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Summary. The associative conceits, evoked by a concrete
image in an author, a reader, or a speaker of a free-verse
lyrical work, often get divergent, bearing a resemblance to
the complicated system of concentric circles. However, they
would converge on the certain level of perception, owing to
the fact that the coincidences of associative fields are able to
reveal the archetypal content of initial images.

Establishment and development of the problematic circle in
Ukrainian free verses ofthe 20" —the beginning ofthe 2 1*'century
can be described by combinations of urban and rural elements,
setting up and solving the existential binary oppositions,
reflections over the national renaissance of the homeland,
and personification of nature. This was what has conditioned
the openness of free verse form to artistic synthesis. There
is impossible not to notice the echo of impressionistic arts
in the up-to-date interpretations of landscape lyrics in free-
verse works of the period analyzed (written by M. Semenko,
V. Polischuk, R. Kudlyk, and I. Andrusiak). Particularly, it is
expedient to talk about the combination of painting (showing
an object under various angles and lighting), poetry (operating
with a large array of tropes and figures to fix the impression
and to suggest it to a reader), and music.

Therefore, the artistic imagery of a poetic work synthesizes
the visual and audible component in its intonation dimension.
This will significantly enlarge the volume of esthetic
information, together with the speaker’s emotional attitude
which s able to suggest an image expressed in apoemto areader.
To reach the proper acoustic effect, poets use the ideophones (or
onomatopoeias) and puns connected with them to create either
overt or latent metaphors, constructing the image of a sounding
thing or entity. Sometimes onomatopoeias get substantiated
in poetry, taking even the role of subjects or predicates. This
can not only create the audible artistic conceit, but also give it
a sense-making function. This way the poet can concentrate
any audible element to ‘a point within an idiom,” activating
the imagination and artistic thinking of a poem’s addressee.

Key words: Ukrainian poetry, lyrics, free verse,
onomatopoeia, image, nature, synthesis.

Setting up the problem. Ideophones (another term for
onomatopoeias) used in a poetic work help an author or a recipient to
setup the image of any sounding thing or entity [3, c. 121]. According
to Ivan Franko, the sense of hearing allows cognizing the wide arrays
of some transient, imperceptible, volatile phenomena, and the wide
arrays of defiant and strong shifts that strike human souls [9, c. 80].
Although the onomatopoeias (and interjections as a whole) are not
the valuable parts of a sentence, they sometimes get substantiated
in poetry, taking even the role of subjects or predicates. This can
‘not only create the audible artistic conceit, but also give it a sense-
making function’ [10, p. 99]. Such a means is frequently used in free

verse language, compressing the whole world reflected in it to ‘a
point in a syntagm’ and therefore activating the attention of a lyrical
poem addressee.

Analysis of the up-to-date researches and publications.
The onomatopoeias as the means of lyrical image-making are
still remaining under discussion of linguists as well as of literary
critics (Yevhen Adelheim, Thor Kahcurovsky, Nataliia Kostenko,
Anatoliy Tkachenko et al.). The main conclusion is this: from
the very beginning of the 20th century, Ukrainian poets, particularly
the free verse writers, took the onomatopoeias and subsequently
posed them as the sophisticated imagery complexes. The latter have
got the subsequent definitions in scientific works: phonic mimesis,
the simple reproduction of the sounds of nature (twit-twit, jug-jug,
bow-wow, meow, cuckoo, chirr, bang, slap, ding, dong, hiss, hush, tick-
fock etc.): onomatophony, the more complex stage of combination
and using the words which are onomatopoetic in shape but
independent in sense — nouns, adjectives, verbs and so on (fo meow,
to cuickoo, to chirr, to tick, a chirrup, a slap, a bang etc.); phonopoeia
(Greek phonos — the sound and poeia — the made, something made
of the sound), the achievement of the proper acoustic effect in
varying and combining the words which are not onomatopoetic but
suggest the illusion of sounding by special phonemic background —
alliteration, assonance etc. [See 3, ¢. 121; 8, ¢. 312; 11, p. 54].

Formulation of the purpose of the article. This work is aimed
to confirm the onomatopoeias the factors of renewal of the elements
of ancient Slavic pantheistic worldview in contemporary Ukrainian
poetry, including free verse as the sample of spontaneous poetic speech.

Results and discussions. The early 20" century poets —
futurists and impressionists — were the first to widen the functions
of onomatopoeias to the level of a self-dependent word.
Consequently, the phonic mimesis as the initial dimension of phonic
imagery became the main artistic factor to show the sounds
and movements of an environment and to project them on
the author’s internal reflections and impressions. This was the way
for the writers to create the images of both the urban and the rural
space, which were ‘crucially important for the literary process in
Ukraine’ [10, p. 100] up to now.

The urban landscape, which was conceptual for Ukrainian
futurist poets, can be represented in the works by Mykhail” Semenko:

Pfif / puffin’ and sniffin’ / ssssh / noisily hissing behind
the machine...

cough cough cough

!'and You [“The Poem.” 7, c. 149; all the quotations from poems
are hereinafter translated by the author of this paper].

The rural images are prevalent in free verses by Semenko’s
contemporary, Valerian Polischuk, the poet usually related to
constructivists:
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3 keadposux pamyaxie / Cniwams GONHCITKY 00HA O OOHIL:
b3ym, 63ym —/ Boapse xooicna, eunimaiouu 3 oukd,

Y kompynedyms 3 HegUOUMUX CIIPYH,

II]o nepemseneni 00 neba 0o 3emii, MO8 Ha YUMOALAX —
He omuHeu HisiK, w00 He yoapum...

Out of the square frames / The bees are hurrying one by one:

Zoom, zoom -/ Flying out of a hive, a bee is hitting

A certain invisible string

That s pulled from earth to heaven, like a dulcimer —

There is no way to pass it without hitting [“The Apiary.” 6, c. 143].

Starting from phonic mimesis as the initial image-making
force, the poets had reached the most complicated syntactic level
of interaction between onomatopoeias and non-onomatopoeias,
which can be called ‘phonopoeia’. For example, in M. Semenko’s
poems it looks like this:

Ocinb i ocinb

Twe pas ocinp

[ a1co6me nucms 3mimae 6 ckéepi cmopodie

... 4 6PAHYL myman

HibU CIpi 2ycu 6Kpuau Micmo

Kpa Kpa

oCiHb cmapa Kapea

autumn and autumn

and autumn once more

and a watchman is sweeping the fallen leaves out...

and fogy § the morning

as if the gray geese have covered the city

Crow crow crow

autumn’s a real old crone [“Autumn.” 7, ¢. 272-273].

Imitation of crows’ voices (crow crow crow) helps the poet create
the semantic field that includes the sonic conceits ‘morning,” ‘gray,’
‘covered,” ‘real crone’” and gets closed in an ironically intoned last
line, ‘dayte pozhalusta prykuryt” (‘Light me a cigarette please.”)

The onomatopoeias from the animal world occupy the very
significant place in Ukrainian poetry up to nowadays. Showing
the natural environment in mobile sensory images, the characters
of any literary work try not only to reproduce the sound of a favorite
entity (purling of a stream, chirping of birds, buzzing of insects,
barking of dogs, meowing of cats etc.), but also join themselves
symbolically to the life of nature.

Valerian Polischuk took the onomatopoeias from nature as
the key compositional means of image-making in his late free-verse
works. Besides The Apiary cited before, there is one more brilliant
poem, The Crickets:

Ak nosen ap — menodia 3gyuumv: / To npodyroms Ha ueiinmy
YGIDKVHU

Pancodiro seceny — / Trop-p... miop-p...

Full is the plain — the melody s resounding:

These are the crickets trying to play

A jolly rhapsody on flute: / Chirr... chirr... [6, c. 53].

The sonic images are here functioning in creation of a semantic
field ‘human — nature’:

Liopxouyme, / Hemos yropxom bixcums oe Mo10Ko 6 OitiHuyo...

[ chumwcs, / Lo mo nepedocinuiii 2yn

(B nonax eynse cepnens)...

Chirring all night away, / As if the Stream of milk is running to a pail...

I'm dreaming / There was a before-autumn humming

(August is walking thro the fields).

The essential function of the sonic image presented in the poem
is to involve the other sensory conceits into the symbolic trinity
‘human — nature — civilization’:

LgipkyH... cniea cobi, cuznanizyiouu, AK ickpa padio,

140 82ICe O3UMNCHUMb MAM Y CBIMI...

A sin (ygipxyn) menezpagye:

Tiop-p... // Trwop-p... // Twop... miop... // Twop-p... / [ max dani.

A cricket... keeps on singing,

Signaling just like sparks of radio

Pouring its buzz into the air...

And lo, a cricket is telegraphing:

Chirr... chirr... chir-chir... chirr.../ Et cetera [6, c. 54].

Another example (a quotation from Polischuk’s The Early
Spring) gives the synthesis of phonic mimesis and phonopoeia,
which could be reproduced like this in translation:

[igni 6 nosimpi n'anim / Hcui 20n0cu

Ilpocmazyroms KpuwmansHumu nOIAMU.

He nponade niede ui wiepx, Hi cmyk...

Tymyxa osmern 6 cyx.

The roosters in the drunken air / Are spreading their clear voices

Above the crystal plains...

Neither the rustle nor the knock is lost somehow ...

A woodpecker s tock-tocking at a bough [6, ¢. 55].

In Polischuk’s work with an eloquent musical title, The
Forest Singing (which can be interpreted as an allusion to Lesya
Ukrayinka’s The Forest Song), the voices of nature embodied in
words make a contrast with the sounds of personified machines.
This appears to be a symbol of the constant diffusion between
the worlds of nature and human:

Tpiwamb cyxi wwuku nio documu Ho2amu...

3natiomuti 20pTUHKU MOMUG,

o decw knonouemncs, skaadarouu dimetl HenOCUOIOWUX HA HiY,

Jlockoue 20pno...

3aporomas do 6opy, we i CBUCHYE HA KOHSL

Kozax-noxomomus...

Dry cones are cracking under bare feet...

Lo, a familiar tune of a turtle-dove,

Who fusses somewhere, making her fledglings go to bed,

Tickles her throat...

And over there, the Cossack-locomotive

Roared o the woods, and whistled ‘saddle-up’... [6, ¢. 57].

Euphonic sequences of sounds that evoked the speaker’s wish,
‘if the sky was gilt / by this clear day / to see the Nature well’ («ujob
Hebo 3onomug / e scen denv, / I1Jo6 dauumu npupody»), have
reached their iconic embodiment in a formally and substantially
symbolistic ‘voice of heart’;

«Hauwo mobi dymox maka niemins, / Ko ye mino,

Bce minoku mins, / Ak wenecmu invxosi

1 0yx ocuxogux conookux 10nomins)...

Why do you need to join the senses in a braid [ While it’s
a shade,

Only a shade, / Just like the alders rustling

And aspens sweetly smelling on a glade’[6, c. 58].
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This synthesis of pure onomatopoeias and sonic game with self-
dependent words is reflected in the entire poetic cycle, The Nature,
which is a part of Polischuk’s poetic collection with a profoundly
symbolic title, Radio v zhytakh (Radio in Rye Fields).

Birds were considered by the writers the live symbols to express
the flight of time, the connections between human and nature. An
image of a bird s closely tied to the element of Air, and therefore
the birdsong, transcribed in the poetic narration by sounds of human
speech, gets identified to the natural meta-language.

Forcomparison: the representatives of Russian ‘Silver Age’ wrote
the highly-artistic works based on the sequences of onomatopoeias.
One of them is the below cited excerpt from Zia-zing, a poem from
Vasyliy Kamenski’s book Zvuchal’ vesneyanki, which is quite
an interesting field for experiments in poetic translations. It is also
to note that ‘the name of the entire poetic collection is supposed
to be created of two contaminated Russian words: first, ‘zvuchat,’
to sound, plus ‘pechal’, sadness; and second, ‘vesna,” the spring,
plus ‘-yanka,” a Slavic female suffix for the names of nationalities,
professions, and statuses’ [10, p. 101]. Therefore, we can interpret
this title as Soundess of a Springwoman:

Hua-yuny-ysunvro-yuii

Lsunvio-yuii-yui-miopnv-io —

Jlenv-0ennbcroll 1o GepesHuy 360HKOMY

Kax y bBoorcuux patickux deepeli

Hnu xax y ucmoynuxa padocmeil

Crbluthbl IMAUER TECHbIX 20710C4...

Zia-zing-zwillio-zie

Zwillio-zie-zie-turr-liu —

Day by day in the green ringing birches

Like near God's Gates to Paradise

Or like next to the source of joys

Hear the re-sounding voices of birdies [2, c. 80].

From thence, the traditions of onomatopoeic writing initiated
by futurists and impressionists in 1920s-1930s have been creatively
interpreted in Ukrainian ‘shistdesyatnyks’ (the poets who made
their debuts in the 1960s) lyrics. The method to use the birds’ voices
with good effect can be epitomized by Roman Kudlyk’s poem
“Tvorchy Den’ (An Inspired Day) that has got the ironic intonation
in V. Polischuk’s manner:

Jipux Jowosuti Xpooak / Ceoim nucemom nikmoepaghiynum

Hamxnenno meopus conen...

“Ko-xo-xonireanna! [laciam!” — / obypusca Kpumux
Kozym...

Earthworm the Lyric / Was inspiredly jotting down a sonnet

By pictographic characters on sand.

“It’s co-co-copying! Its plagiary!”

Rooster the Critic clucked with disguise...[4, c. 26].

There would be no exaggeration to say that Roman Kudlyk
has intentionally used the dialectal West Ukrainian word ‘kogut’
(a rooster) instead of a literary ‘piven,’ to make an internal rthyme
with an onomatopoeia ‘co-co.” The latter, having been immediately
transformed into a valuable word, appears to be ‘a conceptual
means to stenograph the ‘replicas’ uttered by other birds’ 5, c. 295]:

Topobeyb-noniziom... nepexiadag Ha accupiticbky Mogy

«banady npo desokcupubonyKieinosy Kuciomyy.

«l'e-ce-ee-nianvho, — 3arenromanu I'ycu...

Kpawe, nixc 6 opuci-ci-ci-naniy.

A Sparrow polyglot... was  translating the ‘Ballad
of Deoxyribonucleic Acid’into Assyrian language.

‘Gla-glamorously genial,’ cackled the Geese,

‘Far glo-glo-glossier than in an original.”

A hyperbolized ‘death of arts,” embodied in the figure
of the narrator’s wife, gets onomatopoeic as well:

Max-max (mitnor. —H.H.)—/1lo nikmoepahii, / o knuronucy,

o momymenmy ckasHomy...

«l'e-ce-ce-pocmpam y cnionuyi, — / 3otiknynu Iycu, —

Tu-eu-zu-ne mucmeymeo!y

A wave, a wave (with a broom. - N.N.) -

On the pictography, / On cuneiforms, / On glassy monument...

‘Ge-Gerostrates skirted, ’yelled the Geese,

‘Go-go-go-gone’s the Art!’[4, c. 27].

In Kudlyk’s verse, the contradiction between ‘the poetic’
and ‘the quotidian,” well-known from Romanticism, is solved in
the favor of the latter — as the woman said, «Mooice, kunew ceoro
nucanuny? / Hpunic ou ninwe soouly (‘Well, put your scribbles
aside, / You'd better go and bring some water!”). This is the fact
that makes a speaker utter with desperation, «Crnpasdi, / eune
mucmeymeo!» (The art is really gone!).

Furthermore, the represented way of image-making has been
actualized in poetry by Ivan Andrusyak, our contemporary. However,
this poet managed to create a strong counter-point (Wendepunkt) out
of the onomatopoeias only, which observation allowed us to define
the following verse work, Impossibilities of Language, the ‘verse
novella’ [10, p. 101-102] and therefore to recite it wholly:

Jug jug jug jug / twit twit / twittio

and again: / tit tit tit tit tit / chirrup
and buzzzzzzzzzz — a bug
and so on: / twit twit twit / twittio

eh ['wish I saw just one of them / but no — 1 see only a bug
yet the bug’s the one I do not want to talk to

cause my oh my / what would I say to the bug?

Just think a little.... [1, ¢. 7]

Conclusions. The analysis of verse works with onomatopoeias
for the main factors of image-making allowed us to conclude that
the greatest attention was paid to them, first of all, by the early
20th century poets — futurists, impressionists and constructivists.
It is quite evident that impressionists, trying to catch the moment,
were concentrated on visual and sonic images in motion; moreover,
futurists and constructivists as almost similar poets in style gave
the onomatopoeias the prominent role in their works (sometimes
composing the whole syntactic periods or stanzas of them). The
onomatopoeia reveals the experimental nature of a separate
poem, so that it confirms the continuity of language development,
particularly in the field of expressing the nature in sensory images.

The further synthetic studies of semantics of onomatopoeias
in Ukrainian poetry (the shistdesyatnyks, or the poets of the 1960s,
and post-modern writers) will allow observing that the deeper
an author gets into the internal form of a word (first of all, dissociating
it, or creating the acoustic effect by sequences of the similar sounds, or
combining an onomatopoeia with a self-dependent word), the wider
becomes the range of the meanings of a certain cultural conceit.
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Therefore, the phonic themes completing each other throughout
a poem are finally integrating into a full-sounding symbolic
picture that is reflecting the large array of human spiritual activity
and the versatility of the entire human life.
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Haymenxo H. B. 3BykonaciinyBanHus
YKpaiHCBHKOI Mmoe3ii B acMeKTi CHHTe3y MUCTENTB

AHoTauis. Acouiaiii, sk 00pa3, BUpaXCHUH KOHKPETHUM
NOHATTSIM, BUKIMKAaE B aBTOPA, PELUIIEHTAa W JTIPUYHUX

cy4acHoi

MEPCOHAXIB BepIiOpoBOi TOe3ii pi3HI TOYYTTS, SBISHOYH
co00K0 CKJIQJHYy CHCTEMY KOHIICHTPHYHHX Kil. AJse Ha
MIEBHOMY PiBHI CIIPUHHSATTS BOHU 30iratoThes. AJKE Ha CTHKY
aCoI[IaTHBHUX IOJIiB, TBOPEHHX JOBKOJIA 00pasy, BEJIbMH YacTO
MIPUXOBYETHCS IEPBO3/IAaHHE — apXETHITHE HOTO 3HAYCHHSI.

CTaHOBJIEHHS Ta PO3IINPEHHS TPOOIEMaTHKH YKPaiHCHKHX
BepniOpie XX — mouarky XXI cTOMTTSI — TO€IHAHHS
ypOaHICTHUHUX 1 PYCTHKAIBHHX EJICMEHTIB, I[MOCTaHOBKA
Ta PO3B’s30K CK3UCTCHIIHHUX OIHAPHUX OMO3HUIIH, pediekcii
Ha TeMY HaIlliOHAIBLHOTO BiPOIKEHHS KpaTHU, OyXOTBOPEHHS
MPUPOAM — BH3HAYMIO BIJKPHUTICTH BUIBHOT (QOpMHU 10
B3aeMOAIi MHUCTEHTB. Y BUIBHHX BIpIIaX [TaHOTO MEPIOIy
(aBropu — M. Cemenko, B. TTomimyk, P. Kymiuk, I. Auapycsk),
HEMOXITBO HE TIOMITHTH BIATOJOCOK IMITPECIOHICTUYHOTO
MUCTENTBA — KHMBOIHCY, OHICIO 3 PHUC SKOTO € 3MallFOBAHHS
00’€KTa TPUPOJM I PI3HUMH KyTaMH 30py H y pi3HOMY
OCBITJICHHI; Moe3ii, ska y crnpoOi 3adikcyBaTH BpaKCHHS
Ta IepeaTy Horo peuITi€HTOBI, ONIEPY€ BETUKUM J[ialia30HOM
300pakaIbHO-BUPAXKAIBHUX CJIOBECHHUX 3aco0iB (Bia ¢iryp
HEJJOMOBIICHOCTI JI0 BEpIIIOPOBOTO TEMIIOPUTMY), T MY3HKH.

OTxe, XyOOKHS MOBa BiplIa Ma€ CIpUAMATHCS SK
Bi3yallbHO, TaK 1 Ha CJIyX, B IHTOHAIlIiHOMY 3By4aHHi. Lle
3HAYHO TMOCHITIOE 00CST €CTETHYHOI iH(OopMallii, JoAaun 10
Hel eMOIIiifHe CTaBIICHHS MOBIIS Ta CyTeCTYIOUH HOTO YATAUEBI.
3au1s1 TOCSATHEHHST aKyCTHYHOTO €(DEeKTy MOETH 3BEPTarOThCS
JI0 OHOMATOIIEH Ta IOB’S3aHUX 13 HUMH KalaMOypHHX CIIiB,
TBOPSYH MPsIMi 200 MPUXOBaHI MeTaoOpH, 3a JOMOMOTOK0 TKAX
y peUHMIieHTa CTBOPIOEThCS 00pa3 MmeBHOI pedi abo icToTH,
sIKa 3BYYHTB. [HO/I 3BYKOHACIIyBaHHSI CYOCTaHTHBYIOTHCS,
BUCTYIIAIOYM B POJI MigMeTa abo MPHCYIKa, 3aBISKH YOMY
MiJIHOCUTBCST TXHS €CTEeTWYHA PONb — He JIMIIe CTBOPEHHS
3BYKOBOTO 00pasy, a i HaJaHHs HOMY CMUCJIOYTBOPIOBAJIbHOI
¢byukmii. TakuM TPUIHOMOM TOET 34aT€H CKOHLEHTPYBaTH
CBIT JI0O «TOYKH B CHHTArMi», THM CaMUM aKTHBI3YIOUH yBary
Ta XyAO0)KHE MUCIICHHS apecaTa JIipUIHOTO TBOPY.

KarouoBi ciaoBa: ykpaiHcpka mmoesis, Jipuka, Bepiiop,
OHOMarores, 00pas, MpUpoja, CHHTE3.
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