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Abstract. The main problem of researching the semantics of free
verse and its translations is that every literary critic is free to look at this
intricate genre, choosing one’s own set of tropes and figures to interpret it
in written form. These facts were considered in this study of original
Ukrainian free verse works and their interpretations, regarding the specific
treats of languages to use. The anthology BiavHuii eimep. Bosen ssimosp
published in Kharkiv in 2017 became a material for this research. This
issue makes a good opportunity for one reader to get acquainted with
Bulgarian culture, and for another to actualize their knowledge about this
country on Black Sea coast. The 20t century free verse writing represents
quite active and flexible use of natural philosophical imagery in the artistic
texture of the poems. These are different functions for it to fulfill (from
decorating the lyrical narration up to expression of an essence of the
work), stylistic means, and formation of the new connotations on the base
of traditional meanings. Studying the interpretations of traditional genres
and their poetics in compositional and lingual dimensions of both
Ukrainian and Bulgarian free verses (those included into BinbHuti 8imep)
allowed seeing the fact: the more the author gets into the internal world of
the character and one’s relationships with nature, the wider becomes the
circle of meanings for the cultural conceit, image, and symbol. Furthermore,
the larger research field gets opened for comparison of aforesaid meanings
in various languages, not only Ukrainian and Bulgarian.
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The main problem of studying free verse and its translations is that
each of the literary critics may observe this genre one’s own way and
therefore define the array of its tropes and figures. Oleksandr Zhovtis,
one of the prominent researchers of free verse, explained the composition
of such a verse by the fact of “repetitiveness of the phonetic essences of
various levels that replace each other; those recurrent components...
may be a phoneme, a syllable, a foot, a stress, a clause, a word, a word
combination, and a phrase” [8, p. 118]. Therefore, the scholar made the
important conclusion that free verse would be naturally adopted in any
language thanks to ‘changes of repeating units’ [7, p. 15], what became
the theoretical statement to further research of translating free-verse
works.

In contradiction to Zhovtis’s thesis, Olha Ovcharenko stated in
1984 that non-regulated and non-predictable changes of repeating units
would be immanent for free verse and therefore make its reading and
perception complicated. “Whosoever will read a book of free verses to
the end?” Volodymyr Bazylevs’ky appealed to researchers. Otherwise,
we tend to think that the repeating units arrange the verse text just by
their changing, and henceforth, they fulfill the rhythm-making function —
instead of regular meter and rhyme, for instance. Thus, the perception of
free verse gets easier for both the researcher and the average reader. The
moment of spiritual insight is also important in this process, and its
consequence is the legibility of such sort of poetry [2, p. 230].

The Ukrainian literary critic Oleh Haynicheru was the first to turn
directly to the problem of free verse translation. Particularly, he studied
the system of tropes and figures in free verse and its interpretations.
Having started from the statement by Volodymyr Rossels, “Some well-
known means of classical versification — like poetic lexicon, inversions,
metaphors and similes, and any verse meter for the background — are
alien for free verse” [13, p. 28], O. Haynicheru mentioned that free verse
would reject neither inversion nor any other figure, but just limit their
usage within the very new poetic system according to the principles of
esthetic motivation [4, p.186]. All of the features revealed were
considered in researching the original free verse and its interpretations,
regarding the specifications of languages.

Upon characterizing the role of free verse in development of a
poet’s individual style, we should mention its ambivalent nature. An
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author happens either to dedicate a certain period of one’s creativity to
free form, improving it from poem to poem, or use it sporadically — when
one feels one’s thoughts and emotions to be expressed just in the free
manner, which is comprised and otherwise open, giving a reader an
Impulse to mutual creation. Anatoliy Moysiyenko at the early 2000s
emphasized that composing the Ukrainian free verse anthology would be
a crucially relevant affair, as it was done in 1990s — in Russia (The White
Square, 1992; Nine Dimensions, 1999) or certain regions of Ukraine.

A. Moysiyenko used to thinking that the great deal of free verse
writers in our country makes the studies of this poetic phenomenon more
complicated; however, it is not an evidence of the poverty of today’s free
verse field, but a marker of pretty wide amplitude of creative searches
and inevitable progress in Ukrainian poetry. Now, taking into
consideration the apparition of enormous amount of free form works
(both pure masterpieces and graphomaniac writings), the task to
compose such an anthology seems to be a real endeavor of freedom.

The anthology Binbnuii éimep. Bonen eamwvp (hereinafter named
The Free Wind) published in Kharkiv in 2017 became a material for this
research. This issue makes a good opportunity for some readers to get
acquainted with Bulgarian culture, and for others to actualize their
knowledge about this country on Black Sea coast. Some fifty or sixty
years ago, Ukrainians were fond of the variety songs by Bulgarian
authors and performers like Emil Dymytrov (Letter to My Mother), Lily
Ivanova (The Sea of Youth), Irena Chmykhova (Full Moon), Toncho
Rusyev (You, You, You), brothers Blagovest and Svyatoslav Argirovs
(Kalimba de Luna, Bulgarian version). The plays by outstanding
Bulgarian playwrights, for instance Peyo Yavorov’s At the Foot of
Vitosha, Nedyalko Yordanov’s Mata Hari and Murder of Gonzago, had
a great success on the stages of prominent Ukrainian theatres.

Therefore, the recently issued poetic anthology, as for Mykhaylo
Sydorzhevski — the author of the foreword, is a “specific exchange of
visiting cards by two neighboring peoples, two cultures, which are
somewhat similar and somewhat different” [3, p.4]. Hence, there is
important to look at the essence of free verse interpreted by the 20"
century Bulgarian poets. For example, Veselyn Khanchev hypothetically
defined free verse as the form to
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...be unchained and thereinafter closer to ordinary human
language, built on associative, figurative thought and on the internal
energy of a word. It will gradually find its own logics and its own rhythm
which are similar to logics and rhythm of our modernity [1, p. 260].

As for Lyuben Lyubenov, free verse is different by larger sensual
density of phrases, thanks to the absence of words and idioms obligatory
used in metrical verses, and also of spare pronouns, adverbs and
adjectives to fulfill the rhyme (this problem is evident for Ukrainian and
Bulgarian languages, different from English with its own typical rhyme
chains). That is why the well-written free verse sounds maximally
natural [9, p. 514]. Konstantyn Yelenkov saw free verse a monologue for
the poets to turn to “the Space, the Universe, to World... or merely to the
Sea” [6, p. 17].

Therefore, Bulgarian cultural paradigm represents the following
aspect of free verse poetics: it is a human speech organized in everyday
language, but addressed to extraordinary audience — nature first of all.
This became the key point in the majority of verses published in the
anthology.

Dmytro Pavlychko said,

Such poetry has got the confessional intention, it cannot stand any
decorations, spare words, and emotional splashes. Its shape is the free
notation of the thought; and its spirit is the truth that does neither like to
go in splendor nor annoy you by its nudity [11, p. 3].

This comprehension of free verse’s nature might, as Mykola Khvyl’ovyi
would tell, appear thanks to staunch movement ‘through the profound
culture of the classical verse,” which has been successfully accomplished
by D. Pavlychko. His aforesaid statement may also be taken as the
definition of free verse as a whole, because the correlation between
shape and sense of a poetic work is precisely outlined over there.

The 20" century free verse writing represents quite active and
flexible use of natural philosophical imagery in the artistic texture of the
poems. These are different functions for it to fulfill (from decorating the
lyrical narration up to expression of an essence of the work), stylistic
means (scrutinizing the natural phenomena to the states of human soul,
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antitheses of natural images), and formation of the new connotations on
the base of traditional meanings.

Vernal Associations by Mykola Martyniuk are the first example to
prove this thesis. His vers libres can remind the well-educated reader
about the ancient Japanese anthology Manyoshu, or The Collection of
Myriads of Leaves. Three miniatures to be included into The Free Wind
do not only show the spring coming, but also poetize the man’s
archetypal memories of this joyful moment (this is to notice that spring
coming is a starting point for the new year — for instance, Navruz in
Moslem calendar):

Y pannix eecen
MPUBOHCHI

CHU

nponaxiui

niocuixcnuxamu [3, p. 98].

There were only several moves of a brush to depict a snowdrop —
the traditional symbol of the nature awakening. Otherwise, there are also
evident two points: anxiety — the specific stress situation connected with
sleep carrying birth, and the past — the prototype of the future.

The second miniature combines two images of the other paradigm —
the family. There are ‘spring the woman’ and ‘sun the love’ to create
summer. A quite unusual motif, a connection of birth and aging, gets
transformed from the second poem into the third: “Posxpucmana niu /
npunecia y cnosumky / myman / a 6in na panok / nocusis” (in Bulgarian:
“Pazevpoenama nows | donece 6 nenena | mvena | a na cympunma | ms
nocues”, transl. by Dymyter Khristov [3, p. 99]).

The subtitle ‘from the cycle’ allows the reader to suppose the
existence of other ‘vernal associations,” or maybe their absence? Nobody
knows but the author. However, the three-verse collection confirms the
idea of struggle and unity of the opposites, the idea of circulation of Yin
and Yang by each of its words.

The Oriental mood of the verses is apparent in the hidden
metaphors: deep winter — the whole white color; spring — the
combination of light-blue and green with brown. Having been deprived
of the background, the subject (a flower, a leaf, or a tree) gets
figuratively taken out of its environment, and introduces into the white
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field of the picture accompanied by verses. This is the main principle of
Chinese graphics, guohua, — the unity of picture, lyrics, and calligraphy.

The Japanese-styled answer for this poetic epistle may be seen in
the following Bulgarian free verse written by Antanas Vanchev de
Tracie:

Cmapuyama 6aeno, npeonazueo / Ilpecuua ynuyama. / Joorcovm
ce uznuea. / Bepnuam wuaodwvp, / Hznocen u uzbenan, / Ilpeonassa
usbenerume uu xocu. / Ax, moea 6asno, npemepero / Bvzoucane xvm
seunocmma! [3, p. 164].

Poetics of the spell allows many researches to consider this ancient
folklore genre one of the prototypes for free verse. The spell reflects the
aspects of Pagan worldview (personification of natural elements,
celestial bodies, live entities, things etc.). Bohdana Hayvorons’ka, the
author of the novelty poetic spells, uses the specific architectonics of the
sentence — the words within a separate line are put down with hyphens,
which may be a tribute to the traditions of antiqgue manuscripts with no
spaces between words and with enjambments for punctuation marks.

Tlogepnucs-3roiioe-00-mene-00audyaM-CYHUUHUM (4aKyio)
Tlosepnu-na-moe-obauuys-ouel-4opHuyi (4axiyo)
AH-nimaio-ax-1acmiska-saK-4epHuysi.

Jlacmiska-sak-uepruys (kpuia copams i KHu2a)
V-mene-binvuie-nemaec-maciunux-cun (3yNUHUNACL PIKA WO 200Y€ MOpe)...

[3, p. 40].

Studying the interpretations of archaic folklore genres and their
poetics in the language of contemporary Ukrainian and Bulgarian free
verse — particularly published in The Free Wind — allows us to see: the
deeper goes the author into the internal dimensions of a character’s life
and one’s relations with the environment (expressed in the shape of the
spells), the wider becomes the circle of the meanings for the certain
cultural conceit, image, or symbol. It is remarkable that in the translation
of the verse cited above, Vanya Angelova has replaced the originally
used German word ‘Siid’ (3roiixm) to name the South wind by
autochthonic Bulgarian one, “roxnsiko”, and therefore made the poem
closer to archetypal initials.
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Thanks to this, the associative fields created by traditional images
within the poem based on folklore genre can get the common tangent
point in syncretic content. This is why the verses by Vasyl
Holoborod’ko, the recognized master of free-verse Ukrainian fairy-tales,
riddles and spells, so consequently appeared in The Free Wind. His vers
libres contain the echoes of ancient ritual of vernal calling-on the birds:

Conosetixy,

Tu max 2apno cnisacu,

Tu nimaew yctoou,

Cayxaew, sK 6ce 36y4umy:

AK HceOoHUmMb CMpPYMOK NO KAMIHYAX,

Ax wenecmums aucms 8i0 nogigy gimpy,

Ak 036enumsv Kpanjisi pocu ypauyi,

Ta 11 nacnioyew ix ceoim conocom... (Look and Listen [3, p. 44]);

reflections about the relationships between not only people, but also
words:

Hianoe 3asxcou 8iobysaemvcs

Y omouenni cmpaxy,

11]o 6i0no6idi ne 6yoe —

Tooi dianoe ne 6iobyoemucs... (The Conversation [3, p. 46]);

interpretations of antique philosophical conceits:

HeMae 2iIKu

Ha AKil cudina nmauwika

a s ok akpas it 30upascs modi nokazamu...

HeMmae silicbka leops

MITbKU U MOANCHA BNI3HAMU MY MICYUHY

3a 32PA€i0 60OPOHHA

wWo yKpugae noe

Hiou nicas wounoi nopaszku (Voids Unfilled [3, p. 46]).

The childlike vision of the nature, represented in this poem, allows
the researcher to talk about ostrannenie as one of the conceptual means
in V. Holoborod’ko’s poetics. This was so successfully transferred in
Vanya Angelova’s translations, for example, in Look and Listen:
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Cnagero, / mu neewt monxoea Kpacuso, / jemuud HABCAKvbOe, /
CYWaw paziudny 38yyu: / KaxK 10Momu nOmMoKvm no Kamvyemamd, / Kax
WYMONIAM  JUCAmMa Om NoNvXa HA 6ampa, / KAk 36bHAM Kankume
YMpuUHHA poca, / u eu nosmapsaul ¢ eraca cu. // Axo none eednwvoic / beuie
Yy KaK 2080pu Mosl 6vb31001eHa / u 3aneeut maka, Kakmo ms / nee 6
nponemuust mawny, / mu ou nian owe no-Kpacuso / u 8CuuKu ouxa cnpeiu,
oa me nociywam [3, p. 45-47].

All those features permitted to define Holoborod’ko’s free verse as
the completely associative poetry of abstract notions with real meanings
otherwise. His verse libres are congenial to Ukrainian folklore poetry
thanks to creative translocations of its images, symbols, and attributes of
popular feasts (particularly, to the dialogue between the speaker and the
objects of nature, shaped in spell forms). Such translocation requires just
free (folksong, colloquial, miraculous) tones of narration to give the
reader an impulse to mutual creativity and search for the sense of life.

This mutual creativity was furthermore expresses in spell-like verse
Melody of Green Colors (“Menonus B 3eneno’) by Latinka Zlatna. Its
tonality is similar to early intimate lyrics by Lina Kostenko and Vira
Vovk’s Love Letters of Princess Veronica...:

Haxvoe cu ce 3abvpsan, Ilpusmenio? / Owe cu 6 nawaiomo Ha
ecenma... / J[ymume mu ca wenom ua aucma. / J{uxanuemo mu uznvisa
8v30yxa / ¢ apomam na yeems... / He mu nu eéapsaw? / Emo mu xnroua Ha
JIamomo! / [Jonunama mu e 6 3eneno [3, p. 174].

Symbolism of punctuation marks had obtained great significance
in free verse. It is well-known that the main function of a punctuation
mark in a poetic work is to indicate the pause and its duration. According
to M. Gruns’ky and M. Myronenko, the outstanding researchers of
punctuation semantics in literary text, “punctuation marks show us where
make a pause — now longer, now shorter, — where rise the voice and
where lower it, which intonation use to pronounce a phrase, etc. They
look a little bit like notes of music” [5, p. 3].

Therefore, punctuation itself is aimed at making up the special
intonation of a poetic text; this is why its role in the free verse should be
outlined. Punctuation shaping of a verse line in the free verse is divided
into three kinds: firstly, the poem gets completely deprived of
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punctuation and, thenceforth, attains the colloquial and prayerful
intonations simultaneously; secondly, all the punctuation marks are used
in accordance with literary language norms; thirdly, the poet used
punctuation marks instead of keywords, setting up a figure of ellipsis;
finally, one or two marks (brackets, dashes, or commas) are prevalent.
Talking about free verse, punctuation marks can be not only the
additional elements of composition and image-making, but also the
intertextual symbols, like in Volodymyr Bazylev’sky’s Punctuation:

Po3zoinosi snaxu — ye 6invuie
HIJIC PO30IN06I 3HAKU.
Cnpobu 8i0 HUX 8iOMOBUMUCS
IIpupeueni na nopasky... [3, p. 18].
Ilynkmyayusma e noseue
Om npenunamenuu 3Hayu.
Onumume oa ce omkadyicem om Hes
Ca obpeuenu na nopasicenue...
(transl. by Vanya Angelova [3, p. 19]).

Because usage (or non-usage) of punctuation marks is qualified not as
the universal constant of the free verse, but as the feature of a poet’s
individual style, their presence — or absence — allows confirming the
following. Punctuation plays significant role in perception of a verse,
conditions the amphiboly of the text, and helps a reader interpret its motifs
and create one’s own opinion about the poet’s worldview. If the names of
punctuation marks are present in a title, they serve to set up the ‘expectation
horizon’ (H. R. Jauss) of the certain event or emotion [12, p. 15].

The circle of functions, primarily immanent to punctuation marks,
gets widened in the imagination of a poet. By one’s will, they become the
factors of changes of seasons, existence of any limits and colors, heaven
and earth themselves, but mainly — existence of poetry as a whole:

Cmocoeno d#c noesii,

To xpanku u xomu,

Tupe 1i oegic,

Jlanku 11 oyoicku,

3HaKu OKIUKY U NUMAHHs —

Ii puwumyeanns 1i kpinnenns [3, p. 20].
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It is interesting that Bazylevs’ky’s image “riocosaiis y BUKOHaHHI
ananbdadera” (glossolalia performed by analphabet) in Bulgarian
translation gets wonderfully transformed into “rmoconanus, abcomoTHa
aHapxus’ .

Upon exposing the symbolism of grapheme (a punctuation mark) in
his verse, the poet not only considered the diverse complex of its primary
meanings — particularly, correlations with separate words and clauses. He
also gave it some new connotations based on either the shape of the mark
or their syntactic and intonation functions (because, for Bazylevs’ky, the
world would immerse into initial darkness without punctuation).

Viktor Teren’s poem The Alphabet is not included into The Free
Wind, but taken into consideration as the work consonant to the poem
just analyzed. Its title should have constituted the expectation horizon of
a scientific research or a talk over interpretations of letters; however, it is
actually the verse novella whose plot is based on the collision of two
contradictious languages, Ukrainian and Russian, at the concentration
camp. The prisoners were made speak only Russian because “...scax
mycue 3namu | wo mu mam wenovemocsy” [14, p. 123].

Within The Alphabet, functions of letters are delegated to so-called
‘forbidden,’ firstly dialectal words: nouns “mapxxuna” (herds), “Oycomn”
(a stork), “BiBuapuk” (a shepherd boy), “rpembita” (a trumpet),
“ranamko” (the father), “Byiiko” (an uncle), the verb “Bumumr” (you see),
the adverb “rinmexo” (only), the particle “reiiou” (as if). On the one hand,
V. Teren’s poem reveals the ancient taboos to pronounce the certain
words (as to the text of the verse — to pronounce any Ukrainian word).
On the other hand, the lexeme equalized to the letter turns out to be the
part of ‘invincible matter’ (Bohdan-Inor Antonych), in other words — the
element of Hutsul macrocosmos. In such a context ‘Ukrainian alphabet,’
symbolized by inveterate scars on the body of a narrator (old Hutsul),
gets turned into runic script [10, p.314]. Otherwise, this poem is
correlated to another Teren’s verse placed in The Free Wind — The
Associations, whose imagery refers to ‘camp’ verse libres by Vasyl Stus
as well:

Tu ne 3naew, mit xnonuuky, | wo siunxa 6ysae cxoodica | na uzyoni
Ipam 6 Hamep3nomy inei, | e2opi n’smuxkymua 3ipKa.
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I 0o 6amvka aucmu / Ha 3aNIMHIIUX WUOKAX, NIOMATbOBAHI
Kanayukamu — / €Ouni, / AKi He YUmae yeH3ypa.

I mpaexkmopieto suxunymoi yueapku / cmasumvcs nionuc nio
yuimoco acummsnm [3, p. 132].

The poem Sunset (“3ane3n”) by Mina Karagyozova attracts our
attention by its ‘French’ couleur, sounding like Veselyn Khanchev’s
masterpiece The Monmartre Vines. The latter should be cited here to
compare:

Cam noo uepnume nokpueu

Ckuma Buiion

Cwve cvpye kamo Kvwume npazHo

U nesuoum 3a0 ceossma macca 8 kpvumama
Tveysa Bepaen...

U Jlompek, scusonuceya,

Henonyuun nopvuxa om nuxoit 6oeam wyscoeney...
(V. Khanchev [15, p. 141]).

Now let us look at Karagyozova’s verse:

Konexyuonupam 3aneszume, 6 koumo meb me Hama,
3a 0a mu eu 0am HAKOU OeH 3a NOOApPK.

CvOupam 6 Homna mempaoka meioouume

Ha axxopoeonucma, xotimo 3aeono ¢ Eoum Iluag
3a nuwo He cvorcanasa.

U menoouume na kumapucma, KoOumo Hecu 02bH
Om ¢gpnamenxomo u Ilaxo oe Jlycus [3, p. 176].

As it is evident, V. Khanchev’s speaker narrates on the urban
background with grotesque hues (even heaven and earth are ‘ferrous’
over there), and thus creates the specific neo-romantic parallel between
real (Monmartre boulevard) and dreamed worlds (Bulgaria where
autumn had just begun).

The worlds of Khanchev’s poem connected the persons of Francois
Villon, Paul Verlaine, and Henry Toulouse-Lautrec, whose names
became the collective image of artists — “poets, singers, and painters.”
The autochthonic Bulgarian word ‘rpo3mno6ep’ (vintage), used at the end
of a pretty long verse, is a motif to erase the hues of ‘emptiness, sorrow,
and uselessness’ from the images of aforesaid artists. The speaker of
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Mina Karagyozova creates her own world ‘where we’ll be together’ the
same way as Khanchev did, involving not only names of artists, but also
their masterpieces: Edith Piaf’s hit song Non Je Ne Regrette Rien and
Paco de Lucia’s Flamenco.

In conclusion, we can say that the 20™ century gave the technicolor
picture of a real literary ‘explosion’ (as Maria Zubryts’ka said) which, on
the one hand, evoked the whole avalanche of information; on the other
hand, provoked the multiplied character of its comprehension. The
diversity of objects and subjects to research and also the large quantity of
means to scientifically interpret the creativity by a certain writer can be
determined as the feature of today’s ‘creativogenous’ society (according
to Silvano Arieti). The other features of such a society are the equal
access to cultural heritage; versatility of artistic groups and trends;
aspiration to not only exist, but also achieve the set goals; free-available
education; the absence of privileges for one groups and retentive attitude
to others; intellectual tolerance, interactions and collaboration of creative
personalities; the system of awards and bonuses.

Thanks to inexhaustible creative work of translators and editors of
the anthology reviewed, Ukrainian and Bulgarian poets can reach the
readers’ souls so as start the emotional ‘eye-to-eye’ dialogue — just
because neither artistic creation nor scientific communication are
possible without it. Even if Nestor the Chronicler wrote his Tale of
Bygone Years practically all alone, he constantly kept his future
audience, or chytel 'niks, as they were named in Baroque times, in mind.
The question Where did the Russ land come from? is addressed to
everyone of us, and we may answer it pretty simply, ‘From the
Language.’ It is Language that was and yet will be the main identifier of
esthetic sense and mentality of people, in our case — Ukrainians and
Bulgarians.
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AnHoramus. Ilyrem wMenneHHOTO TpoYTeHUS OOpa3LoOB YKPaMHCKON
BepiuOpuctukn XX BeKa U €€ MEepeBOJOB Ha Oosrapckuid (M HA00OpOT —
MEepPeBOIOB OOJTapcKOoro BepiuOpa HAa YKPAWHCKUHM S3bIK) TMOKa3aHO, YTO OHa
ABIISIETCSI ~ MPUMEPOM  JOBOJIbBHO  aKTUBHOTO W THOKOTO  MPUMEHEHUS
HaTtypdumocopckoro obpaza B XyJA0KECTBEHHONM TKaHU CTUXOB. DTO Pa3IUYHBIC
KOMIO3UIIUOHHBIE (D)YHKIIMH, KOTOPbIE OH MOJKET BBIMIOIHATH (OT JEKOPUPOBAHUS
JUPUYECKOTO0 TOBECTBOBAHUSI JI0 BBIPAXKEHUSI CYUIHOCTH, WUJIEU MPOU3BEACHUS),
U CTUJIMCTUYECKUE TPUEMBI (COMOCTABJICHUE SIBICHUM NPUPOJLI U COCTOSHUM
YeJIOBEYECKOM JAyIlW, AaHTUTe3bl O00pa3oB NPHUPOABI), M CO3JaHHE HOBBIX
KOHHOTAllMM HAa OCHOBE TPAAULUMOHHBIX 3HaYeHUW. MarepuanoM A
paccCMOTpeHUs B JaHHOW CcTaThe MochHyxkuja omnyonukoBanHas B 2017 .
B XapbKOBE aHTOJIOTHs Bepaubpa ,,BimeHuii Bitep. Bosen BaTep”. JlaHHOE M3nanue —
XOPOIINIA MTOBOJ JJISi OTHUX O3HAKOMUTBCS ¢ OONTapCKOW KyJIbTYpOil, a Ui IPYTUx —
aKTyaJM3upoBaTh CBOM TMPEACTaBICHUS JMOO BOCIOMHHAHMS 00 3TOH
MIPUYEPHOMOPCKOM cTpaHe. M3yueHnue unrepnperanuii TpaaulUOHHBIX KaHPOB, UX
MOATUKU B KOMITO3UIIMHM HA S3BIKE YKPAWHCKHUX, a TaKKe OOJIrapCKUX CBOOOJIHBIX
CTHXOB (B YacCTHOCTH, IIOMCIIEHHBIX B ,,BiibHOMY BiTpi”) MIO3BOJIUAJIO
KOHCTATUPOBATh: UeM TIIy0xKe MPOHUKAET aBTOP BO BHYTPEHHEE W3MEPEHUE )KU3HU
JUPUYECKOTO TEPOSi U €ro OTHOUICHUW C OKPYXKAIOIMIMM MHPOM, BBIPAXKEHHBIX
B KOHKPETHOM JKaHpOBOM (opme, TE€M IIHpEe CTAHOBHUTCS Kpyr 3HAYEHUU
KyJIbTYpHOT'O KOHIlenTa (00pasa, CMMBOJIAa) U TEM MPOCTOPHEE UCCIIEIOBATEIBCKOEC
MOJIE€ OTKPBIBAETCS [IJII COMOCTABJIICHUS JTUX 3HAYCHUH B Pa3HBIX S3bIKAX
U JIUTEpaTypax.

KuaroueBble cjioBa: ykpanHckass U Oosrapckas moas3us, BepauOp, mepeBoj,
aHTOJIOTHUS, CTUJIb, XKaHP, S3bIK.
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AHortanisi. [InsgxoM NOBUIBHONO MPOYUTAHHS 3pa3KiB  YKpaiHCHKOT
BepaiOpucTuk XX CTOMITTS Ta il mepekaaniB Oonarapchbkoro (1 HaBOaKu —
nepeKIiaiiB 00JIrapcbKoro BepiliOpy YKpPaiHChKOIO MOBOIO) IMOKa3aHO, IO BOHA
PEIpPE3CHTYE TOCUTh aKTUBHE 1 THYYKE 3aCTOCYBaHHS HaTYypd110cOPChKOTo 00pa3y
B XyJOXHIN TkaHuH1 BipmiiB. Lle # pi3Hi QyHKIi, sIKi BIH MOKe BUKOHYBATH (Bij
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JIEKOPYBaHHS JIIPUYHOI OIOB1JI1 10 BUPKEHHS CYyTHOCTI, 1/1€1 TBOPY), ¥ CTUIIICTUYHI
npuiioMu (31CTAaBIICHHS SIBHII TPUPOAM 31 CTaHAMHU JIIOACHKOT IyII, aHTUTE3U
NpPUPOAHUX 00pasiB), 1 TBOPEHHS HOBHX KOHOTAIlll HAa TPYHTI TpaJMIIIIHUX
3HaueHb. BapiaTUBHICTP  00pa3HOCTI  3yMOBWJIAa  PO3MAITTSI  YKaHPOBHUX
pernpe3eHTalid BepuiOpy, cepen sakux — (inocoderka nipuka, (QOIBKIOPHO-
OpIEHTOBaH1 3aMOBJISIHHS Ta 3aKJIWHAHHS, CTWJII3allli CX1AHOI Moe3ii, abeTKOBI
Bipurl. BuBYeHHS 1HTepmperamiii TpaJWLIMHUX JKaHPIB, IXHBOI IOETUKH
B KOMIIO3MIIIT Ta MOBI YKpaiHCBKHMX, a TaKOX OOJrapChbKUX BIJIBHUX BIpPIIIB —
30KpeMa, BMilleHux Yy ,,BimbHOomMy Bitpt” (XapkiB, 2017) — pgo3Bosuio
KOHCTaTyBaTU: YHMM T[JMOIIEe MPOHMKAE AaBTOP Y BHYTPIMIHIM BUMIP JXKUTTA
JIPUYHOTO Teposi Ta HOro BIJHOCHUH 13 JTOBKULISIM BHPAXXEHUX Y KOHKPETHIM
KaHPOBIM (oOpMi, TUM IIUPIIMM CTa€E KOJO 3HAYEHb KYJIBTYPHOTO KOHIIENTY
(oOpa3y, cuUMBOJY), THM MPOCTOpIIIE TOCTIIHUIBKE TOJC BIIKPUBAETHCS IS
3iCTaBJIEHHS [IUX 3HAYEHb Yy PI3HUX MOBaX 1 JIITepaTypax.

KuarouoBi cioBa: ykpaiHcbka Ta Oonrapcbka Toesis, BepiiOp, mepekiaj,
aHTOJIOTIS, CTUJIb, KaHpP, MOBA.
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