AHOTAIIA

Ksiyuncovrka B. B. ITntepmenianbhi Moaugikarii y TBopuocti Muxaiina Kyxka. —

KBamidikariitHa HayKoBa mparis Ha MpaBax PyKOIHUCY.

Hucepraniss Ha 3100yTTS HAyKOBOTO CTyIleHs JokTopa (Qinocodii 3a
cnemianpHicTIO 035 ®inonorisi. — KuiBcekmii yHiBepcuter imeHi bopuca

I'pinyenka, Kuis, 2021.

Jluceprailito MpUCBSIYEHO PO3KPUTTIO KAHPOBO-CTUIHOBOI PI3HOMAHITHOCTI
noe3ii Ta mnpo3u Muxaitna IBanoBuua JKyka (1883-1964), 3ymoBIieHOi
IHTepMEIIaJIbHOIO B3aEMOJIEI0 IIOCTAaTeH IMHChbMEHHHMKA W Maysipa B IUTICHIN
TBOPUiil 0COOMCTOCTI aBTOpA.

VYHacaiA0K 3aCTOCYBaHHS IHTEPMENIAIBHOIO MIJIXOAY Ta CIIOCTEPEKEHb 32
KAHPOBO-CTHJILOBUMH ~ OCOOJMBOCTSIMHU  JIITEPAaTYpHOI  TBOPUOi  CHAAIIWHU
nucbMeHHMKa (Toe3ii, 30Kpema 30ipoK BIPIIIB 1 BIHKa COHETIB, MaJjioi MpO3H,
30Kpema onoBiganb «MeHi kazanu: “Ille momommii!”», «Jlopa», «BoHay, catupu «3
Hakazy ryoepHartopa», «[licMeHHUK», Ka30K) ynepiie ii po3rIsiHyTO KOMIUIEKCHO B
KOHTEKCT1 Oiorpadii Ta CydyacHUX MHOMY KyJbTYpHO-MHUCTELbKUX MapaJiurm;
CHiBBiIHECEHO i1 3 PaHHBOMOACPHICTCBKUMH TEHACHIISIMA  yKPaTHCHKOI
JITEPATYPH.

Y nepuiomy posnuti «llucemeHnnuipbka (He)peanizoBaHicTh M. XKyka —
MUTIIS Y CBITJI IHTEPMEMIAIbHOCTI» BU3HAYEHO MPOBIJIHI YMHHUKHU TpaHchopmarlii
XKAHPOBUX 1 CTUJIICTHYHUX O3HAK JIITEPaTypHOTO TBOPY, 3YMOBIICHI B3a€MOIIEI0
PI3HHUX BUIB MHUCTEITBA, 3 TCOPETUIHOTO TOTIISALY Ta 0€3MOCEPETIHBO B KOHTEKCTI
*KUTTEBOTO NULAXy M. JKyka.

Po3rnsiHyTO  iHTEpMEIIanbHICTh SIK  TEOPETHYHUA  KOHCTPYKT, HOTro
dbopMyBaHHS, BUSBICHHS crlelu(IUHUX AaKIIEHTIB 3aJieXXHO BiJ TOro, SIKl came
MHUCTENTBA B3a€EMOIIOTh. Y BapiaHTI Takoi B3aeMojii, JOTUYHIA A0 TpeaMeTa

JOCJIJIKEHHS, CIOCTEPEKEHO BUHUKHEHHSI HOBOI BJIACTUBOCTI TBOPY, CYTHICTb SKO1



BU3HAYAETHCS TMEPEKIAJOM CEMAaHTHUYHOTO KOMy I1HIIOrO BHUIY MHCTELTBA CYTO
JiTepaTypHUMH 3aco0aMu. Pe3ynbraroM iHTEepMeiadbHOI B3a€EMOII € TaKoXK
0CcOOJIMBE CEpEeNoBHUIIE, Y SKOMY CTa€ MOXJIMBUM YTUICHHS IUJIACTUYHUX 1
CEMaHTUYHHUX aCIEKTIB TUX MUCTEIITB, SIK1 B3aEMOIIIOTb.

Bucsitineno ¢aktopu MOAEIIOBaHHS JKAaHPOBUX 1 CTWIICTHYHHX O3HAK,
30KpeMa pO3pi3HEHHS BepOabHUX 1 )KMBOMUCHUX KAPTUH K SBUII MUCTEITBA, iX
NOE€HAHHS Ta CTBOPEHHS HOBOTO, 0ayeHOro TUIBKU AaBTOPOM pe3yibTaTy;
31CTaBJIICHO TEXHIYHO-MarepiajJbHUNH 1 CEMaHTUKO-IOCBIJIOBUN PIBHI B3a€MOZIT
MUCTEUTB. Y MeXax IHTepMEeI1adbHOCTI SIK HANPSAMY JOCIHIJKEHB 13 HEYCTaJICHUMU
TEOPETUYHUMHU 3acaJlaMH PO3IISSHYTO JITEpaTypoO3HAaBUYUN TpeHA 1 CHpodu
JOCJIIHUKIB KJIAacU(iKyBaTh 1HTEpPME/IialibHI SBUILA 32 PI3HOIO KUIBKICTIO PiBHIB
TaKCOHIB 1 3 PI3HUM CTYNEHEM YyCHiXy B MPAKTUYHOMY 3aCTOCOBYBaHHI. Y SKOCTI
po6o40i 00paHO MOJIENh THTEPMEMIAIBLHOTO aHAII3y JITEPaTypHOTO TBOPY B HOro
B3a€MO/I1 3 HEJITepaTypHUM: BU3HAUEHHS CILJIBHOI JJIs TBOPIB Kareropii aHamizy;
oOpaHHSl CHUTHPHOTO PIBHSA aHaji3y; BJIACHE aHall3 3aco0iB, MPUHOMIB 1 TEXHIK
1HIIOTO MeJ[ia B KOHTEKCT1 0COOIMBOCTEN JTEPATypH K BUY MUCTEIITBA.

OxapakTepr30BaHO BIUIMB 4YacoOBOi MapagurMy, Koja CILUIKyBaHHS,
30BHIIIHIX BIUIMBIB HAa MAJSIPChKY W MUCHhMEHHUIIBKY AisUTbHICTHE M. JKyKa; yrinus
Ha MOro TBOPYICTh IMIPECIOHI3MY Ta MOJEPHI3MY; UyTTEBUI 1 HeMareplaabHUI
aCTMEKTH HOTO JIITepaTypHUX TBOPIB Ta IX PETPAHCIAIII0 B XKWUBOMHUCI; YIUIUBH
MassipcbKkux 1 miteparypHoi mkii. Big C. BucnsHeskoro i FO. Marogdepa mutenn
NEpelHsAB NPUHOMH pO3TAllyBaHHS TMOPTPETIB HA MUIIHOMY, JIEKOPOBAHOMY,
OaraToMy Ha OpHAaMEHTH TJi, OAHAK Ha modatky 1930-X pp. 13 MOMITHUYHUX
MipKyBaHb BiMOBHBCSI BiJi I[bOTO >KaHPY, 30CEPEAMBIINCH Ha JICKOPATUBHOMY
PO3MUCI KepaMiKH.

Peanizamiss M. XKyka sk nmucbMeHHHKa Oylla HEMOBHOIO, (PparMeHTapHOIO
nonpu  BuUpaxkeHi TBopul 38’3k 3 M. KouroOuHcbkuMm, 1. @paHkom,
M. I'pymieBcbkuM, II. TUUMHOI0O, 1HIIMMH BUJATHUMHU Jis4YaMU  YKpaAiHCHKOI
miteparypu. CBOro 4yacy MNHCbMEHHUK AaKTUBHO ITyOJiKyBaBCcS Ha CTOpIHKaXx

«JliTeparypHO-HAyKOBOrO BICTHHKA» U « YKPAiHCHKOI XaTh», BUJAB 301pKy BIpILIB.



[Tpore 3arymu 6araToTOMOBHMX BHUJIaHb HE OyJIM peai30BaHi.

Y wmexax miteparypHoi mkonu M. KomroO6uncbkoro (y komi I'puibka
I'puropenka, B. JleontoBuua, M. MorwisHcskoro, M. UepHnsBcekoro) M. XKyk
NPUHHSB CTHJIBOBI JOMIHAHTH IMIIPECIOHI3MY, JEKAHOHI3AIlil0 HApPOIHUIIBKUX
HACTAHOB, 3aIlIKABUBCS TICUXOJIOTIYHUM HIOAHCYBaHHAM o00pa3y OCBIYEHOT
JIOAVHYU, BUKOPUCTAHHSIM (PaOyJbHHUX 3MIIIEHb, MOTOKY CBIJIOMOCTI, JeTali3allii.
VYcTaHoBIIEHO, 1O camMe€ B IMIIPECIOHI3MI BUSBHWIMCA BHpa3HI JKaHPOBI
TpaHcdopmallii Manoi Npo3u Ha OCHOBI IHTEPMENIATIbHUX B3a€EMOJIN, YHACIIOK
YOro IMOCTady HOBENM-AKIIi, HOBEJH-BUPAKEHHSA, MOIM(DIKOBaHI CHHTETUYHI
dbopMu ecKi3iB, €TIOIB, CIOIT TOIIO.

BignoBimno g0 3acam Teopii 3yctpiunmx Tedi  O. BecemoBcbkoro
MOTPAKTOBAHO TMO3IpHY CYMEPEUYHICTh CTUIILOBUX ymoao0anb M. XKyka, 3yMoOBIIeHY
HOT0 MPUYETHICTIO /10 MaIspchkoi mKoiau C. BucmstHCEKOTO (TTOCTIMIIPECIOHI3M) 1
no mjiteparypHoi mikonu M. KomroOuncekoro (iMmpecioHizMm). BusznadeHo, 1o
BIJICYyTHICTh BHUPA3HOTO TBOPUOTO KOH(MIIKTY MIAKPECITIOE IUIICHICTh TBOPUYOl
O0COOMCTOCTI aBTOpa ¥ YyKasye Ha HEOOXIAHICTh JOCHIKEHHS CTHIHOBUX
TpaHchopmariil y Horo JitepaTypHii CriaIInHi.

Y npyromy po3auni B MeXax IHTEPMENIAJIbHOTO MIAXOAY PO3TISHYTO
YKaHPOBO-CTUJILOBI TpaHchopmarlii Jipuku Ta Manoi npo3u M. XKyka. Buznaueno
TBOpYl 3B’A3KM 1MOe€3ili 13 JKMBOMHCOM 1 MY3HMKOIO, JOMIHYBaHHS B HIl
CHUMBOJICTCHKOI TOCTHKM Haja IJIaCTHUYHUMHU oOpaszamu. Y Malid mposi
BCTAHOBJIEHO PO3KYTICTh aBTOPCHKOI MaHEpH, CTHIbOBY CIOPIAHEHICTH 13
IMIIPECIOHI3MOM, BHPa3HUM TICHUXOJOTI3M, CXWJIBHICTH aBTOpa J0 PO3MHUBAHHS
KAHPOBUX MEK.

Tsoxiaas BipuryBanHs M. XKyka 10 ¢popMu TeMaTHYHUX €CTETUYHO ITUTICHUX
[IUKJIIB 31CTABJICHO 3 WOTr0 MaJSIPCHKUMH TPUNTHUXAMH, BUKOPUCTAHHSIM CXOXKHX
KOMITO3MIIIITHUX PIIIEHb y KUIBKOX MOAIOHMX 3a 3MICTOM IMOJOTHax. BucioBneHe
NOPUIYLIEHHS, 110 HEeraruBHA OLIHKAa KPUTHKOK MEpIIMX MyOikamii moesii
M. Kyxka 3ymoBIIeHa 0OMEKEHICTIO TEM 1 CXUJIBHICTIO JIO MOIIMPEHOTO BXKE B TOM

4yac CMMBOJII3MY. YCTaHOBIICHO, 110 B paHHIM MOe31i JIIpUYHUN repoi 37e011b1I0TO0



i71eanizye HEMOCSIKHY KOXaHY-KOPOJIEBY, & TaKOX TMEPEHMMAEThCsl MaTPiOTUIHUMU
CEHTEHIIISIMU, K1 MalOTh HE HAPOAHUIIbKE, & PAHHBOMOJICPHICTChKE TTOXOIKEHHS 1
NOB’SI3aH1 3 ecTeTu3allilo YKpaiHu sk kareropii. Lle mpuBeno 10 3MeHIIEHHS
IHTepMEI1aJIbHOTO MOTEHITIaNy MOe31i, TOMY 3aKIICHTOBAaHO HAa HEYACTHUX BUIIAIKAX
3BEpHEHHS J0 MeTaopuKu KOJBOPIB 1 IUIACTUYHMX OOpa3iB SK BHSIBaX
XYIO’)KHBOTO MUCJICHHS JKHBOITHCIISI.

Temy KOXaHHA ¥ €pOTUYHOTIO 3axoruieHHs M. JKyk IpOIOBKHB y MEPLUIOMY B
icTopii  ykpaiHchkoi moe3li «Binky conetiB» (myOmikamis 1918 p.). 3
IHTEPMEI1aJIbHOTO MOy MPOCTEKEHO MeTadopy *KaHPOBOi (POPMHU B KOHTEKCTI
MPaKTUKW 0araToro OpHaMEeHTYBaHHS IMOPTPETIB, 110 BUKJIUKAE CMUCIIOBI acolliamii
3 00pa3oM JabiIpUHTY.

Ycranosneno, mo B noesisx 1920—-1930-x pp., sSiKi BUXOAUIU CIIOPAJAUYHO,
aBTOp CXWUJIBHUN 10 30epekeHHs ycTalleHuX >kaHpoBux ¢opM. Lle cymepeunts
HOro MpakTUll BUKOPUCTAHHS CUHTETUYHUX 1 TOPUAHUX >KaHPOBUX YTBOPEHb 13
BUPA3HOIO JipU3ali€l0 B Mamii mpo3i. KOHTEKCT paHHBOrO YKpaiHCHKOTO
MOJIEpHI3MY, OpieHTAITIs Ha TICUXOJIOT13M, MICUXOAHATITUYHICTb,
CK3UCTEHINIATICTCHKY MPOOIEMATHKyY 3YMOBUJIM KaHPOBO-CTHJIHOBI OCOOIMBOCTI
¢abynbHUX HOBEN Ta OIOBIiJIaHb, HOBEJ-HACTPOIB, MIHIATIOP 3 O3HAKAMH KAHPIB,
10 MOXOAATH 13 IHIIMX MHCTEITB: €TIOAY, LIKIla, ecKidy, 00pa3ka, 3aMalibOBKH,
HOKTIOpHA, akBapeni. J[7s ocTaHHBOI TPyNH y3arajabHIOBAJIbHUM TEPMIHOM MOXKE
OyTH «eTwofy», M0 BijoOpaxae I1HTepMEIlaibHy B3a€EMOIII0 JKUBOIHUCY 1
JiTepaTypd, OJHAK aHaji3 3MICTy IMX TBOPIB JEMOHCTpPYE, IO aBTOP
BUKOPHCTOBYE MOTO HaBITh IIOJI0 TBOPIB 3 O3HAKAMU MPHUTHYI.

CarupuuHo-rymopuctuuHi omnoiganHs M. XKyka 3 OiabInl TpaguiiitHOO
CIOKETHO-(ha0yJIbHOIO KOMITO3HUINIEI0 BUSBISAIOTH YMIHHS aBTOpa BiloOpakaTw
TOYHI ¥ JIAKOHIYHI pEaNTiCTUYHI PHUCH TOPTPETy. Y HUX KapuKaTypusallis
HEraTUBHUX MEPCOHAXIB pPEaNi3ye€TbCsl 3aBASKM MPABIUBOCTI Ta PeEIbePHOCTI
300paKeHHS.

3aranom y maiiit po3i M. XKyka nmocraroTe HErepoiuHi TUIU. Y MEPHUIETIAX

iXHIX )KMTTIB JJI aBTOPA BaXKJIMBI MEPEyCiM BUSBH JIFOJCHKOCTI, a HE IXHIH cTaryc



«3alBO1 JIFOIUHWY, SIKAW MIJIKPECIIOBABCS B Cy4YacHIN oMy JiTepaTypHI1d TpaauIii.
Mana mnpo3a aBTOpa 4YyTT€BA, pPO3KyTa, CHOBHEHA MJIOHICIHCTBA, E€POTU3MY,
BUBOAWTh Ha KIH HHM3Ky O00pa3iB «HOBOi JKIHKM», 4YacTO NOJAaHUX ¥
ncuxoaHamiTuaHoMy Kitodi  («Jlopa», «Bonay). CmocrtepekeHo, 10 mpo3aik
YHUKA€ JIETAIbHOTO MOPTPETYBaHHSA MEPCOHaXIB ([0 HECIO/iIBaHE B KOHTEKCTI
HOT0 MaNspChbKUX MPAKTHUK), OOMEXKYETHCSI OKPEMUMHU BUPA3HUMH JETAISMHU, SIKI
31aTHI nepenatu emouii. [IpumymieHo, mo e 3yMoBJIeHE 30CEPEHKEHHAM aBTOpa
HE Ha ColllaJIbHUX, a Ha IICUXOJIOTTYHHUX aCIIEKTaX ITOJIH.

Herr miaxig M. Xyka nomideHHd TakoX Yy MOOYyTOBO-IICUXOJIOTTYHOMY
Hapuci «l. C. Heuyit-JIeBunpkuii» 1 crorami «lloracime cBITIIO», NMPUCBIYCHOMY
xutTteBoMy 1UsAxy M. KomtoOuncbkoro. OOujBa TBOpH ONM3BKI 10 KaHPY
MOPTPETHOTO HAPUCY Ta BIAOMBAIOTH TSHKIHHS aBTOPA /10 OPHAMEHTYBAHHS TJIa, SKE
B MEpPIIOMY TBOP1 CKJIaJIal0Th jaetaii >kuttd Kuesa nouarky XX CT., a B Apyromy —
CBOEPITHUN TPUNTUX IHTEPMEAIATBHUX aCOL[1alA-ITPOEKIIH.

Y 1920-x pp. M. Kyk mnompu HECHPUATINBUN TMONITUYHUA KOHTEKCT
IIPOIOBXHB EKCTIEPUMEHTH 3 (popMaMu Mpo3u Ta caTUpUIHUMHU (padyrnaMu B JkaHpi
JiTeparypHoi ka3kd. OkpeMi 3 HHX BYaCHO MOOAUMIM CBIT, aje OUIBIIICTh
JUIIAINCA B PYKOIMHKCaX, YacTO UIIOCTPOBAHMX CaMUM aBTOpOM. [HTepMesiaibH1
B3a€EMOIl BIUIMHYIM 1 Ha ued >xaHp, skuid M. XKyk wyacto HabmmxaB 10
OTIOBiJIaHHS, HOBEJIW, TYMOPECKH, TI’€CH, JEeTeHIu. B3aemojis TEKCTOBUX 1
rpaiyHUX KOMIIOHEHTIB TUIAHOBAHMX BHJIAHb 3aCBiUy€ TapPMOHINHICTH TBOPYOT
O0COOMCTOCTI aBTOpa. YCTAaHOBJIEHO Ha OCHOBI aHAJI3y allt031d 1 MIATEKCTIB, IO B
oubmocTi ka3ok M. XKyk BUSIBIISIB MPOYKpPaiHChKI Ta aHTHKOJIOHIANbHI MOJTITHYHI
MOTJISIIIN, IO TIOSICHIOE TIPUYMHU 1X HEOMyOIiKyBaHHS.

[TincyMOK TONOBHUX CHOCTEPEXKEHb TOCHIKEHHSI BKa3ye Ha MPUHLUIIOBY
Bary BUJaHb TBOPIB, iX 00Iry B YMTAIbKHUX 1 JITEPATYPHO-KPUTUUHHUX KOJIAX JJIS
PO3BUTKY MHUCHMEHHUIIPKOTO TallaHTy. AKTHBHI excnepuMeHTH M. Kyka 3
yCTaJICHUMHU TMPO30BUMHU (POpMaMH, HOro MparHeHHsS MeTahopuuHO BTUIMTH
TpaauIiiHI TOETUYHI >KaHPU B IUIACTUYHUX oOpaszax, HECIOAIBaHI MOJITUYHI

anto3ii Ta MIATEKCTH HOro Ka3oK 3acBiAYYIOTh OPUTIHAIBHICTH JIITEPATypHOI



cnaamuau M. JXXyka 3 Bupa3HuMu iHTepMETiaTbHIMHI PUCAMH.

[TpumyreHo, mo MOMMPEHHS TOCBiAy BUBYCHHS TBOPYOCTI aBTOPIB, SKa
3a3Haja HECTPUATINBOT BHIABHUYOI JOJi, MOXKE PO3KPUTH HIOAHCH PO3BUTKY
JITEPaTypHOTO TMPOIeCy YKpaiHU Mepmmx AecaTuwiiTh XX CT. 1 JaTH MOXKJIUBICTD
YSBJISITHA KOTO I11e OUTBIN PI3HOMAHITHUM.

Kntouosi cnosa: iHTEpMEnianbHICTh, aBTOP, TBOPUICTh, €CTETHKA, MOETHKA,

KaHp, Mmonudikaris, enika, IMIPECIOHI3M, MOJICPHI3M.

ANNOTATION

Kvitsynska V. Intermedial modifications in the work of Mykhailo Zhuk. —

Qualification scientific work on the rights of a manuscript.

The dissertation for obtaining a scientific degree of the Doctor of Philosophy
in the specialty 035 Philology. — Borys Grinchenko Kyiv University, Kyiv, 2021.

The dissertation is devoted to the disclosure of the genre-style diversity of
poetry and prose of Mykhailo Zhuk (1883-1964), due to the intermedial
interaction of the figures of the writer and painter in the integral creative
personality of the author.

As a result of the application of an intermedial approach and observations of
the genre and stylistic features of the writer’s literary creative heritage (poetry,
including collections of poems and wreaths of sonnets, short prose, including
stories “I was told: "Still young!"”, “Dora”, “She”, satire “By order of the
governor”, “Writer”, fairy tales) for the first time it is considered comprehensively
in the context of biography and contemporary cultural and artistic paradigms; it is
correlated with the early modernist tendencies of Ukrainian literature.

The first section “Writer’s (un)fulfillment of M. Zhuk as artist in the light of

intermediality” identifies the leading factors in the transformation of genre and



stylistic features of a literary work, due to the interaction of different arts, from a
theoretical point of view and directly in the context of M. Zhuk’s life.

The intermediality is seen as a theoretical construct, its formulation, the
appearance of specific accents lies in the background of the fact that the art itself is
interconnected. In the variants of such interrelations, which are similar to the
subject of preliminaries, it is cautioned by the denunciation of the new power to
the creator, the day of such intercourse is due to the shifting of the semantic code
of this kind of art, which is almost literary. As a result of intermedial interaction,
there 1s also a special middle ground, in which an old man can soften the plastic
and semantic aspects of the quiet of the arts, as interaction.

The factors of modeling genre and stylistic features are highlighted, in
particular, the distinction between verbal and pictorial paintings as phenomena of
art, their combination and creation of a new result, seen only by the author; the
technical-material and semantic-experimental levels of interaction of arts are
compared. Within intermediality as a direction of research with unsustainable
theoretical principles, the literary trend and attempts of researchers to classify
intermedial phenomena by different number of taxon levels and with different
degrees of success in practical application are considered. The model of intermedia
analysis of a literary work in its interaction with a non-literary one was chosen as a
working one: definition of the category of analysis common to the works; selection
of a common level of analysis; actually the analysis of means, receptions and
techniques of other media in the context of features of literature as an art form.

The influence of the time paradigm, the circle of communication, external
influences on the painting and writing activity of M. Zhuk is characterized;
influence on his work of Impressionism and Modernism; sensory and intangible
aspects of his literary works and their retransmission in painting; influences of
painting and literary schools. From S. Wyspianski and J. Mehoffer, the artist
adopted the techniques of arranging portraits on a lush, decorated, rich in
ornaments background, but in the early 1930s for political reasons abandoned this

genre, focusing on decorative ceramics.



The realization of M. Zhuk as a writer was incomplete, fragmentary, despite
the expressed creative ties with M. Kotsiubynsky, I. Franko, M. Hrushevsky,
P. Tychyna, and other prominent figures of Ukrainian literature. At one time, the
writer was actively published in the pages of the Literary-Scientific Bulletin and
the Ukrainian House, and published a collection of poems. However, the plans of
multi-volume publications were not completed.

Within the literary school of M. Kotsiubynsky (in the circle of Hrytsko
Hryhorenko, V. Leontovych, M. Mohylyansky, M. Chernyavsky) M. Zhuk
accepted the stylistic dominants of impressionism, decanonization of populist
guidelines, became interested in the psychological nuance of the image of an
educated man, the use of fable shifts, detailing. It is established that it was in
impressionism that expressive genre transformations of short prose on the basis of
intermedia interactions appeared, as a result of which short stories-actions, short
stories-expressions, modified synthetic forms of sketches, sketches, suites, etc.
appeared.

According to the principles of O. Veselovsky's theory of countercurrents, the
apparent contradiction of M. Zhuk’s stylistic preferences due to his involvement in
S. Wyspianski’s painting school (post-impressionism) and M. Kotsiubynsky’s
literary school (impressionism) was interpreted. It is determined that the absence of
a clear creative conflict emphasizes the integrity of the author's creative personality
and indicates the need to study stylistic transformations in his literary heritage.

In the second section, within the framework of the intermedia approach,
genre-style transformations of M. Zhuk’s lyrics and short prose are considered. The
creative connections of poetry with painting and music, the dominance of
symbolist poetics over plastic images in it are determined. In short prose the
looseness of the author's manner, stylistic affinity with impressionism, expressive
psychologism, the author's tendency to blur genre boundaries are established.

The tendency of M. Zhuk’s poetry to the form of thematic aesthetically
integral cycles is compared with his painting triptychs, the use of similar

compositional solutions in several similar canvases. It has been suggested that the



negative evaluation of the first publications of M. Zhuk’s poems by critics is due to
the limited themes and tendency to symbolism already widespread at that time. It is
established that in early poetry the lyrical hero mostly idealizes the unattainable
beloved queen, and also cares about patriotic maxims that have not populist but
early modernist origins and are related to the aestheticization of Ukraine as a
category. This has led to a decrease in the intermedia potential of poetry, so the
emphasis is on the infrequent use of metaphors of colors and plastic images as
manifestations of artistic thinking of the painter.

M. Zhuk continued the theme of love and erotic admiration in the first in the
history of Ukrainian poetry “Wreath of Sonnets” (published in 1918). From the
intermedia point of view, the metaphor of the genre form is traced in the context of
the practice of rich ornamentation of portraits, which evokes semantic associations
with the image of the labyrinth.

It is established that in the poems of the 1920s and 1930s, which were
published sporadically, the author tends to preserve established genre forms. This
contradicts his practice of using synthetic and hybrid genre formations with
expressive lyricization in short prose. The context of early Ukrainian modernism,
focus on psychologism, psychoanalyticism, existentialist issues determined the
genre and style features of fables and stories, short stories, miniatures with features
of genres originating from other arts: different types of sketches, image, sketch
watercolors. For the latter group, the general term may be “etude”, which reflects
the intermedia interaction of painting and literature, but the analysis of the content
of these works shows that the author uses it even in relation to works with parable.

M. Zhuk’s satirical and humorous stories with a more traditional plot
composition reveal the author's ability to reflect the exact and laconic realistic
features of the portrait. In them, the caricature of negative characters is realized
due to the truthfulness and relief of the image.

In general, non-heroic types appear in M. Zhuk’s short prose. In the
vicissitudes of their lives, the author is important primarily manifestations of

humanity, rather than their status of “superfluous man”, which was emphasized in



his contemporary literary tradition. The author's short prose is sensual, unfettered,
full of dionysianism, eroticism, and brings to an end a number of images of the
“new woman”, often presented in a psychoanalytic way (“Dora”, “She”). It is
observed that the prose writer avoids detailed portrayal of the characters (which is
unexpected in the context of his painting practices), is limited to certain expressive
details that are able to convey emotions. It is assumed that this is due to the
author's focus not on social but on psychological aspects of events.

This approach of M. Zhuk is also noticed in the household psychological
essay “I. S. Nechuy-Levytsky” and the memoir “Extinguished Light”, dedicated to
the life of M. Kotsiubynsky. Both works are close to the genre of portrait essay and
reflect the author's tendency to ornament the background, which in the first work
are details of life in Kyiv in the early twentieth century, and in the second — a kind
of triptych of intermedia associations-projections.

In the 1920s, despite the unfavorable political context, M. Zhuk continued to
experiment with forms of prose and satirical plots in the genre of literary fairy
tales. Some of them were published in time, but most remained in manuscripts,
often illustrated by the author himself. Intermedial interactions also influenced this
genre, which M. Zhuk often brought closer to short stories, humoresques, plays,
and legends. The interaction of textual and graphic components of the planned
publications testifies to the harmony of the author's creative personality. It is
established on the basis of the analysis of allusions and subtexts that in most fairy
tales M. Zhuk showed pro-Ukrainian and anti-colonial political views, which
explains the reasons for their non-publication.

The result of the main observations of the study indicates the fundamental
importance of publications of works, their circulation in readers and literary-
critical circles for the development of writing talent. M. Zhuk’s active experiments
with established prose forms, his desire to metaphorically embody traditional
poetic genres in plastic images, unexpected political allusions and subtexts of his
tales testify to the originality of M. Zhuk’s literary heritage with expressive

intermediate features.



It is assumed that the dissemination of the experience of studying the works
of authors who suffered an unfavorable publishing fate, may reveal the nuances of
the literary process in Ukraine in the first decades of the twentieth century and give
the opportunity to imagine it even more diverse.

Key words: intermediality, author, work, aesthetics, poetics, genre,

modification, epic, impressionism, modernism.
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