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Abstract

This thesis explores the decadent features in the early prose of Hnat
Khotkevych (1877-1938). It argues that, despite his refusal to embrace the
designation "decadent,” such features are present in his work. They are
eloquent testimony to his interest in modemnist themes and formal
experimentation.

In the first chapter the uses of the terms symbolism and decadence are
examined from the perspective of moderr-day criticism.

The second chapter investigates the definitions and uses of the term
"decadent” in Ukrainian criticism of the early twentieth century.

The third chapter is a close analysis of decident features in

Khotkevych's collection Poeziia v prozi.



Acknowledgment

I would like to acknowledge the individual contributions of my supervisors
Dr. Qleh S. Ilnytzkyj and Dr. Natalia Pylypuik in assisting me to complete
this project. Dr. Oleh S. Ilnytzkyj’s suggestions, attention to details, and
patience and Dr. Natalia Pylypiuk's encouragement, stimulating comments,

and scholarly assistance helped me with this thesis.



TABLE OF CONTENTS

Introduction..........co.oooiiieeeeeeee e
European Symbolism and Decadence.................ccooeeveivoeveseeennn 9
The Term "Decadence”........o. oo 12

Ukrainiar. Critics and Writers:

Conflicting Views on Decadence at the Turi: of the Century..............18
The Critical Reception of Hnat Khotkevych's Works
by his Contemporaries..............c..ccooveevivuiveirieceeee e e e 31
Rejecting the Charge of "Decadence"...............ccccovvcvvvvvveeennnnnnn....34
Poezii@ v prozi.............cceeeeeeeeeeeceeeeeeeen, SV UUPUUUPURG 1
The Stories: A Short Summary...............ccoccevevvevveveinieeeesersnnn 40
Decadent Themes..........c..c.ccooeeuieieeiciceiieceeeeeeeeeeeeeeeeserereens e 50
Formal CharacteristiCs..............ooueiierieeiiiieeeeecreee e re s 62
CONCIUSION........couiiirieieieeei ettt eseeeeeene 13



INTRODUCTION

In Ukrainian literary criticism, Hnat Khotkevych has a reputation of being a
decadent writer. This characterization was accorded to him in the 1900's after
the publication of his Poeziia v prozi (Prose Poetry, 1902).! Khotkevych was
singled out for the unconventional presence of a decadent style and themes,
which was believed to lead to the "deterioration” of Ukrainian literature.
Critics also dubbed him a "pornographer," and described his works as
meaningless and useless because they did not perform the social function
traditionally expected from literature.

Historically, "decadence" has carried negative connotations, implying
decline and decay. In Khotkevych's day this was the dominant view held by
practitioners of Ukrainian culture. The other connotations of decadence, such
as aestheticism and idealism -- attributed to the closely related phenomenon
of symbolism -- were accepted by a few critics, among them, Ivan Franko.
Nevertheless, in Ukraine even the "symbolist” elements of decadence such as

emotionalism and subjectivism were rejected by the anti-modernist critics

! See, Isan Heuyii-Jlesnupkuii, “YkpaiHcbka AekaneHTHa,” 3ibpanHs TBOpDIB Yy
Aecati Tomax T. 10 (Kuis: Haykosa nymka, 1955); Ceprii €dpemon, "B nomckax
HoBo# Kpacothl.” Jlirepatypuo-xputnuni crarri (Kvie: Ouinpo, 1993).
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the term "decadence” to condemn both the darker, negative and pessimistic
aspects of symbolism/modernism, as well as its experimental and idealistic
facets.

When reading Khotkevych's contemporaries, it becomes apparent that
at the time the designation "decadent” was not applied uniformly to convey
one universal meaning. Within one and the same text, some critics would
detect decadence, while others perceived something less threatening, i.e.,
symbolism. The limiting and non-specific definition of decadence is puzzling.
Critics often turned to this term when govemed by their emotions and guided
by their personal experience and background. Often this led to the
misinterpretation of new works, and the facile and uncritical labeling of
writers as decadent. For me, a modern reader, this poses a problem. The fact
that the application of the term "decadent" varied from critic to critic not only
confuses me, but leads me to question the validity of critical assessments
expressed by Ivan Franko, Serhii lefremov and Ivan Nechui-Levytskyi,
especially concerning Hnat Khotkevych's early works. Consequently, 1 ask
what was the individual critic's understanding and use of the word
"decadent,” and did Khotkevych's early works indeed possess a decadent

style and convey only a decadent meaning,



The main objective of my thesis is to test and challenge the opinions
these critics held with respect to Hnat Khotkevych's oeuvie With this
understood by literary criticism today -- and investigate the similarities and
differences between them. I will then apply the results of my investigation
toward a working definition of decadence. Subsequently, I will assess the
cnticism directed at "decadent” writers - Khotkevych, in particular -- by
analyzing the meaning ar.d uses of the term "decadent" by his contemporaries.
In doing so I hope to reveal the reaction of modernists to the term. Finally, I
will trace the piesence and relationship of symbolist and decadent features as
they emerge in an early collection by Hnat Khotkevych, namely Poeziia v

prozi (1902).

Before I turn to the task at hand, I offer the following outline of Hnat

Khotkevych's biography and creative output.” Hnat Khotkevych (1877-1938)

* This outline of Khotkevych's biography is drawn from the following sources: Encyclopedia of
Ukraine Danylo Husar Struk ed. vol. 2 (Toronto: University of Toronto Press, 1988) 491; Crenan
Kosaibuyk, "I'hat XoTkeBHy i #ioro nosicts *Kaminsa Jywa,”” nicisiMoBa. B k.
Mnar Xotkesnu, Kaminna gywa (Kuip: JlepxaBHe BHAZBHHUTBO XYA0XKHBOT
Aitepatyph, 1958); denip Morpebennuk, "Imat XoTkesny i #oro icTopuuna nposa,”
nicasiMoBa. B kn. Mhat XotkeBnu, Asipon JoB6yw Onoeinanus (Kuis: Huinpe, 1990);
®enip Morpebennnk, "I'nat XotkeBuu,” nepeamosa. B k. MHat Xotkesuy, TeopH B
Asox romax 1.1 (Kuie: Huinpo, 1966).




was a multifaceted individual. He was a writer, scholar, translator, composer,
musician, actor, and theater director.

After graduating from the Kharkiv Technological Institute in 1900, he
worked as a railway engineer. Politically persecuted for being one of the
leaders of a railwaymen's strike in Liubotyn in 1905, he was forced to
emigrate to Galicia in 1906, where he lived in various places until 1912. In
Galicia he studied folklore and was involved in theatrical work that led to the

establishment in 1910 of the Hutsul Theater in Krasnoilia, Kosiv county.

Upon returning to Kharkiv, Khotkevych continued engaging in the life of the
theater. In 1913 he became the editor of the literary journal Visnyk kul'tury i
zhyttia, an activity that led to more political persecution and resulted in his
exile to Voronezh, Russia, in 1915. From 1920 to 1928 he taught Ukrainian
literature and language at the Zoological Technical College of Derkachi.

Subsequently, he gave bandura lessons at the Kharkiv Institute of Music and

Drama. He is the author of a bandura manual (Pidruchnyk hry na banduri,

The literary output of Hnat Khotkevych is large and diverse. He wrote
short-stories, novels and prose-sketches. His first known short story is

"Hruzynka" (The Georgian Girl), which appeared in 1897 in the Lviv journal



Zoria. In 1898 Khotkevych became an active contributor to Literaturno-
Naukovyi Vistnyk. From its very beginning in 1897, this journal devoted much
space to Western European literature. It published translations and review
articles on Maupassant, Verlaine, Kipling, D'Annunzio, Maeterlinck, Ibsen,
Strindberg, Hauptmann, Schnitzler and others. Exposure to these writers
influenced Khotkevych's literary endeavors. Their impact is discernible in his
1902 collection Poeziia v prozi (Prose Poetry). In the early 1900's Hnat
Khotkevych continued to publish in the journal Literaturno-Naukovyi
Vistnyk, as well as in such almanacs and miscellanies as Za Krasoiu, Arho,
and Bahattia.?

The political changes that transpired in the Russian Empire between
1906-1910 resonate thematically in the plays Khotkevych wrote during this
period: "Lykholittia" (Time of Calamity, 1906); "Vony" (They, 1909); and
"Na zaliznytsi" (On the Railroad, 1910). During his stay in Galicia,
Khotkevych studied Hutsul folklore and the life-style of the Hutsuls. This

interest is reflected in his well known lyrical novel Kaminna dusha (The

* During 1897-1900 Khotkevych publishes such works as Bludnyi syn (The Prodigal Son, 1898)
and Ridvianyi vechir (Christmas Eve, 1899); the cycle Zhyttievi analohii (Life's Analogies, 1897-
1901). See, Encyclopedia of Ukraine Danylo Husar Struk ed. vol. 2 (Toronto: University of
Toronto Press, 1988) 491.



stories Hirs'ki akvareli (Mountain Watercolors, 1914). Hutsul lore also
inspired his "Hutsul's’ki obrazy" (Hutsul Portraits) which, however, remained
unpublished until 1931. Upon his return to Kharkiv in 1913, Khotkevych
began working on the novel Berestechko, parts of which were published that
year in the Kiev journal Ukrains'ka khata. In 1917 his novel Aviron
appeared.

In the 1920's and early 1930's Khotkevych devoted much time to
research and translating. He translated Kalidasa's play "Shakuntala" and
works by Shakespeare, Schiller, and Hugo. He also wrote several critical
studies, including "Hryhorii Savych Skovoroda" (1920); "Narodnyi i
seredn'ovichnyi teatr v Halychyni" (The Folk and Medieval Theater of
Galicia, 1924); "Teatr 1848 r." (Theater Life in 1848, 1932). In 1930 he
published the first part of his manual Pidruchnyk hry na banduri. In this
period Khatkevyéh also wrote and published the plays "O polku Thorevim"
(About Thor's Regiment, 1926) and "Selo v 1905 rotsi" (Village in 1905,
1929), and the tetralogy Bohdan Khmel'nyts'kyi (1929). In the early 1930's he
finished writing the novel Dovbush. At this time he began writing a tetralogy

about Taras Shevchenko.



literature. In 1922 Ukrainians celebrated the 25th anniversary of his literary

career. That year the novel Kaminna dusha was republished, and between

collection of his works. The eminent literary critic O. Bilets'’kyi expressed
nothing but respect for Khotkevych's oeuvre:
Bawa TBopuictb 6ysa 6 nomitHoro B 6yap-skii
AiTepaTypi, i, He3ajleXHO BiA MoOiX YKpaiHCbKHX
cHMnaTiii, A He Mir ©OH He OLIHHTH MNOEeTHUHOI CHJIH
"Boraana  XMeJbHHUBKOro,”  WHPOTH i  IJIHOHHH
306paxennsa B nosicti npo HleBuenka, npobiaemuocTi i

rOCTPOTH CHTyauiil B THX ApaMaXx, fiKi i UHTAB KOJIHCb B
pykonHcax i siki 4o cHx nip nam’sitaio.?

In later years Khotkevych became politically suspect and, eventually,
he suffered persecution. His last novel Dovbush was never published, and his
monumental work on Taras Shevchenko was never completed. After 1930 his
works were denied publication and, thus, many of them remained unknown to

the general public. During the Yezhov terror Khotkevych was arrested on

Stalin's death, his works appeared in 1966 in a two-volume collection.

* enip Morpebennnk, "T'nat Xorkesnu i Horo icTopuuna nposa,” micisivoBa. B kh.
Msat Xotkeeuu, Asipon JoBbyw Onosinanns (Kuis: Ouinpo, 1990) 544.

5 3 nopora cmepti. [THcomennnkH YKpaiiH - XepTBH CTAAIHCHKHX penpecii O, I,
Mycienko, ynopaauuk. Bunyck nepuwmi. (Kuis: PaasHcobknil nHCbMeHHHK, 1991) 441-
444,



However, it was not until 1990 that a collection of his historical novels and
short stories appeared under the title Aviron. Dovbush. Opovidannia.
Important as it was, this Ukrainian publication did not represent Khotkevych's
entire legacy. Subsequently, "Dnipro” publishers announced their intention to
issue in 1992-94 five volumes of his collected works. This promised edition,
as far as I was capable to ascertain, was never realized due to the economicé

hardships.



CHAPTER 1

EUROPEAN SYMBOLISM AND DECADENCE

Both Symbolism and Decadence derive from what is generally understood as
the.brgader movement of Aestheticism. Inasmuch as they tended to react
toward and against many of the same things, it is difficult to separate these
two concepts. In the history of critical idioms, as Anna Balakian explains,

Symbolism and Decadence are considered to have a "dichotomous"

relationship:

nineteenth century, the former [Symbolism] relating primarily to
poetry, the latter [Decadence] to prose. Symbolism was
presumably concerned with aesthetics, and Decadence reflected
the deterioration of a system of ethics.®
Thus, it may be useful to begin with a definition of Aestheticism. This was a
movement that rejected the disturbing world of urban industrialism.
Therefore, it turned towards the stylization of forms found in nature. This

revealed that the principal interests of Aestheticism were not with the world

of external objects, but with the spiritual and material significance of art. As

S Anna Balakian, The Symbolist Movement (New York: Random House, 1967) 156.
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Walter Hamilton points out: "one of the first principles of Aestheticism is that
all the fine arts are intimately related to one another."’
movement in England. Pre-Raphaelitism combines R;alism and Idealism by
concentrating on the precision of image in the service of a symbol or idea.®
Reacting to Naturalism, the Pre-Raphaelites nevertheless retained an extra-
aesthetic purposiveness in their art. However, whereas the Naturalists
concentrated upon the details of material existence, the Pre-Raphaelites were
willing to incorporate supernatural, symbolic, and fantastic elements in their
work. The Decadent attitude is believed to have emerged from the interaction
of these two movements, for it combined Aesthetic idealism with an interest
in the facts that appealed to the Naturalists.’

According to Reed, Aestheticism -- as a movement -- recognizes the
connection between beauty and evil.'® Decadence stresses the
interrelationship of virtue and vice, beauty and ugliness. Symbolism, on the

other hand, separates them by converting offensive phenomenal facts into

" Walter Hamilton, The Aesthetic Movement in England (London: Reeves & Turner, 1882) 98,
® John Reed, Decadent Style (Athens: Ohio University Press, 1985) 13,

® Reed, 13. This change is epitomized in the most central of all Decadent writers, Huysmans, who
began as a Naturalist but achieved fame with 4 rebours.

' Reed, 14.
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symbols for an immaterial reality. Symbolism, therefore, is more closely
related to Aestheticism. Reed emphasizes that Symbolism is the direct
descendent of Aestheticism and Art-for-Art's Sake, while Decadence is "an
illegitimate by-blow sired by Naturalism upon Aestheticism.""!

In literature, Decadence is usually considered to be a late stage of
Romanticism, a transition to Modemism that was overshadowed by the more
influential Symbolist movement.”> Both Symbolism and Decadence use
symbols, reject the contemporary world, and emphasize the longing for

another sphere of being -- aesthetic, ideal, and supernatural. However,

favour of suggestion, and aspires to a higher domzin beyond the material
world.”> Decadence, on the other hand, takes from Darwinism

Schopenhauer's sense of struggle and illusion, rather than an optimistic notion

" Reed, 14.

12 The summary that follows is based on: John Reed, Decadent Style (Athens: Ohio University
Press, 1985); A. E. Carter, The Idea of Decadence in French Literature 1830-1900 (Toronto:
University of Toronto Press, 1958); Richard Gilman, Decadence (New York: McGraw-Hill
Ryerson Ltd., 1979); Anna Balakian, The Symbolist Movement (New York: Random House,
1967); Jean Pierrot, The Decadent Imagination 1880-1900 (Chicago: University of Chicago
Press, 1981); (Encyclopedia of Literature and Criticism (London: Routledge, 1991); The New
Princeton Encyclopedia of Poetry and Poetics (Princeton: Princeton University Press, 1993).

' Reed, 15.
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of material progress, and uses form to imply a world in which no escape is
possible except through delirium, oblivion or death.'

Overall, the outlined similarities and difference between Symbolism
and Decadence demonstrate not only their shared roots in Aestheticism, but
also flesh out the specific characteristics that makes Decadence a discrete

phenomenon.

THE TERM "DECADENCE"

The application of the term "decadence” has a long history. The meaning of
the term, however, has evolved over time under the impact of each
generation's cultural, social and political tendencies.'” Until the nineteenth
century the term "decadence" simply signified a 'break down' or 'collapse.’
Decadentia derives from the medieval Latin verb decadere, meaning 'to

decay.' A. E. Carter, tracing the meaning and the use of the term, found that

19 Reed, 15.

13 A. E. Carter, The Idea of Decadence in French Literature 1830-1900 (Toronto: University of
Toronto Press, 1958).
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its first application in Du Cange'® was synonymous with lapsus and ruina,
which were used to describe the decay of farms and mills.!”

Throughout the eighteenth century "decadence" was used to

epithet 'decadent’ to describe any work of which they disapproved (a
tendency we will find among Ukrainian critics).

In the middle and at the end of the nineteenth century, "decadence,"
when implying "deterioration,” took on a more culturally specific meaning.
Not only writers were often designated as "decadent artists," but the age they
lived in was also called decadent. The European press spoke of decadent
writers as a "noisy and motley crew."'® In response to contemporary critics,
Baudelaire defended decadence, arguing that;

What hostile criticism calledr a decadent style was an essentially

modern style, more colorful and worthier of imitation than a

classical style, since it was better suited to represent
contemporary life.'’

'® Du Cange, Charles du Fresne (1610-1688) one of the great French universal scholars of the
17th century, who wrote dictionaries of medieval Latin and Greek using a historical approach to
language that pointed toward modemn linguistic criticism. His masterworks are: Mediae et Infimae
Latinitatis (1678; "A Glossary for Writers of Middle and Low Latin") and Glossarium ad
Scriptores Mediae et Infimae Graecitiatis (1688; "A Glossary for Middle and Low Greek"). See,
The New Encyclopedia Britannica 15th ed. vol. 2 (Chicago: Macropaedia, 1990) 801.

' To reproduce the use of the term "decadence" I will rely on the finding of A. E. Carter. See,
Carter, 144,

'® The Oxford English Dictionary. 2 ed. vol. IV (Oxford: Clarendon Press, 1989) 318,
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In 1889, the British Daily News intimated its understanding of decadence and,
at the same time, revealed the term's ambiguity by making a comparison with
Rabelais: "A wonderful piece of 'decadent' French, in a queer new style, as if
Rabelais's Limousin had been reborn, with a fresh manner of being
unintelligible. "
The vagueness of the term was conceded by the critic Arthur Symons who
stated in 1899 that Decadence lacked a precise definition and created
problems for literary analysis:
Something which is vaguely called Decadence had come into
being. That name, rarely used with any precise meaning, was
usually either hurled as a reproach or hurled back as a defiance.
It pleased some young men in various countries to call
themselves Decadents, with all the thrill of unsatisfied virtue
masquerading as uncomprehended vice ...%!
Although the meaning of the term and attitudes toward it have changed over
the years, the modern concept of decadence is usually associated with the

exploration of Decadent ideas in the works of Joris-Karl Huysmans (4

rebours, 1884), Oscar Wilde (The Picture of Dorian Gray, 1891), and

9 The Oxford, 318.
® The Oxford, 318.

2 Arthor Symons, The Symbolist Movement in Literature (New York: E. P. Dutton and Co.,
Inc., 1919) 4.
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Charles Baudelaire (Les Fleurs du mal, 1857). Today, in literary criticism,
Decadence is seen as a transition to Modernism:

[Decadence] was an art painfully making a transition from the

belief that art means and matters in itself to one that knows it

does not yet and cannot abandon its subject, instead making its

style an embodiment of the very transition it represents. It is a

major first step toward what we call Modernism.*

As Reed points out, Decadent art emphasizes tantalization and
provocation. Because the object of desire is unattainable, this art dwells upon

the pain that accompanies longing until the pain itself becomes an object of

desire. As long as the pain is sustained, the object of desire is not lost.?*

value in the extermal world. Finding no faithful reflection in nature, the
Decadent artist transformed nature through artifice; he attempted to fashion
nature into an ornamentation of the self. As A. Carter points out:

Artificiality ... is the chief characteristic of decadence ... By
voluntary contradiction of the nature-cult, writers were able to
see all the traditional Romantic themes in a new light and new

perspective.?*

2 Reed, 242.
# Reed, 17.

24 Carter, 25.
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The Decadents were described as pessimists fascinated by a remote
past and disenchanted by the present. In the opinion of critics, the decadents
were lured into the future by "hopelessly elegant dreams without the means
and determination to achieve them."” The inevitable frustration that resulted
led the Decadents to melancholy obsession and to self-isolation. Their
insistence on will as opposed to emotion, explains Carter, created a new type
of sensibility, which soon became embodied in the figure of the dandy with
his self-mastery, intellectualism, ennui, satiety and perverse obsessions.?®
Decadent writing shared with much of fin de siecle art a discontent
with the present and a longing for transformation. It was a self-conscious,
intellectual art that acknowledged the power of the irrational. It was an art
that pursued an ideal while disbelieving in man's ability to achieve ideals. Its
ornate elaboration was a means of diverting attention from the void at its
center; yet, ironically, that very elaboration enforced a focus on the
nothingness it embroidered.”” Decadence, although preoccupied with

traditional forms, undermined those forms. Today, decadence is characterized

¥ Carter, 25.
2 Carter, 25.

2 Carter, 26.



17
by aestheticism, great refinement of style, and a marked tendency toward the
artificial and abnormal in content. It is such definitions of the term that T will

deploy in my analysis of Khotkevych's works.
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CHAPTER 2

UKRAINIAN CRITICS AND WRITERS:
CONFLICTING VIEWS ON DECADENCE AT THE TURN OF THE

CENTURY

European trends at the turn of the century introduced the term "decadent” into
Ukrainian writings of the period. The term appears in the discussions of such
authors as Ivan Nechui-Levyts'kyi, Serhii Iefremov, Ivan Franko, Vasyl'
Shchurat, Ahatanhel Kryms'kyi, and Lesia Ukrainka. From the beginning,
however, the idea of decadence, and specifically French decadence, was
censured by the majority of tradition-oriented critics and, surprisingly, by
most Modernist writers. It appears that the term was universally identified
merely with the negative connotations of decline and degeneration. Its
broader and more positive applications (as a sign of modemnity,
experimentation and the new, subjective sensibility) did not acquired currency
among Ukrainian intellectuals.

Ivan Nechui-Levyts'kyi characterized French decadence as a

contagious modern trend spreading throughout Europe. He believed that



decadent ideas were particularly scandalous and obscene because they sought
to destroy the existing moral order and to excuse literature from its traditional
responsibilities. Nechui-Levytskyi assessed modernity strictly in negative
terms. He included symbolism and a multitude of evils, such as eroticism and
pornography, among the constituent elements of "decadence":
AEKAACHCTBO B YCSKHX HOro CKJAa4OBHX 4YacCcTKax:

€POTH3IMOM, CHMBOJII3MOM, €POTOMaHI€0, COPOMITUHHOIO

i caHBe nopHorpadicio. Yce Le sIKocb ROCIIITa/IoCh

JOKYNH i MNOpHAJIEJOCb OO0 iAei BH3BOJIbHHUbBKOIO

CbOrOYacHOro pylieHHsi...28

For Nechui-Levytskyi decadence was a trend that could not be
reconciled with the traditions of Realism and Populism. While accepting it as
a normal development in well-established European literatures (such as the
French, for example), he nonetheless dismissed it as a "luxury” and as a
temporary aberration. Moreover, he found the emergence of decadence in the
"smaller" literatures as something dangerous and harmful:

...B BEeJIHKHX €BpONEHCbKHX JiTepaTypax JeKaleHTCbKa

JiTepatypa - lLil€ HeHaue pO3Killl, MHCbMEHHHIbKI 3OHTKH

6araTiolHx JiTepaTyp, OpHriHa/bHi it 4yZAepHaubKi... Y

dpannii gesika nybiika 3ab6aBasieTbCsi UHMH HOBHHKaMH,

sk 36uTkamu 6aratoi JiTepatypH abo SIK Ka3KaMH #

yTOonmisiMH. AJle B MEHLIHX Ta B MaJjuX JiTepatypax Ls
AeKaJAEHTUIHHA POBHTDb BEJHKY KoAay.2d

# Ipan Heuy#-JleBuubkui, “YKpaincbka AekaneHwuna,” 3i6paHHsA TBODIB Y AECATH
romax 1.10 (Kwnin: HayxoBa aymka, 1955) 188.

¥ Heuyii-JleBuusKhi, 222.



Nechui-Levyts'’kyi's comments reveal a cautious, even hostile, attitude toward
the new trend. In his opinion, French literature could afford decadent
experiments and playfulness, whereas Ukrainian literature and, by extension,
Ukrainian society needed to pursue a more serious agenda. Formal
experimentation, literary games, the forsaking of tradition -- were all
associations invoked by the word "decadent." Seen from this perspective,

Serhii lefremov's views can be placed on the same continuum with
those of Nechui-Levyts’kyi. He saw the new literary movement as a betrayal

of Ukrainian literary traditions. He accused the new generation of writers of

copying foreign styles which, in his opinion, were injurious to the
development of Ukrainian letters. Referring to "decadence" as a construct of
the intelligentsia, he condemned the Modernists for following literary fashion
instead of being sensitive to Ukrainian social and political realities. lefremov
believed that decadence -- with its themes of decline, unrealistic dreams, and
its disdain for simple folk -- was removed from life. In his opinion, decadence
would lead to a degeneration of society and the eventual demise of Ukrcinian
literature:
..paZi PHCKOBaHHbIX MNOPLIBOB B TYMaHHYIO BbLICb,

3aKphblBalwllee r.Ja3a Ha TaKHeE SIBJIEHHA HaweHl >KH3HH,
NnpH OAHOM BOCNOMHHAHHH O KOTOpPLIX KpOBbL éyEBaﬂbHQ
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CTBHHET B XHJaX; €CJIH OHO HPONOBEAYET Npe3peHHe K
XKHBOMY U€JIOBEKY pajH JiobBH K MEpTBOil MNpHpoje

€CJIH pajH 6Jla>KeHCTBa HECKOJIbBKHX CBEpXU€J/JOBEKOB
OHO TroOTOBO IIpDHHECTH B XE€pTBY HHTEpechl Macc
HapoJAHblxb; €CJIH, HaKOHell, OHO BO3BOJAHT B HNepji
CO3JaHHSA OTBpaTHTEIbHENIIHE NposiBJIEHHS
H3Bpalll€HHOH UYEeJIOBEUECKO#H NMPHPOAbl, — TO Mbl K HEMY
HHAYE HE MGXEM OTHOCHTbCSH, KaK K SIBJEHHIO I'Iyboko
OTpHUATEAbHOMY, NPH3HAKY YNaJka H HaLHOHAJIBHOIO
Mapa3ma, rpo3silero JHTEpaTyYpe Halei
HEHCUHCJIHMbIMH NOTEPSIMH H BpeAOM.3O
Ivan Franko's views on decadence were not as simplistic. On the one
hand, he condemned the dark and pessimistic aspects of decadence, and saw
no basis for it in Ukraine, because, as he argued, the country and nation were
not coming to an end but, rather, were only beginning. On the other hand,
however, he accepted what one may call the "symbolist" features of
decadence, e.g., aestheticism and idealism. Franko perceived "decadence" as
a temporary phenomenon that resulted from the recent French defeat at the
hands of the Prussians, an event which unleashed the depression and
pessimism reflected in French belles-letters. Franko's opinions helps

underscore that Ukrainians conceptualized decadence in social and political,

rather than formal, or more broadly, artistic terms. Explaining the political

30 Cepritt €ppemon, JlireparyprHo-kpurnuni crarri (Knis: Jrinpo, 1993) 120.
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stimuli that generated decadence in France, Franko sincerely believed that the
trend must be terminated and forgotten as soon as possible:

BaTtbkiBiiHHOlO JekagenTcTBa uiei aitepatypn 'fin de
siecle' € dpanuis, BipHilue Toil “BesHUe3HHil pe3epByap
3atxjoro noeitpsi” - Ilapux; rhizazom xe, B siKiMm
BHJIYNHJIOCD JeKadeHCTBO, € Tpersa pecnybsika, enoxa
ypsaiB Toepa, Mak-Marona i I'peBi, BceMoryrtHboro
BaHBy amberTtH, Tpiymdis Byaanxe. [lpeacraBiikom
IbOrO HANpsAIMY € MoJioZle NMOKOJIIHHA JiTepaTopiB, fKe

BHpOCJIO nicjisi Beankoi katactpodn 1871 poky, - i ne
NOSICHIOE HaM HOro obanuust i xapakTep... Sk HanpsimM e
SIBHIIE THMYacoBe, BOHO MYCHTb 3arHHyTH i OyTH

3abyTHM i UMM WBHAWE, THM Kpaue.3!

Franko rejected decadence outright when aligning its meaning with the
notion of society's decay. Nevertheless, when he expanded the idiom's
significance to include elements such as aestheticism, emotionalism and
idealism, Franko's attitude was more ambivalent. In the article
"Internationalism and Nationalism in Modern Literature," for example, he
maintained that -- as long as the flower of decadence contained a "healthy
seed" (zdorove zerno) -- its petals were not entirely evil. Still, in the same
article, Franko repeatedly condemns French decadent writers for their
mysticism, egotism and immorality. He points especiall‘y at the individualism

of Verlaine, whom he describes as an egotistical alcoholic:

3 Igan dpanko, "3 ranysi mayku i Aitepatypu,” TBopn B ABaausTH Tomax, T.18
(KuiB: [lep>xaBHe BHARBHHUTBO JiTepatypH, 1955) 194, 199,
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lNoabp BepaeH, uyojsoBik Moxe | resiajibHui, Ta
BiAMOJIOAY 3aTPOcHHii aJIKOroJiaMoM, mnosiBa Xou i
XapaKTepHa, Ta BJACTHBO HacKpi3b naTojoriuna.3?
For Franko, decadent writings, such as Mallarme's, was useless because it did
not contain any meaningful thought and appeared to be nothing but
"babbling":

Masi1apMe He BKJIaAYe B CBOI CJOBa HiSIKOI AYMKH; B
HHX TiJIbKH NMOKpEeBHi HOMY Aylli MOXYTb BiAuyBaTH Ti
cami TaemHi Bibpauii uyTTsi, siKi 6yJH y aBTOpa npH
NMHCaHHi BIpWIiB; A/si 3arajy BOHH NONPOCTY JsiNaHHHA
6e3 Hisikoro 3nauenns.33

Despite the above, in an essay on aesthetics -- "Iz sekretiv poetychnoi
tvorchsti" (From the Secrets of Poetic Creativity, 1898) -- Franko was also
able to plead for a literary crjticism devoid of political, social, or religious
argumentation because these, in his opinion, did not belong in lterary
criticism. For him, literary criticism had to be primarily built on aesthetic
premises. And, inasmuch as he considered aesthetics the realm of
psychology, literary criticism had to employ its scholarly methods:

JlitTepatypHa KpHTHKaZ MYCHTb OYTH, nmo Hawii Aymii,

nonepesi yCboro €CTeTHUHa, 3HauHTb, BXOAHTb B obcsir
NCHXOJIOrii i MYCHTb NOCJYIryBaTHCA THMH MeETOoJaMH

32 Ipan <bpanko, "IHTepHauioHaniaM i HauioHasism,” Teopr B ABaausTH ToMax T.18
(Knie: [lepxaBHe BHAaBHHUTBO JaiTepatypH, 1955) 507.

% Ipan panko, "Credan Mannapme,” TBopH B gBaausth Tomax T.18 (Kwis:
JdepxaBHe BHAABHHUTBO JiTepatyph, 1955) 513.
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HAYOBOI'O JOCJiAY, SAKHMH TNOCAYrY€ETbC

nchxoJoris. 34
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Franko disagreed with much of French, German and Russian criticism on
Naturalism, and argued for the recognition of the role of the subconscious in
literature -- in particular, dreams and hallucinations because they perform a
specific function in literature:

B 1884 p. Jlemerp, po3apobisitoud nosictb 3oas

"L'Oeuvre,” BHCKa3aB 3HEXOTA AyXe uikaBy AYMKY:

noBicti cboro MailicTtpa “HaTypaJjiamMy” pobasitb Ha

HbOI'O BpaXeHHs1 KolMapy, COHHOIo MnpHBHAY
IopiBHsIHHA NoeTHUHOIT (paHTa3ii 3 COHHHMH NMPHBHAAMH, a
B JAajbliiil JiHii - 3 ra/onuHaniasMHi, To6TO 3 npHBHAAMH
Ha siBi, He € nycTa 3abaska.3?

Franko's interest in the exploration of human psychology reflects a
comparing the old and new in Ukrainian literature, Franko, demonstrated
much sophistication. He evaluated as positive the formal, stylistic and
thematic innovations brought into Ukrainian literature by European decadent
(and, more broadly, modernist) writings. Specifically, Franko welcomed the

modernists' exploration of human psychology, their ability to convey different

¥ Iman dpanko, "I3 cexperis,” 53.

% dbpanko, 71.



moods, their attempts to approximate literature to music, and their attention to
form and unconventional structures:

JiTepaTypHiM TODH3OHTI MNOSIBHAACSl Irpyna MOJIOJHX
NHCbMEHHHKIB BHXOBaHHX Ha B3ipusix HaHHOBiWOI
€BponeHCcbKoi JiTepaTypH, TOI WO CHPHKPHBIUH cObi
IUHPOKI MaJ/IIOHKH 3BEpXHbOIO OKPYXEHHS, ['OJIOBHY
Bary TBOPYOCTH NOKJAJila Ha NCHXOJIOri0, TOJOBHOIO
MEeTOI TBOpY WTYKH 3pobHia: po3byaxenHss B Aywi
YHTaya MNEBHOrO HacTpol crnocobamMu, siKi noAalOTH
HOBouacHi cTyaii ncixosorii i Tak 3Banoi neixodizuky ...
Hoea ©GesserpuctHka - ce  HesBHYallHO  TOHKA
¢Ginirpanosa pobota; ii 3MaraHns - HaBJAHIHTHCA
CKIJIbBKH MOXHa A0 MY3HKH. 3ajifi cero BOHA
He3BHYahHO JA6a€ o ¢opMy, 0 MeabozAilHICTh cJjoBa, O
PHTMIYHICTDb 6ecian. Bona HEeHaBHIHTb ycsky

3/710keHi peuennsa. HatomMicp Bona niobyecsi B cMiaux i
HE3BHYAHHHX TNOPIBHSHHSAX, B YPHBAHHX pEUEHSX, Y
niBCIBUSX | TOHKHX HaTsKax.36

When praising the new writers' interest in psychology, he particularly admired
their lyricism and inclination toward rhythm and musicality as the primordial
manifestation of human emotions:

MoJIoZi BHOCHATb y JiTepaTypy 30BciM iHIIHE cnoci®
TPaKTyBaHHA peui. Y HHX iHWa BHXigHA Touka, iHwWAa
MeTa, iHwa TexHika ... Jlns HHX roJioBHa piu MoAcbKa
Aywa, ii crad, ii pyxH ... yei Ti cBiT/a i TiHi ... BOHH
3acizaloTp y Aywi CBOiX repoib i Heio, MOB Mariunoio
J1IaMMoOI0, OCBIYYIOTb YCE€ OKpYXeHhHsi ... Biacu 6pak
AOBrHX onHMciB Ta TpakTaTtiB y ix TBoOpax i Ta
nepeMOoXXHa XBHJASI JipH3MY ... BiACH iX HecBigomuii
HakJii A0  pHTMIYHOCTI H  MY3HKaJIBHOCTI K

% [Isan dpamxo, "3 octammix mecsTwiite XIX B..,” Mosaoga Ykpaina (Binuiner:
Pycbka kuurapus, 1920) 61.
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€/IEMEeHTapHHX ob’saBip 3BOpYLIEHb Ayuwi ... Ce RaiBHIHI
Tpiymd noetnunoi Texuiku.37

Notwithstanding his positive disposition toward elements that were

succinct expressions of "decadence," Franko's attitude toward the word itself

Vasyl' Shchurat,®® Franko rejects as entirely shameful and unacceptable the
characterization of "decadent" which the critic had applied to him.** In the
poem, Franko explains that the themes of grief, struggle, pain, depression and
isolation, which had appeared in his poetry, had nothing to do with physical

illness or spiritual despondency. These themes, Franko emphasizes, did not

¥ Ipan dpanko, "Crape #t HoBe B CyuacHiit yKpainchKil Aitepatypi," 3i6panusn reopis
Y n'araecsarn romax 1.35 (Kuie: Haykoea ymka, 1986) 108.

% Vasyl' Shchurat had called Franko a "decadent” for his collection of love poetry Ziv'iale Lystia.
A West Ukrainian literary scholar, community leader, writer, and translator, Shchurat entered
literary and public life as Franko's protege under whose influence he remained until 1896. Shchurat
graduated from Lviv University in 1895 and received a PhD in "Slavic philosophy" from the
University of Vienna in 1896. He initiated the idea of establishing an underground Ukrainian
University in Lviv, and served as its first rector between 1921-1923. In 1928, he became president
of the Society of Writers and Journalists in Galicia. In 1939 he was elected member of ANU
(Ukraine's Academy of Science) and served as the director of the ANU Lviv Scientific Library
(1939-1941, 1944-1948). He was also a professor at Lviv University. See, Encyclopedia of
Ukraine Danylo Husar Struk ed. vol. 4 (Toronto: University of Toronto Press, 1988).

Shchurat censured decadent ideas and referred to decadents as sick people who
unnecessarily express their emotions on paper and resort to meaningless and useless psychological
thoughts: ... 6iabwa yacTtb aekazeHTiB - ce JuoaM Xxopi: iX uyBcTBa cKpinjieni
OZHOCTOPOHHO, @ iX TBOPH MOXYTb No GijbwWwifi YacTH caykHTH XapaKTepHCTHKOIO
XOPOBHTHX HacTpoiB...”. See, Bacuab Illypat, "dpaHuysbkuii aekaneHTHIM Y
lMoascbkii i Beankopycbkikt aitepaTypi,” 3ops 9 (1896): 180,

* For Franko "decadent” was a "dark" word ("c.1i0Bo0 TeMHe").
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obliterate his own sense of hope and joy, and will to live. Rather, he explains,
they were motivated by the bitter realities of life:

lllo B Mofit nichi 6iab, i xaab, i Tyra -
Ce Ml TOMY, IO CKJAAJOCh TaK XXHTTS.
Ta € B Hiil, 6paTe Miii, we HyTa Apyra:
Hapais, BONA, paniche uyTTs.

7 se mobmo 6esnpeAMETHO TYXHTH
Hi wyMy B BJaCHHX ciyXxaTH ByXxax;
IlokH XHMBHH, 1 XOUy cnpaBAdi >XHTH,
A 60poTbOH XHTTSI MEHi HE cTpax.

Xou yacTo A ripke # KBacHe KoBTalo,

He pa3 i npiB, i Mmep3 5, i oxpun,

Ta we X OCKOMHHH XpPOHIYHOT HE Malo,

KaTtap KHIWOK A0 MeHe He NpHJHn.
Franko rejects the charge of 'decadent' and -- alluding to his view of Ukraine
as a beginning, rather than declining entity -- stresses that he, a son of his
people, a "muzhyk," is a "prologue,” not an "epilogue":

flknit a nexkaaent? 51 cuH Hapona,

lllo Bropy fae, xou 6yB 3anepTHii B JIbOX.

Miii nokaHk: npaus, wacTtsa i ceobosa,

51 € MyXHK, npoJior, He eniJor.
Franko equates "decadence" with a life filled with wanton excess and
passivity in the face of life's trials:

51 3 MIOWHMH 32 IJIT HE BHJHBAIO,

3 iausmu iM, g 6iliku Malo Byk,

Ha npasnnky XHTTS He nosibaio,

Ta B 6iaHocTi HE onyckalo pyk.

Ultimately, for Franko, a decadent is nothing but a "parasite™:
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He napasmut 5, wo aypie 3 xnpy,

o B 6yani TibKK #t AyMa npo npouent,

A nast nicenb Ha "wWpppyM” HACTPOITH Jipy.
SAxuit xe 51 y 6ica aekanenTt?

In light of such strong rejection of "decadence." it is interesting to note
what Ahatanhel Kryms'kyi (1871-1942) said on this account. His preface to
the cycle "Pal'move hillia" (Palm's Branches, 1989-1901) is a rare instance
when a writer openly embraced the decadent sensibility. He explains that his
poetry is for a select readership of "weak" and "emotional” human beings,
because only they can relate to his work:

..[lyckalo B CBIiT OTCIO KHHXKY He ans aogei ¢iznuno
3A0pPOBHX, a TiAbKH Jis1 J1oJed TPOXH caabux, iz
HaZ/laMaHOIO XHTTEROK cHaroio abo HepBamH, - aas
THX JIIOJAEH, WO BMIIOTb i JIerko njiakaTtH, i COl0AKO
HyZbryBaTH, i MOJHTHCS 60rosi, i yMuasaTHCeh. KHHXKA
MOsA = JIAsi THX HEAYXHX i caMiTHix Joaed, wo
NPHXHJIbHY A0 HHX JnHoAMHY abo ciM’lo MOXyTb 3
HaiBHHM €roi3MoM nOMOGHTH He MeHWe Hix uisay
Jaacobkicte. Tinbkn Taki unTaui (@ iX ecTb 4oy xe
Garaubko) sHaiayTb y wili KHXUi piani a1s cebe Horn.™

Lesia Ukrainka (i.e., Larysa Kosach, 187 1-1913) voiced her view of
decadence in a letter to her mother Olena Pchilka in 1903, arguing that it was

a distinct literary phenomenon not to be confused with symbolism,

“ See, Aratanren Kpumcoknit, "3acnis,” foesii (Kuin: Paasucbkni nucbMeHHnk, 1968)
50-51.
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"CHMBOJIH3M HJIH JEKAJEHCTBO' HEe MOXHa Ka3aTH, b0 To He Bce
oaHo," ("One cannot say 'Symbolism or Decadence' because they are not the
same"). Then, without further explanations, she names the writers who, in her

opinion, represented the differences between symbolism and decadence. In

designating Maupassant and Chekhov as decadents, because of their "mood"
and "philosophy."
Ibcen i bB’epHCTbEpH, Hanp., CHMBOJICTH, aJje He
AeKkaleHTH, a Hanp., Monaccal i UexoB no HacTpolo i
dinocodii nekasentn, ase He cuMmBoicTH. 42

One can speculate that, for Ukrainka, Ibsen (1828-1906) was a symbolist

because his works betrayed technical mastery, penetrating psychological

4 ThlS name is prﬁblematlc It is not clear to whom Lesia Ukrainka may be referring and why the
writer would be perceived as a symbolist. If the reference is to Bjomnstjerne Bjornson, then it is
difficult to understand why Lesia Ukrainka would refer to him only by the first name. Moreover, in
Norwegian literature, Bjornson is known as a realist. It is possible, however, that because his prose
drama Leonarda (1879) was seen to resemble aspects of Ibsen's more recent A Doll's House,
Ukrainka mentioned him together with Ibsen. See, Edmund Gosse, "Introduction,” in Bjornstjerne
Bjornson, The Heritage of the Kurts (London: William Heinemann, 1892) XTI,

It is also possible that Ukrainka's transliteration of the first name is incorrect and that she
had in mind Berstand (1807-1814), a French poet who was a highly significant figure in the
development of the French prose poem. His works were known for their innovative form and
treatment of quintessentially Romantic themes, their hightened sensibility and the opposition of the
sentimental and the grotesque. He is also believed to have influenced Baudelaire, Mallarme,
Rimbaud, and Apollinare. See, Larousse Dictionary of Writers Rosemary Goring ed. (New York:
Larousse, 1994) 90.

2 Jlecs Yxpainka, "Jluct go matepi,” 21.01.1903 Ilpo airepatypy (Kuie: JlepxaBhe
BHAABHHUTABO XYAOKHbO! JiTepaTtypn, 1955) 233,
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msight and used symbols. Her view of Maupassant (1850-1893) as a
decadent may stem from his works that describe madness and fear with
horrifying accuracy, while eschewing sentimentality and idealism. 1 suspect
that Ukrainka placed Chekhov (1860-1904) among the decadents also
because of the pessimism of his heroes -- sensitive individuals imbued with

hopelessness.

The views of Ukrainian authors demonstrate the paradoxical typology
of the meaning and application of the critical idiom "decadent." The
traditionalistic criticism of Nechui-Levytskyi and lefremov reveals their
negative attitude toward everything modem, which they automatically
dismissed as "decadent." Seeing literature as a purely socio-political
institution, they did not see the need for the development of decac-mce in
Ukraine and, moreover, feared its negative influence. For them decadence
was alien to Ukrainian society; if allowed to flourish, this "elitist" construct
would destroy Ukrainian literary tradition. By condemning modernity's
darker, negative and pessimistic aspects, they dismissed decadence, as well
as the experimental and idealistic tenets associated with symbolism. Franko, a

subtler critic, saw literature as an autonomous entity. Although he rejected
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those negat:ve aspects of "decadence," which he surmised to be the reflection
of a country's decline, he admired the thematic, farma] and stylistic
innovations of modernist writers.

In conclusion, pronouncements of Ukrainian turn-of-the-century critics
and writers reveal that they shared, to a greater or lesser degree, the opinion

that the terms "decadent" and "decadence" not only connoted, but denoted

THE CRITICAL RECEPTION OF HNAT KHOTKEVYCH'S WORKS BY HIS

CONTEMPORARIES

Among the turn-of-the-century writers who were harshly criticized for

latskiv, Katria Hrynevycheva), Hnat Khotkevych was one of the most
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prominent. His collection of short stories, Poeziia v prozi, was the object of
specially harsh criticism by both Iefremov and Nechui-Levyts'kyi.

The only critic who saw in Khotkevych an emerging talent was Ivan
Franko. Although he emphasized Khotkevych's potential, Franko,
nevertheless, noted that the preponderance of lyricism and subjectivism in his
works prevented Khotkevych from executing the necessary formal finishing
touches:

Horo onosiganus 3 APTHCTHYHOIrO MOrJASAY CTOATb
HEBHCOKO; nepeBara cy6’ekTHBHOrO JAipHUHOT O
€JIEMEHTY HE Aa€ HOMY NIACTHUHO BHKIHUYBATH KAPTHH;
Ta npote JeKyau BiH niaviMaeTbess Ha  BHCOTY
CNpaBXHbOro TaJaHTy, WO BEJIHTb HAAISATHCD rapHOrO
po3Boio. 43

Iefremov and Nechui-Levyts'kyi were much less generous and dubbed
Khotkevych with the derogatory title "decadent." In the article "V poiskakh
novoi krasoty" (1902), Iefremov attacked Poeziia v prozi, because he saw in
it such negative traits as the preoccupation with abstract beauty, the
communion with spirits, an obsession with love, and a disdain for mankind:

Hrak, noxoasiuee no deTnumama npekaonenue npea
KpacCoOTOH, Aaxe HAeeH, abcTpakuueil KpacoThl, oblenne
c 6ecnioTHEIMH AyXaMH, ynoeunue mo6oBbio H npespexxe

K YEeJ/IOBEKY, ero XH3HH H Je/laM - BOT UeMY HAYUH/HCD
Mbl H3 npouzBezeHHit r. Xotkepnya. ¥

“ dpanko, "3 ocrannix,” 50.

a4 €dppemosn, 70-71.
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Printed i green, Poeziia v prozi not merely explored decadent themes,
but was also visually 'repulsive' to some readers. This visual strategy was just
one of the ways in which Khotkevych broke with tradition. Noting the
similarity between this edition and painted botanical publications, Nechui-
Levytskyi, in the article "Ukrains'ka decadentshchyna" (Ukrainian
Decadence), concurred with Iefremov's analysis, aligning Khotkevych with
those "decadent” writers who explore erotic themes:

do nexkanentiB Hanexutbcst i A. nat XOTKeBHY

(l'anafina) B cBoix ocCTaHHIX HOBIlIMX yTBOpax ... 1902

POKY BiH BHAAB KilbKH ONOBiAaHHIB B OnNpiuHiil uHMaii

KHHXLi, KOTpa HaJpyKoOBaHa HE YOPHHM UYOPHHJIOM, a

3€/E€HHM 3 3€J/IEeHHMH MaJ/lOHKaMH B 3aroJoBKaXx, Lo

pobutb ii cxoxolo ha papbopani GoTaniudi Buaanua. B

Ui KHHXLI CJHBE ycCi oOnoBigaHHsi HanucaHi Bxe B

iHIWIOMY TOHi, B AEKaAEHTCbKOMY ... . XQTﬁéqua MH

3aJiyyeMo A0 AeKaJeHTiB ecTeTiB Ta epoTHcTiB.4d

These early assessments of Khotkevych were reiterated in later Soviet
criticism. Poeziia v prozi was rarely mentioned by Soviet critics; but when it
was, the collection was deemed to be the victim of "bourgeois decadence," a
weed that, ostensibly, had suffocated many literatures and also took root on
Ukrainian soil:

- IIYKalOUH HOBHX XYAOXHiX 3acobiB aas BiaobpaxeHHs

ABHUL XHTTA, I'. XOTKeBHY y AesikMx npo3oBHX TBOpax

(36ipka "Moesist B npo3i”) ... nouas 3arAHGMOBATHCS B

¥ Heuyi-JleBnubkuit, 202.
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AYWEBHI NEpeXHBaHHA NCHXIYHO HEBPIBHOBA XEHHX
HaTyp ... Bigobpaxatu XxBopobiusi MapeHHsi XepuiB
"YHCTOro MucTeuTea,” siKi Haa yce uinatb “Biuny” i
"HE3MitHy” kpacy. [luCbMeHHHK siBHO 3pobHB Kpok y Bik
6ypxyasHoro Aexkajancy, wo Ha nouyatky XX cTonitrsi
BHCYLIYBaB KHBI COKH 6aratbox JiTepatyp i BXe nouan
NyCKaTh KOpPinHs i B yKpaiHcbkiii aitepaTypi.46
Soviet critics rejected aestheticism, idealism, emotionalism, pessimism, and
the concept of "art for art's sake" associated with decadence.*” In their

opinion, all of these tenets negatively influenced Khotkevych's development

as a writer.

REJECTING THE CHARGE OF "DECADENCE"

Inasmuch as Ukrainian critics tended to associate "decadence" with the
exploration of mystical fantasies and pornography, the world of subjective

“ egip lMorpe6ennnk, "That Xotkenuu,” nepeamosa. B kn. Mhat Xotkesnu, Taopy
B8 asox romax 1.1 (Kuis: Juinpo, 1966) 7-8.

7 Their views are in keeping with Marxist criticism, which saw decadence as a natural
phenomenon, the inevitable form of a dying culture in a dying society. It was understood as the
result of a free and consciously reactionary choice by writers and artists. As Plekhanov pointed
out: "Constitutionally incapable of serious work, the decadents are filled with most sincerc
indignation at the thought of a social order in which there will be no idlers. The slothful decadent is
also greedy and in total collusion with the bourgeoisic, which he pretends to despise: 'Art for art's
sake... has become art for money's sake.." See, Matei Calinescu, Faces of Modernity.
(Bloomington: Indiana University Press, 1977) 201.
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feelings, and the cult of the "new beauty," it is not surprising that the charge
of decadence was denied by all Ukrainian writers. Among those who were
greatly affected by the criticism were Hnat Khotkevych and Ol'ha
articles, I will demonstrate that they vehemently refused the designation
imposed on them, and repeatedly tried to free themselves from it.

Commenting on lefremov's statements, Ol'ha Kobylians'’ka defines
herself as a symbolist. In a letter to O. Makovei, she expresses repulsion for
decadence, a term that summoned in her mind clearly negative associations:
MeHi BCsiKHil Aekaaentusm npotushui.”48 Kobylianska states that she
was not inspired by the Przybyszewskis and Huysmans, and all others who
have been carried away by "unconsciousness." Rather, she sees herself as
being animated by the "calm" author, G. Keller (1819-1890):

A ne oaywepasjgacb HIAKHMH Hmeﬁﬂméacbsﬂmn i

l'yicmManamMun - i BCiIMH THMH, iHIWHMH B o0bBMOpOK

NONaBIIHMH ... MOE OAYLIEBJAEHHA JJsi  TAKOro
cnokiiinoro aBsTopa, sik Gottfried Keller.*

% Oavra Kobuasmcbka, "Jluct o O. Makoses,” 15 rpyaus 1902, Tsopu B n'sth

* Kobunsincbka, "Jluer,” 15 rpyans 1902, 520.
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It appears from this that, for Kobylians'ka decadence connoted some type of
imbalance, a sickly swooning. Her allusion to the Polish poet and novelist S.
Przybyszewski (1868-1927) and the French novelist J. Huysmans (1848-
1907), suggests that she did not approve of the "naturalism" of the former, nor
the mysticism and aestheticism of the latter. Her preference for the Swiss poet
and short story writer Keller suggests that she would rather be identified with
his symbolism, psychology and sense of humour.

Khotkevych wrote articles in his own defense but was refused
publication, in particular by Kievskaia Starina,*® the journal where some of
the original attacks had appeared. When stating his case, Khotkevych never
addressed those specific thematic and stylistic features of his work, which
had been assessed as decadent. Paradoxically -- like Nechui-Levyts'kyi,
Iefremov and Franko -- Khotkevych argued that decadence was a social
phenomenon that had no place within a newly energized Ukrainian society
and hence inapplicable to him, a writer:”flk MozkHa mobauaThH JdekajeHc

B YKpaiHCbKiii cyYcCHilbHOCTI, WO ule TIi/IbKH-TiJbKH no4yaja

% In a letter to the editorial board of Literaturno-Naukovyi Vistnyk (1903) Khotkevych outlines
the difficulty in publishing a reply to critics. Russian journals, he explains, were not interested in
questions of Ukrainian literature. Readers of Western Ukrainian journals were not exposed to the
discussion that took place in Kievskaia Starina and, therefore, were not interested in publishing
any polemical discussion on the issue raised in this journal. He complains that although the new
writers were openly criticized, they were not given the opportunity to reply.



HapoaxysaThcs...”! In his opinion, decadence could exist only in France
or Russia where it had an opportunity to overturn well-established traditions.
In Ukrainian society, with its mostly peasant population, this task could not
be accomplished by the few "conscious Ukrainians" working the cultural
field:

...ajle Hi B sKiM pa3i TO [AekaaeHcTBO] He Morio
BiJHOCHTHCSt OO cycnijbHOCTI yKpaiHcpkoi 3 11
6Ee3KOHEUHHM MOpEM CeJISIHCTBa i napolo-Apyrolo, sk
TOJi Ha3HBaJOCH, ~CBIAOMHX yKpaiHuiB,” WO najaad mij
Baroio BCSKOI npaili Ha HapoAHii HHBi. 2

Kobylians'ka's and Khotkevych's inability to free themselves from the
stigma of "decadence" strongly affected their literary careers. As Khotkevych
confesses, the constant attacks of critics led to a loss of confidence in himself
as a writer and drove him to isolation. This, in turn, resulted in fewer
publications:

lle 6yB nepwmi yaap no Moii JitepatypHiit disioHomii.
S nouyB cebe camithim. Ilpununue ceoio pobory B JIHB,
XOU JO TOro yacy He 6y.Jo uHcaa, Ae 6 WoO-HeByab Xxou
KijJbka psaakiB, 1 He BHApYKYBaB. Ha Beaukiit YkpaiHi,
okpimM "K[neBcbkoi] Ctrapunu”, ApykyBaTHcs 6yJio Hize,
- i or 3 TOro uyacy s nouyae, npH 6oxim
6/1aroCc/IOBEHHIO, CKJaAaTH CBOi PYKONHCH B JOBrHH
AWHK ... | MeHi 3aaBanocs JoBWHE 4yac, L0 Mos
NHCbMEHHHIbKA Kap’'epa ckJjaJjJacsa 6 uilkoM iHakiue, He
6yab ororo yaapy.>3

' 'nat Xorkesuu, "llepeamoBa asTtopa,” Teopy 1.4 (Xapkis: Pyx, 1929) 5-6.
52 XoTkeBnu, 5-6.
53 XotkeBnu, 22.
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Kobylians'ka's confidence was also broken. She wrote: "B aywi B mene
BCE CHIOHTb HeJOBip's 40 cBoOiX npaup!”34

Kobylians’ka's and Khotkevych's defensive attitudes clearly reveal that

for them, the designation "decadent" was inadequate and unacceptable as a

characterization of their writings. Khotkevych, much like the critics who

attacked him, understood decadence as a phenomenon that had no fertile

ground in Ukrainian society. Kobylianska accepted only the so-called

Kobylians’ka and Khotkevych did manifest decadent features. For them,

however, these features were a reflection of modernity and not decay.

3 KobursHenka, "Jluer,” 15 rpyans 1902, 522.
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CHAPTER 3

POEZIIA V PROZI

The goal of this chapter is to identify the decadent features, both
thematic and formal, of Hnat Khotkevych's early works. For purposes of this
thesis, I will limit my analysis to the collection Poeziia v prozi (1902), which
elicited such harsh criticism from Iefremov and Nechui-Levyts'kyi.

Poeziia v prozi consists of seven short stories, written between 1899

(Portrait, 1900); "Poeziia v prozi" (Prose Poetry [year unknown]); "Bila
bereza" (White Birchtree, 1898); "Berceuse Chopen'[a]" (Chopin's Berceuse
1901); "Osin" (Autumn, 1901); "Romans" (Romance, 1901); and "Spokii
dukha i dukh spokoiu" (Peace of Spirit and The Spirit of Peace, 1899).

When considering the decadent traits of these works, I will weigh both
the Ukrainian understanding of "decadence" (eroticism, pornography, etc.)

and the more general definitions and attributes of the term provided in

highlight the following features: (a) the exploration of human psychology,
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especially, feelings of emptiness, pain, and obsession; (b) the idealization of
beauty and the interrelation between beauty and ugliness; (c) the reflection of
life in dreams and fantasy; (d) the fascination with the past and preoccupation
with the future; () the transformation of nature and creation of an artificial
environment; and (f) the formal characteristics that manifest novelty of form

and style.

THE STORIES: A SHORT SUMMARY

To facilitate further discussion, I will begin by briefly summarizing the
stories of Poeziia v prozi presenting them in the chronological order in which
they were written.

"Poeziia v prozi," subtitled "V al'bom O.K." (For the album of O. K.
[Ol'ha Kobylians'ka]), is the only work whose date of writing is not identified
in the collection. It is safe to assume that, like all others, it was written in the

early 1900's. Only one page long, this composition is a true prose poem.> Its

%5 'Prose poem' refered to a composition printed as prose but distinguished by elements common in
poetry. These elements include elaborately contrived rhythms, figures of speech, rhyme, intcrnal
rhyme, and startling images. Among the writers who have attempted the ‘prose poem' were:
Baudelaire, Rimbaud, Oscar Wilde. See, Dictionary of Literary Terins and Literary Theory
Cuddon J. A. Ed. (London: The Penguin, 1991) 750-751.
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internal rhymes, incomplete sentences and refrains combine to create a lyrical

and melancholy atmosphere.

two rows of dotted lines, the poem is essentially plotless. In the first two
paragraphs, the text moves from the portrayal of a moonlit night sky to a
description of the earth with birds singing in an orchard, to a watery setting
and personified willow trees. The third and the fourth paragraphs contrast
with the first two paragraphs because they introduce the presence of humans.
The third paragraph depicts joyous young men engaging in social contact; the
fourth, in contrast, discloses the loneliness and emotional pain of a persona
secluded in a house. Although the poem is written in the third person, its tone
is quite subjective, lyrical and emotional. The use of such key lexical words

- ¥F

as “cabosd,” “puaanis,” “cmyTok,” “taemuuit,” “Thxuii,” and

”xypba” creates a melancholy mood.

"Bila bereza," written in 1898, is one of Khotkevych's earliest works.
The brief narrative, five pages in length, allegorically outlines a man's entire

life. The emotionalism of the third-person narrative, several dialogues and
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monologues create a very subjective atmosphere. The tone of the story is
pessimistic throughout. The opening scene recalls Romantic themes --
specifically, Shevchenko's poem "Kateryna." It tells the tragic story of a
mother who drowns herself in despair, thus abandoning her only child,
Mykola -- the story's protagonist. The suicide is witnessed by a personified
birch f:eé that functions as Mykola's soul mate. The empathy between nature
and man is very strong. The story draws a parallel between the "whiteness" of
the birch tree (reflecting "innocence” and "holiness") and the human soul.
From childhood to adulthood, one sees the protagonist communicating all his
deepest thoughts and sorrows to this tree. The young man is portrayed as a
strong and hard working individual who undergoes a significant change when
he falls in love. Preoccupied by the image of his beloved girl, Mykola
wonders around in disillusionment. His emotional pain brings him to the
birch. He calls on the birch tree, with its supernatural powers, to grant him the
girl in exchange for his soul. Although his request is granted, Mykola's
happiness is short-lived. The vagueness and uncertainty of the plot does not
make it clear what exactly happens, but the reader realizes that Mykola is
eventually left alone to live in pain. In revenge for his agony, he destroys the

birch which he holds responsible for his unhappiness. After this incident, a
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hidden sense of emptiness overcomes Mykola. Disillusioned, he moves to the
city. To fill his emotional void, he devotes himself exclusively to work. For
his political commitment, he is sent "far away" to Siberia. At the end of his
life, he is seen alone. His only companion is a little birch tree under which he
wishes to be buried. The reappearance of the birch at the end of the story
reinforces the idea of the eternal bond between man and nature, and also

symbolizes the revival of the protagonist's soul.

Narrated in the third person, it explores the spiritual struggle of man. The
mood of this work changes from pessimism and anxiety to optimism.
Philosophical and allegorical, this brief work is a meditation on the spiritual
world, rather than the physical and social. In a dream state -- a theme typical
of decadent writings -- the human spirit searches for peace and for an answer
to the question: "What does everything external mean?" First, the spirit flies
to the stars but finds only lifeless space. It returns to earth and asks a hermit:

"Is there peace where he abides?" The hermit responds that one can find



peace only when one overcomes pride. The hermit's advice that peace is
attainable when one equates oneself with one's "soul and body," with the
"humblest people in the world," is visually highlighted in the text. The spirit
takes this advice and goes to live among the "dark," "mad," and "perverse"

people. Amidst these people the soul finds peace when it no longer tries to

human beings can be at peace with themselves not in isolation but only when
they are a functional part of human society.*®

"Portret," subtitled "Fantaziia" (A Fantasy, 1900) is a third person
narrative. Pessimistic in tone, the story consists of three chapters, making it
one of the longest works in the collection. It has a well-structured plot, and is
distinguished by its long and detailed description of scenes and characters.

Two people, a woman and the main protagonist, a student by the name
of Lorio, are walking, reminiscing about their past. They come across a
portrait of a girl in a bakery shop; the woman identifies the girl in the portrait
as Ida. Lcsﬁa becomes instantly overpowered by the beauty of the portrayed
girl, especially, her eyes -- her "internal world" -- which seem to penetrate

through all "darkness and falsehood." Lorio's companion, in a long first

% This story is very much in the Ukrainian tradition, as this same theme reappears later in
Kotsiubyns'kyi's Intermezzo.
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person digressive narrative, reveals to him Ida's tragic life story. Ida, it turns
out, was persecuted and destroyed by a society that could not appreciate and
understand her beauty. Women disliked her because she attracted the
attention of every man; men, on the other hand, sexually abused her. Ida's
father did not permit her to leave home to become an actress, i.e. fulfill
herself in art. Rejected by society and hér own family, Ida found escape from
her pain and suffering in death. The story suggests that Beauty such as ‘this
cannot survive in human society because jealousy and sex violate all that
which is beautiful.

The story about Ida shocks Lorio and he becomes obsessed with the
girl's image and her tragedy. He, as a social human being, feels partly
responsible for her death. Lorio purchases Ida's portrait, eager to be in her

constant presence. He withdraws from the outside world which, in his mind,

Seeing in her eyes only sadness and death, he finds the original painter of the
portrait and has him repaint her eyes. As a defender of Ida's principles, one
who highly values her "divine" beauty, Lorio is determined to give Ida peace,
love and attention. In his apartment, he creates for her a shrine, surrounding

the portrait with flowers. To break free of his obsession, Lorio decides to give
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the portrait to Ida's family. He meets Ida's father who, after the death of his
daughter, also became obsessed with her image. The father reserved a room
for Ida, where he placed many of her portraits. At night, in a state of
madness, he takes Lorio to the cemetery and together they dig up her grave.
All they find there are Ida's decayed remains. The shocked father dies at the
grave site and Ida's body is reburied the next day without anyone noticing that
two joints of Ida's fingers are missing. The story ends at this point, leaving the
reader to speculate that Lorio escaped from the scene with a relic, a fragment

of his ideal.

"Chopin's Berceuse" (1901), subtitled "Etiud" (Etude) and dedicated
"To all young mothers" (Vsim molodym materiam) is a polemical work that
proposes a new model of existence by presenting a struggle between two
ways of life -- the passive versus the éctive, the positivist versus the
modernist. The story is presented through the point of view of a mother who
teaches her son the ethic and value of life. This is a lengthy text incorporating

a number of voices: it begins with a third-person narrator who maintains an
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objective point of view; then the narrative gradually switches to first-person
monologue, which is graphically set apart; and, finally, there appears the
mother's voice speaking in the third person. The story is built on contrasts.
Its first paragraph presents the natural and idea! union of two sincere people
who -- despite their poverty -- are united in love and harmony. Their union is
constrasted with the artificiality of wedding ceremonies among wealthy
families. Emphasizing the passing of time -- a decadent theme -- the scene
changes to show the former bride as a mother with her first-born son.
Because she, the main protagonist, is not given a name but is described as an
"angel” on a divine mission, her image evokes associations with that of a
"Madonna with child." In her monologue, she prays to God for her son's inner
peace and for harmony in his household. Wishing her child freedom and
wisdom, the mother is ready to become a servant of hidden powers. She
wants her son to be a sensitive and kind individual who is free of material
needs and all kinds of bondage. Seeking a way to protect him from life's
traps, she assumes the role of prophet and teacher, and defines for him what
is good and bad in life. To convey her teachings in an indelible manner, the
mother transforms her thoughts and feelings into music. As she plays the

piano, the movements of the left and the right hand reveal a series of
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metaphors and images imbued with symbolic value. The left hand -- with its
monotonous rhythm, "lifeless” and "immobile" images -- represents the
uniformity, passivity and conventionality of average members of society. All
this symbolically suggests the principles of positivism. In contrast, the
movements of the right hand create natural and exotic images that evoke the
emotionalism associated with struggles and changes of an active life -- in
short, a modernist ideology. Exposing two types of human existence through
the power of music, the mother hopes that her son will develop into an active
and sensitive man. Above all, she wants him to strive at being unique, to rise
above mediocrity. At the end of the story the lyrical narrator of the first
passage reenters the text, and assures the mother that her music, will convey

life's message and affect the child's soul and his individuality.

"Osin"*’ (1901), subtitled "Rozdil z romana, shcho ne isnuie" (An
Excerpt From a Novel That Does Not Exist),” deals with the passing of time

57 The title "Osin™ (Autumn) -- season, associated with decline and an end, reflecting decadence is
very much in the modernist tradition,

5 In the article "V poiskakh novoi krasoty" lefremov suggested that "Osin™ is a continuation of the
story "Berceuse Chopen'a." See, Edpemon, 64.
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and the function of memory. Pessimistic in tone, the story depicts one night in
the life of a lonely man who -- in his old age -- reflects on his life. His
recollections engage personal photographs that capture four occasions from
his nast involving the woman, Katrusia. The first photograph, taken in spring,
depicts the beginning of their happiness and love together. This image is
reinforced by the seasonal context of the photograph. The second photograph,
taken in summer, evokes the joy of his life with Katrusia. The next
photograph, taken in the fall, summons and magnifies feelings of sadness.
Autumn reminds him of his loneliness and imminent end. The last photo,
taken in winter, makes him reflect on the unknown future. This future has
already turned into the sad reality of an old man, living in solitude. While
taking pleasure in memories of the past, the protagonist is left puzzled by his
present inner feeling of emptiness. The existential ending of the story does

not offer a solution to his pain.

"Romans" (Romance) -- subtitled "Ironia" (Irony, 1901) -- depicts a

night in luxuriant and exotic settings. The magical powers of the night affect
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the hearts of two young people who are filled with love and desire. Written in
the third person, the story is very lyrical. At first we see the beautifil couple
somewhere near desert beach with its typical flora, sounds, and smells. Then,
we see them amidst ancient amphitheaters and scented rooms. The narrative
does not contain any graphic description of sex, but its strong sensual texture,

lovers. The story gradually progresses toward a climatic, sensual ending.

DECADENT THEMES

a wide spectrum of themes representative of the decadent sensibility. He is
concerned with psychological dimensions, with revealing his protagonists'
or sexual desire. Khotkevych's characters are preoccupied with love, with
their past and their future -- all of which are prominent topics in the decadent

repertoire.
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Perhaps most typically, it is a woman's ideal beauty that triggers an
entire complex of emotions. The protagonists who are absorbed by the female
fori live in a world of dreams and fantasy. To a greater or lesser degree, the
stories "Bila bereza," "Portret," and "Romans" are devoted to this topic.

"Bila bereza" shows the protagonist's emotions as he falls in love with
a girl. Although Mykola's imagination is affected by the girl's image, the
description of her in the story is limited to the following line: "llepea ounma
CTOITb CTpyHKa JiBouya MOCTaTbh, THXHH roJioc JUIETbCA B Aywly H
6isi pykH mpocTsaraiotbesi o Hboro...” (108). Idealization of the girl's
beauty is not central to the story but does serve as a pivotal point in the plot.
Mykola is so absorbed by the girl he is unable to work. He wanders around
in a melancholy state. This inclination, as John Reed points out, is typical of
decadent protagonists: their inevitable frustration leads them to a "melancholy
obsession with remoteness in space or time.">® Witness Mykola's behaviour:

Bcrave paHkoM - i He 3a npaulo cigae, He nepo a6o

KHHXKY ©Oepe y pykH, a aybenp i iige 6aykatH Kyauch,

KYZH oui QHBAATbCS. I3 cTOroHoMm wenoue cepej JaHy:

'O T'amo, N'amo!" Aywa 6oantb. [lepen ounma cTOITH

CTpyHka JiBoya nocTtaTtb... A NOTIM Hade mesHe Bce Te.
(108)




52
Overpowered by unrequited love and unable to bear his pain, Mykola -- in a
desperate moment -- turns to supernatural powers and exchanges his soul for

the girl's love. When his wish is granted, he experiences overwhelming joy:

cBiT Mir 6H NOGOPOTH B Ti XBHAMHK i Mir 6H BCiM 10a5IM
AatH wacrTs... Boun nobpaauch. MiuHo aepxaTbcsi BOHH
OJHO 3 OJHHM 324 PYKH, KpilKO CTOSITb HAa XHTTEBOMY
uisixy...(109)

But this happiness is short lived. Lacking a soul, Mykola's life becomes
meaningless and emotionally stressful. His suffering is intolerable:
Ane... Ckinunsocs wacts. Biai6pas Bor ... fioro ayuy,

B3AB JO cebe cBiTAHA pail, yTiXy #l €aHHE COHLE.

Bigipsas nosioBnny cepusi i 30CTaBHB XHTH 3 ApYroio,

BiYHO KOHaTH, BiuHO 60uiTH... (109)

An important decadent technique involves the transformation or
personification of nature. This technique is alsc applied in "Bila bereza,"
where -- as I have indicated -- the birch tree assumes very human

characteristics.°

At the beginning of the story, the tree acts as the soul mate
of the recently abandoned infant Mykola:

I Gina 6Gepesza HIOH HaxuiMIacsi O [AHTHHH, KHHYJa

% M. Kotsiubyns'kyi also explores the theme of transformation of nature in the impressionistic
work Intermezzo.
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The tree is also endowed with supernatural powers; it helps the adult Mykola
to realize his wish by winning for him his beloved girl.

I 6epesa BBO/HAA Horo Bomo. [ana oMy nanmy... A
6epesa THXO TPINOTHTBL rijJKamMu HaA HHMM, MOBYyeTbCs i

BECEJIO IEenoye CBOiM MaJieCeHbKHM JHCTsM... (109)
When Mykola cuts the birch tree down, his victim is depicted bleeding, as if
it were a human:
OT CcTyKHY/JO WOCh... pa3... yapyre!... 'imboko miuuia
COKHpa y M’sike JAepeBO, M0JiHJacs 3 paHd bina
6epesnHa KpoB, a JIHCTSl, CTPENEHYBIUHCb, KHHYJIO

Ki/lbKa pPOCHHOK Ha 3emJio..Ynaaa 6epesa - i wochk

AHBHJINCSI TENEep HOro oui Ha Uell Tpyn, Ha Le MaJjIeHbKe
JHCTAUKO... (110)

Among the decadent features of "Bila bereza," we encounter a prominent
Romantic theme, namely the bond between man and nature. To paraphrase
Reed, the Romantic hero projects his fecund emotions into the natural world
and seeks a union with nature.®’ Mykola's feelings of emptiness after he cuts
down the tree, like the tree's empathy for him ever since he was a little child,

represent Khotkevych's treatment of this theme.

' Reed, 16.
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The idealization of a girl's beauty takes on major dimensions in the
story "Portret." Here a detailed description of Ida's features serve to prefigure
the effect her portrait will have on Lorio:
BHcoOkO 3auicaHe BoJIOCCHl BiATIHANO PO3KilLUIO
TEMHOI KOPOHH BC& MaTOBOIrC Ko/abopy obianuus. Nopae,
piBHE 40.J10, PYKOIO IeHisi BHTOUEHHH i3 MpamMopy Hic,
niabopiansi, MajeHbKi TPOXH cyXi rybH, JHBHO XOpOLLHii
3BOPOT roJIOBH — TO By.Jl0 sikecb BoauwebcTBO, TO ByN10
BTi/IEHHS CBAaBiJIbHHX JAO WaJjy npHHuunie kpacH...(Portret
84)
The physical characteristics of the girl -- for example, "Bucoko 3auicane
Bosioccsi” (hair done high); "maTtoBoro koabopy obavuus” (dark
coloured face);, "ropae, pieie yosao” (proud, straight forehead), "pyxoto
reHisi BUTOUEHHIi i3 Mpamopy Hic, niabopiaas...” (the nose and chin are

carved in marble by the hand of a genius) -- reveal the nature of the ideal.

Moreover, the girl is not merely an ideal beauty but the "embodiment of

waay npuHuuniB kpacu”). Her beauty is identified with "the sole
manifestation of that Eternal Beauty," which is found only in nature and in the
arts, and which acts as the very axis of the universe:

Bona x 6y.sa kpacoto, €aHHHM 3 nposiBaehHb Tiei BiuHoi
Kpach, sikii MH 3BHKJH HNOKJOHSAITHCb 3 JaJI€KHX-
HenpobyaHoi Taiiry, i B 6pu3kax cpibasicTHx Bozocnaay,
i B 6eaniui 3ipok Hebechuux, i B My3Huui, B noesii...Mu
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JOBHMO AYIUEK 334 nocepelHicTio oueH, CclyXy BiAromii

Tici Biunoi Kpach, koTpa it € aibdoio i oMeroio cpity.
To - Bicb, 6i1s sIKOI BepTHTbCs BeeenHa. (90)

However, Ida -- the embodiment of beauty -- cannot survive in a corrupt
world governed by abuse and jealousy; she is destroyed by society. Lorio, as

a defender of the ideals Ida symbolizes, is tormented by his powerlessness.

save her:

I MeHi Tak xaab {i... yYTOnJaeHoi... TakKk XoueTbcs
BpATYBaTH ii... 1 uyyl0o BHOUi, fIK KPHUHTb BOHa JE€Cb

Y BiANOBiAb...a BHTANTH... BHTAITH - HE MOXY... | #

naaugy...njauyy TO/i...NpoLly NpPOINEHHS...A BOHA ... BOHa

HE XOue NPOCTHTb MEHi 32 Te LO... 1 TEX JIIOAHHA.

I, THXO CXHJMBIIH TFOJOBY Ha pykH, Jlopio 6e33ByuHo

3anjiakas... (99)
Lorio is so consumed by the girl's irresistible beauty that he aspires to fuse
with the portrait: "Bii >kHB oyHmMa B TOMY nOpTpeTi; HOMY XOTiJOCb
3JIHTHCb BOEJHHO 3 THM NOJOTHOM...”(94). He lives under the illusion
that the portrait is a perfect living human being who can overhear harsh
voices; therefore, he cautions a friend not to speak: "Tc-c-c... Tc-c~cl..
TH kpalie HiYoro He roBopH... lii Gosoue Bpaxka€ BYXO BCHKHH

rpyouit ckprk” (97). Treating the image as if it were the icon of a saint,

Lorio places it in a special room where he sets up a shrine and surrounds the
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portrait with greenery and flowers.®? This, in my opinion, reflects the feature
of "artificiality" which, according to Carter,% is the chief characteristic of
decadence. Consider the following description of Ida's shrine:

KiMHata ycsi 6yna ykpurta Kuaumom: 3eJjleHi, KBIiTIiB
6yn0 6e3 uncia, Beanki pocaunn 6yau po3cTaBaeHi ae
TiIbKH MoOXHa. Baxka cropa 3akpuBaja canhe BiKHO,
HaniBOCBIT/IIOIOYH BCIO Ty OBGCTaHOBKY, a nocepe aHHi
MaJIEeHbKO1  KiMHATOUKH Ha BHCOKOMY  piBHOMY
MoabbepTi B  3aapanoBaniii  30.0Tii pamMi crosB
PO3KilHHA BeaHkHii noptpert... [oeitps 6yao 3anaiute,
NoBHE BOrKOCTH BiJ 6araTtbox pocuu. (97)

The story also develops the decadent theme of morbid preoccupation

with death taken to an extreme. Lorio not only creates Ida's cult in his home

girl's decayed corpse staring with its "black holes," and her frightening skull,
teeth and bones:

.-.[JISIHYIH 3 TEMPABH YBEpX UOPHi $IMH 3aMicTb oueii...
Foinmik uepen BHckamB 3y6u i neMoB cMisBeS...
CMIfIBCA ... a Micslb AHBHBCS 3ropH, 3arasjan Yy amy i
bauHB Tam nepetainy oaix, KicTku PYK i cTpawso -

%2 Compare the envrionment of flowers found in Huysmans' Against Nature: "Des Esseintes has
always been excessively fond of flowers... his inborn taste for the artificial had led him to neglect
the real flower for its copy, faithfully and almost miraculously executed in indiarubber and wire,
calico and taffeta, paper and velvet...This admirable artistry had long enthralled him, but now he
dreamt of collecting another kind of flora: tired of artificial flowers aping real ones, he wanted
some natural flowers that would look like fakes." Sce, Joris-Karl Huysmans, Against Nature
Robert Baldick trans. (London: Penguin Books, 1973) 96-97.

& Carter, 25.
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According to Reed, decadence stresses the interrelationship of beauty and
ugliness.** The juxtaposition of Ida's beauty, which is idealized in her
portrait, with the ugliness of her corpse serves precisely such a purpose. As
Reed explains, decadence utilizes ugly details to convey a sense of spiritual
longing. It is perhaps with this purpose in mind that Khotkevych makes Lorio
remove a joint of Ida's finger. Lorio's spiritual longing is motivated by his
extreme fascination with his ideal. This type of perverse obsession, as Carter
points out, is quite characteristic of decadent writers.*

Critics have indicated that decadent artists often recognized the
nothingness at the center of existence and dreaded the emptiness within
themselves:

...[the] decadent isolato is usually an artist who finds nothing in

the external world intriguing enough to draw him into action and

who thus accumulates experiences and sensations within

himself, hoping to fill the central void.*

In decadent writing, this state of being is often linked to the protagonist's

faseination with a remote past. Khotkevych's "Osin™ explored precisely this

theme. In this story, the protagonist is isolated from the outside world -- both

6 Reed, 14.
 Carter, 25.

% Reed, 16.
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physically (he is depicted alone in his study) and chronologically (he is an old
man). He relives his past, searching through memory for the joyous moments
of his existence. The story's title, "Osin™ (Autumn), signals from the very
beginning a sense of pessimism, of imminent decline. The artificiality of the
protagonist's unlit study, which is filled with books, suggests an atmosphere
of detachment and solitude:®’

Baxki, otoueni 6axpamoto ctopu 6y cnyluei i ceitio

He BpPHBaJIOCH CBaBiJbHO A0 uiei KiMHaTH...Biasa cTtoay 3

YCSAKHMH HenoTpibuumu  ApibHHuamMH crosiin wadu 3

KHHXXKaMH, ajJe 3 UHCTEHbKHX 5EHQI{XHHX SE].AI{iE, O Ha

HHX 30/I0TOM 6yJI0 NOBHOHBAHO HA3BHCBLKO KHHXKH, roJi

6yao JoraaaTHCcs O IOJIOBHI cHMnarii BoJoaisbua. Ui

wadcn, 3awkaeHi, uketi ... (112)

In the story, the memories of the past are embodied in the protagonist's
photographs. Looking at each one, he not only recalls moments from the past
but also relives them and comments on them. Once he returns to the present,
the protagonist is overtaken by the urge to cry, a desire that betrays his pain
and emotional emptiness. Ultimately, the state of his heart does not enable
him to dissipate his mood:

I 3axorirocs naakaTb, MajHMH AiTOUHMH C/AbO3aMH... |
YTKHYTHCA JHUeM A0 NOAYWKH, ale ... CHIAbHHM PyYXom
" Some parallels can be drawn to a section of Against Nature: "One section of the bookshelves
lining the walls of Des Esseintes' blue and orange study was filled with nothing but Latin works -
works, which minds drilled into conformity by repetitious university lectures, lump together under
the generic name of ‘the Decadence." See, Joris-Karl Huysmans, Against Nature Robert Baldick
trans. (London: Pinguin Books, 1973) 40.




59

PYKH XOTiB 3irHaTH 3 cebe npoKAsiTHi HacTpii, aje Bin .
HE 3raHseTbCs pykamu, 6o 3ocTtaeTbes i3 cepuem (120).

The protagonist's memories increase his anguish. He realizes that he is left to
live in solitude without any hope for happiness. This creates for him a
psychological dilemma because he does not know how to deal with
loneliness:

TENEp BOHA NpHHLLIA, CNpaB>XHSs, i — Hema Hiuoro. Hi

Hajif, Hi WACTA... JHIeEe noBHa i riuboka, sik nNpoBaJis,

camithicTb. (120)

The protagonist's psychological state is revealed even more when he
enters into a dialogue with his soul. He questions her in order to understand
his emotional pain but does not obtain an answer. This reevaluation of the self
is yet another manifestation of decadent morbidity:

Ileii TH, HeBigoma meni aywe! 5 ne 3naB Tebe, He 3HAlO

PyKax i UM Xe TH MOXKEIl Ypa3HTH MeHe, Mo€ Tizio? He

YKpaB s HIYOro, HIKOro He B6HB. 51 XHB KOXHY XBHJIHHY

sk Tpeba 6yJo, ne roeopus cobi : 'aypHuii, oTak 6Hu!...’

Tak yoMy X y MeHe nycTka Tenep y rpyasx, YoMy Tam

JIHIIE KaMiHb Ba>XX€HHHH BaJlsi€cTbes i O'c MeHe, KOJIH A

Haxuwmocb?.. O#, yuomy X, uomy?..XTo JacTb BiANOBIxb,

XTO nokaxe npuunny? (123)

The decadent hero, being often disenchanted by the present, is lured

into the future by "hopelessly elegant dreams."® Such a preoccupation with

% Reed, 16.
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the future plays a role in "Chopin's Berceuse." In this story, as I have already
stated, the mother teaches the child how to develop into a perfect individual.
However, the mother's concern with her child's future reveals yet another
decadent preoccupation, namely the cultivation of individualism, especially as
inspired by Nietzsche:

Binbny aymy s Xouy gnaTtH Tobi! Binbny-Binbhy, s
opesa B Hebecax, sik BiTEp no piBHOMY mnoJsi, ik XBHAS
mMopcbKa! TH NOBHHEH CXHAATHCSI TiIbKH nepea cHjioro
BJACHOl Ayuwn Tiabku fii, HEBraMoBHiil, HEBTOMHIiI B
WyKaHHi Ta mo6oBi, TH NOBHHEH KOPHTHCD. (32)

The idea that one should bow only before the power of one's own soul
("cXHaATHCS TiAbKK nepea cHAOIO BaacCHO] Ayun”), strongly suggests
the decadent commitment to the "Nietzschean [...] effort at self-creation out
of the chaos of existence."®

In the story, music -- a symbolist prominant element -- is used as the
primary medium through which the mother's knowledge of life is
communicated to her son:

...51 crany rparu TO6i... Hl rpatumy... 1 aywy Bcio

Bi/LIIO B Ti 3BYKH, 11O NNpOHECY Haj TBOEKD KOJIHCKOIO...

Hexa# caboan, mo KanatTiMyTb 3 MoOiX oueii, Hexai...

3aMHIIyTbCsl BOHH  KPaNJsIMH HE3MHMBHHMH Yy  TBOTi

MaHEeHbKiH Aywi # npHHece, npHHece TOBj retii ycooro,
4oro xouy Tak f...(34)

% Reed, 15.
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Music is also used to reflect the mother's emotional state. She expresses her
entire being and her wishes for the son in musical sounds:

B ayuwi sikocb HeBH p 3HO CMYTHO CTaJIO, 3BYKH HibH He
nepecraBa/iH BiAKiAsicb HabiraTH, 3HOBY 3HHKAaJH,

CTHCKYBaJH cepue - 1 maakarb, njakarb XOTiAOCb...
Bausa Bona Bcio Aywy cBolo XiHo4y MoJoay B Ti
3BYKH - MOJIHHA, Hanoija iXx BJAAacCHOIO KpOB'IO,
BiJAa/Cb TYZAH BCA i NPHKJHKAA AHBHI BIUIHBH... (43).

As I indicated in my summary, the story "Romans" indirectly describes
the erotic experiences of a couple. As subtle as this description appears to
me, Khotkevych's exploration of the erotic theme won him the title of
"pornographer." Let us review the passage in question;

..3a/3BeHi/Ia CTpyHa, NPHCTPACTHHM Bi6paTto 3amMaHHJa
BOHa H JApYrHH 3BYK 3a cobolo i — Bce 3anoJioHH10CH ii
3aJiHjJocs B csiBi Ta B TeMHOTI... lllock wBHako aitaio
i O6nrocs... cTpaxiaso H MOJHAOCH, PpBY4YHCb, a
BHIAETIBWH miJ BiAbHi npomeHi Micsans, 3ipkamu
po3cHnajsoch no cany scbomy. I 3atux caza ... | 3aTHxio
BCe MiA yapami kKoxaHHs.. HeuyTHo 3aniakaan poch,
wob 6aHCKaTH;, NpHCAYXaJHCb KBITKH, 1O6 NAXHYTH;
BHNPSIMHBCSA  JIaBp, PO3NaxHyBCS KeAp HAa YOTHPH
CTOpOHH i onTan 3a6uB BHeE... (75).

As we can see, no explicit description takes place here. The emotions of the
couple are reflected in the behaviour of nature. Changes in this behaviour
signal the events of the encounter and its climatic ending. If this passage

illustrates a Romantic's approach to the union of "man and nature," other



treatments of nature in the story are endowed with a typically decadent
predilection for artifice and the exotic:

1uboko 3BHCAH YHH3 noB3yui JisiHHn ... Crosiiu
HENOPYIWHO THXi JIaBPH, Mar”HoJii 3XHJHJHCAH, Kpinko
JepXa/JHCsA KaKTYCH, i KeAp... THXO CTynajli BOHH NO
MOpPCbKOMY 30JI0TOMY Micky. Pi3bbieni kosoHH sipko
6aHIlaAH ... OBiu HIHPOKHX MapMYpPOBHX CXOAIB, O
amditeaTtpoM Be€JIH OO KOJOH, CTOSI/IH BEJHKiI Ba3H 3
KyllaMH UEPBOHHX HEBHAaHHX KBiTOK. (72-73)

The themes and features I have discussed so far suggest that one could

easily categorize Hnat Khotkevych as a decadent writer.

FORMAL CHARACTERISTICS

Decadence in Khotkevych's early prose involves more than themes and
philosophical attitudes. In this section I will examine some of the devices
deployed in Poeziia v prozi and point out the lexical and formal basis of
decadence. I will build my analysis on the model introduced by Oleh S.
IlInytzkyj in "Ukrainian Symbolism and the Problem of Modemism." In this

article, Ilnytzkyj investigates modemist poetry and argues for the coherence
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of its "ideology, style, theme, and formal conventions."” Ilnytzkyj also
outlines the recurring images and lexicon of Modernism that can be
considered decadent.

At the outset, let me point out that Khotkevych's collection fits the
general pattern of the "melancholy lyric, with its attendant modernist motifs:
weariness; sadness; boredom; hopelessness."’! The preeminent characteristic
of Poeziia v prozi is the pessimistic mood of its characters. These characters
are predominantly melancholics who - find themselves in isolation,
experiencing weariness, loneliness, sadness, boredom and hopelessness. The
vocabulary used to describe these states of being is often repeated
throughout the collection.” This is most evident in the stories "Osin'," "Bila
bereza," and "Poeziia v prozi." In "Osin'," the protagonist is described as a
lonely man who at the end of his life contemplates the purpose of his
existence. His physical and emotional state is emphasised in the text by
adjectives such as "solitary," "elderly," "unknown," and "alone":

I Temep, B wo ociiHio Hiu, KOAM BiM, camorHil,

" Oleh S. Ilnytzkyj, "Ukrainian Symbolism and the Problem of Modernism," Canadian Slavonic
Papers Vol. XXXIV Nol-2, (March-June 1992): 129.

7 Hnytzkyj, 125.
" According to Iinytzkyj, this lexicon is commonly used by modemists. See, Ilnytzkyj, 129.
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XKHTTSl, HE BHKJHKarOUH HiUHIX TCipKHX c©Ai3, Hiudei
po3nykH... ("Osin™ 113)

Other feature of his desperate state is sadness. Memories of the past bring

sorrow to him and make him realize that life is coming to an end. His
despondency is conveyed with the nouns "grief," "regrets," and "groans of
weakness," and is reinforced with the verb "to cry™:
Otak i ociub >xutTeBa. llpHxoab 3i cBOIM CAYTKOM,
KaAsIMH! llpuxoap HEeMOLaMH it CTOrOHaMH
6eschaocthl..i TaK 3axoTiocA naakarb, MaaHMH,
AiTounMH cabosamn...” ("Osin™ 121)
Puzzled by the emptiness within himself ("nycTka Tenep y rpyasx ...
KaMinb Ba>keHHuit”), the protagonist also experiences hopelessness. This is
suggested by the "autumnal coldness" surrounding him and the "dimmed"
look in his eyes:
Bo He 6yne y metne 6Giablue Takux Beuopis y XHTTi... He
6yae... He 6yne... Cuan, ocryxeHHii XOJI04OM OCEHH,
yoJIOBiUe, JHBHCb [IOrac/HMH OYHMAa Ha noracje
BYTi/Is1, pajiii 3 BHXXHTOIO 3HaHHA i AyMal - HaBillO TH
poausca? ("Osin™ 125)
Similar characteristics describe Mykola, the protagonist of "Bila Bereza."

does not know how to win her love. He is described as a "saddened," "quiet,"

and "resigned" man in pain:
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cTaB | NOKIpHHA... Wae 6ayKarH KyYJHCb, KyJAH oui
auBasTben. | 3i croromom wenoue... [Aywa 60jHTD.
("Bila bereza" 108)
After experiencing short-lived happiness with the girl, the melancholic
Mykola is left to live alone in suffering. His suffering is emphasised by the

verbs "to agonize" and "to endure [pain]": "BiaippaB [Bor] nosoBHHY

= _F___ i

cepusi i 30CTaBHB XHTH 3 JApYyroio, BiUHO KOHaTH, BiUHO 6OJITH...
(109) Mykola's loneliness and hopelessness are underscored by the coldness
of his bed: A BiHn gaaeko-aaieko... BMHpalOUH Ha CBOEMY BBoromy
reminiscent of the autumnal coldness enveloping the old man in "Osin'."

Feelings of sadness also overcome the lyrical persona of "Poeziia v
Prozi" whose grief is communicated through "tears" and "muffled sobbing":
?CaAbO3H... 3aAyuwleHe pHAaHHA... CMYTOk UJYETbCSi HaBKoOJO...”
("Poeziia v prozi” 145) Similarly, in "Chopin's Berceuse," the sorrow of the
mother who hopes and wishes for a better future for her son is conveyed
through images of her being overtaken by "sadness" and the need "to cry”
over the "finality" of love:

B ayuwi sikocb HEBHpPa3HO CMYTHO CTajO... i I1aKarb,

naakatb Xotijocb... [l1akarH Hal KIHEYHICTIO KOXaHHs,

Hah  HEJOCKOHaJiCTIO  BJAaCTHBOrO  UYTTH,  Haj
6escuuictio opmu ("Chopin's Berceuse" 43).
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In the collection, the predominantly dark and pessimistic words describing the
melancholy feelings of various protagonists stand in sharp contrast to the
lexicon Khotkevych employs when depicting ideal beauty. This is most
evident in "Portret." Here, Ida's beauty is described as "unearthly,"

"illuminated by the light of gods," "eternal," and "undying":

Bouna x 6yaa kpacoro, €IMHHM 3 nposiBaeHs Tiei Bivnoi
KpachH... 6eacmeprTe cotBopinna...("Portret" 88-90).

In "Chopin's Berceuse," the harmonious union of two individuals leads them
to create their own pristine "beauty":
TyT nanye npekpacue... TyT yTBOpH/IH MmOAH COBi CBOIO
kpacy. To kpaca uHCTOrO 30py ouell, OCBIT/IEHHX

MoBOB’10, TO rapMOHisi AyW, WO 3JIHAHCH i JONOBHH/H
oana apyry... ("Chopin's Berceuse" 29)

won

In "Romans" the beauty of the female partner is "undying,” "illuminated by
silver light" and "sparkling":
I TyT ceped... Bcix ii namounx 6e3CMEPTHHX Kpacor...
I"pauifio3HO-HI)KHHM pYXOM BnaJjiH BOHH IeTb Ha nJeui,
HAa CsIH/AHB] njaedi — i 3 HHX, 3 THX YYZAOBO-IPEKPACHHX
njedeil nonoBsau no Tkanuwi... ("Romars" 71, 72).

Overall, the lexicon describing feelings of pain, tension, struggle, and

passion repeats itself in Khotkevych's collection. These words can be grouped
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into two semantic sets, the one "pessimistic" and the other "idealistic."

Among the former, I include: "puaatn,” “nnaxatn,” "cavozu”; "GoniTh,”
"koHaTtH,” ctornath,” "6iab”; “cmyTok,” “cym,” "xanp”:
“camiTthicTb,” “cam,” “camorthii,” “"camorta”; "nyctka,” "nycro,”
"npoBaaasn”; "Temuuii,” “xonoammit,” “noracamit.” Among the latter, 1
include: “miuna kpaca,” “Biuno-npekpacha,” "yyao-npekpacHi,”
"Biuno  xuBa,”  "6eacmeprthuit”; igean,” ”60XeCTBEeHHHH,”
"Hesemuni,” “paiicbkuii.” The density of semantically related words
appearing in each set, and their constant repetition throughout the collection
generates and reinforces the pessimistic atmosphere characteristic of decadent
works. Although the words that function within the "idealistic" group are not
pessimistic, their fantastic dimension underscores that reality is laden with all
that is not "eternal," "beautiful," "undying" or "unearthly "

Another modernist pattern noted by Inytzkyj is the use of binary
structures.” This device is also employed by Khotkevych. In "Bila Bereza,"
for example, the short-lived joy of the protagonist is contrasted with the pain
he experiences when he loses his beloved:

O, wacra mosacbke! Ske TH MaJjieHbKe, JsKe X
KopoTeceHnbke! Ase sike XX TH noBHe il CHAbHE!..

" Ilnytzkyj, 128.
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AJle... CKIHUHIOCS WACTA... 30CTaBHB... BiUHO KOHATH,
Biuno GouiTh...("Bila bereza" 109)

In "Portret" the beauty of the girl in the portrait contrasted with the ugliness
of her corpse:

...BHCcokO 3auicane Bojoccs  BigTiHaao po3kiuuno
TEMHOI KOPOHH BCE MaTOBOI'O KOJIbOpY OBJHUYSI. lopae,
pPiBHE UOJIO, PYKOIO reHist BHTOUEHHi i3 MpaMopy Hic,
mabopiaaa, maneHbki  Tpoxw  cyxi ryéu... Aae
HaHuapiBHiwi, HaHbe3yMHili - To 6y/H oui...

--.FASIHY/IH 3 TEMPSIBH yBEPX UOpHiI SIMH 3aMicTb oueii. ..
Foauit uepen Buckaaus 3y6u...("Portret" 84, 104)

The story "Osin" simultaneously juxtaposes the protagonist's memories of the
past and his youth with the present and his old age:

I octanniit noptper ysap. 3uma. CtoiTh MoJioaHii 6eabac
Y Kepei, y Yophi# wanui, Ha Ay6eup obinepcs... A wo Ha
obopoTi? "3uMo, 3HMO soTa Gescepaeuna 3uMo... A o
TH npHHecew Meki? ... O#, 3uMO, 3uMo... Byayua aumo...

Toai 6yna G6yayua, a Tenep cnpaexhs... | BHPBaHO 3
PYK Y MeEHe IHCTpYMEHT... i cepuemM MoiM XToCb
NMEPEKHAAETbCA, | cMiloTbes 3 MeHe JmoaH... ("Osin™ 121-

122). |
"Chopin's Berceuse" from the very beginning develops a number of
oppoéitions as it contrasts the harmony and naturalness of a union between
two poor people with the artifice of ceremonies involving wealthy partners:
He nnwha, a y6ora ckopiwe obcranoeka. He 6aumuthb

OpoH3a H KpHIITaAb, HE 3ariywyioTb BiJbHOIO WIYMY
nepcokKi KHAHMH... He nHwHO no npaui cigaiotb 3a cTia
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rocnoAapi, He cTositb 6aTtapesmMu BHHa... [lpocTto, y6oro
HaBiTb yYce - i THXO-THXO, MOB Yy THXOMY paio...BoHH

Big BeciasbHoro romony. | A3BoHH He 6psA3KaJH...
3anaxoM MpPOCTHX KBIiTOK, NOJHXOM BIiTpPY B PO3UHHEHI
ABepi obBistHnM 6yB iX COI03... THXHM MNOAHXOM BITpY
Becinuboro... ("Chopin's Berceuse" 29-30)

In this story the opposition between a passive and an active existence is
metaphorically represented by the movements of the mother's hands when she
plays the piano:

Ot piBHO KOJHUWIETbCA JiBa pyKa ... Ue 3Hapsiaaa
YCHIIEHHS, CNOKOKO PIiBHOAYINHOCTH. 3a CMHCA i Uijb
cobi cTaBHTb COH, cTaH 6e3 pyxiB i 3aBMepJe XHTTS;
Xoue MpHroJIoMILlyBaTH OAHaKOBICTIO, Xoue GezxasicHo
BOHBATH KOXHHA Bi/IbHHH 3anHT i BHPDHBaHHA 3 NYT, Xoue
BJHTH XHTTSA Bcix ¢ibpie B oany Mipky... Kpaie

To niBa pyka. A npaBa Xx... 6oxe!.. [lep/sH po3cHnajanch
no cxoJax 30JIOTHX i ©6peusaTb... Poxeri BiHkH
nocnjlitTajuch... | B 3ByKax THX... COHIE BCTaBaJjo
H6apBHe 6/HCKYUYO, paJiCHO 3aK/HKAJ0 XHTTS Ha 3eMJIO
i BHOpAMHJIO 3irHyTy pocHueio crtebianny... ("Chopin's

Berceuse" 35, 36)

Khotkevych, like other modernists,” deploys color as metaphor. For
example, in "Bila bereza" the whiteness of the birch tree is hamessed to
symbolize aspects of the human soul:.

Yoro Ha Bcix aAepeBax 3BepxXy uopHe, a Ha UboMy 6ije’
A pe ToMmy... IO TO yHcTe W cBsATe AepeBo. Tak i 3

™ linytzkyj, 128.
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JIOJIbMH: XTO YHCTHH Ayuwelo, ToMy 6or nacrtb sICHHA
norisia, THxy po3moBy... ("Bila bereza" 107)

The color white also reflects the innocence of the unmarried girl: ”Jdanaa
floMy naHudy: 6i1y, sik JAirio, THXY, IK MaHOBHH paHOK, i YHCTY, SIK
cBitse, siche conue” (109). In contrast, the color black is marshalled to
deal with negative aspects of human character: ”A xTo nHeuecHHii, y Toro
yopra aywa i nonypui norasa” (109). In "Portret," on the other hand,
black signifies death and is used in the description of the corpse: ”...rasny an
3 TEeMpsIBH yBepX 4opHi simu 3amicTb oued...” ("Portret" 104).

According to IlnytzKkyj, "a central tenet in the poetics of both modernist
and symbolists was 'mellifluousness’ or 'musicality."” This feature is most
evident in the collection's 'prose poem' -- "Poeziia v prozi" -- where
assonance, consonance, rhymes and refrains perform an important function.
For example, to create a musical effect Khotkevych relies on morphological
thymes ("Micsiub Ha WHPOKOMYy Ppo3joromMy HebosBodi, Ha
KBiTuacroMmy, Ha 3ipuacromy”(145) and the refrain "Tuxuit BiTep 3 raio
haaekoro...”:

Tuxuii BiTep 3 raro Jgajaekoro... Micsiip Ha UIHPOKOMY
po3JjioromMy Hebo3BoOAi, Ha KBiTUACTOMY, Ha 3ipyacTomy.
CoJioBeiiko Ha opici i 303y.1s Ha Kaaudi. HebecHi uapiBHi

™ Iinytzkyj, 126.
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3BYKH HaJl 3aCHY./IOl0 3eMJIElD, JHBHI 3anaxH BiJ calKiB
YyyAOBHX i — THXHHA BiTep 3 rato gajiexoro... (145).

Another reccurring device in the collection is the fragmentation of sentences
and paragraphs with the assistance of empty spaces and dotted lines. Such
breaks have several functions. Often they serve to communicate indecision:

llle He pBYTb pHAaHHSA Tija, L€ HE TPEMTHTb BOHO YcCe,
MOB Oypelo 3irHyrte, aje 3apa3, 3apa3 PpO3iJIcTbCs
Mope nekyuoro 6010, 3apa3 3ipBeTbCcst 3 UapiBHHX BYCT
6e3yMHHI

NPOTECT.c.cutureernenrarennnn ereteteeentereeeateteeturetatentetanentaeantaeanans

........................................................................................

Dotted lines also serve to signal the passing of time occurring between the

transition of scenes:

BoHH nWJH, NpHNnaBLUH yYCTaMH JO dauli, NMHJIH - i He
AYyMaJiH, IO MOXe NPHATH Uac, KOJIH BHN'ETbCSA BCce i Ha
JHi NMO30/IOYEHOro KEeJ/HXa 30CTAaHEeTbCsi MyTHa ryia 3
ripKiCTIO H HENPHEMHHM 3aNaxoM...

........................................................................................

Tuxo npucnana BoHa ceBoro nepuworo cuha ("Chopin's
Berceuse" 30).

Incomplete sentences often convey silence or the speechlessness of a
protagonist:
Bisnuit  npuuisok MaJsieHbkOi XaTH, OOJIHTHIT csaiBOM
MmicaueBuM... UYopHa Tiib, WO PpYKH 3aJIOMHBIIH,

MaJloeTbcst Ha 6igii  cTidi... Cibo3H... 3aayllieHe
puaaHisa... CMYTOK UyeTbCs HaBKoJiO i B cepui... O,



C/JbO3H, c/bo3H!.. | - THXHi BiTep 3 raio aazaekoro...

(145).

The formal aspects I have discussed give a glimpse into the innovations
Khotkevych introduced in the collection Poeziia v prozi. Inasmuch as
decadence was associated with "newness" and "innovation," it is safe to argue
that Khotkevych's experiments with form, style, and lexicon reinforce the
decadent nature of his themes and account for the harsh criticism he received

from his contemporaries.
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CONCLUSION

This study has tried to demonstrate that Ukrainian modernist writers, among

them specifically Hnat Khotkevych, influenced by the European trends, took

steps to create a more diverse Ukrainian literature. They rebelled against a
half-century of domination by Positivism, Naturalism, Populism and Realism.
They rose up against the prevailing conception that art must assume civic
(i.e,, social and political) responsibility. The Ukrainian Modemnists
proclaimed their right to create in uninhibited freedom and in step with
Europe.

For the artist, the problem of the metaphysical tension between the
individual and the universe became far more important than the responsibility
of the individual to society. Artists restored to the subjective elements of art:
they made their individual vision of the Absolute the fulcrum of their works.
To discover who the artist was within the universe, the Modernists
concentrated on new forms and new ways of writing. This led to the revival
of poetry and the introduction of prose poetry. The system of literary devices
placed emphasis on the symbol and metaphor which permitted a subjective

interpretation of an image. The artist tried to answer philosophical questions,
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analyze the psychology of the individual, and explored the unconscious
world. Search for the ‘new beauty' and manifestation of the principle of ‘art for
art's sake' became a principle theme in literature. The modemists introduced a
new sensibility into Ukrainian literature and ultimately transformed the poetic
taste of their public.

Ukrainian critics of the period broke this diverse variety down into
various conventional categories: symbolism, decadence, and impressionism.”®
As my research reveals, decadence -- one of the modemnist waves --
historicaily carried negative connotations of decline and deterioration, and not
only within Ukrainian culture. Consequently, the term was rejected by
contemporary critics such as Iefremov, Nechui-Levyts'kyi and Franko. Even
the new modemist generation, including Hnat Khotkevych, who saw
Ukrainian culture embarking on a new beginning, could not find any

redeeming value either in its meaning or use.

78 Oleh S. Ilnytzkyj explains: "During the late nineteenth and early twentieth century, the word
'symbolism' appeared in the Ukrainian literary process with regularity. Not infrequently, the term
'decadence’ also came into play. Curiously, neither expression entered the lexicon of criticism as a
period designator, and today the era from approximately 1900 to 1914 is commonly known as
'Modernism.! The 'symbolist' nature of Ukrainian 'Modernism' survives in our literary
consciousness, but more as intuition than as demonstrated fact. One reason ‘modernism’ may have
eclipsed the term 'symbolism' is that the latter was affixed subsequently to a phenomenon in vogue
between 1917 and 1919, i.e., during the years of the Central Rada and the Het'manate," See,
IInytzkyj, 113.
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Although this forced Hnat Khotkevych to deny the presence of
decadence in his works, contemporaries were not incorrect in discovering
thematic and formal aspects of decadence in Poeziia v prozi. The collection's
novel themes and experimentation with form prove that the modernist
generation embraced decadent features as a token of modermnity and progress
rather than a sign of decline. It also allows us to conclude that decadence,
although repeatedly rejected by the critics, was eventually integrated within

Ukrainian literature even if only an illegitimate part of modernism.
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