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DOMONTOVYCH'S ARTISTIC DISCOURSE
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Abstract. The article highlights the features of the idiostyle of Victor Domontovych, a writer of
1920s, a representative of modernist artistic discourse. The stylistic manner of the author's writing
shows his intellectualism, principles of his extraordinary scientifically oriented linguistic
thinking. V. Domontovych depicts artistic reality through the prism of the ontological clash of
categories of rational and irrational, real and unreal, intellectual and primitive-bourgeois, sexual
and asexual. Using the concepts of plausible and implausible, real and conditional, the author
characterizes the psycho-behavioral stereotypes of his characters in order to comment and evaluate
their actions and decisions; he often uses a descriptive and contemplative manner, and forms of
logical conclusions; therefore, a symbiosis of scientific and fictional presentation is formed.

V. Domontovych's texts are full of ironic and mocking intonations in order to expose
spirituality, low culture, meanness; the author strongly condemns selfishness, callousness,
dishonesty in the behavior of the characters; the sharpness of his critical vision is directed against
the arrogance of the intelligentsia, unjustified rationalism, scientific-like thinking, and bourgeoisie.
The intellectual novels of the writer can be considered as extended metaphorical constructions,
integral figurative and symbolic structures, profound artistic worldview carriers, as well as
systems of meaning mythologizing. The author’s usage of linguistic and stylistic means is not
extensive; they are unusual in their associative-figurative aspect and intended for the domain of
cognitively meaningful perception. The expressiveness of texts is achieved through an implicit
coded word usage, there is space for the reader to think creatively as the texts rely on the
conceptual interaction within the system Author-Text-Reader.

Keywords: idiostyle, linguistic thinking, intellectualization, irrationalism, text, artistic discourse,
linguistic stylistic means.

1. INTRODUCTION

The linguopoetics of Viktor Domontovych's prose discourse is a complex phenomenon, and not
only for its unconventional stylistics, or literary and artistic distinctiveness, but also due to its "mystery"
of sub-textual silences, the one that is not written but has to be read in between lines, and due to hidden
signs of deep linguistic thinking. In the evaluation of critics "his style is neither eclectic, nor internally
contradictory, nor fragmentary" [9], but it poses the question: what kind of style is it really,
then? Apparently, it is in this linguistic and stylistic uncertainty, depressurization, where the author's
idiostylistic purpose lies. According to linguistic and stylistic parameters, Domontovych's texts are
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usually included into the modernist discourse, his style of writing is corresponds to the avant-garde of
the 1920s, but it is hardly fair to unambiguously include his style in the stream of a certain literary
movement, to qualify it exclusively as something of the above-mentioned; the fundamental paradigm
of his word usage is based on the uniqueness and extravagancy of the writer's creative search.

2. THEORETICAL BACKGROUND

V.Domontovych's texts astonish the modern reader with noticable differences in the application of
literary norms, they catch an eye more effectively, than, say, the manifestations of Ukrainian classical
writing. The texts of the author are full of a strings of words-concepts: some of them are of abstract
meaning or belong to scientific terms, some of them are outdated, or rarely used names, that can be
traced back partly to diaspora writers, partly to dialects and borrowings from foreign
languages; e.g.: bopaax (borlak) spoken 'upper bulging part of a throat, Adam’s apple' [DUL, 1,
218]; karamap (kalamar) old-fashioned 'inkwell, inkstand' [DUL, 4, 74]; 060 (obol) 'coin' [not recorded in
DULY]; uepamosuii (tseratovy) - adjective to “tserata” 'oilcloth, oilskin' [DUL, 11, 201], etc.

Words acquire outdated orthoepic indicators [and different spelling leads to different
pronunciation], eg: anavom6 (apl’omb) [instead of aplomb] , mucmeyo (mystets’) [instead of mytets’], nassa
(pavza) [instead of pausa], poas(rolia) [instead of rol’], cuarwem (syliuet) [instead of syluet], cypdyxa
(surduka)[instead of siurtuka), ¢roepsepx (fiuieverk) [instead of feierverk], xemis (hemia) [instead of
himia]; what is common here is the soft sound [j] in the middle of the word: iniyismusa (initsiiatyva)
[instead of initsiatyval, nianino (piianino) [instead of pianino], exeamapisrvruil (ekvatoriial’ nyi) [instead of
ekvatorial’nyi]. Feminine nouns ending in consonant receive the ending —u (-y) in their genitive case:
padocmu (radosty) [instead of radosti], cmpumarocmu (strymanosty) [instead of strymanosti], meepesocmu
(tverezosty) [instead of tverezosti] etc.; there is also noticeable extended use of [w]; this is a result of the
requirements of linguists of that period (one cannot help but take into account that modern
publications of V. Domontovich works follow the foreign publication example: V.Domontovych.
Prose. Three Volumes, Suchanist’, 1988., that clerly marked the tastes the publisher’s preferences). The
external features of Domontovych's writing create the outline of an unusual, encrypted text.

3. RESULTS AND DISCUSSION

The profound structures of the writer's linguistic thinking rely on the perception of artistic reality as
a contradictory, ambiguous phenomenon, which is not completely studied and which is determined
not so much by the reproduction of processes and actions complexity, but by the dual nature; his texts
are coded, his linguistic style is obscure, non-steady in its sketches and postulates, and it akin to the
principles of the subconsciousness. The author's motives are built up on the antitheses of rational and
irrational, real and illusory, intellectual and primitive, sexual and asexual. His ontological views and
aesthetic preferences find their realization in a system of antinomies, allusions, mythologies, syllogisms,
they are structured in idiostyle, which creates a linguistic picture of the world, different from the
artistic strivings of the literature of that time.

In this sense, a figurative and symbolic formation based on the concepts of similarity / dissimilarity,
an explication into the parallel of plausible - implausible appears as a kind of a literary construct; it
lingers through the entire textual plane of the novel "Girl with a Teddy Bear". According to the
dictionary, plausible is 'similar to truth, akin to what it may actually be' [DUL, 7, 500], i.e. one that is not
the ultimate truth, but only similar to it, something fragile, amorphous, undefined in its result;
consequently, implausible should mean 'dissimilar to truth'. The antithesis of plausible — implausible
becomes the basis of the conceptual and semantic field - the kind of a core of the philosophical thinking
of the main characters of the novel. Let's compare:
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[1.] — Tu 3a6x0u 2060punt max, w00 6oHo Hi HA w0 He OyA0 nodibne <...> Tu nosutier suamu, wo A He
nepetiouly nodiorocmeii. £ soAimumy xpauie 1enodiobrozo: 3a wenpasdonobione! [- You always talk in such a way
that it wouldn’t look like something <...> You should know that 1 do not tolerate similarities. I will prefer
dissimilar: [1 am] for the unbelievable! ] The fragment defines the understanding of the nodiorozo as “the
one that has common features with someone, something; similar to someone, something” [DUL, 6, 745]
as opposed to nenpasdonodioromy that is perceived as “similar to the truth”. Henpasdonodione in the
context of the work is the denial of the obsolete, the habitual, it is the assertion of something new,
modern, although it is not the whole truth.

[2.] /I sanumyro 3umny, wo Mmoxe osnauamu us nidkpecAena ii 6opoxtewa 00 «nodionocmeii». Yu He
SHAX00UMb 60HA, UL0 34 OCMAHHIL YAC Ui CA06A «nOJIOHOCHI» U «HenodibHOCMi» 3poOUAUCL 1T YAIOOAEHUMU
croéamu. Boru nabyau 0As Hei 3HaveHts AK0Z0Ch MEPMIHY, 60HA MAHIPECTHYE YUMU cA0AMU <...> 36I0KIAA,
xmie Ou A 3snamu, 3uHa 3ac60iAd  36UMKY ZpAMU  UUMU NPOMUCHASAEHHAMU 1pacdonodioHozo i
Henpadonodionozo? [I ask Zyna what this emphasized hostility to “similarities” can mean. Doesn’t she find that
lately words like "likeness” and "dissimilarity” have become her favorite words? They have acquired a meaning of
some term for her, she manifests with these words <...> I wonder, where from Zyna acquired the habit of playing
with these oppositions of plausible and unlikely?] I'epoit He posymie BUTOKiB BUOOpPY 3MHM Ha KOPUCTb
Henpadonodioriozo, He 6aINTD MiACTaB 3MiHIOBATM MOBEAIHKY 3TiAHO 3 IuMu roctyaatamn. The character
does not understand the origins of Zina's choice to favor the word nenpasdonodiorozo, he doesn’t see the
reason to change behavior because of these postulates.

[3.]— I dyxe emiwiera, uyo 6u NOMIMUAU MO0 HeA10006 o npasdonodivHozo. Bu, Inorime Muioratiosuuy,
0ydeme 3a mere, 3a HenpasdonodiOte, i sanepedysamumeme 6ci npasdonodibrnocmi! — <...> He posymito, HoMmy
came A mato 3anepedysamu npasdonodione? [I am very glad that you noticed my dislike of the plausible. You,
Ipolyt Mykolaiovych, will be for me, for the improbable, and you will deny all plausibilities! - <...>1 don't
understand why it is me who has to deny the plausible?] The character does not support Zina, in his
perspective, judging by the context, the nenpasdonodiore equals to delusion, fiction, a concept foreign
to common sense.

[4.]— Ilpasdonodiore? Bu numaeme, uio maxe npagdonodiore? Tpeba nenasudimu sce npasdonodiore, 00
6010 mirvKu nodiOHe Ha npasdy, are He € npasda. Mu x ulykamumemo camoi miAvku npasou, a He ii OMAHHUX
nodiorocmeii. [Credible? You are asking, what is credible? We must hate everything that is credible, because it is
only similar to the truth, but it is not the truth. We will seek only the truth itself, not its deceptive similarities]
This quote reveals the logical contradiction of the character's statements: striving for the improbable is
also not the whole truth, not the search for the truth.

[5.] «Mu wyxaru nenpasdonodionux icmun. I mu we nawwaru ix. Kummsa sramaro nac. Hivozo e
Aumurocs 0A nHadii. S zuny». [We have been looking for implausible truths. And we have not found them. Life
has broken us. There is nothing left for hope. I'm dying] The existence of implausible truths is denied. Life
has rejected them. However, this is far from a return to the nodi6+ozo, there is no answer to the question:
where the truth is.

[6.] Koau max, mo nagiujo mi cA06a, ulo ix 60HA JiGUUHOI0 ATOOUAA NOSMOPIO6AMU, 1T YAI0OAeHT CA06A NPO
icmumy i omary, npo npasdonodiore i nenpasdonodione? [If so, what are the words for, those words she loved to
repeat still being a girl, her favorite words about truth and delusion, about the plausible and the improbable? ]
The character's words about the npasdonodione and the nenpasdonodiore turned out to be empty,
insignificant, not supported by actions. Another main character generalizes the thesis, which is not
proved by action, he makes it sound like life wisdom: Caosa sasxou siduimosxysaru metne 6i0 cebe. [Words
have always chased me away from myself]. However, having rejected verbal formulas, the character does
not find anything true or essential to contradict them.

The real and unreal, the rational and irrational go far beyond playing role of the fundamental "unity
of opposites" in the author's philosophy; his pessimism relies on the fact that the illusory, fictional, and
untrue wins because it reflects reality, because the truth is sacrificed to it. One of the means of irony
concerning the "fiction" of life itself is based on the "concept substitution” in the conversations of a
scientist with a five-year-old girl ("the lips of a baby speak the truth"). Let’s consider fragments of the
text of the novel "Doctor Seraficus".
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[1.]—A mu, 05010 Komaxo, awoduna? <...>

— Yeepiios Aoduna, wu mu mirvku Kaxeut? 306cim uu mirvky Hacmirvku? Bona noxasara Kineub narvys.

—Yeepiios, Ipuro! Lliakom ycepiios. Taka x Atoduna, 5 i mu, ax i meoi mamo i mamal

— He moxe 0ymu! — ckasara posdpamosario Ipus it mynnyaa 1ozoto.

[- And are you, Uncle Komaha [meaning “an insect”], a person? <...>

-Are you really a person, or are you just saying it? Totally or only this much? She showed the tip of her
finger.

Really, Irtsia! Quite really. [I am] a person, both me and you, as well as your father and mother!

-No way! Irtsia said irritably and stamped her foot.]

[2.] Koau 0405 Kopsur nacmotosas, wo Komaxa — we nync, [pys cepduraco, HACYMPIOGAAICH | HOUUHAAD
Oumu 11020 KYAAKAMU, HAMAAIOUUCS 3A1eNnUmMU 34 nercHe. [When Uncle Corvinus insisted that Komaha
was not a doll, Irza was angry, sulky, and began to beat him with her fists, trying to get to the pince-nez]

[3.]1 — Aadio Ilync, ynaodu.

— Hy, Ipugo, meni e xouemvcs nadamu. /o mozo x, mym Hacmivero i opyomo.

—Ta wi! Tu «Hibu» enadu.

—A, «tibu»? T'apasd! A «nibu» enas.

[-Uncle Pups [meaning “a doll”], fall down.

-Well, Irtsia, I do not want to fall down. Moreover, it is littered and dirty here.

-Not that! You can pretend “as if” you fall down.

-Oh, "as if"? OK! I fell, "as if". ]

[4.]«Hibu — yarobaera cxema cais, dymox, 6uurkie Ipuurux. Y nibu, 6 yseiere «Henawe» 3amMKHEHO 6CI
nodii, 6ce KoA0 11 Onis. Bora sadosorvrsemocs 3 Hibu. [Iposodsuu mexy mix Hidu i mum, o €, 60HA SCHO
6104Y6a€e PisHULI0, ULO 6I00KPEMAIOE HIOU 610 PeAALHOCTU, AAE He HAJAE 0COOAUE020 SHAUEHHS Uil PISHUL

[“As if” seems to be Irtsia’s favorite pattern of words, thoughts, and actions. “As if”, an imagined “as if”
incorporates all events, the whole circle of her days. She is satisfied with the “as if”. Drawing the line between “as
if” and what reality is, she clearly feels the difference that separates the “as if” from the reality, but she does not
attach much importance to this difference.]

The fragment [1.] focuses on the incompatibility of the surname Komaha (meaning “an insect”) with
the human body of the character, who had a huge body, red, shaved, square face, which resembled a pile of
meat. Common sense is powerless against the girl’s perception - No way! The substitution of a person
with a toy displayed in the fragment [2.] reveals the rejection of her game. In the fragment [3.] the
action is expressed through the reproduction of an action that takes place in the imagination (I fell
down, “as if" ). The final "touch" in the reflection is relayed in the "scientific" justification of as if - a
favorite scheme of words, thoughts, actions.

The discursive word [2.] as if not only organizes the textual structure, but also expresses the
unreality, hypothetical situations, and fanciful features of the reported. There arises the idea of
comprehension of as if as the foundation of the imaginary world; it is not an artistic embodiment, but
rather a reflection of the environment. The picture of the world is being destroyed, some impressions
are being replaced by others, and there is no place of relaxation. There is an ongoing process of
establishing instability, variability, inconsistency not only in the mental state of the characters, but also
in the system of "real-unreal".

In the literary reality, the actions of the characters remain unfulfilled, displaced, ridiculous, and
inadequate; they replace actions with contemplation, they substitute the awareness of reality with
fiction. At the first glance, it doesn’t seem so: the male character of "Girl with a Teddy Bear" is an
engineer, a chemist, a working man, but his behavioral stereotypes are vague, confusing, and uncorrect:
mam, de He 0YAO KkadHux cynepeurocmet, 6it ix éueadyeas [ where there were no contradictions, he invented
them]. Instead of u00 mamu cnpasy 3 mum, w0 €cmv, 6iH 3 KOKHOZ0 KUMIMEEO20 AGULLA YMBEOPI06AE AKYCD
nomeopry 6ueadxy [dealing with what there is, he transformed each life phenomenon into some ugly
fiction] (these observations are actually descriptive, scientific, but not presented by means of real actions
or certain behaviour). The main character of "Doctor Seraphicus" would like to have his own child, but
he comes up with unrealistic projects concerning its birth; he would like to be loved by a woman, but
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limits himself to addressing her unsent letters, in which he asks himself: II]o s nosuter spodumu, 1,06
mu 0yaa... 5 xomis ckasamu: MOS, nomim: HIYV?! [What should I do to make you... I wanted to say: MY,
then: NOBODY’S ?!] (a typical utterance of a person who is unable to act: if not mine, then at least
a nobody’s ); he dooms himself to failure.

In some speech situations, the unproductive, imaginary behavior of the characters is shown
through the images of possible but unrealized actions: Bit [g0kTOp], nesto, soscim 3a0ys Ou sanpocumu
cicmu. IIpocmo 6it xomis, w00 60Ha cira i Oirvule He pyxaraco. beszaysoa memyuins opamysara iiozo [He [the
doctor] would probably have forgotten to offer her to have a sit. He simply wanted her to sit down and not move.
He found senseless fuss irritating] ("Doctor Seraficus"): he wanted her to sit down, but forgot to offer it, he
wanted her to stop moving, but it was impossible. Here we have a description, a statement confirming
a state, but not an enactment of the script. The writer’s characters seem to live a full life, but in reality it
is just something resembling a full life, it is an illusory existence, fiction.

There arises a well-known literary idea of duality as a regular pattern, ontological essence,
irrational meaning of existence. Ipolyt Mykolayovych is both an engineer and a dreamer, he is far from
reality; Komaha is a professor and a scientist, as well as a confused man incapable of action. In these
images Yu. Sheveliov saw the reflection of the writer's personality: "a popular image of a confused
scientist includes the features of the author's self-portrait" [9, 28; p.10]; however, the image of the
author-analyst, observer of the "duality", confusion, inner turmoil of a man living in a semi-real world,
is more complex than the written-off prototype.

The writer seeks to scientifically comprehend and evaluate the worldview of his characters in order
to express his philosophical guidelines in the process of analysis, as well as to express the principles of
their linguistic thinking in the intellectual projection. Let's compare, for example, the author's
intentions: Ilepedo mHoto 3una, axa, siduyeuiu 6 codi XKiHKYy, 6 nepeduymmi KOXAHHS, W0 uje He pooUAOCy,
nomayxu OAyKae 1O CMexXKax c6020 uie He 3HAN0eH020 1 HenizHanozo koxans («/iBumMHa 3 BeiMeAUKOM»)
[There I can see Zina, who, having felt herself a woman, is in anticipation of love that has not yet been born, and
she gropes the paths of her yet undiscovered and unknown love ] ("Girl with a Teddy Bear"). The text is built
of rather dry, sensible characteristics, despite the fact that they are the words of a character in love with
a girl; at the same it is a psychosomatic self-assessment of the character — an unemotional intellectual
person capable of analyzing and weighing arguments; his reflections include a variant of Freudian
psychoanalysis [see: 1, 14]; the only “literary” element in the fragment one can find is the dead
metaphor ponders the paths of love.

Domontovych's texts are characterized with an ironic and mocking intonation of an intellectual
who perceives his surrounding through the prism of a critical vision of the comic, even if it is about
drama or even tragedy. The ironic effect can be traced not so much in the explicit context, as in the
implicit one, in the deep structures of the subconscious. There is a kind of coded irony is the character's
contemplations after a sexual intercourse: Tozo sevopa 3una 6iddarace meni... Sk 36uuatino npunyckarom,
A0 € HAMYPAALHULL 6UXI0, KOMPULL po3s’a3ye, abo >, NpUHAUMHI, NOGUHEH PO36 A3Y6amu Yci Kummesi i
AimepamypHi yckaaduerns. Tpaduuii 6eaempucmuunozo pomary XVII-XX cm. cmeepdxyromv, uo 0Ad
pomanicma Hemae Kpauyozo cnocody 3axKinuyeamu meip, Ax 00pyxusuiu «i1ozo» i «ii» [That evening Zyna gave
herself to me ... It is commonly believed that marriage is a natural solution that solves, or at least should solve, all
difficulties of life and literature. Traditions of fiction novel of the XVIII-XX centuries state that the best way for a
novelist to finish his work is to marry "him” and "her”] ("Girl with a Teddy Bear"). These statements are a
ruthless debunking of the character, showing his unprecedented cynicism, callousness, lack of
spirituality; an intimate meeting with his beloved makes him come with empty "thoughts" ( marriage is
a natural solution ), his reference to the fiction novels of the XVIII-XX centuries is the pinnacle of
heartlessness, selfishness, and blasphemy. It is a devastating satire, a mockery at the "intellectual" in his
secret pride.

The writer is indignant, full of contempt and repulsion, concerning the character’s artificially
insightful instructions he utters after the death of his once beloved woman: 3una obeptiyraco y nosito,
MIiAbKU 6 106110 <...> Bona te 3axomira Kumu meopuuM XUmmam, 60Ha He NoGIPUAd Y MEOPHY Miljb U00eHHOT
npaui, y npayro, uio 6useorse. [Zyna turned into a tart, just a tart <...> She did not want to lead a creative life,
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she did not believe in the creative power of daily work, inspiring work ]. The character masks his guilt with
pompous words (creative life, creative power of daily work, inspiring work ). Satire reaches its highest
register. These statements condemn not so much an arrogant person, but a character who views the
unfolding horrific events only as reason to come up with "thoughtful" comments.

An undisguised irony of the comic is the thought of Another intellectual, Professor Seraficus, who
is "seriously" considering the prospects of solving the "problem" of childbearing, is full of ironic
thoughts that evoke a comical effect: Koau 6 atodcmeo Oyro kyAvmypro possutierinie, 6010 dasHo 1000ar0 O
npo me, w00 NpuMimusHuti i HekyAvmypHuii cnocid dimonapodxentis sacmynumu inwum [If humanity were
more culturally developed, it would have already changed the primitive and non-cultural way of birthgiving for
something more sophisticated] ("Doctor Seraficus"). Here sarcasm is even more prominent, considering the
fact that these "theoretical" musings belong to the scientist.

The mocking and contemptuous tone of Domontovych's discourse goes beyond his novel prose. His
stories are also full of connotative overlays of irony and sarcasm. We see the devastating mockery at the
new masters of life in a comical poem with the conspicuous title "Princes": —Ilapmis, —3asnauas
no6uarvo mos. Ilopmsnko, onmumicmuiHo omomoxHioouu 6 céoiil yse6i cebe 1 napmito, — 4 3a nayxy!.. 3a
npupody!.. ["Party,” said comrade Portianko in a teaching manner, optimistically identifying himself and the
party in his imagination, - I am for science! ..For nature!..]. The insulting name comrade Portyanko [meaning
“pants”], the primitivism of his illiterate statements ( I am for science, for nature ), the ridiculous teaching
manner, optimistically, in his imagination show the position of an intellectual who observes social
processes "on the sideline". Compare: — Tu, xaxe, I[Tuaune, wnuxyaanum!.. ITpedamero coyiarismy!..
Hecsidomuii, Oypxkyasruti kaac!.. Bidpuxxa xkanimarismy!.. [ - Philip, he says, you are a speculator! .. A traitor
of socialism! .. Unconscious, bourgeois class! .. Burp of capitalism! .. ] ("Trypillia tragedy") (the incompetence,
rudeness, and ignorance prompt the writer’s effect of categorical rejection).

The discourse demonstrates the changes in the connotations of indignation and denial to
admiration, elation, and joy, when the writer-intellectual talks about works of art, or lists the brush
masters; literary allusions sometimes take over the narrative of depicted events and situations, but
these passages are often accompanied by several layers of ridicule and mockery. In the records of the
"semi-intellectual" Ver one reads: «Koau Toacmoii nuuie: «5 xusy dobpe! Tpu poxu ne uumas i menep te
YUmaro Ko0Hoi 2asemu», wu He Mycumo mu padimu: éin — mu, mu — 6in?..» ["When Tolstoy writes:” I live
well! I haven't read a newspaper for three years and now I don’t do it now”, shouldn’t we be happy: he is us, we
are him? ..”] (the stupidity and naivety of statements like that do not need additional explicit comments
on the author's part). According to N. Kondratenko, Domontovych’s prose contains numerous intertext
parallels; in particular, there is a an allusion to A.Blok’s words: Yopnuit éimep, 0iauii cuiz!.. Ilodyx simpy
pesoAtonii 6uric 11020 3 ceaa <...> [Black wind, snow white! .. The gust of wind of the revolution got him out of
the village <..> ] ( "Without foundation") [4, 193]; one cannot but notice the ironic intonation of the
author in the metaphor, the gust of wind of the revolution got him out of the village . Compare: Ha xoxHiil
nAumuyi nidaozu 6 kas’apwi, kyou tiozo npumyuyeas imu Kopeun, Komaxa eéxe wumas nanuca 3 Janmosozo
nexaa: Lacsiate ogni speranca — 3zacimv 6ozni cnodiearku, éxodauu! [On every floor tile of the coffee shop
Corvyn forced him to go to, Komaha could easily read an inscription from Dante’s Hell: Lacsiate ogni speranca -
Extinguish the lights of hope, those who enter!] ("Doctor Seraficus") (one sees the word play around the
incompatible concepts of floor tiles and elaborated Dante's poety; this "similarity" hides the intellectual-
bookworm’s smile).

Domontovych's intellectual romantic prose can be presented in the form of extended metaphorical
constructions, integral figurative-symbolic structures, which are united by a complicated philosophical
vibe, deep sub-textual meaning; it is a mythologized manifestation of an intention [see: 4, 177]. There
appears an idea that the discursive plane can be covered by asingle common metaphor of
contradiction, the permanence of the world picture of the world, the dichotomy of man, the errancy of
deeply ingrained truths. This approach allows viewing the writer's characters like living individuals
with their psychosomatic traits, but rather as mannequins, representatives of a certain idea, self-
concept, or a mythologem. In this sense, there is no longer need for a mandatory selection of partial
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metaphors, comparisons, hyperboles, or symbols, etc.; it is general descriptions and reflections that
prevail.

Such stylistic guidelines prompt readers to fall back on the linguistic and stylistic devices based on
cognitive principles; a metaphor becomes internal and hidden, a comparison is obtained from the
context, a symbol is perceived as a code, and an epithet acquires the features of an associative word
[see: 5; 6; 7; 8]. For example, the hyperbolic exaggeration in the description of sturdy Seraficus is
accompanied by the humorous name of the character — Komaha (meaning “ an insect”) ( — Komaxa (—
A vomy mu maxuil 0yxe 6eAUKULL, K0 mu — Komaxa? Adxe x Komaxu 0ysaromo marenvki? [- Why are you
so very large, if you are an insect? After all, insects are small, aren’t they?] ( "Doctor Seraficus"): semantic
parallels very large and insect are elements of the carnivalization, a linguistic game). Consider the
hidden litotes characterizing the character as a self-critical but simultaneously funny and miserable
person: — Bu 0auume: 5 — saudennuil i nino! Lo 5 moxy 6iddamu, koAu 6 mere Hema Hivozo? [- You see: I
am pathetic and nothing! What can I offer when I have nothing?]. The encoded symbolism is embedded in
the images of the girl with a teddy bear and girl Irtsia; the first of them is the embodiment of the idea of
change, transformation, potential gradual growing up, infantilism, and naivety (it is no coincidence that
Zyna promises the male character to gift away the teddy bear, thus, saying farewell to children's games
forever); the second image is a symbol of naivety without borders, life in a fictional world, unchanging
childhood; e.g.: — Cxirvku mobi poxis, Ipyto? —Topix 0yao decsimo, a yvozo — n’amv; — 4 cxopo cmapa
0ydy [- How old are you, Irtsia? - Last year I was ten, and this year I am five; - I will be old soon] ("Doctor
Seraficus") (age changes do not interfere with the frozen naivety and primitivism of the worldview).

Consider cognitive comparisons: Kopsutt spoouscs Cepagixycom, Cepadixyc — Kopsuriom, i3 mieto,
xi0a, pistuero, wo Kopsurn — oirvue Cepadixyc, a yeii ocmarnin — darexo meruie Kopsuriom, — uu, moxe, i
so6cim Hum ne cmas [Corvyn became Seraficus, Seraficus became Corvyn, with only the difference that Corvyn
was more of a Seraficus, and the latter was far less of a Corvyn, or, perhaps, not at all] (this assimilation does
not become a full-fledged comparison, the degree of similarity of one character to another is relative, it
is not so much a comparison but carnivalization - a change of masks). What is exemplary is the use of
several seemingly bland adjectives that evoke soothing connotations, feeling of slow self-
understanding, but at the same time they bring on the atmosphere of a boring provincial existence, a
blind alley: Komaxa dususcs na 6uxpusieni Ainii yiei cyxoi, cnareroi coruem, 3eAero-0pyHammoi micyesocmu,
i 11020 0XONAI6AA0 nowymms cnokoto i scHocmu <...> («Jokrop Cepadikyc»); I3 Ai60z0 6oky UAU 3eAeto-
Opynammui 20p0u, NOpocAi cyxum i wopcmrum oyp’arom [Insect looked at the uneven lines of dry, green-brown
terrain scorched by the sun, and he was flooded with a sense of calmness and clarity <... > ("Doctor
Seraficus"); On the left side there were green-brown hills overgrown with dry and rough weeds] (attributes dry,
green-brown, uneven, scorched, rough are ironic symbols of the professor's feelings).

Domontovych's discourse revolves around the distinct motive of Kyiv - the center of gravity for
thoughts and feelings, the city-mystery, the mythologem. The unexpected, often unfathomable, events
and situations, described by the author, could take place only in this ancient city with its churches,
monasteries, bizarre buildings, and steep mountains: V ceoix wiunux OAyKaHHAX 60HU NPOULIAU 1063
0ydurox i3 xumepamu Notre-Dame, w0 36uc HA) NpoGAAAIM. Y Piarkosux npucmepkax Ha ycmiil cunsei Heba
YOPHO-CIpi 212AHMCLKI NOMEOPU POSKUHYAU C60i Kpurd. Bid 30ydxenHs, ujo uje mpemmiro 6 Hux 000x, HiuHi
nomeopu NPOKUHYAUCS, wo0 cnpasumu 6i0vomcokutl wiabaws [In their nocturnal wanderings, they passed Notre-
Dame, a house with chimeras, hanging over the abyss. In the violet twilight against the thick blue sky, giant black
and gray monsters spread their wings. The excitement still reverberating in both of them made the night monsters
wake up to perform their witches” sabbath] ("Doctor Seraficus") (the hyperbole giant black and gray monsters ,
metaphors monsters spread their wings, night monsters wake up , the mythologem the witches” sabbath , all
that darkens the subtext of the fragment, mystifies it).

In the mind of the writer figurative representations of Kyiv are deeply connected with the history of
the city, mostly with the baroque culture period, they are overflown with the spirit of Ukrainian
antiquity, its former greatness: 3axonaetnns Oapoko 6x00uro, Ak 0006’3K06Utl CKAAIOSUTI eAeMmeHm, Y
c6imozafd Bep ma it npuamenis. Becnana npozyaarixa 6 menAuti bepesriesuii dettv 00epmaracy Y nArAOMHULKY
Mmandpisky do Oapoxosux nam’samox Kuesa XVII- XVIII sikis. baakumne tedo, 20Ai depesa, Mepexuso
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0aporosux suzumie, OIAL Xmapxu it smoma 6id npozyaarxu niwku 3 Ileuepcovrozo uepes Ilodia do Kupuaiscoioi
uepxeu [The worldview of Ver and her friends incorporated their interests in baroque as a mandatory component.
The spring stroll on a warm March day turned into a pilgrimage to the baroque monuments of Kyiv of the XVII-
XVIII centuries. Blue skies, bare trees, laces of baroque curves, white clouds and fatigue from walking from
Pechersky and to the St. Cyril’s Monastery, including Podil] ( "Doctor Seraficus"). Fascination by Baroque
art is a clear evidence of sophistication the author's spiritual interest; the mentions of the constructivist-
style buildings in the text of the novel are accompanied by connotations of alienation and internal
rejection, if not condemnation.

The background of the story is gradually expanding; the author describes the cultural situation on
the “turn of the epochs”; the romanticized description of Kyiv's streets changes into a journalistic, dry
story. Reflections on the events of the 1920s became a fundamental analysis on the part of an attentive
observer, a scientist capable of making a conclusion: Cmydenmcoka mor0dv y ceoemy ckradi OyAa
amopdna, desopiermosana, marokyrvmypua. Kypcucmxu wumaru epaga Amopi, Bepbiuvky i Bpeuixo-
Bpeuikoscokozo, y kpawomy pasi — Bumnnuuerxa, Andpeesa it Kynpina. Inmerexmyarvruii piservb 0ye dyxe
nusvkuii [In general student youth were amorphous, disoriented, and uncultured. The female students read
Count Amori, Verbitska and Breshko-Breshkovsky, at best - Vynnychenko, Andreiev and Kuprin. The intellectual
level was very low]; the keywords intellectual level become a fundamental principle of authorial axiology.

Besides the novel prose, when we pay attention to the writer’s stories and essays, we can single out
the establishment of mental activity as the highest human vocation; the antithesis - "intelligence" versus
"low culture" - falls into the stylistic reserve of the author as a credo, a testament; e.g. characteristics of
the character: Bin girocod, i, ax $irocod, 6ir Hamazaemvpcs ycsidomumu me 0ymmsi, wio 6iH 11020 6ede, SHAUMU
0ASl HD020 PAUiOHAAbHE 6USHAUEHHS, NIONopA0Kosysamu 1020 adcmpaxmuo 3azaAvii popmyri [He is a
philosopher, and as a philosopher, he tries to understand the being that he leads, to find a rational definition for
him, to subordinate it to an abstract general formula] ("Enamel Bowl").

The stylistic devices in the text of the stories are used to a limited extent, their selection is dosed and
weighed, verified by strict authorial preferences, it is determined by a principle "better less but
purposeful”; one can witness the desire to minimize the usage of bright paths, elaborate metaphors,
colorful comparisons, and, thus, get rid of excessive "beautification", ornamentation, and artificially
heated emotions. Let’s consider some examples. The story on biblical themes contains a number of
actualized epithets in the form of adjectives of the highest degree of comparison: Bseuepi mozo Ons i
HACMYNHO020 iX [aIIOCTOAIB] NpUUMAAU HAUNO06AXHIULL At0dU 6 micmi. Hacmyearu HAHIOPOKUUMU SUHAMYU Ti
200y6aAy  Hausuwykaniviumy cmpasamu. Haveapiuti Kinku MUAW iM HOZU 1l MACMUAU  JOPOZUMU
apomamamu. 3 HAUGI0ANEHIUUX KYMKI6 KpaiHu HAOXOOUAU 6ce HO6I 1 HO6I topOu Hapody, 30ydxXeHuMu
yymxamu npo Mecito [In the evening of that day and the next day, the most respected people in the city welcomed
them [apostles]. They were treated with the most expensive wines and fed the most exquisite dishes. The most
beautiful women washed their feet and treated them to expensive fragrances. From the farthest corners of the
country there were coming bigger and bigger crowds of people, excited by rumors of the Messiah] ("Apostles").
The key point of the fragment - the Messiah in his theological interpretation defines the elevated tone,
epithets most respectful, most expensive, most exquisite, most distant add some expressiveness to the text. In
this context, there are few means of actualization: ¥ 1mpoMy Takm KOHTeKCTi HaBeAe€HO HeYVCJEHHi
3acoOm akryadisarii: Hapod sanosénus yci maiidaru, yci punku 6 micmi, i 3 6YyAUlb 0OHOCUAUCH, AK 2AYxXe
2yprominma mops, padicni kpuxu. Hapod éimas Icyca, odimosariozo npopoxamu Meciro (ibid.) [The crowd filled
all the squares, all the markets in the city, and from the streets, like the deafening roar of the sea, one could hear
joyful cries. The people greeted Jesus, the promised prophet of the Messiah]. Both comparisons like the deafening
roar of the sea and the bookish promise (‘promised, cherished') [DUL, 5, 507] support the creation of
connotations of highness, solemnity.

The texts metaphorization is what distinguishes Domontovych's system of artistic thinking against
the background of imagery traditional for the Ukrainian literature. His use of stylistic devices
is original and unique, his symbolism has hidden depth, there are not many epithets, but they are well-
calculated and accurate in associative relations. For example, reading audience is familiar with
numerous descriptions of the Dnipro (starting from T.Shevchenko’s description and up to the
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M.Gogol’s one), but Domontovych found new linguistic and stylistic colors; therefore, there comes
forward an illusory impression that the writer perceives the unique image of the main river of Ukraine
in a different way.

Consider: Awninpo OAumjumv Ha COHUI AYCKOH AKOiCL 6eAuuasoi cpionoi puodu. PoszdpiOatorouucv Ha
NPOMEeHUCI Kpanai, coHye nause 6 mpemminti X6urvb. Oui cainnymov 6i0 Hecmepntozo csiea [the Dnieper
shines in the sun with the scales of some majestic silver fish. Crushing into radiant drops, the sun floats in the
trembling waves. The unbearable radiance blinds the eyes] ("Girl with a Teddy Bear"). The visual perception
of the river’s radiance with the help of the image of the sun is refined by an "unexpected" comparison
with the scales of silver fish ( both fish and the Dnipro are associatively close images); the impression
from sunshine is intensified by means of the metaphor that the sun floats in the trembling of the
waves (the trembling of the wavesis an internal metaphor). Thus, a number of logically connected
descriptive components ( Dnipro, sun, radiance, fish scales, waves) create a holistic conceptual and
semantic field.

In continuation of the line of figurative perception, there comes another river description in a
different prose text: O mpemiii z00uni conye wie A6A1A0 Kapmumy Ouxoi opeii. Piuka sacAinitosara oui 6
MpeMmA4OMY MUZOMIHHI CIPYMKIE MUM, U0 34 WEUOKICID 1b020 60ZHEHHO020 KOAUGAHHS HE MOXKHA 0YAO
cmexumu. Tucaui coHuyb Y CKAXEHOMY KOAOBOPOMI NOAYM AHIAU, KPYMUAUCL, npomeniosaru. Ilarxe
OAuLants 0epez060z0 nicky OYA0 make X Hecmepnie, K i Us GaHmMacMazopis COHYb Y X6UALX piuku. Mosox
002ke60A16, npupody mpscA0 6 noAym'i zapsauxu [At three in the afternoon the sun was still a picture of a wild
orgy. The river blinded the eyes in the trembling flicker of the streams as the speed of this fiery oscillation could
not be clearly followed. Thousands of suns in a mad whirlwind were blazing, swirling, radiating. The wild glitter
of the shore sand was as unbearable as this phantasmagoria of suns in the waves of the river. The mind went
berserk, as the nature shook as if in the flames of fever]("Doctor Seraficus"). Notably, the fragment includes
associations similar to the ones found in the previous text: the central image - the sun, a to reference to
radiance expressed through the wild orgy of the sun, blinded eyes , the flickering waves are shown with
the help of flickering streams, fiery oscillations. However, these similarities and echoes are not repetitions;
they are more of the author's expression of the same linguistic picture, a component of the holistic
perception of the image. At the same time, the fragment proves the strengthening of the connotations of
expression (the previous fragment deals with the summer day observation, while the latter one tells the
story of a meeting at the beach). The hyperbolic images of the second fragment (wild orgy , blinded
eyes , fiery oscillations, unbearable radiance; phantasmagoria of suns) are only logical; the sun becomes so
striking that it is perceived as a thousand suns.

4. CONCLUSION

V.Domontovych's artistic discourse stands out against the background of the culturological search
of the 1920s due to the uniqueness of its linguistic and stylistic manifestations based on the principles of
intellectualization of the text as well as on its representation in linguistic and aesthetic signs of culture
[3, 8-9]. Being the writer of deep philosophical thought, he creates a mono-paradigm of means that
reproduce artistic reality as a system of contradictions, antitheses and mythologems. Various
phenomena of the rational and irrational, the real and unreal, conditional appear in the author's
intentions as a reflection of the ontology of existence and categories of essence. Ironically and
mockingly the writer addresses the issues of human spiritual existence, intolerance to selfishness,
arrogance, and meanness. The writer's idiostyle reflects his desire not so much to depict events and
situations, but to analyze, reflect and evaluate. The originality and specificity of V.Domontovych's
intellectual prose found a wide resonance in the texts of modernist writers, in particular in postmodern
discourse.
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Y cratTi BUCBiTA€HO 0c00AMBOCTi igiocTnato nucemenHnKa 20-x pokis XX ct. BikTopa JoMoHTOBIUYA SIK
MpeJCTaBHIKA MOAEPHICTCHKOTO XYA0XKHBOTO AMcKypcy. CTuapoBa MaHepa MIChbMa aBTOPa BigTBOPIOE 110TO
iHTeseKkTyaai3Mm, 3acagu IMOr0 HeEOPAMHAPHOIO HayKOBO OpPi€HTOBAaHOIO MOBOMMCAEHH:. /OMOHTOBUY
300paxkye Xy4O0>KHIO AiJICHICThL uyepe3 MpPM3MYy OHTOAOTIYHOIO 3iTKHEHH:A KaTeropiil paljioHaabHOTO I
ippallioHaAbHOTO, pealbHOIO 11 HepeaabHOIO, iHTeAeKTyaAbHOI'O 11 IPUMIiTUBHO-MIIIaHCHKOIO, CeKCYaAbHOTO
1 acekcyaapHOro. Yepes TaAyMadeHHs IIOHATH IIPaBAOIOAIOHOTO 11 HeNpaBAONOAIOHOTO, AiJICHOTO If
YMOBHOIO aBTOp CXapaKTepU30BY€ IICHXOIOBEeAiHKOBI CTepeoTUIIN IIepCOHaXKIB i3 MeTOIO IIPOKOMEeHTYBaTH,
ouiHMTU IX Ail Ta BUMHKM, HEpPigKO B OINMCOBO-PO3CyAAUBill (OpMi, IIASIXOM YMOBUCHOBKIB; YTBOPEHO
c1M0io3 HayKOBO-0eAeTPpUCTUYHOIO BUKAaAY.

/lOMOHTOBIYEBi TEKCTU MPOVHATO ipOHIYHO-TAY3AMBUM iHTOHYBaHHSIM 3a4As BUKPUTTS 0e34yXOBHOCTI,
Ma/AOKyAbTYPHOCTi, HUIJOCTi; aBTOp TOCTPO 3acy/’Ky€ eroi3M, 4epCTBiCTh,HEOPSAAHICTh y IIOBEeAiHII repois;
rocTpoTa IOr0 KPUTUYHOTO OauyeHHs CIpsIMOBaHa IIPOTM 3apO3yMiAOCTi iHTeAireHIii, HeBUIIpaBJaHOTO
paiioHaisMy, HayKONIOAiOHOTO MMICAEHH:, MilljaHCTBa. [HTeaexTyaabHi poMaHM HMCbMEHHUKA MOXKYTb
posrasiagatuca AK posmypeni Meradpopuyni 1modyAosyu, LidicHi 0Opa3HO-CUMBOAIUHI CTPYKTypHM, HOCIi
rAMOMHHOIO XyAOXKHBOTO CBITOpO3yMiHH:, cuctemMu Midoaorizamii cmmcay. MosHocTHAiCTHYHI 3aco0u, 40
SIKUX BJACTBCA aBTOp, OOMeXKeHi y BMKOPMCTaHHi, He3BMYHi 3a acoIliaTMBHO-OOpPasHNUM CIPSIMYyBaHHIM,
po3paxoBaHi Ha KOTHITMBHO OCMMCAeHe CIpuiiMaHHA. EKcrpecis TeKCTiB AOCATa€Tbcs 3a PaxyHOK
iMITAIIUTHOTO 3aKOA0BaHOTO CJAOBOBXXUTKY, 3 ypaxXyBaHHAIM MOKAMBOTO AOMUICAEHH: 3 OOKy uMTaya, Ha
3acadax po3B’s3aHHsI KOHLIEIITHOI B3a€Moail B cucreMi Aprop-Tekcr-YUnray.

Karouosi caoBa: iziocTnab, MOBOMMCAEHHS, iHTeAeKTyaai3allis, ippallioHaAi3M, TeKCT, XyAOXKHiil AUCKYyPC,
MOBHOCTUAICTUYHII 3aciO.



