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Of SOVIET UKRAINIAN SENSATIONAL FICTION TEXTS

The article is a case study of the role of mythopoetical linguistic-cultural code
elements within the semantic structure of thriller text inner form, carried out with specific
reference to Ukrainian Soviet author Vadym Sobko’s trilogy «Starry wings». It argues
that the linguistic presentation of the latter’s text-internal world and plot line is largely
influenced by traditional mythic symbolism of nature cycles.
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Combining in its name’s inner form the designations of two secondary mod-
eling systems (or linguistic-cultural codes), namely myth and poetry, the cate-
gory of mythopoesis is not limited to them!, neither it is confined to mythology
in the traditional sense and thus to the distant past and archaic beliefs, being at
the same time a universal part of the most prototypal kind of linguistic activi-
ty and inhering in everyday oral vernacular as well as speech (or verbal) think-
ing?. The present paper is an essay to apply this category to the linguistic-semi-
otic study of the language and poetics of Soviet Ukrainian sensational, or thriller,
fiction, something that, as far as I know, has never been done before. My aim
is to show that the mytho-poetical elements can play an important role in the se-
mantic structure of inner form of texts (as understood by O. Potebnia’) of this
genre, operating as one of models in constructing a fictional world represented
in and by these and therefore accounting for their general stylistic character, so
that taking such elements into consideration while analyzing sensational prose,
identifying them as such and knowing them for what they are, can be instru-
mental in establishing important characteristics of what is traditionally called
the language and style of individual works and, possibly, of this genre as a whole.
I hope to demonstrate this by investigating in corresponding terms some works of a
Ukrainian author of the period which presumably can provide evidence to prove
my contention. But before that, since thrillers are part of what is called pop litera-
ture and culture, I find it necessary to provide some comment on the notion of this
literature and culture as used with reference to Soviet sensational prose. And since
the former, as the Soviet arts and literature in general, had to adhere to the princi-
ples of the style of socialist realism, it is necessary also to dwell on the problem
of relation between the characterstics and criteria, mostly ideological, of this style,

' Cf.: Tonopos B. H. Muo¢. Putyan. Cumson. O6pa3s: HMccinenosanus B o6mactu

mudonosTnaeckoro : M3opannoe.— M., 1995.— Passim.

2 Jlomman FO.M., Venenckuii 5.A. Mud — ums — xynstypa // Enuetoticr. Tpymst
10 3HaKOBBIM cucteMaM.— 1973.— Bein. 6.— C. 282-295.

3 Iomebnsa A.A. Derernka u nostuka.— M., 1976.— C. 174—183, 198-201.
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on one hand, and the impact they have on the linguistic and stylistic features of So-
viet literature, on the other.

In modern society culture, thriller fiction belongs to the genre that subsumes
under its heading not only works of literature, but of cinema and television as well,
and therefore is an essential part of popular (pop), or mass, culture (the Ukrainian
for the latter is macosa xynomypa, whereas the Ukrainian term for the corre-
sponding literary genre is npucoonuywvka, or asanmypua, rimepamypa). However,
as the object of my philological observations is Soviet Ukrainian sensational
prose, it should be noted that the definition of Soviet culture (or literature) as pop-
ular is subject to some qualifications, since in its primary socio-cultural context,
the notion of mass culture is opposed to that of elitist, or high, one. In the Soviet
society, on the contrary, culture was, or should have been, «high», while its osten-
sible consumers could only have been working masses, cf. the Bolsheviks’ slogan
«Culture to masses». Yet at the same time, in the Soviet culture there also was a
hierarchy of (literary) genres, in which sensational fiction, ideologically steeped as
it was, does not held a prominent position, in spite of the fact that it was literary
pieces of this genre, as different from some (by no means all) officially recognized
«masterpiecesy, that enjoyed genuine general interest and invariably was in high
demand.

Assessing this situation linguistically, in particular analyzing such works in
linguistic-stylistic terms and from a corresponding viewpoint involves addressing
the issue, both theoretical and methodological, of the stylistic potential of socialist
realism, on one hand, and the stylistic merits or otherwise of works incorporating
it, on the other (for the purpose of the present study, the question of whether so-
cialist realism was in fact an artistic style or, as it was defined in Soviet criticism,
a creative artistic method in literature and arts, is irrelevant). Opinions of contem-
porary critics and artists tended to differ depending on one’s relation to the Sovi-
et establishment and its discourse: its official and unofficial representatives and
spokesmen, party ideologues and recognized Soviet maitres were highly positive
(to say nothing of party ideological directives and prescriptive references?), while
outsiders’ views generally were diametrically opposite. The latter denounced so-
cialist realism on the ground that it considered literature and art a means of state
propaganda, restricting freedom of creation and artists’ right to depict reality
the way they saw it, and replaced them with ideological dogmas and doctrines,
official decrees and instructions as well as those criteria, never made public but no
less effective for that, that were applied by the state censorship, including Glavlit
(the organ which had various names during Soviet history, the last being General
Directorate for the Protection of State Secrets in the Press) and Goskomizdat (State
Committee for Publishing).

At the same time literary works created in compliance with these requirements
were criticized by independent critics from the purely aesthetic and stylistic view-
point as well, and what is more, their stylistic drawbacks and failings were re-
garded as ideologically determined. For instance, 1. Koshelivets’ argued that «...
the need to camouflage false content brouht about specific artistic features common
to all the literature and art of socialist realism. In literature, it was the overloading
of works with unnecessary information and static descriptions with artificial verbal
decorations in which epithers and similes prevailed... coincidentally accompanied

4 Cf. «socialist realism» as defined in: Jlecun B. M., Iynuneys O. C. CIIOBHEK Ji-
teparyposHaBuux tepminiB.— K., 1971.— C. 393-395; CnoBaps JuTepaTypoBeI4ecKuX
tepmuHOB / Pen.-coct. JLU. Tumodees, C. B. Typae.— M., 1974.— C. 365-370.
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by the impoverishment of the literary language and its reduction to newspapers’
lexis, artificial pathos sometimes turning into sentimentality..., moralizing and lec-
turing»’. Following this line of reasoning, the only cases where this interdepen-
dence between the ideological facet of socialist realism and its mediocre artistic
facet ceased to exist were those literary pieces of outstanding quality that contra-
dicted permissible official norms, both ideological and stylistic.

Some opponents of socialist realism indicated that while insisting on being as
true to life as critical realists of the 19% ¢., and dissociating itself from «natural-
ism», on one hand, and «formalism»™®, on the other, this style was actually mod-
eled upon classicism with admixture of romanticism, which made it incompatible
with realism proper. Also, this was a style-immanent factor that, together with
strict and invariable ideological prescriptions, made socialist realism shunning,
and even hostile to, innovations and creativity: «classicism, more than any other
style, was prone to clichés, to pedantic compliance with norms and canons, to con-
servative forms, since it was one of the most stable styles... tending to follow
prescribed models and avoiding formal quests, experimenting, and originality»’.
Outstanding Polish author Maria Dgbrowska, commenting in her diary on Khrush-
chev’s 1963 speech to artistic intelligentsia, wrote that he spoke as a spokesman
of masses’ worst petit bourgeois tastes in art, and cited G.Flaubert «...who, while
hating bourgeoisie, predicted with despair (at the time of the Paris Commune) that
the victorious proletariat would feed on... bourgeois aesthetics»®.

Then again, there are also some literary pieces of undoubted artistic and stylis-
tic value whose authors were never accepted by the establishment as truly Soviet,
yet in the opinion of some authoritative critics, themselves not belonging to it, it
was exactly adherence to the «totalitarian» style that made these works aesthetical-
ly outstanding. A.Siniavskiy, whose negative assessment of socialist realism has
already been mentioned above, nonetheless held that this style, at least at the time
of its origin, had great creative and artistic potential, as witnessed by V. Maya-
kovskiy’s works. Panegyrics glorifying Stalin were commonplace in Soviet poet-
ry as well as poetry of Communist authors elsewhere, and yet it is O.Mandelsh-
tam’s «Ode to Stalin» that I. Brodskiy considered «...maybe the most grandiose
poem of all written by Mandelshtam. Even more than that, this poem is possibly
one of the most outstanding events in all 20" century Russian poetry»)°. Russian
dissident philosopher and literary critic B. Paramonov regarded A. Platonov, one
of the past century’s greatest prosaists, as a writer that was excessively Soviet,
«more stalinist than Stalin himself... He wrote by, rather than about, Stalin. With
Platonov, everything is Stalin, Platonov himself is Stalin. The more you read Pla-
tonov, the better you understand Stalin»'. Elsewhere!! he referred to the already

3 Kowenigeys 1. ConismicTiunuii peanism / Eamuknonenis ykpainosHaseTsa.— J1.,
2000.— T. 8.— C. 2968.

6 Glowinski M. Realizm socjalistyczny // Glowinski M., Kostkiewiczowa T.,
Okopien-Stawinska A., Stawinski J. Stownik terminow literackich.— Wroclaw etc.,
1976.— S. C365-366.

7 Tepy A. (Cunsscxuii A. /{) UTo Takoe CONMANMCTHUESCKMH peanmsm. — http://
antology.igruno-v.ru/-authors/synyavsky/1459651903.html.

8 Dgbrowska M. Dzienniki powojenne // Wybor, wstep i przypisy Tadeusz Drew-
nowski.— Warszawa, 1996.— T. 4. (1962—-1966).— S. 233

? Boaxoe C. Nuanoru ¢ Mocudom Bpoxckum.—M., 2004.— C. 14.

10 Mapamonos 5. M. Kadxa u Poccus.— http:/archive.svo-boda.org/programs/
rq/2003/rq.071703.asp.

" Hapamonoe B. M. Tpasa pofuHbl MK cTab U IUIak.— http://maga-zines.russ.ru/
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mentioned essay by Siniavskiy (Terz) on socialist realism, in particular its author’s
view on the former as a full-fledged artistic style whose essential nature was that
of a momunental propaganda banner («...MOHYMEHTaJlbHasl TIAKaTHOCTHY), add-
ing that another genre suitable for it was that of bucolic idyll (a brilliant example
of which was «Fro», Platonov’s another piece) as well as children’s literature and,
perhaps more than anything else, fairy tale'? (something that K.Clark has shown in
her monograph «The Soviet novel: history as ritual»'3).

Be it as it may, it can safely be said that there is no direct correlation or in-
terdependency between socialist realism’s ideological and stylistic aspects and
features. It is quite evident that the legacy of socialist realism is far from being
stylistically and aesthetically homogeneous and uniform. While numerous works
of that period are clearly not high quality or at least «interesting» literature (and
were not perceived as such even then by general Soviet readerhip), there are also
examples of the opposite, sometimes of the same authors, cf., for instance, such
Ukrainian poets, prosaists, and artists working within the framework of this style
as O. Dovzhenko, P. Tychyna, M. Ryls’kyi, O. Honchar, M. Stelmakh etc. Mutatis
mutandis, this applies to Ukrainian Soviet sensational and detective fiction writ-
ers: M. Yogansen, Y. Smolych, M. Trublaini, Y. Dold-Mykhaylyk, V. Petliovanyi,
V. Sobko etc.

In the light of what was said above on socialist realism’s proclivity to certain
traditional literary genres, it seems quite natural that the latters’ works should have
incorporated heterogeneous stylistic and linguistic-semiotic features, in particular
those inherent in, and characteristic of, essentially different communicative-epis-
temological kinds of discourse, in particular the mythological one'“. In what fol-
lows I will try to demonstrate this with reference to the work of one of the authors
mentioned above, Vadym Sobko (1912-1981), namely, the first two parts of his,
at the time fairly popular's, trilogy novel “Starry wings” (its first part “Granite”
published in 1937, the second, “Cruiser”, in 1940, and the last, “Starry wings”,
in 1950 together with the whole eponymous set). The dominant theme of the tril-
ogy was that of aviation and aircraft industry, and its main characters are Yuriy
Krayniev, a fictional Soviet leading aircraft designer, and his colleagues at the,
also fictional, research center, the Institute of Stratosphere in Kyiv, as well as their
enemies within and without the U.S.S.R. It should be emphasized that the topics
of aviation, new modern aircraft. and hero airmen were of the utmost importance
for prewar Soviet public discourse since they, while representing, on one hand,
the achievements of the U.S.S.R. in science and technology, on the other, contrib-
uted to the creation of the image of new Soviet man as a mythical hero!® (it should
also be noted that alongside these celestial characters, other heroic figures of So-
viet public discourse, in particular Soviet literature, were Stakhanovite miners and
metro (subway) construction workers, whose activity and results thereof (such as
temple-like underground stations of the Moscow metro) incorporated another So-

october/2003/2/para.html
12" Mapamonos b. M. Konen cruns.— Cn6.; M., 1997 — C. 426-427.
13 Clark K. The Soviet Novel: History as Ritual.— Chicago, 1981.— 293 p.

14 On the mythological discourse, see: Epuonenxo C. C. MoBHE MOAETIOBAHHS Mili-
CHOCTI 1 3HaKOBa CTPyKTypa MOBHUX oxuHuIbL.— K., 2006.— C. 66-78.

15 (s.a.) Cobxo // Eanmkmonenis ykpaiHo3nasctsa : B 10 .— JI,, 2000.— T. 8.—
C. 2925.

16" Clarke K. Op. cit.. — P. 143.
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viet mythologeme, that of taking possession of Mother-Earth!”7). Besides, the pos-
itive heroes of the trilogy were typical embodiments of general socialist realism
requirements regarding the genre and characters of sensational prose, whose task
was “to depict integral, ... strong personalities”, thus making a contribution in
the upbringing of highly moral and strong-willed Soviet people'®.

The structure of Sobko’s novel texts, however, is not limited to their plot,
the events and scenes of social and private life it involves as well as ideological
myths and values these events and scenes express. Arguably, the essential feature
of the poetics of the trilogy is the dual nature of the latter’s text-internal world.

Firstly, in this novel as well as elsewhere in Soviet thrillers and detective sto-
ries, the center of this world is a well-protected and essentially safe social environ-
ment of its positive Soviet characters and, consequenty, of Soviet readership and
people (for instance, whenever the former participate in the situation of narration
or some other kind of intimate social intercourse, there is always some degree
of warmth, comfort and coziness in it, although the wider context of the situation
can be much less so, cf., for instance, such a scene at the beginning of the short
story «Mcropust ogHoro B3psiBay by Russian author V. D. Okhotnikov: — Xomume,
pacckaxicy 6am O00HY UCHOPUIO?... — KAK-MO Npeonoxcunl geimenanm Boponos.
Omo bbi10 6 mom nepuoo, K020a Mul, pAOOMHUKY UCCTE008AMENLCKO20 UHCIMUNTY-
ma, HAXOOUNUCH euje Ha Ka3apMeHHoM noaodcenuu. Ileped mem, kax 1eusb cnams,
MbL 4ACO cOOUPATUCL 8 MATEHbLKOU YIOMHOU KoMHame, umobvl nobecedoeams
Ha camvle pasHoobpasHvle memol... At the same time, both the genre and the ide-
ology presumed that there should have been enemies both within and around this
space, the task of main positive characters being to oppose, find and destroy them,
sometimes at the cost of one’s life. Again, due both to the ludic nature of the thrill-
er and the Marxist ideology outlook, the end of the story could only be a happy
one. The underlying feature of protectedness, as contrasted with the perilous thrills
of the plot, is by no means specific to Sobko’s trilogy, being in fact present in
many other pieces of sensational literature, Soviet Ukrainian and others, as an es-
sential feature of their poetics'®.

But the friendly social environment in which Sobko’s positive heroes live and
operate is surrounded by, and open to, the natural environment, so that the latter
is another essential part of the text-internal world and the life world of the charac-
ters. As represented in the novels, it is structured in accordance with natural cycles
and rhythms of the two kinds: annual and daily. The openness and penetrability
of the social environment to nature takes form of correlation between social and
intimate events and actions making up the plot, on the one hand, and on the other,
physiogenic phenological phenomena, i.e. seasonal and cyclic natural occurrenc-
es along with their traditional symbolism, stereotypes and connotations. Cultural
anthropology regards the latter, i.e. repeated phenomena in climate and weather as
well as animal and plant life, and also corresponding human activities in traditional
agricultural society as a source of so called calendar mythsas well as the mythical
notion of time, characteristic, however, not only of archaic beliefs, but also of my-
thology of modern everyday mentality?. In the world of Sobko’s work, the social

7" Dnwmerin M. DIUTIOB KOMIUIEKC COBETCKOM ITHBHIIH3AIINI. — /http://magazines.
russ.ru/no-vyi_mir/2006/1/ep7.html

18 Crnosaps nuteparypoBenueckux TepMunoB.— C. 294-295.

19 See, e.g.: Konxosckuii A. K., Il]eznoe FO. K. PaGoThI 1O MOITHKE BHIPA3HTETHHO-
ctu. MuBapunantel— Tema— [Ipuembl— Texct.— M., 1996.— C. 101, 305.

20 Agepunyes C. C. Codis-Jloroc : Cnopuuk.— K., 1999.— C. 187194, 211-213;
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events of the plot are paralleled by cyclic natural events, which in a certain way
reflect, and give meaning to, them. This kind of parallelism is considered a uni-
versal and ancient folklore feature?! which, according to O. Potebnia, goes back
to the time when archaic mythic thinking didn’t differentiate between man and his
natural surroundings?®?.

Since Krayniev’s role in the novels is that of a mythic cultural hero?, it is
not fortuitous from the viewpoint of traditional calendar mythology that the novel
begins in spring, coinciding with the resumption of nature’s life cycles and corre-
sponding traditional agricultural activities. More exactly, it starts on a thunderous
May day which also happens to be the principal character’s birthday as well as
the day when he falls in love: Bicimnaoysmozo mpaeus 193* poxy, y eecusmnuii
2pososuil denv, FOpio Kpaiitnesy munyno 0éadusme wicms nim (6)**. He broods
over the life he has lived only to switch from his musing to some kind of wild
chtonic dance.

In the context of mytho-poetic seasonal symbolism, it is also significant that
the story begins with the mention of fugacious May thunderstorms with their
connotations of life-giving, begetting, and procreating?. The description of Kyiv
thunderstorms, however, alludes to Soviet symbols as well, namely, the symbol
of star with its connotations of security and protection®®: ...[lomim npuxooums
conye. Kpanni we onuwamo y aucmi. Kodxcna 3 yux epo3osux kpaneiwv, nepeo mum
5K 8UNAPYSAMUCS, 00epmacmvcs Ha enuxy sackpasy sipxky.. (5). Stating that thun-
derstorm fragrance is invariably present over Kyiv (...1edee nomimnuii apomam
HedasHboi epo3u cmoimb Hao Kuesom), the narrator aslo mentions smells typical
of some other Ukrainian and Russian cities, almost all of them characteristically
physiogenic and seasonal: [ nunysamuii npucmax mops y eimpax Oodecu. Csiscum
bOemonom i CMauHOI0 HopHO3eMHO0 nuno2oio naxue Xapkis (5). In spite of the nov-
el theme being basically technological, specifically linked to R & D in military
aircraft industry, nature with its annual and daily cycles continually accompanies
the plot line development, where it is not always represented as something hostile
and only to be overcome, conquered and subjugated, in accordance with P.D.Ger-
man’s lyrics of the popular Soviet song «Aviation march»: Mot poorcoensi, umo6
CKasKy coenams Obliblo, npeodoiems npocmpancmeo u npocmopy. The author
constructs the text-internal Kyivan urban environment surrounding his characters
as something that is at the same time open on nature around and in Kyiv: ... Moorce,
[ue] simpu npunocsime 0yx yeiminms nicié y éepxie six Jninpa... Bikno oyno eéenu-

Menemunckuu E. M. Bpems mucdungeckoe / Mudsl HapogoB Mupa : DHIuKIoneus / .
pen. C. A. TokapeB.— M., 1992.— T. 1.— C. 252-253.

2l See, e.g.: Becenoeckuii A. H. TIcuxonorndeckuii mapaienusM U ero GpopMbl B
OTpPaKEHHSIX MMO3THUEcKoro ctuiis // Becenosekuii A. H. Hcropuueckast mostnka.— M.,
1989.— C. 101-154; Fox J. J. Roman Jakobson and the comparative study of parallehsm
// Roman Jakobson. Echoes of his scholarship.— Lisse, 1977.— P. 59-90; Fox J. J. Explo-
rations in semantic parallelism.— Canberra, 2014.— 448 p.

22 ITomebusa A. A. Op.cit— C. 170-171.

23 On the notion of cultural hero in mythology, see: Hexnooos C. FO. Tepoit //
Mudst HaponoB Mupa.— C. 665-666.

24 This and the following references are to the edition: Co6xo B. 3opsui kpuia.
[Mpuronuumpkuit poman.— K., 1958.— 470 p.

25 On traditional mythic associations of thunderstorm, see: JKatisoporox B. B. 3ua-
KM yKpaiHChKOi eTHOKyabTypu : CroBHuHK-goBimHuk.— K., 2006.— C. 198-199;
Usanoe Bau. Bc., Tonopos B. H. Tlepyn // Mudst Haponos mupa.— C. 306-307.

26 Spnukaonenus cumMBonoB.— X., 2003.— C. 11—12; DHIMKIONEIUS CHMBOJIOB,
3HAKOB, 3MOieM.— M., 182—-185.
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yesne... 3 wocmozo nogepxy FOpiti 6auus nonosumny Kuesa, asxc 0o oanekux 3a0Hi-
NPOBCHLKUX 03€ep, ONOBUMUX J1e2KOI0 nepedseyipboio Moio...(6) Haoxoous eeuip.
ecv na /ninpi nepecyxysanucsa naponiasu...(7) 3aouinpaucekuil gimep 81emig y
Kimuamy i 3auapydie nanepamu. Bin 6ye mennutl, eecuanuti i NPUHOCUB 3 cODOIO
ceidcicmov n1asHis. .. Bin eutiuios na gynuyio, i 6ecHAMI 3anaxu, apoman 6eCcHsIH020
JUCMA KAWMAKI8, OYX MEeNI020 MOKPO2O acghanvbniy onosunu 1oeo... Bnepue 3a
bazamo poxis 8in max cocmpo 8iouysae eecty (8).

If the trilogy’s first novel «Granite» (and so the trilogy as a whole) starts in
spring, its happy end (Krayniev and his friends escaping from fascist Germany
where they had been kidnapped) is localized by the author in autumn, i.e. the sea-
son when important life cycles in nature as well as traditional seasonal agricultural
activities come to fruitful completion, cf. the following fragment where the city
and its dwellers’ activities are depicted as dominated by nature and its seasons
which impose themselves on them: Ocinb nausnra nao Kueceom. Boice scoonoeo
JUCMKA He BUOHO HA WUPOKO PO3KUHYMUX KPOHAX Kawmanig. [onybe nebo oxo-
NIII0E MICMO I, HE38AXNCAIOYU HA PYX MAWUH, TH00ell, MpamMeais, 3a0yMana muua
sucumo Hao syauysamu. ...Ocinb nputiuiia panns, aie na oueo menia (141). Sim-
ilarly, in the end of the second novel «Cruiser» (whose title revoked a Soviet his-
tory icon, the naval cruiser «ABpopa» which was a symbol of the October Revo-
lution of 1917), the fruit-bearing period of «golden autumn» (shown as a warm
and relaxed Indian summer) coincides with the successfull conclusion of the Kray-
niev designer team’s work on a new military aircraft, with the grammatical tense
shifting in this fragment from the past of history to the myth’s panchronic present:
babune nimo niuee nao caoom. Ha noosicoskie aucms kawmawis i KieHié nadae
3010me npominusa conysa. Tenna mna 3acmunac nebo...(278).

In the same novel, the mytho-poetic symbolism of winter is ambivalent in that,
on one hand, frost and snow are shown as natural obstacles that are overcome by
builders of an aircraft plant somewhere in Ukrainian steppe wilderness, in this way
performing a mythological ritual similar to passage rites as practiced in traditional
society?’ (17, 168). It should be noted, however, that, as K.Clarke showed in her
1981 monograph, the North with its snow and ice was reinterpreted by Soviet pro-
paganda as a symbol of hostile forces overcome by the Bolsheviks, hence also a
special symbolic role which was ascribed to Soviet Polar aviation and its achieve-
ments?®; mutatis mutandis, in this novel, too, elemental forces are paralleled with
inner and outer enemies of the Soviet people with whom they symbolically join
together in an effort to try and disrupt Soviet military build-up.

At the same time, the semantics of winter plays yet another two symbolic roles
in constructing and structuring the text-internal world of the «Cruiser» novel. In
the first case, wintery natural elements operate as a background, helping their oppo-
site, the warmth and comfort of home or workplace, to become, in accordance with
the fairly universal meaning shift pattern «physical warmth» > «affection, kindness,
sympathy; cosiness»?’, a symbol (both metaphoric and metonymic) of the security
and protectedness of the Soviet people: 3a sixnom momysae éimep, ane I[lonos ne
36€pMas Ha HbO20 HIAKOI yeazu —y KOHmopi 6yio menio, samuwino... (158). Yainux
Kunie Ha ikHi. binuti cmpymins napu uxoni08aecs 3 Muxum cUCHoMm 3 OipoyKu
6 kpuwyi. Tlopizana pubka nexcana wa mapinyi. Bio eapsuoi bamapei onanenus

27 Clarke K. Op. cit.— P. 168.
2 Ibid.—P. 14.

2 See: Yepnuw T. O. CloB’SIHCHKA JTEKCHKA B iCTOPUKO-ETHMOJIOTIYHOMY BHCBIT-
nenni— K., 2003.— C. 384-421.
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301UMANOCs 820py NOGIMPSL | MUX0 20U0AN0 QipanKy Hao sikHom. Tlonos i3 scanrem
sauunug 0eepi (168-169)); 3aviuina y ceoro kimuamy, MmaneHoKy, 3amuwiny i menmy...
Bcim minom eiouysarouu npuemmny meniomy, niditiwia oo paodiamopa... (218).
Characteristically, the same feeling of physical warmth accompanies the feeling
of belonging to a collective: Kuig 3ycmpie Mapuny nenpusimuo. Micmo 30asanocs
cipum, bezoapsnum. Miynuii Mopo3 npumyuty8as Xxoeamu y KOMip 0oauyus, i momy
aroou medc 30asanucs nenpusimuumu (184), but that was before the heroine got
to know her new colleagues: A xoru nadseuip Mapuna Toxosa sutiuiia na 8yauyio,
sumosuii Kuig 30ascs it samuwnum i npusimnum (188). The allusive reference to a
specific year’s winter, symbolically contrasting it with Soviet home coziness, ad-
ditionally makes foul weather a metaphorical prognostic sign of the unstable and
potentially dangerous international situation in prewar Europe, such parallelism
between separate consecutive or simultaneous seasonal phenomena characteristic
of the semantic structure of the inner form of paremiological folklore microtexts
called prognostic calendar proverbs®’: Hesipna sikace suma 6yna mozo poky, ane
Ys npeno2ana no2ooa Haue niOKpeciosaid, K Xopouie cudimu omax y 3amuuiKy,
sooma, 8iouyearouu Koxanozo nopyu ceoe (234); cf. also: Ilo-ocinnvomy dosecumu i
mpueodicnumu cmanu eevopu (300).

Secondly, the seasonal semantics of winter interacts with the semantics of an-
other natural cycle, that of day and night alternation, in using winter landscape
colors to change the prosaic construction site into something highly aesthetic
and poetic, even magic, yet at the same time expressively symbolic of the world
of socialism as opposed to its enemies, cf.: Koau conye cnyckanocs 0o obpir i,
HEeMO8 8aJICKA PO3NeYeHa KYis, NOGUCALO Y MAUCMIL CUHI, 6ce Ha OVOIGHUYMEI
CMABAI0 YEePBOHYBAMUM, POANCEBO BIOCBIUYBAB CHIZ | SICHOKW 3A2PABOI0 NIOMEHIIU
03epkanvii gikna 2on06noi konmopu; however, the entrance of a negative charac-
ter (a spy) significantly puts an end to this winter sunset magic which gives way
to harsh realities (although, of course, the colors of sunset actually linger for some
time after the sun has gone down): B my mums, xonu @ kabinemi 3’asuecs 1yuxo,
conye saiutno. Obipsanucs 0082i npometi, no2aciu 6azpsanyi 3a GiKHaAMU, 3HUKIA
kaska.... (181). In this way, brightness and colorfulness come to be symbolically
associated with the text-internal Soviet world as its inherent feature which, howev-
er, is suspended in the situation of confrontation with enemies. Likewise, another
spy’s dwelling place, albeit deceptively like any other’s, is marked by an espe-
cially gloomy twilight coloring: Bouu 3atiwiu y Hesenuxy, docums cmaHOapmuo
ymebnvosany Kimnamy. byno 6ins cbomoi codunu, i eycma uopua cyminb 8dice
sansena 6 ycix kymrax (290).

The two cycles, seasonal and daily, jointly provide a mythopoetic background
to another scene, in which two builders, operating on their own late at night
and in the snowstorm, risk their life to prevent an imminent disastrous accident
at the construction site. The situation is shown as difficult and dangerous, yet it
is also represented aesthetically, as a musical piece, cf.: ..[1i0 nopusamu eimpy
KOJICHA (hepma, KodCHA He3aKpiniena OanKa 36yuana no-C0EMY, i ye Cmeopreailo
HenosmopHy mysuxy... (160), and mytho-poetically, as the conflict and struggle
of light and darkness with their traditional secondary symbolic senses and con-

30 €Epmonenxo C. C. Mosa i KyIbTypa: JesiKi TeOpeTI/I‘IHi 1 MeTozonoriuHi npodiemu
JiHrBOCEMiOTHYHOT PEKOHCTPYKLI TpaaMUiHHOT HAPOAHOT MOZIENTI CBIiTy 3 HAHMMHU Iape-
Miil kasieHaapHoro nukiny // MoBa i MOBO3HABCTBO B JIyXOBHIN KyJBTYpi CyCHIIBCTBA.—
K., 2007.— C. 285-302.
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notations®!; in particular, the source of danger is shown as a carrier of darkness
against a brightly lit background: V yexy nanysae xaoc eimpy, ceéimna i mineil.
CHIDICUHKU NPONIMAny 8 C8IMI08UX NOMOKAX | 30a8aNUCA ONUCKYHUMU OPUSKAMU.
Totioanuca nixmapi, i mini konueanucs ciioom 3a numu (161); Panmom eenuuesna
MiHb, 2yCma, axc YopHa, NPOUWLA NO Yexy i CXo8andacs 0ecob Oiisl NPOMULEHCHOT
cminu... Tinb 3108y npotiuiiacs no koncmpykyiax. Tenep eona exce 6yna e oOHa
— Hazycmpiy it 1emina maxa sc memua i 2ycma maca (ibid.)

The mythic symbolism of time cycles also finds its expression in the semantic
structure of text fragments depicting events taking place in the Institute of Strato-
sphere. Whenever these are temporally marked by the narrator, either explicitly
or implicitly, with respect to their position within the daily period, it is invari-
ably the late hour of the evening or even night, so that work there never ceases:
Y kimnami nanysana muwa i cymine. ... Y 0sepi xabinemy xmocov nocmyxas (194);
Banenc 3zatiwos 0o ii kabinemy oonozo nizuvoco eéeuopa (203); Bucoki 0gepi in-
cmumymy 3auununucs. ...byno eoice oyoice nizno (218); bys nizniii eeuip, i mamo-
6l naagonu 3anueanu ceimiom 0osei dopixcku (224); Vci sikna incmumymy 6ynu
oceimaueni. ...Homy eci npayioioms y maxy nizuio 2oouny? (225). The reference
to the 24-hour working day is commonplace in the Soviet literature of the period
(cf. the words of O.Korniychuk «Platon Krechet»’s eponymous character: ...sax y
cmonuyi. Tam ycio uiu 1r0ou 2opsime Ha pooomi! Tax! Ycro niu!..) and should not
necessarily be taken as a hyperbolical means of representing the central place that
work occupied in the life of the Soviet people; Sobko’s character says elsewhere:
Jlymamu npo pobomy — nivoeo kpawo 6 ceimi ne modice 6ymu (237). Yet in the nov-
el, the choice of this temporal feature goes beyond emphasizing the ideological
and political significance of production activities by indicating their unusually
and even unnaturally late time as a common occurrence. Coincidentally, and in
spite of this, the contrast of night and day is recoded in terms of the opposition
of «sacred» vs. «profane», so that ordinary daytime work is differentiated from
extraordinary, exalted, and even magical nocturnal activity*?. Therefore in night
work depictions, the features of coziness, (social) security, and protectedness are
supplemented by those of solemn sacral ritual, with a protagonist participating in
such activity turning into a hieratic person: Yonosgix cudie 3a cmonom y enuboxomy
wiKipsinomy kpicii. Benuke cxkio 3akpueano cmin, noOIUCKY8AL0 Ni0 C8IMAOM IdM-
nu. 3enenuti abasjicyp moyno oomedicysas npomeni. Bonu nadanu na cepeouny cmo-
2V, Ha nanepu, ... menio gioobusanuca y 3010mi eiunoeo nepa. Ha sucoxux gixuax,
HAanig3aKpumux moeCmMuMy Wmopamu, MOpO3 MAI08A48 CKIAAOHI BI3€pPVHKU. ...
Tuwa nanysana 6 kimuami. Hixmo ne xoous kopuoopamu. Y niuniti CnOKiiHil po-
bomi b6yna necnodisana ypouucmicms. Haue namazaiouucey soepeemu ii, 4on06ix
y Kabinemi nepecopmas nanepu oesuymno... (188-189). In itself, such a scenery
of night intellectual work with its oppositon of a brighnty lit desk in the center and
its perifery an otherwise semi-dark room, is naturally loaded with rich cultural,
and therefore positive, connotations, cf. M.Ryls’kyi’s lines: Hiu, ramna, po3oym,
camoma, cHieu nanepy wje HiMo2o, CNOKIiUHA MEOopyoCcmi mpueoed, 8 MOGYAHHI
simkHeni ycma. However it can safely be assumed that for the Stalinist period
readership, the semantics of such solitary night work, especially administrative,
also, and even primarily, had an unambiguous «default» connotation of being de-

31" For mythological interpretations of this opposition, see: CllaBsHCKME IPEBHOCTH:
OTHOAMHIBUCT. cioBaps : B 5 n.— M., 2009.— T. 4.— C. 565-567.

32" On the traditional symbolism of night and nightly activities, see: ibid., 2012.—
T.5.—C. 212-218.
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termined as well as consecrated by the corresponding habit of the Kremlin leader
whose working hours, starting at midday, extended long into the night, this daily
(or rather nightly) routine consequently replicated by top leadership and their of-
fices all over the country. In this way, the image of night as activity time (normally
exceptional rather than usual) implied the invisible, but no less real for that, pres-
ence of Stalin’s image (his visible likeness, a portrait, a photograph, or a bust, was
an invariable, mandatory, and sacral attribute of Soviet work and dwelling places,
like icons were in prerevolutionary Russia). The presupposition of an invisible yet
tangible presence of the divine figure of father, leader, and protector, and its asso-
ciation with the night accounted both for the semantic features of home coziness,
warmth and security, on one hand, and of solemn sacral ritual, on the other.

It is also late at night that one of positive female characters goes to NKVD
to share her suspicions, and there she feels herself so entirely at home that she falls
asleep in the armchair while her nameless interlocutor, a NKVD officer, (referred
to as siticorosutl) relentlessly works at his desk. After that, he remains anonymous
later in the novel, and so does the institution she visits, the narrator only hinting at
its identity by vaguely indicating its location. The officer’s anonymity confirms his
role as a mythic high priest and exalted, indeed almost divine person to whom she
confesses first at their incidental, and then purposeful meeting, and whose sacral
name is a taboo not to be used in everyday profane speech and by those not entitled
to. In the totalitarian society culture of the Stalinist U.S.S.R., naming taboo per-
formed a similar mythic function besides complying with the imperative of total
secrecy: the names of omnipotent and much-feared security agencies as well as
those of their victims were generally excluded from common everyday language?*
as spoken by ordinary citizens too afraid to mention them (except speaking pri-
vately to most trusted ones), and it was only those properly initiated and ordained,
as it were, that were allowed to handle these hot items.

There is yet another episode of nocturnal work, in which the author uses
the mythic symbolism of night as a dark and dangerous period opposed to day with
its light and safety, a period when, to quote Sir Hugo Baskerville, «the powers
of evil are exalted». In this episode, the two heroines of the novel study a myste-
rious explosive in the aircraft plant laboratory. Although the narrator gives the ra-
tionale for their choice of night shift as a time for their experiments («mo0 3aiiBi
JIIOTM He THHSUIMCA 10 Jlabopatopii»), his own motive for doing so is arguably
quite different, being determined by the symbolic connotations of the opposition
of «day» vs. «night» as well as «light» vs. «darkness». The plant is represent-
ed as a locus of light and therefore of beneficial activity against the background
of the dark and dangerous night that surrounds it: Hiu cmae nao Kuesom, nHao
3a8000M, HAO Yinum c8imom. AcKkpago ceimsams HAO yexamu eenuKi iixmapi. ...3a-
600 npayioe pummiuno, nanpyicero, y mpu sminu (14, 268). The lights in the lab-
oratory windows are shown to acquire a special function of a presonified magical
defender of this locus: ...eci 6ixna sickpaso oceimieni i OUGIAMbC 8 MEMPSBY...
K Hacmopodiceri nescunywi oui. Boce dyorce nizno (ibid.) Here, too, the narrator
provides indications pointing to the sacral and ritual character of the two heroines’
actions: Bona obepedicHo, HiOU C8AUWEHHOOIOYU, 3aKPULA 3MIUAHI Deakmueu y
onuckyuiiu cmanesii oom6i (272); ¥ xanamax, 3 6auckyuumu daronamu 6 pyKax,
V nigmempssi 1abopamopHux xopuoopis Hpunka i I'anna camum cobi Hacadaiu

3 Epmonenxo C. C. SI3pIK TOTANMTapu3Ma U TOTAIMTAPU3M sI3bIKa // MoBa ToTami-
TapHoro cycrinsctBa.— K., 1995.— C. 7-15; Garry J. Taboo: speaking // Archetypes and
motives in folklore and literature.— New York, 2005.— P. 114-117.
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AKuxocy cepeonvosiynux anximikie (ibid.) Also, the characters’ comments show
tthat they themselves regard this comparison not entirely as a joke based on a su-
perficial resemblance: Hpunka nagims cxkazana npo ye, i oMU NOCMIATUCST TMPOXU,
npome sikocb cmpumano i nHeoxoue (ibid.) Thus, the locating of this episode in
the dark hours made it possible for the author to use, in constructing the corre-
sponding fragment of the text-internal world, a mythologically conditioned and
symbolically loaded contrast of the semi-darkness of the laboratory corridors,
the brightly white electric light in the laboratory room, and the silence and dark-
ness of the late night, a mythical shelter of dark powers, above the world. It is far
from fortuitous that the experiments made in these circumstances should have re-
sulted in a tragedy, an explosion that took life of one of the heroines (who none-
theless, before her death, manages to reveal the secret of the explosive to her col-
leauge, making in this way her demise a life-giving sacrifice).

So, the structuring of the text-internal world of Sobko’s trilogy is largely de-
termined by parallelism determined by the correlation and interaction of the two
secondary modeling systems (or «cultural codes») within the inner form of the tril-
ogy texts, one of them being the contemporary communist ideology, in particular
the norms and requirements of socialist realism, and the other much older and at
the same time panchronic, the mythology of nature’s temporal cycles. According-
ly, the linguistic representation of the plot line and its physiogenic background
in the narrative involves an author’s idiom that, reflecting realities, both actual
and ideological, of the life in the Soviet Union, also conveys existentially deter-
mined universal and timeless mythological senses and connotations ever present
in everyday thought and vernacular. Arguably, it was because of the orientation
of the trilogy as well as the thriller genre in general to the mass readership, that its
author had recourse to these as well as semantic parallelism as a feature of the in-
ner form of his novel texts. On the other hand, it is possible that in doing this, he
was influenced by his own linguistic-cultural background, in particular the lan-
guage of Ukrainian folklore and poetry. Thus, in studying the language and style
of a thriller or, for that matter, of a literary work of any other genre, one should
anticipate, and accordingly take into account, the possibility of multiple cultur-
al code presence in their semantic structure as well as their interaction, and so
should have analytical tools capable of identifying and analyzing these codes and
their interrelation and interaction. This, in its turn, can provide valuable insights
into symbolism and stereotypes characteristic of a given community's culture as
represented by its language.

€PMOJIEHKO C. C.

MI®O-TOETUYHA CUMBOJIIKA Y BHYTPILIHII ®OPMI TEKCTIB
YKPATHCBKOI PAISIHCbKOI IPUTOJJHULILKOI TPO3H

VY crarti Ha Marepiani Tpuiorii Baguma Cobka «30psiHi Kpuiia» 31iHCHEHO aHai3
pouti, mo i eleMeHTH Mi(OIOeTHYHOr0 MOBHO-KYJIBTYPHOTO KOy BiJIIIpaloTh y CEeMaH-
TUYHIN CTPYKTYpl BHYTPIIHBOI JOPMH TEKCTIB YKpaiHCHKOI pajiTHCHKOI MPUTOJHUIBKOT
npo3u. [lokazano, 1110 MOBHE KOHCTPYIOBAHHS BHYTPIIIHBOTO CBITY TBOPY i CFOXKETHOT JIi-
Hil BijoOpakae B coOi iCTOTHI pHUCH TPaAMLiHOI Mi(OIOTIYHOI CUMBOIIKH TPUPOIAHUX
LIUKITIB.

KnrogoBi cmoBa: Mi(), cCHMBOJIiYHA CEMaHTHKa, YKpaiHChKa MOBA, JIiTEpaTypHHUN
TUCKYPC, IPUTOAHAIIBKA TIP03a, MOBHO-KYJIBTYPHHUH KOJ, 1€0JIOTisA, BHYTPIIIHA (hopMa
TEKCTY, TTapaJieli3M.
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