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Abstract

Trauma is unspeakable and hard to comprehend. Thus, it is through the artistic
expression of the internal and external conflicts caused by traumatic events that we can come
to a deeper understanding of trauma. I consider three Ukrainian texts about WWI and the
Revolution of 1917 as important literary testimonies of a people’s traumatized psyche.
Therefore, this dissertation focuses on the representation of psychic trauma in works by Osyp
Turians'kyi, Mykola Khvyl'ovyi and Borys Antonenko-Davydovych.

I discuss how these authors write about subjective traumatic experiences as having
roots in social life. To do that, I perform close readings of their texts from the perspectives of
modernist styles, I employ the analysis of narrative modes for presenting consciousness
(Dorrit Cohn) and I explore the role of literary dreams and dreamlike states in indicating the
protagonists’ psychological breakdown. I claim that modernist writers depict the shift from
conscious to unconscious states of mind, revealing the invisible effects of collective political
and ideological pressures on a person’s consciousness. | suggest that by presenting the
personal trauma of their protagonists’ through daydreaming, hypnagogic imagery,
hallucinations, and madness—as well as dreams per se—these writers delineate the
collective tragedy of the Ukrainian nation during war and revolution.

Ergo, this study considers the relationship between psychological, stylistic and
narrative aspects of trauma prose as well as the literary devices used by the writers. The
analysis of artistic ways to represent traumatic experiences aids in recognizing the
transhistorical impact of trauma as well as the connection between past events and their

effect on the realities of the present.



For my mother and father, Larysa and Andrii.

iii



v

Acknowledgments

A number of people helped me to complete this project. My sincere and
immeasurable gratitude goes to my supervisor Dr. Oleh Ilnytzkyj who worked with me from
the very beginning. He supported my ideas and maintained high standards for me as a
scholar. His comments and guidance throughout every step of the way helped make
researching and writing a pleasant endeavour for me.

I have been honoured to work with my co-supervisor Dr. Natalia Pylypiuk, who
supported me greatly throughout the program and whose timely suggestion that I befriend the
best companion a researcher can have—"Discipline!”—definitely kept me on track. Her
feedback and advice helped me to thematically connect my chapters together.

I am grateful to Dr. Donald Kuiken for assisting me in understanding the connection
between dream theory and literature. I am thankful to Dr. Alla Nedashkivska and Irene
Sywenky for their encouragement and comments. I also extend my thanks to Dr. Natalie
Kononenko and Dr. Peter Holloway for their recommendations and support. I am indebted to
Dr. Jeanette Bayduza for her assistance and kindness. I am grateful to my friend and
colleague Dr. Shanna Mumm, who helped proofread some excerpts for me.

I owe my sincere gratitude to my husband Rahul Patel for his ongoing support,
patience, encouragement and advice. His question “How much did you write today?” kept
me intact with my writing conscience. I am very grateful to my dear friends Ievgeniia
Vincent-Zhelezniak, Romain Vincent, Sergii and Natalia Sukharovy, who helped me
tremendously throughout my studies. Finally, my heartfelt gratitude and appreciation go to
my family and friends in Canada and in Ukraine, and especially to my parents who are my

inspiration and example.



Note on Transliteration

The Library of Congress transliteration system for Russian and Ukrainian words is
used throughout this study. Diacritical marks and ligatures are omitted. To distinguish the
soft sign in Ukrainian from the possessive case in English I used the stroke mark (') and the
apostrophe (°) respectively. The names of famous writers (e.g., Tolstoy, Dostoevsky) are left

according to their largely accepted spelling.
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Introduction

Trauma by nature drives us to the edge of
comprehension, cutting us off from language based on

common experience or an imaginable past

Bessel Van der Kolk

The catastrophic consequences of the Great War (1914-1918) exceeded all expectations that
it would be a short conflict. Instead, the war spread internationally, causing a “ripple effect”
around the world (Winter 1:11). For about fifty months, the world’s great empires were at
war. Because the war spawned revolutions, its actual end is hard to define.!

Even though the Armistice of 11 November stopped violence along the Western
Front, in Eastern Europe the Great War was transformed into a series of civil and
revolutionary wars: “The sudden withdrawal of German and Austrian-Hungarian troops left a
power vacuum. Ukraine and Belarus became battlefields in the Russian civil war; in the
Baltic region Estonians, Latvians and Lithuanians [...] defended their countries against the
Red Army; in East Galicia war was raging between Poles and Western Ukrainians” (Mick
1:171). WWI “transformed the limits of state power,” and physical force became a legitimate
tool for dictatorship regimes (Winter 2:3).

The Russian Revolution of 1917 (and the subsequent civil war) contributed to post-

war mobilisation and was one of the major factors in the “brutalisation of interwar European

1 <

[...] a set of formal declarations of hostilities set in motion forces which broke through the conventional
moment of the eleventh day of November 1918 as the time when the conflict came to an end. It did no such
thing in Eastern Europe or in Russia, in Turkey, nor in colonial or semi-colonial settings ranging from Egypt to
India to Korea to China” (Winter 1:15).



politics”: “Bolshevism quickly became synonymous with the elusive threats and underhand
enemies that menaced European post-war societies” (Gerwarth 2:643; 661).

The events of WWI and the Russian Revolution traumatized millions of people.
Violence on this scale, directed by one group of humans against another, amplified feelings
of unfairness and injustice. It damaged the collective memory and consciousness and was
accompanied by physical symptoms as well as a wounded sense of ‘self.” Rage, anger,
sorrow, despair, guilt, paralysis, fear, dislocation, numbness, and muteness: these are just a
few of the feelings that can vaguely describe what we call “trauma.” In his autobiographical
novel Poza mezhamy boliu (Beyond the Thresholds of Pain [1917]), the Ukrainian modernist
writer Osyp Turians'kyi states the following about the impact of WWI: “S it moi ToBapumi
BITAJIM JKEPTBOKO YKAXJIMBOTO 3104KHY. Lle OyB 37104HH, SKOTO JFOIU 1 PUPOJIA JOMYCTUIIACS
Ha HAC 1 IKUH 1 HAC MPUHEBOJIMB CTATH 3JIOYMHIISIMU CYTIPOTH JIyXa JIFOJCTBA. | cymuiocs Ham
NPOMTH 32 KUTTS TIEKJIO, IKE KHHYJIO HAC 11033 MEXI JIFOJICKKOTO 00JII0 — Y KpaiHy 00XKeBi/UIs
i cmepti™? (42).

Trauma is unspeakable and hard to comprehend.* Therefore, this is where artistic

2 “Qver the following years, up to 5 million people were recruited into the Red Army (of whom more than
700,000 died), and roughly 1 million men were drafted into the White Armies where casualty rates may have
been as high as 225,000. In addition, up to 1.3 million people perished as a result of Bolshevik repression and
pacification measures, and up to 100,000 in consequence of the White terror. Disease wiped out up to an
estimated further 2 million, including 280,000 Red Army soldiers” (Gerwarth 645).

3 “My friends and I became victims of a terrible crime. This crime was brought down on us by people and
nature. It forced us to be villains in opposition to the human spirit. And we were destined to go through hell
while we were still alive, and it transported us beyond the threshold of human pain — into a country of madness
and death” (Translation of this passage into English is mine—DP).

4 Bessel Van der Kolk explains the unspeakable nature of trauma: “All trauma is preverbal [...] Under extreme
conditions people may scream obscenities, call for their mothers, howl in terror, or simply shut down. Victims
of assaults and accidents sit mute and frozen in emergency rooms; traumatized children ‘lose their tongues’ and
refuse to speak. Photographs of combat soldiers show hollow-eyed men staring mutely into a void. Even years
later traumatized people often have enormous difficulty telling people what has happened to them. Their bodies
reexperience terror, rage, and helplessness, as well as the impulse to fight or flee, but these feelings are almost



expression (portraying both internal and external conflict) comes into play and finds ways of
articulating resistance and of depicting the toxic consequences of violence. I will consider
three Ukrainian texts about WWI and the Revolution of 1917 as important literary testimony

of a people’s traumatized psyche, its dissociation from the self to escape brutal reality.

Corpus Justification

Modernism in Ukrainian literature is a very broad phenomenon. I, however, focus on a
narrower, relatively unexplored aspect. I show that modernism was a platform for Ukrainian
writers to escape the boundaries of realism and explore protagonists through dreamlike states
of mind and subjective perspectives, often through the help of defamiliarization,” metaphoric
images, and sudden shifts in narrative modes. These features of Modernism were initially
used to privilege the aestheticized inner life of the creative individual, their noble and
extraordinary emotions. In this work, the emphasis will be on socially and politically
provoked disasters that lead to human trauma and suffering.

My primary sources consist of the following texts: Osyp Turians'’kyi Poza mezhamy
boliu (Beyond the Thresholds of Pain [1917]); Mykola Khvyl'ovyi “la (Romantyka)” (“My
Self (Romantica)” [1924]); Borys Antonenko-Davydovych Smert’ (Duel [1927]). 1 chose
these authors for two reasons. First, they lived at a time of war and/or Revolution and
reflected on their own experiences or those of other people. Second, the three selected texts
reveal a shift from the external world of their protagonists to the internal, depicting

unconscious states of mind or self isolation, which I consider one of the attributes of

impossible to articulate” (34). See Van der Kolk, Bessel. The Body Keeps the Score: Brain, Mind, and Body in
the Healing of Trauma.

5> The term ostranenie was introduced by Viktor Shklovskii. In this study, I use its generally accepted English
translation — “defamiliarization.”



modernist style. Thus, Turians'kyi delineates protagonists who live through the suffering of
WWI. Khvyl'ovyi and Antonenko-Davydovych write about the Revolution and its effect on
the protagonists’ identity and conscience. In short, while there are works of prose that may fit
one or two of the criteria outlined above, only these three works contain all the aspects that I
am interested in: they belong to the period of Modernism; they have social and/or political
elements; they deal with the protagonists' dreamlike states of mind; and they involve a crime.

“la (Romantyka)” and Smert’ are well-studied. The novelty of my research consists
in revealing a specific type of narrative, that is, "trauma narrative" as seen from the
perspective of a fictional perpetrator that focuses on representing the unconscious mind, a

stunned personality, and with concern for the metaphysical and ethical aspect of his dilemma.

Methodology

My work emerges from the trauma theory developed by scholars like Cathy Caruth,
Dominick LaCapra and Dori Laub. One of the key concepts used in this study is the notion of
trauma in literature discussed by Michelle Balaev and Geoffrey Hartman.

Griselda Pollock defines trauma as “a perpetual present, resilient in its persistent and
timeless inhabitation of a subject who does not, and cannot, know it” (42). Because of its
timelessness, the traumatic experience and memory cannot be transformed into a story with a
beginning, a middle and an end (Van der Kolk and Van der Hart 177). Consequently, one of
the problems in the study and treatment of trauma, as Caruth formulates it, is how to
understand the nature of trauma and how to treat it (VII). She claims that the task is to find
ways to “listen to trauma beyond its pathology for the truth that it tells us, and how we might

perhaps find a way of learning to express this truth beyond the painful repetitions of



traumatic suffering” (VIII). From a literary perspective, trauma study “explores the relation
of words to wounds” (Hartman, “Trauma” 259). Because of its ability to depict reality by the
means of metaphors and symbols, literature can become a medium to verbalize the ineffable
experience of trauma which makes “the wound perceivable and the silence audieble”
(“Trauma” 259). It is known that a response to a traumatic event can take the form of
invasive hallucinations, dreams and thoughts (Caruth 4). Ergo, I pay close attention to how
literary dreams and dreamlike states help to delineate trauma.

After Sigmund Freud’s publication of Die Traumdeutung (The Interpretation of
Dreams) in 1899, the symbolic content of dreams and the ability of the mind to communicate
compex and subtle things through dreams became even more evident (McFarlane 85). It is
not surprising then that many modernist artists and writers used dreams as the way to
represent “reality and unreality, logic and fantasy, the banal and the sublime” (McFarlane 86)
which justifies my focus on the unconscious dreamlike states of mind and various forms of
withdrawal from the external world. In this dissertation, I consider daydreaming, hypnagogic
imagery, hallucinations—as well as dreams per se—to reflect subjective traumatic
experiences with roots in social life. I show how modernist texts display a “sharp opposition
between conscious ‘surfaces’ and unconscious ‘depths,” between ordinary experience and a
hidden realm of mental life of which we are generally unaware” (Schwartz 5).

As will become evident, collective and personal trauma overlap. Modernists depict
the shift from conscious to unconscious states of mind, revealing the invisible effects of
collective political and ideological pressures on a person’s consciousness. Hence, I examine
the collective tragedy of the Ukrainian nation during the times of warfare and rapid changes

of governments through the analysis of personal trauma as expressed in a literary text. While



Poza mezhamy explores the time of Austro-Hungarian rule in Ukraine during WWI, “Ia” and
Smert' reflect on the realities of War Communism.

Through close reading of the texts, I aim to explore how such authors as Turians'kyi,
Khvyl'ovyi and Antonenko-Davydovych write trauma. Their focus on their protagonists’
mental life often employs fragmentation and estrangment which in the context of this study
calls for the analysis of the defamiliarization technique (“making things strange”), defined by
Viktor Shklovskii.

One of the challenges is how to distinguish subtle fluctuations of the fictional psyche
in a text. In his essay “The Brown Stocking,” Erich Auerbach analyzes the narrative voice in
Virginia Woolf’s To the Lighthouse (1927) and argues that Woolf uses external events to
interpret the internal processes of the protagonists, something that differentiates modernism
from previous literary traditions:

It is all, then, a matter of the author’s attitude towards the reality of the world he

represents. And this attitude differs entirely from that of authors who interpret the

actions, situation, and characters of their personages with objective assurance, as was
the general practice in earlier times. Goethe or Keller, Dickens or Meredith, Balzac or

Zola told us out of their certain knowledge what their characters did, what they felt

and thought while doing it, and how their actions and thoughts were to be interpreted.

[...] The content of the individual’s consciousness was rationally limited to things

connected with the particular incident being related or the particular situation being

described. (535)

Indeed, I think that the analysis of the change of the narrative voice allows us to



examine the representation of traumatic experiences. Therefore, I use Dorrit Cohn's apparatus
to identify narrative modes for presenting consciousness. Overall, I follow postmodern
narratology which “pays attention to everything that does not fit into a neat system, anything
that undermines itself” in the text (Herman and Vervaeck 111). I consider the literary
narrative an open system and treat even familiar texts as subject to reinterpretation and re-

reading.

Research questions

The following are some of the questions I will be exploring: 1) How is psychic trauma
represented in a modernist text? 2) Why and how do modernists “write” dreams? 3) What is
the role of dreams, dreamlike states of mind, metaphoric images, effect of defamiliarization

and modes of consciousness representation in depicting identity crisis and trauma?

Dissertation outline

In chapter 1, I present a theoretical foundation for my research. I talk about European and
Ukrainian modernism, trauma theory in literature, dreamlike states of mind and the ways
they are presented in a literary text. I also discuss the effect of defamiliarization, and Cohn’s
theory of modes for consciousness representation.

The next three chapters are textual analysis based on concepts of trauma and dream
theories. The analysis is done with respect to the following themes: identity crises, the
problem of victim-perpetrator, the impact of trauma on self-perception, and the notion of
perpetrator trauma. Identifying the modes of consciousness representation aid in the analysis

of the representation of trauma through metaphoric images and dreamlike states.



In each chapter, besides the narrative modes and dreamlike states, I focus on a
specific problem or set of problems. Thus, in chapter 2, I analyze Turians'kyi’s novel Poza
mezhamy, concentrating on the connection between poetic catharsis and collective trauma of
war, protagonists’ dreams and visions. I pay attention to the characters’ defamiliarized reality
that aids in writing trauma and narrating human suffering.

In contemporary scholarship, the notion of perpetrator trauma in fiction is
underdeveloped. In chapter 3 and 4, I investigate the possibility that a fictional perpetrator
can experience trauma, a “divided” self. I discuss this in the context of the Soviet totalitarian
regime in Ukraine during the 1920s-1930s. I also examine the problem of Ukrainian national
communism and Bolshevism.

In chapter 3, I briefly discuss Mykola Khvyl'ovyi’s role in Ukraine’s cultural and
political life. I look at how perpetrator trauma is represented in his short story “la” through
dreams, flashbacks, irrational moments and the problem of morality and delinquency. I
suggest that the impressionistic style per se, prevalent in the story, is a strategy to depict
trauma.

In chapter 4, I analyze Antonenko-Davydovych’s novel Smert’, focusing on the
binary opposition “Ukrainian nationalist versus Bolshevik” that leads to the protagonist’s
split personality. As in the previous chapter, I investigate the concept of perpetrator trauma
and show how the writer overlays social and psychological trauma within his character. I
look at how dreams present the protagonist’s guilty conscience and propose to define Smert’
as a trauma novel (using M. Balaev’s definition).

In the conclusion, I examine similarities and differences between all three texts that

contribute to the representation of psychic trauma in literature and show the transgression of



boundaries between morality and immorality.
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Chapter 1. Trauma in Literature or Literature in Trauma

1.1. European and Ukrainian modernism

The era of modernism in literature coincides approximately with the end of the nineteenth
century and the first third of the twentieth. The term “modernism” has many definitions and
different scholars focus on various things. For example, Malcolm Bradbury and James
McFarlane name such modernist elements as “the shock, the violation of expected
continuities, the element of de-creation and crisis” (24). They claim that modernism is the
period when art responds to the chaos of the world, the destruction of civilization and the
impact of WWI, and turns from realism towards “style, technique, and spatial form in pursuit
of a deeper penetration of life” (25). Writers like Joseph Conrad Heart of Darkness (1899),
Ezra Pound Hugh Selwyn Mayberley (1920), T.S. Eliot The Waste Land (1922), James Joyce
Ulysses (1922), Virginia Woolf To the Lighthouse (1927) helped to establish the modernist
style.

For instance, one of the innovative techniques used by James Joyce in Ulysses is
stream of consciousness (also called “interior monologue™) — “an associate evocation of a
character’s thought patterns without the usual transitions found in conventional narratives”
(Gillespie 388). The protagonists’ unconscious processes become more “visible” in a text
because of the “fractured narrative” and “the collapse of plot”: “The apparent randomness of
associative thought prompts the reader to question the submerged ‘logic’ of connection, to
listen for the unconscious poetry of repressed desire” (The Johns Hopkins Guide 659).
Virginia Woolf, too, paid special attention to precise evocations of states of mind. She moves
away from the linear plots and objective descriptions of nineteenth-century realism.

Rejecting 19th century realism as a documentary style, she rearranges the blocks of time,
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providing incomplete perspectives and alternating modes of narration (Caughie 489).

Eric R. Kandel suggests that modernism started in the mid-nineteenth century not
only as reaction to realism, but also as a reaction to the Enlightenment's emphasis on the
rationality of human behavior: “The Enlightenment, or Age of Reason, was characterized by
the idea that all is well with the world because human action is governed by reason. It is
through reason that we achieve enlightenment, because our mind can exert control over our
emotions and feelings” (11). After the Industrial Revolution, it was clear that “modern” life
is not as perfectly, rationally organized as everyone expected. The reasoning mind now was
opposed to irrational emotion:

The modernist reaction to the Enlightenment came in the aftermath of the Industrial

Revolution, whose brutalizing effects revealed that modern life had not become as

mathematically perfect, or as certain, rational, or enlightened, as advances in the

eighteenth century had led people to expect. Truth was not always beautiful, nor was
it always readily recognized. It was frequently hidden from view. Moreover, the
human mind was governed not only by reason but also by irrational emotion. (Kandel

12)

Among the main themes of modernism, Kandel identifies the complexity of
relationships between the sexes and between fantasy and reality (12). He gives examples of
the paintings by Manet, Cézanne, and their techniques of collapsing several dimensions into
one. Kandel points out the following characteristics of modernism: the belief that the human
mind is largely irrational by nature, that unconscious conflicts are present in everyone; the

principle of self-examination and the exploration of inner worlds: “By bringing these
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conflicts to the surface, the modernists confronted conventional attitudes and values with
new ways of thought and feeling, and they questioned what constitutes reality, what lies
below the surface appearances of people, objects and events” (Kandel 14).°

Elliott Antokoletz names such modernist trends as a new emphasis on the internal
(unconscious), as well as the link between external and symbolic, or “transformational” (3).
He especially attributes this problem to modernist and avant-garde movements, alluding to
the connection between the creative work of art and emotional trauma that is inevitable in our
everyday life: “We can view the creative process and the work of art itself as a means of
resolving painful emotional dilemmas and arriving at symbolic representation of a primitive
intuition or awareness that remains unformulated prior to the artist’s engagement with the
artwork” (Antokoletz 4).

In his article “Ukrainian Symbolism and the Problem of Modernism,” Oleh Ilnytzky;j
emphasizes the key role of the modernist ideology and aesthetic in the transformation of the
nineteenth-century literary process (115). He claims that modernism influenced the first two
decades of the twentieth century and even extended into the late twenties. The scholar points
out that during the modernist period Ukrainian art started being perceived as a separate
institution in society and on par with European literatures (“Ukrainian Symbolism™ 116). The
exact timeline of the modernist era is hard to demarcate but it does overlap with changes in
political regimes and the fall of empires (Ilnytzkyj, “Responses 11" 285).

The definition of modernism’ in Ukrainian literary criticism is still being debated.

¢ Kandel notes that the role of the unconscious processes was not new. It was already brought up by Plato in the
fourth century B.C. Then, in the nineteenth century by Arthur Schopenhauer, Nietzsche and Freud (15).

7 By modernism in Ukrainian literature Pavlychko understands the fusion of issues and features from various
periods, often antipodal. Modernism of the XX century in Ukrainian culture was a system of experiments,
continuous decanonization, a conflict of ideas within the same culture (19). Pavlychko identifies a few waves of
modernism. The initial stage was approximately from 1897-1898 to 1902-1903. The contributing factors that
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One reason for the ambiguity of the term, according to George Grabowicz, is the fact that
Ukrainian modernism appeared as a reaction to populism. This stirred a conflict between
modernists, populists and the “more reductive and vulgar, Soviet critics” (Grabowicz 274).

Already during the first years of the twentieth century an active discussion about the
nature of Ukrainian modernism and its principles® took place. Realists, such as Ivan Nechui-
Levyts'kyi, Ivan Franko, Panas Myrnyi, Ivan Karpenko-Karyi, criticized the modernist
tendencies to depict the inner psychology of a person, individual moods, and sensations.
Instead, realists insisted that literature and art should be for and about the ‘“people.”
Therefore, literature should reflect a rational, objective truth about life (Luts'kyi 56). Tamara
Hundorova emphasizes that the establishment of early modernism was connected to
emphasis on subjectivity. Modernism, as a style, “distorted” forms of language, introduced
ambivalence in meaning, synthesized imagery, opposed descriptive and rational structures
(“Modernists'kyi dyskurs” 143).

Ostap Luts'kyi, a modernist and member of the Moloda Muza group (Young Muse),
points out that modernists (i.e., Ol'ha Kobylians'ka, Petro Karmans'kyi, Vasyl' Pachovs'kyi,
Mykola Voronyi and others) paid attention not so much to form as to the depiction of inner
psychological states. Modernist literature, thus, aspired to break with the demands to follow a
certain structure, and opened new horizons for experimentation. Luts'kyi explains that they

wanted to create a literature for the intelligentsia, not the narod [people], they wanted to

prompted it were Lesia Ukrainka’s article about “Malorusskie pisateli na Bukovine” and Serhii Iefremov’s
article “V poiskah novoi krasoty” as well as the emergence of such writers as Vasyl' Stefanyk, Hnat
Khotkevych and Ol'ha Kobylians'ka (Pavlychko 88). At that stage, new modernist tendencies were not shaped
into any particular schools and streams. Pavlychko also identifies the modernist waves of 1910s, 1920s and
1940s, emphasizing their distinguishing features (89).

8 See also Doroshkevych, Oleksandr. “Do istorii modernizmu na Ukraini.” Zhyttia i revoliutsiia, no. 10, 1925,
p.71.
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break free from the established templates and give sanctuary to their refined egos’ (Luts'kyi
56-58).

During the first few years of the 1900s, Ivan Franko and Mykola Voronyi engaged in
a famous polemic about the role of literature and the purpose of the poet. Their poems,
devoted to each other (Franko’s “Lisova idyliia (Posviata Mykoli Voronomu)” [“Forest Idyll
(Message to Mykola Voronyi),” 1900] and Voronyi’s “Ivanovi Frankovi” [“To Ivan Franko,”
1902]), represent their divergent views. While Franko insists that the purpose of literature is
to be real and truthful,'® Voronyi says that it is time for the poet’s soul to be free and explore
the metaphysical, namely, that which cannot be comprehended by the rational mind, only by
the heart.!! Thus, the realist and modernist traditions were arrayed around the opposition of
rational and irrational, tangible, and abstract art.

A tendency toward subjective and mysterious themes was especially noticeable in

modernist poetry. In his poem “Sometimes I would like” (“Chasamy khochet'sia meni”),

° “BUpBAaTHCH Bix OQilisbHMX MIAGIOHIB i mrykaTy npuroTy s ceoro ‘s’ (Luts'kyi, “Moloda muza” 58).
19 “He mymaii, sk IIO€T IOKHUHE

3arajpHUX MUTaHb MOPE CUHE

I B TMXUi1 3a11B cBOTO cepus

[Topune, MOB Hypenb 3a0’€ThCs,

o Tam BiH mepiH i anmMa3u

3Haiie Terno, i po3KiuI pato,

I cBiTO, ¥ Maxomii 6e3 Kparo.

A sik 3Hajijie ruaKii yepBU

I ripkicTsb cai3, po30uTi HepBH,

Jokopu Xoporo cymJiiHHsI,

IIpokasiTTs cBoro nmokoainus...” [Emphasis mine—DP] (Franko, “Lisova idyliia” 108)
1 “Jlyma Gaxae CKHHYTB IyTa,

1o B ix 31aBeH BOHa 3aKyTa,

Baxae mmpioro npocropy —

CXOITUTHCH 1 3JIETITH Bropy,

Kutrsa OpyaHe, :KUTTS HiKYeMHe

3a0yTu i mi3HATH Ha/J3eMHe,

Bce HeocsizkHe — OXONUTH,

He3posymine — 3po3ymitu!” [Emphasis mine—DP] (Voronyi, “Ivanovi Frankovi” 163)
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Petro Karmans'kyi refers to the state of drunkenness, or half-dream, and aspires to attain an
ecstatic state beyond the rational world.!? Later in his writing, even Ivan Franko would also
use the poetics of modernism to depict the inner state of his protagonist (for instance, in his
novel Dlia domashnioho ohnyscha [For the Home Hearth, 1892], the protagonist—Antin
Anharovych—wanders aimlessly around the city, as if dreaming, after he finds out the truth
about his wife’s unsavory business affairs).

The shift from the real to the metaphysical and the irrational is often seen in the
modernist genre, poetry in prose. It is characterized by a certain rhythm, poetic images,
themes, sophisticated style, or as Solomiia Pavlychko calls it “word fetishism,” along with
sentimentalism, emotionality. Poetry in prose is often associated with psychological prose
(Pavlychko 118). According to Pavlychko, the use of prose poetry helped modify the
narrative traditions of Ukrainian literature, as authors focused not on chronology and
documentation of events, but on feelings, impressions, and associations. In general, the mode
of Ukrainian modernist prose can be described as indeterminate, unclear, ambivalent, and
thoughtful (Pavlychko 126-127). Pavlychko also speaks of the discourses of irrationalism,
psychopathology, and psychoanalysis as attributes of Ukrainian modernism. She explains
that the theme of madness and disappointment in the logical rational mind became dominant
and helped shape the symbolic persona of modernity — a persona on the edge of two worlds,

rational and irrational (218, 235).

12¢ . 1 xo4y XuTH,

[TipHyTH B IyCTKY cCaMOTH

I >xuth OMaHOMO 1 HecTH

Moto yTomy 10 HiMOT

Micrepii cHOSIB i HOUI,

I xo4ueThes NPUMKHYTH 04i,

He 6auyuts ailicHocTn cymHoi

I manapyBatu B moJycHi.” [Emphasis mine—DP] (Karmans'kyi, “Chasamy” 685)
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The discourse of irrationalism is often linked to the influence of Nietzschean
philosophy. To a certain extent, the Nietzschean view of aesthetics fits my own focus on
dreamlike states. Thus, Nietzsche encourages artists to perceive aesthetics not only through
the logical mind, but also by the means of intuition. Such an approach, he believes, helps to
reveal the duality of art and life, as well as the ever existing “perpetual conflict” of the
rational and irrational. To understand this juxtaposition, he refers to “art-worlds of dream and
drunkenness” (Nietzsche 28). He compares these two states to the contrast between the
Apollonian (rational) and the Dionysian (sensual, emotional). Nietzsche compares the artist
and his relation to dreams to the philosopher and his relationship to existence. The artist,
therefore, can “read the meaning of life” through dreams and thus destroy the Maya!®: “The
illusion of our daily ‘reality’ is revealed to us in a dream” (Nietzsche 29).

During the first two decades of the 20™ century, the desire to escape from reality is
triggered by the severity and unfairness of social conditions. Violence and despair cause the
depreciation of a human life. Ergo, the notion of trauma should be an inevitable part of

modernist narratives about the Great War and Revolution.

1.2. Trauma theory: the nature of trauma and responses to it

Having emerged around the 1990s, trauma theory was based on the writings of Shoshana
Felman and Dori Laub (Crisis of Witnessing in Literature, Psychoanalysis and History
[1992]), and Cathy Caruth’s edited collection, Trauma: Explorations in Memory (1995). The
complex notion of trauma has been also explored extensively by clinical work with the

survivors of trauma and input from neuroscientists, primarily in the USA (Van der Kolk, Van

13 “Sanskrit term used in Hinduism for the illusory appearance of the physical world” — editor’s note (Nietzsche
39).
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der Hart, to name a few).'* Today, scientists, therapists and scholarly critics attempt to grasp
the effects of trauma on the brain, consciousness, body, as well as its representation in art and
literature.

A traumatic event—for example, witnessing a murder—becomes the ground for
trauma theory. A number of topics have been explored thus far: the timelessness of trauma;
trauma as the “eventless event” (Pollock); trauma on the edge between the real and unreal;
problem of temporal location in trauma and transhistorical awareness (Hartman G.); the
theory of intergenerational trauma (Balaev); post-traumatic stress disorder (PTSD)!® as a
delayed response to trauma (Ballinger, Caruth, Van der Kolk); the overlap between
individual and “collective” representation of the past (Ballinger); repressed memory (Freud,
LaCarpa, Ballinger); repressed memory versus dissociation in regards to trauma (Van der
Kolk, Van der Hart); neuroscientific perspective on trauma and its effects on the brain, mind
and body (Van der Kolk, Van der Hart); the notion of psychic trauma (Furst); the difficulty
of listening and responding to traumatic stories; role of listener and witness (Van der Kolk,
Van der Hart, Radstone, LaCapra, Caruth); the trauma novel (Balaev, Hundorova); trauma in
contemporary literature (Nadal, Calvo); post-totalitarian memory and its representation in
Ukrainian literature (Hundorova).

The key concepts of trauma theory that I use in my study include trauma narrative
and representation (Felman, Laub, Caruth, Radstone, Balaev) and the connection between
literary expression and human psyche (or, as I call it, the aesthetics of psychic trauma).

A problem with traumatic memory arises when the survivor is unable to narrate the

14 See the overview of the rise of trauma theory within the academic context in Radstone, Susannah. “Trauma
Theory: Contexts, Politics, Ethics.”

15 In the late 1980s post-traumatic stress disorder (PTSD), or what during WWI was referred to as “shell shock,”
was recognized as a real illness that can influence both the body and the mind. It is now recognized in cases of
rape, child abuse or other forms of violence towards another person or group of people (The Unspeakable 7).
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event.!® This is caused by the fact that to memorize, hence, to narrate it later, the person
needs to pay attention to what is happening, which is not the case during the traumatic
experience. It is my understanding that by writing about trauma and portraying strangers,
Ukrainian modernists help to narrate psychic trauma that is otherwise hard to communicate,
especially for the survivors and their descendants.

Van der Kolk and Van der Hart point out the need to differentiate between
“repression” and “dissociation.”!” For instance, they claim, Sigmund Freud at times uses
repression to refer to the “instinctual wishes,” as a defense against Id-impulses of a sexual
nature. There are also instances when he uses the term “repression” and implies instead
dissociated traumatic memories. Similar misuse of the terms generally happens in the
psychoanalytical literature. I follow Van der Kolk and Van der Hart’s use of the term
“dissociation” regarding traumatic memories (168).

Psychic trauma is the mental breakdown that takes place after the mind has been
overwhelmed with stimuli presented over a short period of time. It is associated with “the
feeling of helplessness in the face of overwhelming danger” (Furst 37). A traumatized person
lives their life through the experience of their trauma. They have a hard time fully
understanding the present reality without imposing the experience of trauma with which they
are already familiar: “As the trauma is fixed at a certain moment in a person’s life, people

live out their existences in two different stages of the life cycles, the traumatic past, and the

16 “[T]he traumatic experience/memory is in a sense, timeless. It is not transformed into a story, placed in time,
with a beginning, a middle and an end (which is characteristic for narrative memory). If it can be told at all, it is
still a (re)experience” (Van der Kolk and Van der Hart 177).

17 Repression represents a vertically layered model of mind whereas dissociation — a horizontally layered model
of mind. This means that the repressed goes down into the unconscious and the person cannot access it
anymore. However, dissociation means that the person cannot remember a trauma, but the “memory” of it is
stored in an alternate stream of consciousness. A better explanation of the relation between the concepts of
repression and dissociation are lacking. Yet, Van der Kolk and Van der Hart assure that traumatic memories
cannot be repressed and dissociated at the same time (169).
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bleached present” (Van der Kolk and Van der Hart 177).

Bessel Van der Kolk argues that the entire human organism (body, mind, and brain)
is affected by trauma. He points out that it is connected to what neurobiology calls “mirror
neurons,” which relate to our ability to detect other people’s movements, emotions and
intentions (Van der Kolk 59). We are even susceptible, he claims, to others’ negativity and
can react to it with anger or another emotional response.'® Therefore, the first stage on the
way to recovery is to sense, name and identify what is happening inside (Van der Kolk 68),
which is hard for the trauma survivors. But may be possible for the artist.

29 ¢¢

The symptoms of traumatized people are “blank stares,” “absent minds,” which are
“the outward manifestation of the biological freeze reaction” (Van der Kolk 72). Dissociation
and denial manifest as depersonalization or losing the sense of oneself and become the
escape routes from the intolerable suffering, often accompanied by physical and/or emotional
numbness (Van der Kolk 101). The question now is how these symptoms can be presented in
a literary text and how one should identify and analyze them.

In his analysis of trauma in literature, Michelle Balaev discusses the trauma novel
that often represents the protagonist’s detachment from others through the violation of moral
laws like killing a family member. For instance, Khvyl'ovyi’s “la” reflects how the character
must murder his mother to be able to follow the path of a villain. The main feature of the
trauma novel is the metamorphosis of the protagonist’s identity, caused by external events. In
this transformation, memory is an important instrument of informing the new “perception of

the self and the world” (Balaev, “Trends” 150). Balaev, too, claims that traumatic experience

is fixed, timeless and ‘“unlocatable in the brain.” It has the capacity to penetrate

18 “Our mirror neurons also make us vulnerable to others’ negativity, so that we respond to their anger with fury
or are dragged down by their depression” (Van der Kolk 59).
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consciousness and affect even non-traumatized people (“Trends” 151).

The literary theory of transhistorical trauma states that because trauma is timeless,'”
repetitious and ‘infectious,’ it impacts people on individual and collective levels. It shapes
their responses to the traumatic experience, even if they live centuries after the event: “a
massive trauma experienced by a group in the historical past can be experienced by an
individual living centuries later who shares a similar attribute of the historical group, such as
sharing the same race, religion, nationality, or gender due to the timeless, repetitious, and
infectious characteristics of traumatic experience and memory” (Balaev, “Trends” 152).

On the one hand, intergenerational trauma theory emphasizes a connection between
individual and collective traumatic experiences, connecting them between generations, thus,
erasing the boundaries between individual and collective. It proposes that a person’s identity
can be socially labeled as “victim,” based on the shared heritage with the actual victims of
the traumatic event. This assumption created strict boundaries between victims and
perpetrators. It also suggests that contemporaries, like their forebears, will have similar
responses to the event (Balaev, “Trends” 153). On the other hand, such an approach is
reductive in the sense that it disregards the complexity of identity formation. The ambiguity
of the position “victim-perpetrator” is often depicted in a modernist text (“la,” Smert', Poza
mezhamy boliu). Therefore, although social and geographical peculiarities influence the
expression of the self, it is not “a linear re-enactment of a traumatic experience” (Balaev,
“Trends” 163).

The crucial aspect of representing trauma in literature is that the protagonist can at the

same time depict both personal and collective experiences of trauma (Balaev, “Trends” 155).

19 Van der Kolk and Van der Hart also talk about the timelessness of trauma as well as feeling of helplessness as
fundamental experience that we identify as traumatic (175).
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In the trauma novel, the complexity and variety of emotional states are delineated by means
of trauma imagery,?° silence, breaches of timelines, narrative omission. We will see similar
narrative strategies in Ukrainian modernist texts. Overall, as Balaev points out, trauma fiction
is characterized by a nonlinear plot and the collapse of temporal chronology which amplify
the inner chaos and mental confusion of the protagonist. These elements help a writer portray
the experience of dissociation (“Trends” 159). Thus, through the act of writing, authors
express what we call the “unspeakable” experiences of trauma, those “transcendent”
emotional states that also reveal how trauma changes our perception of the event and its
aftermath. For instance, the protagonist may undergo a doubling or self-estrangement, led by
the inability of the protagonist to distinguish external realities and inner conflicts (“Trends”

162).

1.3. Representation of trauma in the modernist text

In this section, I introduce theoretical concepts that I will apply to textual analyses in later
chapters. Namely, I discuss the capacity of a literary text to convey psychic trauma by means
of dreams, dreamlike states, effect of defamiliarization, and modes for consciousness
representation, as suggested by Dorrit Cohn. In the subsection on psychological and literary
views on dreams, [ distinguish a literary dream from a dream as a psychological
phenomenon. A writer can give purpose to the depiction of a character’s dream, which is not
the case for dreamers in real life, since they cannot control their dreams, and neither can

anyone observe them.

20 Trauma imagery reflects the transformation of protagonist’s consciousness. Its diverse nature also proves that
there cannot be a unified way to represent trauma (Balaev, “Trends” 163).
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1.3.1. Varieties of dreams, dreamlike states, and trauma

Psychological perspective

In “The Relation of Jokes to Dreams and to the Unconscious,” Freud defines dream as “a
meshwork of sense-impressions, mostly visual [...] with which thought-processes and
expressions of affect may be mingled” (161). The dream’s “manifest content” is what we
remember after waking. It emerges from dormant, or as Freud calls them “latent,” dream-
thoughts. To be manifested in “sensory form,” dream-thoughts should go through some
“modifications,” so-called processes of condensation and displacement (“The Relation” 162).
While condensation is an easily recognized process that connects waking and dream lives,
displacement is the process that represents the juxtaposition of the waking mental life and a
dream (“The Relation” 164).

To Freud, one of the main goals of dream-formation is to impede censorship that
waking states impose on us. The displacement can point to the “operation of the censorship
of conscious thinking” (“The Relation” 171). Consequently, what we perceive as nonsense in
a dream, is not at all nonsense, but something that has a hidden meaning: ‘“Nonsense,
absurdity, which appears so often in dreams never arises by chance” (“The Relation” 173).

Although Freud’s argument is that dreams are mainly formed as the fulfilment of a
wish, he at times also questions this interpretation. He points to the fact that the meaning of
dreams varies and that dreams with the most painful content (not only the wish fulfillment
dreams) also happen (“The Interpretation” 113). I think that traumatic experiences caused by
war contribute greatly to this “painful content” and should be interpreted differently than a

wish-fulfilment: “That the dream actually has a secret meaning, which turns out to be the
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fulfilment of a wish, must be proved afresh for every case by means of an analysis” (Freud,
“The Interpretation” 123).2!

Don Kuiken identifies impactful dreams as dreams that influence a person’s feelings
and thoughts even after awakening. They are different from mundane dreams and can be
distinguished by emotions, sensory phenomena, movement characteristics, motives and
goals, and dream endings. He classifies them into nightmares, existential dreams, and
transcendent dreams (“The Contrasting” 178).

Nightmares can be characterized by terms like “scared/terrified,” “nervous/anxious,”
“vulnerable/helpless.” Emotions that attribute nightmares can at times signify existential
dreams. The difference between the two types of dreams will be in the effect they have on
their dreamer. The words ‘“‘sad/downhearted,” “guilty/ashamed,” “inadequate/failed” may
describe existential dream emotions. The latter carry feelings of moral inadequacy, failure,
and guilt. As Kuiken puts it, “the distinctively high ratings for guilty/ashamed,
despair/discouraged, and disgusted/repulsed in existential dreams suggest that moral
inadequacy and failure become salient within that dream type” (“The Contrasting” 180).

Transcendent dream emotions, on the other hand, correspond to ecstatic feelings (a
sense of awe and elation); the dreamer feels energetic and alive (Kuiken, “The Contrasting”

181). Both existential and transcendent dreams include dreams with vivid tactile-kinesthetic

2! Freud also argues that the source of a dream depends on the experiences in a waking life, recent or
indifferent, that have psychological implications for a dreamer:
“The source of a dream may be:
a) A recent and psychologically significant experience which is directly represented in the dream.
b) Several recent, significant experiences, which are untied by the dream into a whole.
¢) One or more recent and significant experiences, which are represented in the dream by the mention of
a contemporary but indifferent experience.
d) A subjective significant experience (a recollection, train of thought), which is regularly represented in
the dream by the mention of a recent but indifferent impression” (“The Interpretation” 153).
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imagery. In existential dreams, we can observe more “light/dark contrasts, ineffectual
movement (fatigue), separation and loss, spontaneous affective shifts, and intense sadness
during the transition to wakefulness” (Kuiken, “The Contrasting” 178). In transcending
dreams, the dreamer experiences “spreading warmth, unusual sources of light, felt vitality,
flying and floating, magical accomplishment, perspective shifts, and awe and ecstasy during
the transition to wakefulness” (Kuiken, “The Contrasting” 178).

The distinctions among these three types of dreams can be described like this:
nightmares provoke “postawakaning distress such as lingering vigilance”; existential dreams
invoke “postawakening distress and self-perceptual depth, for example, sensitivity to aspects
of life usually ignored, reaffirmation of personal convictions”; finally, transcendent dreams
evoke “a form of self-perceptual depth that has spiritual import” (Kuiken, “The Contrasting”
183). Kuiken sees self-perceptual depth, pertinent to existential and transcendent dreams, as
an aesthetic phenomenon. To him, both existential and transcendent dreams can evoke the

sublime, or “an experience that resists articulation” (“The Contrasting” 184).%

Dreams and trauma

Ernest Hartmann discusses connections between trauma and dream. He explains that dreams
are guided by our emotions and concerns. Therefore, if someone experienced certain
traumatic events, we would probably know what is on their mind because dreaming
“contextualizes” emotion: “I have found it especially useful to start with dreams after trauma
or dreams in stressful situations when we know quite clearly what must be on the dreamer’s

mind” (“The Nature” 3).

22 “[T]he carryover effects of these two impactful dream types — but not nightmares — involve a ‘touch’ of
sublimity” (Kuiken, “Contrasting” 184).
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Carl Hirsch indicates many cases when people used their dreams to resolve practical
problems in their wakeful life: “Asleep or awake, half-asleep or half-awake, the mind
continues to function in some fashion. The dream, the nightmare, the daydream — each often
produces useful images that have eluded us in full wakefulness” (32). Indeed, dreams have a
broader spectrum because most of the times the dreamer does not control them. This gives us
access to realizations that might not be available when we are awake. Often in dreams there
i1s a mixture of ambivalent emotions, for example, shame, resentment, guilt and at the same
time forgiveness or grief.

Deirdre Barrett states that the waking dissociative disorders, caused by trauma, are
“often referred to as ‘dreams’” (“Dreams” 68). Multiple Personality Disorder (MPD), or what
is now called — Dissociative Identity Disorder, is connected to dreams because of its
“dissociative nature.” Barrett claims that dreams are “invaluable tools” in accessing and even
treating trauma (“Dreams” 68). Moreover, people with dissociative identity disorder are
prompted not only to experience various types of dreams (e.g., nightmares) while asleep, but
also dreamlike states of mind in their awake life: “dreaming is characterized by a degree of
hallucination, amnesia, discontinuity with normal experience, and projection of aspects of
themselves onto others that they experience at no other time. [...] dissociative disordered
persons experience much more of this dreamlike state in their waking life” (Barrett, “Dreams

in MPD” 80).

Dreamlike states of mind
As already mentioned, dreamlike states of mind, can also contribute to resolving and even

treating psychological issues in wakeful life. Thus, they can endorse our understanding of
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trauma. This study focuses on the following types of dreamlike states, which I interpret
within a literary context: dreams per se, daydreaming, hallucinations, and states of
hypnagogia, that is, the time between wakefulness and sleep.

In comparison to a dream, daydream is more “volitional and less bizarre” because
“the daydream contains its own editor and possibility of revising the image sequence”
(States, “The Master” 109). For instance, we may daydream of meeting a famous person or
achieving something. We can always modify this daydream and revisit it. Bert States
compares the process of writing fiction to daydreaming (“The Master” 109). Daydreaming
demonstrates the movement of the protagonist’s thoughts and creates a vivid sense of
unreality which is the desired truth.

The hypnagogic state can be characterized by a sense of unreality, a “threshold
consciousness’: “In the hypnagogic state observation is from a distance; the images appear as
if projected upon a screen, and one is oddly detached, observing the phenomenon with
interest and curiosity” (Schwenger 424). What differentiates dreams from hypnagogia is the
part of us that is awake. Hence, people in this state are fully conscious of the illusory nature
of the images they are seeing and can even describe them. In a dream, Schwenger points out,
we already appear in a world, only at times we remind ourselves that this is a dream (424).

Hypnagogia is different from hallucination. The latter is the experience of an image
or images as if they are indeed existent in the external reality, whereas in hypnagogia “the
images are viewed as real enough, but not so real that one imagines any kind of concrete
reality behind them” (Schwenger 426). Therefore, the dreamer is aware that those images are
not real. Moreover, hypnagogic imagery can be described as “repetition before one’s closed

eyes of a visual stimulus that has been repeatedly enacted during the day,” a condition of
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“drowsing off” (Schwenger 428). Hypnagogic imagery is constantly changing and
perceptions in this state are highly activated. This liminal condition causes “the loosening of
the ego boundaries of the subject” which also means a “loosening of control.” Thus, the
perceiver cannot oversee the hypnagogic images which change “according to a logic of their

own” (Schwenger 428).

Literary re-creations of dreamlike states

I have mentioned above that trauma is preverbal — and that art can be a way to express the
unspoken. In this section, I draw parallels between writing and dreaming, following Kuiken’s
view that both waking and dreaming phenomenal fields entail the aspect of expressibility
(this is a statement he made in a presentation titled “The Dream Poet” on September 8, 2015,
University of Alberta). Thus, I believe, that both writing (which is done during our waking
life, although it often reflects the unconscious processes) and dreaming have the capacity to
“express” the unspoken by means of poetic devices. Both dreaming and waking, hence,
writing, are equally meaningful: “Those objects that ‘fail’ to cohere [in a dream — DP], ‘need
to be’ compared with coherent waking counterparts.” Writing dreams, therefore, is the way to
make something implicit (at times, even transcendent) explicit (Kuiken, presentation “The
Dream Poet” on September 8, 2015, University of Alberta).

Kuiken charts the analogy between literature and dreaming, which is a “persistent
theme” in contemporary dream studies: “literature is the narrative portrayal of how one
thought, action, or event leads to another. Dreams similarly possess the structure of
reasonably well-formed stories” (“An Enriched” 112). The commonality between writing and

dreaming is the use of similar figurative expressions such as metaphor and metonymy. Yet,
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this similarity has not been explored enough: “Although studies of dreaming might be
considerably enriched by historical scholarship, scholars and researchers interested in the
analogy between dreams and literature have not thoroughly explored the implications of 20"
century shifts in literary theory” (Kuiken, “An Enriched” 112; 113).

In The Interpretation of Dreams, Freud distinguishes dreams in real life from
“artificial dreams” that poets create to convey some hidden meaning. However, he admits
that the artificial dreams are only possible because everyone dreams in their “real” life.
Therefore, “the artificial dreams may be interpreted as correctly as an actually experienced
dream” (81).%* Supporting Freud’s statement that real and artificial dreams are connected,
Herschel Farbman argues that science is incapable of revealing the exact images that the
dreamer sees in a dream.?* Therefore, only fiction, by the means of language, can somewhat
present what might be happening in a dream (8).

Hence, literature becomes a bridge between trauma and testimony to it, the testimony
that is done through storytelling and multiple perspectives (of a victim, a perpetrator, or
bystanders). This type of testimony transforms the process of witnessing and the perception
of traumatic events by the reader: “The specific task of the literary testimony is, in other
words, to open up in that belated witness, which the reader now historically becomes, the
imaginative capability of perceiving history — what is happening to others — in one’s own
body, with the power of sight (of insight) usually afforded only by one’s own immediate

physical involvement” (Felman and Laub 108).

2 “In a novel, Gradiva, of the poet W. Jensen, I accidentally discovered several artificial dreams which were
formed with perfect correctness and which could be interpreted as though they had not been invented, but had
been dreamt by actual persons. [...] Dr. Alfred Robitsek has since shown that the dream of the hero in Goethe’s
Egmont may be interpreted as correctly as an actually experienced dream” (Freud, The Interpretation of Dreams
81).

24 “No scientist will ever be able to tell what his or her experimental subject dreamed from the images of the
brain activity of that subject in sleep” (Farbman 8).
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The relationship between dreaming and writing is reciprocal. Otto Rheinschmiedt
claims that dreams, too, can “internalize the social context in which we live” (47) and
become a source of fiction writing because of their social and storytelling nature, together
with the aspect of multi-temporality: “Dreams walk easily on the timeline of past, present,
and future, and by doing so they are the arbiters of historical consciousness, which is the
awareness of the individual not only as embedded in the soil of family history but also
immersed in the strong currents of history” (69). Thus, dreams and literature bring to the

surface the implicit (e.g., estrangement from the Self caused by trauma).?®

Literary Examples
I will now turn to a few examples of dreams and dreamlike states in Ukrainian fiction to
draw the connection between the theoretical concepts and my reading of the modernist texts.
The instance of an existential dream is presented in Kobylians'ka’s short story “Lyst
zasudzhenoho voiaka do svoiei zhinky” (“The Letter of a Sentenced Soldier to His Wife”
[1915]). The soldier has only few hours before his execution, so he writes a letter to his wife,
narrating his dream. In it, she decides to commit suicide because of her grief over her
executed husband. The man writes: “He ay»e 10Bro Tomy cHIIIOCS, 110 5 JI€KaB BMEPIMA, a
JTOBKPYTH MEHE CBHCTITM BUCTPLIH 3 KpiciB. [...] MeHe Hidoro He 6omino. MeHi il He Tekia
KpOB 3 ko/Hoi panu. 51 6yB MepTBuii...”?® (497). After the soldier wakes up, he contemplates

his suffering and begs his wife not to kill herself. It is significant that the soldier writes down

25 “Both dreams and literature bring to the fore that which is hidden but seeks expression, such as the
conundrum of fear, the propensity for destructiveness, the search for love, the search for knowledge, the search
for beauty, the ‘will to power,” and the search for the spiritual” (Rheinschmiedt XIV).

26 «“Recently, I saw a dream that I was dead, and I heard rifle shots around me. [...] I did not feel any pain. There
was no blood flowing from any of my wounds. I was dead” (Translation in English is mine — DP).
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his own dream, which to me represents a connection between writing and dreaming as
inseparable.

This dream is an existential dream because of its impact on the protagonist after
awakening. He feels helplessness and despair and questions his life and the unfairness of his
sentence. At the same time, the dream per se reveals a certain relief from emotional and
physical pain. Although the dream is “artificial,” to use Freud’s term, it testifies to the trauma
that the wrongly accused soldiers bear. Because it is a fictitious dream, it allows the writer to
deliberately encode this message within it.

An example of a state somewhere between hypnagogia and a transcendent dream is a
scene of a dying soldier, Boiani, in Turians'kyi’s Poza mezhamy. The imagery is complex. It
portrays a dreamlike, transcendent state between wakefulness and sleep, providing
metaphoric references to death as sleep:

Bin npotar pyku a0 aanexoi 071i10-CHHBOI MpaKy il Mo4YaB KIMKATH:

[TansMo, maneMo!..

Bxe pik 51 TeGe He 6a4uB. ..

Sk 5 Tinrycs To6010!..

XTOCh MiJI MATbMOIO Ha MOPI. ..

YoseH BigOMBac Bij Oepera... B HIM CUIUTh. .. — Ooxe!.. — Most matu!..

['nanbTe!..

Bona miuBe npsMo 10 MeHe. ..

Mawmo, s1, TBi# cuH, g TYT!.. [...]
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Hesanosro bosiHi 3acHyB 1 — Oyno oMy go0pe. Moro Matu Taku nmpuinuia 10 HbOTO.
I y cHi He uyB BiH 00JII0, HE BUIB CMEPTI, JUII yCMiXaBCs paaicHO, 00 HOTo JuIe

qys10 GUTTS cepls B TeIUTiii MaTepHiit rpymi.?’ (69)

In this dreamlike state, Boiani feels good, warm and is free from any pain. This
happy state liberates him from suffering. The example also suggests that psychic trauma
caused by war and extreme weather conditions (both are depicted in this novel) might lead to
experiences of existential or transcendent dreams or dreamlike states, in which at least one
part of the “Self” seeks and attains liberation.

Often literature presents us not with a dream per se or even a daydream, but rather a
liminal state between reality and dream, mentioned above as hypnagogia.”® Hypnagogic
imagery that emerges before falling asleep is depicted in “la” in the scene when the
protagonist tries to understand whether he is hallucinating. The depiction of hypnagogia
contributes to the representation of the trauma of the split Self. On the one hand, the

protagonist questions the realness of his mother’s image and experiences the inner confusion.

27 He stretched out his arms to the pale-blue distant fog.

“Palm, O palm!..” he called.

“For a year I have not seen you... How glad I am to see you again! Somebody is standing under the palm-tree
on the seashore...

A boat leaves the shore...

And in it is... Oh, who is that?... God!...

My mother!..

Look there!...

She is swimming straight toward me!..

O mother, I, your son, am here! (Turians'kyi, Lost Shadows 69) [...]

Shortly Boiani fell asleep and — was well. His mother came to him, after all... And while sleeping he did not
feel any pain nor did he see death. He only smiled joyously, for his face felt the heart throbs in the warm bosom
of his mother. (Turians'kyi, Lost Shadows 73)

28 Hypnagogic and hypnopompic state are lingering effects of sleep and after-sleep states, transitional states
(into dreaming — hypnagogic, or out of dreaming states — hypnopompic). Hypnopompic imagery takes place
upon waking when one continues to see images from a preceding dream (Schwenger 423).
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On the other hand, the hypnagogic state interrupts his turmoil; his thinking process ceases.
Although he still sees the mother’s image, now he only observes how he falls asleep: “I Toni,
30€HTEKEHUH, 3alIeBHAIO cebe, 110 11e HelpaB/a, 0 HisIKOi MaTepi HeMa repesi MHOIO [...] |
TOJIl B TBAPUHHIM €KcTa3i s 3anmoowyro oui [...] Tyckio roputs amnana nepea oopazoMm
Mapii. Ilepen nammnanoro, sik pi3bOJICHHS, CTOITh MOSI 3aKypHA MaTu. Ale s gice HiY02o He
oymaro. Mot 2on06y enadums muxuii 2onyéuti cor”* [Emphasis mine—DP] (30).

I believe that writing dreams and dreamlike states is a way for modernist writers to
address the identity crisis and disturbances in the sense of Self that are often caused by
trauma. The texts analyzed in this study suggest that dreams and dreamlike states have a lot
to do with matters of identity and the impact of trauma on self-perception. They raise the
question, “Who is the real Self?” Is it the person in the dream or is it the one in waking life?
Is it both? Is no one real? Hence, the character’s self-observation becomes a powerful focal
point in the modernist text, together with traumatic memories, a fragmented narrative (often
situated between dream and waking life). For a literary critic, I believe, one of the ways to
identify the various layers of this process of “Self” observation,* is to use the concepts and
terminology developed by Dorrit Cohn to determine the various modes of consciousness
represented in the text.

So far, I have established that there is a similarity between dreams, dreamlike states

of mind and the process of writing. I propose that in the discussed texts, dreams and

2 “Then in a beastly ecstasy I close my eyes |[...]. Feebly the lamp burns before the icon of Maria. And in front
of the lamp, like a statue, stands my sorrowful mother. But 7 no longer think of anything. A tender, quiet sleep
strokes my head” [Emphasis mine—DP] (“My Self” 40).

30T put brackets here, since the mode of narration tells who the dreamer of the dream is, who the narrator is, etc.
For instance, third-person narration means that there is a narrator (who often coincides with the author) and a
protagonist (observation), whereas in first-person narration the protagonist is the narrator and the dreamer (self-
observation).
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dreamlike states already have transforming, defamiliarizing force that aid in representation of

psychic trauma and its effects on the protagonist’s identity.

1.3.2. The effect of defamiliarization
By writing dreams or dreamlike states, writers present something familiar in an unfamiliar

731 was first coined by

way, in other words, they defamiliarize. The term “defamiliarization
the Russian Formalist critic Viktor Shklovskii in his article “Art as Technique” (1917),
where he makes the connection between the mundane, ordinary, and artistic creation.
Shklovskii suggests that poetic images are not unique and do not belong to particular poets
but rather are the accumulation of previous epochs:
Many people still believe that thinking in images [...] is the distinguishing feature of
poetry [...]. It turns out, however, that images endure and last. From century to
century, from country to country, from poet to poet, these images march on without
change [...] The more you try to explain an epoch, the more you are convinced that
the images you thought were created by a given poet were, in reality, passed on to
him by others with hardly a change. The work of successive schools of poetry has

consisted essentially in accumulating and making known new devices of verbal

arrangement and organization. (2)

31 Ostranenie is how Shklovskii calls the term in the original. Robert Stacy comments on the specifics of its
translation: “The word ostranenie introduced by Shklovskii is also rendered in English as ‘estrangement,’
‘alienation,” and ‘defamiliarization.” The word ‘alienation’ in English is already closely associated, however
with Marx (it translates his Entfremdung which is rendered in Russian as ofchuzhdenie) and, to a lesser extent
with Berthold Brecht’s concept of Verfremdung (“V-effect”). ‘Estrangement’ is fairly suitable, although it too
has rather well-established non-literary connotations. Least used by scholars in the West is ‘defamiliarization’
which, however, despite its clumsiness and novelty, is most appropriate as a ferminus technicus” (3). It is
crucial to understand that defamiliarization is not a new device. Here Stacy provides references to Voltaire,
Montesquieu, etc. (3).
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Poetic imagery intensifies the senses and impacts our perception, that otherwise
becomes habitual and automatic (5). Shklovskii, in short, talks about awareness of our daily
life and our surroundings that poetic imagery can enhance. For, if we are unaware of what is
going on around us because we are so used to it, we become bored and unsatisfied.*? In
literary terms, this is where the device of defamiliarization comes in and brings new type of
alertness into our lives, turning our attention to the perception of the world. In this state of
being, we start appreciating and noticing the tiniest things that we might otherwise ignore:

And so, in order to return sensation to our limbs, in order to make us feel objects, to

make a stone feel stony, man has been given the tool of art. The purpose of art, then,

is to lead us to a knowledge of a thing through the organ of sight instead of
recognition. By “enstranging” objects and complicating form, the device of art makes
perception long and “laborious.” [...] Art is a means of experiencing the process of

creativity. The artifact itself is quite unimportant. (Shklovskii 6)

Shklovskii suggests that art has the capacity to intensify the state of being present, of
noticing things, of being aware of the “artifact.” Consequently, through the device of
defamiliarization, a thing is described as “if it were perceived for the first time, while an
incident is described as if it were happening for the first time” (6). We are forced to see
things out of their usual context. Hence, defamiliarization can be found almost anywhere

(9).33

32 “Automatization eats away at things, at clothes, at furniture, at our wives, and at our fear of war. If the
complex life of many people takes place entirely on the level of the unconscious, then it’s as if this life had
never been” (Shklovskii 5).

33 Shklovskii compares defamiliarization to psychological parallelism. In a sense that the task of
defamiliarization is also to transfer “an object from its customary sphere of perception to a new one” (12).
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Svetlana Boym sees defamiliarization as both an artistic device and a way of life: “By
making things strange, the artist does not simply displace them from an everyday context into
an artistic framework; he also helps to ‘return sensation’ to life itself, to reinvent the world,
to experience it anew” (515). According to neo-formalist proposals, as Don Kuiken points
out, some dreams have comparable ‘“defamiliarizing and transformative effects” (“An
Enriched” 3) because they renew our perception of reality and draw our attention to
sensations.

Robert Stacy notices the resemblance between the Shklovskian concept of
defamiliarization and the concept of satori in Zen Buddhism — an “enlightened” way of
perceiving the world (as opposed to a rational or logical understanding of it). This is like our
experience of a metaphor or any other aesthetic device: “a good analogy to what happens to
our perception when we encounter a striking simile, metaphor, or periphrasis” (36).
Consequently, defamiliarization can be viewed as “the process of perception itself,” or as
“the artistic mode of presentation of that perception” (Stacy 42). Stacy claims that there is an
ambiguity in Shklovskii’s writings about whether it is the content or the form itself which is
defamiliarized: “The fact remains [...] that a writer may defamiliarize either his form or his
content, or do neither, or do both” (42).3*

Shklovskii’s notion of defamiliarization reminds me of what Freud calls “the
uncanny,” something that is familiar, but is hidden: “on the one hand, that which is familiar
and congenial, and on the other, that which is concealed and kept out of sight” (“The

‘Uncanny’” 129). From German “unheimlich,” it literally means “unhomely” and can be

3% The transformation of characters in fiction, Stacy argues, is already defamiliarizing (112). The theme of
madness, instabilities, ambiguities become common for prose, poetry, art, and drama during the early twentieth
century: “For both prose and poetry — and including, of course, drama — the most generally defamiliarizing
procedure, especially since the beginning of the twentieth century, has involved those discontinuities and
juxtapositional devices” (Stacy 147).
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described as something frightening that can still be the part of aesthetic feeling that
represents “repulsion,” or as I see it — something that portrays horror of the traumatic
experiences (“The ‘Uncanny’” 123). The effect of the uncanny is often attained by “a
recurrence of same things, situations and events” (Freud, “The ‘Uncanny’” 144). Freud
points out that the uncanny is not something new. It is rather something familiar, but that has
been “estranged” in the mind by repression.>®> Hence, it is a familiar thing that is suppressed,
but eventually resurfaces (“The ‘Uncanny’ 153). As with dreams, Freud differentiates the
uncanny in real life and the uncanny in literature. Within a text, the uncanny has something
that is missing in real life. Perhaps, it is the aesthetics of a sublime feeling.® The uncanny in
fiction can be portrayed in many ways and with certain authorial intentions because “the
story-teller has a peculiarly directive influence over us” (“The ‘Uncanny’” 160).

For the purposes of my study, I will use the term “defamiliarization” in my textual
analysis to denote the effect that writers create to represent psychic trauma in fiction. Thus,
Ukrainian modernist writers actively use defamiliarization to present trauma, often, as
already mentioned, through dreams and dreamlike states. Defamiliarization is used, for
instance, to delineate a protagonist’s identity crisis, as when Antonenko-Davydovych
defamiliarizes for the reader the term “Bolshevik™: “‘fl — OGimpmoBuk... Bin xomieé ye
O0oHecmu 00 camux 2aubun ceidomocmi, ane W Ha 1ed pa3 cnopcHyB. KocTb 3HISKOBIB 1
cTomiieHo ciB. Ha Bycrax 3arpana jierka ipoHiyHa nocmimka. byno nHenpuemno. Omak camo

6in Konuce 060yprosas bamoxie™’ [Emphasis mine—DP] (Smert' 35).

35 “uncanny is in reality nothing new or foreign, but something familiar and odd-established in the mind that has

been estranged only by the process of repression” (“The ‘Uncanny’” 148).

3¢ “The somewhat paradoxical result is that in the first place a great deal that is not uncanny in fiction would be
so if it happened in real life; and in the second place that there are many more means of creating uncanny
effects in fiction than there are in real life” (“The ‘Uncanny’” 158).

37 “l am a Bolshevik ... He wanted to impress this on the very depths of his consciousness, but failed this time
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Later in the passage, the reader has to figure out why the author brings up lying or
why Kost' needs to repeat the phrase “I am a Bolshevik” out loud to himself. This is how
Antonenko-Davydovych “makes strange” the identity of his protagonist and points to his
inner struggle. Who is Kost'? A Bolshevik? A son? A Ukrainian nationalist? To present this,
the writer needs to deconstruct his protagonist’s persona first, making the familiar statement
“I am a Bolshevik” unfamiliar: “Bes cyTh, ycsa HenopymHa cuna ii [a pink book that stated
his belonging to the Bolshevik Party — DP], mo konuentpyBana KocteBy yBary mpoTsrom
KUTBKOX MicAliB, Oylia B TOMY, 3[a€ThCSI 30BCIM 3aliBOMY CJIOBI, IO MPUTYJIUTIOCS 300Ky,
3aXOBaJIOCh HAaBITh y IyKKH, aje sKe Hacmpaplai OyJo 1 He 3aifBe, 1 He 3BHUYaiiHE —
(6inboBuKiB)...” % (Smert' 34).

On the one hand, Kost' Horobenko is a member of the Bolshevik Party (a familiar
situation). On the other hand, he questions this identification and the essence of what it
means to be a Bolshevik (unfamiliar). Throughout his thinking process and dreaming, we
notice how Kost' eventually convinces himself that he is a Bolshevik and there is no other

truth. Therefore, the unfamiliar becomes familiar again: Comrade Horobenko is a Bolshevik.

1.4. Dorrit Cohn’s narrative modes for presenting consciousness in fiction

Dorrit Cohn’s study Transparent Minds: Narrative Modes for Presenting Consciousness in
Fiction is highly valued by literary critics, including narratologists. Alan Palmer claims that
it is “still the only full-length study devoted solely to the topic. All the other full-length

studies of which I am aware refer to speech as well as thought or are concerned with

too. Kost' became embarrassed and sat down, tired. A light ironical smile played on his lips. He felt
uncomfortable. In the same way he had once deceived his parents” [Emphasis mine—DP] (Duel 2).

38 “The whole essence, its whole inviolable strength which had concentrated his attention over the past few
months, was to be found, it seemed, in that quite superfluous word tacked onto the end, hiding inside
parentheses, but which in reality was neither superfluous nor ordinary — (Bolshevik)” (Duel 2).
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narratology generally” (7). Similarly, Brian McHale points out that Cohn corrects the notion
that first-person retrospective techniques can better present past states of mind than third-
person techniques (186). Although McHale notes a few issues that Cohn has overlooked in
her study — such as the representation of perception and the first-person “witness” of an event
or another character’s story,*> Cohn’s input into the analysis of consciousness representation
in fiction is paramount. Among many other details, she pays attention to the distinction and
transition between the authorial narrative context and represented consciousness as well as
between different types of delineating consciousness, “and especially those points at which
the boundaries between types or between consciousness and context are effaced or where
ambiguities are exploited” (McHale 189).

I will make use of Dorrit Cohn’s taxonomy of narrative techniques to identify the
various ways consciousness is depicted in literary texts. Her work will help distinguish
moments of dreaming from authorial narration and generally help flesh out the variety of
modes of consciousness representation in modernist texts.

Cohn looks at a text from the perspective of grammatical person to show “a profound
change in narrative climate” as well as a change in relationship between a narrator and a
protagonist. She claims that the change of person affects “the narration of inner events” more
strongly than “the narration of outer events” because “past thought must now be presented as
remembered by the self, as well as expressed by the self” (15). Three third-person modes of

narration that she identifies will be useful for my work. These are: psycho-narration, quoted

39 “It seems surprising, for instance, that Cohn has nothing to say about the first-person ‘witness,” that narrator
who tells not his own but another character's story — heterodiegetic narration, in Genette's terminology. Insofar
as the ‘witness’ reports only his own past states of mind, of course, Cohn's analysis of retrospective techniques
is perfectly adequate. But heterodiegetic narration offers considerable scope for representation of consciousness
other than the narrator's, often in violation of realistic constraints on knowledge of another's mind” (McHale
187).
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monologue, and narrated monologue.

In psycho-narration, the narrator provides a “discourse about a character’s
consciousness” (Cohn 14). The narrator “communicates with the reader about his character —
behind his character’s back.” Hence, the narrator’s presence is strongly articulated (Cohn
25). Two types of fictional consciousness can be achieved through psycho-narration —
dissonance and consonance. In the case of dissonance, the narrator distances himself from
the protagonist’s psyche that s/he delineates (Cohn 26). To disclose the inner world and
unclear sides of the psyche, the narrator uses “a highly abstract analytical vocabulary.” Cohn
compares this type of consciousness representation to “a psychiatrist’s diagnostic notes” that
are removed from “his patient’s free associations” (28). The narrator has the upper hand of
knowing the protagonist’s inner life and can access the dimensions of a fictional mind “that
the latter is unwilling or unable to betray” (Cohn 37). Two of those dimensions — psychic
depth and ethical worth — are especially important. The dissonant depiction of psychic depth
is useful when the fictional mind cannot clearly access “subliminal zones” of consciousness,
whereas the dissonant representation of ethical worth allows the narrator to explicitly “judge”
the character (Cohn 29).

In the case of consonance, the narrator blends the narrated consciousness and “avoids
prominent analytic or conceptual terms.” Cohn points out the “absence of subordination of
the ‘he thought (felt, knew) that’ variety” (31). Thus, the narrator is still there, reporting
“inner happenings.” However, the “authorial rhetoric” is absent and “the narrator’s
knowledge of the protagonist’s psyche seems to coincide with the protagonist’s self-

knowledge” (Cohn 31).
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Because of its “temporal flexibility,” psycho-narration*’ is often used to depict “sub-
verbal” states by summarizing “an inner development over a long period of time” and
rendering “the flow of successive thoughts and feelings” (Cohn 34). Under the concept “sub-
verbal” I also understand dreamlike states of mind and traumatic experiences that psycho-
narration seems to have the capacity to represent through the “narrator’s knowing words.” Or
to put it in Cohn’s terms: “not only can it [psycho-narration — DP] order and explain a
character’s conscious thoughts better than the character himself, it can also effectively
articulate a psychic life that remains unverbalized, penumbral, or obscure. Accordingly,
psycho-narration often renders, in a narrator’s knowing words, what a character “knows,”
without knowing how to put it into words” (46). Moreover, if the narration is about any
subliminal levels, the narrator’s interference is less needed (Cohn 48).*!

Another important feature of psycho-narration is the obscure boundary between the
external and internal reality, mainly because of the use of similar perception verbs and
phrases to depict both imaginary and real experiences: “purely imaginary perceptions by
day—or night—dreaming minds are sometimes introduced by the identical phrases that
signal a character’s perception of the surrounding world” (Cohn 50).

Dorrit Cohn argues that the narration of dreams can take many forms. However, “the
dream as a whole” is generally presented through psycho-narration. One of the reasons is that
“the mind in vision is paralyzed,” and the dreaming mind oversees any experiences within a

dream. To connect the experiences of the protagonist’s dreamlife and wakeful state, writers

40 On the contrary, Cohn points out the limited possibility of the other two third-person modes: “In quoted and
narrated monologues the rendering of consciousness is temporarily restricted to the sequential instants of silent
locution, the time of narration roughly coinciding with the narrated time” (34).

41 “The non-verbal quality of certain inner experiences is on occasion stressed after the fact, that is after lengthy
and detailed narration — perhaps for fear that the reader may fail to recognize the circumvention of self-
articulation that has just taken place” (Cohn 48).
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3

often “use the same thoughts in dreams and for waking thoughts” (51). I propose that
identifying the mode of narration, and particularly, the cases of relations between fictitious
wakeful and dream lives, often portrayed through recurrent symbols and metaphors, will aid
in revealing the effects of social trauma on the characters’ psyche.

The central point for my study is Cohn’s statement that dreams in fiction need to be
presented via third-person modes, but not monologue techniques because the dreaming
subject is incapable of simultaneously dreaming and narrating the dream: “a dreamer does
not tell himself his dream while he dreams it, any more than a waking person tells himself his
experiences while they are in progress” (Cohn 52). Consequently, because the dreamer does
not control his dreams, dreams in fiction require “mediation.” The narrator fills this
interposition since s/he can access both dreaming and waking minds of the protagonists:
“Within the confines of third-person fiction, where a narrator’s magic power allows him to
see into sleeping minds quite as readily as into waking ones, dreams are a form of mental life
peculiarly in need of indirect mediation” (Cohn 52).

Quoted (interior) monologue,* the second mode of consciousness representation,
depicts “character’s mental discourse” (Cohn 14). It represents a duality of viewpoints

through the mesh of quoted monologues and narrative context. Cohn explains that a

monologist in a third-person text is “always more or less subordinated to the narrator,” so the

99, 66

42 Cohn combines the terms “quoted monologue” and “interior monologue”: “since the interiority (silence) of
self-address is generally assumed in modern narrative, ‘interior’ is a near-redundant modifier, and should, on
strictly logical grounds, be replaced by ‘quoted.” But the term ‘interior monologue’ is so solidly entrenched [...]
that more would be lost than gained in discarding it completely. I will therefore use the combined term ‘quoted
interior monologue,” reserving the option to drop the second adjective at will, and the first whenever the context
permits” (13). She also points out that the interior monologue can still develop within the third-person context,
it is usually presented in the form of quoted monologue: “In third-person context the direct expression of a
character’s thought (in first-person form) will always be a quotation, a quoted monologue. But this direct
expression of thought can be presented outside a narrative context as well, and can shape an independent first-
person form of its own: the type of text also normally referred to as ‘interior monologue’” (15).
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narrator imposes his perspective on the character: “our evaluation of what he [the monologist
— DP] says to himself remains tied to the perspective (neutral or opiniated, friendly or hostile,
emphatic or ironic) into which the narrator places him for us” (66). The effect of quoted
monologues depends on the situation that the narrator portrays. Sometimes they can increase
the distance between the narrator and his character and at times, homogenize the narrating
and figural voices (Cohn 76).

Cohn argues that one of the “conventions” of third-person texts is “the audition of
another voice in another head” (77). Thus, she distinguishes fictional dialogue and fictional
monologue. While the former “imitates a readily observable aspect of human behavior,” the
latter — a fictional monologue — reveals “a concealed linguistic activity” (Cohn 77). This
linguistic activity represents something we can refer to as “inner voice.” It is difficult to
verify. Yet, writers and readers know that this inner voice exists, mainly because they can
draw parallels with their everyday life. Therefore, this inner voice in literature is not
completely fictional, rather it is a “generally accepted psychological reality” (Cohn 77).

Because of this connection with mundane psychological reality, quoted monologue
can be also called “interior language,” or “inner speech” (Cohn 78). It is also well-known for
its capacity to depict “passive states of mind,” “incongruous imagery,” and “random thoughts
that we associate with the stream-of-consciousness novel” (Cohn 84). However, Cohn
specifies that the use of the monologue technique depends on the author’s intention.
Sometimes it is employed to depict habitual processes of the human mind. At other times, it
is used to portray the protagonist’s inner crisis, and situations when those habitual processes

break down (81).
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Another distinction between monologue and dialogue is the semantic pattern of the
monologue to “self-address,” or in other words, the situation when the first and second
pronouns refer to the same subject. Although grammatically the monologue might resemble
the dialogue, its semantics reveals the context where two persons (“you” and “I”’) coincide,
breaking down the “normal dichotomy of speech.”*

Narrated monologue® or “a character’s mental discourse in the guise of the narrator’s
discourse” resembles psycho-narration in person and tense, but also is like quoted monologue
because it contains inner monologues of the protagonist presented by the narrator:
“Linguistically, it is the most complex of the three techniques: like psycho-narration it
maintains the third-person reference and the tense of narration, but like the quoted
monologue it reproduces verbatim the character’s own mental language” (Cohn 14). Other
terms closely related to what Cohn calls “narrated monologue” are “free indirect speech,”
“indirect interior monologue,” and “reported speech” (13).

The free indirect discourse of narrated monologue technique entails the
“transposition” of grammatical person and tense that transforms “a narrated into an interior
monologue,” maintaining the third-person context: “It may be most succinctly defined as the
technique for rendering a character’s thought in his own idiom while maintaining the third-

person reference and the basic tense of narration” (Cohn 100).

4 By “normal dichotomy of speech,” Cohn implies the semantic pattern “in which ‘you’ always refers to the
person spoken to, ‘I’ to the person speaking” (90).

4 In French structuralism, “narrated monologue” is addressed as style indirect libre, or “free indirect style,” in
Anglo-American criticism it “bears no standard name” (Cohn 108). Cohn considers not only linguistic, but also
literary features of consciousness narration. Thus, she emphasizes the difference between spoken thoughts and
silent discourse, and chooses the definition of the term from there: “The French and German terms have
generally designated not only the rendering of silent thought in narrated form, but also the analogous rendering
of spoken discourse, which displays identical linguistic features. I have deliberately chosen a term that excludes
this analogues employment of the technique, because in a literary — rather than a strictly linguistic — perspective
the narration of silent thoughts present problems that are quite separate, and far more intricate and interesting
than those presented by its more vocal twin” (109).
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The narrated monologue differs from psycho-narration by the “absence of mental
verbs” (“He knew”; “He felt”). Tense and person distinguish it from quoted monologue
(Cohn 104).% Yet, linguistic criteria are not enough to identify the narrated monologue, or
any of the techniques for rendering consciousness. Psychological and contextual implications
must be taken into consideration. For instance, the function of narrated monologue varies
when it borders with other techniques. It might aid in portraying the protagonists’ thoughts
explicitly, when it neighbours with psycho-narration: “when it borders on psycho-narration,
it takes on a more monologic quality and creates the impression of rendering thoughts
explicitly formulated in the figural mind” (Cohn 106). The ambiguity of the narrated
monologue lies in its ability to ascribe language to the figural mind, and at the same time, its
capacity to fuse narrational and figural language.*®

The narrated monologue and figural narration are closely related, especially when the
language of the text coincides with the language of the figural mind. In this case, as Cohn
explains, the narrated monologue is the “quintessence of figural narration” because the
character’s thought process is integrated into the third-person context (111). The narrator’s
identification with the character’s mentality, that the narrated monologue helps reinforce,
indicates the constant presence of the narrator in fiction (Cohn 112).

Cohn applies similar principles of consciousness representation to first-person texts
and autobiographical novels that are based on the “modified relationship of the narrator to the

subject of his narration” (14). Thus, she identifies self-narration, self-quoted and self-

45 Cohn provides a scheme of how these three modes of consciousness representation might look like in a text:
quoted monologue: (He thought:) I am late/ I was late/ I will be late; Am I late?; narrated monologue: He was
late/He had been late/ He would be late; Was he late?; psycho-narration: He knew he was late/ He knew he had
been late/ He knew he would be late; he wondered if he was late (105).

46 “Both its dubious attribution of language to the figural mind, and its fusion of narrational and figural
language charge it with ambiguity, give it a quality of now-you-see-it, now-you-don’t” (Cohn 107).
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narrated monologues.”’

Self-narration mimics the third-person psycho-narration. Apart from a contrasting
grammatical person, the difference is also that a first-person narrator delineates his past self,
whereas a third-person narrator unfolds his relationship to his protagonist (Cohn 143).
Although self-narration can address “inarticulate states of consciousness, or summarize long-
range psychological situations,” like psycho-narration in the third-person context, the first-
person narrator has limited access to his own psyche.

I have addressed the problem of depicting processes of the psyche, especially
dreamlike states, earlier in this section. To reiterate, the dreamer cannot dream and narrate
his dream simultaneously. Likewise, the first-person protagonist cannot experience
something and narrate this experience at the same time. Therefore, to refer to deep processes
of the psyche, a first-person narrator must validate his cognition, “particularly when it
involves the most inchoate moments of his past” (Cohn 144). To do that, a first-person
narrator might use “verbatim quotation” and “narration of thoughts that passed through his
mind” (Cohn 144).

Like psycho-narration, self-narration can be dissonant and consonant. In dissonant
self-narration, the narrator is articulate and clearly distances himself from his past self: “A
lucid narrator turning back on a past self steeped in ignorance, confusion, and delusion”
(Cohn 145). In consonant self-narration, the text is “self-centered.” Although the narrator
still depicts his inner life, he does not analyze it. He “simply records” what is, without

examining the causes: “though the retrospective narrative stance is maintained, the narrator

47 Cohn also identifies the aufonomous monologue as a separate technique for rendering consciousness,
different from the autobiographical narration, and characterized by “the absence of a ‘manipulating narrator
(219). See more in Dorrit Cohn’s chapter “The Autonomous Monologue” in her book Transparent Minds:

995

Narrative Modes for Presenting Consciousness in Fiction, pp. 217-265.
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never draws attention to his hindsight: neither analyzing nor generalizing, he simply records
the inner happenings, juxtaposing them in incongruous succession, without searching for
causal links” (Cohn 156).

Self-quoted monologue is the quotation of a protagonist’s past thoughts, typically
presented through the structure “I said to myself...” (Cohn 161). In self-narrated monologue,
the narrator asks questions that are answered in the text right away, or “makes statements
about past events that are immediately belied by what happens next, or asks questions that
are clearly answered on the following page of his text” (Cohn 166).

The self-narrated monologue correlates to the narrated monologue in third-person
texts. In first-person narration, it is valuable when the narrator describes his unsettled
“existential crisis” that he struggles to re-examine: “Unable to cast a retrospective light on
past experience, he can only relive his dark confusions, perhaps in the hope of ridding
himself of them.” Both self-narrated and narrated monologue techniques create “the illusion
of a fiction that ‘tells itself,” without the ministrations of a narrator”” (Cohn 168;169).

Overall, Cohn explains, in comparison to the retrospective techniques, the consonant
modes in third-person narration present more opportunities for writers to depict the inner
happenings of their protagonists: “For writers seeking to present the most complex inner
adventures in the most direct possible manner, the consonant techniques in third-person

narration offer obvious advantages over the retrospective techniques” (172).

skoksk

In this chapter, I have outlined the key theoretical concepts and methodologies that I

will use to approach my texts in the chapters that follow. I will be combining
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interdisciplinary fields to show how traumatic experiences are represented in modernist texts.
Specifically, I will make use of trauma theory, literary dream analysis (with emphasis on

metaphors, effect of defamiliarization), and techniques for rendering consciousness.
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Chapter 2. A Narrative of Human Suffering. Osyp Turians'kyi’s Testimony to WWI:

Poza mezhamy boliu

2.1. Background
The fate of the world was drastically affected in 1914. Within a matter of few days most

European countries were at war,* pitting the Central Powers (Austria-Hungary, Germany,
Bulgaria and the Ottoman Empire) against the Allies (Serbia, Russia, France, the UK, Italy,
Belgium, the United States). WWI was the first conflict in human history that impacted the
entire world. When the war began, no one expected that it would last until 1918. At first, in
1914-1915, the spark of patriotism led to wide support for the conflict. But by 1916 there
were ever more rebellions and protests, especially among soldiers who—exhausted from
ongoing battles—could not understand the meaning of the war. In 1918, Germany and
Austria-Hungary lost; however, WWI was followed by revolutions and civil wars (Reient,
“Peredmova” 11).%

During WWI, some parts of Western Ukraine were occupied by the Austro-
Hungarian army and some Western Ukrainian lands were seized for extended periods by the

Russian Empire, which already was in control of Eastern Ukraine. About 250,000 to 300,000

48 «“On 28 July 1914, Austria-Hungary declared war on Serbia. On 30 July, Russia ordered general mobilisation.
During the night of 30-31 July, Austria-Hungary decided to mobilise, followed on 1 August by Germany and
France at approximately the same time. Also on 1 August, Germany declared war on Russia, and on France on
3 August. On 4 August the United Kingdom declared war on Germany, and on 6 August Austria-Hungary
declared war on Russia. Within a few days virtually all the great European powers were at war (with the
exception of Italy at this stage, which did not declare war on Austria-Hungary until 23 May 1915)” (Becker and
Krumeich 1: 39).

4 The October Revolution of 1917 in Petrograd, which led to the Ukrainian Revolution and the formation of the
Ukrainian People’s Republic (UNR) ended the war on Ukrainian territories but led to a civil war in Ukraine
from 1918-1921 (Volkovyns'kyi 158). One of the main consequences of WWI was the realization of the
Bolshevik plan towards Ukraine (Reient, “Peredmova” 15). Russian tsarism believed that it had a moral right
and was even obliged before other Slavic peoples to protect them. This was, however, diplomatic rhetoric. St.-
Petersburg was planning to expand its borders up to the Carpathians, masquerading behind the idea of the union
of brotherly peoples (Reient, “Persha” 303).
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Ukrainians fought on the side of the Austro-Hungarian empire, and 3.5 to 4.5 million ethnic
Ukrainians were in the Russian army. Ukrainian lands became a battleground between two
empires (Reient, “Peredmova” 11, 12). The army of the Austro-Hungarian empire consisted
of various nationalities. Ukrainian divisions of the Austro-Hungarian army basically fought
on the Serbian and Italian fronts (Volkovyns'kyi 141).>

Oleksandr Reient states that during WWI human losses were equivalent to the losses
of the two previous centuries combined. It had a deep impact on civilization (Reient,
“Peredmova” 16). Not only battles, but diseases and hunger affected the psyche of millions
of people. The tragic effect of this war on children, women and men, on their psyche, mental,
emotional and physical wellbeing cannot be overstated. A recent study by Tulane child
psychiatry professor Dr. Stacy Drury shows the negative effects of childhood trauma across
generations, proving its long-lasting consequences (Brannon).

In his 1917 novel Poza mezhamy boliu (Lost Shadows in the English translation),’!
Osyp Turians'kyi addresses the psychological suffering induced by WWI (which the author
witnessed himself) and the severe weather conditions that caused physical exhaustion (death
for some) and mental breakdown of many soldiers. Andrew Mykytiak, who met Turians'kyi
in Vienna and translated the novel into English in 1935, points out the uniqueness of this
text, and states that its focus on the psychology of the protagonists complicated the

translator’s work: “A further difficulty was encountered in translating this work from the

SAfter the war, during the 1917-1920, Myroslav Shkandrij mentions, Ukrainians had struggled “to create an
independent Ukrainian People’s Republic (UNR)” but instead they “found themselves under foreign rule and
divided between four separate states. Central and Eastern Ukraine was under Moscow’s control, Galicia and
Western Volhynia became part of Poland, Northern Bukovyna was incorporated into Romania, and
Transcarpathia was incorporated into Czechoslovakia. By far the largest population outside Soviet borders was
in Galicia and other parts of Poland, where there were some five to six million Ukrainians, although unofficial
estimates sometimes put the figure at seven million” (“Interwar Nationalism” 17).

ST will refer to it as Poza mezhamy (Ukrainian version) and Lost (English translation by Andrew Mykytiak).
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Ukrainian into English, in that the novel deals principally with psychological reaction rather
than physical action, for the author describes the mental suffering and agony of his characters
instead of the physical brutalities of war” (“Translator’s Note” 7).

The English translation differs from the original Ukrainian that appeared in 1921
(Vienna-Chicago) and in 1989 (Kyiv). The translation contains added passages and dialogues
that are absent from the Ukrainian text (see pp. 80, 83, 93-99, 245 in Lost Shadows), for
which I did not find any explanation. It is possible that because Mykytiak knew Turians'kyi
personally, he might have translated from a different version of the manuscript. Although this
fact did not impact my analysis of the text, it proves the importance of close reading of the
original, especially in determining the modes for presenting consciousness. I include the
translation for purposes of convenience, but my analysis is solely based on the Ukrainian
text.

Turians'kyi’s pacifist ideas are presented in the novel through his criticism of war.
They resonate with the pacifists’ campaign during WWI “to unveil the nature of modern
warfare” (Cooper 141). He judges imperialism and the human suffering it caused through
forced mobilization. The absurdity of war is at the forefront of Poza mezhamy.>* One striking

example is when the narrator explains that Serbs killed weak people so as not to leave them

52 The theme of absurdity of the Russo-Japanese war is central to the plot of Leonid Andreyev’s Krasnyi smekh
[Red Laugh] (1905). For instance, the narrator’s brother finds out that his legs were torn off by his own men
with one of their shells (“fired out of one of our own guns by one of our men”): “MuHyT, BeposSITHO, Yepe3
MSTHAIATH [0 HAYale 3TOTr0 CTPAIIHOrO 00si MHE OTOpBaJIo 00€ HOT'H, U OTIOMHUJICS S YK€ B Jlazapere, 1oclie
amoyTtanud. [...] Ha, kaxeTcs, 5To OBUIM HaIllM, — M Hamledl TpaHaTOW, MYyIICHHOW W3 Halled MyIIKW HAIINM
COJIIATOM, OTOPBAJIO MHE HOTH. V1 HHKTO HE MOT OOBSCHHUTBH, Kak 3TO ciydmnock” (Krasnyi 495). [“About
fifteen minutes after the beginning of that strange engagement both my legs were torn off, and I recovered
consciousness in the hospital after the amputation. [...] Yes, I believe they were our own men after all — and it
was with one of our shells, fired out of one of our guns by one of our men, that my legs had been torn off. And
nobody could explain how it had happened” (Andreyev and Linden, Red Laugh 72-73).] The narrator
emphasizes the insanity of war, pointing out that there is no meaning in battles anymore; people fight just to
shed blood (Krasnyi 513).
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behind in the fear that they might recover and strengthen the enemy armies of the Germans
and Austrians whose riffles they can hear in a distance.>

The topic of war was described in works by Marko Cheremshyna (a collection “Selo
vyhybaie” [“The Village is Dying Out,” 1925]) and Vasyl' Stefanyk (e.g., “Ditocha pryhoda”
[“Children’s Adventure,” 1926]). However, Turians'kyi’s primary focus on the soldiers’
psyche distinguishes his novel from other literary texts about war. After Poza mezhamy,
Turians'kyi created, what Taras Prokhas'ko considers, an even stronger antiwar text — Duma
pralisu [Duma of the Primeval Forest] (1921) — an allegorical novel about animals who
gather in the forest for a tribunal (00:16:29-00:18:00).>

It is known that writing can have cathartic capacities. The term katharsis, meaning
“the release of emotion,” mainly of pity and fear, was first mentioned by Aristotle (Politics

347).> From a literary perspective, catharsis can be viewed as a therapeutic way of purgation

33 “Ile cepOChKi BapTiBHMKH BOMBAOTH HEMIYHHX JIFOJEH, AKi BiKe He MOXKyTh migHatucs. [...] Cep6 3xiiimac 3

ieyeit kpic 1 migxoauts 1o Hei. JltonnHa BUTATae pyku i po3kasye cepOoBi: “Moi aiTH 1ie oTTaki MajeHbki. OT
TiteKi me.” — [Toka3ye pykoro, sk MajJeHbKI HOro miT, W po3auparoyumM rosiocoMm Omarae: ‘bpare cepbOe, He
ocHpoYyi MOiX AiTouok!” — Asie Bopor He 3Hae muntoceps. JIynae ryk Buctpiny. (Poza mezhamy 47)

[“It is the guards killing the helpless who cannot rise to their feet. [...] The enemy raises the rifle from his
shoulder and draws closer to him. The man extends his hands to the enemy, stammering: ‘My children are still
so small... merely tots as yet...” He indicates with his hand how little his children are, and with a voice that
chills to the marrow of the bone, he pierces this world of darkness: ‘Brother Serb, oh! do not make my babies
orphans!’ But mercy is unknown to enemies. Woe to the vanquished! A shot echoes” (Lost 19).]

3% Other works by Turians'kyi: Syn zemli (Son of the Soil, 1933), the story collection Borot'ba za velykist' (The
Struggle for Greatness, 1926) and the comedy Raby (Slaves, 1927).

55 The limited reference to catharsis in Aristotle’s Poetics and Politics has engendered different interpretations.
In ancient Greek, catharsis “is a cleansing or purgation that removes impurities and diseases in the body [...].
Catharsis in this sense is therapeutic”; “the ritual purification of people”; “clarification or clearing up, where
what is clarified is some state, physical or mental, that is an impediment to a thing functioning in its proper
state. This was used to refer to physical things, for example the clarification or catharsis of a river, as well as to
the intellectual clarification of the mind or soul” (Curran 216). Curran talks about two broad approaches to the
notion of catharsis in Poetics: 1) “The idea is that catharsis involves an outlet and evacuation of something that
is harmful to the psyche, in the manner that a medical purgation involves a removal of something that is
harmful for the body. A spectator goes to the theater to have his excess emotions drained away in the way that
one might go to the doctor to have some noxious excess substance removed from one’s body” (Curran 217). 2)
“The second general approach to catharsis relates to the second and third sense, “purification” and
“clarification.” The nature of catharsis is to make clear, purify, or refine some condition of a thing in the way
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of painful emotions and/or memories: “Catharsis [...] has a therapeutic aspect, something
that is available to all spectators, because it can lighten the burden of the painfulness of their
experience of pity and fear, providing a pleasurable relief” (Curran 232). Thus, because of its
cathartic quality, writing can help with remembering and mourning the traumatic event and
its aftermath: “We enter an ‘as-if” world of metaphor. We grieve ‘as if” we really are abused
children once more” (Kenny 480). Similarly, reading Poza mezhamy, we ourselves relive the
events described in the novel “as if” we feel empathy for the pain of the soldiers, and we can
release it through reading the text. Not only does Turians'kyi depict pain and suffering of his
characters who were drawn from real-life people, but also employs the theme of liberation
from pain as a leitmotif of his novel. For example, in situations of mental breakdown and
despair, the soldiers transcend their suffering by hallucinating about people they love and
miss. It is as if they undergo purgation of their mental and emotional states to reach, even if
for a moment, a feeling of catharsis.

Richard Kearney emphasizes the cathartic (purgative) qualities of storytelling and
points out the interrelation between catharsis and trauma. Since storytelling can have a
cathartic effect, it is beneficial for healing trauma (something explored by Maria-Louise von
Franz and Bruno Bettelheim in folkloric tales) (54). In an artistic way, narrative testimonies
(e.g., literary, cinematic, theatrical, etc.) help to pass on the unspeakable horrible events to
the next generations so that they remember the collective history: “Indeed, even today it is
probable that people receive a certain ‘cathartic’ release from deep trauma in having their
histories (personal or communal) recounted and acknowledged” (Kearney 57).

There is some research dedicated to Turians'kyi’s oeuvre (P1ohn, Huzar, Pechars'kyi,

Nestelieiev), but there is no study that explores the nature of trauma in the novel. I agree with

that one might remove mud or weeds from some water in a river to make it suitable for drinking” (Curran 217).
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professor Robert Plohn that Poza mezhamy is a useful source for studying psychopathic
phenomena caused by physical and psychological exhaustion (XXX).’® Although the text
carries a plethora of meanings, metaphors and symbols, this study aims to analyze the novel
in the context of our contemporary understanding of trauma in literature. Therefore, I view
Poza mezhamy as a trauma narrative because Turians'kyi focuses on the psychic reality of his
protagonists and emphasizes their emotional struggle, psychological breakdown and
borderline mental situations. The novel—a testimony to human suffering—is rich in various
stylistic elements and narrative techniques. At the same time, it is more than a testimony
because it does not address only external circumstances and horrors. It is, in fact, an artistic
response to mental breakdown, something that cannot be documented by history books.

The novel brings together personal and collective experiences of trauma. Through the
story of seven soldiers there is an allusion to mankind overall. Identifying the narrative
modes for presenting consciousness will help me to show how the writer depicts conscious
and unconscious states of the protagonists. I will also explore some expressionistic features
which serve to portray the traumatized psyche. The analysis of the collective and personal
experience of trauma will be done by examining the archetype of the mother, that is present

throughout the story.

2.1.1. Biographical note
Osyp Turians'’kyi was born in 1880 in the village of Ohliadiv, Lviv region. He graduated
from the Academic Gymnasium of Lviv. In 1907, he defended his dissertation “Pro zvuk ‘e’

v ukrains'kii movi” (“About the Sound ‘e’ in Ukrainian”) and acquired his doctoral degree in

56 In PI1ohn’s article, pagination with Roman numerals is used.
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the department of philosophy at Vienna university (Holubets' 6).°” His literary career also
began in Vienna in 1908 with the publication in the almanac Sich®® of his first short stories
“De sontse?” (“Where is the Sun?”), “Ei, kob mene buly vchyly (fotographia z zhyttia)”
(“Hey, would that they had taught me (a snapshot from life),” “Kurka (z ukrains'koho zhyttia
na Volyni)” (“Chicken (on the basis of Ukrainian life in Volyn"). His early short stories
were about the Western Ukrainian village, its poverty and challenges at the beginning of the
twentieth century. Turian'kyi knew peasant life himself since he grew up in the village and
often returned there when vacationing. Thematically, his early works are reminiscent of short
stories by Vasyl' Stefanyk (“Vyvodyly z sela” [1905]), Marko Cheremshyna (the collection
of stories Karby [Signs, 1901]), and Les' Martovych (“Muzhyts'ka smert” [“A Peasant
Death,” 1898])*° (Pinchuk, “Osyp Turians'kyi” 19; 22).

In 1910, Turians'kyi worked as a teacher of Ukrainian language and literature in
Przemysl gymnasium, now in Poland (Pinchuk, “Syluet” 174). In 1914, the writer was
mobilized into the Austrian army to serve at the Austro-Serbian front. In winter of 1915 the
Germans attacked, and the Serbs started falling back, taking sixty thousand captives with
them, among whom was Turians'kyi. According to him, only fifteen thousand survived.

Severe conditions affected everyone, both the captives and the Serbian convoy guards (Poza

57 See also an entry on Turiansky, Osyp in the Internet Encyclopedia of Ukraine.

38 It was the almanac of the Ukrainian Academic Society in Vienna (1868-1947). The members of the society
were students at various higher educational institutions in Vienna. Their goal was to disseminate “informative
materials about the suppressed country among international circles of students and the Austrian population at
large” (Kukhar, Viennese ‘Sich’ 171).

Roman Oliinyk-Rakhmannyi claims that Osyp Turians'kyi published his works in the monthly literary

journal in Lviv Mytusa (22). However, I did not find Turians'kyi’s name in the contents of this journal (which
published only five issues during 1922), neither did any other critic like Holubets', Pinchuk, Fedoriv or Plohn
mention this fact.
%9 Later works by Vasyl' Stefanyk (e.g., “Pistunka,” “Ditocha pryhoda”) are often associated with
expressionism. See, for example, Oleksandra Chernenko, Ekspresionizm u tvorchosti Vasylia Stefanyka. The
depiction of the protagonist’s inner psychological trials in Les' Martovych’s prose (e.g., Zabobon) is analayzed
by Oleh Ilnytzkyj in “Private Worlds: The Psychological Dimension of Les' Martovych’s Prose.”
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mezhamy 44). Turians'kyi witnessed his comrades freeze and starve to death. The fact that he
himself returned alive was sheer luck. When Serbian doctors, together with a Ukrainian
captive doctor—Vasyl' Romanyshyn—were passing by, they noticed a body that showed
signs of life among the frozen corpses. Together they saved Turians'kyi by applying a risky
method — they immersed him into the freezing river to restore his body from hypothermia (a
drop of body temperature due to exposure to cold®®) (Poza mezhamy 126). From Serbia,
Turians'kyi, together with other captives, was sent to an internment camp in Italy, on the
island of Elba. There in 1917 he wrote Poza mezhamy, which was first published in Vienna
in 1921 (Pinchuk, “Syluet” 175). Turians'’kyi also worked as a journalist in the Italian
publications “Corriere della Sera,” “Avanti!” and others, as well as in the English “The
Manchester Guardian” (Holubets' 7).

After the war, he moved to Vienna and taught Indo-European law at the University of
Vienna (Pinchuk, “Syluet” 175). Turians'kyi tried to return to Galicia but the Polish
government that oversaw this region at the time, kept delaying his visa. Only in 1923 did the
writer return to Galicia. That same year he participated in establishing the publishing house
“Zhuravli” (“Cranes”) together with Mykola Uhryn-Bezhrishnyi and Antin Lotots'kyi
(Pinchuk, “Osyp Turians'kyi” 20). He also worked in a private school. For some time, he was
a principal of the Drohobyts'ka gymnasium in Iavoriv. Here he taught German, Latin and
French. Although students loved him, he had difficulties with the board members. Until the
end of his life, in 1933, he worked as a teacher in the Polish public school in Lviv (Pinchuk,

“Syluet” 176).

0 See Bennett, Brad, and John B. Holcomb “Battlefield Trauma-Induced Hypothermia: Transitioning the
Preferred Method of Casualty Rewarming.”
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2.1.2. Reception of the novel

Poza mezhamy was received positively, especially abroad. In 1921, it was translated into
German by professor Robert P16hn.®' It was discussed together with the works of Henri
Barbusse (Under Fire) and Leonid Andreyev (Krasnyi Smekh [Red Laugh]) (P16hn II; XIV).
In particular, Turians'kyi’s novel was praised for its uniqueness and evocative power when
depicting the psychological depth of the human soul, psychic disturbances and psychological
crises, which might have been inspired by Hegel’s and E. Hartman’s philosophy (Pl6hn
XX).%? Plshn emphasized that the writer does not even depict any scenes of military battles,
nor does he display any journalistic bias as in Krasnyi Smekh and especially Under Fire
(XIIT; XTIV).

PI6hn saw a certain level of optimism and faith in the brotherhood of nations, despite
the tragedy portrayed in the novel (XLII). Perhaps, intentionally, Pinchuk claims, Turians'kyi
depicts seven soldiers as representatives of different nationalities (the author/narrator and
Dobrovs'kyi were Ukrainian; Sabo a Hungarian; Shtrantsinger an Austrian; Pshylus'kyi a
Pole; and the Serbs Boiani and Nikolych®?) (“Syluet” 179). Bohdan Lepkyi stated that when
reading the novel, one is torn between marvelling at the author’s experience and his manner
of writing (“Poza mezhamy” 72-73).%* Petro Karmans'kyi also praised Poza mezhamy,
although he thought that the author spoiled the initial harmony of the text and burdened it
with too many decorative elements (“Trahediia”).

While such modernists like Bohdan Lepkyi, Petro Karmans'kyi and critics like Oleksa

81 Jenseits von Leid und Schmerz.
62 Turians'’kyi had a deep knowledge of West European literary trends and movements because he lived and
studied in Vienna (Lebedivna 51).

63 The spelling of the names of the characters of Poza mezhamy is transliterated from the Ukrainian original.
64 “Orci psamui, B ki onpasienuii 06pa3 TypsHCHKOTO Hiskoi 031001 He moTpiOye. Lle cama B co6i piu 3amiTHa

i HeOyneHHa. Unraiodn, He 3HAENI, YX OiIbIIEe TUBYBATHUCH TOMY, IIIO aBTOP MEPEKUB, UM TOMY, IO HAITHCAB.
OnHo i1 apyre cnpani ‘Tio3a Mexamu 6oiro.” BoHo Bemuke” (Lepkyi, “Poza mezhamy” 72).
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Kuschak, Mykhailo Selehii praised the novel highly,® Turians'kyi’s works were ignored by
the Literaturno-naukovyi vistnyk (Literary-Scientific Herald 1922-32),% edited by Dmytro
Dontsov. He—an immigrant from Eastern Ukraine and a journalist—created a platform for
nationalist writers and was, as Myroslav Shkandrij puts it, “crucial in turning Western
Ukrainian youth toward a cultish form of nationalism” (“Interwar Nationalism” 38). The
1920s-30s in Galicia saw the establishment of various political parties and movements, e.g.,
social-democratic, nationalist, conservative and communist (Reient, “Vplyv” 141).
Ukrainians tried to preserve their “historical identity” and opposed “the government’s
attempts to de-nationalize them” (Shkandrij, “Interwar Nationalism™ 24).%7 It is not surprising
then that the main characteristic of Western Ukrainian literary traditions after WWI was the
belief that literature should serve the nation and be an instrument for national liberation
(Oliinyk-Rakhmannyi 26).°® Consequently, the nationalist-oriented literary critics and writers
were repelled, Pinchuk argues, by the anti-imperialistic and anti-war nature of Turians'kyi’s
oeuvre, as well as his idea of brotherhood among nations (“Osyp Turians'kyi” 17).

Turians'kyi was accused of not writing his text according to current ideological inclinations.

65 See the afterword to Turians'kyi’s comedy Raby (Slaves) published in 1927 (pp. 156-160).

66 Qther periodicals and journals that supported the nationalistic idea of the Literary-Scientific Herald also
either ignored Turians'kyi’s works or spoke negatively of them (Pinchuk, “Osyp Turians'kyi” 17).

67 «All political currents [in Western Ukraine — DP] desired Ukraine’s independence, or at least [...] Galicia’s
autonomy. Ukrainian communists in the Communist Party of Western Ukraine (CPWU) also sought
independence, which they envisaged in terms of Western Ukraine’s annexation by the Soviet Ukrainian
Republic” (Shkandrij, “Interwar Nationalism” 25). However, the support of the Soviet Ukraine’s national policy
by the CPWU weakened already in the 1927, when Oleksandr Shumsky who oversaw Ukrainization was
removed. The CPWU kept challenging Soviet policy. Consequently, it became obvious that “in the 1920s
Moscow used the popular Ukrainization policy to interfere in Polish affairs.” During the early thirties, Soviet
Russia’s agenda was obvious: “non-Russian nationalism posed the greatest threat” and Western Ukraine was
seen by Moscow as “the territory around which the drive for independence could be consolidated” (Shkandrij,
“Interwar Nationalism” 37).

%8 Similar ideas are expressed by O. Rubliov (342) and O. Reient (“Vplyv” 143). Reient argues that such
ideologues as M. Mikhnovs'kyi, D. Dontsov, Iu. Vassyian, and V. Matyts' created the theoretical foundation for
nationalist organizations such as the Ukrainian Military Organization (Ukrains'ka viis'kova organizatsiia
(UVO), etc. (143).
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Roman Fedoriv claims that not only was Turians'kyi not affiliated with any of the
organizations, but—on the contrary—in his 1927 comedy Raby (Slaves), he criticized
Galician bourgeois society with which he had dealt in Drohobych (13). Only at the end of the
1920s did he start collaborating with the members of the communist movement in Western
Ukraine. Turians'kyi helped to establish journals oriented toward Soviet Ukraine, e.g., the
journal Novi Shliakhy (New Ways) (Pinchuk, “Osyp Turians'kyi” 18).* However,
Turians'kyi’s talent as a writer was not appreciated under the Soviets. In the 1940s-50s, his
name was completely forgotten (Huzar 13). In 1967, a planned publication of Poza mezhamy
by the publishing house “Kameniar” was not realized because someone spread the false
rumour that during WWI Turians'kyi was a member of a nationalist Ukrainian unit, the
Ukrains'ki Sichovi Stril'tsi [The Legion of Ukrainian Sich Riflemen], which was considered a

threat by Soviet officials (Fedoriv 7).

2.2. Poza mezhamy as a trauma novel

In analyzing the trauma novel, Ronald Granofsky suggests identifying its three

interdependent stages: “fragmentation”; “regression” and “reunification”:
In the trauma novel, unassimilable reality throws the individual character back upon
his or her elemental nature. With identity under severe stress, the character regresses
to seek the security necessary to survive. The traumatic state, however, also places the

self and the world in a totally different light, since the normal categories of

knowledge assimilation are disrupted. After a painful period of psychic

% Like many representatives of the West Ukrainian intelligentsia, Turians'kyi envisioned a better future if
Western Ukraine were to join Soviet Ukraine (Pinchuk, “Osyp Turians'’kyi” 21). This orientation on communist
Ukraine was predicated by the repression of minorities under Polish rule. In 1930, for instance, special military
expeditions were organized by the Polish government against the peasants in order to prevent their collaboration
with the intelligentsia who wanted independence for Ukraine (Oliinyk-Rakhmannyi 14).
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fragmentation, the individual may begin to see a new pattern in things which
adumbrates a transformation into an integrated personhood. The agony of trauma has
been absorbed and integrated. The individual is also representative of a group faced

with trauma, ultimately, the human race faced with destruction. (19)

Through vivid literal and metaphoric images, with emphasis on horror and suffering,
Poza mezhamy mimics the psychic trauma of the protagonists who are drawn from real life.
Following Granofsky’s analysis, I propose to present the development of the novel’s plot in a
similar way. Although it is not my goal to establish a strict structure, I find that tentatively
identifying these stages can help to see the representation of trauma in the text clearer.

Poza mezhamy consists of five chapters that recount the story of seven fellow soldiers
(as mentioned, they are Dobrovs'kyi, Shtrantsinger, Pshylus'kyi, Doctor Ohliadivs'kyi,”
Sabo, Nikolych and Boiani) who fought on the side of the Austrian army. Together with
thousands of other captives (taken by the Serbs), they are led through the mountains of
Albania in winter. When the opportunity presents itself, they decide to escape from their
convoy of captives and hope to survive the harshness of the weather by going their own way.

First, they attempt to start a fire. After failing to do so, they decide to run around
bushes to warm up. Each of them is afraid to stop running in the expectation that other fellow
soldiers might use the opportunity to kill the weakest among them and use their clothes for
fire. Soon, Boaini, weakened by a fall into freezing water, dies. The men kindle his clothes.
The warmth from the fire brings them some relief and they reminisce of peaceful days. At the

same time, they condemn aristocrats and tsars who earn money from this war. The six

0 The narrator in the Ukrainian version is Doctor Ohliadivs'kyi, in the English translation the name is changed
to Turians'kyi.
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soldiers engage in a philosophical discussion, addressing problems of war and existential
questions of life and death (chapter 2).

In chapter 3, the fragmentation stage is manifested when the protagonists are no
longer capable of suppressing their hunger. Almost all of them experience stomach spasms
because they did not eat anything in ten days. Their perception of reality becomes
fragmented and they suffer from mental delirium. Desperate, Sabo starts eating money he
found in his pocket. This incident prompts the men to imitate a tribunal. They imagine
themselves as judges of women who are unfaithful, of the Monarch and even of themselves
because they participate in this absurd war.

As their hunger gets stronger, Sabo offers to eat the flesh of the deceased Boaini to
save themselves: “Haiitaiimimi rimm6uen gymi 3aBopymmmuca opotu wiei aymku. [...] Im
CTaJO SCHO, IO, XOTSYM BPATYBATH JKUTTSA, MYCATh ICTH TiJIO CBOrO TOBapHIla. BuHukiIa
XKaxiauBa 00poThOa MK JAyXOM 1 TUIOM. 3 OJHOrO OOKY, CTaHYJO CTpalleHHEe MOYYTTs, L0
BOHM MYCSTh CTaTH JIFOJ0iJaMM, 3 JAPYroro OOKy, 1HCTMHKT XXHTTH, KA y O0poTbOi He
nepebupac B 3aco6ax” (Poza mezhamy 93).' In short, they regress into their instinctual
mode of survival. From the conversation between Dobrovs'kyi and Nikolych, we discover
that cannibalism was a widespread practice during the war (“Hessxe >k TH He 6a4uB y4opa, sIK
HaIli TOBAPMILI, MPOCTi KOBHIpHM, iMM Tio cBoro Topapuma?” [Poza mezhamy 94]).”
Dobrovs'kyi supports Sabo’s idea wondering how killing the enemy is rendered heroic by the

authorities, whereas eating a corpse to survive seems like a horrible crime to the rest of the

! “From the innermost depths of their souls they startled at Sabo’s insistent proposal. However, not the slightest
doubt could exist. To save their own lives, they would be compelled to eat the body of their dead comrade.
Spirit and body met in close conflict. On the one hand, the conviction that they were about to become cannibals
grew ever more hideous. On the other hand, there clamored the instinctive will to live, which in its fight is not
particular in choosing means” (Lost 173).

2 “Why, yesterday? Did you not see our comrades, simple privates, eating the body of their own comrade?”
(Lost 175).
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group. He then continues that people themselves are to blame for their ignorance because
they listened to rich magnates and forgot their humane nature, having turned into bloody
thirsty and corrupt killing machines:

Harmme Tijio moskepiu HaWOUIBII MaHW CBITY: 1Iapi 1 TPOIIOBIA/II, a HAM OCTAaBHJIU

TUTBKH IIKYPSHUA MIIIOK 13 AYIIEIO 1 KICTbMU BCEPEIUHI. ..

AJie e Hamia BijacHa BHHA.

Hagimo mu, arogu, BOMBaIM JIFOIEH?

XTO CMIB HaC BECTH Ha pi3HIO Opara?

YoMy MU CITyXaju BOJII TEMHHUX CHI?

Mu 3aepau 3 cebe JroAChKe OOMMYYA 1 CTaNM CIHINUM, O€3MyIIHUM, >KOPCTOKUM

opyiam yousctsa.” (Poza mezhamy 95)

Despite the strong urge to survive, their moral beliefs win out, and they refuse to eat a
piece of the corpse. This represents the reunification stage, when the torture brought by
trauma has been integrated. They now understand that in this unbearable cold they are
doomed to die and to some of them it brings a sense of relief. Interestingly, in their agony all
of them envision their mothers at different times throughout the novel, or, as in case of
Ohliadivs'kyi, a mother with a child (e.g., chapter 4 p.108). This brings them peace.
Eventually, one by one, except Ohliadivs'kyi who is miraculously saved (as depicted in the
final fifth chapter), they pass away.

Turians'kyi successfully recreates the reality of war through poetic symbols and

3 “Our bodies have been ruined by the ruling powers and the money magnates, the mightiest masters in the
world. These chaffering barkeepers of blood have left us only the skin-bag containing our poor souls and bones.
[... — here the translation differs from the sequence of text in the original — DP] “Our will power is to blame as
well. For, why did it make us passive, blind tools for killing? [...]” (Lost 177)
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images (Plohn XLVII): “I3-3a ropu Ha KpaitHeOl BUIIOB3/IM 13 TAEMHUX TJIMOWH 3eMITi
JIMBOBIDKHI OOJIAKU-CTPAXITTA 1 IIe OUIbIIe MicIe COHIS 3acTymwid. Burismamu, MoB
Ka304Hi yrupi. OTBOPWIM BEIMKAHCHKI, Y€pPBOHI, HaYe B KPOB1 CKyMaHI1 Malfi, o0 KUHYTHUCh

Ha TOPH il MOKEPTH IX pa3oM 3i ciMoMa KMBUMHM ecTBamu’*

(Poza mezhamy 51). His text is
stylistically diverse. He employs some features of expressionism (e.g., grotesque depiction of
horror, movement of eyes, lips) to write about the impact of war on the soldier’s psyche.

Modernist and symbolist strategies are also used in the novel,”

along with moments such as
the victory of the spirit over matter, the opposition of beauty and evil.

Although Poza mezhamy is a prose text, it has many sections that read like poetry.
The language of the novel is very lyrical, which reminds the reader of symbolist poems (e.g.,
Pavlo Tychyna’s “Enharmoniine” [“Enharmonic”], 1918). As in the passage below,
Turians'kyi uses prose poetry to engage in lyrical digression that depicts a collective image of
pain and simultaneously projects hope. Metaphorically, the narrator refers to the eyes of the
blind that “see” the boundless kindness and beauty of the human heart. They can show the
infinite sun and project hope onto the darkness of the world. Turians'kyi implies that while
the body deteriorates in pain, the spirit is eternal, which may be the essence of the novel. Not
only the emotional effect, but also the form is reminiscent of poetry. Each sentence starts
with a new line:

311a€eThes, 10 BIKH BXKE MPOTEKIIH, SIK 11e 0YJI0.

["apmatHi KyJi po3pHUBaOTh 3€MIIIO 1 JIIOJIEH.

74 “From behind the mountain, on the skyline, gloomy, weird cloudy spectres had crept out, covering the greater
part of the sun. They looked like gigantic tigers or fairy vampires. They opened wide red jaws, which seemed
steeped in blood, in order to rush upon the mountains and devour them together with seven living creatures”
(Lost 29).

75 For a better understanding of the modernist and symbolist movements in Ukrainian literature, see Ilnytzkyj,
Oleh. “Ukrainian Symbolism and the Problem of Modernism.”
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Kpyrom Hac nekio, 60KeBULIs, CMEPTh.

KoykHa nroguHa BMUpae TUCSYY pa3iB B OJIHIM CEKYHII.

Bin omun [the blind Shtrantsinger — DP] nexuTs y simMi CymokiitHo.

A iioro o4i — o, He 3a0y 1y HIKOJIU HOor0 Oueki!

BoHu aMBJAATBCH Tak JarifHo W 000 KpPYroM, Hade XO4YyTh HeCBiZoMo
3BOPYLIUTH CKaM’siHijle He00 0e3MeKHOI0 J00pOoTOI i KpPacow JI0ACbKOIo
cepiis.

I xouyTh moka3aTm TeMpsiBi BCeCBiTY i JIyKaBOCTi OOriB HeBMHMpYILIe COHIE i

Hajio JoacpKoro ayxa.’ [Emphasis mine—DP] (Poza mezhamy 73)

The novel also has a didactic, sermon-like element to it, as when Turians'kyi uses a
biblical analogy of the victory of the spirit over body, alluding to the victory over temptation:
“Y ixHe TIMOOKEe MOBYAHHS BCTYITWIIA SIKACH AMBHO CBSITOYHA XBWJIS, Ha4e NPOMIHb CBITJIa
npoind TeMHI HeTpi Iylli; K yce JIEThCS, KO J{yX MepeMir Tul0. [...] Ajie BOHM 4y, 110
[the victory — DP] Gyna cBsita, 60xecbka, 00 AyX Jtojiell, 1110 BMUPAIH 3 TOJIOAY, MaB CUITY
KUHYTHU B )KE€PTBY ¥ came KUTTS, 11001 OKOHATH, 3AYIIUTH 1 BOUTH OOKEBUIbHY NMPUCTPACTh

)_77

Tina” (Poza mezhamy 98)."" A passage from “Perednie slovo” (“Foreword”) written by the

76 Centuries seem to have passed since this happened.

Cannon balls rend earth and man.

All around, hell, madness, death, rage.

Every man dies a thousand times within one brief second.

He alone [the blind Shtrantsinger — DP] is lying calmly in the trench.

And his eyes — oh, I shall never forget those eyes!

So gently, with such child-like innocence and love, they gaze, as though they unconsciously wished the stony
heavens to be touched by the holy kindness and beauty of the human heart.

They would reveal to the night of life the immortal sunlight and hope of the human spirit. [Emphasis
mine—DP] (Lost 81)

7 “Their stolid silence was changed for a moment into impressive solemnity. A ray of light had penetrated the
dark recesses of their souls — a token that the spirit had overcome the flesh. Theirs was a holy — a divine —
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author in 1920 in Vienna, seems to also emphasize this aspect of the text. Turians'kyi

reminds his reader that even during the darkest times, there is no need to feel despondent

because compassion, love and brotherhood can lead to a better world for future generations:
Xaii Hami cHiJIbHI MYKH MaayTh NPOKJIbOHOM HA CTapHii CBIiT, KUl 111e T0C1 TOHE
B MOpi KpoBI ¥ Hik4eMHOCTI. Xa#l siCHa ijes,, 0 B IIM OIIOBiJIaHHI MPOMIHHSAM
OJIMCKae 3 MBUHTApHINA W XaoCy CTUXIH 1 0e3MEeKHOro 000 1 OO0XKEBULISA JIIOJICH,
PO3TOPUTHCA MOIYM SIM Y JIyIll MOJIOJIOTO YKPAiHCHKOTO MOKOJIIHHSA i Beze Horo Bce
BUIIIE 1 BUILEC HA COHSYHUI IIJISX BOJII 1 IIACTS BEJIMKOr0 YKPaiHCHLKOr0 HApoay i
JI0 BCEJIOICLKOro OpateprcBa ii Ji006oBi. I xonmm Hamra 60poTb0a 3a BOMIO Taka
Ba)KKa i KpUBaBa, TO He MaJaiiMo Hi HAa XBWIIO B TeMpsiBYy posmyku [...].”°

[Emphasis mine—DP] (43; original orthography preserved)

The most relevant aspect of Poza mezhamy for this analysis is how Turians'kyi writes
about the psychic processes and inner tribulations, almost ignoring realistic details like
battles, and the depiction of external reality. Events are merely the background; in the
foreground is the human psyche and its transformation under conditions of war and terror.
The mind and the unconscious come to the surface. Typically, Turians'kyi uses external

elements only to enhance the experience of pain and suffering, something that was done by

victory. Through the spirit, they who faced death by starvation found strength to sacrifice their very lives that
they might stifle — overwhelm — destroy the raging lust of the flesh” [Emphasis mine; Translation differs from
the original—DP] (Lost 185).

8 Here and elsewhere square brackets are my ellipses (DP).

“May our collective agony condemn the old world, which is still drowning in blood and pettiness. May the
hopeful idea in this story that shines from the cemetery and chaos of elemental forces and measureless pain and
madness of people ignite a flame in the soul of the young Ukrainian generation and lead it higher and higher to
the sunny path of freedom and happiness of the great Ukrainian nation and towards universal brotherhood
and love. And because our struggle for freedom is so hard and bloody, let us not fall into the darkness of
despair even for a moment [...]” [Translation and emphasis are mine — DP].
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the expressionists.
In the following sections, I will look at the expressionistic narrative and some
thematic elements like hallucinations and the archetype of the mother, which, I believe,

enhance the portrayal of mental disorientation in this literary text.

2.2.1. The use of expressionistic strategies to delineate trauma

The term “expressionism,” Richard Sheppard explains, “covers a multitude of people
working in a variety of fields — poetry, drama, painting, cinema, architecture — and is not
amenable to simple definition” (275). It is a complex concept and can be interpreted in many

ways. The expressionist movement in art appeared before the war”

as an opposition to
impressionism and naturalism, and simply put, attempted to portray the expression of an
emotion: “Rooted in the concept of expression, it accented a highly subjective artistic
disposition dependent on the individual artist’s emotive response to, and visualization of, the
external environment and the experiences of life” (Reinhold, “Expressionism”).

Pre-war expressionists were concerned with the problem of absurdity and
abandonment, of being human in a world of chaos; with the problem of choice, guilt and
punishment; with the overall universal anxiety and horror of existence as well as borderline
situations (situations on the edge) and alienation of the human (Huzar 16; 17).3° Oskar
Kokoschka’s early portrait work (1909-1910) is an example of pre-war expressionism. In

portraits like Count Verona (1910), Ritter von Janikowsky (1909-10), he depicted the effects

of tuberculosis and mental disease (respectively) on the human body. However, the external

7 Expressionism thives approximately from 1905-1924. In its early years it was primarily non-political: “Social
attitudes [...] were mostly in terms of pity for stricken mankind as well as visions of abstract evil forces
responsible for these conditions” (Myers 42).

80 In visual art, there were two major pre-war artistic groups — The Bridge in Dresden (formed in 1905) and The
Blue Rider in Munich (established in 1911) (Myers 50).
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features only aid to narrate inner processes of the sitters and delineate mental anguish caused
by the illnesses: using the “gestural application of paint,” Kokoschka focuses on the
“movement, transience, distortion, abstracted backgrounds™ that move the portrait “from a
created illusion of reality toward abstraction [...] which functions as a visual metaphor for
the illusory world of inner life” (Berland, “The Early Portraits”).

After 1916, however, expressionist art began to reflect some political notes of anti-
military protest. By the end of WWI, German expressionists were politically engaged and
often created caricatures of the bourgeoisie as a protest against a class society and industrial
capitalism (e.g., caricatures by George Grosz and war paintings by Otto Dix [“Wounded
Soldier” 1924]) (German Expressionism).

Another movement that held strong anti-war, anti-military and anti-bourgeois
positions was the Dada®! group of artists, displaced by WWI in neutral Zurich (e.g., Hugo
Ball, Jean Arp, Marcel Janco, Tristan Tzara and others). They created provocative
demonstrations by jangling keys for hours and banging tin cans together. They were
particularly interested in primitive African art (Grossman 49; 58). Tristan Tzara, one of the
leaders of the Dada group, declared in his 1963 interview:

Dada had a human purpose, an extremely strong ethical purpose! The writer made no

concessions to the situation, to opinion, to money. [...] Dada was not just absurd, not

just a joke, Dada was an expression of a very great adolescent pain that came into
being during the First World War and the time of suffering. What we wanted was to
make a clean sweep of existing values, but also, in fact, to replace them with the

highest of human values. (qtd. in Dachy 34)

81 «>Dada’ was a randomly chosen word from a dictionary, provocation on its own, it was aimed to mock the
critics who were used to labeling movements, etc.” (Dachy 13).
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Both expressionism and Dadaism sought to represent the absurdity and brutality of
war, which strongly resonates with Turians'kyi’s goal. A grotesque, almost hypertrophied
depiction of emotion and human suffering, projection of the psyche onto an external
landscape, focus on the movement of eyes that reflect horror and death, atrocious visions of
soldiers in the trenches, rejection of reason and logic through the theme of hallucinatory
states and visions, — these are some of the features of German interwar expressionism we
find in Poza mezhamy.

The movement of lips that issue sounds of pain, eyes that grow — these are but a few
examples of how Turians'kyi intentionally hyperbolizes the movement of body parts to
express pain:

CMmepTresibHe TPeMTiHHA NpoiiMae ix Tijgo. OgHa JH0aMHA LIYKae B o4ax Jpyroi

ickpu cmaceHHs. Ta HaXOIWTh TUIBKK axX 1 3amajuid, YOPHO-CIpUH, MOCHHIIHM,

TPyIUIAUMii 006pa3 cMepTi, a 3aMicTh 04Yeil ABi YOpHi IMH, 110 POCTYTh, POCTYTh,

POCTYTh... KAXJIUBO HAXWJISIIOTHCS HAJ r0JIOBAMH il 0Cb-0Ch MOIVIMHYTH YCiX i

BCE... [...]

Yera cami MHMOBOJII BiTUMHAIOTBCSI, 1 3 TOpJa IJUBE JOBTUH, MPOTSIKHHM,

GesnepecTaHnmii, axauBuil 3Byk: — A-a-a-a-a-a.®? [Emphasis mine—DP] (Poza

mezhamy 110)

One of the recurrent images is the movement of the eyes (i.e., “gaze”) and the way

82 “Death-tremors shake their bodies. One man seeks in the eyes of another even the tiniest spark of
reassurance. But he finds there nothing except a livid, frozen, shrunken, corpse-like spectre of disintegration.
Instead of eyes, black hollows stare at the exiles — they grow, grow — grow... yawning, spectre-like, over
their heads as if at any instant they would engulf everything... [...] The lips open, and there issues from the
throat a long-dawn, ghastly sound: A-a-a-a-a-a” [Emphasis mine—DP] (Lost 212).
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they act. For example, eyes are personified as if they “want” to devour the corpse:
Ix oui BucTynmuam maifke 3 7006a i CTanM HENMPUPOJHO BENHKi, a 3i BCIX 0ONHY
npoOuBaiacs 6e3MexHa kaa00a He KUTH, 2 BTUXOMUPHUTH OC€3J0HHI T'0OJIOI0BI MYKH.
Tineku ycTa CKpUBWIMCSA 3 BiApa3u, HaueO® IiX CyJOpOTrM BXONWIH. 3aTe owi,
3/1aBaJI0Ch, XOTLJIM caMi MoJIeTiTH 10 Tpyna ii moxkepTH ioro.> [Emphasis mine—

DP] (Poza mezhamy 94)

Eyesight is often depicted in opposition to blindness. The narrator implies that blind
people are happy because they do not have to see the horrors of the world and the faces of
“live corpses”: “Konu onHa noauHa IIsIHE B JIMIE JIPYTii, 3apuraeThes. BinBepraerses 3
KaxoM, a TpeMTsAdl ycra menuyTh: — CMepTsb. JIum neski ciimi T4 HE BUISTH CMEPTI B
o6muyui gpyrux” (Poza mezhamy 46).%*

Turians'kyi vividly describes the expression of death, so typical for expressionism. In
one instance he pays attention to the position of Pshylus'kyi’s dead body, whose eyes—even
after death— “meet” those of his comrades, while an expression of pain remains on his face:

Ha mmsxy 7o KHTTS cTpivaTh ix owi MeprtBoro ITmmmycekoro. Moro Tpym,

CHEpTUH JIETKO Ha KaMiHb, 3 TOJIOBOIO, II0 TTHOOKO W Ba)KKO TMOBHCIA Ha TPY.IH,

CUJINTH 3a/iepeBinuil. 3 oro ycr i 3 ycboro ifioro 06, 1m44s He yCTYNUB BHpa3 00.110

HaBiTL micas ioro emepti.®’ [Emphasis mine—DP] (Poza mezhamy 113)

83 “Their eyes protruded and became unnaturally large. From their faces swept forth ravening glances which
demanded — not life, but release from the unbearable pangs of hunger. Their mouths alone grew distorted as
though in convulsive abhorrence. In turn, their eyes seemed longing to fly over to the dead body and devour
it” [Emphasis mine—DP] (Lost 173).

8 “When one man looks into the eyes of another, he shudders. He turns away aghast, and his pale lips quiver in
a whisper: ‘Death...” It is only the blind that do not see death in the faces of the others” (Lost 16).

85 “On their way to life, the eyes of dead Pshylus'kyi meet them. His corpse raised against a stone, with
head hanging heavily on the chest — sits rigid. Even after death, his face and figure bear the traces of
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The writer employs external landscape as a parallel to the inner tribulations of his
protagonists. Oleksandra Chernenko claims that it was common for expressionists to project
a person’s psychic state onto the external scenery, avoiding typical portrait depictions of
characters (Expressionism 127). Edvard Munch’s “The Scream” (1893) comes to mind. In
Turians'kyi’s novel, it is as if nature is grieving together with humans. The external flows
into the internal and vice versa. Nature symbolizes the soldiers’ inner state. The snow, the
cold and the abysses in the landscape are associated with human dread, sadness and
hopelessness®: “3 cuixknux BepxiB, 3 YOPHHX OOPUBIB, 3 MpomacTeil, 3 KOKHOI CKemi i 3
KO’KHOTO 3aKyTKa BHU3Mpac Oe3JoHHA TIMOiHb Tpo3u, cyMmy i GesHaxiiinocti™® (Poza
mezhamy 45).

The depiction of grotesque horror reaches its culmination when Sabo brings a body
part from the corpse. The mixture of disgust with survival instinct is described in just a few
sentences. And again, it is the gaze that renders Sabo’s shock from what he has just done:
“Kpuk xaxy po3BisiB Moi Jymu. Ca0o NpHMIIOB 1 MPUHIC KABAIOK Tijla 3 TPyNa TOBAPHILA.
[ToknaB #oro Koyio BOTHIO i 0OTHpaB MOJIOK0 CBOTO MOJAEPTOro Ijama KpoB Ha pykax. CiB 1

BIep 04i B OTOHB Ta CUJIB, Haue ckaM'sHiuii”® [Emphasis mine—DP] (Poza mezhamy 97).

suffering” [Emphasis mine—DP] (Lost 218).

86 Something similar we find in Barbusse’s Under Fire, when he compares storm to war: “But when evening is
ready to descend within the valley, a storm breaks over the mass of Mont Blanc. One may not go forth in such
peril, for the last waves of the storm-wind roll even to the great veranda, to that harbor where they have taken
refuge; and these victims of a great internal wound encompass with their gaze the elemental convulsion. [...]
‘Put an end to war?’ say the watchers. — ‘Forbid the Storm!’ [...] The streaming plain, seamed and seared
with long parallel canals and scooped into water-holes, is an immensity, and these castaways who strive to
exhume themselves from it are legion” [Emphasis mine—DP] (4).

87 “Out from the snowy peaks — the black slopes and gorges — from every rock and wild hiding place, there
peers untold dread, sadness and hopelessness” (Lost 13).

88 “A sudden scream of horror scatters my thoughts. Sabo has returned, carrying something with him. He has
put it beside the fire... He himself sits down... sits and stares at the fire... A lump of ice!” [Translation differs
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The expressionistic elements mentioned above are enhanced by means of different
narrative modes that help to distinguish conscious states from the unconscious. I discuss

these modes in the following section.

2.2.2. Dorrit Cohn’s modes for narrating consciousness

Using Dorrit Cohn’s classification, which I discussed in the first chapter, it is possible to
identify a combination of several first- and third-person narrations in Poza mezhamy.
Typically, Turians'kyi uses traditional third-person narration (italicized below) to set the
scene and provide historical background. For example, he does this in the prelude to his
novel: “Tlix ymapoM HiMEIBKO-aBCTPIHCHKOTO BIMiChKa MOKUHY/IU cepOu CBii Kpal 1 3a0paiu
Bcix OpanmiB, 60 000 mymi, i3 co0oro Ta morHazu iX Ha ajnOaHChKWKA ‘HIIsX cmepti.” B
an0aHChKUX TOpax, HETpsiX, 3 TOJIOAY, XOJoay ¥ aymeBHOro Oomto 3arunyino 45 000
opanwis”® [Emphasis mine—DP] (44).

Third-person dissonant psycho-narration is used to show the internal events of the
characters as well as to present their conscious and unconscious states. Although the narrator
delineates the psyche and interprets what happens to the protagonists, he remains distant
from the consciousness he narrates, which makes the narration dissonant.”® The soldiers’
hallucinations are narrated in the third-person dissonant psycho-narration (in bold) supported
by the narrator’s explicit remark that the men do not hallucinate about random things. Their

visions are about someone or something they are familiar with in their conscious life:

from the original; Emphasis mine—DP] (Lost 181).

8 “Under the attack of the German and Austrian army, Serbs left their land and fook all their captives with
them, 60 thousand souls. They led them through the Alban “path of death.” In the Alban mountains, in the
wilds, 45 thousand captives died from hunger, cold and psychic pain” (Translation and emphasis mine—DP).

% See Cohn’s examples of the dissonant psycho-narration in Thomas Mann’s Death in Venice (p. 28).
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I 3a yuM XKUTTS JrOAEH TYXKWIIO, 32 UMM iX Jylla pBajiacs, 1€ BBUKAETbCHA TIHAM
Hadye MPOMiHb COHIIA B TeMpsBi aymi. [...] IM yBm:karoTeest mromm, sxi iM Oymu
O0ym3bKi Kosch. BoHM BiTawTh, 00HIMAKOTH iX, TOBOPATH 3 HUMU. BOHM 4yIOTH
AUBHI 3BYKH 3 Jajiekoi OaThKIBIIMHH, CHiBAKTh IICHI, Ki II€ TITbMH 4yJId. 3
MaIMM{ BHHATKAMH, BOHH Bci, 37aeThes, 300skeBosian.’! [Emphasis mine—DP]

(Poza mezhamy 47)

Another example of third-person dissonant narration demonstrates the contrast
between conscious and unconscious states of the protagonists and is an instance of their
psychic trauma. Because physical pain is unbearable, the narrator says that “consciousness
revolts” and the soldiers become delusional. Hence, the external circumstances (war) that
brought the protagonists to these mountains caused alterations to their mental states. The
narration is done in what Cohn calls “the gnomic present” which is often used for “timeless
generalizations” (28) which I believe aids in portraying the endurance of traumatic
experience:

CBinoMicTb OYHTY€ETHCSI MPOTH 0€3TAMHOIO 0O0JII0 i1 HYXIEHHOTO OYyTTS ¥ 3amajaae

B COH. 3aMy4eHl TroJI0ZIoM, MOPO30M 1 O0€3COHHMMH HOYaMH, BOHH IONAJAKTh Y

CyMepK MiBCBiAOMOCTI, SiKa XBUJISIMHM 3HUKAE, TO 3HOB JIEKOJIU MEPEXOIUTh y MOBHY

HECBioMicTh. | X ysIBy Oroprac cepnanoK COHSMHHMX NPHBHAIB i OoxkeBimin.’

1 “That which living men had once longed for, that to which their souls had once aspired appears now to these
shadows of men as a ray of light in the obscurity of a prison. [...] They have visions of people who once upon
a time were nearest to them. They welcome, embrace, speak with them. They discern strange echoes from
their distant homeland, sing the songs they had heard while yet children. With a few exceptions, all of them
appear to have become mad” [Emphasis mine—DP] (Lost 18).

%2 “Consciousness revolts against the extreme suffering and the wretchedness of existence, and falls asleep.
Tortured by hunger, exhausted by frost and sleepless nights, the captives sink into the dusk of subconsciousness
that more and more transforms itself into mental stupor. About their imaginations, a veil of visions and lurid
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[Emphasis mine—DP] (Poza mezhamy 47)

Turians'kyi uses the third-person psycho-narration to portray the experiences of the
other six soldiers, whereas he employs retrospective techniques like first-person self-
narration to write about the experience of the first-person participant — his alter ego
Ohliadivs'kyi. It is hard to differentiate the omnipresent author (the narrating self) from his
fictional alter ego (the experiencing self) which signifies consonant self-narration, when the
inner life of the protagonist is depicted within the “autobiographical mode” of the author
(Cohn 154). However, the understanding of this “quasi-annulment of the narrative distance”
(Cohn 156) helps one to see the unanimous relationship between the narrating (the author)
and experiencing self (the first-person participant). These two selves, Cohn suggests, are
joined by the first-person narration: “even when a narrator becomes ‘a different person’ from
the self he describes in his story, his two selves still remain yoked by the first-person
pronoun [“S” — “I"—DP]” (144).

In addition, we recognize that the event is told but not enacted before our eyes,
because—as [ discussed in Chapter 1—trauma cannot be witnessed and narrated
simultaneously. Hence, Ohliadivs'kyi is an experiencing self that the author uses to recollect
what happened to him in the past. The present tense used in the first-person narrative is not a
“true” present but a narrative present “that refers to the same past moment as the past tense
does” (Cohn 157). The use of extensive psychological vocabulary like talking about
thoughts, train of thoughts, mood, shock, nerves, feeling, sensations, etc. is another clue of a
unified relationship between the author and his alter ego (Cohn 156).

The following example demonstrates what was just stated. Through the first-person

delirium winds itself” [Emphasis mine—DP] (Lost 17).
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consonant narration by the experiencing self (Ohliadivs'kyi) we might discern the presence of
the real author because of the added commentary about his past experience in the first
sentence (italicized). Then, narration in the present tense follows. The experiencing and the
narrating selves merge (in bold):

Hi oonum cnosom s ne opas yuacmi 6 yitl po3mogi, 60 He38U4AliHA, OUBOBUICHA

arcaxausicmo oymxu Caba po3mpowuia 00 OHA MOE ECMBO.

Lijie Mo€ TijI0 MOYMHAE TPEMTITH, 1 31A€THCSI MEeHi, 1110 MYIILYy B HAHOIMKY1i XBHITI

BIIACTH i1 HE yCTaHy BXKe OlnblIIe.

e cnabmra, e Hy>XIeHHIIIa MOS AyIIa.

31a€eThCs, MOSI CBiIOMICTh MOYMHAE XBUJISIMU NMPUTEMHIOBATHCS. SIKach 4epBOHO-

TEMHA MpsIKa 3aCTyIa€e MCHI Ha XBUJIMHY 04l U JTyMKH.

Bce Moe ecTBO 00epTaeThCs B HIYO.

[Ilock rocTpUM HOXKEM YBEPUYETHCS B MOIO CBiIOMICTh.

51 4yi0, 0 AYMAI0... 9YI0 GijIb... HA MI0CH TPHBOKHO YeKalo...”> [Emphasis mine—

DP] (Poza mezhamy 96)

Self-narrated monologue also assists in delineating Ohliadivs'kyi’s (Turians'kyi’s

alter ego) testimony to what happens to others. He “sees” how pain and despair turned his

9 “No further word do [did — DP] I speak. The unutterable horror of Szabo’s idea has shaken all my being.

My body trembles. I feel that in another instant I shall break down, without strength to rise again.

But weaker still has grown my wretched soul. My thought begins to fade. A dark-red fog arises before my
eyes, and bedims my mind.

All my being lapses into oblivion.

Something like a sharp drill bores... it wakens... I feel myself thinking once again...

I feel pain... I wait for something to happen...” [Emphasis mine—DP] (Lost 179)
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comrades mad: “bauy, sk O611b 1 po3myka kimane iM [his comrades — DP] Ha oui ¥ Mo30k
COHSYHHUI CepIaHOK NMPHUBHUIIB 1 O0XKEBIUIA 1 K BOHU 3 PAIICHUMU OKJIMKAMH, 3 YCMIXOM

IACTS 3aMafaloThes y 6€30HI0 HeOyTTs ™™ |

Emphasis mine—DP] (“Perednie slovo” 42).

The Use of Ellipsis

Repeatedly, Turians'kyi uses the stylistic device of ellipsis, a whole line of dots (........... ), to
portray trauma and to indicate silence, emotional and psychological tension, the critical state
of the protagonists or vague moments between reality and hallucinations. At times, ellipses
substitute comas.

Anne Toner suggests that modernist writers used ellipsis differently from the
Romantics and the Realists. The modernists sought to show “rupture, fragmentation and
formlessness” that reflected the uncertainties of the early twentieth century (151). Ellipsis,
Toner claims, helps to express something that is hard to comprehend, as if giving voice to the
unspoken: “Ellipsis is a long-proven means of giving our texts a voice by marking its
absence. [...] It can be used to mimic the skips and uncertainties of the spoken voice. It
conveys unplanned and unedited chat, by implicitly marking the elision of more formal
adjuncts and connectives” (170). Toner lists some features of ellipses that I believe can be
considered as signs of trauma in a literary text by marking omissions and indicating
hesitation, silence or paralysis (Toner 153-154). For example, Virginia Woolf used elliptical
punctuation for “the literary representation of consciousness, as series of dots suggest the
flux and flow of thoughts through the mind” (Toner 158). It can also be deliberately used for

“(self)-interruption.” (Toner 167). Let us look at the following example in Turians'kyi’s text

% “T see how pain and despair puts a sunny haze of ghosts and madness on their [my fellows’ — DP] eyes and
brain, and how they, with joyful hails and happy smiles fall into the abyss of nonexistence” (Translation and
emphasis mine—DP).
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that demonstrates both the fluctuation of the mind and self-interruption experienced by the
first-person participant:
Hi, e xopu...

AJie X SKUM YMHOM MO3K€ KOp4 OyTH TaK MOXO0XKUIl Ha MaTip 13 AUTUHOIO?

Bimunnsto oui 1 6auy mepen coOor0 CIOKiWHE, 3Je/IeHiJe YOpHe He60.”? (Poza

mezhamy 96)

Throughout the novel ellipses also signal a change of narration. The following
passage contains the ellipsis that signifies Nikolych’s waking up in confusion; this is
conveyed as third-person psycho-narration (italicized and in bold). The narrator’s remark
about that moment is presented as self-narration (in bold):

3nsKaeéca BIACHOTO TOJIOCY 1 MPOKHHyeca 3 MpOcoHHsA. CHIMUMHU O4YMMa TIJISHYE 13

3ayylyBaHHSAM Ha TOBApHILIB Ta TPUBOXKHO 3anutas: - Jle mu? [...]

S rnsHyB Ha Horo o0aMyYs.

BoHOo Tak BUIJIsAjano, Hayeb He Oyno Bxke 3 1boro cpity.”® [Emphasis mine—DP]

9 “No, it is a bush.
But how is it possible that a bush should look like a mother with her child?..

I open my eyes.
Black, icy, motionless sky” (Lost 180).
% “The blind one became afraid of his own voice. He started up from his semi-slumber. “Where are we?..” he
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(Poza mezhamy 72)

The mix of first- and third-person modes, as well as traditional dialogues, helps to
express both the individual and collective psyche. A deliberate use of ellipsis means that
Turians'kyi carefully planned the stylistic aspects of his text. As Natalia Maftyn and Maksym
Nestelieiev suggest (27; “Poza mezhamy” 55 respectively), stream-of-consciousness (a
continuous flow of a character’s thoughts and reactions), which might have been at first

glance Turians'kyi’s original intention, is not the primary mode of narration in his novel.

2.3. Trauma and hallucinations

The use of hallucinations and dreams in literature is not typical only of the modernists.
Oliver Tearle points out that they were widely used by Shakespeare and the Romantics.
However, hallucinations and dreams were previously “a fleeting apparition.” Only in the
mid-nineteenth century, in the works by Dickens, Emily Bronte, and Poe, hallucinations
began to be used as “a figure representing conscience, fear, and madness” (7). Tearle implies
that the contemporary surroundings, the outbreak of WWI and the global scope of violence
and destruction prompted later modernists (e.g., Virginia Woolf, James Joyce, T.S. Eliot and
others) to use hallucinations and dreams as literary devices to depict the effect of war trauma
on the national psyche: “War and political relations had changed everyday life just as they
had changed the way soldiers perceived their own role: the speed at which ‘shell shock’
passed into wider linguistic use testifies to how rapidly the new experiences of soldiers at the

front had seeped into the national psyche” (170).

asked, fearfully, turning, in astonishment, his sight-quenched eyes to his comrades. They shrank. [...] (Lost 79)
I glanced at his face
It was as if not of this world” (Translation and emphasis mine—DP).
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In the following example (a self-narrated monologue), the first-person participant
doubts his own experience and tries to make sense of his hallucination about the dancing
corpses. At that moment, he feels like a madman:

OTBHpaw od4i, 1 KPUK axXy BHPHUBAETHCS MEHI 3 Topia: s 6auy Kpyrom cebe y

CHDKHO-O1J11 KMpei 3aBUTUX MEPIIIB...

Bci mepiii cuasath, Ta IPOTE PyXarOThCs... 3 MICIIS Ha MICIIE...

51 60keBUIbHU.

Hi... e coH... Takuii COH CHUTBCS TIJIbKA MEPIISIM. ..

Hi... MepiisiM HE CHUTBCS HIYO...

Mepuii nexath CyMoKiiHO...

S KuBUI...

Tucsui neAssHUX TOJOK YCTPOMUIIMCS MEHI B caMe ceplie 1 B MO3OK... 1 KOJSITh

MEHE, KOJISITh, KOJISATh, KOJATh... 1 0auy MEpIliB... MEPIll TAHLIOIOTb...

S 6oxeBinbauii...”” [Emphasis mine—DP] (Poza mezhamy 115)

7“1 open my eyes; I send forth, unconsciously, a cry that pierces the cold world.
I see around me dead bodies covered with smocks of snow.
The dead sit... yet they move...

[T am a madman. —DP]

It is a dream.

Dreams like this appear only to the dead...

But no.

The dead have no dreams whatever...

The dead sleep quietly...

[ am alive... [...]

Oh! My heart is pierced by a thousand icy needles.

They are eating into my [heart and — DP] brain.

And they sting, sting, sting!

I am watching dead men... (Lost 221)

Dead men are dancing...

I am a madman.” (Translation of last two sentences mine—DP)
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Why can hallucinations in literature be a powerful device for depicting the human
psyche? Perhaps, because they show “something unconscious and beyond our knowledge”
(Tearle 12). While we can control daydreams and choose the topic of our fantasy, Tearle
explains, we do not regulate dreams and hallucinations (13). Therefore, hallucinations are
linked to memory. The latter, Tearle explains, could help us differentiate reality from
hallucination: “seeing a close friend or family member in the same room is simply seeing
what is really there, unless, upon reflection, we realize that the friend or relation cannot
possibly have been in the room with us” (7).

It seems that in a crisis hallucination becomes a mechanism for coping with
unbearable circumstances. At some point, for instance, Ohliadivs'ky envisions a fly, which is
clearly a hallucination because in freezing weather flies cannot survive (Poza mezhamy 65).
Other men are depicted seeing fire. Following the illusory fire, they fall into an abyss: “Ocb
olHa JoauHa 3 O60cuMmu, (IOJETOBUMHU HOTaMHU yrJIeilia Hapa3 Ha XMapax HaJl J1eOporo
BOTOHb. 3 3aiCKpEHUMH OYHMMa IOKazye MOro ToBapuiiaMm. Tpu ToBapuili ODKaTh Tam, I
BOIOHb BUIATE. | MajiaroTh Ha XMapu Haf rponactio”™® (Poza mezhamy 49).

Thus, to present the unspeakable, Turians'kyi explores the literary possibilities of

hallucinations which often manifests themselves through what Carl Jung calls “archetypes.”

2.3.1. The collective unconscious and the mother archetype
To Jung, the unconscious has a superficial layer, or what he calls the “personal unconscious”

and a deeper layer, or “the collective unconscious.” The latter he identifies as universal

% «“Behold! A human being, barefoot and with purple-colored legs, has suddenly become aware of a fire on the
clouds above the gorge. With eyes that sparkle like flame, he points it out to his companions. And three of them
now are running whither they seem to have seen the fire. They fall upon the clouds above the precipice” (Lost
22).
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because “it has contents and modes of behaviour that are more or less the same everywhere
and in all individuals” (“Archetypes” 15). While the personal unconscious, Jung claims,
reflects the private psychic life of an individual (mainly, their feelings and personal
experiences), the contents of the collective unconscious are known as “archetypes”
(“Archetypes” 15). Simply put, it means that the collective unconscious deals with archaic,
“primordial” types and “universal images that have existed since the remotest times” (Jung,
“Archetypes” 16). Being an unconscious content first, the archetype eventually is modified
and becomes conscious, manifested through individual consciousness (Jung, “Archetypes”
16). Jung uses the water metaphor to explain that in the collective unconscious everything is
in unity: “It is the world of water, where all life floats in suspension; where the realm of the
sympathetic system, the soul of everything living, begins; where I am indivisibly this and
that; where I experience the other in myself and the other-than-myself experiences me”
(“Archetypes” 28).

Thus, Jung argues, the collective unconscious “does not develop individually but is
inherited” (“The Concept” 44). Consequently, he says, a whole nation might be able to revive
an archaic symbol which will impact mass emotions in the catastrophic situation of war:

Today you can judge better than you could twenty years ago the nature of the

forces involved. Can we not see how a whole nation is reviving an archaic symbol,

yes, even archaic religious forms, and how this mass emotion is influencing and
revolutionizing the life of the individual in a catastrophic manner? The man of the
past is alive in us today to a degree undreamt of before the war, and in the last
analysis what is the fate of great nations but a summation of the psychic changes in

individuals? (“The Concept” 47)
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The number of archetypes is endless because every situation in life entails an
archetype of some sort: “When a situation occurs, which corresponds to a given archetype,
that archetype becomes activated and a compulsiveness appears, which, like an instinctual
drive, gains its way against all reason and will, or else produces a conflict of pathological
dimensions, that is to say, a neurosis” (“The Concept” 47).

Dreams [and, I assume, hallucinations — DP] are the main proof of the existence of
archetypes because dreams cannot be altered by conscious efforts: “The main source, then, is
dreams, which have the advantage of being involuntary, spontaneous products of the
unconscious psyche and are therefore pure products of nature not falsified by any conscious
purpose” (“The Concept” 48). By excluding from the dream, the motifs of which the dreamer
is aware, we must look for the motifs that are not known to the dreamer in his awake life but
are presented through the dreams. Those unknown motifs in a dream will coincide with an
archetype that could be already known from historical sources (Jung, “The Concept” 48).

Turians'kyi uses one such universal image: the archetype of the mother, which like
other archetypes, has many aspects: “the personal mother and grandmother, stepmother and
mother-in-law; then any woman with whom a relationship exists.” In a figurative sense, the
goddess belongs to the mother archetype, “especially the Mother of God, the Virgin, and
Sophia,” or the Great Mother as Jung calls it (“Psychological” 69). Some of the qualities with
which the mother archetype is associated are “maternal solicitude and sympathy”; “the
wisdom and spiritual exaltation that transcend reason”; “all that is benign, all that cherishes
and sustains, that fosters growth and fertility. The place of magic transformation and rebirth”

(69); “the love that means homecoming, shelter” (Jung, “Psychological” 77).
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As already mentioned, Turians'kyi often uses the image of the mother in a dream or
hallucination. Both literally and symbolically, the mother signifies love, peace, nourishment,
calmness, and conscience. In the moment of intolerable pain, she is envisioned by the dying
soldiers as their saviour. Turians'kyi implicitly defines the mother as a combined image. She
is a real person kept in the memory of a dying soldier. She symbolizes the source of life,
creation, and existence. She is also the manifestation of the Biblical Maria who can dissolve
pain, suffering and doubt. To the soldiers she represents safety, comfort, nurturing and
memories of a careless childhood. For instance, in the agony of pain, Boiani finds relief in
his hallucination about his mother. From a narrative perspective, through the third-person
psycho-narration, the ubiquitous narrator takes Boiani’s viewpoint: “He3amoro bosHi
3acHyB — OyJ10 oMy 106pe. Moro maty Taku npuiiinia 1o Heoro. Iy cHi He uyB BiH 6o,
HE BUJIB CMEpTI, JIMII YCMiXaBCs pPallicHO, 00 HOro jauie 4yiao OUTTS cepls B TEIUTii
marepuniit pyai”®® (Poza mezhamy 70). In chapter 4, Nikolych, too, hallucinates about his
mother. He hears a lullaby and then reports to the others that his mother warned them of the
crows cawing'® (p. 107).

Ohliadivs'kyi himself envisions a woman with a child that he sometimes perceives
as his own wife and son. These recurrent hallucinations help him endure physical exhaustion.
The female figure evokes in him feelings of comfort, peace and love. In the following
example, the first-person participant hallucinates about a mother with a child. The first-
person narration is interrupted by a dialogue between Ohliadivs'kyi and Dobrovs'kyi. From it,

we learn that Ohliadivs'kyi is hallucinating. In addition, the image he envisions is universal.

% “Shortly Boiani fell asleep and — was well. His mother came to him, after all... And while sleeping he did not
fell any pain nor did he see death. He only smiled joyously, for his face felt the heart throbs in the warm bosom
of his mother” (Lost 73).

190 [n Ukrainian folklore, there is a belief that a raven’s caw signifies death (Kukharenko 68).
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In the last sentence, the third-person narrator states that in the agony of pain, when death was
approaching, all the soldiers were seeking the warmth of their mothers:

bepy J1o6poBCchKOTO 32 pyKy i IUTar0 HOTO:

- Ckaxwu meHi: “Yomy 111 AUTHHA HE TU1a4ye?”

- e nqutuna?.. Yus qutuHAa?.. — MISITYE BiH.

- Iliei maTepi... BOHA CTOITh IEPE]T HAMH. ..

- Ycnokilics, ToBapuiry. L{e ToOi Tak TUIBKH 3/1a€THCA. ..

[Tepen HamMu CTOITH MaTH 3 AUTHUHOIO. ..

[lepen Hamu HEMae HIKOTO...

TyT A0 HAC HIXTO HE MpHiiJe: HI AUTUHA, HI XKIHKA, HI 0aTHKO, HI MaTH...

51 OBTOPIOIO pa3 y pa3 OCTaHHE CIOBO: — MaTu... MaTH...

I mapa3 gymry Beix 3amaiioe 0akaHHS CXUJIUTH TOJIOBY Ha TPy MaTepi i mouyTH

Ha CBOEMY BOJIOCCI MECTOI 11 HKHOT PYKH. |[...]

I ax maneHpka TUTHHA TY>KUThb 32 MaTEPHBOIO TPYAJI0, 3aKU 3acHE, TaK i BOHU

TpardyTh AKOi-HeOyb HIKHOCTI, 3aKH MyCTAThCA B Aaneky jopory...'’! (Poza

mezhamy 108)

101« grasp Dobrovsky’s arm.

‘Tell me,” I ask him eagerly, ‘why does this baby not weep?..’

‘Whose baby?.. Where is the baby?...” he whispers.

‘With that mother... She is standing over there — in front of us...’

‘Calm yourself, brother. It is only your imagination... No mother and no child stand before us...

No one stands before us... No one will come to us here — No child, or wife, or father, or mother...’

‘Mother... mother...” Again and again I repeat the last word.

The heart of each one aches with longing to lean his head on the bosom of his mother and to feel on his hair a
tender caress of her hand. [...]

And as an infant longs for its mother’s breast before slumber, so they now long for a touch of tenderness before
entering upon the long journey from which they shall not return...” (Lost 207)
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A mother with a child is a recurrent image throughout the novel. Sometimes, the
omniscient author (in third-person remarks) alludes to the collective tragic fate of mothers
who lose their children at war: “MoB cMepTensHO paHEeHa 3BIPIOKA, BUXOP KUJABCS HA HUX, B
JUKIM IIaj1i po31IapinyBaB XMapu, TOHUB MO OE30AHAX 1 IIYMiB, K PO3XBHUJILOBAHE MOPE, TO
3HOB PHUJIAB i CTOTHAB, K THCAYi MaTepiB Haj MOTMIaMK MyxiB i aiteir” 2 (Poza mezhamy
121).

At other times, through the self-narration (in bold), the first-person participant
expresses that the mother’s fate is the most tragic because she must witness her child’s
suffering (italicized). This remark is done as an interruption of his hallucination:

Mofi ToBapuilli miAHOCATH MEHE U MIATPUMYIOTb.

Ixui pyku BignansioThcs Bii MeHe, if 1 3HOBY caM CHJIKY Ta AHBJIIOCS Nepes cede.

Hi... ne xopu... He Kop4... [self-negation, or self-interruption—DP]

Tak, Tak... le MaTH 3 AUTHHOIO...

He6o # 3emns 3a0ynu 1i [a mother with a child — DP] Tak camo, sk nHac... I eune

B0HA We CMPALUHIWON0 CMepmIo 8i0 Hauloi, 60 Mycums Ousumucs 6e3nomiuro, be3

paou i nopaou na xomammsa ceoci oumunu...'” [Emphasis mine—DP] (Poza

102 ] jke a mortally wounded animal, the wind rushed upon the mountains and gorges. In wild madness, it tore
the clouds to shreds, whirled through the clefs and shrieked as though lashing ocean billows into foam. Then its
sound was like the moans and sobs of thousands of women (mothers in the original — DP), over the graves of
their children and husbands” [Emphasis mine—DP] (Lost 233).

103 “My comrades raise and hold me. Then their hands no longer support me.

Again I sit alone, staring in front of me.

No — there is no bush... no bush...
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mezhamy 97)

Jung also considers a negative mother archetype. We encounter it in Pshylus'kyi’s
story. While he was at war, his wife had an affair with another man in front of his children.
He condemns her as a mother who committed a crime against her children: “S Bce ii...
IIPOIIA0 MepPesl CMEpPTIO... 1i 3M04MHy Matepi cynpoTu aitell He Moxy npoctutu” '™ (Poza
mezhamy 111).

koksk

To sum up, in Turians'kyi’s novel reminiscences are engendered by the need to speak
up about painful experience and suffering. I claim that it is both a testimony to the
unspeakable horror of traumatic experiences during WWI and a cathartic narrative. By means
of third- and first- person narrative modes for presenting consciousness, the writer portrays
the fluctuation of mental states affected by the inclement weather and brutal conditions
during their forced march.

Turians'kyi often implies that in times of crisis people lose their ability to consciously
comprehend reality. At the same time, he also suggests that critical situations can elevate

105 _to their own salvation and liberation from pain.

those suffering to a place “beyond pain
This is shown in the text through the protagonists’ hallucinations of the people they loved,
especially their mothers. Turians'kyi achieves the aesthetic effect of depicting psychic

trauma. He reinforces the powerful impact of war by using personal stories of soldiers that

are relevant to the collective trauma of a people at war, including the Ukrainians.

Yes, yes — it is a mother with her child...

Heaven and earth have forgotten her — like us... Her death will be far more terrible than ours. She must first
look helplessly — desperately — at her dying child...” [Emphasis mine—DP] (Los? 181).

104 “My wife’s sin against me has been forgiven... by me, a man about to die... That crime of a mother against
her child I shall never forgive” (Lost 214).

105 Literally, the translation of the title Poza mezhamy boliu means “beyond the thresholds of pain.”
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Chapter 3. Perpetrator Trauma in the Context of Early Ukrainian Communism:
Mykola Khvyl'ovyi’s Short Story “Ia (Romantyka)”

It is less common to view a perpetrator as someone who experiences trauma. Most of the
existing scholarship is focused on victims and their traumatic events. Nevertheless, as Sue
Vice argues, fiction can also portray perpetrator trauma and even more precisely than
historical documents: “The notion of perpetrator trauma is perhaps easier to recognize as a
trope in fictional works, suggesting variously a suppressed moral or emotional awareness,
visceral horror, or the occasion for self-pity” (17). Two examples of texts in Ukrainian
literature that have a main protagonist as a perpetrator are Vasyl' Stefanyk’s ‘“Novyna”
(“News” [1899]) and Panas Myrnyi and Ivan Bilyk’s Khiba revut' voly, iak iasla povni? (Do
Oxen Low When Mangers Are Full? [1880]). The plots reflect on the reality of the times in
which they were written and are based on real events.!%

In the short story “Novyna,” Hryts' Letiuchyi drowns his younger daughter in the
river because of his extreme poverty, misery and inability to feed his children after his wife’s
death.!’” In the novel Khiba..., Chipka Varenyk commits multiple crimes (robberies, the
murder of a watchman and eventually of the entire Khomenko family). Although the social
backgrounds that contributed to the establishment of the villain are presented in both texts,
the concept of perpetrator trauma can only be applied to “Novyna,” which relates to the

perpetrator’s guilty conscience about his wrongdoing. Hryts' is aware of the awfulness of his

106 See Antonenko-Davydovych, Borys. “Na shliakhu do pravdy,” p. 9; Kuz'mina, Iryna. “Ekspresiia ta
psykholohism sotsial'nykh novel Vasylia Stefanyka,” p. 127.

107 “Myuupscsa I'puns mim gBa poku caM i3 OpiOHEME HiTbMu”; “I'pHIb IVISHYB Ha HHX i3 IaBH i IIOTa[aB:
‘Mepui,” — 1 HaITyJUBCS Tak, 10 X Horo mit obcunas. Yorock HOMy Tak CTaio, K KOJIW OM HOMY XTO TSHKKHH
KaMiHb 1oksaB Ha rpyau” (47). [“For two whole years now, Hryts has suffered alone with his two little girls;
Hryts gazed at them from his seat on the bench and thought: Corpses, and so frightened himself with this
thought that he broke out in a cold sweat. He felt as if someone had placed a heavy stone on his chest” (“News”
27).]
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crime, whereas Chipka feels no remorse, even after he is sent off to Siberia.!°® While social
circumstances, such as poverty, might have impacted Chipka’s state of mind as a perpetrator,
he nevertheless made a conscious choice to become a villain. This distinguishes him from
Stefanyk's character, who undergoes a psychological crisis after the loss of his wife and his
subsequent inability to provide for his family. For Chipka, vengeance is one of his main
motives. Therefore, his character cannot be considered an illustration of perpetrator trauma.
Hence, we understand that not every representation of a perpetrator’s mentality implies
perpetrator trauma. The crimes of only some fictional villains can contribute to their inner
dissociation and become traumatic. In Russian literature, Dostoyevsky’s Crime and
Punishment may also fit the description of perpetrator trauma.

A literary parallel can be drawn with real-life delinquents. For instance, Mohamed
Saira claims that for some actual perpetrators of mass atrocities, the process of committing a
crime can be traumatizing.!% Therefore, he believes, it is necessary to consider the concept
of perpetrator trauma because trauma is an all-encompassing phenomenon, “divorced from
morality, and not incompatible with choice and agency”:

In popular, scholarly, and legal discourse, psychological trauma is an experience that

belongs to victims. While we expect victims of crimes to suffer trauma, we never ask

whether perpetrators likewise experience those same crimes as trauma. Indeed, if we

consider trauma in the perpetration of a crime at all, it is usually to inquire whether a

terrible experience earlier in life drove a person toward wrongdoing. We are loath to

108 «“As Chipka is about to be led off to Siberia, Hryts'ko approaches to greet him with a kind word. Chipka,
however, demonstratively turns away. While other prisoners weep, he casts harsh glances at the crowd around
him. His last words, meant for his mother, are sarcastic and threatening [...]” (Ilnytzkyj, “The Cossack™ 52).

109 «[Plerpetrators can experience their crimes as trauma — that is, that commission of the crime itself causes a
psychological injury to the perpetrator, which can result in particular adverse physical, social, or emotional
consequences” (Saira 1162).
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acknowledge that the commission of the crime itself may cause some perpetrators to

experience their own psychological injury and scarring. (Saira 1157)

In this and the following chapter, I discuss a type of fictional perpetrator that emerges
under totalitarian Bolshevik rule during the years of war communism'!® in Ukraine. I will
argue that the oppressive measures of the colonizer shape the character’s social, political,
ethnical, moral and cultural views. Therefore, he can either become a dissident or join the
new ideology. I argue that for the perpetrator who chooses the latter, murder becomes a “way
out” to abandon a previous identity and adopt a new one. It becomes not only a physical act,
but also a symbolic murder of the protagonist’s moral self. The character, thus, undergoes a
torturous period of transformation, which I call “perpetrator trauma.”

In this chapter, I analyze Mykola Khvyl'ovyi’s short story “la (Romantyka)” (“My
Self [Romantica]”)!!! (1924). The time and location of the story are not clear. But they are
not central to the plotline, which is constructed around the experiences and feelings of a
nameless protagonist, who is narrating the events. Implicitly, these are the early years after
the Revolution of 1917. The main character is a dutiful Chekist (a member of the secret

)112
3

police who unhesitatingly gives orders to execute captives. He seems to enjoy his role,

until one day among the prisoners he is about to execute he sees his own mother. While it is

110 War Communism refers to the Bolshevik policy “based on wholesale nationalization of industry, rationing,
and compulsory requisition of agricultural produce from the peasantry” (Shkandrij, The Cultural Renaissance
35).

"I From here on, I refer to this short story as “la,” and “My Self” in translation (by C. H. Andrusyshyn).
Already in the title, the word “Romantyka” in parentheses implies the narrator’s inner ambiguity and suffering.
Bezkhutryi notes that even the dedication to Mykhailo Kotsiubyns'kyi’s “Tsvit iabluni” [“The Apple Blossom”;
1902] (in the story, a father undergoes a psychological crisis because he cannot help his dying child), alludes to
the internal split and turmoil of the protagonist in “Ia”.

12 Translator’s remark: “Cheka — the Extraordinary Commission for Protection against Counter-revolution
(secret police)” (“My Self” 33).
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not clear whether this was just a hallucination or indeed his actual mother, the Chekist starts
doubting his actions. This leads to internal conflict between his ethical Self and his violent
duty to the Cheka. The latter requires executing even his own mother for the sake of the
Revolution. Following an internal struggle, he eventually commits the crime and marches off
in the ranks of the Chekists.

In his article “Between Cultural Memory and Trauma: An Interpretation of Mykola
Khvyl'ovyi’s ‘My Being’,” Alexander Kratochvil analyzes the story as a case study to show
how literature can represent the unspeakable (361). He considers “Ia” as a trauma narrative
“where the plot is a projection of the inner dissociation of the narrator” (366). Hence, the
killing of the mother shall be viewed as symbolic. Kratochvil claims that the dissociation of
the narrator’s personality occurs because of the traumatizing impacts of the cruelties of War
Communism on his psyche and on his “self-awareness and world perception” (364).
Although there have been some in-depth analyses of the story (e.g., Iurii Bezkhutryi
discusses notions of illusion and reality, motifs of murder and fanaticism, etc.), I bring a new
perspective to the role dreamlike states play and how narrative modes and stylistic aspects
function in presenting traumatic experience in this well-known text. Particularly, I examine
aspects of the perpetrator’s psychic trauma: his identity crisis (the loss of “self,” his sense of
dissociation), presented through dreams, flashbacks from the past and metaphysical,
irrational moments. These traumatic symptoms are depicted in the short story using
impressionistic techniques that translate into ambiguity and distortion caused by the contrast
between outer and inner realities.

There is a problem identifying whether the events in the story have already happened,

or whether the protagonist narrates them as he is experiencing them. This is crucial for
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interpreting the symptoms portrayed in the text as either trauma (an immediate experience of
the event) or PTSD (Post-traumatic stress disorder), defined as the “re-experiencing of the
trauma memory and consequent avoidance and hypervigilance” (Alford 17). For example,
some of the symptoms pertinent to the story are flashbacks from the past, hallucinations,
avoidance of thoughts and memories associated with the protagonist’s mother. Yet, they are
intertwined with the immediate narration of the character’s experience. Therefore, the tense
of narration (past or present) is relevant here. Consequently, the text requires close analysis
of the modes in which consciousness is presented as well as sensitivity to the stylistic
peculiarities of the short story to understand the traumatized psyche of the literary
perpetrator.

I propose a close reading of “Ia” to reveal how the protagonist’s psychology is shaped
under the Bolshevik system, arguing that there is a breaking point after which he moves from
being a victim of the regime to becoming a perpetrator of its crimes; this happens with the
assassination of his own mother. By cutting ties with the person he loves, the protagonist
commits a crime that establishes his new identity, that of villain. To understand the historical
background that the story alludes to, I first discuss the questions of Ukrainian national
communism and Bolshevism, the Literary Discussion and Mykola Khvyl'ovyi’s role in

Ukraine’s cultural and political life during the late 1920s.

3.1. Ukrainian national communism and Bolshevism
For Ukraine’s intellectuals, according to Myroslav Shkandrij, Ukrainian nationalism often
implied a “separate cultural identity” and was their way of “contradicting mainstream

Russian and Polish intellectuals” who included Ukrainians into their respective nations
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(Russia and Ukraine 23). The time shortly after the 1917 Revolution and during the 1920s
(the formative years of the Soviet regime in Ukraine) was both a time of great hope and
uncertainty for Ukrainians. The brief period of Ukrainian independence after the fall of the
Russian empire also saw a growth in Ukrainian patriotism.

In the 1920s, for example, it seemed possible to be a Ukrainian and a Communist, a
concept now known as “national communism.” Yet, the Bolshevik policy towards the
national question was ambiguous and misleading. Initially, they rejected the idea of
nationhood, propagating the Marxist idea of “internationalism.”'!'* However, this only
repelled the Ukrainian elite, for whom the national and cultural components were crucial. To
gain support from the Ukrainian intelligentsia, Soviets expressed their “tolerance” for the
idea of accepting Ukraine’s national aspirations, introducing the policy of “Ukrainization.”!*
This, however, turned out to be only Machiavellian rhetoric:

During the first years of the Soviet ideological mutation, Ukrainian ideologues,

historians, and writers remained perplexed. Was a retreat from class analysis a new
official line? If so, were they supposed to join the Moscovites [supporters of the

Russian Bolshevik Party — DP] in composing paeans to the Russian ‘elder brother,” or

were they to glorify their own national traditions and national heroes? (Yekelchyk 15)

113 The idea of proletarian internationalism comes from the Marxist concept of international solidarity of all
workers, regardless of their nationality. Therefore, Bolsheviks believed that nationalism only divides the
workers and prevents the struggle for socialism: ‘“Nationalism thus becomes a species of bourgeois false
consciousness serving to divide the workers along national lines, to divert their attention from their class
enemies, and thereby to inhibit the struggle for socialism” (Mace 9).

114 Despite their hostile politics, Shkandrij states, the Bolsheviks saw already in April 1923 that to gain support
from Ukrainians, they must “make concessions to national aspirations.” This inclination resulted in the policy of
Ukrainization, although it took another two years for it to be implemented. The struggle of Ukrainians for their
national identity was happening on political, academic and cultural levels: “Oleksander Shumsky led the
struggle within the party apparatus; Mykola Skrypnyk defended the new republic’s interest at the Union level;
Mykhailo Volobuiev offered an economic policy for the movement; Matvii lavorsky developed a school of
history; and Mykola Khvylovy took up the question of Ukrainian culture” (Shkandrij, The Cultural Renaissance
3-4).
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Although the leaders of the Ukrainian cadre within the Communist Party of Ukrainian
Bolsheviks (CP(b)U) — Mykola Skrypnyk,'!®> Oleksander Shumsky,!! Mykola Khvyl'ovyi (a
popular Communist writer at the time) and others — were strong proponents of Ukraine’s
national aspirations as well as the creation of a modern Ukrainian culture, during the first
years of Bolshevism, the Russian Communist Party of Bolsheviks (RCPB) was
unsympathetic towards the idea of Ukrainian nationalism. Consequently, the role of the
Ukrainian cadre within the Party was significantly diminished:

On the economic front they were reduced to requisitioning grain from the villages; on

the political front, the Russian administrators and military, desensitized by years of

Civil War, took every opportunity to punish defeated peasantry and an outlawed

national movement; and on the cultural front, the theory of “the struggle between two

cultures” was proclaimed, a move that in effect sanctioned an unabated wave of

Russian chauvinism. (Shkandrij, The Cultural Renaissance 4)

Volodymyr Panchenko notes that the Bolsheviks never believed in the right of
nations to self-determination. It was only a tactical move to ensure the establishment of the
“red” — i.e., Bolshevik — “empire” instead of the Romanovs’ empire (“Khvyl'ovyi” 59). Ivan
Bahrianyi also emphasizes the deceitful national politics of the Communist Kremlin in
literature and art, and the Bolsheviks’ attempts to subordinate Ukrainian cultural life to

communist ideology by means of terror (Bahrianyi 14).

115 Mykola Skrypnyk was “the Old Bolshevik who in 1927 replaced Shumskyi as Commissar of Education;”
also “de facto minister of the nationality question, ideology, culture and Soviet Ukraine’s most effective
lobbyist in Union councils” (Mace 3).

116 QOleksander Shumsky was the Ukrainian Commissar of Education, a former member of the Borot'bists
(Shkandrij, The Cultural Renaissance 13).
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The establishment of the Ukrainian Communist Party!!” (UCP, 1920-1925), as a
response to the merger of the Borot'bists''® with the CP(b)U in 1920, is but one example of
the Soviet hypocrisy towards the Ukrainian question. The UCP was initially a legal Soviet
Party, which was in opposition to the rule of the RCPB over Ukraine as well as to its regional
affiliate, the CP(b)U. The UCP stood for the independence of Soviet Ukraine. Although at
first the Soviet government in Moscow deceptively acknowledged the legitimacy of the UCP,
it soon became afraid of the popularity of the Ukrainian Party. Therefore, the UCP members
were soon subject to the terror of the State Political Directorate under the Soviet NKVD (The
People’s Commissariat for Internal Affairs). In 1924, the Party was officially disbanded. Its
members were “offered” membership in the CP(b)U (Lavrinenko 480).

Hence, by manipulating the Ukrainian national question — first being hostile toward
it, then pretending that they welcomed it, and then again viewing nationalism as a threat — the
Bolsheviks, especially under Stalin, beginning in the late 1920s, aimed to eliminate any
sparks of Ukrainian nationalism by violent terror directed towards the Ukrainian peasantry
and intellectual elite:

The Russo-Ukrainian conflict was never resolved. Throughout the twenties and early

thirties the Ukrainian countryside and Russian city faced each other in sullen

hostility. In 1933-4, Stalin made a sudden change in the national policy of the All-

7 Serhy Yekelchyk notes that “early Soviet ideology [...] rejected the very notion of ‘national history.” [...]
The Bolsheviks identified with a past represented by the revolutionary movements of all peoples and in all
times, from Spartacus and the Paris Commune to the Russian Revolutions of 1905 and 1917 (13). The Soviet
regime was sending confusing messages to the Ukrainians. First, they were against national history, then in
1920s Ukrainian historical scholarship flourished: “The ‘socialist offensive’ in history began simultaneously
with industrialization, the collectivization of agriculture, and a cultural revolution, resulting in a purge of ‘old
specialists’ during the period 1928-32” (Yekelchyk 13).

118 «“The Borot'bists, or the Ukrainian Party of Socialist Revolutionaries-Borot'bists (Communists), was the left
fraction of the Ukrainian Party of Socialists-Revolutionaries (UPSR). In May 1918 this faction gained control
of the UPSR and collaborated with the Bolsheviks” (Ilnytzkyj, Ukrainian Futurism 34).
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Union Communist Party, proclaiming the chief enemy to be “local nationalism” and
giving the order to halt and crush Ukrainization. This attack coincided with the
unleashing of the forced collectivization programme, the campaign to “liquidate the
kulaks as a class” and the famine in which five to seven million Ukrainians perished.

(Shkandrij, The Cultural Renaissance 25)

3.2. Mykola Khvyl'ovyi and the Communist Party

Mykola Khvyl'ovyi is perhaps one of the most controversial Ukrainian writers of the early
20" century. A central figure in the Literary Discussion and leader of VAPLITE,'" he
opposed provincialism and populism in Ukrainian culture and literature and strongly believed
in a European orientation for Ukrainian culture (Ilnytzkyj, “The Modernist Ideology” 258).
Khvyl'ovyi fought against the notion of Ukraine as “Little Russia” (subordinated to Russia)
and prostration of some Ukrainian politicians and intellectuals before everything Russian, as
if it were a superior intellectual system (Shapoval, “Fatal'na ambivalentnist 14).

Although supportive of the socialist system, Khvyl'ovyi had to maneuver between
being a “good Ukrainian” and “a good communist”: “Unable to reconcile the dilemma of
being a good communist and at the same time a good Ukrainian, Khvylovy portrays in many
of his stories the conflict between the communist dream and real life” (Luckyj,
“Introduction” 4). Mayhill C. Fowler also notes the ambiguity of Khvyl'ovyi’s commitment
to the Bolshevik Party. One such example is the choice of the term “communard” over
“communist”:

In 1924 [Khvyl'ovyi] wrote an autobiography in which he claimed that he was

intellectually committed, but questioned his own commitment: ‘I am struggling with

9 VAPLITE — “a free academy of proletarian art” (Ilnytzkyj, “The Modernist Ideology” 258).
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this question — whether I have the right to carry a party card, am I ballast for the
Party? ... in me there is a romantic, a dreamer — there’s always an inner struggle.” He

concluded by saying he was, maybe, more of a communard'* than a Communist.

(Fowler 70)

Ukrainian artists often faced an uneasy choice between either giving up their pro-
Ukrainian views to support Bolshevism or becoming enemies of the Bolshevik Party. In the
case of Khvyl'ovyi and Antonenko-Davydovych (whom I will discuss in the next chapter),
history showed that it was impossible to achieve a balance between being a Ukrainian patriot
and a Bolshevik. I have no intention of identifying the authors’ biographies with their
fictional protagonists, but it is noteworthy that both writers were hounded by the Party,
something they explored in their literary works.

The fact that Mykola Khvyl'ovyi was considered a threat to the Communist Party,
even though he was a member, is proven by a case (“sprava-formuliar”) that contained
documents and materials collected on him by Bolshevik officials prior to 1930. As Iurii
Shapoval shows, informants analyzed everything — not only his literary works, the history of
his life, but also his political preferences, contacts, conversations, even his moods and
behavior (“Fatal'na ambivalentnist” 28). The case was closed only in 1955, the folder
destroyed due to the expiration date for the preservation of this archive and Khvyl'ovyi’s
suicide in 1933 (Shapoval, Poliuvannia 198).

Indeed, Khvyl'ovyi was very quickly disappointed with the politics of the Party,

which began “a campaign of terror” in the early 1930s not only against Ukrainian kurkuli

120 As Andrusyshyn points out in his translation, communard literally means “a member or supporter of the
Paris commune of 1871. Frequently used by Khvylovy instead of 'communist' in order to remove the story from
contemporary life and to emphasize the ideal character of revolution” (“My Self” 35).
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(“wealthy peasants™), but also against the Ukrainian elite because of its potential to resist the

centralizing Stalinist system:
In the early 1930’s the Party resolved to carry out the First Five-Year Plan and
collectivization of agriculture at any cost, and thus a campaign of terror was directed
in the Ukraine against the hard core of resistance — Ukrainian culture and literature. In
order to subjugate that rebellious nation, the Party resorted not only to the decimation
of the population by an artificially created famine, but also to the extermination of the
Ukrainian intellectual elite. (Luckyj, “Introduction” 11)

»121 (“New in Politics and Medicine”™),

In his article “Nove v politytsi i medytsyni
Antonenko-Davydovych claims that Khvyl'ovyi’s and Skrypnyk’s early faith in the Soviet
government’s ability to resolve the social and national question was proven wrong. The
horrifying famine of 1933 is but one example of the government’s crimes. Neither
Khvyl'ovyi nor Skrypnyk could handle the collapse of their ideals, and this led to their
suicides (486).'%2

Luckyj argues that during Stalin's regime, there were hundreds, even thousands, of
victims every year. The repressions in Ukraine were also ‘“designed to strengthen the

defences of the Soviet Union against possible German expansion” (Literary Politics 199).

The policy of discrimination revealed the cruel and malicious nature of Stalin’s regime, his

121 The article was first published in 1995 in Rozbudova derzhavy, no. 12, 1995, and no. 1, 1996. It is unknown
when it was originally written. The text had been preserved by B. Antonenko-Davydovych's friend ITurii Piadyk
(Nashschadky pradidiv 300).

122 “Konnenmis XBuiboBoro i CKpUITHHUKA, 32 AKOK PaJsHChKA cUCTeMa OyJia €IMHUM iIeallbHUM CrocO60M
PO3B’sI3aHHS COLIAJIbBHOTO W HaliOHAIBHOTO NMHUTAHHS, — 3a3Haia kpaxy. Crpamnuii romox 1933 poky mo-
CBOEMY PO3B’sI3yBaB IIi [1Ba MUTAHHS, KOJIW BUMHPAJIH IUJIi cella Ha POJI0YMX YOPHO3EMaxX, KOJIM JOXOJUIO 110
TPYNOINCTBa, a MOJAEKYAN H /10 ofoxepcTBa. [lepexnTn 3arndens cBoei iz1el, B sIKy JOCi HETIOXUTHO BipWIIH,
HEe MOTJIH Hi XBWIOBHH, Hi CKPHITHUK, 1 Mepmuii BUCTPiIHUB cobi B CKpOHIO, a Apyrui B cepue’” (Antonenko-
Davydovych, “Nove” 486).
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hostility towards everything Ukrainian (culture, literature, language) and the “admission of
Russian superiority” (Luckyj, Literary Politics 215). It is not surprising then that Khvyl'ovyi
was pressured by the political order to write in a certain manner and on certain topics.
Freedom, which is required for the writer, was lost (Zhulyns'kyi 11).1%*

Official Soviet literary scholarship presented Khvyl'ovyi’s oeuvre as an unfortunate
and negative peripheral phenomenon that is not worthy of remembering (Kostiuk 1: 18).
Samiilo Shchupak, Khvyl'ovyi’s opponent, for example, criticized the leading role of the
intelligentsia that Khvyl'ovyi so passionately emphasized. Instead, Shchupak claims that the
proletariat is the moving force of the whole revolution, and therefore of the cultural
revolution as well (“avanhard tsiloi revolutsii”) (“Psevdomarksyzm” 5: 404). The Soviet
critic accepted the possibility of perceiving Europe as the symbol of a certain culture, but he
condemned Khvyl'ovyi’s idea of Europe because he aspired to achieve it through the work of
VAPLITE, which strove for “culture for the sake of culture, for renascence for the sake of
renascence and art for art’s sake.” This, Shchupak argued, only demonstrated Khvyl'ovyi’s
ignorance of the problem of proletarian renaissance in Ukraine which indicates his
nationalistic attitudes (“Psevdomarksyzm™ 5: 406).

Another Soviet critic, Volodymyr Iurynets', described Khvyl'ovyi’s aspirations
towards Europe as the artificial fusion of different themes from European literature which
were connected only superficially and not at all organically. He claimed that Khvyl'ovyi’s
works were influenced by Maupassant (and his “refined aristocratism™) and Dostoevsky

(with his mixture of logic and madness), and that everything the writer created was only for

123 See also Khvyl'ovyi’s letter to Mykola Zerov: “Tenep npo BHyTpimHi0 cBoboay. Came ii i Gpakye MeHi.
TToeT Ge3nepeyHo € MPOAYKT CBOTO Yacy, aje MOeTOM Ie He MO>KHA Ha3BaTH TOTO, XTO B TOJIOHI (eilleTOHHOT
cydacHocti” (From the letter to Mykola Zerov, date is appr. middle of 1923, Khvyl'ovyi 2: 841).



97

the benefit of the enemy [I assume he meant the enemy of the Bolshevik Party, Ukrainian
nationalism — DP] (Turynets', “M. Khvyl'ovyi” 5: 428; 438).

In contrast, Oleksander Doroshkevych, Ievhen Malaniuk and Iurii Lavrinenko
recognized Khvyl'ovyi’s talent. Doroshkevych called Khvyl'ovyi one of the most profound
writers of his time, truly a reformer and revolutionary. He claimed that Khvyl'ovyi’s
protagonists seem real, even if they lack naturalistic details and are not stable in their
psychological aspects (“Mykola Khvyl'ovyi” 5: 393-395). Ievhen Malaniuk mentioned the
mellifluousness of Khvyl'ovyi’s prose, which he also saw as a flaw because it detracted from
its compositional structure and resulted in impressionistic, telegraphic sentences. He pointed
to the non-traditional lyric epithets and metaphors like “blue rain” (‘synii doshch’) (“13
travnia 1933” 5: 467). Lavrinenko noted two stylistic literary European traditions that
intersect in Khvyl'ovyi’s oeuvre: romanticism and the baroque (“Mykola Khvyl'ovyi” 404).
Finally, Vira Aheieva discusses the fusion of various stylistic features in Khvyl'ovyi, his
eschewing of realistic or “believable circumstances” as well as his changeability as a writer:
“His manner as a writer changed abruptly and often unpredictably. He combined an
expressionist, agitational, and debunking emotional intensity in his work with impressionist
attention to psychological nuances, beauty, and the multifacetedness and rich tones and

colours of the external world” (“Mykola Khvylovy” 47).

3.3. The Literary Discussion
Despite Khvyl'ovyi’s early idealistic views of the Revolution, he did not see Ukrainian
literature developing side by side with Russian. In April 1925, Khvyl'ovyi initiated the

famous Literary Discussion which first addressed Hryhorii Iakovenko's article “On Critics
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and Criticism in Literature” (1925), in which he insisted that proletarian literature must be
elementary and simple. Khvyl'ovyi, on the contrary, wanted the Ukrainian people to have a
distinct culture, separate from the Russian discourse and more concordant with “the most
advanced nations of Europe” (Shkandrij, The Cultural Renaissance 4). Khvyl'ovyi expressed
these views in his article “On ‘Satan in a Barrel,” Graphomaniacs, Speculators and Other

124 in which he denied the division between an older and younger generation

Prosvita Types,
of writers and instead proposed that there are good and bad writers as well as intellectuals
and fools. This pamphlet was followed by two more: “On Copernicus of Fruenburg, or the
Alphabet of the Asiatic Renaissance in Art” and “On Demagogic Water, or the Real Address
of Ukrainian Voronkyism, Free Competition and so on.” These three pamphlets were
republished under the title Kamo hriadeshy [?] Pamflety (Quo Vadis? Pamphlets)
(Shkandrij, The Cultural Renaissance 6).

While these polemical pamphlets had more of a literary focus, Khvyl'ovyi’s
unpublished brochure “Ukraina chy Malorosiia?” (“Ukraine or Little Russia” [1925]) was
strongly political. In this pamphlet, Khvyl'ovyi also attacked Russian chauvinism, voiced the
need for equal rights among the republics of the USSR, and called for an orientation on
Western European art, its style, techniques: '

In [...] ‘Ukraine or Little Russia’ [...], which circulated among party leaders, literary

figures and students, Khvylovy made the sensational accusation that the reason why

the Communist Party in Ukraine was not doing enough to Ukrainize public life was

124 «““Satan in a Barrel’ was the title of a primitive one-act farce popular at the turn of the century” (Shkandrij,
The Cultural Renaissance 5).

125 «‘Ukraine or Little Russia’ was a long pamphlet, consisting of some seventy to eighty pages which sounded
the alarm: the national question had not been solved and the old scourge, Russian chauvinism, was gaining the
upper hand. Khvylovy had shifted the focus of his polemic to a sensitive political problem and had pointed a
finger at the party” (Shkandrij, The Cultural Renaissance 12).
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because it was completely dominated by Russians or culturally Russified elements
who represented the worst elements of the colonial-settler mentality. (Shkandrij, The

Cultural Renaissance 12)

At one point in “Ukraina chy Malorosiia?” Khvyl'ovyi rejects the idea that Ukraine is
a colony of Russia, stating that it is time to end building Russian culture in Ukraine and to
restore an active, young Ukrainian society which represents both the village and the
proletariat (4: 415).'?° He declares that the old West European literature is closer to
Ukrainians ideologically and advocates the notion of a “psychological Europe,” which
reveals the psychology of people and the Faustian quality of life.!?” Thus, Khvyl'ovyi views

b

Europe as the “highway of progress,” whereas “prosvitas” (popular educational societies)

were associated with primitivism and provincialism (Shkandrij, The Cultural Renaissance

9).128
The idea of a “psychological Europe” is related to the “Asiatic renaissance,”'?’ a

political and cultural revival of the people of the East, freeing themselves from their colonial

mentality. As Khvyl'ovyi puts it, the Asiatic renaissance is dictated not only by classical

126 A passage from “Ukraine or Little Russia?”: “Uu € Ykpaina kosnonicro uu Hi? [...] MM HOBHHHI HETaiHO
CTaTH Ha OiK aKTUBHOTO, MOJIOJIOTO YKPATHCHKOIO CYCIIJIbCTBA, K€ PENPE3EHTY€E HE TIJIbKU CEJISTHUHA, aje BiKe
i poOiTHHKA, 1 TMM Ha3aBXAM IMOKIHYUTH 3 KOHTPPEBOJIOLIMHOI ifeer0 OyayBaTH Ha YKpaiHi pOCIHCBHKY
kyneTypy” (Khvyl'ovyi, “Ukraina chy Malorosiia?” 4: 415).

127 In another pamphlet “Dumky proty techii,” he explains that the social category can never exist without the
psychological one. Thus, not only the economy makes history, but also living people with their ambivalent
psychology.

128 “Prosvita” was “the name of a popular enlightenment society which operated mainly in rural Ukraine during
the pre-revolutionary years (Shkandrij, The Cultural Renaissance 9).

129 “Ukraine, on the boundary between East and West, long an oppressed nation, had a special role to play in
this renaissance: for this South-Eastern republic of communes would bring the new word, the new art to Europe.
The great art of the future, the art of the Asiatic Renaissance, would not reject the past, but would build upon its
achievements” (Shkandrij, The Cultural Renaissance 9).
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education, but also by the renaissance of a strong whole person, emergence of a new type of
courageous conquistadors which Europe lacks (“Ukraina chy Malorosiia?” 4: 422). lurii
Smolych defined “Asiatic” as a symbol that presented everything that is oppressed,
dependent, everything that is in a state of colonial slavery (Rozpovidi 7: 92).

Khvyl'ovyi believed that art should reflect contemporary life with its complexities
and conflicts, provoking society and revealing the “conflicting forces of the human psyche”
(Shkandrij, The Cultural Renaissance 4). He even invented the term “romantic vitaism,”
which Smolych interprets as meaning an optimistic view on life, an active and happy
existence (Rozpovidi 7: 92).

The Literary Discussion dominated Ukrainian intellectual life for over two years.
James Mace points out that already within a month after the publication of the “Apolohety
pysaryzmu” (“Apologists of Scribbling” [1926]) where Khvyl'ovyi states that Ukrainian
literature should by no means develop alongside Russian, Stalin himself wrote a letter to
Lazar Kaganovich (a Soviet politician and one of Stalin's closest associates) and the CP(b)U
Central Committee. Khvyl'ovyi was accused of many things, including propaganda of
Ukrainian nationalism and even fascism: “‘Khvylovyism’ was condemned along with
‘Shumskyism’ as a manifestation of ‘bourgeois nationalism,’ that is, as threats to the unity of
the Soviet state. The June 1926 plenum of the KP(b)U [CP(b)U—DP] Central Committee
convicted Khvylovyi of eight separate deviations ranging from ‘reviving the theory of the
struggle of two cultures’ to disseminating the ideas of Ukrainian fascism” (Mace 150).
Khvyl'ovyi chose to surrender to the Party in order to be able to continue his work:
“Khvylovyi revealed himself to be a master of the art of ostensible surrender, that is,

confessing whatever was necessary and then continuing to do what his convictions dictated
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in a more subtle manner” (Mace 156). Not too long after Khvyl'ovyi's suicide, at the first
All-Ukrainian Congress of Soviet Writers in Kharkiv (1934), the majority of Ukrainian
writers declared their loyalty to the Soviet Party and Stalin and established ““socialist realism”
as the “principle of artistic creation” (Luckyj, Literary Politics 230).

This brief overview of Khvyl'ovyi’s daring ideas, his political, cultural and literary
input reveals the complexity of his time. He was one of the many intellectuals who suffered
from the tyranny of the Bolshevik system, and his short story “la” portrays the ambiguity of a
troubled protagonist who chooses to convert from a sensitive ethical person into a merciless

criminal.

3.4. “Ia (Romantyka)”: “I am a Chekist, but still I remain a human being”

Many scholars point to Khvyl'ovyi’s sense of a divided self (Bezkhutryi, Pavlychko,
Zhulyns'kyi). Indeed, one of Khvyl'ovyi’s letters to Mykola Zerov from November 12,
1924,"3° reminds me of the inner struggle of his protagonist in “Ia.” On the one hand, he
describes himself as a romantic, a person who enjoys the beauty of life: chocolate, an
evening road covered with snow. On the other hand, he shares his experience of war that

traumatized his psyche: “three years of wandering, starvation, horror, which I still cannot

130 Yy qBiTH, noporuii Mukono KocreBudy, moauHy, sika 10 0O0XKEBULISA JIOOUTH IIOKOJAN, SKa KOXHOI MUTI
BiZIUyBa€ T'yCTHI 3amax »WTTs, sIKa, HApeIITi, BIYHO B KOJI XUMEPHUX acolialiif, — ysBITh L0 JIOJUHY Ha
NpeKpacHiil BedipHid CHIroBiil 10po3i, KOJHM TINBKH-HO CMEPKIO 1 Ha CeJi MEepeKIMKAIThCc COO0aKH, KOJH
3MMOBA THIIA TaK, K BiduieeMChbKa 30ps, CTOITh HaJ OCEJeI0, YSIBITh IO JIOAWHY Ha TaKkoMy (OHI B KOJIi AUKOT
raiijlaMaq4rHy, sKa Be3€ ITI0 JIIOIUHY Ha po3cTpin. Lle — s, i Tak oamH pas, i Tak — apyruil. Kaprtuna, sk Gaunre,
OCTLIBKH TaTeTHYHa, IO HifK HE MOXKHA ii YMTaTH, HE ITyCTUBIIN CIHO3Y. SIK JKe: IIOKOJa, 3amax, BeYipHs
ocess 1 T.JI. Aje KOJIM /10 LIbOTO JIOJATH 1 Te, IO 1il JiroanHi 6a0yCHH KiT HAMYPKOTIB SIKYCh ‘3a03€pHY’ Ka3Ky —
TO MaTHUMEMO ‘3peliie’ ocTaTouHo ‘ymuriTenbHoe . Tak, Gauure, s i Ha IbOMY HE X04y 3ynuHsTHCS. Tpeda x
JIOZIATH Ie ¥ Te, M0 3 POKH IOXOJIiB, TOJ0/I0BKH, CIIPaBXKHBOTO Kaxy, sIKi ONHCATH s HisIK HE PH3HUKHY, 3 POKH
Tonrodwu B xBagpaTi Ha manekux nonsx [ammanau, B Kapnarax, B PyMmyHii i T.1. 1 T.JI., — BCe IIe TEX I0-HEOYAb
3HauuTh[...]. I cipaBai: mpu Bcil cBOi HOPMANBHOCTI S BCE-TakH, KOJIM HPOBIPsIO cede, TPOLIKH ICHUXIiYHO
HEHOpMaJbHUH. | 3°COBY€EThCA e THM, IIPO IO S MHCAaB Ha MOYaTKy cBoro jucrta. Came XHUTTEBI mepTypOarii
noBenn MeHe 110 Takoro ctany” (From the letter to Mykola Zerov, November 12, 1924, Khvyl'ovyi 2: 852).
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dare to describe, three years of Golgotha, multiplied by two, at the remote fields of Galicia,
the Carpathians, Romania, etc...” (Khvyl'ovyi 2: 852).

While Bolsheviks tried to portray Chekists as heroes, Khvyl'ovyi’s “la,” showed their
so-called ‘true heroism.” He revealed that Chekists do not strive for justice and fairness.
Rather, they decide to execute their captives while enjoying a glass of wine. It is no wonder
then that the Soviet critic Iurynets' called “la” a huge psychological mistake (“velyka
psykholohichna pomylka”) that was damaging for society because of the ambiguity with
which it portrays outward and inward realities. He claimed that such disproportions could
only be possible in a romantic representation of the psyche, but not in real life (“M.
Khvyl'ovyi” 5: 435).

Iurii Boiko, in contrast, views “la” as a philosophical and satirical story that is rich in
symbolism. He rightfully points out that we will not find any concrete idea about
communism in this text. There is only the allusion to “zahirna komuna” (“distant
commune”), to communist phraseology, without which the ideas in the text would be
counterrevolutionary (Boiko, “Mykola Khvyl'ovyi” 1: 111; 116).

Bezkhutryi argues that “la” was an attempt to show the complexity of the
revolutionary period as well as the contradiction between feeling and duty (255). The text
plays with polysemy and reveals the depth of the protagonist’s unconscious processes
(Bezhutryi 257). It combines the interplay of illusion and reality. At times, it is hard to detect
whether the events and feelings are real or just imagined by the character (Bezhutryi 159).
Thus, Bezkhutryi claims, Khvyl'ovyi’s prose reveals the perception of the world through
feelings and anxieties, suffering, psychological dividedness, symbiosis of illusion and reality

that was prevalent in European literature of the twentieth century (259).
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Volodymyr Panchenko mentions the mystification and play that Khvyl'ovyi uses
when inferring the events of 1919. Apparently, during the time when the story “la” was
written the slogans of the Parisian commune were very popular and on various occasions
were mentioned in newspapers (“Khvyl'ovyi” 67). The translator of the text, Constantine
Henry Andrusyshyn, makes a remark that the Versaillais were the “supporters of the King
during the French Revolution” and in the story this term is used as the “defenders of the old
order” (“My Self” 39). Thus, the narrator in “Ia” is culturally aware, which is seen through
his rather elitist use of the terms “communard” and Versaillais.

In general, as Panchenko puts it, “Ia” is about the sacrifice of humaneness on the altar
of Bolshevism, an utopian idea. The violent ways of pursuing this idea led to the loss of its
original meaning. The transformation of the Chekist proves this: when he kills his mother, he
is psychologically disturbed by his crime. Yet, he does not experience any regret and
repentance (at least not overtly). Instead, he walks away joining the rest of the Chekists.
Thus, this short story is testimony to the devaluation of human life that goes along with the
Bolshevik formula that everything which serves the revolution is moral. This type of
ideology allowed crime without punishment and justified bloodshed, while hiding behind the

promise of the “zahirna komuna” (“distant commune”) (Panchenko, “Khvyl'ovyi” 67-68).

3.4.1. Symptoms of a traumatized psyche

“Ia” is written in an impressionistic style with some elements of romanticism.
Impressionism, which originated in France in the 1860s, first in the paintings by artists like
Cézanne, Degas, Manet, Monet, Renoir and others, was meant to capture “an impression of

what the eye sees at a particular moment” (Chilvers, “Impressionism”). Impressionists, both
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in painting and literature, address the way light affects the experience of colours, rather than
merely describing them. This function of light and colour aimed to create a certain mood and
ambience (Scott 218, 219).

Oksana Filatova points out the following peculiarities of impressionism in early
Ukrainian modernist prose: fragmentary depiction, emotionality, rejection of the traditional
naturalistic presentation of external reality, focus on psychological analysis. Thus, the subject
of the impressionistic portrayal is not reality per se, as in the realistic tradition with its focus
on logical and detailed depiction, but the impression obtained from it. Hence, the
composition and plot are unpredictable. The narration, typically in the first person, is
fragmentary because characters express feelings, observations, impressions, without
necessarily a rational exposition. The emphasis is on the psychological conflict that often
happens in the protagonist’s conscious or unconscious states (Filatova 67).

Oleksandra Chernenko explains that the psychologism of impressionists differs from
the psychologism of realists. While realists believed that reality is the way we see it, that
everything has its cause and effect, impressionists were convinced that everything that
surrounds us is not the way we are used to seeing and perceiving it. Rather it is the
consequence of learnt concepts and ideas that need to be relinquished if we are to know the
true reality (Chernenko, M. Kots'ubyns'kyi 28). Thus, the impressionistic technique is a
laconic depiction of specific details which represents an impression from reality, the
character's inner world, their irrational and psychic concerns by means of sensorial (visual,
auditory, tactile, olfactory, gustatory) perception (Chernenko, M. Kots'ubyns'kyi 42).

Khvyl'ovyi chooses to show the sharp external contrasts that accompany sharp

internal conflicts. Colours and the senses play a significant role in the representation of the
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protagonist's consciousness. For instance, whenever the protagonist refers to the Cheka, it is
portrayed in dark colours. On the contrary, the image of his mother is always surrounded by
(candle)light. Her yard also smells of mint (“My Self” 39).

In the following excerpt, the author describes the nighttime during which the dark
tribunal of the Commune holds its meetings. The contrast of darkness and light are presented
through the murkiness of the night and the dim burning of the candelabrum that is
insufficient for illuminating the whole room. The external reality is analogous to the
narrator’s inner life. His “unusual” office also symbolizes his mind with its various voices,
his dark and evil parts of the self. It is not surprising then that he uses the image of dim light
barely illuminating a quarter of the room to depict his despair:

TemHOi HOYI, KOJIM 32 BIKHOM IMPOXOJATh MICbKi Be4OpH (MAa€TOK 3JIETIB Ha ropy u

[IapUTh HAJl MICTOM), KOJIM CHHI IUMKH 3JIIHMAFOThCS HAJ IIETeJIbHEI0 1 0OMBaTeN, K

MHUIII, — 32 MiJBOPOTHI, Y KaHApeeYHUI 3aMOK, TEMHOI HOYl B MOEMY HaJ3BHUYalfHOMY

KaOiHeTi 30uparoTbes Moi ToBapuuli. Ile HOBHMIT cuHeApioH, i€ YOpHUM TpuOyHal

KOMYHHU.

Tomi 3 KOXKHOTO 3aKyTKa TUBUTHCS CIPABXKHS 1 BOICTUHY jKaxHa CMEPTh.

[...] KangensOp Ha ABi cBiul Tyckj0 ropuTh. CBITIy HecHsa IOCATTH HaBiTh YBEPTI

kabinery.’! (“Ia” 26-27)

The impressionistic narration, with its ambiguity and distortion, can be viewed as a

symptom of trauma, although it is hard to define who narrates the story: a rational narrator or

131 “On a murky night, behind the window, when the urban evenings pass (the palace had flown up and lords it
over the city), when small columns of blue smoke rise above the brick factory, and the citizens creep like mice,
my comrades pass through the gates and into the canary castle, and meet on a murky night in my unusual office.
This is a new Sanhedrin, this is the dark tribunal of the Commune. [...] The candelabrum burns dimly. It is
difficult for the light to illumine even a quarter of the office” (“My Self” 34).
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a traumatized one, or is it, perhaps, a voice in-between? It seems like the narrator switches
back and forth from being rational to being confused by his reality.

Bezkhutryi points out some theatrical stage directions, like the author's asides (in
parentheses) and phrases like “The curtain parts” (253). The latter creates the effect of a stage
performance. The following example shows how the narrator interrupts the story to include a
comment about one of the characters, using parentheses. It is as if he turns toward the reader
to explain some intricacies of the degenerate’s nature. Passages like this also demonstrate the
presence of authorial voice in the text:

BapTtoBuii MOBYKH, MOB aBTOMAT, BUMIIIOB 13 KIMHATH.

(Tak, ne OyB HEe3MIHHUN BapTOBUM: HE TIIBKU AHApIOMA — 1 MH TPIIWIN: S U

JOKTOp. MU YacTo yXWISJIUCh IOTJISIIATH PO3CTPLUIN. AJie BiH, IIeH JIereHepar, 3aBliie

OyB COJ/IaTOM PEBOJIONIi 1 TUIBKM TOMI WIIOB 13 MOJSI, KOMU TaHYIH IUMKH MU

3aKOIyBaJIH PO3CTPLISTHUX).

...Ilopmvepa posdeunynacw, i B Miit kabiner ysiitmno asoe.”'*? [Emphasis mine—

DP] (“Ia” 32)

Besides theatrical remarks, we are presented with the main character's (“I”’) dreamy
and romantic side. The story begins with an abrupt paragraph which shows the protagonist's
inner turmoil. Notwithstanding some of the romanticized ideas about the revolution (25;42),

about the mother’s house (30) and about the character’s mother as the Biblical Maria (25),

132 “The sentinel goes out of the room silently, like an automaton. (Yes, he is an irreplaceable sentinel: not
Andrusha alone — we too have sinned: the doctor and I. We often neglected to witness the executions. But he,
this degenerate, was always a soldier of the revolution, and would leave the field of execution only when the
gun-smoke had melted away and the corpses were being buried).

The curtain parts and two persons come into my office [...]” [Emphasis mine—DP] (“My Self” 42).
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the motifs of silence, grief, memory and loss attest to a traumatized psyche. The metaphor of
“a solitary desert cliff” (“camoTHs myctenbHa ckens’) symbolizes the character's isolation
and estrangement from his former self, which he still remembers well. Glimpses of the
conscious self briefly break through in the form of flashbacks and the repetitive remark “Ile s
noope mam'sitaro!” (“This 1 well remember!”). The motif of remembering permeates this
story (e.g., “J wmoB y Hikyau” [“] was going into nowhere”]) and is used to reveal the
character's psychological crisis and confusion. The following passage shows the
romanticized or idealized concept of an ethereal commune beyond the hills (in bold). The
Biblical Maria comes from a place of calmness (“Tuxux ozep” — “the calm lakes”). At the
same time, the protagonist appears on “boundless fields” (“6e3rpanni nmomns’), trying to look
beyond the horizons, towards that distant commune. His traumatized self emerges when the
image of Maria and the distant commune disappear. He then describes the unbearable pain
and suffering that warmly glow in the votive lamp of his fanaticism when he recalls his
mother, whom he compares to the extraordinary Maria:
3 nanexkoro TyMmaHy, 3 TMXHMX 03ep 3aripHoi KOMYHM ILIEJIECTHTh IIeJecT: To e
Mapis. S Buxomky Ha Oe3rpaHHI MoJisd, MPOXOJUKY MepeBaid 1 TaM, /i€ KEBPIIOTh
KypraHu, HOXWISIFOCh Ha caMomHuio nycmenvHy ckento. S nuBmrocs B namni. Toai nyma
3a JyMOIO, SIK aMa30HSHKH, JDKHTITYIOTh HaBkojo MeHe. Toai Bce mpomnajae...
TaeMHI BepIIHUKH JETATh, PUTMIYHO MOXHTYIOYHCH, JO OJIPOTiB, 1 racHEe JICHb;
ODKUTBH y MOTHJIAaX JIOpOTa, a 3a HeI0 — MOBYA3HUH cTer... Sl oakuaao Bii 1 32adyro...
BOICTUHY MOSI MaTu — BTUJIEHHH mpooOpa3 Tiel Haa3BUuaitHOi Mapii, 1110 CTOiTh Ha
TpaHsAX HEBIOMUX BiKiB. Most MaTH — HaiBiHICTb, muxa scypa 1 1oOpicTh Oe3MexHa.

(Lle 51 0obpe nam’smaro!) I miti Hemodcausull 6inb, i Mo HE3HOCHA MyKa TEILIOTh Y
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nammani (aHaTHU3My Mepel MM TPeKpacHUM TedambHuM obpasom.'** [Emphasis

mine—DP] (“Ia” 25)

In short, from the very beginning we are introduced to the protagonist’s inner
conflict, a conflict between filial duty and the duties of the Chekist: “both my intolerable
suffering and my unbearable torture grow warm in the lamp of fanaticism before this

wonderful picture of sorrow” (“My Self” 31).

3.4.2. Modes for presenting consciousness
According to Dorrit Cohn’s classification of narrative modes for presenting consciousness,
“Ia” is a dissonant self-narration with self-quoted and self-narrated monologues, with
occasional quotations of past thoughts. All these elements constitute what Cohn calls the
“memory narration” with its “evocative present” that refers to a past experience and “creates
an illusory (‘as if”) coincidence of two time-levels, literally ‘evoking’ the narrated moment at
the moment of narration” (161; 198).

Cohn states that “in memory monologues the present moment of locution is a moment
emptied of all contemporary, simultaneous experience: the monologist exists merely as a

disembodied medium, a pure memory without clear location in time and space. The

133 “From distant misty regions, from the calm lakes of the intangible Commune'** there rustles a whisper:

Maria is coming. I go out into the boundless fields, pass over the hilly crests, walk in the place where the tumuli
glow, and lean against a solitary desert rock. 1 look into the distance. Thought after thought, galloping like
Amazons, swarms around me. Then everything disappears. The mysterious Amazons, swaying rhythmically, fly
towards the horned tips of the mountains, and the day darkens. The road speeds on amid the hillocks, and after
it — the silent steppe. I raise my eyelids and try to recollect... in truth, my mother — the prototype incarnate of
that extraordinary Maria who stands on the boundaries of ages unknown. My mother — simplicity, silent grief,
and boundless kindness. (This I well remember). And both my intolerable suffering and my unbearable torture
grow warm in the lamp of fanaticism before this wonderful picture of sorrow.” [Emphasis mine—DP] (“My
Self” 31)
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monologic presentation itself is reduced to zero here, to a kind of vanishing point of the
mnemonic process” (247).

In Khyl'ovyi’s story, one example of a memory monologue is when the protagonist
returns to his mother’s house. Although, he mentions entering the room, this is not a literal
reference to a place. Instead, it is a subtle detail that alludes to the protagonist’s mnemonic,
hallucinatory-like state. Thus, when he enters “the room,” I believe it symbolizes his
unconscious:

S #iny B KIMHATy, 3HIMal0 May3epa i 3amaltor0 cBidy.

... — T'm cium?

AJle MaTu He cnana.

Bona niaxoauts 10 MeHe, 6epe MOe CTOMIIEHE 00JIMYYs B CBOI CyXi cTapedi A0JIoH1 i

CXWJISIE CBOKO TOJIOBY Ha MoOi rpynud. BoHa 3HOBY kaxe, 110 1, ii M AT€KHUU CHH,

30BCIM 3aMy4HB ce0e.

I s gyro Ha cBOIX pyKax ii XpyCTaJlbHI POCUHKH.

S

- AX, 5K S BTOMHUBCS, Mamo!

Bona minBoauTh MeHe 10 CBiYl M OUBUTHbCA Ha MOe 3MopeHe obnmyus. ITotim

CTAHOBUTHCA OiNlsl TYCKJIOl JIaMIaiy i 3a)KypeHo JAMBHThCS Ha oOpas Mapii.'** (“la”

30)

134 ¢I enter the room, take off my gun and light a candle. ‘Are you asleep?” But Mother is not asleep. She
approaches, takes my weary face in her dry old palms, and rests her head on my breast. Once more she says that
I, her rebellious son, have absolutely tortured myself to death. And on my hands I feel the crystal dews, falling
from her eyes.

I: ‘Ah, mother, how tired I am!’

She draws me towards the candlelight and looks at my weary face. Then she stops to look sorrowfully at the
icon of Maria” (“My Self” 39).
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The use of past and present tense in the text requires closer analysis. For instance, in
the following paragraph the switch from present (italicized) to past tense (in bold) and vice
versa helps to distinguish between the experiencing self (present tense: “Martu kaxe”
[“Mother says”]) and the narrating self who recollects the event (“3a BikHOM inumm...”
[“Behind the window dewy mornings were passing’]). It also implies that this is a memory
narration:

Martu kaxe, ‘mo s (i1 M’ ATexXHUN CUH) 30BCIM 3aMmydmB cebe...”. Toxai s 6epy 11 Muiry

roJI0OBY 3 HaJIbOTOM CPIOJIACTOI CUBMHM 1 TUXO KJIaJly Ha CBOI IPy/IH... 32 BIKHOM 11K

pocsHi paHku 1 magaam nepiaamytpu. [Ipoxomuam Hemoxnusi AHi. [...] Tomi ani

nepen rposoro. Tam, 3a oaporamu cu3zoro Oopy, crmanaxyroms OJIMCKaBUIN 1

HAKUIAI0Th, 1 MIHATHCSA TOpHU. Baxkkuil nymHuil rpiM HIIK HEe MpopBeTscs 3 IHmil, 13

cxony. | TomuTsCs ipupoa B mepeArpo33i. A BTIM, 33 XMapHUM HAKHIIOM 4ymu W

iHImmMiA Ty — ... riyxa kaHoHazga. HacyBaromuca nBi rposu.'>® [Emphasis mine—DP]

(“Ia” 25)

The short story is written in dissonant self-narration because the unambiguous
narrator can detach himself from a past self. Thus, there is a “polar relationship between the
narrating and the experiencing self” (Cohn 146). At times, the narrator is lucid and aware of

his mental and emotional states and even provides a commentary about his thoughts and

135 The 1960 English translation of this text by C. H. Andrusyshyn has a different tense of narration — mainly
present, whereas Khvyl'ovyi uses both past and present. I analyze the original text, therefore some incongruities
of grammar tense reflected in the translation might occur: “Mother says that I (her rebellious son) have
absolutely tortured myself to death. Then I take her lovely head, sprinkled with silvery grey, and rest it on my
bosom. Behind the window dewy mornings [were| pass[ing] and pearl-drops [were] fall[ing]. Intolerable days
[were] mov[ing] on. [...] These are the days before the thunderstorm... And yet, beyond the cloudy fog may be
heard yet another roar — a dull cannonade. Onward move the two storms” (“My Self” 32) [Emphasis and
corrections mine—DP].
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(13

actions: “... Tak, me Oynu HemoxiuBi XxBuiauHHU. lle Oyna Myka. Ajne s Bke 3HaB, 5K

3po0mto. S 3HaB 1 TOJI, KOJMM MOKUHYB MAe€TOK. IHakimie s He BUWIIOB OW Tak IIBUIKO 3
kabinety”!* (“Ia” 36).

The sovereignty of the narrator from his past self, “the cognitive privilege of the
narrating over the experiencing self” and his role of a “master psychologist” who can move
back and forth in time can also be identified by the use of direct quotation (Cohn 149; 151)
and a third-person commentary (in bold):

AHJIPIOIIIA CYBOPO IMBHTHLCS HA MeHe. Moro pimyue He MOKHA Mi3HATH.

- Cnyxaii. Hagimno us menoapama?

Miii HaiBHMH AHApOma XoTiB OyTH Ha Heill pa3 NPOHMKJIMBHM. AJle BiH

MOMMJIMBCS.

A (rpy60):

- TIposaniBaii!'*’ [Emphasis mine—DP] (“Ia” 36)

What complicates the analysis of this story is the presence of the self-narrated
monologue (like the narrated monologue in third-person narration), in which the cognitive
self merges, as if, with the experiencing self: “The relationship of the narrating to the
experiencing self in these self-narrated monologues corresponds exactly to the relationship of
a narrator to his character in a figural third-person novel: the narrator momentarily identifies

with his past self, giving up his temporarily distanced vantage point and cognitive privilege

136 “Yes, these are intolerable moments. It is torture. But I already know what I shall do. I knew it even when 1
left the palace. Otherwise I would not have left the office so quickly” (“My Self” 47).
137 “Andrusha looks at me sternly. He is not at all what he used to be.
- Listen, why this melodrama?
This time my naive Andrusha wants to be clever. But he is mistaken.
I: (roughly):
- ‘Be off!”” [Emphasis mine—DP] (“My Self” 47)
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for his past time-bound bewilderments and vacillations” (Cohn 167). Here is one of the
protagonist's experiences of a mental and emotional breakdown, in which the cognitive and
experiencing selves merge. This also demonstrates an unresolved existential crisis which
brings the protagonist back to his experience. From his memory of it, it is he as if relives that
moment again. And then he once again provides a commentary on how he felt at that time:
Sl 3maBHB TOJIOBY U 1IIOB IO MEPTBIM 10PO3i, a 033,y MEHE PHUIILIN Ta4aHKH.
S panrrom BiakuHyBCh: o 1e? ["amrormuanis? Herxke e rosioc moei matepi?
I 3HOBY # mi3HaIO ceOe HIKUYEMHOIO JIFOJWHOIO i Mi3HAI0: JeCh MiJ CepleM
HyIuTh. | He puaaTy, a IakaTu IpiOHEHBKMU CIIbO3aMHU XOT1JI0Ch MEHI — Tak,

K B IUTHHCTBI, HA Temmux rpyasx.'>® (“Ia” 39)

3.5. Psychic trauma of a dissociated self

The non-criminal self. The image of the mother. Alter-egos

Throughout the short story, the protagonist vacillates between his rational and irrational self.
At times, he “enters” into his role of a Chekist, sees “mist before his eyes,” and experiences
“a state of extraordinary ecstasy” from giving orders to execute captives (“My Self” 44). At
other times, he envisions his mother and her house, something he often refers to as a
hallucination. Clearly, the socio-political Bolshevist context triggers this dilemma within
him, namely, whether he is a Chekist or a human being: “f — gekicr, ane s 1 moguna” (“la”

26) [“I realize that I am a Chekist, but still I remain a human being (“My Self” 33)]. He

138 «“I press[ed] my head with my hands and continue[d] down the lifeless road, while behind me creak[ed] the
wagon-trains.
Suddenly I am roused: “What is it? A hallucination? Is it really the voice of my mother?”

And again I feel insignificant, and somewhere under my heart I grow faint. I want[ed] to weep, not to
wail, but to weep with down-dropping tears, just as I did in my childhood, on a warm breast” (“My Self” 52)
[Corrections mine—DP].
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understands that it is impossible for him to be both a Chekist and a human being, hence, he
must choose duty over his humanity. He alternates between feeling indifferent to the
suffering of others to feeling unbearable guilt. To stop this duality, he decides to kill his
mother who, as he himself admits, symbolizes a part of his conscience. By killing the mother,
he believes, he will get rid of the moral principles that restrain him from being a true
communard.

Khvyl'ovyi’s metaphoric language creates multiple layers of meaning in this short
story. To decode the ambivalence within the protagonist’s psyche, I propose to apply Mary
Lydon’s interpretation of the symbolism of the “m(M)/other,” which represents the need to
separate oneself (“myself”) from the mother within. This symbol, according to Lydon, also
refers to sexuality and femininity: “it is my desire to distance myself from the °‘dark
continent’ which is femininity. [...] Such a forgetting of femininity (or at least of an archaic
femininity) would constitute the symbolic castration which would permit its representation,
the inscription of the phallic mark, m/others, which constitutes my desires (Lydon, “Myself
and M/others” 91).

I view the protagonist’s mother in a similar symbolic way as Lydon’s m(M)/other.
Although linguistically Lydon’s breakdown is not possible in the Ukrainian word “matn”
(“mother”), we can view Khvyl'ovyi’s image as a symbol. When appearing in lower case
(“mother”), it stands for the narrator’s biological mother who gave him birth and was his
primary caregiver. When capitalized (“Mother”), the image alludes to the sacred feminine,
the biblical Mary. Finally, “other” without capital “M” or “m” in lower case represents the
problem of hurting the other that is also part of the self. Thus, the need to kill the feminine to

re-establish the patriarchal (here: communist) order is traumatizing because it is tantamount
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to destroying the source of all creation, everything that stands for love, kindness, compassion
and sacredness. Thus, the trauma of killing the mother metaphorically refers to removing the
vestiges of humanity left in the protagonist, i.e., the killing of his former self (“other”).

This explains why the image of the mother in the story is recurrent. It is not just a
depiction of a murder, it is what leads to that murder, that is, the degeneration of the
character's mind, his transformation into a new identity: the perpetrator. If the whole story is
a memory narrative, then perhaps the protagonist recalls what he has already committed,
reexperiencing the PTSD symptoms of his dissociated self. The recurrent image of the
mother manifested through the flashbacks in the form of remembering and dreams point to
the psychic trauma that the character undergoes.

“Ia” consists of three sections. The image of the mother appears in each of them,
specifically in the moments when the protagonist reconciles with his sense of conscience,
every time he experiences doubt and feels guilt. Thus, the mother represents his morally
aware, sacred self that is opposed by his several evil, alter egos: Doctor Tahabat, Andrusha
and the degenerate. Perhaps, the mother is his core self, compassionate and humane. She
could also symbolize Ukraine, suppressed by the Russian Bolsheviks.

In section I, where the focus is on the dreadful tribunal, his mother’s image appears
when he is about to give the order to execute “shopkeeper x” (“mino kpamaps ikc”): “I B Toit
K€ MOMEHT paITOM IepeJil MHOIO MiABOJUThCA 00pa3 Moei marepi... — ‘Posctpinars’??? 1
MAaTH TUXO0-325KyPHO IUBUTHCS Ha MeHe” > (“la” 28).

By the end of this section, the protagonist is on the way to his mother’s house. Yet,

right before arriving, Khvyl'ovyi employs a contrastive technique to emphasize the duality of

139 “And at the very moment the image of my mother suddenly rises before me. ‘To be executed?” And my
mother looks at me calmly, sorrowfully” (“My Self” 36).
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the protagonist’s fanaticism both vis-a-vis the Party and the mother. In reference to the first
(the Party and the dark tribunal), he sarcastically uses the phrases: “I bless (“6yarocnoBmusito’)
and “the oriental disheveled silhouette” (“cxigHuii BooxaTuit cunyer”):
Toni s, 3HEMOKEHUH, MOXWIAIOCH HA IMapKaH, CTAHOBIIOCS Ha KOJiHA H jkaryue
0JIaroCJIOBIISII0 TOM MOMEHT, KOJIM 51 3yCTPIBCS 3 TOKTOpOoM TaraGaTtom i BapTOBUM i3
JereHepatuBHo0 OyniBnero depena. [1oTiM moBepTaroch 1 MOJIMTOBHO JUBIIIOCS Ha
CXITHUH BoJOXaTwil cuiyer. .5l TyOmochk y mepeynkax. | HapemTi BHXOIKY 0

CaMOTHBOTO JIOMHKA, JIC )KUBE MOsi MaTu. B 1Bopi maxHe M’ 7050, 40 (“Ia” 30)

This mode of representing consciousness helps to portray the inner crisis and create a
dreamlike reality, in which it is hard to tell whether it is day or night, whether the people
with whom he talks are real. We can recognize former victims of the system in the alter egos,
the “communards” who have already been persuaded to use any means, including violence,
for the sake of the Revolution. It is almost as if Khvyl'ovyi defamiliarizes the image of the
commune by presenting it in religious terms: ‘“cTaHoBIIOCS Ha KoJiHA,” ‘“MOJHMTOBHO
JMBIIIOCA Ha cXifHUM BosoxaTwil cuiyeT.” Immediately, this image is contrasted, with the
presence of the same piety—but towards the mother this time: “Tyckno ropute nammana
nepen oopasom Mapii. [lepen nammnanoro, sik pi3bOJIEHHS, CTOITh MOS 32)KypHA MaTU. AJe s

ByK€ HiYOTro He Aymaro. Moo ToNoBY IIauTh THXHii royouit con™*! (“Ia” 30).

In section II, using allusions to religious events like the Sacred War (“sviashchenna

140 “Exhausted, I lean on a fence, go down on my knees, and passionately bless my first meeting with Doctor
Tahabat and the sentinel with the degenerative structure of the skull. Then I turn and gaze pleadingly at the
oriental disheveled silhouette. I lose myself in the alleys. Finally, I come to the solitary cottage where my
mother lives. The yard smells of mint” [Emphasis mine—DP] (“My Self” 38).

141 “Feebly the lamp burns before the icon of Maria. And in front of the lamp, like a statue, stands my sorrowful
mother. But I no longer think of anything. A tender, quiet sleep strokes my head” (“My Self” 40).
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viina”), the protagonist describes his ecstasy from ordering executions. This time his mother
stands in front of him, and he is once again not sure if she is real: “Ane s moBepTaroch 1 6aay
— MPSIMO TIepeli MHOKO CTOITh MOSI MaTH, MOsI TiedaibHa MatH, 3 ounMa Mapii. S B TpuBo3i
MeTHyBcs BOiK: 110 11e — ramonuHanin?”'#? (“la” 34). Finally, the image of the mother recurs
in section III, when he finally kills her: “S mopuBatocst kpuknyTH: — Matu! Kaxy T0061: i1m
1o mene! S mymry Boutu tebe. I piske Miii MO30K HEBECENIM roJioc. S 3HOBY Uylo, SIK MaTH
rOBOPHTH, 110 4 (1I M’ ATeXHHUI CHH) 30BCiM 3aMmyunB cebe”'*® (“Ia” 41).

However, the sound of a “cannonade” disturbs that peaceful state, reminding him of
the inevitable crime he is about to commit. The mode of narration (self-narrated monologue)
and choice of quotation marks, as seen above, is crucial here. Although presented as direct
speech, it is still the protagonist’s self-narration within quotes. The metaphor of “torturing
himself to death” represents death of his other, non-criminal self. Joining the remorseless
Cheka, ordering the executions for counterrevolutionaries, seems to be a source of suffering
for the protagonist. After his moral death everything seems like a dream. Reality merges with
hallucination and he can no longer distinguish one from another. He is the merciless machine
of the communards, but his unconscious (in the image of the mother, the personification of
the Biblical Maria) seems to deny it.

When the protagonist “takes off” his gun and “lights a candle” in his mother's house,
he leaves his “criminal self” behind and returns to his “home” (original) Self. In this familiar
“room,” he pours his soul out to his mother and admits that he is tired of mental and

emotional turmoil in his conscious life. The protagonist understands that he overstepped a

142 “But I turn and see — straight in front of me, my mother, my sorrowing mother with the eyes of Maria. I dart
to one side in anxiety: what is it — hallucination?” (“My Self” 45).

143 “I make an attempt to cry out: ‘Mother! Come to me, I tell you; for I must kill you!” And the sorrowful voice
again slashes my brain. Again I hear my mother say that I (her rebellious son) have completely tortured myself
to death” (“My Self” 54).
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sacred boundary. While he confesses his weariness, his mother looks at the candlelight and
the icon of Maria, symbolizing his final confession. The protagonist is confused and tries to
convince himself that this is not true. He admits that in this “room” his mother is not a
phantom but a part of his criminal self to which he gives freedom. The metaphor of the
mother being a part of his criminal self is complex. What does the narrator mean by it? Is it
the criminal self because deep inside he does not believe in violent methods? If so, then he is
a traitor and a criminal to the system. Consequently, he decides to hide that part of his soul
he calls a “criminal self.” Thus, we can read this as the protagonist’s split personality, and the
mother is a part of his divided self, it is his criminal self (“criminal” in the sense of
disobeying the Party) that he needs to annihilate:

I Tonmi, 30eHTe)KEHUI, 3ameBHsI0 cebe, 10 e HelpaB/a, MO0 HISKOI Marepi Hema

nepe/Ii MHOYO, 110 11e He OibIe SK GaHTOM.

- ®aHTOM? — 3HOBY 3/IDUTHYB 5.

Hi, came e — nenpasna! TyT, B Tuxiif KiMHATI, MOSI MaTH He (hanmom, a 4acTUHA

MO20 81ACHO20 3N104UHHO20 ‘s,” AKOMY s Jai Bodio. TyT, B IIyXoMy 3aKyTKy, Ha

Kparo ropojia, i XOBalo Bif inbiiomuny ooun Kineys ceoei Oywi.'*! [Emphasis mine—

DP] (“Ia” 30)

The trauma of separation from his real self leads to the formation of three alter-egos,
as I mentioned above, presented as his comrades: “Moix TOBapHIiIiB JETKO Mi3HATH: JOKTOP

Tarabat, Anzapromia, TpeTiii — 1eresepar (BipHHUi BapTOBUI Ha yaTtax). YopHUl TpuOyHan y

144 «“And then, perplexed, 1 assure myself that it is not true, that there is no mother before me, only a phantom.
‘A phantom?’ and I shudder again. No, that is not true! Here, in this quiet room, my mother is not a phantom
but a part of my criminal “self” to which I impart my will. Here, in this dull cranny, on the outskirts of the city,
I am hiding one part of my soul from the guillotine” [Emphasis mine—DP] (“My Self” 39).
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noBHOMYy ckaami”!* (

“Ia” 27). Traditionally the tribunals consisted of three people. However,
I propose that Doctor Tahabat, Andrusha and the degenerate may also be viewed as three
aspects of the same individual, i.e, the narrating “I.” The author does not name his
protagonist. It might be connected to the mode of narration (first-person narration) or to the
possibility that the three alter-egos alternate in their dominating role and become
personifications of the character’s qualities. Bezkhutryi also notes that the protagonist is split
into several alter egos — Doctor Tahabat, Andrusha, the degenerate guard and the mother,
which are all parts of his “I” (264).

Doctor Tahabat is cruel and cold-hearted. He has no doubts about his duty and his
role within the Party. He dictates to the protagonist, becomes his “master,” his “animal
instinct.” He is the cruel part of the protagonist’s “L,” his shadow self that rejects the
humanity within: “L{e#i gokTOp 13 HIUPOKUM JTOOOM 1 O1JI0I0 TUCUHOIO, 3 XOJIOJHUM PO3YMOM
1 3 KAMEHEM 3aMiCTh Ceplid, 1€ K BiH 1 Miii O€3BUXITHUN Xa3sIiH, Mii 3BIpAYUN IHCTHHKT. I s,
IJIABKOBEPX YOPHOTO TpUOYHATy KOMYHH, HiK4eMa B HOro pykax, sika BiJaajacs Ha BOJIO
xmkoi cruxii” (“Ia” 28).14¢ Andrusha, on the contrary, seems to be that part of the “I”” that we
meet at the beginning — loving, humane and caring. His name, a diminutive from Andriy (in
Greek, genitive “andros” means “man”), suggests a little man or a young boy (Online
Etymology). He is too weak to change anything: “Ane AHaproma HEpPBOBO MEPEXOIUTH 13

MICIISl Ha MiclIe 1 BCE TOPUBAETHCS IIOCh cKa3aTu. Sl 3Haro, IO BiH JAyMae: BiH Xoue CKa3aTH,

145 “It is easy to recognize my comrades: Doctor Tahabat, Andrusha, the third — a degenerate (a faithful sentinel
stationed on guard). The dark tribunal is in full session” (“My Self” 34).

146 “This doctor, high of forehead and white in his baldness, with his cold reasoning, and a stone instead of a
heart — is he not both my irresistible master and my beastly instinct? Head of the black tribunal of the Commune
though I am, in his hands I am merely an insignificant thing which has surrendered to a savage will” (“My Self”
37).
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1110 TaK HE YECHO, 10 TaK KOMYHApH HE POOIATH, 10 1€ — BaKXaHawis i T.1., i T.1.”%7 (“la”
28). Andrusha is the most morally aware aspect of the protagonist, who understands the
immoral conduct but is afraid to say anything. He was forced into the Cheka: “Annpromty,
MOro 01THOTO AHAPIONIY, PU3HAYMB [Ie HEMOXKJIMBHIA PEBKOM CIOJIM, B YeKa, MIPOTH HOTO
kBosioi Bomi” (“Ia” 27).1*® The degenerate sentinel, who remains nameless in the story, a third
alter ego, is a “faithful dog of the revolution.” He is immoral and disgraceful: “Bin crostume
Ha yartax 1 He mija TakuM orHeM! ITam’sitaro, s momymaB Tomi: ‘Ile cTopox Moei z[ymi”’149
(“Ia” 37).

The protagonist seems to struggle against his other selves. Through flashbacks, or
what he refers to as “remembering,” he becomes conscious of the awfulness of his crime and
similar crimes in history. The fluctuations of his mind reveal the instability of his identity:
“Toai mpoOHOCHUTHCA MEePe/i MHOIO TEMHA ICTOpis LMBLIi3allii, 1 OpexyTh HApOIH, 1 BIKH, 1 caMm
yac... — Ane g He 6auuB Buxoay! Boictuny npasna Oyna 3a nokropom Tarabarowm. [...] I Toni

BIJIXO/IMJIA, ylansiaach O MEHE MOs MaTH — MpooOpa3 3aripHoi Mapii, 1 3acTurana y TbMi,

gekaroun”? (“Ia” 29).

The wounded self. “I” — the murderer

147 “But Andrusha moves restlessly from place to place, continually trying to say something. I know what he is
thinking: he wants to say that it is not decent, that the communards are not used to such things, that this is — a
bacchanal, etc.” (“My Self” 36).

148 «“Andrusha, my poor Andrusha, has been assigned to the Cheka by the revolutionary committee against his
feeble will” (“My Self” 35).

149 “He would stand on guard even under the fiercest fire! I remember thinking ‘He is the sentinel of my soul’”
(“My Self” 49).

150 “Then, there rushes past me the dark history of civilization, with its peoples, ages, and Time itself. But I see
no way out! Indeed, truth stands behind Doctor Tahabat. [...] And then my mother — the prototype of the ideal
Maria — withdraws from me and waits, rigid, in the darkness” (“My Self” 37).
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The dissonant narrator describes the physical symptoms of what might be called PTSD, i.e.,
his shivering and fever. The protagonist’s struggle between loyalty to the party and his moral
duty as a human being causes him distress, both physical and psychological: “Ane i Ha nei
pa3 3IpUTarCh, i MEHI 3Ia€ThCS, IO 51 WY B XOJIOJMHY TpsicoBuHY. [IpyakicTe Moe€l mucii
JIOXOJUTH KyJbMiHaIlINA. | B TOH e MOMEHT paIrToM Iepeai MHOK MiABOAUTHCS 00pa3 MO€l
Matepi... — “PosctpinaTs”??? I MaTH THX0-3a)KypHO AUBUTHCS Ha MeHe ! (“Ia” 28).

After painful doubts and contemplations, the protagonist decides to kill his mother. In
the meantime, between his decision and the murder, his PTSD symptoms are ongoing and
physically manifest: he presses his head with his hands, revisits the past, and experiences
flashes of guilt for the violence he and people like him have committed:

TeMHUM BOJIOXaTUM CHIIYETOM CTOITh Ha CXOJl KHSDKUH MA€ETOK, TEHep — YOPHHM

TpuOyHaJl KOMYHH.

S moBepTarock i AUBIIOCA TY/IH, 1 TOA1 panTOM 3TraAylo L0 UIICTh Ha MOTH COBICTI.

...IlicTe Ha MOil COBICTI?

Hi, ne nenpasna. llicTe coTeHb, MIICTh THCAY, INICTh MIUTBHOHIB — ThMa Ha MOIU

cosicri!!!

Tema?

I 1 31aBI010 TOJIOBY.

...Ane 3HOBY mepell MHOIO IMPOHOCUTHCS TEMHa ICTOpis IMBLII3aLii, 1 OpeayTh

HapoJy, i BikH, i cam yac... °2 (“Ia” 29)

131 «“Buyt this time 1 shudder, and seem to be sinking into a cold marsh. My swift thought approaches its
culmination. And at that very moment the picture of my mother suddenly rises before me. ‘To be executed?’
And my mother looks at me calmly, sorrowfully” (“My Self” 36).

152 “In dark, burly silhouette in the east stands the palace of the princes, now the dark tribunal of the Commune.
I turn and look at it, and suddenly recall that there are six lives on my conscience.

Six on my conscience?
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Only the memory of his mother helps him regain his temporary peace. Additionally,
sense perceptions and a blurred concept of time and space play a crucial role in
representation of the trauma in this text. The protagonist “sees” his mother’s face, hears “her
sorrowful and persistent voice,” meanders “nowhere in particular.”

The hostile policy of the Communist Party toward religious belief is revealed when
the Chekist must execute two theosophists. In his conversation with them, the protagonist
talks about a “psychological crisis” and proposes to see the Cheka as a new Messiah. Thus,
he attempts to establish a new truth,!> which brings comfort to his decision to execute the
couple. With the same ease he is ready to kill a new group of the Versaillais that agitated
against the Commune, until he discovers that his own mother was arrested among them. Prior
to seeing his mother, he enjoys his power to end lives. However, when he sees her, he
experiences anxiety and doubt. His hysteria is presented as feelings of fainting, which is a
repetitive statement and a pointer to his traumatized sense of self: “4 mouysato, mo or-ot
ynaay. MeHi IypHO, s CXOMMBCA PYKOI 3a Kpicio i moxumuses™>* (“Ia” 34). Doctor
Tahabat’s voice sobers him up and reminds him of his duty as a communard to kill everyone,

including one's own mother, in the name of Revolution:

No, it is not true. Six hundred, six thousand, six million — numberless hosts are on my conscience!...

And I press my head with my hands.

And again there rushes past me the somber history of civilization, the peoples, the ages, and Time itself”
[Emphasis mine—DP] (“My Self” 38).

153 Ah, you are theosophists! You are seeking Truth! New Truth? Yes! Who is it? Christ? No? Another saviour
of the world?..

I: Then according to you, the time has arrived for the coming of a new Messiah?”

The man and woman: “Yes!”

I: “Do you think that this psychological crisis is to be observed in Europe and in Asia, and in every part of the
world?”

The man and woman: “Yes!”

I: “Then why in the devil’s name don’t you make the Cheka into this Messiah?” (“My Self” 43)

154 T feel as though I am at the point of collapse. I am dazed, I grasp a chair and lean over it” (“My Self” 45).
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To moxtop Tarabar:

- ‘Mamo’?! Ax tu, yoptoBa Kykjo! Cici 3axoTiB? ‘Mamo’?!

Sl BMUTB omam’siTaBCs M CXONMMUBCA PYKOIO 32 May3ep.

- Yoprt! — 1 KUHYBCS Ha JOKTOpA.

AJle TOH XOJIOZHO NOJUBHUBCS HAa MEHE U CKa3aB:

- Hy, ny, tuxme, 3pagHuky KomyHu! 3yMiid po3mpaBUTHUCH 1 3 ‘MamMoro’ (BiH

MiZKPECIHB ‘3 MaMoI0’), K yMiB po3npasisaTucs 3 inmmMu.'> (“Ia” 35)

Having difficulties while facing his mother, he even wonders whether her presence is
just a hallucination. He hears her voice, and finds himself at the “point of collapse,” which is
also a symptom of mental breakdown and psychic trauma:

B kaOiner yBanuBcs UM HATOBMI YepHUIb. S 1boro He Oa4uB, aje s 1e BiA4yB. |...]

5 cMaKyeas: BCIX 1X yepe3 NBi roguHu He Oyne! |...]

S piryde noBepTaroch 1 Xouy cKa3aTtu Oe3BHXIHE:

- Po3-ctpi-nats!..

Ane g moBepraroch 1 0auy — npamo nepedi MHOW CMOimb MO Mamu, MOs
neuanvHa mamu, 3 ouuma Mapii.

S B TpuBO3i METHYBCS BOIK: 1110 1I€ — eanroyunayin’?
51 B TpUBO31 METHYBCS BOIK 1 CKPUKHYB:
- Twu?

I YYyI0 3 HATOBITY KCHIIIWH 3aKypHC:

155 «It is Doctor Tahabat: “’Mother?” Ah, you, devil’s pup! Suckling! ‘Mother’?’ I become myself in a trice and
grasp my gun. ‘Hell!” and I throw myself upon the doctor. But he looks at me coldly and says: ‘Well, well, not
so loud, you, traitor to the Commune! See that you arrange matters with ‘mother’ (he emphasizes ‘mother’),
even as you have with others” (“My Self” 45).
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- Cuny! Miii m’amexcnuii cuny!’>% [Emphasis mine—DP] (“Ia” 34)

His mother refers to him as her “miatezhnyi syn” (“rebellious son”). It is an
ambivalent statement. Is he rebellious because he is against the Versaillais, or is he rebellious
because a part of him is against the Cheka? On the one hand, he needs to prove that—in the
interests of the Party—he will kill even his own mother and the last part of his humane self.
On the other hand, when he nearly collapses, even his body betrays his uncertainty about
committing the crime.

The murder of the mother happens as if in a hallucination. The trauma of committing
a crime is explicitly presented in the story. The protagonist is “pale” and “lifeless.” Silence
and the feeling of being frozen amplify his desperation. He admits that his self is split, but he
will never admit that to anyone:

.S ocmoenie. Brioui, maibke mepmeutl, CTOSIB I TIEPEH MOBUAZHUM HAMOBNOM

YyepHuyd 13 po3ryOJEeHUMHU OYMMA, SIK 3allbKOBaHUN BOBK. (Lle st 6aunB y riraHTchke

TPIOMO, III0 BUCLJIO HAaBIIPOTH).

Tak! — cxonwin HapeTi i qpyruit Kinenb Moei aymi! Bake He miy s Ha Kpait ropoja

3JI04MHHO XOBaTu cebe. | Tenep s Maro OAHO TUIBKHU MPaBO:

HIKOMY, HIKOTU Ul HIY020 He 20680pumu, K po3kononocy moc éracne 's.'’ [Emphasis

mine—DP] (“Ia” 35)

156 “A whole crowd of nuns packs into my office. I feel rather than see this. [...] I am enjoying the thought that
in two hours they will all be no more! I turn resolutely and want to say the irrevocable: “To be executed.” But I
turn and see — straight in front of me, my mother, my sorrowing mother with the eyes of Maria. 1 dart to one side
in anxiety: what is it — hallucination? 1 dart to the other side in alarm and cry out: “You?’” And from the crowd
of women I hear the sorrowful: ‘Son! My rebellious son!’” (“My Self ”45) [Emphasis mine—DP]

157 “ am silent. 1 stand pale, almost lifeless before the silent group of nuns, my eyes wandering, and like a wolf
at bay. (I can see this in the gigantic mirror which is hanging opposite me.) Yes! At last they have seized the
other end of my soul! No longer will I go to the outskirts of the city to hide myself, as a criminal. Now I have
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The culmination of the story is the savage crime itself. In the agony and self-torture

before committing the hideous murder, he once again “hears” his mother’s “sorrowful

voice.” For the last time, the protagonist is puzzled whether this is a reality or hallucination.

Then, he finally “kills” her, and then after a quick sobering realization about what he has

done, he briefly returns to the body, kisses his mother's forehead and walks away in shock.

The fact that he goes back to his mother’s body might signify his remorse. Another sign of

which is the moment when he “blacks out” after looking at his mother’s dead face (“Tbema”).

The next thing he remembers is that someone tells him to join the battalion:

Ane s tdy i udy, a oounoka nocmamev Mo€i mamepi éce mam de. BoHa CTOITb,
3BIBIIM PYKH, 1 3@KypHO IMBHUTbCA Ha MeHe. S mocHiliar Ha Le 3auaposawe
HeModicIuee y3iccs, a OTMHOKA [TOCTaTh yCe TaM JKe, BCe TaM Ke.

HaBkpyru — mycto. TibKu MICSIb JIJIE 3€JI€HUN CBIT 3 MPOHU3AHOTO 3€HITY. S1
JIEepKy B Pyl maysepa, ajie Mosi pyka cialie, i s OT-OT 3amjady IpiOHEHbKHUMH
CJIbO3aMH, SIK y TUTHHCTBI Ha TEIUTUX IPysaX. Sl HOpUBarOCsS KPUKHYTH:
- Mamu! Kaocy mobi: iou 0o mene! A mywry 6oumu mebe.
I pixe miifi MO30K HeBecenuil rosoc. I 3HOBY 4y, sIK MaTH TOBOPHTH, 110 5 (11
M’SITeXKHUN CHH) 30BCIM 3aMy4HB ceOe.

...I1lo ie? Hewxe 3HOBY rarorHanis?

S BiAKKIAIO TOJIOBY.
Taxk, ye Oyna eanoyunayis: 1 0A6HO 8lCe CMOAE HA NOPOACHIM Y3NICCI HANPOMU C8OET

mamepi 1l Ou8UBCs Ha Hei.

but one right: never to mention to anyone that my heart is broken in two” [Emphasis mine—DP] (“My Self”

46).
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Bona moBuaina. [...]
Tonai y MI0CTi, OXOIUIEHUH TIOYKApOM SIKOICh HEMOXKIIMBOT pafioCTi, 3aKUHYB PYKYy Ha
IIIMIO CBOET MaTepi i MPUTUCHYB 11 TOJIOBY 70 CBOiX rpyaei. [lotim migBiB May3epa i
Ha)kaB CIIyCK Ha CKPOHIO. [...]
.21 3an001cu6 pyKy 6 Kuuiento 1 mym dice 32a0as, Wo 8 KHANCUX NOKOSX 5 WOCh 3a0)6.
‘Ot nypenb!’ — momgymas s.
...IloTiM CKHHYBCS:
- e X Jioau?
Hy na, meHi Tpeba ciimutu 10 cBOro 6aranbiiony! — I s KUHYBCS Ha 1OpOTY.
Ane He 3pobus i U mpbOX KPOKi8, sIK Wocb meHe 3ynununo. A 30puenys i nobie 0o
mpyna mamepi. A cmag nepeo HUM HA KONIHA U NUILHO B0UBNABCA 8 00IUYYs. Aje
BOHO Oyio meptBe. [1o miorri, maM’sTaro, TeKJIa TEMHUM CTPYMEHEM KPOB.

Toni s 3BiB 1m0 O€3BUXIJHY T'OJIOBY M MOXAAJUBO BIMBCS yCTaMH B Oinmuit
100. Toma.
I panitom uyto: - Hy, komyHape, niaBoabcs! ITopa 1o 6aranbiiony!
[...] A2a, 5 3apas. A 3apas. Tax, meni oasno nopa!” '>® [Emphasis mine—DP] (“Ia”

41)

158 But I move on and on, while the solitary shape of my mother is still in the distance. She stands, her arms

outstretched, and looks sorrowfully at me. I hasten towards this enchanted, intolerable edge of the forest, while
the solitary shape is still in the distance.

It is empty round about. Only the moon pours her green light down from the pierced zenith. In my
hand I hold the pistol, but my hand is weakening, and I am on the point of bursting into thick-falling tears, as in
my childhood days, upon a warm breast. I make an attempt to cry out: “Mother! Come to me. I tell you; for I
must kill you!”

And the sorrowful voice again slashes my brain. Again I hear my mother say that I (her rebellious son) have
completely tortured myself to death.

What is it? Is it really a hallucination? I throw my head back.

Yes, it was a hallucination: I stood long on the deserted edge of the forest, facing my mother and looking at her.
She was silent.
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His hallucinatory state is revealed through the motionless figure of his mother that he
sees in the distance. It seems like she is just waiting for him in this enchanted and intolerable
edge of the forest. The metaphor of the enchanted forest, much like the metaphor of the
room, represents his unconscious. The metaphor of his mother waiting for him with her
hands outstretched also allude to the biblical crucifixion of Christ. This final scene illustrates
the establishment of his new identity as a Chekist, a dutiful soldier of the revolution,

merciless perpetrator of hideous crimes, which is justified by the totalitarian ideology.

skoksk

In this chapter, I have explored the notion of perpetrator trauma in Khvyl'ovyi’s short
story “la” as narrated by a fictional protagonist. The impressionist style of narration helps to
represent a distorted reality. I have argued that the style per se can function as a sign of
trauma. The complexity of the text lies in the vacillating behaviour of the narrator: at times
he is rational, and at other times the lucid narrator merges with the experiencing self in the
story, creating the effect of a voice in-between reason and hallucination.

I also explored the memory narration within the story and showed how the narrator

oscillates between his rational, duty-oriented self, presented through his three alter-egos, and

[...]

Then, in a daze, enveloped with the flames of an intolerable joy, I put my arm around my mother’s neck and
pressed her head to my breast. Then I raised my pistol and pressed the barrel to her temple.

[...]

I put my hand in my pocket and immediately remembered that I had forgotten something in the halls of the
princes.

“What a fool!” I thought. Then, glancing about: “Where are the people?” But I must hurry to my battalion! And
I set off to regain the road.

But I had hardly taken three steps when something stopped me. I shuddered and ran to the body of my mother. I
went down on my knees before it and stared at the face. But it was lifeless. Down the cheek, I remember, the
blood was trickling in a dark stream.

Then I raised her helpless head and passionately glued my lips to her white forehead. Darkness.

Suddenly I heard: “Well, communard, get up! Time to join the battalion!”

“Oh, yes, I will. I will. I should have done that long ago!” [Emphasis mine—DP] (“My Self” 55).
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his moral, conscientious self, symbolized by the image of the mother whom he eventually
kills. I drew attention to the repetitive patterns and metaphoric images that represent the
protagonist's traumatized psyche as well as his unconsciousness. I showed how the trauma of
the dissociated self is revealed within this text through the hallucinatory state and modes for
presenting consciousness. The protagonist appears to be fanatically loyal to the Cheka and
Revolution; at the same time his fixation on the image of the mother which he chooses to
suppress serves to obliterate his own conscience. Through this contradiction, the writer

portrays the trauma of the divided self within a fictional text.
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Chapter 4. Killing the Other as Killing the Self: The Nature of Psychic Trauma in

Borys Antonenko-Davydovych’s novel Smert’

Borys Antonenko-Davydovych came to literature in June 1923 when his short story
“Dva” (“Two”) was published in Nova hromada (New Community).">® First, he belonged to
the organization Aspys (Association of Writers), founded by Mykola Zerov, and then
together with Valerian Pidmohyl'nyi he established a literary group called Lanka (1924-
1925) and the organization succeeding it — MARS (1926-1928) (Lavrinenko 480).!6°

In the autobiography “Pro samoho sebe” (“About myself” [1967]), Antonenko-
Davydovych shared his early life experiences in Russia and Ukraine. He lived in Ukraine
only during the first year of his life, then his family moved to Bryansk, Russia. Therefore, his
first impressions and language were Russian. He recalled some good moments with his
father’s friends in Bryansk, the beauty of Russian songs and the surrounding nature. He
claimed to have always understood that particular Russia (Antonenko-Davydovych called it
“Russia in Russia”); he remembered it with kindness, as a part of his childhood. However,
after his family moved to Okhtyrka (Ukraine), when he was a six-year old boy, he also saw
another Russia — prerevolutionary Russia — Russia in Ukraine. For example, although he
learnt Ukrainian very fast, he was forced not to use it when he was in the gymnasium of
Okhtyrka because the Ukrainian language and accent were beaten out of the students by their
teachers. The only language allowed in the school was Russian. Since those days,
Antonenko-Davydovych detested official Russian policy in Okhtyrka and its further spread

to various educational institutions, the church and the police (“Pro samoho sebe” 593).

159 Nova hromada was a monthly journal, published in Vienna from July 1923 to 1925 (Internet Encyclopedia).
160 MARS — Maisternia revoliutsiinoho slova (Workshop of the Revolutionary Word).
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Antonenko-Davydovych’s love for Ukraine and his concern for the Ukrainian
question angered Russian officials and caused much trouble for him throughout his life. On
many occasions he was falsely accused of antisemitism, fascism, Ukrainian nationalism and
even of joining a terrorist organization.'®' Already in 1935 Antonenko-Davydovych became
a victim of Stalin’s regime. He was arrested and sentenced to ten years in prison. However,
he returned from his exile more than two decades later, in 1957. Only then did he begin
writing again, although always under the scrutiny of Soviet officials (Boiko, “Lytsar” 21).16?

What threat did Antonenko-Davydovych pose to the Soviet regime? Iurii Boiko notes
that he, like Khvyl'ovyi, criticized “prosvitas,” seeing them as retarding the Ukrainian
national revolution and development of national consciousness. He also criticized Russian
chauvinism in Ukraine (168; 173). His literary works, especially the novel Smert’ (Death),
were often attacked by pro-Russian literary critics.

Smert' describes events of the first post revolutionary years. Its characters are inspired
by real people from the town of Okhtyrka (“Pro samoho sebe” 596), which is located
approximately 100 km northwest of Kharkiv. The affairs of the Bolshevik Party and the life
of its members are portrayed through the perspective of a former Ukrainian nationalist, and
now a Communist, Kost' Horobenko. He wants to prove his loyalty to the Party, but the
authorities still have doubts about him because of his past. Uncertain of his own ideological
commitments, he suffers through inner conflict, and undergoes a psychological crisis.

Kost"s crisis is presented at the very beginning of the novel. One example is the

allegorical story about the alchemist and the philosopher’s stone that Kost' remembers from

161 Tn his conversation with Borys Tymoshenko, Antonenko-Davydovych reminisces Hryhorii Epik's (a

Ukrainian writer who was also arrested at the same time) false testimony against him. During the interrogation,
Epik claimed that he offered Antonenko-Davydovych to join the terrorist organization and the latter agreed
(“Tak ia diishov 305).

162 See also Tarnawska, Marta. “Borys Antonenko-Davydovych. Behind the Curtain.”
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childhood. To find the stone, the devil asks the alchemist not to think about polar bears for a
week. However, the alchemist becomes obsessed with polar bears. Kost' compares himself to
an alchemist obsessed with a polar bear, which he associates with Bolshevism. Hence, Kost'
admits to himself that he is uncertain about the nature of the philosophical stone he is
searching for (Smert' 36).'%* This allegory represents his confusion about his new identity as
a Bolshevik.

As the plot unfolds, Kost' struggles with his newly acquired Bolshevism and his past
as a Ukrainian nationalist. To release himself from mental turmoil, he decides to kill the
enemies of the Party, that is, Ukrainian peasants, who are resisting the new Bolshevik order.
He convinces himself that this is the only way to become a true Bolshevik and undo his own
ambivalence. This struggle leads to the metaphoric death of Kost' and the birth of Comrade
Horobenko, which is also marked by a loss of connection with his past (family, a beloved
woman, and himself as a human being with a conscience). All this is revealed through the

symbolic change to his name; instead of referring to himself by his first name, “Kost',” he

163 “A 1 Bpa3 BUpHMHYJIA, Y4 3 TIMHA3ii, UM IPOCTO 3 AUTSUMX JIT, KA309Ka i CTAJIO CMILITHO i CYMHO.

Slkuiich anxiMik golrykyBaBcs (iocodcbkoro kameHs. BiH mepeMosMBes BCIM CBSITHUM, SIKMX TUJIBKHM 3HaB,
OmaraB OOTOPOAMITIO, HApemTi caMoro Xpucra JOMOMOITH HOMy, aie BCi BOHH OynM MOBYAsHi, SIK
3BHYAIHICIHBKUH KaMiHb 3 Horo gomy. Toi axiMik MpOKJISAB IX TaMy30M YCiX i 3BepHYBcs 10 caTaHu. CaraHa 3
OXOTOK 3TOJMBCSA JONOMOITH, ajie MpaBuB oxHoro: ‘Tw 3Haiiermn Te, 4oro mykaem. TidbKH — OfHA YMOBA,
JIpy’ke Miil: TIKIeHb He TyMail mpo Oimoro Beamens.” HemacHuil anxiMik, 10, 31A€THCS, HIKOJIH 3a BCE CBOE
JIOBr'e XKHTTS CEpHO3HO HE 3aMHCIIOBABCS HaJ BeIMEASMH B3araii, a OiTMMH 30KpeMa, IiTMH THKACHb Hi Ha
XBWIMHY HE MIr 1030y THCs Ii€i HaBICHOT lyMKH ITpo OLIOr0 BeIMe .

I'opobOeHKo, MOCMIXHYBIIKChH, MOAyMaB: ‘BuTbIIOBHK’ — e Miil OiTHil BeaMiah, ajie SKOTO X (Pi1ocoPpchKoro
KaMeHs nomykyrocs si?..” (Smert' 36)

[“But suddenly he remembered a folk tale from school or his childhood years, and he felt sad, wanting to laugh.

An alchemist had been seeking his philosopher's stone, he prayed to all the saints he knew, appealed to the
Virgin Mary, and finally to Christ Himself to help him, but all were silent, like the ordinary stone of which this
house was built. Then the alchemist damned them all and turned to the devil. Satan eagerly agreed to help, but
with one proviso: ‘You’ll find what you're seeking. There’s only one condition, my friend: don't think of polar
bears for a week.” The poor alchemist, who probably hadn’t once in his long life thought seriously about bears,
let alone polar bears, could not rid himself of this annoying thought about polar bears for one minute that whole
week. Horobenko smiled and thought: ‘Bolshevik — this is my polar bear, but what philosopher’s stone am I
seeking?’” (Duel 3)]
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addresses himself by his surname “Horobenko.” Eventually, he sheds blood. However, along
the way toward his crime, he engages in conversations with himself, dreams, and flashbacks
that reveal the evolution of his identity as a perpetrator who struggles with a guilty
conscience.

Kost' Horobenko suffers from a split personality: Horobenko-the-Bolshevik vs.
Kostyk-the-Ukrainian nationalist — or, as in Khvyl'ovyi’s “Ia,” a Chekist vs. a human being.
In short, Antonenko-Davydovych juxtaposes Ukrainian cultural discourse with Bolshevik
cultural discourse. The tension in Kost"s biography is conveyed as a series of striking
binaries: Russian versus Ukrainian; city versus village, intelligentsia versus peasants and
Party versus nation.

Early Soviet critics of the 1920s like Andrii Klochchia and Ivan Lakuza reviewed the
novel negatively, accusing Antonenko-Davydovych of Ukrainian nationalism (in its negative
sense as perceived by the Bolsheviks). The writer himself mentioned the absurdity of Soviet
critics. For example, in “Nove v politytsi i medytsyni,” he reminisces about the time when a
young Soviet critic interpreted one of the negative female protagonists in the novel—
Slavina—as a Jew. A scandal erupted and Antonenko-Davydovych was accused of
antisemitism until he explained that Slavina was the daughter of the Tambov arkhiierei

(“eparch™), a word the critic mistakenly read as ievrei (“Jew”) (485).164

164 “Jlech pokiB mBa ToMy B raseri ‘Komcomonens Ykpainm® SKUKWCh HE3yrapHWH MOJOIMM KPUTHUK Y3SBCS

KPUTHKYBaTH MOIO TOBICTh ‘CMepTh’ 1 3ayBakuB, [0 HETaTHUBHI I'epoi MOTO TBOPY — HE yKpaiHIi, HAIIPHUKIIAJ,
xiHOpr [in charge of women’s organization — DP] eBpeiika CnaBina. Ile Oyna um 1o rpyba mommika, 4u
3yxBayla OpexHsl, 1 1 HamnMcaB CIIPOCTYBaHHS, HAaBIBIIN IIUTATYy 3 MOBICTH, Jie CKa3aHo, 110, 3a YyTKaMu, CraBiHa
— TPIKHUTHAa JOHbKa TaMOOBCHKOTO apxiepes. 3BMYai TOAI OyJIM 1€ NOCHTH JIArifHi, MOE CIPOCTYBaHHS
HaJpyKyBaJli, 1 Ha IIbOMY HENOpPO3yMiHHS BHYepnanock. Ta ock Kopsik, Moxe, 3a OpakoM MOBaXKHIIINX
apryMeHTIB YW TIepe[yacHa CTapicTh CTaja JaBaTHCS B3HAKHW, BHUTATHYB L0 Npu3alyTy icTopito W cTaB
OpYIyBaTH HEIO SK CEHCAliHHOI0 HOBHHOIO. AHTHCEMITH3M Y Ty NOpy OYB OIMH i3 CMEPTHHUX TpiXiB, TOMY S,
X04 1 He 30MpaBcs BUCTYIIATH Ha IJICHYMi, MyCHB Tlonpocutu ciosa. Ha mogus meni, Kynmk oxpa3y namas #ioro
MeHi, K TUTbkH Kopsik 31i10B i3 TpruOyHH.
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Lakuza called Smert" “a story of the sickness of a soul,” criticizing Antonenko-
Davydovych for his idealistic views. He claimed that the writer misrepresented Bolshevism
by wrongfully arguing that to be a Bolshevik one needs to hate the village, speak Russian
(even though one knows Ukrainian), see a Petliurite (Petliura follower'®®) in every Ukrainian,
reject the publication of Ukrainian journals and mercilessly shoot bandits.!®® Lakuza also
criticizes the novel for lack of unity and structure because if one were to switch the chapters,
he claims, the meaning would not be lost (118). Klochchia, like Lakuza, states that
Antonenko-Davydovych suffers from the disease of exaggerated nationalism which prevents
him from realising that the foundation for both the Russian Socialist Federal Soviet Republic
and the Ukrainian Socialist Soviet Republic is the same (140).

A literary critic writing in the diaspora, Iurii Boiko, explains that the Soviet critics
attacked Smert' and its author not necessarily for literary reasons but mainly because of the
negative depiction of the regime and its cruelty.'®” The bloody methods of the Cheka were
depicted, for example, in the last scene when Kost' cracks a villager’s head with his gun
(167). Marta Tarnawska states that the Soviet critics found Antonenko-Davydovych’s early
works ambiguous because they were written in a romantic and impressionistic manner. As

with Volodymyr Vynnychenko’s and Khvyl'ovyi’s works, they besieged him for the

— SIKI110 KOMCOMOJIBCHKMH KPHUTHK, ITOXAIIIEM YUTAI0YM MOIO MOBICTh, TIOMHIIKOBO IIPOYHTAB CIOBO ‘apXxiepeit’
SIK ‘apxi€eBpei,” HOMy MOKHA BHOQUUTH: MOJIOJIEC, 3€JIeHE, — CKa3aB s, — a OT K MOBAXHUI KPUTHK MIT BUUTATU
‘apxieBpesi’ — He po3yMito. Tak yce x Taku, ToBapuiry Kopsik, JOBOJUKY 0 BalllOro BifloMa, IO MOSI TepOiHs
CnaBina Oyna JoHbKa apxiepes, a He apxieBpes!..” (Antonenko-Davydovych, “Nove v politytsi i
medytsyni”’485).

165 Symon Petliura was the president of the Ukrainian People’s Republic and the commander-in-chief of its
army in 1919-1921.

166 Here Lakuza refers to the Ukrainian peasants as “bandits.”

167 A striking fact is revealed by Dmytro Chub in his footnote to Antonenko-Davydovych’s letter (9 December
1972). Chub explains that when Smert’ was published in Australia by Lastivka Press, the copy of the book was
sent to Antonenko-Davydovych many times via air mail, recommended mail, regular mail. However, none of
the copies reached the writer. Most likely, they all were confiscated. Only with the help of a Polish translator
who received the book in Warsaw, Antonenko-Davydovych managed to get a copy (Dvisti Lystiv 102).
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representation of characters who were incapable of ridding themselves of individualism and
other qualities of the bourgeois intelligentsia (12).

Leonid Boiko has written a major study on Antonenko-Davydovych’s life and
ocuvre. He points out the ambiguity of Kost"’s psychology, which is rooted in his inability to
break with the past of the petit bourgeois intelligentsia. As a result, Kost' starts doubting
people and himself and attempts to analyze the dissonance within himself (“Z dorih” 7).
Boiko defines Smert' as a social and psychological novel because the events are presented
through Kost' Horobenko’s psyche. He claims that Antonenko-Davydovych created a
detailed and accurate psychological portrait of Horobenko’s “transition” into the new system,
depicting Kost"s logic and thoughts. Boiko calls characters like Horobenko and the narrator
in “Ia” a typical Party member at the beginning of the 20" century (“Lytsar” 8; 15).

Yet, Boiko thinks that the events during the period of “war communism” were not
presented realistically because the judgements about the Party in one Ukrainian town comes
down only to the “sick” imagination of Kost' Horobenko, who was a Petliura follower in the
past, believed in the Directory (Dyrektoriia) (1918-1920)'%® and now became a member of
the Bolshevik Party (“Z dorih” 8). This ideological insecurity, Boiko argues, creates Kost'’s
divided psyche. Rejecting his past and killing the villagers did not make Kost' “a true
Communist,” as he believed it would (“Z dorih” 9).!%’ In another work, Boiko elaborates that
Antonenko-Davydovych objectively presented the tragic situation not only of the protagonist

but of the period, a time when many fell victim to circumstances, when severe censorship

168 “Soon after the Armistice, the Hetmanate began to fall apart and was supplanted by a revived Ukrainian
Peoples Republic under a Directory” (Mace 32). The Directory was a “Ukrainian government led by
Vynnychenko and Petliura; overthrew the Hetmanate at the end of 1918 and fought the Bolsheviks until 19217
(Mace vii).

169 “SJcha piy, Bif IBOroO 3aHAATO ‘PaJMKAIBHOTO’ 3aXOJy HAliOHAN-YXUILHHK ['OpOGEHKO HE CTaB CIIPaBKHIM
KOMYHICTOM, a JIMMIHBCSA APiOHOOYp Kya3HIM IHTENIIT€HTOM 3 pOo37BOo€eHOI0 nicuxiko” (Boiko, “Z dorih” 9).
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dictated what to say and how to behave. This creates the ambiguous image of the protagonist;
he is a perpetrator of a crime, but he also has some human and humane features (“Maister”
183).

While the immorality of Horobenko’s crimes is undeniable, I disagree with Boiko’s
opinion that the choice of a renegade as a main character is a “flaw” (“Lytsar” 17). In my
view, Antonenko-Davydovych successfully portrays the genesis of Kost' as a criminal and
links it to the traumatizing effects of the Bolshevik totalitarian system which warps the
perception of the self in society. Unlike Robert Merle’s merciless protagonist, the
commandant of the Auschwitz concentration camp, Rudolf Lang, in Death is My Trade,'”’
Kost' Horobenko is not portrayed as a savage criminal from the very beginning. On the
contrary, he “must” kill to solve the dilemma of being either a Bolshevik or a Ukrainian
nationalist, which in his mind are irreconcilable opposites.

Iurii Lavrinenko, a Ukrainian-American literary critic who studied the “Executed
Renaissance” of the 1920s, compares Smert’ with “Ia,” which had appeared two years earlier.
He identifies two similarities between both texts: the incompatibility of humane behaviour
with Communist morality; the contradiction between being an honest and loyal Ukrainian
and simultaneously a Communist loyal to the Russian Communist Party. While Khvyl'ovyi
presented these problems impressionistically and almost abstractly, Antonenko-Davydovych

did so quite starkly by pitting a Ukrainian versus the Communist Bolshevik Party. This also

explains why Smert’ was viciously attacked by Party critics in the USSR (481).

170 Death is My Trade is a 1952 French novel by Robert Merle. Its protagonist Rudolf Lang was closely based
on the real Rudolf Hoss, commandant of the Auschwitz concentration camp. Lang is portrayed as a “distanced
and insensitive” person. He is very obedient to the Nazi Party, and never doubts its virtue (Crochet, “Character
Study”).
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Contemporary scholars like Maksym Nestelieiev, Viktoriia Dmytrenko and Ol'ha
Poliukhovych point out the psychologism of the novel and focus on the processes of Kost'"’s
psyche more deeply. Thus, Nestelieiev argues that the conflict of the novel is not resolved
because Horobenko remains on the edge between sanity and a mental breakdown. His
aggression starts destroying his consciousness. These psychological contradictions are
projected outwards — in this case toward the execution of villagers. This also becomes a form
of self-punishment for Horobenko (“Avtodestruktyvne” 264-265).

Kost"”s complex psychology is shown through his gradual breakdown and
transformation into a perpetrator. He attempts to acquire a new identity and to adapt to new
post-revolutionary circumstances by killing people who have the same political beliefs he
himself once held in the past. What distinguishes Kost' from the perpetrator in “Ia,” who
enjoys giving orders to execute counterrevolutionaries, is Kost"’s lack of hostility toward the
villagers. While he often sympathizes with the peasants and even seems to understand their
nature and mentality, Kost"” judges and despises some of the Party members like Slavina. For
instance, when she tries to prove to a peasant that religion is an illusion, and that God does
not exist, the man simply tells her that it is better to go to church anyway. Kost"’s initial
reaction to the peasant’s words is a smile; then he becomes ironic and impatient with Slavina
who does not understand how to approach the peasant:

JIspKiB BUCHOBOK 3HOBY 3aCBITUB Ha [OpoOEHKOBOMY o00IMY4l ycMiliKy. Aule

ycMmilKa po30aBuiIach ipoHi€l0, a 32 HEIO TOCTPO B3sjIa HETEPIUISIUKA — KOJIHM HAPEIITi

Oyze kpait 1iit po3mosi! Moro npatysana i He3po3yMiia as/16K0Bi MoBa CraBiHofi, 1 ii
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INTYYHICTh y CJIOBAX, i HEBMiHHS 3BHYAiHO, MO-TIPOCTOMY MiTiHTH 10 nsapka.'’!

(Smert' 81)

Poliukhovych claims that the change of identity from Ukrainian nationalist to
Bolshevik necessitates Horobenko’s alienation from his former self as well as his reshaping
as a new member of Soviet society (7). Indeed, throughout the novel Horobenko tries to
justify why this change needs to happen, which is represented as his inner turmoil and
manifests itself as psychological suffering. The following passage illustrates how he forces
himself into a new way of thinking. At the beginning, he admires the village (italicized). Yet,
he quickly reminds himself that this is his test as a Bolshevik and that he does not care about
the village. On the contrary, he wishes to destroy it (in bold). These contrasting ideas are
often a sign of Kost”s trauma of being a divided self: he is not a Ukrainian nationalist
anymore, but he is also not a Bolshevik:

Topobenxo nasimv noeeceniwias. Lle Oysce npasoueo ¢ Ilesuenxa'’?: “Ceno — i

cepye oonouure...”’ TUIBKM HE Te BXKE CE0 PO3MIJANOCH IEpe] ouMMa 1 He

cnounHok d4ekae Ha Kocta T'opoGenka, a icnutT. OOUH 13 YMCIEHHUX ICIIUTIB

‘O1TBIIIOBHMKA,” ICTTUT HA JKUTTAL. [...]

['opobeHko BHYTpIIIHBO CKazaB coOi: “S 30BciM Tebe mie He 3HatO, ceno. [...] S

30BCIM HE BKJIOHSIOCS nepeng TBOIMH OIIOE€THU30BAaHUMH XaTraMH, CaaodKaMu, []

171 “The old peasant's conclusion again lit up a smile on Horobenko's face. However, the smile was diluted with
irony, and then he was seized with acute impatience — when would this nonsensical conversation finally end!
He was irritated by Slavina's language too, which the old peasant could not understand, and her falseness with
words, her inability to approach the old peasant simply, ordinarily” (Duel 46).

172 Taras Shevchenko was a famous Ukrainian poet, writer, artist, political and public figure of the 19" century.
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MeHi GaliyXiCiHBKO JI0 HUX 3apa3, a 1HO/I1... 1HOJII 1 pO3TPOIIUB O 11€ BCE K YOPTY...

AJle 51 TAKH 3arHy3jaio Tede, ces1o!”!’® [Emphasis mine—DP] (Smert’ 84)

Throughout the novel we see depicted his type of borderline situation, which I
consider an example of a perpetrator’s trauma, namely, internal suffering and conflict,
ambiguity within the protagonist and a vacillating identity. In the final scene, right after he
murders a peasant, Kost' feels relief but then realizes that he has shed blood. The whole
experience happens as if in a dream. He aimlessly walks away from the crime scene and even
compares the blood he spilled with the loss of his fiancée’s virginity. The blood signifies the
loss of his own innocence as well as the loss of his moral self. It also symbolizes the sacrifice
of innocent life in the name of Bolshevik ideology. Despite Kost'"’s temporal confusion, he is
now glad that he has finally committed a crime and overcame his conscientious self:

Bin BunycTuB 1iBKy 3 pyK 1 IJIsiHYB. Ilepea HUM Tysy0 3 pO3TpOIIEHUM YepernoMm, siK

OITyjaJI0, IYHKO T'YITHYB Ha 36MJIIO... |...]

['opobenko nmomany o0epHyBCs, IEPEBIB TUXAHHS U 100A8C HABMAHHS.

Bin ne uye yoice nozady Hi kpukis, Hi cmoeonie, Hi HecropenkoBoi komanau. Cmano

00pa3y NOPOACHLO 8CEPeOUHi i HABIMb NO-0COONUBOMY N1€2KO. |...]

— Kpos! [...]

I Toni 3HEHalbKa CHJIBHO-CHWJIBHO B IaMm’ATi MPOMaiHYJO 3aHaJATO BHUpa3HE, MOB

3apa3 yCec TC CTAJIOCh:

173 “Horobenko even cheered up. Shevchenko’s words were so true — ‘A village — and the heart can rest...” Only

it wasn't that village which now spread before him; a test, rather than relaxation, was awaiting Kost Horobenko.
One of the countless tests in becoming a ‘Bolshevik,’ a test of life. [...] Horobenko said to himself: ‘I still don’t
know you at all, village. [...] I am not bowing before your lyricized houses, neat orchards, [...] I'm quite
indifferent to all this now, but sometimes... sometimes I damn well feel like smashing it all to pieces... But I
will bridle you all the same, village!’ [Emphasis mine—DP] (Duel 48).
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... CxpuBaBnena copouka Hamwna [his fiancée — DP] 1 Ha mpoctupamii ipkaBa
KparuHka... Haouna kpos! Henopouna, uucma niBoda KpoB... bysio TyXHO 3a THM,
[0 HE CTaJ0 4YOTroch 0€3 BOPOTTA, IO HAOE3BIK PO3ipBaHO BIHOK, 1 0)10 00 Cli3
padicho, 10 HAPOJWIOCh ILIOCH HOBE, IIOCh OyK€ IHTHMMHE, IIOCh HEPO3JIy4HE,

pinne...!” [Emphasis mine—DP] (Smert’ 144)

The problem of Ukrainian nationalism

I have shown how Kost' is gradually transformed into a perpetrator. This is not explicit in the
novel; it is implied when he decides to become a murderer because of his need to belong to
the Bolshevik Party. The decision is connected to his sense of identity. Prior to that, he
associated himself with Ukrainian nationalism, and now he is transitioning into a new
ideology that marginalizes people like him. In his mind, he believes that he is being
ostracized by the Party members because of his nationalistic past, thus, he blames his
bourgeois family, his Ukrainian upbringing, and tacitly considers himself a victim of
circumstances. However, there is a striking contrast between what he thinks of himself, his
circumstances and what his reality is. His career within the Party is going well, except when

upon being evaluated, he is described as “unstable.” This is an unpleasant incident and he

174 “He let go of the barrel and looked. Before him a body with a smashed skull thudded hollowly onto the
ground, like a scarecrow...

Shots popped on either side.

Horobenko turned around, caught his breath, and went off aimlessly.

He no longer heard the shouts behind him, nor the groans, nor Nestorenko’s order. He suddenly felt empty
inside, and relieved in a unique way. |...]

‘Blood ..!I" [...]

And all of a sudden he had a much too vivid recollection, as if it had just all happened now:

... Nadia’s [his fiancée’s — DP] bloodied shirt and a rusty spot on the sheet... Nadia’s blood! Chaste, pure
virgin blood... He longed so much for that which had disappeared for some reason without any return, which
had forever torn apart the garland, and #e felt tearfully overjoyed that something new had been born, something
very intimate, something inseparable and dear...” [Emphasis mine—DP] (Duel 106)
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seems anxious about how he is perceived. Psychologically, he needs to choose the Party
ideology over his former pro-Ukrainian beliefs and his morality. In a way, he strives for the
simplicity that—in his estimation—Bolshevism might bring him with its primitivism and
vulgarism.

Having joined the new regime, Kost' demonstrates his need to belong to the Party. He
chooses to surrender to the standards of the Bolsheviks in order to be accepted as part of a
group. Consequently, he also becomes a victim of a system that aims to eradicate
individualism, self-reliance and the ability to think critically. The system substitutes an
individual’s sense of moral worth and values with the required submissive behaviour as proof
of loyalty and the guarantee of acceptance.

To understand why I consider Kost' a victim who turns into a perpetrator, it is
necessary to keep in mind the concept of Ukrainian nationalism during the 1920s, something
I have explored in the preceding chapter. In short, the Bolsheviks perceived Ukrainian
nationalism negatively, considering it dangerous to Communist society. Soviet rhetoric
excluded the possibility of seeing Ukrainian nationalism as “patriotism.” The novel Smert’
delineates this predicament. Everything we know about Kost"’s past points to the fact that he
was a Ukrainian patriot before the Russian Revolution. He supported the Directory and cared
about Ukrainian culture and people: “Baxno Te, sk s cam aymaro mpo ce0e, a He XTOCh
iHImMH. | Hemae MeHi HiIKUX J10KopiB Big camoro cede! Tak, s OyB yKpaiHCbKHI HalllOHATICT,
s OyB 3a TOJIOBY HOBITOBOI (islii HAllIOHAJILHOTO COI03Y; B IIbOMY K MICTI 51, Oe3ycHuil I0HaK,
10 JIOMipYy CKiIHYMB TiMHa3ii0, BUCTynaB y 1917-my Ha MITHHTax, po3MHUHABCS Ha BCAKHUX

3i6panHsx 3a ‘HeHbKy 7> (Smert’ 35).

175 “It’s important how I see myself, not how someone else sees me. And I have no need for reproaching
myself! Yes, I was a Ukrainian nationalist, I supported the head of the district branch of the National Alliance
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After the Revolution, however, he was labeled by the communists as a “nationalist,”
in the negative sense of the word: “‘ Ik KOMyHICT-OUTBIITIOBUK (XTOCh HaY€ YMHUCHE 1 CBIJOMO
HiKPECIINB 11 IPyTe CJIOBO) — HECTAIIMH, 3Ba)KAI0UM Ha NepeOyBaHHs PaHill B YKPaTHCHKHUX
opraHizaiisix, SK KyJbTpOOITHMK MOXe OyTH BHUKOPUCTAHHH Yy TYOEpHisIbHOMY
macmra6i’.”!’® (Smert' 50). The novel is based on the opposition “Kost' Horobenko, the
Ukrainian nationalist, versus Comrade Horobenko, the Bolshevik.” The conflict lies in the
dissonance between what Ukrainian nationalism (or rather, patriotism) means to Kost' and
the negative way Bolsheviks interpret it.

At first, because of his Ukrainian background, Kost' is offered a membership in the
cultural department within the Bolshevik Party. Shortly after, Party members, who assigned
him to this position, evaluate his performance as “unstable,” alluding to his Ukrainianness.
Hurt by this attitude, Kost' decides to join the Cheka to prove his Bolshevism. As in “la,”
there is the theme of fanaticism and duty to the Party. Horobenko even compares the Party’s
ideology to various religions and, specifically, the fanaticism of Islam. Kost' thinks that the
goal of the Party is to mix all nations and make them “a black mass of trampled slaves™:

Ile — ixHs icTHHA, L1e “HOBMI 3aMoBIT,” 3 SKMM BOHU MarOTh MPOWTH CBIT, IepeopaTu

BCIO 3€MJIIO, CTEPTU KOPAOHH, OMIIIATH BCl HAILl B OJTHOMY CTPEMEH1 YOpHOi Macu

NoTONTaHUX pabdiB, mo myctuiucs Oepera. “Kamitan” Mapkcis... o ne? Topa,

€Banrenis, Anb-Kopan un Baxine ApxiMena?.. SIki BOHU CHIIbHI, 111 JIFOJU B NIEHCHE

[Ukrainian National Alliance (Natsional'nyi Soiuz) — an alliance of socialist parties opposed to the monarchist
Hetmanite government in 1918 in Kyiv — translator's note]; while a mustacheless youth straight out of the
gymnasium, I spoke out at meetings in this town in 1917, crucifying myself at various gatherings for ‘Mother
Ukraine’” (Duel 3).

176 In the Party's evaluation of Kost' it said the following: “‘As a Communist-Bolshevik (someone seemed to
have underlined this second word almost deliberately and consciously) — he is unstable, on account of his
previous membership of Ukrainian organizations, but as a cultural worker he can be used on the provincial
level”” (Duel 16).
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[here he refers to Trotsky — DP] i3 Branenum mormsjgoM i ¢anatusmom icmamy!!”’

(Smert'51)

The problem of Ukrainian nationalism, which is at the core of Kost”s anxiety, is
posed in Smert' through the Party’s opposition to the Ukrainian village, “the only certain
national watershed.” It was for the sake of the Ukrainian village that Kost' in the past
established Prosvitas, acted as an instructor for the Central Rada and served in the
Directory’s army. Kost' says that together with the Bolsheviks, whom he calls “these
incomprehensible people,”!’® he now must execute villagers, which symbolize to him his
former self:

“B tomy piu, Koctro, 1o Tu Haem npotu cena. YKpaiHChKoOro ceia. TOro €IuHOro

MEBHOTO HAI[IOHAJIHLHOTO BOJ0300pY, IO paju HHOTO 3aCHOBYBaB Koiuch ‘[IpocBiTH,’

OyB 3a iHCcTpykTopa lleTpanpHOi paau, TikaB 3 JUPEKTOPIiBCBKUM BiiicbkoMm. Tu

MycHIll OUTH pa3oM IMUMU HE3PO3YMITUMU JIOJBMHU caMe B Ty MIIlIEHb, Ky HEIaBHO

OyanyBaB CBOIMM BIACHUMHU PYKaMH, SK MEBHUU MIMT. TH MYCHII PO3TPOIIUTHU IO

MIIIIEHb Ha TPICKH, CTIAJIUTH Ti TPICKH, II00 HE MUIIHUIOCH 1 ciay. Tu mycuw, Kocmio,

cmpinamu 6 nosasuopawnvozo cebe! Och y yomy piu...”'”” [Emphasis mine—DP]

(Smert' 137)

177 “This was their verity, this was the ‘new testament’ with which they were to take the world, replowing the
whole earth, erasing all borders, mixing all nations into a single torrent, a black mass of trampled slaves which
had broken its banks. Marx’s Das Kapital ... What was this? A Torah, a Bible, an Al-Koran or an Archimedean
lever ...? How strong they were, these people in pince-nez with distant gazes and the fanaticism of Islam!”
(Duel 17)

178 Kost”s thoughts about Bolsheviks like “incomprehensible people,
contain a sarcastic note. Although he seems to say positive things about the Party, these slips demonstrate his
inner awareness about the Soviets’ destructive ideology.

179« . The fact is Kost, that you are marching against the village. The Ukrainian village. That only certain

ERINT3

a black mass of trampled slaves”
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What makes an ordinary human being turn into a villain? Does this question shed
light on Horobenko, a fictional character? I believe it does.

Ervin Staub writes about violent ideologies and claims that when the external
circumstances are out of a person’s control, they “threaten” the psychological concept of self
as well as values and beliefs. Thus, to attain a sense of control over circumstances, one must
“regain a comprehension of reality” (Staub 318). The person needs to identify themselves
with a certain group (like the Bolsheviks), which will strengthen the sense of self-
identification and self-importance: “The inability to protect oneself and one’s family, and to
control the circumstances of one’s life and fulfill basic needs greatly threaten the
psychological self — the self concept, values, beliefs, and ways of life — and give rise to an
intense need to defend it. Another need is to regain a comprehension of reality [...], a
conception of the world, of one’s place in it” (Staub 318).

By joining a group and following authority, Kost' accepts “the authorities’ definition
of reality, their views of problems and solutions,” which means that people like him (who
choose to surrender) are capable of harming others, if that is what the authorities dictate
(Staub 319). The need for superiority, caused by challenging life conditions, intensifies
feelings of weakness and vulnerability. To hide them, Staub explains, the person needs to
“defend and/or elevate the self-concept, both individual and cultural” (320).

By belonging to a certain group, one acquires a new sense of social importance

(Staub 321). The feeling of responsibility for problems lessens with “scapegoating,”

national watershed for whose sake you once established Prosvitas, acted as an instructor for the Central Rada,
retreated with the Directory’s armies. Together with these incomprehensible people, you must strike that very
target which you recently built with your very own hands as a sure shield. You must shatter this target to pieces,
so that no trace of it remains. You must shoot at your former self, Kost! That is the point ...” [Emphasis mine—
DP] (Duel 98).
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“diminishing others.” It also renders a perpetrator’s superiority and ‘“the possibility of

control”:
Diminishing others elevates the self. Scapegoating protects the self-concept by
reducing the feeling of responsibility for problems. It provides an explanation for
them, and thereby the possibility of control. Adopting nationalistic and/or “better
world” ideologies offers a new comprehension of reality, and by promising a better
future, hope as well. But usually some group is identified as the enemy that stands in
the way of the ideology’s fulfillment. By joining an ideological movement people can
relinquish a burdensome self to leaders or the group. They gain connection to others
and a sense of significance in working for the ideology’s fulfillment. Along the way,
members of the scapegoated or “enemy” group are excluded from the moral realm.
The moral values that protect people from violence become inoperative in relation to

them. (Staub 321)

Staub argues that unstable conditions caused by war, or various societal conflicts and
disbalances, might elicit violent and aggressive actions in some individuals: “Difficult
conditions of life in a society, like severe economic problems or political conflict and
violence, give rise to powerful needs for security, protection of the psychological self,
comprehension, connection, and hope” (315). The following cultural and societal

180

characteristics can reinforce group violence: “devaluation of a subgroup, °° strong respect for

authority, a monolithic culture, certain societal self-concepts, and a history of aggression”

130 James Waller expresses a similar idea concerning the perpetrators’ need to diminish their victims: “The
devaluation of victims, and their suffering, is an important external cog in the internal alterations of
perpetrators. The inhibitions against murdering one's fellow human beings are so strong that the victims must be
devalued if they are to be subjected to systematic extermination. The devaluation of victims occurs through two
primary processes: (a) dehumanizing the victims, and (b) blaming the victims for their own suffering” (17).
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(Staub 315). These factors are applicable to Smert’. One of the devalued subgroups in the
novel are the Ukrainian peasants. The Bolshevik culture is based around certain ideological
self-concepts and stereotypes (e.g., Ukrainian villagers are enemies).

The Bolsheviks actively followed the Marxist idea of elevating the proletariat.'8! That
meant that the peasantry as a class, along with its private property, must be eliminated:
“Drawn mainly from the Russian or Russified proletariat of the Left bank, it [the Bolshevik
movement in Ukraine — DP] had traditionally exhibited great hostility to the Ukrainian
peasantry” (Shkandrij, Modernists 11). In The Origins of Totalitarianism, Hannah Arendt
emphasizes the centralized party bureaucracy of the Bolshevik regime that aimed to liquidate
classes, and especially the property-owning classes, that is, the middle class in the cities and
peasants in the country. When the Soviets just came to power, kulaks (or kurkuli, in
Ukrainian, i.e., rich peasants) were the most powerful class in society. Therefore, the
Bolsheviks applied merciless strategies to abolish the peasantry: “their liquidation,
consequently, was more thorough and more cruel than that of any other group and was
carried through by artificial famine and deportation under the pretext of expropriation of the
kulaks and collectivization” (320). This clearance of the property-owning class is the
background in Smert’ (e.g., see Chapter XI-XII, 83-92).

Because of his own ambiguity and uncertainty, Kost' Horobenko can be seen as a
victim of Bolshevik propaganda. The Bolsheviks’ hostile policy toward Ukrainians forces
him to act (but not think) like them. On the one hand, if he were to remain a Ukrainian

nationalist and stand up for Ukrainian culture and the people, he would most likely be

181 Marx was ambiguous about peasantry as a class, especially in those countries where it was dominant. Thus,

it seems that the Soviets speculated with the Marxist idea of overcoming the private property-owing classes to
increase production and elevate proletariat (working class). See more on this question here: Duggett, Michael.
“Marx on peasants.”
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persecuted by the Bolsheviks who were threatened by nationalist movements. On the other
hand, if he becomes a Bolshevik, he must denounce his nationalistic past. Step by step, Kost'
turns from a victim of the Soviet totalitarian system into its loyal executioner. He chooses to
become a perpetrator and to rid himself of his conscience (or so he wants to believe), because
actually he is still rooted in the memories of his nationalistic past. The dissonance between
his feelings and his actions is evidence of his inner crisis. Although he tries to see the
“virtues” of the Party to justify his actions and newly formed beliefs, his inner doubts persist,
which are presented through his thoughts and dreams: “Ilapris — e He apcenan cBATHX. AJje
B TOMy I edekt, y ToMy il CBOEpiHE MECISHCTBO, IO 13 3BUYAWHICIHBKUX IIOJIEH, TUX
JIOJIel, SKUM BIIACTHMBE 1 J0Ope W Jimxe, BOHA TBOPUTh HOBE, IIIJIKOM BIIMIHHE IIIEM’S.
BinbmoBHIEKY pacy...” 82 (Smert’ 73).

The suspicious behavior of Party members toward each other, continuous snitching,
and the inability to be one’s self — all of this prevented Kost' from calling himself a
‘Bolshevik.” Thus, I argue, Kost' experiences a psychic trauma of inner duality and torment
caused by the pressures of the Soviet totalitarian system and the need to belong. Antonenko-
Davydovych shows what such a system can do to an individual’s psyche through the use of
fear and guilt to shape a new type of conscience, one that approves of crimes for the sake of
ideology. He reveals Kost"’s perplexed psychology.

Although the psychologism of the novel has been noted by many scholars (Boiko,
Nestelieiev, Lavrinenko, Poliukhovych, Dmytrenko), the role and effects of trauma on the
main character have not been discussed. As in “la,” trauma can be observed through the

modes of textual narration and the protagonists’ dreamlike states.

182 “The Party wasn’t an arsenal of saints. But therein was its effect, its unique messianism. From the most
ordinary people, those with inherent good and evil, it was creating a new, quite distinct tribe. A Bolshevik
race...” (Duel 38).
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I will now examine Kost"”s complex relationship with the changing political and
social environment around him. I propose to view his denial of the past, and the antagonism
he experiences towards the people he loves, as symptoms of trauma. The symbolic nature of
his daydreaming and dreamlike states reveals a range of defense mechanisms that he
established to shape an image of himself as a Bolshevik. I suggest that Smert' is a trauma
novel (as defined by M. Balaev) and that it presents the perpetrator’s guilty conscience
through impactful existential dreams. The psychic trauma of a dissociated self and the loss of
a former identity, caused by social and political circumstances, is followed by the trauma of
committing a murder. This is a perpetrator trauma. Kost' Horobenko believes that by
abandoning his Ukrainian cultural identity, by killing his other self in the form of Ukrainian
villagers, he will merge fully into the culture of Bolshevism. As the novel unfolds, he neither
becomes a “true” Bolshevik, nor erases his past. Overall, Smert’ shows how some members
of the cultural elite were forced to come to terms with the subordinate status of Ukraine

within Russia and to adopt Bolshevik rhetoric — or at least pretend that they did.

4.1. The psychological novel

The concept of the psychological novel had its origins in the the seventeenth- and eighteenth
century, in the works of Mme de Lafayette, the Abbé Prévost, Samuel Richardson, Jean-
Jacques Rousseau and many others. However, it was reinvented and modified many times as
the understanding of the nuances of human psychology progressed (Belknap 134). Although
Borys Antonenko-Davydovych wrote Smert’ during the ascendance of modernism, it is rather
a psychological novel in the style of psychological realism a la Leo Tolstoy (e.g., Voina i mir

[War and Peace; 1869]), with some aspects of modernism as well (e.g., symbolism, extensive
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use of metaphors, attention to the character’s perception of sound, light and nature,
delineation of dreamlike states). While social realism tends to describe “a sociological rather
than a psychological view of the character,” paying attention to the external forces at play,
psychological realism “presents the society from the point of view of the individual” (Paris
8).

Bernard Paris claims that psychological novelists do not interpret but represent the
experience of their characters. The details of the character’s personality depict their inner
states: “the main characters exist primarily as mimetic portraits [...]. Many aspects of their
characterization which are of little formal or thematic interest become very significant when
we see them as manifestations of the characters' inner being, as part of the author's unfolding
of character for its own sake” (Paris 12). This transpires in Smert’, for Antonenko-
Davydovych does not interpret Kost'”’s experience, but rather represents it. In Chto takoe
iskusstvo? (What is Art?) Tolstoy emphasizes that realist portrayal is important but must aid
in depicting the protagonists’ emotions and feelings. Otherwise, it is just an imitation of art.
For, if one were only to follow realist principles, it might be like judging the nutritional value
of the dish based only on the way it looks (133; 137).

Comparisons of similar elements between Voina i mir and Smert' can be drawn.
Among extensive numbers of figural dialogues and realistic descriptions of external
surroundings and appearances, there are examples of psycho-narration (italicized) and quoted
monologues (both as per Cohn). First, there is the excerpt from Voina i mir, in which Pierre
Bezukhov (one of the central protagonists) contemplates his duel with his wife's lover
Dolokhov, whom Bezukhov thought he killed. He tries to sleep but his feelings, thoughts and

memories force him to stay awake. He feels uneasy and anxious:
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OH npunez Ha Ousan u xomes 3ACHYMb, Ol MO20 4MooObl 3a0blmb 6ce, Umo ObLIO C
HUM, HO OH He Mo2 3mo2o coeiams. Takas Oyps uyscms, mwviciel, 80CNOMUHAHUL
680py2 NOOHANLACH 6 €20 Oyuie, Ymo OH He MOAbKO He MO2 CNAMb, HO He MO2 CUOemb HA
Mecme U 00JdiceH Obll 6CKOUUMb C OUBAHA U ObLICMPLIMU WAAMU XOOUMb NO
komuame. To emy npeocmasiinace OHA 6 Nepeoe 6pemMs NOCie HCeHUmvOdvl, C
OMKPLIMbIMU NACUAMU U YCIANbIM, CMPACHBIM 8327I5100M, U MOMYAC dHCe PAOOM C
Helw npedCcmasisiioch Kpacugoe, Hazloe U meepooHacmewnugoe auyo /lonoxosa,
bn1edHoe, Opodicawee u cmpaoaroujee, KAKUM OHO ObLIO, KO20d OH NOBEPHYICA U YNAT
Ha cHee.

“Uro »x ObUIO? — cmpammBal OH caM cebs. — S youn gwbosnuxa, na, youn
m000BHUKA cBoel JkeHbl. Jla, 3To Obuto. Otuero? Kak s momen mo 3rtoro?” —
“OTTOro, 4TO Thl KEHUJICS Ha Hell,” — oTBeuan BHyTpeHHuil ronoc.'s (Voina i mir

2:409)

The depth of Pierre Bezukhov's psychological processes, his inner instability and
doubt are achieved by the narrator through the presentation of his thoughts and feelings,
internal monologues and as the reflection of Bezukhov’s surroundings. A similat process

transpires in Smert'. The author narrates Kost"’s psychological states — feelings of sadness,

183 “He lay down on the couch and tried to go to sleep, so as to forget all that had happened to him, but he
could not do so. Such a tempest of feelings, thoughts, and reminiscences suddenly arose in his soul, that, far
from going to sleep, he could not even sit still in one place, and was forced to leap up from the couch and pace
with rapid steps about the room. At one moment he had a vision of his wife, as she was in the first days after
their marriage, with her bare shoulders, and languid, passionate eyes,; and then immediately by her side he saw
the handsome, impudent, hard and ironical face of Dolohov, as he had seen it at the banquet, and again the
same face of Dolohov, pale, quivering, in agony, as it had been when he turned and sank in the snow.

‘What has happened?’ he asked himself; ‘I have killed her lover; yes, killed the lover of my wife. Yes, that
happened. Why was it? How have I come to this?’ ‘Because you married her,” answered an inner voice” (War
and Peace 353).
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self-pity and confusion. Like Bezukhov, Kost' also cannot sleep because he is obsessed with
his role within the Party. While the passage quoted from Voina i mir is presented in the past
tense, Smert' combines variations of past and present. In the following passage, there is also a
difference in punctuation between Ukrainian original text and its English translation. In
Ukrainian, the psycho-narration transitions into internal monologue, separated only by a
semi-colon. It is unknown if that was the author's intention. However, I find that the narration
without the quotation marks creates a more fluid transition from Kost'"’s physical experiences
(his heartache, lying in bed) to his thought process. What helps to distinguish the psycho-
narration from the quoted (internal) monologue is the change of tenses and person (past to
present, third to first and second respectively):

1 3108y 2nubOKO c8epOnUNO cepye [ He MOJCHA OYN0 jedcamu, He PyXaduch, Ha

oonomy micyi. I'opobenko nepesepnyeca na opyeutl Oix i posnyunuso nooymas: “Hy,

no0pe, KOJM BOHU BBAKAKTh, 110 i YKPATHCHKUI HAI[IOHAJIICT, TO YOMY K BOHH HE

BUKHUHYTH MeHe 3 napTii? Lle x Tak joriuxo 6yno 6...”

T'opobenko ooxkunye 3 207108u nioxcaka, i Ha MbMAHIN OPYOHYy6amill CMIHI 6cMAno

3anumanmaA: a 1o 6 TH poOUB 1032 NapTiero?..

Hypuuii! Ilpo mo ta nuraem? Kopabis Bxke aBHO CHaleHO, 1 M03a mapriero Tooi

HeMae€ yoro pooutu. Po3ymiem — Hemae qoro podutu. s Tebe Tam, mos3a HeEk, —

nycrens.'3* [Emphasis mine—DP] (Smert’ 105)

184 “Again his heart ached deep inside and stopped him from lying still in the open spot. Horobenko turned
over and thought in despair: ‘All right, then, if they consider me to be a Ukrainian nationalist, why don’t they
throw me out of the Party? This would be so logical...’

Horobenko scraped away the jacket from his head and the gloomy soiled wall posed him a question: “What
would you do outside the Party...?’

Fool! What are you asking about? Your ships have long been burnt, and there is nothing for you to do outside
the Party. Understand — there is nothing to do. Beyond it there is only a desert for you” (Duel 68).
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In addition to using similar modes for presenting consciousness, Antonenko-
Davydovych—Ilike Tolstoy—incorporates dreams in his texts (e.g., see Pierre’s entries in his
diary on pp. 573; 574).!% Overall, novels like Smert’ are an example of the fluidity of styles,
where the realistic depiction of social issues merges with the protagonist’s inner life, thus,
placing it in the category of the psychological novel. The individual psychology of Kost'
Horobenko in the context of social circumstances of the Bolshevik regime also helps the
representation of trauma, in both individual and cultural spheres. Therefore, I propose
defining Smert’ as a trauma novel. Before discussing its features, I will show how
Antonenko-Davydovych’s narration style operates, using Dorrit Cohn’s classification of the

modes for representing consciousness.

4.2. Modes for presenting consciousness in Smert'
The protagonist’s perception of reality and the psychological crisis that emerges from it
becomes more important than a detailed description of appearances, surroundings, or rigid
chronology of events. We hardly know anything about the lives of other characters in the
novel. Anything we can assume about them is based on Kost'"’s judgements, reported by the
omniscient author. Kost"s inner struggle affects his perception of external reality. This is
achieved by the use of third-person modes such as consonant psycho-narration (where the
voices of the narrator and the character coincide) along with quoted and narrated
monologues.

Psycho-narration is identified by the absence of authorial rhetoric and the capacity to
depict the protagonist’s mental and emotional states. The narrator indicates Kost'"s

experience without providing his own interpretation. It is hard to determine whether it is the

185 Tolstoy, Leo. Voina i mir.
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author’s or the protagonist’s narration because the narrator simply explains the character’s
thoughts “better than the character himself” and “articulates a psychic life that remains
unverbalized, penumbral, or obscure” (Cohn 46). Here is an example when the narrator, in
the third person, describes Kost"s psychic life, pointing out that Kost' has a hard time
admitting his feelings and thoughts to himself:
Tonmi myMKa #l TijO 3IMBAIMCH B OJHE TapMOHIWHE IlJIe, 1 3HAHOMI OCTOTHJII IOMU
MOBITOBOTO MicTa, 1 JIOAU, 1 BBECh HEOCSHIKHUNM HEBIJOMMI CBIT BHIAaBaJIHCH
kpamumu. | He Oyno B ['opobeHka Ha Ay Hi 3JI0CTi, Hi 3a3[IpOILIiB, HI MiT03PH, Y
TpyAsSX HECBIIOMO U HEMOMITHO BHPOCTANO 1 3allOBHIOBAJIO BCi KyTKH HOTO OJIHE
MIPEKpacHe COHSYHE CIIOBO — JIFOOOB. Bin tioco Hikoau O menep He uMO8U8, aie GiH

6iouyeas 1io20.'% [Emphasis mine—DP] (Smert' 72)

In the following instance, psycho-narration merges into narrated monologue which
helps to present the protagonist’s thoughts explicitly. It begins with the phrase, “Kocts B’st1o
nogymaB” (“Kost' thought limply”). Combined, these modes reveal what the character is
thinking to himself: “KocTe B’sino nodymas: 1e HiCEeHITHHIS — APYKYyBaTH YKPaiHCHKOIO
MOBOIO ‘pociiichKa’... A BTIM, HE IIe, BJacHe, BIIAJaJ0 B OKO 1 HACTMPJIMBO BUMAarajo Ha
»187

CaMOTI BUTATAaTH 3 KHIIEHI DPOXKEBY KHIKEUKY 1 BAMBISATHCS B IEPLIy CTOPIHKY

[Emphasis mine—DP] (Smert' 34).

186 “Then his mind and body fused into a single harmonious whole, and the familiar detestable houses of this
district town, the people and the whole boundless world seemed better. And Horobenko’s soul became devoid
of malice, and envy, and suspicion: a single beautiful sunny word — love — subconsciously and imperceptibly
welled in his chest and filled every corner of it. He would never utter it now, but he had felt it” [Emphasis
mine—DP] (Duel 37).

187 “K ost thought limply: what nonsense — to print the word ‘Russian’ in Ukrainian ...And yet actually it wasn’t
this which had caught his eye and indomitably prompted him to pull the pink book from his pocket and to stare
at the first page” [Emphasis mine—DP] (Duel 2).
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Narrated monologue, like psycho-narration, presents the protagonist’s mental
discourse camouflaged as the narrator’s discourse without mental verbs like “he thought,”
“he felt,” “he knew,” which is intrinsic to psycho-narration (Cohn 104): “‘binbmoBuk!” — 1e
30BCiM He Te, Mo ‘KoMyHicT.” ‘KomyHicT’ — me tepMin HoBuid, 1 KocTh mpu3Bu4aiBcs a0
HBOT'O OJIpa3y, HaBiTh 3pIAHUBCA 3 HUM. A OChb 13 ‘OULIBIIOBHKOM,” I€OTO 3 TUM CaMUM
OLTBIIIOBHKOM, 1110 32 HEIaBHHOI TEPMIHOJIOTIEI0, — HA BICTPsAX Oar”eTiB ‘Hic 13 MiBHOYI, 3
Pocii, na Ykpainy...” — 0i”!®® (Smert' 34).

To discern that the narrative language belongs to the figural mind, presented by the
narrator, and not to the narrator himself, Dorrit Cohn offers to “translate” the narrated
monologue into an interior (first-person) one, substituting third-person pronouns with first-
person ones (101). Here is how the passage cited above can be transformed: “‘binpmoBux!’ —
1€ 30BCIM He Te, 0 ‘KoMyHicT . ‘KoMyHICT’ — 11e TepMiH HOBUH, 1 # IpU3BUYAIBCS 10 HHOTO
olpa3y, HaBiThb 3piAHMBCS 3 HHUM. A OChb 13 ‘OLIBIIOBUKOM, 11€0TO 3 THUM CaMHM
OUIBIIIOBUKOM, 10 32 HEJIABHHOIO TEPMIHOJIOTIEI0, — HA BICTpSAX OarHeTiB ‘HIC 13 MiBHOUI, 3
Pocii, na Ykpainy...” — ui”'%’ [Emphasis mine—DP] (Smert’ 34).

As we can see, the meaning of the monologue remains the same. Only the
grammatical person has been changed from the third person in the narrated monologue to
first person in the interior monologue. In contrast to interior monologues or any other modes

for presenting consciousness, the narrated monologue ensures the “fusion of outer and inner

188 «‘Bolshevik!” This was by no means the same thing as ‘Communist’. ‘Communist’ was a new term, and he
had become accustomed to it at once, even associating with it. But not with the word ‘Bolshevik’, that selfsame
Bolshevik who, according to recent terminology had ‘borne Communism from the north of Russia to Ukraine’
on the tips of bayonets — no” (Duel 2).

189 «“‘Bolshevik!” This was by no means the same thing as ‘Communist’. ‘Communist’ was a new term, and 1
had become accustomed to it at once, even associating with it. But not with the word ‘Bolshevik’, that selfsame
Bolshevik who, according to recent terminology had ‘borne Communism from the north of Russia to Ukraine’
on the tips of bayonets — no” [Emphasis mine—DP] (Duel 2).
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reality,” it becomes a bridge that links the narrator’s and protagonist’s voices and creates the
effect of a flow within the text. It presents figural consciousness “on the threshold of
verbalization in a manner that cannot be achieved by direct quotation” (Cohn 103).

At times, psycho-narration is followed by quoted monologue. Grammatically, the
contrast can be shown through a change of tenses: past tense when it is psycho-narration and
present tense when it is quoted monologue (although, when Kost' talks about his deceased
father in the quoted monologue, the monologue is narrated in the past tense). The change of
tense (from past to present) and person (from third to first) as well as the use of quotation
marks indicate the quoted monologue. I italicize the psycho-narration in the passage below;
the remaining text is the quoted monologue. The grammatical person and changes of tense
are in bold:

Kocmb noxknae napmoinem na cmin i o3upnyeca no ximuwami. byno muxo. Kpise

O0O0uUHeHe GIKHO 13 cady O00aimane O0OHOMOHHe ujebemanHs AKoiCb 6e321y300i

nmawxu. /eco 3a aucmsam Oepes NEPesalneand Ha 3axio couye, i 1020 Koje

NPOMINHA RO3HAYUAOCL HA CMIHI CIPY8AMOI0 MapMyposoio mepedxcero. Pozeudani

KHUICKU, WMAHU HA NOOYUYI, HA2aH HA cmoi — éce ye 0yno Hime u enyxe. Hiwo ne

Mmozno niociyxamu Kocmesux oymox, wob6 nomim HUwKOM, y 3aKymKax, 3a CHUHOIO,

wenomimu nomigic uneHamu opeawizayii. Kocms cnoxivno noouseueca xpizv 6ikHO 6

cao i muxo cKazae camomy cooi:

— $1 — GinpmIOBHK... [...]

Kocmb cnepca nikmem na cmin i nooymae:

“Sxoro vopra JunHe Bce 11e 10 ronoBu? Illo 6aTeko OyB ApiOHUM OypiKya — Iie Tak.

@akr. ba HaBiTh — BiH LUTyBaB COOOPHOMY HACTOATENEBI, KalITaHOBOJIOCOMY
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naHoTIEeBl ['aBpuIIoBi, pyKy 1 fioro cecrpa, 1o KOJUCh Oysia MEH1 PiTHOIO TITKOIO, —
BIpYyTe 3aMy)KeM 3a BUXPECTOM-KYIIIEM — 1€ TaKoX npasja. Lle Bce Tak. Ase 6aTbko
MOTypOyBaBCs BMEpPTH 3a PIK J0 PEBOJIIOII, 1, HIBpOKY Homy, moOpe 3poduB. S
HEHAaBU/IXKY HOTO 3a Te, 10 BiH OyB Mili 0aThKO, 1 BASYHHUIA oMYy, 110 HOTO Temep
Hema. B Mene Hemae Tenep Hikoro. I e Tak camo npasunsHo.”' Y [Emphasis mine—

DP] (Smert' 34-35)

Through these two modes the author reassures the reader that whatever is happening
in Kost"”s psyche is true. The quoted monologue, particularly, helps to determine “a purely
subjective expression of internal happenings, and a blending of objective and subjective
viewpoints in external happenings” (Cohn 72). The use of third-person modes, however, does
not exclude traditional realistic dialogues:

o I'opobenka mimnerina CrnaBiHa. Ii HiJCTPUIKEHE BOJIOCCS HE JUYHIO J0 XYAOTO

00IMYYs HEBUPA3HUX JIIT, 1 30BCIM yrKe JIpaTyBajia sikach KaOJlydka Ha Majbli.

— Taapum I'apabenko! TaBapum ["apabenko!..

Bona Byenumiack XyAopisSBUMM HalbIIMH B HOro ryJ3MKa Ha cOpoYlll 1 moyana

HCIIAaIHO KPYTUTHU:

190 “Kost lay his Party ticket on the table and looked about the room. It was quiet. Through an open window
came the monotone twitter of some small ridiculous bird in the orchard. The sun was setting in the west
somewhere behind the leaves of the trees, and its pale rays painted a grayish marble network on the wall.
Scattered books, a pair of pants on his pillow, a revolver on the table — all this was mute and deaf ... Nothing
here could eavesdrop on Kost’s thoughts, to whisper them later to the organization members in corners, behind
his back. Kost calmly looked out the window into the orchard and said quietly to himself:

‘I am a Bolshevik ...” [...]

Kost rested his elbow on the table and thought: ‘Why the hell is all this plaguing me? Father was a petty
bourgeois — that is true. It’s a fact. What’s more — he even kissed the hand of the synodical appointee, the
auburn-haired Father Havrylo, and his sister, who had once been my blood aunt, was married a second time to a
neophyte merchant — this is true too. All this is so. But father took the trouble to die a year before the
Revolution and, heaven preserve him, did well to do so. I detest him because he was my father, and am
thankful to him that he is no longer around. Now I have no one” [Emphasis mine—DP] (Duel 2).
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— Jle x Bu 3arasimuce? MeHi koHue TpeOa 3 BaMH TIOTOBOPHUTH. |... ]
['opoOeHKO XOTiB IKOCh OAYETMTHCH Bl Hel. LI 3aBimyBauka colBHXy CIpaBii HAATO
BXKe yinnuBa. BiH 0/IcyHYB Ha OTHIIMIIIO KalTKeTa 1 MJISIBO BIJIIIOBIB:

— e api6uumi, Topapumko Crnagina; xi6a Tenep 10 Hux...'"! (Smert' 37)

Even then, however, these dialogues are typically followed by third-person modes in
the form of the narrator’s comment on Kost”’s experiences. Realistic details seem very
important for portraying the protagonist’s frustration or anger. What follows the dialogue
cited above is a mixture of psycho-narration and quoted monologue (italicized). The
interruption of Kost”s thoughts by Slavina is grammatically presented through suspension
periods at the end: “Crano 3HOBY HenmpuemHO 3a cebe — ampke He mige CnaBina 1o ['opbans
abo /[lpyxuHiHa wIynIyKaTuch, a IMTh y Hboro: ‘TaBapumy ["apaGenko, TaBapwuii
["apabenko.’ Sk ne 6punko! Bin risHyB Ha 1i TOHEHBKI OE3KPOBHI I'yOH 1 panToM MOAyMaB:
‘A mabymov, maxu npasousi omi yymxu, niou Cragina — NpUNCUMHA OOHbKA SAKO2OCb
mamboscvkoz2o apxiepes... ”'*? [Emphasis mine—DP] (Smert’ 38).

Cohn argues that quoted and narrated monologues (depending on the context),

correlate with the norms of psychological realism and fictional dialogues: “just as dialogues

Y1 “Slavina flew up to Horobenko. Her short hair did not suit her face of indistinct age, and he was quite
annoyed by the ring on her finger.

‘Comrade Harabyenko. Comrade Harabyenko.’

She grabbed his shirt button with her bony fingers and began to twirl it mercilessly.

‘Where have you been hiding? I really must talk to you.’ [...]

Horobenko wanted to get rid of her somehow. This chief of socialist education really was far too tiresome. He
moved back his cap and replied languidly: ‘These are trifles, Comrade Slavina; now isn’t the time for them ...’
(Duel 5).

192 “He felt uncomfortable again — for Slavina wouldn’t have gone to Horban or Druzhynin to whisper in their
ears, she directed her ‘Comrade Harabyenko, Comrade Harabyenko’ at him. How repugnant this was! He
looked at her thin bloodless lips and suddenly thought: ‘ Those rumours are probably true — that Slavina is the
illegitimate daughter of some Tambov bishop ... [Emphasis mine—DP] (Duel 5).
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create the illusion that they render what characters ‘really say’ to each other, monologues
create the illusion that they render what a character ‘really thinks’ to himself” (76). Yet,
unlike the first-person modes and especially stream-of-consciousness technique that “renders
primarily ‘preverbal’ thoughts or the ‘prespeech level of consciousness’,” quoted
monologues can only partially depict the unconscious slips of the tongue, repetitions,
omissions and no more, therefore on their own they are not effective for depicting the
unconscious (Cohn 86, 88). However, the combination of two or even all three of these
modes is justified when analyzing Kost”s dreamlike states. Because he represses his guilty
conscience and sentimentality in his awake life, the author’s commentary on Kost'"s dreams
and his reaction to them, helps to create the contrast between Kost' Horobenko’s awake and

dream life, and thus, represent his psychic trauma.

4.3. The guilty conscience of a dreaming perpetrator
Viktoriia Dmytrenko attempts to analyze the dreams in Smert'. She focuses on interpreting
symbols and suggests that Kost”s dreams are prophetic (77). Different interpretations are
possible. I propose to do something that has not been done in Ukrainian scholarship by
following Kuiken’s classification of dreams and paying attention to how dreams and
dreamlike states represent Kost'’s trauma.

The analysis of dreams is useful for understanding a protagonist’s conflicts in his
wakeful state. In Smert’, realistic depictions of Kost"’s surroundings and interactions are
interwoven with his dream life. For instance, he dreams of people and situations which he

tries to repress in his awake life. One of the recurrent images in his dreams is that of his
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fiancée Nadia. She represents his moral self. He often thinks of her in moments of despair
when he is awake.

All dreamlike states are presented in third-person narration modes. While in the first
example I offer below, Kost' thinks about his dream and reminiscences about Nadia (modes
used: psycho-narration and quoted monologue), in the dream per se psycho-narration is used
predominantly. Here is the first instance in which Kost' contemplates the dream he had at
night:

Liei’ noui yei cni nputiwna Haos. Ta cama Hang, mo Oyna komucek, Hans, mo He

Morza 0 6ytu temnep... Yomy?

['opoGenko 11e 100pe 3HaB, ajie BIH YMHCHO CIIMTaB caMoro cede 1 MIMpo BiANOBIB:

“Tomy, 1o Toxi BoHa Oyna mpocto Hanero, BoHa Oyna HapedeHoro (X04 LbOTo i He

ropopuioch ogimiiiHo), a Temep BoHa Oyna © ‘mimaxkoro,” ‘Oamactom,’

0e3mapTiiHOIO ‘CBOIOYYIO ...”

['opoOenko moayMKkH ckaszaB i 1e. Y 1l rpy0octi OyJa sikack roctpa Hacosona. Ane

ne Tak. Hema motpeOu 3apa3 OpexaTH Hi COHIIEBI, Hi JKOpXHHI, HI caMOMy cOOI.

MoxnuBo, mo 1e 3po3ymina 6 i Haad, sx6u BoHa Oyna He XOpOIIMHA COH, a

peasbHICTh, a BTIM... [...] Haos emepna, emepra minbku ¢hizuuno, a Konu 3'a6umucs

pioKo ysi cui, 6ona 6yde npocmo Haoeio, “Oopesomoyiiinoro” Haoero.'*> [Emphasis

mine—DP] (Smert’ 47)

193 “During the night Nadia had visited him in his dreams. The same Nadia who had once been, the Nadia who
could not now be ... Why? Horobenko knew very well why, but he asked himself on purpose and answered
frankly: ‘Because back then she was simply Nadia, she was my fiancée (though this was not mentioned
officially), but now she would have been a ‘bourgeois,” ‘ballast,” non-Party scum ...” Horobenko had said that
on purpose too. This crudity contained a kind of sheer pleasure. But it was so. There was no need now to lie to
the sun, the dahlias, or to himself. Perhaps Nadia would have understood this too had she been a reality, instead
of a nice dream, but then ... [...] Nadia had died, died only physically, and when she occasionally appeared in
his dreams, she would simply be Nadia, ‘pre-Revolutionary” Nadia” [Emphasis mine—DP] (Duel 13).
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The actual dream, to which chapter XVI is dedicated in its entirety, manifests Kost'’s
inner conflict. Through unconscious dreamlike states, random thoughts about his past and the
feelings that they invoke in him, resurface. He cannot control it this time, and the dream
becomes a testimony of his psychic trauma. It is represented through the metonymic images
of the crowd (or, as it seems to him at times, Denikin’s army) that follows him, the white
dress with white roses, the bridge over the river and the little Jewish boy whom Kost' fails to
save.

The author reports the dream,; it feels as if the reader is immersed in it. There is no
commentary about this dream, so we can only propose plausible interpretations. Structurally,
the dream can be broken down into the hypnagogic state right before Kost' falls asleep; the
dream per se; and his waking up. According to Kuiken’s classification, this is an impactful
existential dream because of its vivid sensory phenomena and movement characteristics, as
well as detectable emotions such as guilt, despair and moral choices that become important
for the dreamer. Sentences are abrupt. Perceptions are not finished or logical, images and
scenes are fast-changing. The prevailing third-person mode of narration also helps to
delineate Kost"’s guilty conscience and his moral values. He wants to save the boy and is
willing to face the crowd. The image of the crowd might represent Kost"’s guilty conscience
“attacking” him. So, he is willing to “face it,” which he cannot do in his awake life.

The state of hypnagogia, which Evan Thompson describes as “a liminal zone where
we are neither fully awake nor fully asleep,” is a state right before falling asleep, when ego
boundaries loosen (112). This state is described before Kost' falls asleep: “Il{o Bin 6auuB

nepen M — Kocte 3a0yB. To Bce MOpPHHYJIO PanTOM Yy HENMaM'siTh, SIK HyJHA 4YacTHHA
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HelikaBoro Oe33micToBHOro (inbMy. HatoMicTh 13 TEMpsIBM BHIUIMB KOPOTCHBKWH, aiie
HaIpouy ] BUpa3Hui, pastounii pparment. [lepiie, mo 3adikcyBaioch, e — pUTMIUHI IOKH
BilicbKOBHX 400iT 10 6pyKy”!** (Smert’ 108)

In this passage, there is a distinctive feature of hypnagogia — synesthesia —
“experiencing sounds giving rise to colors, or associating letters and numbers with colors and
personalities [...]. Shapes can speak, geometric patterns have personalities, and ideas are
colored” (Thompson 112). Similarly, Kost' forgets what happened before this, when he was
fully awake; now he transitions into the fragment where he notices “the rhythmic clicking of
military boots,” which indicates the beginning of the dream per se: “Ilepue, 110
3a(ikcyBasoCh, 11€ — PUTMIUHI [IOKM BiiCbKOBHX 400IT Mo Opyky. P-a3! Pas-nBa, pas-nsa...
To crynana sikach BilicbkoBa yacTHHa. Moxe, pota, Moxe, OaTaJibiioH a0o0 ¥ UMK TOJIK.
Tinbku 11e He yepBoHOoapMmiiii. Hi. BoHu Tak He MOXyThb. B 1MX Kpokax BUAATH KOXHY
0e370raHHO MPUJIAJHAHY TA€YKy JI0 BiIKaMH IJIEKAHOTO Mexe1Hi3.My”195 (Smert' 108).

As I mentioned before, the dream begins with a metonymy: the protagonist does not
see people’s faces, but rather “boots” and “peakless caps” which lead him to think that this is
Denikin’s army, but later turns out to be a “celebrating crowd.” He is stumped by the image
of “the white dress with white roses” that appears from nowhere. It might be Nadia, but this

is never revealed in the novel: “Xto tam? Hi, He po30epemr. bina cykHs 3 Gykerom Oiamx

194 “What he had seen before this — Kost had forgotten. All that had suddenly plunged into oblivion, like the
boring part of an uninteresting, insipid film. Instead the darkness divulged a short, surprisingly vivid, stunning
fragment. The first thing to register was the rhythmic clicking of military boots against pavement” (Duel 72).

195 “The first thing to register was the rhythmic clicking of military boots against pavement. Hup! Hup! Hup-
two, hup-two... It was some military unit marching along. Perhaps a company, a battalion, or even a whole
regiment. Only they weren't Red Army soldiers. No. They didn’t move like this. These steps reflected every
faultlessly connected nut to a well-tended age-old mechanism” (Duel 72).
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TpostHA. HaBimo Taka dymHa rapMoHis — OuUta CykHs ¥ Benuki Oumi TpossHam? | B3arami —
HaBimmo Tposuan” ¢ (Smert’ 109).

The metonymic description swiftly changes to Kost"s perception of the distance
between him and the approaching crowd. Randomly, he notices various details about the
place: low-rise houses, a wooden bridge under the willows. He recognizes the river, in which
he threw the physics instructor’s microscope, and realizes that this is his district town.
Meanwhile, the distance between him and the crowd decreases. He hears that the crowd is
going to beat Jews and commissars. He does not feel afraid and decides to face it. When he is
about to make the first step towards the crowd, he sees a little Jewish boy on the bridge. The
boy carelessly swings his legs over the river and holds a little red flag. The boy does not
notice the crowd and keeps smiling. Kost' wants to warn him of the threat but his jaws are
locked, and he cannot say a word. Kost' feels that he cannot leave the boy to the crowd and
tries to save him but from the opposite side of the bridge he sees approaching “hooves,”

29 ¢

“horses,” “peakless hats” and “swords.”

It is not clear how Kost' actually feels about all these people and images. However,
certain physical symptoms (when he feels paralyzed by the crowd’s gaze and cannot move)
point to his traumatic experience that causes him to freeze: “Ane 6irru Hecuna. HaBiTh
o0epHyTHCh HE MOXHA. HaToBN BUeNipHB y HbOTO TUCSYECHKUN MOTIIA] 1 IPUKOBYE 10 cele,
napanizye Kocts™!*7 (Smert’ 109).

He wants to be lynched by the crowd of villagers (perhaps, as a punishment) which

could be a sign of guilt. However, when he sees the Jewish boy and tries to save him, he

196 “Who was there? No, he could not make anything out. A white dress with a white bouquet of roses. Why
such weird harmony — a white dress and large white roses? And anyway — why roses...” (Duel 72).

197 “But he didn’t have the energy to run. He couldn’t even turn around. The crowd had fixed its thousandeyed
gaze on him and was riveting him to itself, paralysing Kost” (Duel 73).
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cannot. The frozen jaws and the inability to “utter a single word” represent Kost'’s feeling of
helplessness and despair and are signs of trauma. Similarly, in his awake life, he also
conceals his feelings and feels helpless (e.g., when he returns home after hearing his
evaluation report and crawls into bed hiding from the world). But let us return to the dream:
KocTh yke 3aHOCHTH Hamepe] HOTry, 100 TBEpAO CTYNHTH IEPIIUii KpPOK, aie
HECITOAIBaHO MK COOOK0 1 HAaTOBIIOM Oa4MTh: MPABOPYY HA MOCTOBHUX IOpEHUYATAX
CIIOKIMHICIHBKO CHIUTH CO01 €BPEUCHKUI XJIOMYMK 1 0€3TypOOTHO TeJinae HiKKaMHU.
B py1i fioMy cTUpYUTh MaJeHbKHI YEPBOHUMN NPANOpellb, 1 XJIOMYHK BECEIO MaXae
HUM KYHCh yTOpy J0 TaB, YU 3€JICHOTO BEPXOBITTS JICPEB, Y COHIIS.
— Jlypue xunensi! — mumoBodi 3puBaeThes 3 KocreBux ycrt. lledt xiomyuk 30BCiM
HE TIOMiYae HATOBIy 1 paficHO TocMixaeThcs. KOCTh XOode KPUKHYTH HOMY:

“Tikait!” Ane Kocmesi cmynuno wenenu, i 6iH He Modice SUMOSBUMU cnosa. '’

[Emphasis mine—DP] (Smert’ 110)

The conclusion of the dream is not clear. It looks like both Kost' and the boy die.
Horobenko wakes up confused about his dream, and for a moment he is not sure what
happened: “KocTp po3rutomuB ouyi, miBiBCA 1 3JMBOBAHO OIVISIHYB CBOIO KIMHATY. 3 JIKKa

3BHCaja 3iM'ATa MOAYIIKA, 1 Jexala Ha Mmiuio3l kopapa. Ha crTiHi Jerko onduimck

198 “Kost had already moved his feet forward to take the first firm step when on his right he suddenly saw a
small Jewish boy sitting peacefully on the bridge railing between himself and the crowd, thoughtlessly swinging
his feet through the air. He was holding a small red flag and waving it joyously somewhere at the crows above,
or the green treetops, or at the sun.

‘Stupid little kid!” Kost exclaimed involuntarily. This boy had not seen the crowd at all and was smiling
joyously. Kost wanted to call out to him to run away. But his jaws were frozen together and he could not utter a
single word” [Emphasis mine—DP] (Duel 73).
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nepeapankoBi oOpucu aepeB. KocTh CiB Ha JKKY 1 BCe 1€ HE MIT OYYTUTHCH. ‘SIKwmii
BHpa3HHil 3aHaATO i MBHUIA con!’ " (Smert’ 110).

In this dream, Kost'"’s guilty conscience takes over the rational justifications that he
uses in his awake life. Only through his dreamlike states and thoughts, is it obvious that there
is something wrong with his sense of identity. His divided self is manifested in his different
personalities when he is awake and when he is asleep. These unconscious states and the
narration modes that present this inner crisis reveal his psychic trauma. Only when he is

dreaming or alone, can he be free from the realities of his awake life.

4.4. The narrative of trauma in Smert’

Trauma novel

I have shown how the modes of narration operate within the text. I have also discussed some
of the features of the psychological novel disclosed in Smert'. The main question, however, is
what makes it a trauma novel and is it possible to interpret Horobenko’s psychological crisis
as perpetrator trauma?

Traumatic experiences can bring into disarray consciousness, memory, sense of self,
and one’s relation to the community (Balaev, The Nature 18). All of these elements are
present in Smert'. As mentioned earlier, the initial traumatic experience for Kost' was
presumably the loss of his father and fiancée, perhaps even the capitulation of the Directory,
although this is never confirmed within the text explicitly. Not much is known about the

period before Kost' joined the Bolshevik Party. However, already the first sentence of the

199 «K ost opened his eyes, sat up in bed and surveyed the room in amazement. A crumpled pillow hung off the
bed and his blanket had fallen to the floor. The wall was lightly painted with dawn silhouettes of trees. Kost
dropped his feet to the floor but still could not regain his senses. ‘What a strange and exceptionally vivid
dream” (Duel 73).
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novel indicates that this is not an easy choice for him. Throughout the text, Kost' experiences
flashbacks, his altered perception of self and his “desired” new identity of a Bolshevik (so he
tries to convince himself). His relationship to the Ukrainian community also changes. The
historical background depicted in the novel suggests that its protagonist, Kost' Horobenko,
and his transformation from a victim of the system to a perpetrator represent the experience
lived by many Ukrainian intellectuals during the 1920s-1930s. They too were forced to join
the Bolshevik Party and were persecuted for the slightest evidence of a nationalistic past,
especially in the late twenties and early thirties.

Michelle Balaev points out that the delineation of trauma in literature can link the
individual and public spheres through a character who is designed to experience it: “The trick
of trauma in fiction is that the individual protagonist functions to express a unique personal
traumatic experience, yet the protagonist may also function to represent an event that was
experienced by a group of people, either historically based or futuristically imagined” (7he
Nature 17).

Balaev identifies the following traits of the trauma novel: various extreme emotional
states presented through different “narrative innovations” like landscape imagery (e.g., the
symbolism of the bridge under the willows in Kost"s dream); temporal gaps (e.g., Kost'"’s
loss of time and space right after he executed the villagers); “narrative omission including the
withholding of graphic, visceral details,” which in my opinion are compensated by the use of
third-person modes (The Nature 22). Thus, Balaev argues: “The novel’s expression of
painful, incoherent, and transcendent emotional states demonstrates the ways traumatic
experience restructures perceptions, as well as the ways that meaning and value are

constructed during and after the event” (The Nature 22). I also suggest that dreamlike states
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are a way of presenting the traumatizing experience which I demonstrated earlier in this
chapter.

I will now discuss the way trauma is narrated in Smert'.

The first signs of Kost"’s mental dissociation are portrayed through the physical
symptoms of trauma when he tries to cope with the Party’s evaluation of him as “unstable.”
He wanders the town streets, feels uneasy and tries to numb his feelings by covering himself
with a blanket, closing his eyes and pressing his palms between his knees:

['opoOeHKO HE IImIOB CHOTOAHI 1O KOM’igaylibHI 00171aTH, a MTPOCTO IOAABCS

3aBYJIKAMH JIOJIOMY U 3aIlIUBCS B JIKKY.

I 3HOBY Kpasiio BCepe/uHi, 1 MaJeHbKa KIMHATa CaMOTHBO MPUTYJIWIACH JIECh &K Ha

CHOJl KUTTA.

['opoOeHKO YTKHYBCS JIMIIEM Yy MOAYIIKY W HAaKWHYB Ha TOJIOBY IIi/pKaka. BiH

3aIUTIONIMB IIITFHO 0Yi, CTUC MIXK 310raHUMU KOJIIHAMHU rapsidi JOJIOHI, aje TO JapMa:

nepea oyMMa Bce K CTOiTh ckpuBieHud [lommuaka [Party member who doubted

Horobenko’s Bolshevism — DP] i B ymax A3BOHUTh — Lie BiIOMHMH YyKpaiHCBKHUI

Hamionanict...?% (Smert' 105)

Kost"s strategies to repress this episode do not work. As he later admits to himself, he
cannot get over it because he knows deep inside that he still has not eradicated the remnants
of Ukrainian nationalism in himself. Kost"s self-doubt grows, developing into an obsession

to break with his insecurity by committing a crime. Yet, his conscience keeps tormenting him

200 “On this day Horobenko did not go to the Communist dining-hall but went straight home along back streets
and climbed into bed. Once more he felt broken inside and the small room nestled alone somewhere in the very
pit of life. Horobenko buried his face in a pillow and covered his head with his jacket. He shut his eyes tightly
together, pressed his hot hands between the knees of his drawn-up legs, but it was no use: Popynaka’s twisted
face was still there and his ears rang with the words ‘this is a well-known Ukrainian nationalist’...” (Duel 68).
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with feelings of guilt and shame. His suffering escalates when he remembers that the

Ukrainian nationalists like the Kovhaniuks and Pedashenkos whom he “hates” so much now,

saved his life in the past, when he was their ally:
Hy, mo x 3 toro, mo BiH OyB y ‘IIpocsiti’ 1 mi Bcsiki KoBrantwoku ta Ilenamenku
JTOOMPAIOTh JIETATBHOTO c10co0y x)uBOTITH? [1M0BaTh OM BiH XOTIB Ha HUX!..
['opoOeHKO TOBEPHYBCS TOPLIWIL 1 TOKJIAB IMiJl MOTHJIHI0 PYyKH. | B IO MUTH
BUPHUHYB 3pajyuBuid croran. Llei ke KoBrantok nepexoByBaB HOTo, pU3HMKyHOUH, B
cBoiil xari, konmu ['opoOenka mrykanu geHikiHimi. A 3 IlegamieHkoM BOHHM pa3oM
yTBOopmiH Qiniro HarionansHOTo coro3y i 3aapemryBaiy HOBITOBOTO T'€ThMaHCHKOTO
ctapocty. A 3 [IpunopoxHim...
L1i HaBicHI 3rajku, sIK Kparuii >KUBOTO Cpi0iia, YilIsUIUCh OJHA OJHOI W BHPOCTANHU Y
BEIHMKY KyJIO, IO MiAcTynana Onwxde i Onmkde, OJCOBYyBaja ChOTOJHIIIHE,
poO3MalibOByBaJla y SKICh 3aHaATO (haHTACTHUHI 1, MPU3HATUCH, TApHI, MPHUEMHI,
OJIM3bKI KAPTUHH, 103aTOPIIIHE — 1 3HOBY MYJISIJIO BCEPEINHI.

Cymninnsa?.. [a? 2! (Smert' 55)

There are a few instances in the novel that depict a contest between Kost"s

conscience and his alter egos, that is, his multiple inner voices as he refers to them.

201 «So what of it that he had been in Prosvita and that all these Kovhaniuks and Pedashenkos were seeking a
legal means to vegetate? He’d like to spit on them all ...! Horobenko rolled over onto his back and put his
hands under his head. And at that moment a treacherous recollection surfaced. This same Kovhaniuk had risked
his own life by harboring Horobenko in his home when Denikin’s men had been searching for him. And
together with Pedashenko they had organized a branch of the National Alliance and arrested the district
hetmanite village elder. And with Prydorozhny ... These annoying recollections were like drops of mercury,
grabbing onto each other and growing into a large ball which drew closer and closer, moving aside the present
day, painting the year before last in far too fantastic and admittedly beautiful, pleasant, dear pictures, paining
him inside once more. ‘Conscience ...? Ha?’” (Duel 21)
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Eventually, this struggle results in a shift in his conscience when he considers murder as the
only means to set himself free from his inner suffering:

['opoOeHKO OJIKMHYB KOBIPY W CITYCTHB 13 JIKKa Ha JTOJNIBKY HOTH. BiH 13 XBUIHHY

CIIyXaB 2OMiH YHYMPIWHIX 2010CI8, NPUOUBTABCSA 00 IXHbOI OOpomvoOU 1... — axK

3/IMBYBaBCA.

Tuxenvko, Manisysamu, i3 3aKamMapKie Ni0CGIOOMOCMI, BUNI3NA Y 3HAUOMA, 30AEMbCS,

odasnum-0asHo exce oymka. Hy, Tak, 11e 1aBHO B)K€ BiH BUPIIIMB, TUIBKH YOMYCh HE

MIT JIOC1 TOJIOCHO CKa3aTHu:

— Tpeba 6bumu... Mywy, enacne, ne soumu, a poscmpiramu. 1 Toli, KOIu mepen
ourMa 3’SIBUTHCS IXHS KPOB, KOJIU Il KPOB PO3CTPUISIHUX MOCTAHIIB, KYPKYJIbHI,
CIEKYJISHTIB, 3aPYYHHKIB 1 O€3/iul YCAKUX KaTeropid, 1o 3BeJeHI O OIHOIO
3HAMEHHUKA — KOHTPPEBOJIOLIS, XOY pa3, €IUHUN TIIbKA pa3 BHaAe, SIK TO
Ka)XyThb, HA MOIO TOJIOBY, 3JIMa€ PyKU, TOAl — BChOMY I[bOMY KiHelb. Toxai s
Oyay 1inkoMm BuUibHUI. ToJi cMiIMBO M ofBepTO, 06€3 KOJHUX BaraHb 1 CyMHIBIB
MokHa Oyne cKa3aTH camMoMmy cobi: s — 6inbmosuk...2%? [Emphasis mine—DP]

(Smert' 56)

This passage demonstrates the transformation of his consciousness through the

change of Kost"s views of the villagers. Now he adopts a hostile attitude towards them and

202 “Horobenko threw off the blanket and lowered his feet to the floor. For a minute or so he listened to the
hubbub of inner voices, watched closely their struggle and ... was even amazed. Quietly, hedging about, a long
Sfamiliar thought emerged from the nooks of his subconsciousness. Well yes: he had decided this a long time
ago, only until now he wasn’t able to voice it out loud: They must be killed ... I must execute them, rather than
kill them. And then, when their blood appears before my eyes, when this blood of executed rebels, kulaks,
speculators, hostages and countless other categories which all have one common denominator — counter-
revolution, when it falls at least once on my head, as they say, soiling my hands, then all this will come to an
end. Then the Rubicon will have been crossed. Then I will be completely free. Then I can tell myself boldly and
openly, without the slightest hesitation and doubt: I am a Bolshevik...”” [Emphasis mine—DP] (Duel 22).
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justifies his decision using ideological reasons, by persuading himself that the villagers are
rebels, speculators, counter-revolutionaries. Balaev makes similar observation about certain
trauma novels when a traumatic experience “disrupts the previous framework of reality and
the protagonist must recognize the self in relation to this new view of reality. The
reorientation of the self is often paired with a reevaluation of the protagonist’s relation to
society and a specific place or landscape, thus expanding the identification between self and
world” (Trauma Novel 40).
The need to renounce the past in order to become a Bolshevik is traumatizing for
Kost'. This is made obvious in one of the passages. Kost"’s inner contradictions are portrayed
through his inner voice, which reminds him that everything once dear to him is gone and that
now he is simply Comrade Horobenko because Kostyk is slowly dying. In a sarcastic
manner, this voice, that refers to Horobenko in the diminutive as “Kostyk,” points out the
absurdity of life and “thanks” the Party and the Revolution for his “beautiful life:
I panitom y camomy 1ieHTpi iX [aymok — DP] ycrano Buxiscre, HaiBHe, Mailke AuTsA4e
sanuranHs: “Lle v, Koctuky? Hesxe ne tu?..”
I Koctb I'opobenko Beceno, sk MpHILENENyBaTOMY, JaBHO 3HAHOMOMY JTypHHMKOBI,
BI/INIOBIB TOMY BHYTPILIHbOMY rojocy: ‘’Tak, Tak, He AMBYHCS, OpyXe MiH, — 1€ 1.
Brnacue, He 51, a Te, mo Oyno konuch MHOK0. KocTMk yMmep uu, mpaBay KaKyud,
BMHpaB MOBOJI, 1 T€, 10 HE BCTUTJIO BMEPTH, B KOXKHIM pasi, ocb ymMpe. A BTiM, 110
take cMepTh? S He dimocod, ane ue i 6e3 Qinocodii sCHO, HABITH HE AyMarOUu
JIOBTO: CMEPTh OJHOTO B TOM K€ Yac HapOHKEHHS APYroro. [...] 3po3ymiii ke, 110
Koctuka Bxxe Hema, sik Hema Hani, Hemae GaThka 1 oro ABOX OyIWHKIB, SIK HEMa

TOTO BCBOTO, 110 OyNO TOMi, aje Temep € 3aTe ToBapuil [ opoOeHKo. birbuiosux.
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36acnu oic, sKke npekpacHe ye xcumms, yopm Ou tioco 3aopas!.. ke o 6oHO
npexpache!.. Lle ocumms. I s 0axy0 pesonroyii, 0aKyl0 napmii, Wo B0OHU HABYUIU

Mene max cunvHo tio2o mobumu. **%3 [Emphasis mine—DP] (Smert' 101)

Symbolically, Kost"’s psychological crisis is also shown through his relationship with
women. When he was pro-Ukrainian, Nadia was his fiancée, whom he describes as gracious
and sensitive. Now that he is a Bolshevik, he has an affair with the vulgar Paraska who calls
him “My Communist:” “I'opoGeHko TpOHIIOBCS MO KIMHATI, aje BXKE HE MiIr He
MOBEPHYTHUCh Ha3aj, TYIH, J€ CHJijJa MOBHOBUIA, ONACHCTA JKIHKA 3 JCOCIUMH, M’ SIKUMH
rpyabMu. BiH mMOBOI MOBEpHYBCS 1 TOJI 1€ BHPA3HIIIE MOYYB, SK I Kydyypra TPSICbKOTO
M’sica, BiJl SIKOTO MaXTUTh KyXOHHMM >KHPOM i LUOyjel0, HECTPUMAHO BaOUTH ioro 2%
(Smert'107).

Paradoxically, Paraska is the only person in his new environment to whom Kost'
admits that he is lonely. Shortly after his affair with her, he is disgusted by his actions. Guilt

and shame dominate him, and he even has a flashback and sees Nadia’s face. This vision

reveals his trauma of loss because Nadia died, and now he is different, now he is attracted to

203 «“And suddenly in the very centre of it arose a wavering, naive, almost childish question: ‘Is this you,
Kostyk? Can it be you ...?" Kost Horobenko replied joyously to that inner voice, as if it was that of an idiotic,
long familiar fool:

‘Yes, yes, don’t be amazed my friend — it is me. Actually, not me, but that which was once me. Kostyk has
died, or, to be truthful, he has been dying gradually and that which has not yet died will in any case soon be
dead. But then, what is death? I’'m not a philosopher, but even without philosophy it is evident, without much
thought, that the death of one is at the same time the birth of another. [...] You must realize that Kostyk no
longer exists, just like there is no more Nadia, no father and his two buildings, nothing of what existed then.
Now there is ‘Comrade Horobenko’. 4 member of the CP(b)U. Understand what a beautiful life this is, the devil
take it! How beautiful it is ... And I thank the revolution, I thank the Party for teaching me to love it so
strongly”” [Emphasis mine—DP] (Duel 65).

204 “Horobenko paced across the room, but could no longer help but return to the full-faced, stout woman with
soft plump breasts. He turned around slowly and sensed even more distinctly how this mound of jiggling meat
reeking of cooking fat and onion attracted him so irresistibly” (Duel 70).
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people like Paraska Fedotivna, who also symbolizes the Bolshevik Party and its “ugly
practices.” Again, Kost"s disgust is manifested through physical symptoms of grabbing his
jaw and collapsing in the corner:
I 3HOBY SIKMICh TIECTIMBUH, JIACKAaBUN TOJI0C MPOMOBHUB 'opoOeHkoBi Bcepenuni. He
JOKipauBO, a xkypHO: “Lle Ti, KocTuky?..” I ko0 BikHa xuBe norpyaas Hagune 1 Ha
1oL ABi BeNuUKi mpo3opi cibo3u. Tineku aBi. Ix Ginbure Hikomu He 6yrno. [...] Toro
BEUOpa BIIXOJWJIU 3 MicTa 3aroHu J[upekTopii, Toro Bedopa BiH BOCTAHHE B JKUTTI
OauuB xuBy Hamto. BocraHHe...
JIBi c1b03u. JIBI YKCTI, MPO30Pi CIHO3H...
I pantom Opuakum, BYJIbIapHUM JHCOHAHCOM YBIpBaBCS B IaM’SiTh
JomipinHiil copoMinbkuii cmimok [lapacku ®enoTiBHY 1 ii mpUCTpacHe, MPOTXHYTE
KyxHer: “KomyHicTuk Moii Bixpactuid!..”
['opoGeHKO CTUCHYB PYKOIO IIENEINH, Haue TaM 3a00J1iB 3HEHallbKa 3y0, 1 6e3BIagHO
MOTOYMBCS B KYTOK.
1 ocmannim Ookopom 2auboko na210 Ha epyou i He po3maHyno oopasy: nene!
Hatixpawi meopii max npocmo i max 1e2ko MOACYymMb YHCUBAMUCA 3 HAUOPYOHIULOW

npaxmuxkoio... Ak ye 6ce s maku 2udxo 6 xcummi!..*”> [Emphasis mine—DP] (Smert’

108)

205 “And once more a caressing, gentle voice spoke inside him. It was not reproachful, only melancholy:

‘Is this you, Kostyk ...?” And Nadia’s live bust appeared near the window, two large transparent tears on her
cheeks. Only two. There were never any more. [...] That evening the Directory’s detachments were leaving the
city, that evening he saw Nadia alive for the last time. The last time...

Two tears. Two pure, limpid tears....

And suddenly his memory was invaded by the repugnant, vulgar dissonance of Paraska Fedotovna’s shameless
chuckling and her passionate utterance steeped in kitchen smells: ‘My impetuous little Communist!”...
Horobenko grabbed hold of his jaw, as if a tooth was suddenly troubling him, and limply collapsed into a
corner.

And as a last reproach a voice seeped deep into his chest and did not melt away immediately: ‘Woe! The best
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The depiction of physical symptoms of trauma, the struggle between Kost'"s
conscience and his alter ego, the alteration of his consciousness and his attitude towards the
Ukrainian community, psychological crisis, his dissociated sense of self (shown in the
section on dreams) and the trauma of loss are all ample proof that Smert' is a “trauma novel.”
Progressively, the psychological breakdown and the pressures of the Bolshevik system

propel Kost' to break with his moral beliefs and become a perpetrator.

Perpetrator trauma
Kost"s identity as a perpetrator takes shape gradually. Initially, he just enjoys confiscating
people’s belongings. He even savours the atmosphere of grief that this causes: “Bin
HamaraBcsl ysIBUTH co0i 70 jnertaneil atmMochepy OCHUPOTLIOro Micis MiaHIHO JOMY, MaTIOBaB
cobi po3IyKy i rope gomipy MOKMHYTUX MilllaH — i 1le JaBajio HoMy SKych 3IicHY BTixy 2%
(Smert'59).

On the other hand, when it comes to something dear to him (like the books that

remind him of his childhood and his parents), his attitude changes (like Khvyl'ovyi’s

character when he sees or thinks of his mother):

3-miJ cTapux, MOKOBKIUX, JIe-He-1e 3asMaHuX KaBOI CTOPIHOK, TAaKUX 3HAMOMUX 13
Janexkoro AUTHUHCTBA — “Pomunbl,” “Bokpyr cBera,” “HuBbl,” BUIIMBAIU CHOTAIH.
Bonu acouitoBanu 3 0e3/i44i0 JHIB, TaKMX 3aTUIIHMX 1 3amamHuX. LI xKypHamu

HEMOB I10/IeHHUK. HaiBHi, TpOXH IypHYBaTi, ajie Taki MPOCTi, Taki OIU3bKIi, TaKi CBO,

theories can coexist so simply and easily alongside the filthiest practices... How ugly life was, after all!™”
[Emphasis mine—DP] (Duel 71).

206 “He tried to imagine in great detail the atmosphere in the house orphaned of its piano, painted the despair
and grief of the people he had just left — and this gave him a kind of wicked satisfaction” (Duel 24).
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SK T€ BCe, 10 OYJI0, 110 BXKE HIKOJIM, HIKOJIM HE BepHEThCsA. Ha Taki ) caMi MaJTFOHKH
JIUBUBCS TIOKIHHMIA 0aThKO, TUBUJIACh MATH, 110 HEBIJIOMO Jie TEIep, SK 1 YOMY JKUBE

1€ ¥ J10Ci, IMBUBCS, HAPEIITI, BIH cam.?0’ (Smert' 60)

Horobenko grieves over the books and wants to preserve them because they remind
him of his past. This becomes his little secret: “I"'opoOeHKOBI HECBITOMO XOTLIOCS SIKOMOTa
JIOBIIIE BJEpKaTh KHIWKKA B Hapnomi. BiH He HaraayBaB mpo HHX HIKOMY, a TUIBKH
CTapaHHO TMPUBO3MB JI0 [[LOTO KaIlWIIla BCe HOBI il HOBI. [l03aB4UOpa BiH MOBICUB Ha JIBEPSX
BIIACHOT'O 3aMKa, a ChOTOJIHi, KpiM TOro, Tiznep asepi nasoro’ % (Smert' 60).

Although in front of the Party members Kost' tries to appear impervious to the
suffering of the counterrevolutionaries, he feels uncomfortable with the wrongdoings that he
must commit, especially towards people he knew — like his old physics teacher. When he
comes to requisition the teacher’s microscope, he feels guilty and ashamed: “I'opo6enko
nignascs 1 rasHyB. [lepen HuM Oyso moBHe 6010, 00pa3u i 3AUBYBaHHS (i3UKOBE O0IUYYS.
2209

JuButHuCch (Pi3ukoBi B Bidi HE MOkHA Oyio. ['opoOeHko mpukycuB ry0y i OJBEepHYBCA

(Smert'78).

207 «“Recollections floated from the old, yellowed pages of Rodina, Around the World and Niva, stained here and
there with coffee, all so familiar, from his childhood. They were associated with countless days, so snug and
fragrant. These magazines were like a diary. Naive, a little foolish, but so simple, so close, so dear, like all that
which had been, and which would never, never return. His deceased father had looked at these same pictures, so
had his mother, who was still alive somewhere, and he had looked at them too” (Duel 25).

208 “Subconsciously Horobenko wanted to hold onto these books in the public hall for as long as possible. He
reminded no one of them, diligently bringing more and more new tomes to this pagan temple. The day before
yesterday he had hung his own lock on the door, as well as propping the door up with a bench today” (Duel 26).
209 “Horobenko yielded and looked. The physics teacher’s face before him was filled with pain, insult and
amazement. He couldn’t look the physics teacher in the eye. Horobenko bit his lip and turned away” (Duel 43).
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Later, however, one of Kost'’s inner voices, just like the remorseless doctor Tahabat
in “Ia,” reminds him of the plan to commit murder because the confiscation of belongings
will not buy him a new conscience:

Skuiick rojgoc cMisiBCsl BCEpeIuHi, 3HyaBcs HaJl | 0opoOEHKOM — OJIHSAB Y HEIIaCHOTO

JIiJTKa MOro OCTaHHIO BTIXY 1 XOYeIll JIOBECTH, IO TH OinbInoBHK! Xa-xa-xa!.. Komy

M noBenen? Moske, camomy co61? dypuuns! Tu 5k 3Haem nmpekpacHo, 1o CyTh He

B 11boMy. Illo BakuTh 1711 peBOJIONII SKUKCh Mikpockor! J[piOHeHbKa, eroicTuyHa

nyma! Mi3epHOol MIKOAOK TH XOodell KymuTH co0i HoBe cymiiHHs? Jlemeso!

3ananTo femieBo... Lle KynmyeTbes TUIbKU — MaM’Ta€ll Ty 0€3COHHY HiY? — KyIMy€eThCs

kpoB’10! Cmeptio!?!? (Smert' 78)

Horobenko’s perpetrator psychology oscillates between feelings of guilt and
suffering, and determination to commit the crime. Timothy L. Schroer mentions that there
are perpetrators who “complained of pangs of conscience and the sheer physical revulsion
that accompanied the shooting of defenseless victims” (35). Because Kost' Horobenko is the
type of a perpetrator who is aware and conscious of his crime and undergoes inner turmoil
and confusion before he finally kills, I suggest seeing him from the perspective of perpetrator
trauma. This is mainly because he experiences moral contradictions, empathizes with his
victims, feels guilt, shame and engages in self-denouncement.?!! In short, Kost"s experience

of perpetrator trauma is rooted in his self-inflicted suffering through which he wants to numb

210 “A voice laughed inside Horobenko, mocking him: ‘You’ve taken away an old fellow’s last joy and want to
prove that you’re a Bolshevik? Ha-ha-ha ...! Who will you prove this to? Perhaps to yourself? Rubbish! You
know full well that this isn’t the point. What is some microscope to the revolution! Tiny, egoistic soul! You
want to buy yourself a new conscience with miserable harm? That’s cheap! Far too cheap... This is bought only
with — remember that sleepless night? — only with blood! Death!”” (Duel 43).

21 For a more detailed explanation of these and other characteristics of perpetrator trauma, see Morag, Raya.
Waltzing with Bashir: Perpetrator Trauma and Cinema, p.15.
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feelings of guilt and shame. Unable to bear the contradictions of his inner voices which
remind him of the past, he seeks relief by choosing to kill. He understands that by executing
the villagers, he will be shooting his former self and that thought brings him temporary relief.
Thus, the physical death of others is symbolic of the death of his conscience.

However, when it is time to execute his plan, he agonizes and becomes anxious. He
cannot look at the captives and stands motionless as if he is the one to be executed:
“I'opoOeHKO HE NUBHUBCSA Ha HUX. BiH yTommB y 3emuro oui W ckynauBcs. Illock Baxkke
HABAJIWJIOCHh HA MOBIKM, 1 CTPAIICHHO CBEPOUTH TiM 4. 3HATH O Kamikera it mouyxatu. O, sk
cBepOuth TiM’4!.. Asne ['opobenko He pyxaBcs. CToAB 3acTUTIIUiN 1 Oe3BIaAHUN, OyIIMTO HE
3apyYHHUKIB MAIOTh 3apa3 PO3CTPLIIOBATH, a Horo™?'? (Smert' 143).

Once the murder is committed, Kost' experiences shock and loses his sense of reality;
he closes his eyes and leaves the scene “aimlessly.” Thus, initially Kost' becomes a victim of
the Bolshevik system, surrendering to the new regime, and then he transforms himself into a
conscious perpetrator of a crime. This explains why his dreaming/thinking self and his awake
self are different. What he ceases to admit to himself in his awake life, he expresses in his
dreams through symbols and the detailed psychic process narrated by the author.

In this chapter I have argued that the sudden change of regimes is traumatic for Kost'
and motivates him to change his moral (and political) views. In general, Antonenko-
Davydovych’s portrayal of communists is rather clichéd. Although there are certain
Bolshevik figures whom Horobenko admires, like Zivert and Druzhynin (Smert’ 103; 115),

the remainder of the communists do not have a psychology; they are shallow, superficial and

212 “Horobenko did not look at them. He buried his eyes into the ground and cringed. Something heavy had
rolled onto his eyelids and his crown felt terribly itchy. He felt like removing his cap and scratching himself.
Oh, how itchy his crown was ...! But Horobenko did not move. He stood still and limp, as if he himself was
about to be executed” (Duel 104).
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all appear alike. We only see them through dialogues and Kost"”s judgements of them. In
contrast, Kost' Horobenko is quite different. He is multidimentional and understands the
complexity of life. Perhaps, he even wants to escape from this complexity and to search for
simplicity. Communism forms the background of the novel; Kost"s thought processes are the
center. The emphasis is not on what he does and how he behaves, but rather what he thinks.

Therefore, Kost'’s behaviour as a Bolshevik is far less ambiguous than his thoughts.
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Conclusion

At the outset of this study I mentioned the challenges of speaking about trauma because
survivors of a traumatic event are rarely able to comprehend the experience. Subsequently, I
indicated that literature often provides testimony to trauma and becomes a powerful tool for
expressing the unspeakable through poetic symbols and images, which could have a cathartic
effect on both the writer and reader. Then I explored how Ukrainian modernist prose
represents trauma that is rooted in social upheavals and claimed that it can connect personal
and collective traumatic experiences. I have examined works by Turians'’kyi (Poza
mezhamy), Khvyl'ovyi (“la”) and Antonenko-Davydovych (Smert’), which address the
collective disasters of WWI and Bolshevik totalitarianism respectively. They portray the
ambivalence and uncertainty of an epoch when social and political forces dictated the culture
as well as moral values. Each text delineates subjective traumatic experience as the reflection
of the social pressures that serve as the background of the tales.

I talked about trauma in these texts from the perspectives of modernist styles
(namely, impressionism and expressionism), through narrative modes for presenting
consciousness (Dorrit Cohn), and reflected on the role of literary dreams and dreamlike states
to indicate the protagonists’ psychological breakdown.

The ambiguity and uncertainty that followed the outbreak of WWI made it necessary
for individuals to re-evaluate the relationship between victims and perpetrators, to question
their ideological positions. Modernist tendencies to depart from Realism’s focus on detailed,
journalistic depiction of reality, shifted attention towards the inner life of literary protagonists
and allowed for the exploration of borderline situations. Trauma, often implicitly, became an

inevitable part of modernist narratives about the Great War and Revolution. It manifested



176

itself through writings that showed the fluctuations of the conscious and unconscious mind,
irrational moments that rupture the rational perception of the world and bring ethical
dilemmas to the fore.

I discovered that all three writers employed dreams and dreamlike states to show
psychological crisis. Ideological pressure, change of regimes, war, emotional and physical
suffering cause mental breakdown of the characters. They often undergo an identity crisis
which defamiliarizes their environment and brings them to question their morality, often
when they experience altered states of mind like hallucinations or dreams. I found that
dreams are often presented in third-person modes and not monologues. This is linked to the
fact that the protagonist would not be able to simultaneously experience and narrate the
dream.

It is important to point out that, unlike Khvyl'ovyi and Antonenko-Davydovych,
Turians'kyt wrote Poza mezhamy on the basis of autobiographical experience. The
protagonists of his novel are drawn from real life. As mentioned in chapter 2, he was
mobilized into the Austrian army in 1914 and witnessed the events he described. His text, in
a sense, mimics the psychic trauma of people taken from real life. Khvyl'ovyi and
Antonenko-Davydovych experienced the complexity of the period they depicted in their
works, but their characters are fictional. Both authors were hounded by the Bolshevik
totalitarian regime for their pro-Ukrainian position. For example, one of the reasons for
Antonenko-Davydovych’s arrest in 1935 and subsequent accusations of nationalism was his
service in the Army of the Ukrainian National Republic (UNR) in 1919. In the case of
Khvyl'ovyi, he was under surveillance by the State Political Administration (DPU) since

1927. Many informants, who remained anonymous, snitched on him. Someone under the
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pseudonym “Literator” (“Litterateur”) speculated that Khvyl'ovyi was a Chekist himself like
his protagonist in “Ia” (Panchenko, “Khvyl'ovyi” 74). Other statements, according to
Hryhorii Kostiuk, involved accusations that Khvyl'ovyi killed his own mother. This was a
total fabrication because she was alive after Khvyl'ovyi’s suicide in 1933 (1:34). Thus, both
Antonenko-Davydovych and Khvyl'ovyi understood the atmosphere of their time, and this is
reflected in their stories.

In all three narratives, socio-political events serve as background, whereas the human
psyche, the mind and the unconscious, are foregrounded. In chapter 2, I discussed how
Turians'kyi narrates the collective trauma of WWI by delineating the internal turmoil of
seven men, shifting attention from external realities of war and intolerable weather
conditions. To portray the traumatized soldiers, Turians'kyi, in expressionist fashion, uses
grotesque depictions of horror and death and the psyche’s projection on the external
landscape.

In chapters 3 and 4, I wrote about a type of fictional perpetrator that emerged under
totalitarian Bolshevik rule during the years of war communism in Ukraine. Both “Ia” and
Smert' depict a perpetrator as the main protagonist. These characters were first brainwashed
by the Soviet regime and later became its dutiful executioners. The main theme of these
chapters was the notion of perpetrator trauma.

“Ia” is a dissonant self-narration with self-quoted and self-narrated monologues with
quotation of past thoughts. It is a memory narration that refers to a past experience narrated
in the present. The experiencing and the narrating selves sometimes merge in the form of
self-narrated monologue. Yet, the narrator freely moves back and forth between past and

present narration, which is not the case for the experiencing self. The flashbacks from the
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protagonist’s past—that manifested as “remembering”—allude to his reexperiencing of the
PTSD symptoms of his dissociated self, amplified by the extensive use of colors and
references to the senses in an impressionistic manner. “Ia” might be viewed as a form of
remorse.

In Smert', the realistic depiction of social issues merges with the protagonist’s inner
life, placing it in the category of the psychological novel. It also has some aspects of
modernism, like the use of symbolism, extensive use of metaphors, attention to the
character’s perception of sound, light and nature. The judgements of Kost' are reported by the
omniscient author through third-person modes. Consonant psycho-narration often shows
where the voices of the narrator and the character coincide. Quoted monologues reveal a
purely subjective expression of the protagonist’s internal happenings, whereas narrated
monologues connect Kost"’s outer and inner reality.

Communism forms the background in both “la” and Smert’. Both protagonists are
Chekists, members of the Bolshevik Party who participate in Ukraine’s political and cultural
transformation at the beginning of the 1910s and 1920s. While Khvyl'ovyi’s unnamed
character is presented as a Chekist from the very beginning, Antonenko-Davydovych’s Kost'
sets on a complicated path to serve the Cheka by transforming himself. In “la,” the first-
person protagonist kills his mother. In Smert’, Kost' Horobenko kills Ukrainian peasants — the
enemies of Bolsheviks. The peculiarity of the protagonists-villains in both Khvyl'ovyi and
Antonenko-Davydovych is their ability to be conscious of their crimes and observe their
thoughts.

Both writers portray the progression of the protagonist’s mental and emotional states,

leading to psychic trauma. Through unconscious dreamlike experiences random thoughts
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about their past (and the feelings that they invoke) resurface. Only in their dreams and
hallucinations do they encounter guilt, despair and moral choices. It is in their dreams that
their guilty conscience takes over the rational justifications that they use in their awake life. It
is in those states that it becomes obvious that there is something wrong with their sense of
identity. Therefore, “Ia” and Smert' represent moral identity crises and “perpetrator trauma,”
which are manifested as a loss of time and space, enhanced sense perceptions, recurrent
images, feelings of guilt and shame, rejection of the moral self, feelings of loss, separation
and estrangement, PTSD symptoms like shuddering and collapsing.

In Poza mezhamy, Turians'kyi criticizes imperialism and shows the absurdity of a war
in which many are doomed to die. For his protagonists, mental delirium and hallucinatory
states become the soldiers’ escape from painful reality. The protagonists’ trauma caused by
war, hunger and unbearable cold is manifested through the stages of fragmentation,
regression and reunification. First, they are in shock because of the despair and unfairness of
the situation, then they regress into an instinctual mode of self-preservation. Finally, they
reintegrate their traumatic experience through accepting their fate and finding relief in the
image of the mother.

The recurrent imagery of the mother is pertinent to both “la” and Poza mezhamy,
although it is used differently. While for Turians'kyi’s protagonists, the image of the mother
becomes a symbol of salvation and liberation form pain, for Khvyl'ovyi’s protagonist it
symbolizes the split of his personality and his guilty conscience. Although the image of the
mother is not presented in Smert’, Kost' cherishes a female memory, that of his fiancée
Nadia, which represents something intimate and sacred for him. Therefore, in all three texts,

the feminine symbolizes innocence and purity in its opposition to the patriarchal world of
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war and revolution. While Turians'kyi’s characters embrace their hallucinations of the
mothers, which bring them joy and release from suffering, Antonenko-Davydovych’s and
Khvyl'ovyi’s characters reject that sacred femininity, the memory of which was dear to them
in the past.

To conclude, by creating protagonists who are at times self-absorbed into their inner
life, these writers showed the ambiguity and complexity of their time. In this dissertation, I
examined the relationship between psychological and narrative aspects of trauma prose as
well as the literary devices used by the authors to write about trauma. In an artistic way,
through the representation of unconscious states of mind, the texts I have analyzed mirror the
scope of psychological damage on the human psyche. My study should help us to see the
transhistorical impact of trauma, the connection between past events and their effect on the
realities of the present. My study may also contribute to wider analyses of the global effect of
war, violence and ideological brainwashing not only on the witnesses of a tragic event, but

also on their descendants.
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