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Abstract. The article discusses issues associated with identifying the authorial style of modern
Ukrainian writers with an emphasis on trends in the development of a renewed writing manner.
The author analyzes changes in fictional discourse in general and in the idiostyle of particular
authors, which allows for the possibility of identifying patterns in the modernization of stylistic
devices, the renewal of imagery, the development of novostyl".
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1. INTRODUCTION

The authorial style of fiction writing is complicated to study due to a number of linguistic factors:
there is no delimited set of necessary and sufficient expressive markers for identifying the
characteristics of an author’s writing style; there is a need to generate a set of stylistic features which
will distinguish the texts of one author from those of other authors; it is necessary to develop a
theoretical and methodological framework for describing the uniqueness of an author’s movostyl within
a literary trend; there is a need to provide principles for a comprehensive approach to systematizing the
features of authorial diction. In this respect, quite symptomatic is the experience gained by the 20th-
century Ukrainian linguists who wrote a series of fundamental papers about the language of literary
classics and their famous contemporaries [1; 11]; these studies give a rather comprehensive description
of the lexical, morphological, and syntactic phenomena, as well as expressive devices found in the
language of the writers who adhered to the artistic frameworks of their time, reflecting generally
accepted literary norms.

Over the last few decades, linguists have explored a range of issues related to the stylistic diversity
of fictional discourse primarily on the basis of a corpus of Ukrainian classical works of literature; there
have emerged studies on the movostyl of those authors whose works either did not use to be a focus of
research or were presented from a vulgar sociological perspective; yet, no consideration has been given
to the numerous aspects of individualization, or specification, in the language and style of writers.
Recent studies on the stylistic features of modern authors marked by an original writing manner have
opened a novel perspective on the linguistic and literary movement (see, for instance,
S. Ya. Yermolenko's article about the individual style of Ye.Pashynskyi, a representative of novostyl
[5, p. 209-222]).

* Transl. note: novostyl is a transliteration of the Ukrainian term xosocmuab, which means a new style.
* Transl. note: movostyl is a transliteration of the Ukrainian term aosocmuv, which means language style.
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There is growing interest in how an individual style reflects the psychological basis of national
identity, how an author’s self-expression reflects the characteristics of a national mindset. A writer’s
associations and judgments, provided they are self-sufficient and unique, reflect, in one way or another,
the language-mediated aspects of viewing a fictional world. From a topical perspective, authorial style
must be examined within the context of modern objectives of a fictional narrative, which have arisen
from the need to make a stronger impact on the reader’s conscience, to establish priorities for a national
language in literary art, and to introduce new literary norms. This article is intended to illustrate the
novelty of modern Ukrainian narrative and to affirm the emergence of novostyl in language-mediated
thought.

As O. V. Kulbabska notes, “increased interest in the individual features of writers” diction, in the
reflection of the category of authorial individuality in a text has resulted in research on authorial style
being regarded as a new branch of linguistics — idiostylistics, whose research findings identify the role of
a writer in shaping the norms of a literary language, developing it and defining certain periods of its
existence” [11, p.9]. An idiostyle expresses individual features found in an author’s narrative art, i.e. his
or her stylistic specification, whereas an idiolect characterizes the typical features of movostyl, which
coordinates with linguistic personality, linguistic worldview, and linguistic type.

Modern Ukrainian fictional narrative writers have been making an increased effort to create a novel
writing system; they have at least partially abandoned traditional textual forms, adopted modern
expressive devices, involved novel word-formations, extended the scope of a literary norm, explicated
living colloquial language. The change from the classical literary paradigm to novostyl has made way
for modernist, postmodernist, naturalist, and other trends in the literary movement; elevated narrative
art to the level of renewed language-mediated thought; caused a shift in the addresser-text-addressee
relations, thus leading to readership division. The renewal of literary movostyl has also prompted a new
perspective on characterizing original authorial writing, subjectivizing narrative manner, and opening
prospects for objectivizing novostyl.

Owing to the changed perspectives on the movostyl of modern writers, it is necessary to provide a
more accurate interpretation of an individual style, which is commonly defined only as “a set of
linguistic expressive means which have an aesthetic function and distinguish the language of a
particular writer among others” [6, p. 304]; in fact, in order to identify a particular author’s style one
must consider what defines their role in reflecting cultural, cognitive, psychological, and social aspects
of discourse; their contribution to shaping a linguistic worldview, a culture-specific language style.
Authorial style is a complex construct in a multi-dimensional linguistic framework.

2. ANALYSIS AND DISCUSSION

In order to identify an author’s individual style, it is necessary to explore not only the linguistic
aesthetics indicative of the fictional discourse of his or her epoch but also the original, novel markers
with which the author has enriched the art of fiction writing. Authorial diction has traditionally been
studied through fiction texts written exclusively by “great masters of literature” despite the fact that
there is no conclusive approach to differentiating between “a famous master” and “a non-master”;
moreover, and it is hardly necessary to provide such a differentiation considering that there are
numerous instances of “little-known” authors writing outstanding pieces of literature. For instance,
literary works of young writers can sometimes show new trends in the development of movostyl more
prominently than the texts of renowned “traditionalists”. Though the discourses of postmodernist
authors may vary in terms of literary significance, they show distinct features of novostyl, which are
worthy of being explored and interpreted as indicators of a renewed writing manner.

The issues associated with an individual style lie within the scope of the writer-reader relationship;
the addressee normally has a passive role in text formation — he or she is supposed to grasp the
meaning of texts, comment on them, explicate implicit (omitted) information and so on; the practice of
communicating with a particular reader (but not with the readership as a whole) in such a way creates
an intimate, subjective tone indicative of a “modernized” style. In an effort to come closer to the reader,
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the author may establish themselves as the I-narrator; this boosts the reader’s trust in such
communication; the author’s intentions are reflected in his or her diction while being influenced by an
“invisible” recipient.

Intersubjective relationships between the author and the reader, who are dependent on each other,
are reflected in representing information implicitly or omitting parts of utterances with a view to
urging the addressee to guess; such a text often contains a coded message left for the reader to decode.
A particular style is created through combining two narrative planes (explicit and implicit) and
realizing both the author’s and the reader’s intentions. Examples of hidden meaning are contained, for
instance, in Ukrainian free verse, which sometimes takes a great deal of effort to interpret [see: 10]. Let
us compare:

Y xeimmi

(In April)”

10 0iAOMY HeDY 6UULHEE020 MOAOKA

(in a white sky of cherry red milk)

ATMAIOMb 30A0MI NIMULI.

(golden birds are flying).

3oromi nmuyi daxis.

(Golden birds of roofs).

Bonu noaimatomo-noAimaromo

(They will do some flying)

i, K 20AY0U, 3106y Cidaromv HA Xamu.

(And, like doves, sit down on the cottages again) (V. Holoborodko).

Golden birds flying in a white sky in April are supposed to evoke elation, love, joy. Considering that
“poetic meanings, like meanings in general, are situational and personality-specific” [7, p. 182], we
must interpret obscure metaphors as hidden conceptualization.

Attempts to obscure the meaning of an utterance through understating or hiding its “internal form”
often seem artificial, like a play on words; the stylistic homogeneity of such techniques reduces their
attractiveness; the following postmodernist text is marked by increased intensity of paralinguistic cues

7

intended to evoke an emotional response in the reader:”????7?7?7??2222?” — sanumas Ileppeyoxuii. “...” —

(Yu. Andrukhovych. Perversion). By contrast, some of the author’s other discourses have a different
stylistic effect; for instance, a fiction text can be a mere description such as a sketch which does not
separate the author’s speech from that of the characters and is marked by a limited use of figurative
devices, cf.: Cyd, kpim mozo, 6i0m06uU6Cs 6paxosyéamu cidueHHs nidcydHoz npo “morvdapcvie sakasmms’”,
axe Jilulos 6UCHO6KY npo JouirvHicmb ncuxiampuunoi excnepmusu. Modernité, axy max o06oxHiosas Mapio
[onspay, obepryracsa — céoim — 360pomHUM — 0OKOM — —  YCe3HAUCLKUM — ANAOMOOM 1  CKencucom
(Yu. Andrukhovych. Kokhantsi yustytsii) (The court, among other things, refused to consider the testimony of
the accused about “a molfar’s™ spell” but reached the conclusion about the viability of a psychiatric expertise.
Modernité, which Mario Pongrats adored so much, showed its reverse side — omniscient aplomb and skepticism
(Yu. Andrukhovych. Lovers of Justice). The above-given extract contains many bookish words and
phrases - spaxosysamu ceiduents (to consider the testimony), Oiiimios eucrosky (reached the conclusion),
ncuxiampuunoi excnepmusu (psychiatric expertise), anaombom i cxencucom (aplomb and skepticism) as well as
the Latin borrowing modernité; the reference to a molfar’s spell reflects the Galician origin of the text.

The author’s ambivalent relationships with the reader are reflected in the tone of the narrative
through a variety of devices such as implicature, ironic mockery, reduced pathetic appeal; such a
manner presents a challenge to traditional figurative language. Such exertions can sometimes produce

* The paper is intended to illustrate the specifics of the Ukrainian language. Henceforth the translations preserve the content of the
original, but not its morphological, semantic, syntactic, or stylistic properties.

* Transl. note: In Hutsul culture, a molfar is a practitioner of folk magic.



54 Vitaliy Kononenko

a sarcastic effect, for instance when giving a critical evaluation of the political elite and common
ideological notions:

Onpomusiro Oymo yKpairiem

(I'm sick and tired of being a Ukrainian)

3anuuyco 6 XoxAuU

(I'll get registered as a khokhol”)

€ maxa JU60sUXHA HAYIA

(There’s such a wonderful nation out there)

I Aucuii 6ona 6cs wybama

(I'm bald they all have forelocks)

3anuuyco mamumy wyoa.

(I'll get registered, grow a forelock) (I. Drach).

While reading between these sarcastic lines, one can trace a suggestion of anxiety, alarm: what does
the future hold for our opposition to anti-Ukrainian attitudes?

In an effort to provide a contrast to grandiloquent writing style, modern authors draw on
techniques of linguistic poetics such as parody, allusion, antinomy, and so on; noteworthy is the
authorial approach to ironization. To illustrate, O. Zabuzhko’s prose contains numerous instances of
firm condemnation of certain attitudes; the author explores publicistic style. Compare: I ne 0ys mo
aominicmpamuenuil pax’ (4K KOMY CMOPOHHLOMY, ule 1 He HAJMO MAMKOMY, MOzA0 0 eudamucs), awi,
MUM MeHule, HaMAZAHHA CHACMU BAACHY WKYPY (4K 6unadaro 0 6UCAOSUMUCS, KOAU O He 1npo dimeil Mo6a), a
MIADKYU Spa, 6CenepemMoxkHa Ximb, Xail i 60cmarte, a maxu mamu /lenuyo — HaéepHeHoto i po3KAAHOI0, PesHO
Oaazarouoto npowgennsa 3a 3pady (O. Zabuzhko. Divchata) (And it was not administrative zeal (as it might
have appeared to an outsider, not a particularly smart one at that), and even less likely was it a desire to save her
hide (as it would have been appropriate to describe had it not been about the children), but rather an ardent,
overpowering drive to have, even though it might be the last time, Lentsia come back all the same — remorseful,
begging forgiveness for betrayal) (O. Zabuzhko. Girls). On the one hand, the above-given excerpt contains
a number of publicistic phrases such as adminicmpamusnuii pax (administrative zeal), écenepemoxna ximo
(overpowering drive), 6aazarouoro npowserins (begging forgiveness); on the other hand, there are colloquial
phrases such as ne nadmo mamwxomy (not particularly smart), namazanns cnacmu éracny uixypy (a desire to
save her hide); the syntax is extended with comment clauses, which transfers the narrative to the rank of
a magazine article.

A manner of style has lately been viewed through the prism of “male-female” texts, which entails
the existence of linguistic and aesthetic standards indicative of a Man’s and a Woman’s intonations,
including those in a man’s narrative about a woman and vice versa; there is a general tendency towards
recognizing “the absurdity of regarding ‘the male” and ‘the female” as identical” [2, p. 220] at the level
of discourse. A study of a “male” and a “female” writing manner is associated with numerous
theoretical reservations. Firstly, there arises a problem of identifying “a male style” and “a female
style”: their characteristics, differences, and indicators at various levels of language structure, as well as
the proportional representation of figures of speech, expressives; secondly, a male or female style
manifests itself in first-person narratives more prominently than in texts where the narrator is detached
from the story; thirdly, in some communicative situations a female author may be disguised as a man
or vice versa. If, for example, women’s intimate prose is focused on expressing typical female emotions
and preoccupations, then such a tone may serve as a starting point for characterizing the “femaleness”
of the narrative. In narratives by women writers, there can be references to the weakness of femininity,
though they often carry ironic connotations; let us compare the expression of intimate feelings in the
following example:

" Transl. note: The word khokhol refers to a long lock of hair left hanging from the top a shaven head, which was a common haircut of
Ukrainian Cossacks; Ukrainians used the term among themselves as a form of ethnic identification; it is also used as a derogatory name
for Ukrainians.

* Emphasis added here and in all subsequent examples.
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Moz arobose! A1 neped mob6oro.

(My love! I am in front of you.)

bepu metie 6 céoi OAaxeHHi CHUL.

(Take me along to your blissful dreams) (L. Kostenko).

The desire to be with the loved one even in his dreams is a female characteristic. Gender-based
issues are beginning to be viewed from an ironic perspective: Into3opra mumo sadosorentia! £ zomoea
o0itnAmu 6cix yux xinox. Obittnamu i saniaxamu. I nomepmu. Adu 6 nonedirok OYAa no6AXHA NPUUUHA He
sutimu na pooomy (I. Rozdobudko. Odnoho razu...) (An illusionary moment of satisfaction! I am willing to
hug all these women. Hug them and start crying. And die. So on Monday there will be a good excuse not to go to
work) (I. Rozdobudko. Once upon a time...).

However, in V. Shkliar’s narrative discourse, which is centered around depicting strong male
characters, there are descriptions of bloody fights, with elements of a “male style” featuring rather
prominently: V Je6eduticokomy Aici 5 36epryecs 00 xAonyie max, nidu Hac 0ys yiruil 3azin. He Ato0aro
KpACHOMO6CMEA, AAe Ul CA06A UWLAU 610 cepys. S cxa3as, wo HAC 3AAUMMUAOCA MPoE, 00HAK mpiika — Ue
opearisauis. botiosa Aanka napmusanie. Tox npodosxumo 6opomvby 3a Yxpainy, 3a ii 600, 3a Hecmo
nawoi 36poi (V. Shkliar. Chornyi voron. Zalyshenets) (In Lebedyn forest, I addressed the guys as if there was a
whole detachment of us there. I don’t like eloquence, but these words were coming from the heart. I said that there
were three of us left; however, three is an organization. A fire team of guerillas. So let’s continue fighting for
Ukraine, for its freedom, for the honor of our weapons) (V. Shkliar. A Black Raven. An Outcast). “Male”
narrative style is reflected in mentions of sazint (detachment), Ooiiosa Aanka napmusarie (a fire team of
guerillas), 6opomvba 3a Yxpairy (fighting for Ukraine), 3a wecmo nautoi 30poi (for the honor of our weapons), re
Ato6Ato kpacromoscmea (I don't like eloguence).

The current development of style in its linguistic dimension is marked by significant changes in
using textual metaphors. The traditional stereotypes of building metaphors and similes such as
cmpyrka sk monoas (as slim as a poplar), dusumucs ax y 600y (have second sight), zyou ax azioxu (lips like
berries) and so on are becoming a thing of the past; let us compare them with novel metaphoric
mappings:

3opa 1ad micmom nidHiMae 6ecaa

(The morning star above the city is tossing the oars) (M. Vinhranovskyi).

Hexati mendimni naroui emuxu

(May the tender fingers of ethics)

Topxrymov sam cepue i 6ycma

(Touch your heart and lips) (L. Kostenko).

Y 0iAiti cmyki 0IAUX 20A0CiHD

(In the hard white frost of white laments)

i 2pora 00A10, ulo nadymo 6 2AUOIHD,

(these bunches of pain reaching deep down)

bescmepmtioro 0010 OKOUUAUCD

(brought forth immortal trouble) (V. Stus).

Let us consider the combinations of semantically distant words such as sops nidnimae eecaa (the
morning star is tossing the oars), narvui emuxu mopxHymo cepue i sycma (the fingers of ethics touch your heart
and lips), cmysxa 0iaux zorocittv (the hard frost of white laments), zpona 60At0 nadymo 6 zaubiro (bunches of
pain reaching deep down), bescmepmtioro 0idoto okouturucy (brought forth immortal trouble). Allusions come
to be explicated in unusual figures of speech; to illustrate, let us consider S. Zhadan’s image of
Voroshylovhrad as an embodiment of former sovietdom: Bopowuaroe miz 6ymu Ha kowi, a miz 6ymu 1 6e3
xona. Lo 3Hosy >k maxu zipuie, OCKIADKU Npo KoM MOXHA OYA0 posnosicmu okpemo. I oco mu nouuraeus
posnosidamu. A w0 MoXHA po3nogicmuy npo me, w020 mu Hacnpasdi e dauus... I y Bopowuroezpadi xodmozo
pasy we 0ys. Ta it nemae menep nisaxozo Bopomuroezpada (S. Zhadan. Voroshylovhrad) (Voroshylov could be
either on horseback or without a horse. But then again, it is worse since you could tell a separate story about the
horse. And so you start telling. But what can you tell about something you've never really seen... Neither have
you been to Voroshylovhrad a single time. And after all, there is no Voroshylovhrad now) (S.Zhadan.
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Voroshylovhrad). The monument to Voroshylov is fiction; the city is fiction; and the old regime itself is
forgotten history.

In contrast to the practice of word formation in the 1920s, it is less common for modern Ukrainian
writers to resort to “self-produced” occasional words; novel word-formations are more characteristic of
the poetic style; preference is given to various unusual combinations of words used with appositives,
etc. Used for stylistic purposes, newly formed words characterize a phenomenon in a new way. As
noted by H. M. Vokalchuk, “individual authorial lexemes are meant to provide an original reflection of
the poet’s unique vision and perception of the world; they are specific markers of authorial style, ‘a
product” of complex interrelations in the ‘world-language-speaker” triad” [3, p. 14]. Thus I. Kalynets’
novel word-formations found in the text

Becrux — cxopo sicmo:(Vesnyk — skoro vist:)

i Ckopospicm, i Josoeicmo (i Skorozrist i Lozovist)

suggest that the author uses the inexhaustible potential of word-formation for the sake of creating a
unique lyrical style, with a polyphonic play triggered by the elements secti-, sicmv, -sicmv, -3picm.

In the context of the general literary tendency towards renewing stylistic manner on the basis of
new linguistic devices, the abandonment of the old-fashioned populist tradition, there is growing
interest in idiostyles, which have distinct features of a new language style marked by, on the one hand,
a return to ancient written records and, on the other hand, a study of unusual writing which
illuminates the author’s “linguistic personality”. To illustrate, V. Shevchuk’s discursive system is
characterized by using real and imaginary, phantasmagoric, images; reflecting the abyssal, archetypal,
transcendental in human consciousness [9, p. 288]. Through the mythologem Oko Prirvy (The Eye of the
Abyss), the author creates, for instance, a symbolic image of superpower which accompanies a person in
their search for faith and truth: Bono dusumuvcs, me Oxo Ilpipéu, i3 XiHOUUX MA YOAOGIMUX Ouell, i 4
noYUHAI 00AMUCS IXHDOT YpeKAUSOCHT, 60HO AK wubda y 6iKHi, nopaHeHa 3axiOHuM 4y CXIOHUM NPOMIHHAM,
60HO — 36Ip U MEApUHA, AKUX HECNOJI6AHO AAKAEULCS, KOAU nocmarombv neped mo0oto; 1ec, w0 Kpueaso
sopumo Ha mebe, ourkiprorouu 3you; kabar, Oux, niseHv 4y zycak — mo0MmMo 60HO 6 YCboMY 1 6CtoOUCyULe
(V. Shevchuk. Oko Prirvy) (It stares at me, that Eye of the Abyss, through female and male eyes, and their
jinxing ability begins to frighten me; it is like a windowpane injured by eastern or western sunlight; it is a beast
or an animal that scares you when it appears suddenly in front of you; a dog glaring at you with blood-thirsty
eyes, gnashing its teeth; a hog, a bull, a rooster, or a goose — in other words, it inhabits everything and is
omnipresent) (V. Shevchuk. The Eye of the Abyss). The text is an example of a complicated, extended
narrative style with frequent enumerations and bookish phrases such as 6Gosamucs ixtvoi ypexausocmi
(their jinxing ability frightens me), noparena npominnsm (injured by sunlight), sopumo na mebe (glaring at
you), 6 ycvomy i éctoducyue (it inhabits everything and is omnipresent); the combination of the two concepts
— sacrum (the sacred) and profanum (the profane) [14] — serves as a foundation for the writer’s language-
mediated thought.

Another prominent feature of modern novostyl is an unlimited combination of lexical elements,
including the ones tabooed in the classical paradigm, in one linguistic space. Clashing such components
in the author’s or the character’s speech is becoming a norm — they lose their shock value and enter the
lexicon of the narrative as natural elements, at least in the author’s perception. A typical example of
such word use is a mixture of bookish words and profane language, which is an organic feature of
modern discourses. Such “destructive” word use is common for postmodernist writers who reflect this
linguistic practice, not without considering the fact that such language marks a “cultured” person who
allows themselves linguistic “freedoms”. To illustrate, I. Karpa’s idiostyle is marked by an unlimited
variety of combinations of numerous words used by the intelligentsia with rude vulgarisms; cf.: iunui
Koimyc (eternal coitus), inmerexmyarvri ambiuii (intellectual ambitions), seaurcomacuimadna naparios (a large-
scale paranoia), pisHoManimmui 2ini i peAikmosi memaxricmu ycix kougizypauii (various hippies and relict
metalheads of all configurations), mikpockoniuna écerericoka zapmonia (microscopic universal harmony),
cyyirvra redemption song (a solid redemption song), xodnomy xaxxinery i ne crurocs (beyond a hikkinen’s
dreams); cf. the parallel use of the words: Jisuucvko ax nicaroca 6id wyacmas (1. Karpa. 50 khvylyn travy)
(The chit of a girl was just pissing herself with joy) (1. Karpa. 50 Minutes of Grass) and so on.
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The recent literary practice of using obscene language, which is mainly characteristic of the younger
generation of writers, suggests a desire to abandon the established norms of a mealy-mouthed writing
manner devoid of colloquial reality; to individualize style by keeping it free from rules and norms of
the past; to establish a writing manner focused on a new “norm” free from restrictions imposed by
traditional word use. As noted by L. Stavytska, “the prescriptive approach to linguistic phenomena can
be viewed in the context of Ukrainian linguistic studies ignoring the anthropocentric paradigm,
ignoring the linguistic personality per se, a person as a language speaker, and hence dehumanizing the
notion of language itself” [12, p. 25]. The authors who freely use offensive language offer rather shallow
explanations: ... 00Ha n06axHa KiHKa 36UHYEAMUAL MeHe 6 HAOMIPHOMY 6KUBAHHI HEHOPMAMUEHOT AeKCUKU.
Axe, ax ckasas zepoti 001020 KOMeTiH020 PirbMY, KOAU MO0I HA HOZY NADAE UEAUHA, T HAGPAO) YU CMAHeul
niowyxosysamu cro60 0As 6uzyxy (L. Rozdobudko. Odnoho razu...) (... a respectable woman accused me of
using non-standard language excessively. But, as a comedy movie character said, when a brick falls down on your
foot, you are unlikely to start selecting a word for an interjection) (I. Rozdobudko. Once upon a time...).
Having a sense of moderation, avoiding violation of literary norms in the language of the author and
their characters is ceasing to be obligatory.

It has become common for writers to include numerous elements of the English language; its use
varies in individual authors, but as a tendency it is rather prominent. To illustrate, I. Karpa’s texts
contain not only individual English phrases but also extended passages. Such elements mark the
language of those characters who address each other in “fashionable” English expecting the
interlocutor to speak it; less justifiable is the use of English words in the author’s speech intended to
communicate with a “cultured” reader. Let us consider a text where an English-speaking character and
a Ukrainian author echo each other: ... mebe 3 uemtocmi npouierio nouumamu pioHoro Mo60to — you mean, it
is not Russian? - i mu cmaia wumamu, 3 06udu 1 posnyxu (ocmonparyrosamiau 3i c6oim Russian’om e
modi!) cayxatouu miroku 6AacHuii mexcm, xosarouucvb Y tvozo... (O.Zabuzhko. Poliovi doslidzhennia
ukrainiskoho seksu) (... out of politeness you were asked to read in your native language — you mean, it is not
Russian? — and you began reading then, out of insult and desperation (you were sick to death of their Russian
even back then!) listening only to your own text, concealing yourself within it...) (O. Zabuzhko. Fieldwork in
Ukrainian Sex). Worthy of attention is Russian’om composed of the English word Russian and the
Ukrainian inflection —om, which expresses the instrumental case.

Elements of Russian as a stylistic feature are usually introduced with a view to poking fun at a
speaker of this language; they are often distorted thus becoming indicative of a macaronic language
(referred to as surzhyk in Ukrainian); as regards linguistic material, preference is usually given to
everyday words, which indicate the speaker’s lack of education; cf.: boxe, sxi dypri diarozu 6ede sKaco
mamar 3 dumunoro: «Pacvky kymarom Kypu, ymki», — «A zpidu 6abuje naresnu?», — «Bcs eda naresnal», —
«Jaxe myxamopu?!», — «Jag xueomnux — oa...» Cami éu xueomni (1. Karpa. 50 khvylyn travy) (God, what
silly dialogues a certain mamma has with her child: “Duckweeds are eaten by hens, ducks”, — “Are mushrooms
good to eat at all?” — “All food is good to eat!” — “Even fly-agarics?!, — “For animals — yes...”. It’s you who
are animals) (I. Karpa. 50 Minutes of Grass).

The texts of the representatives of “a new generation” of writers are marked by the tendency
towards limiting ethnographic material in order to abandon old-fashioned “patriarchy”, pseudo-
nationalism; the discourse of the older generation does not avoid culture-specific language; cf.: £ no
ceimy 10y ¢ euwusanui (I am treading the world in a vyshyvanka®) (I. Drach). On the other hand, the
discourse of “fashionable” authors is armed with local vernaculars; dialectal words enter the narrative
organically not so much as a means of reproducing “local color”, as linguists used to note, but rather as
natural speech of the author and their characters, as a modern system of communication.
V. V. Greshchuk writes that “in a literary language there can be so-called “unopposable’ lexical
dialecticisms, without which a writer cannot do in descriptions of landscapes, daily routine or other
characterizations” [4, c. 291]; limited norms of using local speech do not exclude its presence in
authorial style; cf.:

* Transl. note: a vyshyvanka is a Ukrainian embroidered shirt, part of the Ukrainian national costume.
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S6Ka corodKki, ma cmaiu 8u K6ACHO-6UHHI. ..

(Little sweet apples, you became sour winy ...)

He mpe0a, nenvio, meti meozo 6ina

(No wine of yours for me, mummy) (T. Melnychuk).

The uninhibited use of words and phrases carrying various stylistic connotations is becoming a
prominent feature of “Lviv speech”, which is mainly found in the texts of western Ukrainian authors,
cf.:

— Ao peui, warosHi, uu 6am uocb 6idomo npo nara Masponyae? Ilpuixas yoxe uu 1i? (— By the way, dear,
do you know anything about Mr. Mavropule? Has he come yet or not?)

— Maro epaxinns, uo ni, — dara 9o 3sposyminns Aoa... (— I have the impression that he hasn’t, Ada let
them know...)

Ada 3 Ilepgeupxum uje 0Jo6uLuli HAC HACAYXAAU 6upastHe UOKOMIHHA MNIOKIE 34 NAeYUMA
(Yu. Andrukhovych. Perverziia) (Quite long afterwards, Ada with Perfetskyi could hear the distinct clatter of
horseshoes behind their shoulders) (Yu. Andrukhovych. Perversion). This text contains words imitating
Polish.

The syntactic stylistic devices used by modern authors can often be regarded as deviations from
literary norms; they include an intentional violation of word order with a view to “combining the
uncombinable”; jumbled utterances connected only by way of association; a sequence of such
utterances strung together; a text parsed into separate, semantically unconnected, fragments or, vice
versa, a discourse viewed from a spatiotemporal perspective but lumped in one monologue. According
to N. V. Kondratenko, such a syntax is “not a total violation of textual structure or content but a special
type of this structure (or content) which, similarly to the methods of ‘shock therapy’, influences the
addressee” [ 8, p. 87-88]. Such an innovative stylistic manner is marked by a shift in the lexical-
semantic connections between word components; the text is saturated with numerous interruptions in
narration, new messages, and interjections as manifestations of a free writing manner. For instance, in
O. Zabuzhko’s novel the utterance Y xyxwi — kpuximnuii eat-in kitchen... (In the kitchen — a tiny eat-in
kitchen...) consists of over 90 words and includes a long string of enumerations, comment clauses,
interjections and exclamations, combinations such as ttomy-xe-tecmo-«itys (there-is-no-end-to-it) and so
on. Such writing manner is not unique of this author alone — it is representative of many discourses of
today.

The syntactic organization of modern writing has distinct features of personal style; let us compare
the following fragments of speech broken down into short utterances:

I Birt [TBopens] cmyxkae mozo 6 4oA0: ompumatime-posnuuiimocs!

(And He [the Creator] is striking that one on his forehead: sign for receipt!)

I Oae ueii dap abo sx geauxe wacmsl, 400 AK 6AXKUL MAap.

(And he gives this gift as either great happiness or a heavy burden.)

A00 ax «06a 6 00HoMY»: i me, 1 iHule — 600HOUAC.

(Or as “two in one”: both one and the other — at a time.)

I 1e 6idomo, uio Kpauje: mamu 1020 6 co0i 4y He 00MAKYEAMUCS 3ALLEUM.

(And who knows which is better: to have it inside or not to burden yourself with unnecessary things.)

I wecro e 3Haro, uyo Kpauje. ..

(I honestly don’t know which is better...)

Hocumu 6 co6i ueti dap documv nebesneuro (I. Rozdobudko. Odnoho razu...).

(To keep this gift to yourself is rather dangerous) (I. Rozdobudko. Once upon a time...).

As regards the tone of narration, there is a suggestion of doubt, hesitation, warning; there is an
atmosphere of uncertainty, complicated decisions; broken speech reflects the emotional character of the
narrative. The desire to come closer to the reader manifests itself, for instance, in the introduction of the
author who assumes the function of the I-narrator, who tells the story in the first person; the reader’s
trust in such communication is enhanced; the author’s intentions show features of an idiostyle while
being influenced by an “invisible” recipient.
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3. CONCLUSIONS

The cumulative linguistic and literary product, which reflects fictional reality in new stylistic forms
and solutions, largely explicates the features of modern movolstyl — a heterogeneous, multi-faceted
phenomenon capturing modern changes in the system of linguistic expressive means, avoiding the
stereotypes of the classical paradigm, and searching for novel approaches to building a text. The
renewed founding principles of linguistic poetics “preached” by “masters” and “non-masters” of
literature show that on the way to national and cultural self-identification the idiolect of modern
Ukrainian writers has acquired a new quality. Without discarding the principles of fictional discourse
adhered to by literature classics, present authors are modernizing style by searching for linguistic and
aesthetic “signs” which can identify the individual writing of every author; while doing so, they
sometimes observe or violate the stylistic norms of a particular literary trend, standardized literary
rules. Renewed language-mediated thought serves as a foundation for creating authorial style by
providing a variety of techniques and non-typical linguistic realizations of artistic intentions. Avenues
for further research may involve a comprehensive fundamental study of novostyl in its connections with
the classical literary tradition.
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Y crarti posrasHyTOo mIpoOAeMy BU3HA4YeHHs ITapaMeTpiB iHAMBiAyaAbHO-aBTOPCHKOTO CTUAIO
CydyacHIX YKpalHChbKMX TIMCbMeHHMKiB. OKpecaeHO 3aBgaHHS BijoOpaskeHHsA B igiocTuai aBTOpa
IICUXOAIHTBICTMMHMX YMHHUKIB HapO4HOI CaMOCBi4OMOCTi, BiATBOpeHH: B CUCTeMi caMOBMpa’KeHH:s
HaIliOHaAbHOTO IICUXOTHUILY, YKPaiHCbKOTO MEHTaAbHOTO CBiTOpO3yMiHH:. HakpecaeHO mAsXy 1104aAbIIOTO
OIlpalllOBaHH: acoLliaTMBHO-OLIIHHOI AifABHOCTI HapaTopa 3 BUABOM il caMOAOCTaTHOCTI J1 HEIIOBTOPHOCTI,
sgKa 4Jepe3d oOpasHe OaueHHS CTBOPIOE MOBHY KapTMHY XYAOXKHBOI AificHocTi. OcMmCAeHHS Xy405KHBOI
TBOPYOCTi PO3TASHYTO sK IIOCHAEHHs BIIAMBY Ha CBiJOMICTh aJpecaTa: YTBepAKeHHs IIPiOpUTETiB
HalIliOHaAbHOTO MOBOMICAEHHs, BIIpOBaAXKeHHs HOBUX AiTepaTypHux HopM. IloHATTS «iHAMBiAyaabHMI
CTMAb TMCbMEHHMKa» IIOCTa€ K KOMILAeKCHMII CTUABOTBIpHMII KOHCTPYKT y ©OaraToBeKTOPHOMY
MOBHOCTUAICTMYHOMY BUPa>keHHi.

3BepHYTO yBary Ha TeOpil0 MOBOCTUAIO, OPi€HTOBaHY IlepeAOBCiM Ha OIpalllOBaHHs OHOBAEHUX
MOBHO-CTETUYHMX 3acoDiB, TEHAEHIIiNI (PYHKLIIOHYBaHHS XYAOXKHBOIO AMCKYPCY, IO XapaKTepU3yE€ThbCs
Pi3HOCTMABOBOIO IIPaKTUKOIO, BiAMOBOIO BiJ CTepeOTMIIHOI MaHepu IMCbMa, 3MiHaMy B (QOpMyBaHHI
cBo€pigHol 0Opa3HocTi. AHaai3 CyJacHOrO XyAOKHBOTO iZi0A€KTy 3araaoM i CTMABOBMX PIUC TeKCTiB
IIPOBiJHIX aBTOPiB Aa€ 3MOTY OKPeCANTN 3aKOHOMipPHOCTI 3pyIleHs y crucTeMi Metadpopmaartii, BU3HAYUTH
Ipollec MOJEpHi3alil CTMABOBMX O3HaK, MOBHOCTMUAICTMYHI 3aKOHOMIPHOCTiI PO3BUTKY HOBOCTUAIO.
ITotrouneHo TaymaveHs1 aediHiliii Ha IIO3HaYEHHS AaBTOPCHKOTO CTUAIO XYAOKHBOTO MOBAEHHS. Y XOAi
AOCAIAXKEHHs CTUABOBOI iHAMBiAyaAisallil TeKCTiB BUKOPUCTaHUI AMICKYPC-aHaAi3 XyA0XKHbOI MOBOTBOPYOCTi
CyJacHUX YKpalHCBKMX IMCbMEHHUKIB PIi3HIX HampsMiB i CHOpsMyBaHb, sKMit 3abe3redye BUBUEHH:
B3a€MOII Ha PiBHI aBTOP-TEeKCT-4UTay.

CyuyacHmUiT MOBHO-AiTepaTypHUIl MHPOAYKT, IO BiATBOPIOE peadii AifiCHOCTI B HOBUX CTUABOBUX
¢gopmax i pimeHHsAX, eKCIAaikye O0coOAMBOCTI Cy4acCHOTO MOBOCTMAIO AK SBUIa HEOAHOPiAHOTO,
6araTOBeKTOpHoro, 10 (1)il<cy€ 3MIHM B CTPYKTYpPi MOBHO-BMPa’kKaAbHUX 3aco0bis. B YMOBax HalliOHaAbHO-
KyABTYpHOI camoideHTH}ikamii iAioAeKT yKpaiHCBKOTO IMChMEHCTBA 3400yBa€ HOBY CTHMABOBY MOAEAb.
CyuacHi aBTOpU MOAEPHI3YIOTh 3acO0M OOpa3OTBOPEHH:, 3HaXOAATh MOBHO-CTUAICTMYHI 3HaKM KyABTYPH,
IIJ0 poOASITH KOXKHOTO aBTOpa HOCI€M iHAMBIAYaAbHOTO MIChMa.

Karouosi caoBa: igioaekrt, igiocTmas, iHAMBiAyaabHO-aBTOPCHKMII CTMAB, MeTadOpa, MOBOCTUAD,
00pas3, HOBOCTUAB, TEKCT, XYAOXKHil AUCKYPC.



