souls both light, and life.

Be our faith for us, our Father,
Be for us the high example,

Be the prayer our souls deliver,
Our exalted battle cry!

Hear us, Father: Dire misfortunes,
Raze our souls with viper’s poison,
Harsh, perpetual oppressions
Petrify alive our lips!

Hear us, Father: Cruel evil,

Like the fierce and feral she-wollf,
In her stinking den sequestered,
Bears and breeds its evil brood!

Hear us, Father: Foul betrayers,
Soil veracious words with venom,
And in whom the heart is poisoned,
He with poison e’er doth reek!

Father, Father! Cruel misfortunes
Club us daily — ever harder.
Evil's cubs, though still unsighted,
Crawl amongst us — as we speak!

Father, Father! From these buffets
All our brows and backs are bending!
All in gloom and putrid poisons

Are our souls becoming steeped!



Show yourself amongst us, Father,
Like the old, unconquered fighter!
Just the sight of you amongst us,
Shall revive us, make us strong!

Hear, Ukraine, your tortured Mother,
All alone, with foes around her,
Loudly, sobbingly is calling,

You her lost, beloved child!

Hard hard times are falling on her,
Undecipherable crossroads

Loom before her — who will tell her
Where to place her bleeding feet?

DonY reject our heartfelt pleading!
Hurry home and save your Mother!
It may be, your voice and wisdom,
Still may turn the tide to good.”

And along the letter’s border

Stood a postscript: “We, the envoys,
Wait for your reply till morrow,
With the morn, we’ll wait above.”
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CANTO XI

Round his cave the oldster wanders,
Pressing hard his cross toward him,
Prayers he yields in aching silence,

And avoids the gleaming scroll.

“Christ alone’s my only treasure,
Christ alone’s my hope for Heaven,
Christ alones my path to wisdom,
And alone my native land.

All apart from Christ is ambush,
All — the devil’s machinations,
Just one path remains the true one,
And divine — the path of Christ.

What’s this scroll and all this pleading?
And to whom? to old Vyshensky.

John Vyshensky lives no longer,

He has died, has died to all.

What's Ukraine to me? She’s forced to
Fight as best as she can manage.

As for me, I'll just be happy

To attain Salvation’s doors!

I — I'm prone to sin, and weakness!
I'm — nor leader, no — nor prophet;
I cannot stave off their downfall,
Going with them, myself I'll die!

No, I'll not betray my Maker,

I will not remake my promise,

And the weight of this my cross here,
I shall bear, until I die!

Close it is, my death. Perhaps it’s

Why this final fire besets me;

Why this stretch, that now I'm treading,
Looms so harsh and cruel-hard.

Not much longer. Jesus, Jesus!
Please, relieve this awful burden!
Shine Your light upon this crossroad,
That, it seems, is lost in gloom!”



All night long the oldster worshipped,

Burned his face with tears of anguish,
And he hugged his cross and trembled,

Like a child that hugs its ma.

And he wept, and called, and pleaded,

But the cave remained in darkness,
And his soul in awful darkness,
And a Sign would not arrive.

And when day embraced the ocean,
He was sitting still, and waiting,
For the rocks above to clamor,
And a voice to call his name.

And, in time, the signal sounded.
John flinched hard, like adder-bitten,
But his hands remained unmoving,
And in turn, did not reply.

“John Vyshensky! John Vyshensky!”
Calls the voice. The oldster listens;

And it seems to him...it’s frightened,
Pleading, begging him for aid.

“John Vyshensky! John Vyshensky!
We’re the sons Ukraine has sent you.
It is we, your harrowed children,
John Vyshensky! Please, — reply!”

Old John listened, harshly breathing,
All with joy his ears were drinking
His beloved, Ukrainian diction, —
And he heard, but ne’er replied.

“John Vyshensky! John Vyshensky!”
Long did call to him the envoys, —
But below just crashed the ocean,
Oldster John did not reply.
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CANTO XII

Evening falls. Like velvet carpets,

Shadows stretch across the ocean.

Past the Mount, gigantic sunbeams
Pour like fires toward the sea.

Golden roads of sunlight lengthen,
From the sparkling, boundless waters,
To the alps of Athos island;

On the reefs, great breakers play.

In his cave, anigh the entrance,
Sits all hunched the aged hermit,
And he reads and reads his letter,
And bedamps the script with tears:

“Hear, Ukraine, your tortured Mother,
All alone, with foes around her,
Loudly, sobbingly is calling,

You her lost, beloved child!™

“Aye, ‘beloved,” how truly fitting!
Who, when all the worst was pending,
And ferocious foes were nearing,
To the wolves his mother threw!

Who, all filled with selfish blindness,
Thought of just his own salvation,
And forsook his frightened brothers,
Leaving them nor hope, nor cheer.

And what right did you possess here,
Oh conniving, wretched mortal,

To place first your own salvation,
There, where millions could die?

Hast forgot the words of Jesus:

‘Worthy shepherds risk their safety

For their flocks, — and risk it gladly’
Think — weren’t you the shepherd here?

Hast forgot the words of Jesus:
‘He who says, “l love my Maker,”
But forsakes his needy brothers,
He condems his soul to Hell?



Why, for all the souls uncounted,
That are doomed to face damnation,

And you might have saved, — from you shall

God a stern account demand!

Why, ev'n all these dreams you cherish,
Prideful dreams about salvation,

Here are far from all temptations,

This itself betokens sin!

This is not God’s path you're treading,
Lucifer it is you're serving,

Prince of Pride, and Lord of Darkness,
Who aspired to fathom God!

This is not God’s path. Why even,
If you did win Heaven thusly,

And your native land, and brothers,
Stood condemned to awful doom,

Why, then Heaven'’s Realm for you would

Turn to Hell! The very notion:
‘Had | tried I might have saved them!
, Would transform your bliss to Hell!”

And a deadly trepidation

Clenched the oldster’s heart within him,
And constricted all his breathing,
Freezing sweat bedamped his face.

Out he glimpsed, upon the ocean...
Far below, with gold embroidered,
Sprawled the vast, gigantic shadow
Of the Sacred Mount, Aphon.

Glimpse! From out the island’s harbor,
Springs a barque with dauntless motions;
Through the waves, the dancing shadows,
From the isle it flies, and flies.

Near its helm a Turk is standing,
Near him men, in Cossack-raiments,
Caps with tassels, crimson-colored,
Brightly churns the spraying oar.

It's Ukraine’s departing envoys!
John’s old heart convulsed inside him;
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And, with sudden fear unminding,
He flung forth his withered hands.

“Wait! Wait, Stay! Don’t leave without me!
I'm alive! and like 1 used to, —

I still love Ukraine, I'll give her, —

All she needs! My love, my life!

Wait! Don’t go! Turn back! Toward me!”
But in vain! His voice is helpless.
And, in sprays, across the waters,
Speeds the barque away...away....

And the oldster pounds his forehead,
And his heart explodes inside him,
And before his cross on granite,

He prostrates himself face down.

“Christ my Savior! You have left us
One encompassing Commandment:
‘As yourself to love your neighbors,
For your friends to lay your life!’

Dearest Jesus! Look upon me!

Oh, dont let me lose my purpose,
Drowned in dark despair and anguish,
Lost in doubt’s unknown abyss!

Give me life — to love my brothers!
Life — to give it bravely for them!
Let me look once more, while living,
On my own beloved land!

Look, the final thread is parting,
That had turned my face to duty!
Oh, don't let it part before me!
Turn it back, toward the isle!

Oh, command opposing breezes!
Lift a wave and hurl it backwards!
That, or let me fly toward it,

Like a bird from off this cliff!

You're All-Merciful, All-Mighty!
Oh, if all my endless prayers,

Years of harsh, unending trials,
Labors, panances, and fasts, —
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Earned just one small crumb of merit,
Held the smallest grain of meaning,
Then 1 gladly, Christ my Savior,
Here restore their grace to You.

I'll return it all, forever,

I'm prepared in Hell to anguish,
Only do this one thing for me, —
Now! Return that barque! For me!

Or allow me...soar toward it,

From these cliffs, belike some eagle,
Or along these golden sunbeams,
To run down to it on foot!

Why Yourself, when You were tiny,
Roamed on beams toward Your temple!
And on sea, amidst the tempest,

You did walk, like men on land!

Grant, oh grant me this one favor!
Just this once, this just one favor!
Don’t abandon me in anguish,
Like a lost and frightened child!”

Thus did shrill old John Vyshensky,
Pressing hard his cross toward him,
And, at once, a sudden, wondrous,

Soothing warmth embraced his pain!

Wondrous weightlessness embraced him,
Fear and trepidation vanished,

And a blazing faith enveloped

His rejuvenated soul!

Blazing faith, that God had heeded
His impassioned, frantic pleading,
And a Miracle was coming,

True Enlightenment was nigh.

That, the Sign, for which he’d waited,
Thrilled him deep — with ice, with fire,
Seraph symphonies almighty,

Sacred airs of Paradise!

And the oldster rose, enraptured;
Crossed himself three times devoutly;
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And he blessed the golden, gleaming,
Road of light, which lanced the sea.

And the world before him faded.
Save that dazzling road all-golden,
And that barque, far far before him, —
And he stepped. And disappeared.

And inside the lifeless cavern,

Just a cross of wood lay gleaming, —
Crumbling husk of dreams, illusions;
And the ocean’s ceaseless roar.
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