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The effects which are produced by Names on the imagination is one of the most
extraordinary illusions of mankind. Favour or disappointment has been conceded as
the name of the claimant has affected us; and the accidental affinity of coincidence of
a name, connected with ridicule or hatred, with pleasure or disgust, have evaporated

like magic. But the facts connected with this subject will show how this prejudice
branches out, and what variety of forms it assumes.

Benjamin Disraeli, /nfluence of Names.






Preface

'The main focus of this project, when it was undertaken in 1987, was on name as sign
and hero as an icon. Although the study was in the area of social semiotics it then
seemed of little relevance to the popular production of signs.

Since the completion of the work in 1988, dramatic changes have occurred in the
world, particularly in Eastern Europe. Through them one may observe the unpre-
dictable power of signs and symbols and their profound impact on the collective psy-
che. Masses of people are involved in the destruction of the old icons and the forma-
tion of the new ones. The old are swept away by the diabolic power of the name-signs
and their magic. Politicians and economists, historians and social analysts will have to
determine later the extent of meaning in this not purely onomastic development.

Here our semiotic lenses are focussed on the role of the symbolic, on the power of
the name-sign, and on the display of its semiotic constant. In this respect all recent
events may be viewed as a semiotic parade where signs manifest their semiotic power
and stability. To paraphrase Paul Bouissac, if historians are interested in variables,
semioticians, as much as anthropologists “are concerned with constants” (Bouissac,
1976: 152).

The worship of heroes, their names and their biographies are such “constants,” uni-
versal signs manifesting similar semiotic qualities regardless of geography, history,
politics or desired myth.

Therefore, the study of a particular Ukrainian sign, Taras Shevchenko (1814-1861),
is as meaningful as any other in the “Empire of signs”, using Roland Barthes’ expres-
sion. Shevchenko, the subject of this study, is a sign of high semiotic intensity by
which we may reexamine the underestimated power of the heroic and symbolic.

Another semiotic constant is the paradoxical genre of biography, the universally
loved and hated. Biography is present in all traditions, known to all readers, used and
abused equally by heroes and victims, but as a form of discourse and its constant 1t
remains unexplored. The biographical imperative of most discursive efforts poses
numerous questions. We have attempted to address some of them by applying some of
the familiar signs and symbols to the no less familiar genre.

Toronto, Ontario, 1991
A. Makolkin
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Very few cases of transliteration followed accepted types. Transliteration of
Russian words was done according to J. Thomas Shaw’s System [I (Shaw, 1967). To
Ukrainian matenial Modified Library of Congress type was applied. Transliterations
by other authors have preserved other versions.






Chapter One

Introducing a name-sign

Signs are things which stand for other
things, or to add a different dimension to
the matter, anything that can be made to
stand for something.

Arthur Asa Berger,
Signs in Contemporary Culture.

1. 1. Shevchenko as a Ukrainian Sign

Much as Shakespeare is the symbol of English culture, and Moliére is recognized as
the French sign and Dante as Italian, Shevchenko is the Ukrainian sign. He is the sym-
bol of Ukrainian national cohesiveness that binds together all Ukrainians, as well as
introducing them to all non-Ukrainians. ‘Shevchenko’ is the name-metaphor which
encodes the entire history of the nation for all Ukrainians in past, present and future. It
also means the Ukraine, Ukrainians and as the name abbreviates, simplifies and
reduces the notion of Ukraine and Ukrainian culture to a single sign.

Clarence Manning believes that in “every land and every literature there is an
author who is the outstanding incarnation of the national genius”.! This one man, cho-
sen by the people, is entrusted with the mission of elevating his nation among other
nations or becoming a national sign. In the case¢ of the Ukraiman nation, such a man is
Taras Shevchenko who became a national symbol.

George Grabowicz views Shevchenko not only as a national poet-symbol, but as a
myth-maker as well, and the inspiration for collecuve myth-making of which only a

national poet is capable:2

The impact of Taras Shevchenko on modern Ukrainian con-
sciousness can hardly be overstated: he is Bard and Prophet, the
inspired voice of his people, and the spiritual father of the reborn
Ukrainian nation (1).
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It is not just Shevchenko’s poctry, but also his popularity and especially the myth
around his name that attracts the community. The deeds of the hero are long forgotten
but his name is remembered. It means various things to various Ukrainians and non-
Ukrainians. Christians want to see Shevchenko as another prophet, another Christ or a
model Christian. The dreamers of an independent Ukrainian state saw Shevchenko as
a fighter for a free and independent Ukraine, Marxists regarded him as an ally, a revo-
lutionary, and a representative of the oppressed. The poet’s name acquired different
meanings in the process of the evolution of the name-metaphor.

George Luckyj summarizes this thought:3

He has been acclaimed as a prophet of national liberation, a
rebel in the cause of social justice, a peasant secker for God’s
truth, an atheist, and many other things, so that often his signifi-
cance as a poct has been lost in the ideological struggle about

him (X)

In pre-1917 Russia Shevchenko was a symbol of a “natural genius”, a raw peasant
talent, and a Russian cultural product. After 1917 and the formation of the Ukrainian
Socialist Republic, the Soviet critics adjusted Shevchenko’s name and works to the
propagandistic needs of the new utopian state. Leonid Novychenko gives a portrait-
cliche which exemplifies the popular cultural stereotype that is associated with
Shevchenko’s name in Soviet critical literature:*

The national poet of the Ukraine, a revolutionary fighter and
thinker, he was an associate and friend of many leading figures
in the country’s liberation movement. Through his voice the
Ukrainian people began to speak, for in the rich Ukrainian lan-
guage Shevchenko was able to reflect his people’s character, his-
tory, traditions, and aspirations for the future(8).

Leonid Pliushch, a former Soviet citizen and a Ukrainian cultural figure in exile,

provides a critical view of the established Soviet stereotype around Shevchenko’s
name;d

In contemporary Soviet scholarship Shevchenko is portrayed
‘simply’ as an atheist, a revolutionary democrat, an internation-
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alist Russophile. Whatever does not fit into this scheme is either
passed over in silence, interpreted, or falsified ‘in the Party spir-
it,” indulgently overlooked as error deriving from the lack of
education which he, a peasant, received or from his romantic
idealization of the Ukrainian past, errors, which, as it were, his
nationalist friends inspired and his Russian friends of the revolu-
tonary democratic persuasion helped him to overcome (454-5).

As the onomastic anti-thesis Western scholars created other names around
Shevchenko, the Ukrainian national poet. The names “atheist” and “revolutionary
democrat” were discarded, “Russophile” was vehemently denounced; the naming pro-
cess continued and still is going on. The critic Bohdan Rubchak describes the intensity
of this naming process and the popularity Shevchenko’s name has acquired:6

There is hardly another poet in world literature with more monu-
ments to his honor (in every major city of the Ukraine, in
Moscow, Leningrad, Paris, Rome, Washington, Cleveland,
Winnipeg, Toronto, Buenos Aires, two in the State of New York,
or with more towns, strects, City squares, schools, and museums
named after him (4).

Rubchak illustrates how the name of a national hero has to be reintroduced periodi-
cally in order to be saved from oblivion. To stay popular a name must be constantly
recalled. Each street or town in Shevchenko’s name is another reminder of the hero’s
name, as well of the onomastic anxiety of the group who fears that it may be forgotten
otherwise. With the ever increasing distance from the poet’s lifetime (1814-61),
Shevchenko’s name has to be constantly reintroduced to each new generation of
Ukrainians and non-Ukrainians. Each new generation has to be re-acquainted with the
national hero. Mere naming after the poet intensifies his popularity, but is semiotically
less effective than a heroic biography or panegyric which becomes increasingly help-
ful in remembering not only the heroic name, but also the hero himself. If naming a
street or a city after a hero reminds us of a person, the heroic biography of an individ-
ual explains why he is to be remembered. Thus, maintaining the name-symbol in the
collective memory of a group becomes the function of any heroic biography.

The heroic biography of a poet-national symbol, which re-introduces the name-
icon by redescribing his life and work in every new biographical text, 1s a cultural
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institution in itself worthy of an indcpendent examination. The purpose of the present
study lies only in analyzing the problem of the name-symbol in the course of rewriting
the heroic biography of a major national poet. Shevchenko’s status as a national
Ukrainian poet, his enormous popularity and cultural significance, makes him a classi-
cal national hero and his name a classical example of a name-symbol, name-sign and
heroic icon.

Shevchenko, the Ukrainian national writer, became a special field of literary crit-
cism, a separate branch called Shevchenkoniana. Shevchenko, the biographical sub-
ject, contributed to an entire new epoch in the history of Ukrainian biography and
added another chapter to the general history of heroic biography. He entered the pan-
theon of national heroes next 10 other heroes and saints. His name would never have
become a common metaphor and part of a special shared code without the deliberate
technique of transforming the real concrete name of a real historical figure into a
name-symbol. Thus, the theme of the present study is the close analysis of the nam-
ing technique or the phenomenon of onomopoesis in heroic biography. The central
and permanent motif of the ongoing biographical discourse about Shevchenko is the
name of the hero-poet and his role for national unity. In creating the name-metaphor,
authors, throughout more than a century of rewriting the poet’s life, anticipated the
collective desire of the national group and prevalent group mythologies. There 1S a
nearly organic unity between the myth, mythical power and the heroic name. The
national myth nourishes the onomopoesis while persistent naming of the hero supports
and reinforces group feelings about him. However, the name of a hero has to undergo a
process of gradual semantic intensification in order to erect the name-monument.
What are the means of this gradual onomopoesis and how is this name-icon created?
These arc the main theoretical questions of this sudy. To answer these questions the
present author has established a diachronical field of observation following the progres-
sion of Shevchenko’s name in the earlier biographies written immediately after his
death, and up to the most recent reinterpretations of the poet’s life and work. Rewriting
the subject’s life for nearly two centuries, biographers had to repeat not only the same
biographical plot from the moment of birth to death, but also to follow the same pro-
gression of a name from an ordinary one to the heroic name-symbol.” The space
between the name “Taras Shevchenko” and the name-sign “Shevchenko — Ukrainian
Shakespeare™ has proven to be filled with a large variety of onomastic choices.

Considering the role of the subject as a poet and national Ukrainian hero, it would
have been an unrealistic task to examine the entire biographical legacy about
Shevchenko. Nonetheless, the biographical diachrony from V. Maslov (1874) to L.
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Novychenko (1983) is filled with numerous elaborate onomastic structures which all
sufficiently explain how onomopoetic language functions and how the name of a man
is transformed into a name-icon. The name has to pass a certain test in heroic accla-
mation to be unconditionally accepted as iconic; it must undergo several stages prior
to 1ts final heroic transformation. Initially, when the name of a hero is introduced as an
emulative model, a biographer has to convince his readers of the subject’s heroic
worth. The strategy is always the same, that is, the onomopoesis or name-construction
has a constant specific quality. It gradually intensifies the name: the sign acquires its
gradual semiotic strength, gradually achieving the highest degree of semiotic expres-
sion through an elaborately arranged process. A biographer builds gradually the ono-
mastic pyramid as the monument to his hero. All these verbal monuments created at
various times by different biographers do preserve their particular visions of the heroic
subject while sharing numerous common discursive features.

For instance, a non-Ukrainian author perceives a Ukrainian national hero in a
slightly different fashion: Emile Durand (1876), William Morfill (1880), Alfred
Jensen (1916) Lauro Mainardi (1933) and Clarence Manning (1945). Some of them,
contributing mere biographical sketches, nonetheless mediate the view of the
“Other”.? The heroic pathos of a panegyric written from the “outside” differs in inten-
sity and quality from a heroic portrayal written from “inside” the group, that is by a
Ukrainian biographer writing about a Ukrainian national hero. An extreme panegyric
may be expected only from a fellow compatriot sharing the same cultural heritage.
Nonetheless, the panegyric of the “Other” equally contributes to the construction of
the onomastic pyramid or monument to the hero.

The time span (1874-1983) between all these various biographies permits one o
capture various points of view and different popular beliefs which influenced the
establishing of the name-symbol. His name was repeated in English, French, German,
Russian and Italian versions of his life-story. It was being methodically drilled into the
collective memory of various national groups for nearly two centuries. The corpus of
selected texts permits the reader to follow the progression of the heroic name-icon in
the time and cultural space of the 19th and 20th centuries. Thus, biographies by M.
Chaly (1882), V. Maslov (1874), O. Ohonovs’ky (1889) contrast with the later
redescriptions of Shevchenko’s life undertaken by V. Kranikhfeld (1914), and D.
Doroshenko (1936).10 Natalia Kholodna’s version of the same heroic life (1955) rep-
resents an original feminine vision of the poet-symbol, as well as summarizing some
popular attitudes towards the national hero-poet.!! Her biography complements P.
Zaitsev’s (1955), also written outside the Ukraine, but differs in style and degree of
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praise.12 Biographies by Maxim Ryl’s’kyi and Alexander Deutch (1964) and L.
Novychenko (1983) exemplify the treatment of the Ukrainian national hero in the
Soviet period.13 Konstantin Paustovsky’s biographical attempt dating back to 1938
represents a very sophisticated narration in Aesopian language, and is the best artistic
production despite ruthless censorship and persecutions during the Stalin era.l4 The
biographical texts analyzed do not claim to be the complete corpus of Shevchenko’s
biographies. Neither does this author intend to evaluate their historical merits.
Selected in diachronical fashion, from 1874 till 1983, they merely serve as discursive
data for the examination of onomopoesis in biography.

1. 2. Names, heroes and onomastic mythology

Names and the process of naming have mystified people from time immemorial.
People were always puzzled or frightened by various names. The ancient Greek
philosophers recognized the semiotic power of names and, even then, already viewed
them as cognitive tools in mastering reality and obtaining further knowledge. Through
Plato modemn readers may find that Socrates presumably regarded a name “‘as an instru-
ment of teaching and of separating reality, as a shuttle is an instrument of separating the
web” (23).15 It becomes obvious that even ancient thinkers agreed on the ubiquity of
onomastic power. They recognized names as phenomena important both to Greeks and
other nations. In Plato’s Cratylus Socrates is quoted as having said that there is a kind
of nherent correciness in names, which is the same for all men, ‘both Greeks and bar-
barians’ (7).1¢ By “inherent correctness” he may have meant the power of names to
distinguish objects, people and ideas, as well as to measure and compare them with one
another, and to provoke certain emotional states.

Socrates, for example, was fascinated by the collective traditional admiration of
heroes and tried to uncover the etymology of the name “hero”, He traced it to the orig-
inal “love” (eros), giving the following semantic explanation to Hermogenes:

Why, they were all born because a god fell in love with mortal
woman, or a mortal man with a goddess. Now if you consider
the word “hero” also in the old Attic pronunciation, you will
understand better; for that will show you that it has been only
slightly altered from the name of love (Eros), the source from
which the heroes spring; to make a name for them (57).
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Thus, even the ancient thinkers tried connecting the name “hero” with the emotion-
al state “love”, summarizing the traditional psychological impact of a name upon indi-
viduals and entire groups. Their, a somewhat naive semantics registers the semiotic
effect of the name “hero” which is usually associated with communal worshipping,
ideal behavior and the ultimate heroic goal. For the ancient philosophers, “hero” was a
name that carried clear and powerful etymological exegesis in itself; “hero” was a sign
of an exceptional status:

Hero = Eros + God

The name was a sign of a special social role. An individual who was named ‘‘hero”
was naturally loved and revered like a god. Since gods were immortal and eternally
loved, anybody ultimately named a “hero” was worthy of eternal remembrance and
reverence. The ancient Greeks acknowledged the semi-human and semi-legendary
qualities of their heroes and demystified the very process of naming. At various times
different people deserved the name “hero”. If initially it was a warrior, or a ruler, later
it became a philosopher, an artist or a musician. In Plato’s time the “race of orators
and sophists” were already named “heroes” (57). Montaigne would later expose the
falsechood of names and denounce onomastic mythology. For him, a name was a mere
arbitrary sign. “Is it Peter or William? And what is that but a word for all mouths? or
three or four dashes of a pen (316).”17 He mocked the onomastic obsession of his
countrymen, as well as their custom of giving names by using the name of one’s
“Towne, Mannor, Hamlet or Lordship”. Nonctheless, despite his attitude to names,
Montaigne acknowledged the mystic power of a heroic name and recognized its ono-
mastic tyranny, even long after the death of the hero whose name is not only remem-
bered, but still may have the most powerful impact upon the living:18

Those that survive are tickled with the pleasure of these words,
and by them solicited with jealousie and desire, do presently
without consideration transmit by fantasie this their proper
motion of revenge unto the deceased (317).

The French philosopher ends his essay on names by quoting Juvenal and implicitly
acknowledging the “desire for a heroic name, and the overpowerful thirst to be
praised”. Montaigne agrees with the ancient poet that heroic names do indeed possess
mysterious power to alter human behavior.
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John Stuart Mill was very skeptical about the power of names. He regarded them
as discursive auxiliaries or markers that help the speaker to distinguish individuals:17

When we name a child by the name Paul, or a dog by the name
Caesar, these names are simply marks used to enable those indi-
viduals to be made subjects of discourse (3).

Mill overlooked the possibility of onomastic subversion in the very name “Caesar”. In
the case of a dog, there could have been a definite ironic statement made by the own-
ers whose pet, perhaps, shares some qualities of the deceased Roman Emperor. If the
animal’s intelligence was to be emphasized then the name “Caesar” could be regarded
as a heroic pet’s name. On the other hand, the act of naming could become a camiva-
lesque gesture of giving the opposite name to the unintelligent dog. In any case, Mill
fails to notice the metaphoric quality of a name which has more than a purely func-
tional role of a signal. In other instances, Mill contradicts his own theory of names and
admits that names are not pure communicative signals, but they also carry the atti-
tudes of the name-giver. Much like his predecessors, Mill records the other function of
a name. Names are more than signals, forms of addressing a person or designating a
place; they may carry many other associations. Mill comes to understand that various
circumstances require different names. For instance, a man could be named
“Sophroniscus” and could be called by other names, such as “a man, a Greek, an
Athenian, a sculptor, an old man, an honest man, a brave man” (38). Consequently,
Mill comes to the conclusion that a name may express the belief and attitude of one or
many individuals and thus be connotative and denotative as well. Mill’s theory of
names largely echoes Thomas Hobbes’s ideas expressed in Leviathan, but is more
advanced than Hobbes’s onomastic theory which fails to acknowledge the onomastic
context.20

For names are not intended only to make the hearer conceive
what we conceive, but also to inform him what we believe (24).

Twentieth-century scholars would later draw attention to the onomastic context and
power of a name. Otto Jespersen and John Carroll revived the ancient concept of ono-
mastic power and pointed out the drawbacks of Mill’s and Hobbes’s arguments.2!
Arguing with Locke and Hobbes, the two linguists maintain that names are to be treat-
ed beyond their isolated dictionary designation. They indicate that even place names
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can be metaphorical, for instance, Rome: Rome in Italy, and Rome in North America.
Jespersen pays attention to the manner of using names, the reaction to a name. The
most convincing argument against Hobbes’ simplified onomastics is found when
Jespersen presents the phenomenon of a proper name being transformed into a com-
mon name or onomastic metamorphosis. Quoting Oscar Wilde, he writes that;
“Every great man nowadays has his disciples, and it is always Judas who writes the
biography,” aiming at a “transition 10 speaking of a Judas” (66).22 This example illus-
trates the transformation of a proper name - marker into a common name-symbol
which derives its origins from the Biblical plot, but owes its onomastic progression 10
the collective experience which causes the name to evolve further.

Francois Rigolot reports that the stability of a proper name is a rather recent phe-
nomenon, dating back to the civic and religious laws of the 16th century.23 He indi-
cates that prior to that period even proper names were subject to changes, names were
unstable and dependent upon numerous social factors. He regards names as indicators
of the social vicissitudes. For instance, the phenomenon of the elevation of so-called
humble names was intertwined with societal changes, or the onomastc shift could
record a historically significant transformation. He regards names as indicators of
changing beliefs and firmly believes in their ideological deconstructive power:24

L’onomastique se présente comme déconstruction idéologique
dans la mesure ou elle permet de mettre en relief un renverse-
ment des valeurs tenues (93).

[Onomastics appears similar to ideological deconstruction in
terms of emphasizing the debunking of cherished values.]

All in all, the onomastic authorities suggest taking into account the social implications
of a given proper name and examining the process of naming and renaming, since
name, hero and myth may exert such enormous power in any culture and at any time.

1. 3. Freudian onomastic mythology

Freud, with his peculiar fascination with pathology, paid attention 10 a less common
attitude regarding names.25 He focussed on forgetting rather than remembering proper
names. The inability to recall a proper name was viewed by him as a sign of mental
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distress, a physical illness or a manifestation of neurosis. Freud distinguished forget-
fulness brought on by fatigue or distraction from the intentional blocking of certamn
proper names. Occasionally this onomastic amnesia would be partial or a mere ship
of the tongue, and, describing it not without a sense of humor, Freud would bring in a

literary example:26

Lichtenberg writes in his witty and satirical Notes, “He always
read ‘Agamemnon’ for “angenommen” (verb meaning to take
for granted), so deeply versed was he in Homer (37).

Aside from ignorance, Freud would explain the phenomenon of forgetting a name as
an intentional action:27

If anyone forgets an otherwise familiar proper name and has dif-
ficulty retaining it in his memory - even with an effort - it 1s not
hard to guess that he has something against the owner of the
name and does not like to think of him (48).

The intentional forgetting of proper names was attributed to an aversion on the part
of memory against recalling the pain if it were recalled (67).

This attempt to block unplecasant memories and associations was perceived as a
defence mechanism, a protective “flight of the mind towards avoidance of pain”. And
ultimately, Freud connected some cases of forgetting names or onomastic amnesia
with “the chain of associations of a more intimate nature”(67).28 He also dealt with
name distortion which he regarded as a form of psychological abuse (40).2°

It remains a paradoxical fact that Freud, whose own name became legendary and
will, perhaps, always be remembered, never devoted any attention to a much more
prevalent state of common attachment to certain names. The onomastic neurosis or
obsession with some heroic names was never explained by the modem “god of psy-
chology and psychiatry”. People, in fact, would prefer rather to remember than forget
names. By the end of the 20th century, all that we now call culture may be symbolical-
ly represented by a series of names which embody art, science, politics, music, litera-
ture or philosophy: Pythagoras and Sappho, Socrates and Homer, Plato and Aristotle,
Christ and Confucius, Dante and Shakespeare, Darwin and Marx, Napoleon and Peter
the Great, Columbus and Freud. The collective human memory attempts to store all
this multitude of heroic names, each day adding more and more new names to the
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endless list of names to be remembered.

1. 4. Names as graphic signs

Throughout history, names established themselves as an auxiliary code when they
began to function as additional transcribers of the natural language. All that natural
language expresses through the complexity of grammar, syntax, and extensive discur-
sive means, the names-signs, or the onomastic code, reduce to simple, clear and
graphic signals which effortlessly and most effectively translate reality. Names have
become passwords to other words, special bridges connecting multitudes of linguistic
structures. London and Thames, Paris and Seine, Moscow and Kremlin, Rome and
Vatican immediately introduce the variety of cultures, places, histories and people in
the most economical and graphic way. They summarize geographical, economic,
political and historical reality to a large segment of Europeans and non-Europeans.
They symbolize the Western World.

As the Eiffel Tower 1s a universal symbol of Paris, a “strictly Parisian statement”
“Shakespeare” is a symbol of English culture (Barthes, 1982:34).30 It signifies exactly
in the same way as Dante or Confucius, Alexander of Macedon or Napoleon, Homer
or Omar Khayyam, Hammurabi or Christ. All of these names stand for much larger
worlds which could eventually become less familiar than the names describing them.
With the flow of ime, names acquire even more semiotic significance since they pro-
vide continuity in time and space. Even without having read Shakespeare, anybody in
any country will always perceive his name as a sign of English culture. Dante will be
always associated with Italy. Plato and Aristotle will always represent Greece.
Pyramids and the Great Wall, the Kremlin and the Vatican possess exactly the same
semiotic power to signal reality. Names of places and famous people or heroes belong
to the graphic or “major signs” which are universally understood. They are signs
which stand for more complex worlds that are simplified and made familiar through
the effective onomastic code.

Along with place-names the names of people possess the same onomastic effec-
tiveness or semiotic valence. Much like place-names the names of famous: people
may be divided into two major groups: names of limited circulation, and names of
universal circulation. Names of limited circulation are those remembered by the
educated elite, the property of so-called high culture, while names of universal circu-
lation may be regarded as the common property of high and popular culture. If names
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of Agamemnon or Sappho, Virgil or Juvenal, Copernicus or Chaucer, Sofia
Kovalewsky or Pasteur, Adam Smith or Mendeleev are well-known to historians of
literature and science, they are not the most familiar signs for large masses of peo-
ple.3! In fact, major brand names of consumer goods are more familiar in popular cul-
ture. Thanks to mass advertising and mass media, Coca-Cola or Maxwell House, Ford
or Hershey, Chanel or Levi, Macdonald or Kodak nowadays signify more than the
cultural icons of the past, and are universal graphic signs as opposed to the names of
16th or 19th century writers or scientists.

Nonetheless, the names of the producers of national culture or national heroes have
remained the universal signs of high semiotic power. All the icons of national cul-
tures have ousted most of new names. All signs that carry national specificity, mythol-
ogy and uniqueness happen 1o be the most iconic signs. They possess extreme semi-
otic power as the most visible and familiar signals of reality. Some national symbols
never leave national boundaries, remaining locked inside geographical national fron-
tiers while others transgress them, becoming universal graphic signs. Such are
Shakespeare and Moliere, Cervantes and Dante, Garcia Lorca and Dostoevsky,
Mickiewicz and Ibsen, Tolstoy and Shevchenko along with numerous other names of
national heroes-writers who are associated with a particular nation, language and tra-
dition, and who became their singular symbols, their national signs. Names of writers
and poets are relatively recent signs which established themselves in the universal
“empire of signs”. They appeared only after the formation of national literary lan-
guages and literatures, that is, after the writers and poets had become the national
heroes.



Chapter Two

Name and heroic meaning

A hero ventures forth from the world of
the commonplace into a region of super-
natural wonder; fabulous forces are there
encountered and a decisive victory is won;
the hero comes back from this mysterious
adventure with the power to bestow boons
on his fellow man.

Joseph Campbell,
The Hero With a Thousand Faces.]

2. 1. Heroes and heroic need

The history of various cultures in different periods has convincingly demonstrated that
there is a “persistent attempt to establish heroism”.2 Numerous thinkers throughout
history already acknowledged this persistent need of the heroic, and Freud summa-
rized in this century what had been already known. “We know that in the mass of
mankind there is a powerful need for an authority who can be admired” (109).3

And they had been always found, the individuals worthy of praise, emulation and
worship. Zeus and Apollo, Heracles and Dionysos, Prometheus and Moses,
Cuchulainn and Sigurd, Robin Hood and Ilia Muromets, Christ and Buddha, remind
us about the highly elaborate and deeply-rooted ritual of hero-worshipping which has
been recorded in numerous legends, fairy tales, myths.4 The epitome of hero-worship
one may find in the most popular heroic record, the Bible which contains the most
miraculous accounts of heroic deeds and presents its ultimate hero, the Creator. Our
present existence, in its primitive and civilized form, is now unthinkable without
heroes and hero-worship.

Heroes are bomn and die, heroic name-symbols appear and disappear, but the pow-
erful need for the heroic remains. Human imagination and the most imaginative and
creative reality never stop the incessant search for new heroes and new heroic names.
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Their stock seems to be inexhaustible. Bill Butler characterizes this eternal process in
his The Myth of the Hero, stating that: “The Hero is an archetype figure a paradigm
who bears the possibilities of life, courage, love—the commonplaces, the indefinable,
which themselves define our human lives” (6).> According to the author, the “hero is
gencrated by the needs of ordinary mortals”, who wish to stage the glorious passage
through life and death and rchearse the end. It is not so much the fact of dying that
frightens all humans but the circumstances of death and the ultimate fate of one’s
name after death. “Being forgotten carries the significance of abandonment” writes
Jeffrey Anderson, while remembrance satisfies one’s longing for immortality and eter-
nity.6 A name remembered is a comfort to a human being who has to face one’s own
and everyone’s inevitable mortality.

The glorified and remembered names of dead heroes represent a possible happy
end. Remembering the names of heroes after their deaths recreates the scene of living
after death in the most desirable fashion. A name remembered is a monument to the
deceased, and expresses the secret human desire not to be forgotten and a universal
dream of immortality.” After all, “to be born obscure and die famous has been
described as the acme of human felicity”, says Waldo Dunn, the historian of English
biography (223).8 The fame and glory of the “Other”, in the heroic name-symbol sat-
isfies this universal desire to be remembered or to live after death in the collective
memory of others. Each member of the hero-worshipping community may not only
witness the glorious life of a hero and honor his name after death, but also be encour-
aged to emulate heroic behavior as an escape from anonymity and oblivion. The eter-
nal search for heroic names, heroic models and examples of heroic passage through
life s reflected in the ongoing biographical discourse about various heroic subjects.
Biographies sustained in a highly panegyrical tone have always been used to drill
heroic names into collective memory.

2. 2. Heroic biography, panegyric and heroes

At various stages of civilization and in various cultural traditions there were different
criteria for measuring the heroic; different standards of beauty, courage and wisdom
were applied to heroes in ancient and modem times. However, the same heroic fea-
tures remained as prerequisites for praise and admiration. A portrait of an ancient
philosopher may not be very different from a panegyric to a modern political leader.
Irrespective of the changing norms of heroic behavior, the genre of heroic biography
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1s one of the main modern forms of hero-worship. Repeating the name of a hero
through a heroic biography has proven to be the most effective method of remember-
ing the name of a hero. Western heroic biography originating in the Greck panegyrics
and Roman laudatio funebris has a long tradition of immortalizing warriors, senators,
philosophers and tyrants and is merely a Western version of heroic biography or.pane-
gyric proper.? Time passes, empires and emperors fall into decay, heroes are born and
die, but the indestructible panegyric rises again and again to fulfill the innate desire to
praise and admire the “Other”.

The “Other” could be a person in power, representing either the state or church or
simply an artist, a writer, a composer or a dancer. Panegyric, or heroic biography, is a
manifestaton of the inherent desire to love the “Other”, as well as to learn and admire;
thus, it is one of the basic forms of acquiring knowledge about the world, Panegyric is
the familiar, the point of departure in the journey of Being and the positive analysis of
the existential universe. Panegyric 1s the method of catharsis and rejuvenation belong-
ing to times long past, a common and sharable universal sign. It is as eternal as our
naive dreaming about the perfect world and ideal human being.

This genre is the ancient way of poeticizing our presence in the world, a genre that
removes the tragedy of the End, stressing the Graph-discourse and moving the fragile
body-Bios-to the background. It is a verbal monument, and a name-metaphor serves
as its basic discursive construction material. Both groups and individuals created,
enjoyed and depended upon panegyrics. Babylonian and Egyptian kings, Greek and
Roman rulers, Russian tsars and Chinese emperors all favored and encouraged bio-
graphical writing. The popularity and attractiveness of this ancient genre was discov-
ered long ago, and society has resorted and will always resort to panegyric as a part of
life and human nature.

Dennis Twitchett reports that in China:10

the biography would serve as a model to be emulated suggesting
to posterity courses of action likely to lead to success and appro-
bation or less commonly as minatory examples illustrating
errors to be avoided (29).

Only very privileged individuals would be considered worthy of a heroic biography
there. Chinese biographers, much like many others, were the devoted servants of the

State.
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Patricia Cox, studying Graeco-Roman biography, pointed out the propagandistic
features of this tradition as well: “Suetonius’ biographies are good examples of a
major dynamic operative in biographical writing: the molding of man’s character to a
pre-conceived model” (15).11 Arnaldo Momiligliano, the well-known authority on
Graeco-Roman biography, demonstrates the role of praise and how panegyric assisted
Roman rulers in establishing their power.12 Boris Uspensky notes that the Russian
tsar, Peter the Great, often edited biographies and insisted on the motif that monarchs
are ‘Gods’ and ‘Christs’ (10).13 Michael Rewa concludes that “the world of biography
rests upon the ancient shoulders of one such-Panegyric...”(XI).14

There is a consensus among the critics of biographical genre that Christianity
brought new heroic standards to pancgyric, transforming the lively ancient gods and
heroes into saints and martyrs. The cult of worshipping Life on Earth was replaced by
the concept of martyrdom, self-denial and impatient waiting for life after death.
Nonetheless, hero as a familiar sign remained, ssmply acquiring new heroic features.

Modemn panegyrics were slightly undermined by Freudian concepts, the “god” of
psychoanalysis encouraged examination of the most private sides of subjects’ lives
and contributed to the modern debunking portrayals of heroes.!5> Contemporary psy-
chobiography presents old and new heroes in a somewhat embarrassing light, uncov-
ering most intimate details and demythologizing well-known figures; sexuality, no
longer a taboo topic, became a hero-debunking device and a discursive phenomenon
aimed at destroying panegyric and lowering the heroic status of the admired figures
while uncovering their private lives.

Christianity and psychoanalysis happen to be the dominant beliefs which are
responsible for the remarkable shift in the developmental history of panegyric. If
Christianity gave new life to panegyric and a new form of praise, hagiography,
Freudian theories undermined this ancient genre causing hagiography to be trans-
formed and take the shape and form of an anti-heroic psychobiography. The names of
Chnistian heroes, such as martyrs and saints, were added to the heroic pantheon of tra-
ditional heroes—warriors, rulers, scientists, philosophers and artists. Documenting
this remarkable shift, John Garraty wrote:16

As the Church rose in power, extending its influence all over
Europe, the habit of writing Saints’ lives became firmly estab-
lished. Before the ninth century the lives were written in Greek
or Latin and were read chiefly by members of the clergy, who
passed them on to the faithful in the form of sermons (545).



Heroic biography, panegyric and heroes 17

Hagiography shaped the minds of the clergy who then, in turn, influenced believers
and non-believers. It promoted the new faith and served as the supportive structure
between Church and State. The *“darkness of hagiography” lasted for more than ten
centuries in Western and, even longer, in Eastern Europe.

Late adoption of Chrnistianity in Kievan Rus affected Russian and Ukrainian heroic
biography which endured a much stronger impact of hagiography.!” Even political
figures were frequently praised like religious idols, hagiography being used to glorify
the pillars of State and Church. Much like the Westem lives of saints, Zhitiia (Lives)
had a profound impact upon Russian and Ukrainian biographical writing. Their
hagiography was the main litcrary form and the sole channel of artistic expression
untl the 16th-17th centuries and the traces of old Russian hagiography remained even
in modemn panegyrics.

Thus, heroic biography is a popular genrc which not only worships heroes, but
popularizes dominant beliefs generated in society. Heroes are praised in the light of
prevalent societal views; or heroic discourse ‘“‘passes through the mass censorship of
the community”, and produces popular beliefs and popular myths. Heroic biography 1s
a genre-constant, a discourse-phenomenon and a universal cultural sign. It estab-
lishes some emotional stability within the hero-worshipping community and offers
support to the group. The dominant societal beliefs change as societies impose new
regulatory mechanisms upon the community while the genre of heroic biography
offers a familiar code, a recognizable sign and cstablishes order and stability.
Biographers serve as *“‘custodians of heroic reputation™.

Since heroic biography is a popular genre it is directed at the largest reading audi-
ence or the so-called zero-degree biographee who may be defined as the least edu-
cated reader.!8 Such a reader operates with the most primitive semiotic symbols gen-
erated by mass culture. His knowledge is in the realm of the simple and familiar; he 1s
the most sincere admirer of the hero mainly because the hero is a member of the same
group. “Voltaire is great because he is French. I am French, therefore 1 am great as
well.” Such is the logic of the vast majority of popular readers or zero-degree
biographees. The national bond between the subject, biographer and biographee is
particularly significant in a heroic biography which is primarily a panegyric to the
national hero of a given group. The leaders of the State and Church were always
aware of the power and qualities of a heroic biography and have successfully exploit-
ed and still continue to use this popular genre in their own interests.

The recreated life of a hero not only saves the name and hero from oblivion, but it
promotes dominant beliefs, be they religious, secular, political or other. The name of a
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hero is not merely a reminder of the dead hero, it also reveals the attitudes of the
name-giver-biographer. A biographer who is a part of his own national group and a
given society anticipates the desires of the group and often fulfills the demands
imposed by the State. He is seldom free in constructing a heroic name-metaphor.

This biographical onomopoesis is a manifestation of the collective preference,
since the group and its prevalent beliefs dictate the desired names (o a biographer.
Here one has to distinguish the two major discursive layers: the official ethos and the
popular informal point of view. The socio-political climate adds extra-discursive
dimensions and sharpens the wit of a biographer who has to reconcile the official
State views and the popular perception of his/her subject.

Characterizing mass culture, Janice Radway wrote the following:!?

By successfully denying both process and change, popular liter-
ature establishes itself as a highly conservative form if, by con-
servative we mean the tendency to reassert the naturalness of
accepted modes of behavior and pattemns of beliefs (423).

Being a popular genre, a part of mass culture, heroic biography is a conservative
form. It appeals to the largest part of the community through its most common and
sharable sign-hero, who is simultaneously “above the group,” as Northrop Frye
believes, and is equal to each and every member, as the biographer intends.20 Despite
the status of the hero, his admirers may still identify with him/her since the hero and
his worshippers share familiar stages of Bios-birth, growth, youth, maturity, disease,
and finally, death. No matter how superior a hero may be, he/she is still mortal and
human and this makes the subject of any heroic biography familiar and brings him
closer to the reader-biographee. Bios or biological reality lowers the heroic status of
the subject.

The plot of any heroic biography is in essence the diagram of the process of elevat-
ing a name from a “common proper name” to the ultimate name-metaphor, name-
icon. Any biographer starts with birth and an ordinary name given to the biographical
subject at birth and follows the progression of the name or the onomastic metamor-
phosis 1n the process of its heroic passage through life. The distance between the
hero’s birth and his death is basically a map of this onomastic progression from a
common “proper name” to the name-allegory. The symbolic baptism of the subject or
giving him a heroic name is the purpose of any heroic biography. The last name or
family name of the subject whose life is redescribed in numerous heroic biographies
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eventually is a name-icon. This gradual transition of a proper name to a name-symbol
is the onomastic progression that is followed by all biographers and that possesses
some internal rhythm. Panegyric and fairy tale are synonymous on the level of the
plot, since the passage of a victorious folk-hero is easily recognizable in any heroic
biography whose purpose is to immortalize the hero.

The voice of the biographer, name-giver, reaches its crescendo after the subject’s
death which is the moment of the naming climax or the nominal apogee. The death of
the hero celebrates the beginning of something new: the legendary presence of the
name-symbol after his actual death. This moment is also a significant period in the
life of any biographer who builds the monument to himself in the process of erecting
the monument to the hero. It is through the name of the “Other” that a biographer (or
any wnter for that maiter) immortalizes himself.

Occasionally the name of the hero is a sheer pretext for initiating a discourse about
the “I” and protecting the unknown and vulnerable biographer from the censor. The
glorious name of the hero helps to evade the waichful censor and functions as a dis-
cursive shield, a phenomenon well-known in countries with oppressive regimes and
vigilant censorship. A heroic biography may, thus, simultaneously contain a genuine
glonfication of a hero, or act as a false sign with the intention of providing an other-
wise 1impossible secret podium for a biographer. The Soviet heroic biography of the
Stalin era is the most illustrative example of such discursive usage, when a traditional
genre is used for a non-traditional purpose. Panegyric written in Acsopian language
has proven to be the genre-savior which helped so many artists to survive. The seduc-
tive power of praise seems to be so overwhelming that even tyrants may be deceived
and defeated by it. Some heroic names never fade out of collective memory and never
submit to the law of the genre which constantly secks new heroic names and tends to
debunk old heroes. Such heroic names never lose their heroic pathos; on the contrary
each mention of the name gains its panegyrical force. Is it the name which is needed
or the panegyric itself?

2. 3. Heroic biography, concept of a national hero

Despite the impact of dominant mythology at any given time upon the onomopoesis
in heroic biography, the nationalist concept always remains the most prevalent factor
in all versions of panegyric. The name of the hero completes the onomastic circle:
glory to the hero—glory to the nation—glory to the national hero. The distance from
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the subject escalates the heroic pathos of panegyric, the image of the national hero
becoming more and more god-like.

National heroes subvert the systems of social hierarchy, uniting peasants and aris-
tocrats into one Whole-Nation. Throughout history national feelings have proven to be
among the most deep-scated sentiments. Nikolay Berdiaev describes this ancient
experience: “The fact that I am a Russian is much deeper than the fact that I am a
noble man” (139).21 Many scholars liken nationalism to religion, seeing some com-
mon features between the expression of faith and the collective ethos of the group.22
Rosalind Mitchison presents her view on nationalism as “‘a phenomenon that can cer-
tainly be a substitute religion rising up in a society as the hold of religion upon it
declines.” (6)24 Hans Kohn shares her view and sees a direct transition from heroism
to nationalism and defines nationalism as “theology”.24

If hagiography introduced the new societal mythology and new heroic models
deriving from Christianity, the mission of heroic biography in times of rising national-
ism became the promotion of national unity. Neo-hagiography replaced hagiography
when the needs and demands of the Church were outweighed by the requirements of
the national state. Hagiography used to unite all believers under a single Christian
umbrella while neo-hagiography began to establish a bond between all members of a
single national group. Much as saints were the heroic models in times of rising
Christianity, national heroes began to serve as models of collective behavior. The
heroic biography in its neo-hagiographic stage was again serving the needs of those in
power.

The heroic lives of individuals chosen to be heroes served as “signs systems con-
trolling group behavior™.25 National pride and hero-worshipping are interdependent.
The achievements of other members of the group compensate for the individual fail-
ures of the rest of the national group, which is comforted by the sense of belonging to
the “Other” who is simultancously a part of the collective “I”. The unattainable goals
and dreams of individual group members are realized in the achievements of national
heroes who simultaneously symbolize the *““Victorious Other” and victorious “I”, the
desired but frequently impossible success (Gerard, 1965: 87).26 For instance, a Greek
in modem times, regardless of his/her individual place in modem Greek society may
be consoled by the fact that he/she represents the nation that owns collectively such
heroes as Greek gods, Homer, Socrates, Plato and Aristotle. Each nation zealously
guards its heroic national pantheon. Dante is not only a creator of verbal art, but also
the Italian national icon or a commonly owned cultural property.

Carlyle, analyzing the role of new heroes-poets for the nation, attributed more
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power to Dante than to the Russian tsar. He proclaimed Dante and Shakespeare the
“saints of poetry” who speak to people of all classes, ages and times.2” Carlyle explic-
itly suggested that poets are the producers of the common national culture shaping it
through the common national language. Carlyle stands in the history of ideas as the
worshipper of the Word, Language and Poet. The Victorian thinker could anticipate
the ume when Dante would become the Italian national icon, much as Shakespeare,
Milton, Pushkin, Mickiewicz or Shevchenko would become the national saints for the
English, Russian, Polish and Ukrainian people respectively.

The Victorian Romantic philosopher summarized the social function of this new
hero-poet who is able to articulate, foresce and create new collective myths, icons, and
goals and redefine the group as a Whole. Much like Christianity, the new religion
intended to unite the members of the same group. Acknowledging that “society is
founded on Hero-worship”, he merely proposes to transfer this eternal desire 10 wor-
ship to different heroes, new saints-poets.

Carlyle’s monumental work recorded the climate and spirit of his time. It was the
age of the rising cult of the Poet, intense creativity in numerous fields, and rising
nationalism. It was also the turning point in the development of the biographical
genre. The new age supplied biographers with numerous biographical subjects, new
saints-poets. Neo-hagiography or idealization of these new saints was inspired by the
Romantics who started the new heroic age which was characterized by “insisting on
the uniqueness and eccentricity of genius, the difference of poets from other people”
as Laurence Lipking sees it (Intr).28 Having proclaimed poets as “universal figures”,
and having elevated them to the level of divinity, the nineteenth-century thinkers
worked out the philosophical ground of later nationalism and redefined the heroic role
of men of letters as new social actants, 29 new heroic subjects. The power of the word
and verbal art had been rediscovered by the new European nations 1n the 19th century
when the national groups recognized literature as one of the best forms of expressing
collective creativity. The desire of each nation was to create a unique collective “T”,
through common traditions, heritage, shared symbolism and mythology.

Every national language provides the illusion of the collective unique “I” that is
indeed so different from the “Other.” Verbal art or belles-lettres helps each group to
build this collective “T” which distinguishes it from other groups, their literatures, and
respective collective “Other” .30 Literary figures shape this common national identity,
and each group rewards them for their heroic deeds with remembrance. The group
acquires the awareness of this common cultural heritage through reading the actual lit-
erary works and the heroic biographies of their authors.
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With the formation of national literatures and gradual societal recognition of writ-
ers’ social worth, heroic biography not only obtained new biographical subjects -
poets and writers - but also became a national institution. New heroes, new saints
boosted the national consciousness, flattered the collective national ego of groups and
cultivated a new religion: nationalism, which became strongly dependent upon heroic
biography. National groups searching for their identities and status among other
nations encouraged the ancient genre of heroic biography. National poets and writers
of Europe entered the pantheon of saints, becoming an integral part of the collecave
cultural legacy, the collective “I” of humanity, as well as the signs of each particular
cultural entity. These new heroes could appear because nationalistic sentiments
reached the intensity of a new religion. The 19th century was the age of nationalism
for many European nations, as John Morley summarized it:3!

Two deep principles, sentiments, aspirations, call them what we
will, awoke the huge uprisings that shook Europe in 1848—the
principle of Liberty, the sentiment of nationality (vol. 1, 389).

The national conflicts of the twentieth century have proven to be no less serious, and
national heroes have not lost their significance. These sentiments continue to permeate
every sphere of human creativity, enhancing the role of heroic biography which
actively participates in the shaping of a nation. This genre confirms and reinforces the
most desired emotions, ideals and popular myths, and creates uniform impressions.
Defining the role of biography, James Stanfield wrote:32

There are in every country, a certain number of objects, that edu-
cation offers equally to all: and it is the uniform impression of
those objects that produces in the inhabitants that resemblance
of ideas and sentiments to which we give the name of the spirit
and character of a nation (283).

A heroic biography of a national hero, thus, actively participates in building the “char-
acter of a nation”. Names of national writers remembered through their biographies,
contribute to the common shared mythology whose importance may outweigh the role
of common cultural heritage. The need for a myth is satisfied by the popular account
of the poet’s life when a poet appears simultaneously as a mythmaker and an inspira-
tion for a myth. In course of time and with distance from the actual lifetime of a
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national poet, this heroic personality may become more “important as a myth than he
really was”.33 This observation by Bertrand Russell about the destiny of Byron’s
name made by may be equally applied to any other national hero. It is certainly true in
the case of Taras Shevchenko, the Ukrainian national poet whose name in itself has
also become a myth. How did biographers contribute to this myth? We shall follow
the treatment of this name in diachrony, in the course of a century of rewriting

Shevchenko’s heroic life by various biographers, and thus observe the making of a
cultral icon.






Chapter Three

Onomastic progression

It is hardly possible to exaggerate let alone
assimilate the mass of words critical and
scholarly, polemical and panegyrical, ideo-
logical and propagandistic, that has been
devoted 1o his person and to his work.

George Grabowicz,
The Poet as Myth-Maker.

3. 1. From a proper name to a name-symbol

As suggested previously, the purpose of a heroic biography essentially lies in remem-
bering the name of a hero or creating a name-sign. In repeatedly praising the hero a
biographer helps the Reader to remember his name. A biography, may thus serve as a
collective memory and a reinforcing device. The art of naming the heroic subject
became particularly important in the case of the poet-myth-maker Taras Shevchenko.

Shevchenko’s name was first introduced soon after his death in 1864 and since that
time was repeatedly mentioned in numerous biographies written in various languages.
The question as to which was the first heroic account of the poet’s life may in fact be
considered a research goal in itself. There 1s no agreement among Shevchenko schol-
ars concerning which biography was the first.! According to Valeria Smilians’ka it is
the work by Guido Battalia which appeared in Polish in 1865.2 Prof. George Luckyj
considers Sava Chalyi’s work the first.3 It appeared in Russia ostensibly by 1882,
eight years after V.P. Maslov had alrcady written his account of Shevchenko’s life.
Thus, we shall make Maslov’s biography the starting point of the present study since
his is the first known biography that appeared in Russian.

What is striking about this early story of Shevchenko’s life is that Maslov does not
begin it with the subject’s birth. The biographer deviates from the traditional bio-
graphical beginning — birth of a subject — and, instead, he begins with a description of
an important historical event, the abolition of serfdom in Russia. The subject’s date of
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birth is replaced with the date of the new law, February 19, 1861. Consequently, the
actual biographical plot is delayed, along with the poet’s name. This atypical begin-
ning first relates the story of 23 million serfs who had been liberated as a result of the
new Russian law. Is this a story of the Russian Empire or the heroic story of the poet,
a former serf?

Immediately instead of the traditional story of birth, the readers are presented with
a picture of the socio-political environment in 19th century Russia and an apology for
the poet’s “low origins”. The poct’s heroic life is particularly highly praised because
the subject is a former serf (His identity, however, 1s still unknown to the readers). He
is an abstract individual who has to overcome extreme obstacles on his heroic path.
Maslov maintains that such outstanding personalities are particularly worthy of praise
because they devote their entire lives to the “service of the people”. Without mention-
ing the name of the heroic subject, the author explains that these anonymous heroic
figures “constitute the pnide and glory of a nation”. The nation deserves a laudatory
introduction as it has produced a national genius. Without naming the national hero,
the author has prepared his readers to accept the hero’s name. This preliminary pane-
gyric to the nation is an elaborate discursive strategy. First, the biographer praises the
group that owns the national hero and then he turns to the hero himself. Maslov is evi-
dently uncomfortable with the subject’s social origins. He is even reluctant to use the
word “serf” excessively, and he frequently leaves the readers guessing what is actually
meant by it:*

HyHbl ObIIM CBEepXb €CTECTBEHHbIE YCWJIWA
0coOD€HHO CYacT/AMBLIE YCJOBUA [1JiA TOTO,
4TOObl YEJOBCK HAa3BAHHOW Cpelbl, NMpPEONOJIER
BCE NpenaATCTBUA, BulOMJICHA Ha
CaAMOCTOATEJNLHYIO gopory. /4/

[Extreme efforts and particularly fortunate circumstances were
required so that a man from the mentioned environment could
overcome all the obstacles and having struggled through, found
this independent path]

“Serfdom” is disguised as an “unfortunate circumstance” or an “obstacle” standing in
the subject’s pathway to heroism. Having flattered the group with the possibility of
owning the hero and having prepared the readers to accept the subject — a former serf,
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the biographer dares to utter his name:3

H qUucny TAKMX 1apPOBUTDIX
JUYNOCTEN,BLIIICAIMX U3  Hapola M
pasBuBlIMXCA camodbiTHO, npunapiexut T.I.
llleBuenko, aBoliHOW TanaHT KoOTOpOTro, Kak
1103Ta U KUBOMMCIIA, COCTABJAET TOPJOCTbL HE
TOJIbkO Manopoccun, HO U BCETO PYCCKOro
Hapona. /4/

[. .. T.G. Shevchenko, whose dual talent, as a poet and painter,
constitutes pride not only for Little Russia [Ukraine], but for all
Russian people as well; he belongs to talented personalities of
common origin who developed in an original way.]

Maslov develops his naming strategy rather carefully, proceeding from an implied
name that has to be deduced from the text to the actual proper name. First, the subject
is referred to simply as a “talented personality”, a man from a “mentioned environ-
ment,” that is former serf; later, he is actually named. The word “dual” next to the
proper name “Shevchenko” carries a double meaning. While implying his artistic
duality as a poet and painter, it also simultancously refers to his double ethnic origin;
for the hero represents the two Slavic nations, Russia and Little Russia.® The double
meaning of the sign is disclosed in two directions:

Hero
two occupations two nations
poet and painter dual talent Russian and Little Russian
free man and serf (Ukrainian)

The biographer adjusts the Ukrainian subject to the ethos of the Russian Empire,
thus making him more acceptable. He evokes sympathy for the individual of humble
origins who had to overcome numerous obstacles on the way to recogmtion. The
biographer has 1o be apologetic not only for the subject’s humble social origin, but
must also justify the language that the poet uses. While the poet’s life was being writ-
ten, the Ukrainian language had no status within the Russian Empire, being regarded
as a crude dialect used by the peasants in Little Russia, 1.e. Southern Russia. By prais-
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ing the poct who wrote in the unofficial and formally forbidden “peasants’ tongue”,
Maslov puts himself in a very precarious position. Since the poet’s tongue has no
legitimate status within the State, the biographer has to apologize for the Little
Russian “dialect” Shevchenko uses:’

OH nucall Ha CBOEM Hapedun MNOTOMY, UTO
poiHas Ju3Hb MW Tipupoaa, utobbl ObITH
MOHATHLIMU TpPOCTOMY Hapony, TpeboBau
CBOWCTBEHHAro emy Bblpakenus. /15/

[To be understood by the common people he used to write in his
native dialect since the life of his native countryside and nature
required their appropriate depiction. ]

Nonetheless, the biographer’s apologetic tone not only makes allowance for the use of
the Little Russian (Ukrainian) tongue, but it also reveals Maslov’s censor-oriented
strategy. When he explains why Shevchenko used this non-official language, Maslov
himself also trics to evade the censor, for he is aware of the censorial presence. The
biographer, perhaps, sends the following message to the knowledgeable reader: “How
else could the poet speak to his people for whom the official Russian language was
utterly foreign?” Communicating to them in their own famihar language, Shevchenko
was presumably educating the peasant masses and was following the official tsarist
government policy. Therefore, the biographer gives the poet the cleverly designed
implicit name — “follower of the Russian tsanst policy and educator of the masses,
mediatng the Russian cultural heritage in the Little Russian ‘dialect’ ”, There is also
another implicit name which could be surmised from this intricate onomastic prelude,
Russian hero. Thus, Maslov’s subject, who is presented as a hero in an environment
that is not ready or willing to accept the hero, must be referred to by implicit heroic
names such as: “talented personality”, “possessor of dual talent”, “educator of the
masses”, “follower of government policy” and finally “ Russian hero”. This subtle and
indirect naming technique is required in this oppressive censor-conscious environment
when the biographer of the poet-rebel, former serf, is also in some discursive danger
himself. In order to outwit the censor and avoid criticism, Maslov devises this tech-
nique of protectively fictionalizing the Real.

Biographical discourse is notionally non-fictional, but it may extend its narrative
territory at the expense of fictionalizing the Real, be it real facts, or real names of peo-
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ple and places. The device of name delaying is one way of representing the biograph-
ical reality in a desirable fashion. Name delaying, as was demonstrated earlier may be
employed with the help of name-substitutes or implied names. The pronomial pause
or delay in naming through substituting a personal pronoun, is another device fre-
quently used by biographers when the heroic name is still in the process of making.
The personal pronoun “he” or “she” is the traditional way of naming the undesirable
or yet unpopular hero. Biographers use it extensively when they have to present some
controversial facts or place the biographical subject in an unexpecied context. They
would rather speak about a mythical, mysterious or anonymous person instead of the
concrete hero known 1o their readers. For instance, when Maslov has to report that
Taras Shevchenko is a Ukrainian poct, but also a Russian national hero, he uses this
traditional device of substituting a pronoun for the proper name. By referring to the
poet as “he”, the biographer does not have to repeat the name with the obviously
Ukrainian ending “Ko” that would have sounded non-Russian and striking next to the
title “Russian hero”.

In addition to his ethnic otherness, the subject is also of peasant origin. Glorifying
the hero-peasant Maslov commits a prohibitive discursive act. Peasants in 19th-centu-
ry Europe and the Russian Empire were regarded as semi-barbaric beings. Maslov has
the complicated task of elevating the poet, a former serf, and glorifying the hero-peas-
ant within the official discursive paradigm. While officially, he 1s obliged to frown
upon peasants, (or look condescendingly upon them) the biographer also wants to
evoke empathy for the suffering poet. Maslov has to exercise great caution since the
memories of Shevchenko-the rebel were still fresh. Trying to please official censors,
representatives of a higher social class, and sympathetic readers who remember the
poet and his passionate poetry, the biographer chooses to refer to the poet-peasant as
“he”. While speaking about Shevchenko’s childhood, Maslov pays some tribute to the
popular stereotype and, simultaneously, presents the subject’s carly past as dramatic:8

JII0OOMMbII OTUOM M MAaTEPbLIO,0H POC, KaK M
BCE J1EPEBEHCKUE MaJIbYMKU, peliuTesbHO 0€3
BCAKOTO Han3opa W nonedeHna. Hukro ne
3a00TUJICA HE TOJbKO 00 ero yMCTBEHHOM M
HPpaBCTBEHHOM pas3BUTUM, HO Jaaxe U
COXpaHEHUM €ro 310pOBbA U KU3HU. [T/
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[Loved by his father and mother, he was raised, like all country
boys, without even slight supervision or care; nobody cared
about him, neither about his mind nor spirit, not even about his
health and the preservation of his life]

This description actually confirms the stereotypes about peasants’ lifestyle, which
must have pleased the censors. He paints a picture of a miserable childhood, of a dirty,
under-fed and semi-abandoned village boy.

On the other hand, Maslov’s picture supports his own concept of a plebeian-genius.
The biographer claims that it is precisely the cruelty of life in the countryside that
helped his subject-prodigy to reveal his talents. The strong talent survived despite the
harshness of the physical environment. His rich imagination was nourished by the pic-
turesque Ukrainian countryside and folktales told by his loving sister. Maslov pro-
motes the romantic notion of a genius who flourishes in the harsh natural conditions.

The next implied name is *“genius” which is derived from the idea of the oneness of
Nature and Genius. The biographer provides all the necessary key descriptions to help
his readers to deduce another name of his heroic subject:?

Mbl eaBa UM olIMOEMCH, €CJM CKaXKeM, 4YTo
tajadT llleB4eHKka K KUBONMUCHU, a MONKeT
ObITb U K NO33UM, NPOCHYJICA UMEHHO B 3TUX
3acafax B KycTax Kajuubl.. /12/

[It would be hardly a mistake to say that Shevchenko’s talent for
painting, and perhaps even for poetry, was awakened just there,
in the guelder rose bushes]

The bushes of guelder rose evoke familiar associations of the Ukraine, as well as pos-
sible allusions to a crude genius inspired by a picturesque native landscape. The ver-
bal picture of the rose next to the name of the poet has several functions: it creates
visual stimulation, evoking common experiences of the native land, mainly reintro-
ducing the hero to the group, and establishes some connection between the name of
the subject and the name of the land. The Ukraine is not mentioned in the passage, but
the sign “guelder rose” may lead to the intended place-name “Ukraine”.

The significance of the subject’s heroic state is reinforced by the name “self-taught
genius”. Maslov emphasizes that his “self-taught” genius had to overcome additional
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obstacles. The subject had to compensate for the lack of systematic education by mak-
ing extra effort. Much like a fairy tale giant, Maslov’s hero, endowed by a mysterious
power, achieves victory. Praising the poet, the biographer covertly sings a panegyric to
the nations that produce such self-taught geniuses; 10

Tonbko Hnarogapa M3yMUTENbHONW TNAMATH W
[IPUPOAHOMY CBETJIOMY YMY, OH NpeofoJsesal
BCE TPYNHOCTM, U HaAY4YHble (HAKTHI
YKJlaabiBalluCch B €ro TroJoBe He
0€e3MopAllOYHOI0 MAccolw, a B M3BECTHOIA
CUCTEME U B CTPOMHOM NOPAIKE, TaK 4YTO
llleBuenko nopawan vnoraa ceeayuwmx Jfiomei
ACHOCTMIO B3rJjAla Ha MHOIME TNPpEeIMEThl,
METKOCTMIO CBOUX BbIBOLOB. /24/

[Owing solely to his incredible memory and naturally brilliant
mind, he overcame all obstacles, and he was taking in scientific
facts not as a disorderly mass, but according to a certain system
and proper order; eventually Shevchenko would strike special-
ists with the lucidity of his views on many subjects and the per-
cepuon of his conclusions]

If a “peasant’s son” could surprise scholars with his perceptive mind, it could encour-
age other peasants and raise their self-csteem. Writing in the presence of the watchful
censor, Maslov is quick to correct his laudatory passage, saying that Shevchenko
could have become another Byron or Mickiewicz, except for the lack of formal educa-

tion:11

briTh MOXET M3 Hero Bblwles Obl CBOEro pola
baiipon nam Mwuukesuy, U XyJlOmKeCTBEHHaA
deATeJbHOCTE ero Oblna Obl elle Oorade WU
nionotsopiiee. /24/

[Perhaps, he could have become another Byron or Mickiewicz,
and his artistic activity could have been even nicher and more

fruntful]
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Consequently, the “self-taught genius” is ranked lower than other luminaries of the
time due to his social origin. And yet, the hero’s “dual gift” contributes to his social
metamorphosis, to his passage from serfdom to freedom and to the ultimate heroic sta-
tus. The prospects of being another Byron or Mickiewicz, that never materialized, are
explained by the “unfortunate circumstances”, the period of serfdom. This stage in the
subject’s life is the main obstacle to his complete heroic ascendance. The semiotic
strategy may be perceived as follows:

Shevchenko Byron

Ukrainian Byron fighter for freedom
hero hero

plebeian genius aristocrat
self-taught poet educated poet
national symbol international symbol

In unreceptive heroic conditions Shevchenko, the peasant poet, cannot be directly
named another Byron.

Maslov writes about serfdom only thirteen years after the 1861 reform. Describing
peasant life prior to the new law he dares to call it a “crime”, and speaking about
Shevchenko’s return to his native Little Russia (Ukraine) in 1844, the biographer cele-
brates a miraculous event in the poet’s life, his liberation in times of slavery. Some
readers in 1874 may not have been pleased with such radical views. Not everyone
endorsed the new law. Some groups may, in fact, have been hostile to social changes.
Maslov uses the subject’s past and his former status as a serf to judge the country’s
past and to criticize old political rules. He transposes the climate of 1874 (the year
when his biography appeared) to 1844 (the year when Shevchenko became a free
man). This 1s done within a single passage and already there the subject’s name under-
goes several onomastic changes:12

Bcaxkuit noliMer, KakuA MBICAM M 9YBCTBA
BOJIHOBAJIM Aylly NO3Ta,KOrjga OH CTYNMJ Ha
poaHyio 3emyio. 12 ner ToMy Hasag oOH
ornpasaajca B llerepOypr Kaxk npecTynHuk,
no 3rany, O©Oe3BECTHHIM KpPEMOCTHEIM
IOHOWIEN,0e3 BCAKMX HAOEKA Ha Jyyllee W
NOYTH C OTYAAHUEM B CepALE; TENEPb OH e
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BO3BpAMancd CBOGOAHBLIM, NOJHONPABHO
PAKAAHMHOM, XYJNOXKHMKOM, YBEYaAHHBLIM
aKaJeEMUYECKOID CTEMNEHBbIO,IPYrOM BEJMKOrO
bpiosioa M npociaBneHHBLIM N03TOM,KOTOPOrO
yxe 3nana u mobuna Manopoccus. /28/

[Everyone will understand what thoughts and feelings filled the
poet’s heart when he stepped on his native soil; 12 years before
he set out for St. Petersburg as a transported convict, an obscure
young serf, without any hopes for the better and with his heart
full of despair; now the same person was back again as a free,
full-fledged citizen artist, crowned with an academic degree, as
the great Briullov’s friend and a poet-luminary known and loved
by the entire nation of Little Russia]

The subject was named and renamed several times, and the sign “12” is the onomastic
frontier between the heroic names:

Past Present

hero hero

convict 12 famous poet

serf free man

hopeless secure

unknown famous artist

uneducated crowned with degree
lonely friend of the great Briullov

borderline between the heroic and non-heroic stages in the life of the subject. It is also
an important semiotic sign for the biographer. Twelve years carlier Maslov would not
have been free to utter his views on serfdom and to denounce the appalling law. His
work was published in 1874 have been completed presumably by 1873, that is twelve
years after 1861 or the year when serfdom had been abolished. Had the biographer
attempted to criticize the social impact of the peasants’ positon twelve years earlier,
he himself might have been transported as a convict. The semiotic ploiting may be
perceived as follows:
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Subject Biographer
1844 1873

1338 1861

12 12

Twelve years separate the subject from his initial humble position, and the same peri-
od of time has an impact on the biographer’s life as well. “Convict” is the abandoned
subject’s name, and possibly a name feared by the biographer twelve years before.

Surprisingly, the subject who attains the heroic title, fame and freedom does not
acquire happiness. The biographer rhetorically asks:

[Tocne Bcero artoro,dcro Obl, KaszajnocChb, elle
wenars leBuenky? /28/

[After all this what else could Shevchenko desire?].

The subject who managed to overcome the stage of obscurity and win societal recog-
nition does not cease to pursue his heroic goals. His heroic passage is not yet complet-
ed. Maslov explains to the recader that an ordinary celebrity would have been pleased
with his upward mobility in socicty, but his subject, a poet, i1s not an ordinary heroic
social phenomenon, and his is a higher calling. The subject of Maslov’s discourse is
an individual with a special mission who cannot be content with the ordinary and
mundane when his people are oppressed. _

The next name that follows is “‘champion of the oppressed”. His hero, the coura-
geous individual who had suffered numerous hardships in his own life is gradually led
to another, even more heroic state, “the national fighter”:13

He mano ngpyseit desioBeuecTBa BO3MYLIAJIOCDH
KPENoCTHibIM NPaBOM U BO3CTAaBaJO INPOTUB
HEr0, HO HUKTO C€ TaKUM UCKPEHHUM
OXEeCTOYECHUEM He HanajaaJd Ha Hero, Kak
llleBuenko Ha cebe UCNBLITABIIMI TAKETOE ero

Gpema. /28/
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[Many friends of humanity were outraged by serfdom and
rebelled against it, but nobody attacked it so vehemently as
Shevchenko, who had experienced its heavy burden on his own
shoulders]

The name “friend of humanity,” which is one of highest heroic description, is still
more neutral than the name *“Ukrainian national fighter,” the name that Maslov can
not yet utter m 1874. The more prevalent terms “Little Russian” and “Little Russia”
were very clever substitutions for a separate name of a nation with its own identity
and language. The name “Little Russia” instead of the later “Ukraine” implies a part
of Russia, which may explain its popular usage in nineteenth century Russia.

Maslov traces the heroic passage of his subject, using a carefully designed onomas-
tic map, thus saving the discourse from possible censorial measures. The names ‘‘mar-
tyr”, “sufferer” and “friend of humanity” refer to safe onomastic representations of a
subject who had been punished by the authorities and may cast a shadow on the biog-
rapher’s own reputation. Maslov makes only acceptable and politically safe references
to the person who had been convicted for seditious views and writings. He writes
within the limits of discursive conditions in Russia of 1874. He is critical of what he is
permitted to criticize the abolished serfdom; yet, he cannot utter the forbidden word
‘“Ukrainian”. Between the lines this name, among many others discussed above, may
be inferred from the cautious biographical discourse. Consequently, his subject gradu-
ally changes his “names”, from the humble “serf” to the highly heroic “friend of
humanity;” such is the onomastic design in the earlier Russian versions of
Shevchenko'’s life story. The expected name “the genuine representative of his people”
is reserved for use after his death, which will be discussed in a later section.

3. 2. From a place-name to a sacred symbol

Our daily experience is replete with these onomastic exercises when names signal
other names and places associated with some collective experience. This most typical
mental task has been both comically and seriously described by numerous writers.
One may recall Chekhov’s story Loshadinaiia familiia, (Horse name)!4 or Marcel
Proust’s A la recherche du temps perdu!> (Remembrance of Things Past). For
instance, Proust presenting Prince Von Faffenheim Munsterburg Weinigen also intro-
duces all the possible worlds associated with his name. The name preserves the histo-
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ry of the Teutonic race, mysterious Rhenish windows, gildings of the 18th century,
Goethe, wines of the Rhine valley with “sonorous names like epithets which Homer
applies to his heroes” (264, II).16 If Marcel Proust creates a semi-comical effect
around the Prince’s pompous name he is successful because a nominal stereotype is
already extinct. A person’s name returns to a familiar place-name and name-national
symbol. The Proustian onomastic map is rather simple as he operates with estab-
lished name-signs.

Emile Durand wrote Shevchenko’s biography in the last century when the name of
the poet was still in process of becoming a sign and thus had more complicated task of
introducing the poet. His subject’s name was not a self-explanatory symbol either in
Russia or abroad. The French biographer explains to readers the complexity of his
position when he has to write the life story of a national poet whose status has not yet
been established. The nation that Shevchenko represents does not even have an exact
collective name, nor does it posses any defined historical and geographical place with-
in 19th-century Russia. Emile Durand who had been familiar with Russian history,
geography and culture was able to introduce the name of the yet unknown hero in a
proper symbolic way. He plays on the opposition of place-names ‘“Little Russia” and
“Great Russia” that acquire even more striking force in French:17

Dans 1a moité inférieure de son cours, le Dnieper traverse un
vast et fertile territoire, jadis indépendant, que n’eut jamais de
limits bien précises, ni méme une dénomination propre, car le
nom de Petite-Russie, accepté par se habitants, et celui de Russie
meridionale, préféré par certains historiens russes, rappellant
uniquement sa situation présente a I’égard du grand empire qui
se I'est assimile politiquement depuis environ deux siécles.
919)

[In the lower half of its course, the Dnieper crosses a vast and
fertile land, formerly free and whose boundaries were never pre-
cise, neither did it really have a name, for the name of Little
Russia, accepted by its inhabitants, as well as “Southern
Russia,” the name preferred by some historians, reflects only its
present state of political association by the great Russian Empire
for nearly two centuries.)
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Durand places “le poie nationale” amidst familiar symbols, such as “le Dnieper”
and “Petite-Russie.” The name “Little Russia” or “Petite Russie” is perfectly legiti-
mate; it is a traditional 19th-century reference to the Ukraine which had no official
status at that ime. This name-reference is a euphemism for the Russian Imperial prop-
erty which probably suited a official Russian censors. While the name “Dnieper” is
the symbolic reference to the boundaries of the former independent state, this place-
name is also the sacred collective symbol which could have been interpreted as the
Ukrainian sign. Perhaps unknowingly, or fully aware of its meaning, Durand creates a
special association between the name Dnieper and the name of the people who pro-
duced the national poet Shevchenko. The Little Russians are presented as the people
living on the banks of Dnieper. He sublly evokes the undesirable historical informa-
tion which 1s suppressed by “Grande Russie” (the Russian Empire), and consciously
or unconsciously, appeals to the collective feelings of Little Russians who were not
quite certain of their collective name. Durand presents a nation that is not yet able to
put its collective name on the historical and geographical map, a nation without a defi-
nitc name and a formally recognized language. This is what the Western reader leams
about it:18

Parlé aujourd’hui par 14 millions d’individus qui ne connaissent
pas d’autre langue, ce dialecte est pourtant fombé au rang de
patois. On ne I’enseigne plus dans les écoles (919).

[Spoken today by 14 million pecople who do not know any other
language, this dialect has fallen everywhere 1o the rank of a
patois. It is not taught in schools any longer.]

Durand chooses not to name the subject, “le poéte national” ; he instead introduces
his people, the fourteen million who speak an unrecognized language that is not
regarded as a legitimate national tongue. He strikes his readers with the paradox that a
group has the right to produce art only in the language of Great Russia. He juxtaposes
the names “Petite-Russie”’ and “Grande Russie,” placing the sign “14” between
them, as well as the name “Gogol™:1?

Le prosateur dont les ouvrages font le plus d’honneur a la
langue, et a la littérature est précisément un Petit-Russien,
’auteur des ames mortes, Nicolas Gogol (ibid.)
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[The prose writer, whose works most honored its language and
literature, is precisely a Little Russian Nikolai Gogol, the author
of The Dead Souls.]

Gogol’s name emphasizes the ludicrous situation that forces the nation of fourteen
million people to assume another identity and suppress their collective creativity. It
also stands for the official culture of the “Grande Russie” .

The name “Gogol” may have been more familiar to the Western Reader than
Shevchenko’s name. Gogol, a Little Russian (Ukrainian) by birth became the Russian
cultural symbol due to the Russian Imperial policy. Nonetheless, his name could still
be perceived as the Little Russian sign. Durand is aware of this fact, and he places
Gogol, the sign of Little Russia, as a sort of onomastic prelude, whereby his readers
are engaged in the name-guessing process. Who is the national poet of these mysten-
ous people in the land of Dnieper? Thus far the initial signs are: “Dnieper”, “Petite
Russie”, “14”, “Grand Russie” and “Gogol”.

Continuing the onomastic prelude, the author does not yet introduce the name
“Shevchenko.” Instead, he brings in another name-auxiliary, the name of Bard
Mistral, the poet of Provence. Ukraine or Little Russia is juxtaposed with Provence.
Durand operates on the principle of the familiar; Provence is a well-known French
sign and Mistral is the symbol of Provence. He thus creates a comparative structure:

Provence province Little Russia
France country Great Russia
Mistral hero Shevchenko
regional regional & national hero

He also juxtaposes two historical roles, the role of a regional and national writer.
Gogol represents a writer who achieved his national status through separation from
the region, and from his own native culture. Mistral and Roumanille are the French
name-symbols which assist Durand in eulogizing the “‘Other”, the national hero of a
small foreign region, the peasant poet of the masses. However, he differentiates the
populanty of Shevchenko’s name from the fame of the French poets. Durand empha-
sizes that Shevchenko has a different role to play in the history of the region. Already
in 1876, he names the poet as creator of a new historical period in the life of “la
Petite-Russie”:20
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Tout les paysant petit-russiens savent par coeur un bon nombre
de ses poésies, et les chantent péle-méle avec celles que leurs
peres leur ont transmises, ou qu’éux-mémes ont recueillis de la
bouche des demiers kobzars (chanteurs ambulans). Le nom du

poete leur est familier; il représente pour eux une sorte de résur-
rection des souvenirs du passé(920).

[All the Little Russian peasants knew by heart a great number of
his poems, and they used to sing them, along with those which
their fathers had taught them or which they themselves had col-
lected from the last kobzars (travelling singers). The name of the
poet was familiar to them; it represented a kind of resurrected
memones of the past.]

The subject’s name 1s yet to appear.

The delay in naming the subject is a deliberate device which aims to emphasize the
heroic role of the subject. Having compared the French Provence with Little Russia,
Durand unexpectedly raises the Ukrainian poet (o the heroic pedestal of the Greek

Homer:21

Du moins I’étude d’un phénoméne littéraire d’ importance
locale, tel que I’apparition du poéte petit-russien, nous a-t-elle
rappelé par analogic ce phénomene bien autrement important
sur lequel on discute encore, I’apparition de ['/liade et de
I'Odyssée (921).

[At least the study of a literary phenomenon of local importance
such as the appearance of the Little Russian poet, has recalled a
similar important phenomenon, about which the debate still goes
on, the appearance of The L'lliade and The Odyssey.]

39

The readers recognize not only the unnamed Homer, but sense presented analogy, the
implied name of the Ukrainian national poet. Having indirectly compared Shevchenko
with Homer, the French biographer suggests another name for the Ukrainian poet. As
Homer became the collective human cultural property, Shevchenko is being granted
the same heroic status. Through the “Other”, the forgotten nation of the silent fourteen
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million obtains its national pride. Placing Shevchenko next to the author of the fliade,
Durand clevates the group’s identity, sending the following message to French read-
ers: “Shevchenko is a cultural symbol of Little Russia, as much as Homer is a Greek
national legacy.” Considering the period during which the discourse is being pro-
duced, it is very significant that Ukrainians are recognized as an independent nation
outside the borders of “la Grande-Russie”.

The sacredness of the name is intensified by the descriptions of the constant pil-
grimage to the poet’s tomb. Much as the French pay tribute to Voltaire, the inhabitants
of Lintle Russia honour their national poet. Previously only saints and secular saintly
figures enjoyed the unique type of hero-worship accorded to Shevchenko. He stresses
the wide-spread nature and intensity of the collective sentiments towards Shevchenko.
He notes that no French or other modern poet ever received so much attention en
masse: 22

On aurait grand’peine 2 trouver dans toute 1’histoire modeme
quelque chose d’analogue a cette renaissance littéraire qui
remue les couches les plus profonds d’une nombreuse popula-
tion, et I’on chercherait vainement ailleurs un poéte a qui la
foule ignorante, presque illettrée, rende ainsi des honneurs réser-
vés d’ordinaire aux sanctuairies religieux ou au saints (922).

[It is very difficult to find in the entire history of modern litera-
ture a similar case of literary renaissance when the entire popula-
tion would be stirred, and one may search in vain for another
poet for whom the ignorant, nearly illiterate crowd paid honors
ordinarily befitting the most sacred religious places and sym-
bols.]

Consequently, the subject is placed in the highly heroic semantic context;

Greek nation Ukraimnian nation French nation
Homer Shevchenko Voltaire

Durand’s strategy in naming the Ukrainian national poet by the French biographer
may be onomastcally interpreted as:
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synonym of Dnieper
anuthesis of Gogol
Ukrainian Mistral
Shevchenko Ukrainian Homer
transcultural phenomenon

\ 1dol of the illiterate crowd
national saint

symbol of heroic past

Figure 1.

Durand attempts to discover the causes of the unique veneration of a Ukrainian
hero that the French do not possess. To him represents Shevchenko a reincamated fig-
ure of “I'age héroique et libre” (heroic and free age). The theme of the heroic past
returns the French biographer to the days of Saint Vladimir. Durand speculates about
the pagan past of the Ukraine and its mysticism intrigues him. He recognizes the
Ukrainian past as part of European history. Much as does the rest of Europe, the
Ukraine possesses its own heroic cycles and heroes worthy of remembrance. The
French biographer views national life in a light similar to the Darwinian theory of the
struggling species: the national struggle for survival is perceived as a battle of beliefs.
He sees the Ukraine as the embodiment of an evolving independent consciousness
within a triad of beliefs: la Turquie mahométane, la Pologne Catholique et la Russie.
(Muhammadan Turkey, Catholic Poland and Russia) (24). There is an indication of a
unique Ukrainian spiritual consciousness which is different from the beliefs of the
neighboring nation states in Europe.

Finally, the poet is referred to as “notre poete” , (our poet), which may be interpret-
ed as a rhetorical device or a sign of something else. “Notre” may be treated as
“European” at large when the biographer gives the first and the last name of the sub-

ject;23
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Nous bornerons 12 cette étude et cette série de citations, suffiant
pour prouverts que Tarass Chevchenko, s’il n’a pas I'importance
que lui attribuent quelques-uns de ses compatriotes, est néan-
moins assez grand podte pour que sa renommée franchisse les
frontieres de son pays et se répande a traverse 1'Europe (944).

[We shall limit here in this study and this series of quotations,
which suffice to prove that Taras Shevchenko, although he does
not have the importance ascnibed to him by some of his compa-
triots, is nonetheless a great enough poet that his reputation
should cross the frontiers of his own land and spread all over
Europe.]

The signs “notre” and “traverse I'Europe” happen to be synonymous in the above
passage. Having started from the place-name “Dnieper,” Durand ends the discourse
with the symbolic “notre Tarass”, (our Taras) including the Ukrainian national poet
into the European *“onomastic collection” of names-signs. Presenting the name
“Shevchenko” to his French readers, the biographer adds another cultural symbol to
the collective memory of the French and all Europeans.

This onomastic progression in this biography, one of the earliest, written by a
non-Ukrainian and outside Shevchenko’s native country, was particularly important to
the subject’s nation. The French biographer glorifies the hero of the “Other”, the
group which is denied any expression in its own homeland, deprived of its language
and suffering complete cultural oppression. Having created a panegyric to its national
hero, Durand indirectly participated in the national liberation through a heroic repre-
sentation of the national poet, Shevchenko. His biographical attempt encouraged writ-
ers in Shevchenko’s native country to pay attention to the poet, his life and work.
While French readers were already familiar with Shevchenko, writers in the Russian
Empire needed more courage and ingenuity to mention Shevchenko’s name and speak
about his role as a national symbol.

3. 3. Onomastic statement

Two years after Emile Durand’s mention of Shevchenko, in 1878 FM. Piskunov
makes another biographical attempt.2* The title of his biography The Poet of the
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People is a clear statement about Shevchenko and his cultural, historic and national
significance. It i1s remarkable that the Russian biographer of the Ukrainian national
poet introduces Shevchenko’s name through the voice of the “Other”— Disraeli. In his
first chapter of Shevchenko’s biography, Piskunov allows Disraeli to make the initial
general utterance about the role of any natonal poet. Readers are allowed 10 make a
connection between a national poet and the Ukrainian poet, Shevchenko: 2

[laMaTh 0 HawleM HaApOAHOM TO3TE [0JIKHA
ObITbL NJA HAC CBATbIHEW, YTUTb 3TY MNaAMATD
CBALUIEHHBIM AO0AT KaXJO0ro, KTO JOPOMHUT
CBO€I0 HAallMOHAJbHOIO 4YeCTUIKD, CBOUM
NOCTOWHCTBOM, CBOMM 100pbIM MMeHeEM. /3/

[The memory of our national poet must be sacred 10 our people;
to honor his memory is the sacred duty of everyone who trea-
sures one’s national pride, identity and one’s good name].

Using the voice of the “Other,” the biographer, writing in the presence of the cen-
sor, covertly names the subject “sacred” and * a matter of national pride”. The mes-
sage of the epigraph is, “honour thy collective name” when remembering the name of
your national poet. The title page itself contains the onomastic map of reading that
guides one through the series of heroic titles:

Shevchenko

poet of the people
sacred name
honourable name
collective property

The names on the title page are followed by a long list of individuals to whom the
biography is dedicated:26

Kulish,
Lazarevsky,
Belozersky,

V.V. Shevchenko,
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Vovchok,
Kostomarov,
Anna Barvinok,

and the list ends with the collective name:
Kobzar’s admirers.

This list contains the series of implied and desiderative names, that is, those that the
national group expects to see in a heroic biography. Piskunov places his subject’s
name among other well-known and respected names of cultural celebrities in order to
intensify the poet’s role in the national history of the group. The list of names that his
biography presents may be semiotically read approximately like this:

subject

hero

poet of the people

other heroes

Kobzar

national symbol

name to be remembered among others

The onomastic statement is supported by the narratological strategy in the dis-
course which is arranged as a collection of true confessional voices of biographical
choir.2? To intensify the veracity of given names, Piskunov relies on numerous other
speakers who support his onomastic statements. If Disrach speaks for the biographer
on the title page, seven of Shevchenko’s friends address the biographees/readers from
the dedication page, while Kostomarov and Chalyi assist the biographer in initiating
the introduction. Consequently, Piskunov’s own voice is on the penphery of the bio-
graphical discourse, and it is the “Other” that worships the subject. All these other
names serve as names-auxiliaries which create an onomastic environment around the
name of the subject. Autobiographical statements are perceived as the most reliable
information, and the subject’s recollections replace the reliable narrator of any other
fictional discourse.28 The first thirteen pages of the biography represent Shevchenko’s
autobiographical revelations which are intended to convince the biographees of the
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truthfulness of the presented materials and authenticity of the source. The implied
name that may be deduced from the autobiographical introduction is:
victim of despotism

The newly presented name in the series of others is verified by the next speaker,

Maslov, who compliments the autobiographical utterances of the subject. The new
names added to the onomastic variety are:

persecuted artist

self-taught poet

voracious reader

sufferer

son of his people

defender of the oppressed

true “Maloross” (Little Russian)

Maslov’s panegyric is followed by the recollections of:29

Soshenko
Kostomarov
Turgenev
Polonsky

V. Shevchenko
Lazarevsky

On the whole, the biographer assigns various naming functions to the other speakers
to avoid the responsibility for his own words. A biographer is generally a very vulner-
able speaker who may be held responsible for what he writes. When a subject is a
seditious poet persecuted in the past, the biographer has to exercise careful self-cen-
sorship to avoid any unfavourable criticism or legal repercussions. Piskunov’s ono-
mastic policy is a part of such protective strategy. After all, it is the *“Other”, who
praises the rebellious poet, but not Piskunov. Any direct praise could have been misin-
terpreted by the censors, while the kaleidoscope of names shields the otherwise
exposed biographer.

The names given in the table of contents only partly correspond to the actual
speakers in the text. Behind Turgenev, Kostomarov and other more ‘reputable’ names
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there are some obscure names: Tavolga, Juzhakov, Khartakhay, Chuzhbinsky, names
that do not stand for anything else; they are not names-signs familiar to most of the
readers. Later biographers never mention any of these individuals. Did they really
play a very important role in Shevchenko’s life or are they some fictitious names
introduced into the text with the sole purpose of baffling and misleading the censor?
Whatever the reason may be, they are in the text, serving as an onomastic censoring
device or a protective shield. Apparently, recollections of the unknown or less familiar
individuals divert censonal attention from the pronouncements made by the more
prominent literary and social figures of the time or from the biographer himself. The
narrative distance between the title page, table of contents and the summary preceding
each chapter amounts to several dozens of pages, making it difficult for the censor and
even the readers biographees 1o establish any connection between the onomastic state-
ment and the actual names of the speakers. The biographer perhaps relies on the
capacity of his readers to process and remember only a limited amount of the onomas-
tic data that he skillfully uses to evade the watchful censor. As a result, the
biographecs obtain the expected name of the subject or desiderative name, “the
national hero”, which in its reconstrucied form, may be derived through numerous
other names. The desiderative name is deduced by the group through the names-
auxiliaries that helped Piskunov to make his onomastic statement.

3. 4. Contradictory names of the hero

It 1s remarkable that M.K.(Sava) Chalyi, who became the classical biographical source
on Shevchenko, starts his biography of the poet in the Piskunov manner by letting the
controversial Victorian, Disraeli, introduce the Ukrainian national poet. After
Disraeli’s pronouncement, Chalyi explains to his readers the significance of his dis-
course about the poct. Apparently, even in 1882, the biographer had to justify his cre-
anve attempt and the chosen biographical subject. Chalyi defends the social worth of
his character, reminding us that the lives of poets and writers actually deserve public
atiention. He states that, despite the seemingly inconspicuous role of writing, this soci-
etal activity is as valuable as military, political or economic functions. Poets are vital
to men. “The writer is a silent toiler,” says Chalyi. And, yet, it is the writer who is
entrusted with the spiritual development of society, with its advancement. The biogra-
pher suggests that we reconsider the poets’ public role and change the social attitude
towards writing, which was not treated as a serious activity and was in those times
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often called “scribbling”. He appeals to the group to change the social perception of
the writers’ role:30

Ho ne nopa sm nam ncpecrathb CMOTpPETh Ha
3TOT KJ/laCcC JIICH KaK Ha 0e3noje3Hbix
4J€HOB HalUIE€ro [eJioBaro MHOKOJEHUA: B MUpE
CyllecTByeT He oOJHa MaTrepualbHaf
1E€ATENbHOCTb, U YEM Ppexe BCTpeyaeTcH
NEeATEJIbHOCTh YMCTBEHHAA, TEM OHA [NOJIKHA
ObITb nJ1A Hac gopoxe. /4/

[Isn’t it high time for us to stop treating this class of people as
useless for our business generation! There is much more to the
world than material-producing activity, and the less frequently
spiritual activity occurs the more it has t0 become valuable to
us.]

In this rhetorical question, he condemns the dominant beliefs of preindustrial
Russian society in which writers and poets were not valued highly. Writing was treat-
ed as a socially superfluous activity, not useful in any pragmatic sense to the people.
Without naming the biographical subject, Shevchenko, Chalyi initially defends the
most general name “poet”. First, he embellishes the name-title “poet”, and then he
grants to his subject the name of “the national Ukrainian poet”.

Shevchenko is presented as a poet-phenomenon, the embodiment of the spiritual
strength of the common people. Through another speaker, Kostomarov, Chalyi names
his subject “the chosen man of his people.” “People” in this case implies not the entire
group, but only the peasants. The cult of a peasant, popular in ninetcenth-century
Europe, is used by Chalyi to create a heroic image of a poet, who “brought his own
people to the attention of the civilized world”. The biographer’s onomastic strategy
represents a slight departure from the canonical biographical beginning, in which a
name-metaphor is first introduced as a common proper name, and gradually reaches
its allegorical climax. Unlike some biographers, Chalyi proceeds from the class of
names to a specific individual name, or from the general to the particular.

His subject, a former serf, is a social and historical phenomenon. The biographer
maintains that the subject’s life-story is a partial history of his motherland. Following
the romantic tradition, the poet is given a significant social role to play and has the
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mission of putting his people in the historical arena. The idealized image of the poet as
a missionary, which came to Russia through the Western romantics, acquired particu-
lar intensity in the social context of the Russian Empire. The reform of 1860 that abol-
ished serfdom in Russia was still fresh in the minds of the readers. In 1882, when
Chalyi’s biography was published, they still had to be reminded of the posituve effect
of the law. Shevchenko’s transition from a humble social position to heroic status 1s
presented in light of the recent social changes and as a certain symbolic picture of the
social macrocosm. Chalyi’s hero is a new heroic model; and the guiding principles for
telling the Life-story of a poet had not yet been worked out in Russian society at the
time of Shevchenko’s death.

Shevchenko’s biographer trusts his own intuition and sends his messages to the
group that cannot yet provide the discursive canon. Embarking on the biography of a
poet, a new hero, Chalyi chooses to follow the “Other”, the French critic Sainte-Beuve
whose biographical criticism was known and respected in 19th-century Russia. Like
Sainte-Beuve, Chalyi raises the same crucial questions about the life of a poet.3!
Namely, what were his thoughts on religion? How did he treat women? What was his
lifestyle? Was he rich or poor? His diet? . .Both the French critic and the Russian
biographer anticipated future biographical writing and what later became known as
so-called psychobiography-32

Chalyi was torn between the two streams of biographical writing, the Carlylian and
Sainte-Beuvean theories. If Carlyle’s theory of the hero required elevation of the sub-
ject-poet above the group and humanity at large, Sainte-Beuve’s biographical princi-
ples were aimed at the ordinary, non-heroic aspect of the hero’s life. To consider the
theoretical platforms of both authors complicated Chalyi’s task but widened his dis-
cursive horizons. His biography, which would be later used as a reference biography
and a classical life-story of the poet, contains the most contradictory statements about
him. Numerous visions of the subject, different psychological profiles, various percep-
tions of his social and historical worth, and different patterns of evaluation of his liter-
ary significance—all make Chalyi’s work an inexhaustible source for interpreting
Shevchenko, the man and the poet.

Ardent nauonalists could find enough material to perpetuate the myth of the
national hero. Socialist and Marxist biographers would use Chalyi’s portrait of
Shevchenko to reinforce the image of the revolutionary and rebel. Literary critics
would later accuse him of not devoting enough time to Shevchenko’s poetry.
Believers in the divine nature of the poet would condemn the biographer for lowering
the saintly posture of the hero. Chalyi’s interpretation of Shevchenko’s life was one of
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the early biographical versions that encouraged the longlasting biographical discourse
about Shevchenko.

On the one hand, Chalyi promised to immortalize the people’s poet, while on the
other he satisfied natural human curiosity about the “Other.” The duality of human
nature and the duplicity of the genre may account for the multidimensional subject -
the national poet with the complexity of his world and onomastic multitude. Later
biographers, who would help to sustain the cult of the national hero and establish the
saintly posture of Shevchenko, would select only the heroic names and themes. The
“Other” - the man - would be consciously forgotten.

Chalyi had one significant advantage over other biographers. He was the poet’s
personal friend who had profound knowledge of his subject as a private individual. He
knew the private side of his subject which was cither forgotten or deliberately omitted
in all later discussions of the poet’s life. In his private life, Shevchenko, the national
hero, did not always appear heroic. His worshipping Bacchus, among his other non-
heroic deeds, was a taboo topic for the majority of biographers who never dared to
cast a shadow on the poet’s reputation. Throughout the century, numerous narrators of
Shevchenko’s life and work portrayed him as a saint, a studious monk and the paragon
of piety. Chalyi’s name and his biography of the poet occupies a modest place in the
footnotes of traditional heroic biographies.

“The poet of the people”, the national prophet, who falls asleep in an inebriated
state while awaiting his beloved, is a comical figure, having nothing in common with
the sexless saintly creature of most biographies. Chalyi incorporates humorous digres-
sions into his discourse, using irony next to praise. In his version, the subject is a
familiar and recognizable individual, with whom the biographees may identify. Chaly
shocks his readers, accustomed to the heroic portrayal, with the implicit non-heroic
names that were later rejected by the collective group memory. The biographer forces
his readers to construct new names for the subject, presenting the following:33

[Tocemaa Tearp, OH cTapaJjica YJ/IOBUTb
[luyHoBY 3a Kyaucamu, HO OHA €ro MbAHOIO
elle Oonbuie bosanack U yberana or Hero o
TeX Nop, NoKa OH HE CBAJIMBAJICA Tie-HuOYylb
na csoGoanblit auBaH M 3ackman. /115/
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[Attending the theatre, he tried to catch Piunova behind the cur-
tains, but she was even more scared of him drunk, and was running
away from him until he would fall asleep somewhere on a sofal.

A question arises as to whether it is the subject’s humble origin that allows the biogra-
pher to exaggerate Shevchenko’s state or whether Chalyi simply portrays a poet in his
private ordinary life that is not very different from anyone else’s life. At any rate, the
picture given by the nineteenth-century biographer is openly debunking.34

An ardent admirer of the theatre and theatrical talent and a worshipper of Bacchus
“falls asleep drunk behind the curtains”; this is the onomastic digression that followed
heroic names, such as “poet-phenomenon™, “poet of the people”, and a “name worthy
to be remembered”. The readers may still remember the individual who is “responsi-
ble for the advancement of society”, the image that is diametrically opposed to the
ironic portrait of “worshipper of Bacchus”. The heroic titles given to the subject earli-
er are contrasted with a prosaic description of an earthly man. The strategy of contrast
is employed by Chalyi repeatedly. In another instance, he combines irony and neutral
reporting within the same passage:33

YMbIBaJicCA OH M MOJMIJICA Ha [ABOpe,
BbITAHYBIIHU COOCTBEHHOPYUYHO u3
raybouyaiiuiero KoJsiofe3fs BeapO ,NOToMKen"
Boabl. Jlo 4aio BbIMMBAN uapouyky M 3aenad
MUuEHOM _,00 BOHO U cMauyHe U 3yObl MOCTPbLITh
U B JKUBOTU BbiCKpeDa€ BCAKY Heuuctb”. /10/

[He used to wash himself and pray in the yard, taking out with
his own hands a pail of “blessed water” from the deepest well.
Before tea he consumed a glass of vodka and took some millet
“because it is both tasty and sharpens one’s teeth, and cleans out
one’s stomach).

The picture of a praying man is meant to be heroic, denoting propriety and solemnity.
Nevertheless, the first utterance is followed by a humorous statcment about the same
man consuming liquor before noon. The sarcastic implication of the second utterance
defracts the heroic meaning of the first one. The semiotic strategy of the passage may
be represented in the following manner:
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Hero Non-heroic figure
Chnistian Non-believer
Poet-Saint Sinner

Millet Vodka

The sign “vodka™ is associated with sinful behaviour, while “millet” suggests daily
monastc routine. Early drinking is excused by health reasons which is a trite joke of
all sinners. The poet’s daily actions are presented in the following order:

performs moming toilette
prays

drinks vodka

eats simple peasant food
jokes like any other mortal

The biographees/readers could not fail to recognize either themselves or their
neighbours in . . . “the poet-phenomenon”. Very frequently Chaly: refers to his subject
as “Kobzar’ who had a drop too much”. Relying on Shevchenko’s own diary, the
biographer “recalls”:30

a TOKOMHUK Ha CBoIO ©Oeny, He yMmen
OTKa3aThCA OT YrOll€eHUA M He OTJUYaJICA
BO31€pPXKaHHOCTIIO: » bl AJIA MEeHA He noaaBai

nesoir OyTeinku pomy/rosopun o Hukonawo
NBanosuuy Koctomaposy B 1846 r/, a

OTNUBal NOJOBUHY [0 JApyroro pasa, A To
CKOJIbKO Obl Thl HU Oajl, A Bce BbINbIO!“/ 157/

[The deceased unfortunately was not known for temperance:
“Don’t put a full bottle of rum on the table” he used to say to
Nikolay Ivanovich Kostomarov in 1846. Keep the second half
till the next time. If not, I will finish as much as you give!”].

The biographees have an opportunity to be present in the past of an Epicurean who
fully enjoyed life and did not abstain from its temptations. This portrait is in striking
contrast to the lifeless picture of a saint, or martyr who is a stranger to the earthly plea-
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sures of ordinary people. The narrative and semiotic strategy used here is already
familiar to the readers:

Hero Epicurean
avoids indulges in
earthly food,
temptations drink

saint sinner

Unlike other writers of heroic biographies, Chalyi presents a hero who not only per-
forms noble deeds, but also has inierests in daily life; he is a subject with a human
face. His subject is a gifted outstanding individual who is at the same time no stranger
to mundane earthly pleasures and the banal. The traditional account of heroic deeds in
eulogy is replaced by a sympathetic recollection of his ordinary weaknesses. Chalyi
allowed his subject 10 appear in a totally unflattering and non-heroic way. Recalling
the events of 1860, when Shevchenko was rejected by the young and beautiful
Lukeria, he described the suffering lover as “intoxicated to the point of ugliness”.
Unlike later biographers, Chalyi, the subject’s contemporary and close acquaintance,
recreates a much more believable picture than theirs. Instead of the schematic image
of a rejected unfortunate man-saint, the readers obtain a more probable version of this
episode. The biographer does not pity the subject, he instead comments:37

[locne artoro, yme mnociaeiHero, NOKYUIEHUA
Ha XEHUTbLOY, NO3T CHeJiajicA HEYMOJUMO JIOT
Ha BCE JKEHCKoe TIJeMA 10 CaMOoM CBOEM
6onesuu. /172/

[After this, already the last, [‘assassination] attempt’ [upon] to
marry [marnage], the poet became vehemently enraged with the
entire female tribe until his last illness).

The stylistic effect of the selected signs is worthy of attention. The Russian word
“pokushenie” (assassination attempt) next to the sign “marriage” has a rather ironic
meaning, which is lost in translation. The semiotic pair “ASSASSINATION-MAR-
RIAGE” detracts from the primary solemn meanings of both linguistic signs. The
implied meaning is that the suitor could have “killed” his marriage and it emphasizes
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the irony of the situation. The biographer’s opinion about Shevchenko’s matrimonial
escapades is clearly negative. Instead of the classical interpretation of the poet’s int-
mate life, Chalyi allows himself to look at it with sarcasm, which is completely atypi-
cal for the canonical heroic biography.

According to the canonical view the subject should have appeared as a suffering
lover, pure and saintly. The biographer sacrifices the traditional myth of a poet and,
instead, creates a believable picture of a human being who is not without flaws.
Chaly1’s portrait 1s ahead of his time; it does not follow the familiar grammar of the
romantc myth, but is rather a precursor of the later existential myth. Chalyi’s poet is
much like the Sartrian L'idiot de la famille who poorly reads the “social text”.38
Chalyi’s interpretation of Shevchenko’s life precedes the later 20th-century atypical
biographies of poets. Nonctheless, it occupies a separate place in the history of
Shevchenko’s biographies which are mostly sustained 1n the traditional heroic mode.
Chalyi’s portrait would be later justified by Freudian concepts and his vision of a poet
as a neurotic who cannot be expected to behave normally.3%

Instead of Freudian hysteria, Chalyi, the practicing psychobiographer of the last
century, offers his own psychological profile of the poet who is expected to do poorly
in all existential tests, such as the family, the community and the state.40 The biogra-
pher’s message to society is: “Do not expect the poet to marry, to be sober and obedi-
ent.” He excuses the poet’s anti-social behaviour as a part of the general “poetic”
modus vivendi. Chalyi’s theory of a poet implied that a sorrowful lonely existence is a
poet’s lot. His mythical poet is bound to seek love, suffer and remain lonely because
of his incorrect choice of a love-object. Shevchenko’s biographer claims that all the
unsuccessful matrimonial attempts of his subject were a part of his poetic destiny;
loneliness is a natural poetic condition. These women whom Shevchenko had wrong-
ly chosen would have “poisoned the poet’s life” anyway (165).41

In other respects, the name of a suffering stoic is part of the onomastic collection
selected by Chalyi for his poet. The motif of grief, the reference to the subject as “suf-
ferer”, and emphasis on his sensitivity consistently reoccur in the discourse.
Describing the poet’s exile, Chalyi is particularly successful in connecting the heroic
names. In the empty Kazakh steppes the exiled poet suffers from the rugged and
depressing physical environment as a punishment for his rebellious behavior.
Apparently, the poet’s persecutors and official tyrants had chosen a proper penalty for
his seditious poems, to deprive the poet of beauty and inspiration. In the cra of roman-
‘ticism, even the enemies of the poets shared the romantic myth and would not deny
the uniqueness of a poetic personality.
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Speaking about impact of the depressing landscape upon the poet, Chalyi writes
the following:42

B CpaBHEHMM C IKMWBO 3anedarjeBIIMMUCA B
naMATU TNO3Ta KpacoTaMW YKPaAUHCKHUX
najecTUH, NpeacTala mepej HUM eue B bosee
yxacHom Buje. /78/

[In comparison with the vivid imprints of the beauties of the
“Ukrainian Palestines” in the poet’s memory/it/appeared before
of him even more terrifying].

The image of “Ukrainian Palestines” evokes familiar Biblical allusions. The
Ukrainian poct, likened to a Biblical martyr, suffers in the desert, except that the desert
is not in the Holy Land, but in Kazakhstan. The semiotic pair “Ukraine” and
“Palestine”, united in one phrase-metaphor implicitly elevates the subject’s status:

Ukraine Palestine
national prophet national prophet
Shevchenko Christ

Like the ancient hero, Biblical Jesus, Shevchenko, the martyr, not only suffers himself
from being misunderstood and betrayed, but he also carries the sufferings of those
who inflicted pain upon him:43

Hec B rayOGuHe nymu cBoe COOCTBEHHOE Tope,
He oXas W He B3abixad, NO3T HEe MeHee
MYYUIICA M 4YHUMU cTpajanuamu. /81/

[Carrying deep in his heart his own grief, without a moan or
sigh of complaint the poet was no less tormented by the suffer-
ings of others than by his own].

Shevchenko was proclaimed a martyr even in his own lifetime. Relying on
Serakovsky’s letter, Chalyi demonstrates the highly heroic reputation enjoyed by his
subject. In his letter to Shevchenko, dated 1855, the poet’s fan writes: 44
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bateky! Benukue momu nepenccnu Benukus
crpagaina. OnHo U3 BeAUYallIUX-CTENb
Oc3BbIXxoanas, JAUKaA nycTbhina. B nycTbiHe

XUIT NeBel ANOKalUNcUca, B NMYCTbIHE U Thl
Telepb ¥uBewb, naw aedenio! /83/

[Father! Great people endured great sufferings. One of the great-
est—the hopeless steppe, the wild desert. But this is where the
singer of the Apocalypse dwelled, and now you, our swan, live
in the desert].

After a brief onomastic digression, using the names “worshipper of Bacchus” and
“Epicurean”, Chalyi bestows upon the subject the expected and desired names, such
as “Father”, “swan”, “singer of the Apocalypse” and “martyr”.

The biographer reinforces the heroic titles of the poet and supports his cult which
was, apparently, initiated by the subject’s friends and contemporaries. The name
“Father” bestowed upon Shevchenko by Serakovsky reveals the fact that the poet was
recognized and already highly esteemed in his lifetime. The fairytale ttle of a “swan”
is a tender name that stands for the mythical purity and beauty, as well as common
adoration. The reference “Father” leads to the sacred name of “God” and “Christ.”
The key-words “great sufferer” and “singer of the Apocalypse” support the desidera-
tive “Father”, as well as recall the Biblical plot and other sacred names. Such elabo-
rate references to the subject, elevaie his heroic status and appeal to the patriotic feel-
ings of the group. Like the early Christian martyrs and Hebrew heroes, the Ukrainian
poet is presented as an icon. References to the Biblical text, elevate not only the sub-
ject, but the group as well. Through the name “national martyr,” the prototype of
Christ, the group may emulate the collective heroic past of another group; the
Ukrainians are placed next to the ancient Hebrews or enter the ancient heroic mythical
universe. Having presented the subject as the “Ukrainian Christ”, the biographer adds
another layer to the heroic onomastic palette. Chalyi’s hero is not only the “defender
of humanity”, but he is also the “protector of animals”. His Christian love for anything
alive extends to all living creatures-birds, cats, dogs. . . ;43

['ymaHHOCTL 3Ta nNpoABAANACL B KAKIOM
1eACTBUM, B KaKaoM IBWKenuu. Jlackawouasn
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HEKHOCTb paclpoCTpanffNach y Hero Jlaxe Ha
JKMBOTHDLIX: HE pa3 3ammmanl OH KOTAT U
L{EHKOB OT 3JI0CTHbIX HAMEPEHWH MaJIbUYMKOB, a
NTUYEK, NPUBA3AHHbIX HAa CBOPKE, MHoraa
Mokyman y feTeil M BbINyCKasa Ha BoJio. /97/

[This humaneness was in his every gesture. His caressing ten-
demess extended even to animals: many a ume he protected kat-
tens and puppies from the mean boys’ intentions, and sometimes
he used to buy caged birds from children and set them free].

His poet not only cares about nature and loves all living creatures, but he cannot
condemn even the greatest sinners. According to the biographer, the subject could
never utter a harsh word about fallen women. “He was far t0o humane to do so,” says
Chalyi. Presented as a genuine saint, his subject is also depicted as a lover of children.
Playing with children is one of his heroic deeds:46

Hanbonbuiee yaoBonbCTBUE NOCTABAANIU €MY
NeTU, KOTOpble B JepeBHAX OObIKHOBEHHO
NPpOBOAAT UeAble JAHU Ha yauue. Tapac
['puropbeBuy He pas caauiacs K HUM B KPYIOK,
pa3CcKa3blBad CKa3KW, NeJ NETCKUE TEeCEeHKH,
KOTOPbIX 3HAJ MHOMECTBO, O€Jiad TMUILOJKU U

T.1. /56/

[Children were his greatest pleasure. In the villages they usually
spend their entire days in the strect. Taras Grigorievich used to
join their circle, tell them stories, sing children’s songs - he
knew a great number of them - and would make whistles for
them, etc.].

The saintly poet not only plays with children, but he is prepared to care for them
permanently. Chalyi reports an incident when Shevchenko nearly adopted a lost child.
He found a three-year-old girl near St. Sophia’s Cathedral in Kiev and was ready to
take the child home, but the mother soon appeared and he “handed her his
foundling™(56). The lost-child episode assists the biographer in pursuing his elaborate
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technique of heroic naming, as the child symbolizes a weak being who needs to be
protected. The saintly posture of the subject is constructed through the characters
whom the hero protects. The signs are arranged in the following manner:

Weak beings<—— hero <

love
protection
sacrifice

saint >

Figure 2.

Immediately following this elaborately constructed heroic name, the biographer intro-
duces new scenes which make his readers forget the solemn picture of the Ukrainian
“singer of the Apocalypse” and saint. Now the hero appears amidst the Lucullian
delights of Ukrainian cuisine, which may be rather unusual after the serious heroic
eulogy to the poet:47

..HallnOHaNbHble MAaJOpPOCCUMCKUe Omona oOH
npeanoyuTaun BCEBO3MOMHDLIM
racTpooMuueckum obenam: 60pul ¢ CYLIOHbIMU
KapacAMH, CO CBEXEW KANYCTOU U C
0COOEHHBIMU CIELUAMU, KOTOPbIX CEKpET
W3BECTEH JiIMIb TOCTENPUUMHBIM XO3AWUKaM-
yKpaHKam, TNIIOHHAA Kalla, CBapeHHaa Ha
paKoOBOM yX€ C YKpPONOM, 3aleKalHblu
auunposblit aaw v Tapac ['puropueBny Taan
oT GnaxeHcTsa. /56/

[He preferred national Ukrainian dishes to various gastronomi-
cal versions: borshch with dried carps, fresh cabbage with origi-
nal spices, a secret recipe known only to the hospitable
Ukrainian housekeepers, millet porridge cooked on crayfish
broth with dill, baked Dnieper bream, and Taras Grigorievich
would melt in his bliss].

In this “gastronomic still-life”, the poet is surrounded with tasty Ukrainian dishes, and
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this narrative turm serves as a supportive structure to the name”Ukrainian hero”.
Chalyi skillfully uses the most familiar associations from these collective daily experi-
ences to bring the subject closer to the group. Gastronomic images being most famil-
iar are correctly chosen as the most recognizable signs that may generate other collec-
tive emotions. Common gastronomic experiences are part and parcel of communal
living within the same geographic territory. Expressed in the same linguistic code,
they add to the so-called basic collective features of what is generally understood as a
“nation”. Thus, the name “national representative” is constructed gradually and
covertly through the deepest and most basic collective allusions. The biographer
recalls the most pleasant culinary episodes that may lead to stereotypical images of the

group:

SUBJECT GROUP
Taras borsch
Dnieper dream
Ukrainian hostess
Who is the hero? Ukrainian recipe

— Ukrainian millet
dill

name ? name ?
Ukrainian Ukrainian
Figure 3.

The anti-heroic digression which may seem antithetical to the solemn heroic dis-
course 1s also within the narratological framework of the heroic biography of the
national hero. At first glance the portrait of the poet placed amidst spices, vegetables
and traditional Ukrainian dishes may be perceived as satire. However, the poet who
experiences gastronomic ecstasy is brought closer to the group that can identify with
the subject and include him into its community. The detailed description of his
favorite gastronomic experiences brings the readers/biographees closer to the subject.
Instead of self-denial and sacrifice, they find a Rabelaisean thrill, laughter and the
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ecstasy of living through the simplest joy of consuming national food and kecping the
physical body alive. On the other hand, culinary genre temporarily invades heroic
biography, subverting it from within.

Describing the poet’s favorite ‘gastrovariety’, Chalyi is on the territory of the
recipe genre. The word “melt” has a double meaning. The primary meaning establish-
es its connection with culinary discourse, while the secondary one implies a metaphor,
so that a joke with a significant humorous effect is created as a result. The poet who
“melts from bliss” is a hidden pun. Butter, which also melts and being the obligatory
sign of any culinary discourse, is here replaced by the unusual sign “poet”. The substi-
tution technique used by the author may be graphically expressed as:

butler melt poet
dishes delight

The resulting humorous effect 1s not malicious laughter, but the sincere joy of shar-
ing common pleasures. A man who appreciates the gastronomic variety is less enig-
matic than the remote ascetic symbol and a self-denying saint; this portrait is more
believable, and the names “poet” and “Epicurean” are more desirable. The biographer
manipulates the possible associations resulting from the usage of various names.
Highly heroic name-titles are reinforced by the common desiderative names and
onomastic auxiliaries. The anatomy of Chalyi’s contradictory onomastc structure
may be represented as:

onomastic enclosure; name-icon

/

onomastic exterior: desiderative names

/

onomastic base: names-auxiliaries

Figure 4.

The biographer has the responsible task of developing the name-metaphor in the
desired collective manner and foreseeing future collective desires. He may “baptize”
the subject, fulfilling the onomastic preferences of the group, but the group, nonethe-
less, expects some onomastic suggestions from a biographer. The biographer effort-
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lessly maneuvers between the common knowledge of the group, its basic collective
mentality, and the less familiar notions of the group elite. The hero-saint is a desired
name for the subject. This figure is admired, but may appear somewhat alien to the
majority. Northrop Frye’s “hero above the group” may be intimidating, while the char-
acter sharing gastronomic pleasures is someone close to the majority, one of the group
or hero “in” the group.*8 What may have appeared as the subversion of the heroic bio-
graphical discourse, in fact, serves as the present and future myth about the national
Ukrainian poet, Shevchenko. The seemingly contradictory names of the subject:

worshipper of Bacchus
singer of the Apocalypse
and saint

glutton

all add to the image of the subject, the national hero who is sometimes permitted to be
on the same level as the rest of the group.

3. 5. Name clusters and memory markers

Saul Kripke defines a name not by a single description, but by a cluster or family of
notions leading to a name (31).4% Sergii Efremov’s approach to names and his use of
their power supports Kripke’s idea. Efremov’s biography, Apostle of Truth, introduces
the biographees to the onomastic device of clustering.? First, the cluster is brought to
the autention of the receivers. The basic idea of a name-cluster is that the receiver of
the discourse obtains a number of onomastic signals which eventually lead to the
intended name. The cluster usually consists of forceful semiotic signals that precede
the actual proper name. The proper name is then given in its “last name-only” version,
The last name without the first name and patronymic is also a sign of a well-known
name. A well-known name does not require any onomastic details, such as more com-
mon first and middle names or Russian and Ukrainian patronymic, such a name has
the status of a familiar name-symbol or possesses symbolic-metaphoric value because
it is recognized on its own. Initially here, the subject is named by the heroic cluster
“Apostle of Truth”, then eventually he is referred to as “Shevchenko”. The metaphoric
pair, “Apostle of Truth” and “Shevchenko”, has prepared the reader for the highly
heroic discourse.
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Further, the biographer refers to the subject as *“a former serf”. This reference al-
ready states the first heroic episode in the subject’s life, at least one heroic deed. A brief
summary of one’s heroic life may be derived from a set of these three descriptions.
“Apostle” alone introduces the Biblical allusion, while “truth” confirms the collective
heroic symbol. Both of them, placed next to the well-known name “Shevchenko”, rein-
force heroic associations with the name, while the derived name “fighter for freedom”
concludes the first onomastic cluster which may be viewed as on the table:

Apostle Biblical hero
Truth symbol symbol of justice
former serf fighter for freedom
Shevchenko national hero

This highly heroic designation is followed by another panegyrical pair, “Shev-
chenko” and “Moses”. Here, an intense semiotic ficld is created around the name of the
subject, so that the heroic halo of the name overshadows the actual individual behind it.
The chosen nominal strategy corresponds to the plot structure which “ungram-
matically” starts with the death of the hero, as opposed to the more natural beginning,
the subject’s birth. Consequently, the biographer does not follow the subject’s tradition-
al path of gradual onomastic intensification. The technique is much more powerful and
direct, since the biographer does not play the name-guessing game with his readers. On
the eve of the centennial anniversary of the poet’s birth, the readers may have been
more willing than before to accept a cluster of names. The biographer constructs not
only the name-cluster, but the event-symbol: death of the national hero, a technique
which assists the author in reinforcing the heroic atmosphere around the name of the
poet whose centennial anniversary is about to be celebrated. The death of the subject is
presented along with the fall of serfdom. Such an event-painng technique next to the
name-clustering device reaches its metaphorical plateau already at the commencement
of the discourse, and adds another implicit name to the vivid cluster:
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Apostle

dying name-sign
for the o
liberation

of the

[Shevchenko

Figure 5.

This implicit name is a logical continuation of the onomastic unit enclosed by the
sacred name “Moses”. Simultancously, with the highly heroic designation of the sub-
ject, the national group obtains some heroic characterization as well. If the national
poet is likened to the ancient Hebrew hero, the group naturally acquires his heroic tide
as well. The Ukrainians are compared with the Hebrews or the group obtains the hero-
ic name through the heroic ascendance of its hero:

Hero Shevchenko

Heroic group Ukraimans

Heroic prototype Moses

Group prototype Hebrews

Semiotic result Ukrainians = Modern Hebrews

On those occasions when Efremov refers to his subject-national hero by a personal
pronoun “he”, the references are always accompanied by personal characteristics. For
instance,

he — kind and calm
he — incurably sick
he — with his trembling hand

Efremov never uses a single personal pronoun without the accompanying reinforce-
ment of sympathy or admiration-arousing descriptions. On the other hand, he never
uses the last name “Shevchenko” next to such a description as “incurably sick” or
“calm”; those are descriptions of a lesser heroic intensity. After all, a pronoun which is
a name-substitute for a proper name is meant to be reserved for non-heroic situations
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when the heroic reputation of the poet is not at stake.

Efremov, like any other producer of popular discourse, controls the perception of
the given text. He appeals to the established collective associations within the national
group, anticipates their reactions (o certain verbal messages and thus regulates their
response to the heroic biographical discourse. Efremov’s task has been facilitated by
the biographical efforts of his predecessors, such as Maslov, Durand, Piskunov,
Iakovenko and many others who previously performed the initial onomastic exercise
of reinforcing the name 1n the collective memory of the group. They provided the
group with the story, “the path of the hero”, as well as with the tools for remembering
the name-symbol which, in tum, encouraged the apocryphal storics and legends or
inspired collective creativity around the namc-symbol. Myth of the hero ininated out-
side the group had penetrated the collective consciousness inside it, facilitating the
task of later biographers. Efremov essentally had to summanze the already-known
laudatory names of the recognized and admired hero or to retum the desiderative
names of the hero to the name-anxious group. He does not have to follow the gradual
onomastic progression of his predecessors. Efremov may start with the collective
metaphors which are already present and accompanying the heroic name:
“Shevchenko—Apostle of Truth”, “National prophet”, and “poet of the people”.

The biographer combines the act of naming with the act of name-constructing, occa-
sionally performing what may be seen as the exegesis of a name. Having labelled the
subject the “Apostle of Truth,” he employs it again thirty pages later in the discourse.
Efremov explains the meaning of the word “truth”, which is repeated seven times on
the same page and is sometimes italicized, thereby becoming a verbal reinforcement
signal. To attach the highly heroic name of the “Apostle of Truth” to the subject the
biographer creates a supportive semantic field that excludes the possibility of the name
being forgotten. These recurring verbal signals serve as memory markers that help the
reader 10 remember the name and mark the map of the heroic onomastic progression:

Apostle of Truth 3)
former serf 3)
Kobzar 4)
Christ )
Moses (3)
martyr )
saint (5)

Ukrainian bard ©)
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leader of Ukrainian writers (9-10)
great hope of freedom lovers (9-10)
poet of conscious democratism (15)
radical (15)
romantic (15)
rebel (19)
revolutionary (21)
Apostie of Truth (33)
poet in the pantheon of world geniuses (37)
Kob:zar (38)
fighter (39)
Apostle of truth (39)

One hundred years after the poet’s birth he 1s finally acknowledged as a national
poet. Efremov adds that the right-bank Ukraine produced the hero, stressing that his
subject is a former serf from Easiern Ukraine. The biographer delineates the frontier
between Eastern and Western Ulkraine:31

To Oynu 3HOB ke Mao He ONHUM JIULEM JIOle
3 JiBobepexHoi YkpauHM, Je HauioHaJbHi
CTOCYHKM HE TaK TAXKO NOIMJYTAJUCh,-BiH OYB
3 npaporo Ooky /lHinpa, ne couisnbha 6e3onus
Mid TlaHOM Ta KpinakoM e Traudue
Mo3HaYyMjaach i WINpIIE PO3CYHYJACh 4Yepes
HaUulOHAJbHY Ta peniriiny pixauUo Mix
MAaHOM-TIONAKOM KaTOJMKOM 1 KpinmakoM-
YKpaiHleM- NpaBocJaBHUM. [T/

[Nearly all of those intellectuals were almost identical individu-
als from the lefi-bank Ukraine, where national relations were not
as complicated. He was from the right-bank of the Dnieper,
where the social gulf between the landlord and serf was deeper
and wider due to national and religious differences between the
Catholic landlord and the Ukrainian Orthodox serf].
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Efremov semiotically divides one national group that produced various intellectuals.
He rightly or wrongly claims that Shevchenko has a special heroic status among them
as not only a product of Eastern Ukraine, but of Eastern Orthodoxy as well. The
Western Ukraine has been traditionally associated with a presumably more progres-
sive foreign influence in the cultural and religious domain, and Efremov capitalizes on
prevalent mythical beliefs which may appeal to certain Ukrainian cultural groups
among both the elite and the populace. The myth of the progressive “Other”, Slavs
versus the West, has had a traditional popularity among those groups. The biographer
uses 1t for the purpose of transferring the familiar myth to another mythical territory,
the myth of a national genius.

The cult of Shevchenko which Efremov so painstakingly constructs in his biography
1s simultaneously the cult of the Eastern, presumably more backward, but unique
Ukraine. The two systems of religious organizations — Catholic and Eastern Orthodox -
are juxtaposed in the heroic context. Following Efremov’s implications, it is the Eastern
Orthodoxy that helped Eastern Ukraine to preserve its genuine character and purely
original national talent, unspoiled by the corrupt “Other.” The didactic message that
perpetuates the myth of Eastern spintual superiority. 1s indecd purcly mythical. As it
happens, his point of view denies the Western Ukraine heroic property rights. Accord-
ing to Efremov, the “Aposte of Truth”, the “Ukrainian Moses™ is the property of the
Eastern Ukraine. The biographer, like any other producers of popular discourse, returns
the collecave myth to its eager collective author and censor, the group en masse.

Numerous cultural anthropologists maintain that myth32 is structured like lan-
guage; and if language is a collective product, similarly myth is a collective creation
as well. The most primitive mythical structure is the belief in national or collective
uniqueness. Historically, rulers, leaders, missionaries, prophets, national heroes, writ-
ers, and poets had exploited the collective sentiments of groups who invariably retum
to the same mythical ground. Every group protects its geographical territory, but its
collective mythical heritage is its most sacred collective possession. The majority of
any group, according to Gustave Le Bon, is oblivious to linguistic and mythical syn-
onymity, deep universal structure, cultural affinity or collective cognitive processes.”3

Efremov glosses over any similarity between the Catholic and Orthodox religions,
and between the various parts of the Ukraine as cultural entities. This position 1S not
new: it repeats the familiar mythical plot developed and sustained by the Le Bonian
“crowd” which is convinced of its collective otherness. Both groups cling to the myth
of their uniqueness; the biographer capitalizes on their collective weaknesses and
emotions. Once the hero is recognized, each group competes for the name as the sym-
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bol of collective pride and the supportive mythical structure. Efremov’s “Apostle of
Truth” may well be claimed as Western and Eastern cultural property, and yet the
biographer decides in favor of Eastern Ukraine. Shevchenko is proclaimed the saint of
the right bank, and the geographical territory of Ukraine is defined through the cultur-
al arbitrary choice of the author of a heroic biography. The biographical myth decides
the geography, politics and demography of the imagined national state.

3. 6. Recognized name of a hero

The onomastic metamorphosis is completed when the name is accepted as heroic by
other national groups. While Efremov’s panegyric to Shevchenko - the “Aposte of
Truth” - has become a monumental sign for the Ukrainian collecuve memory, similar
names given to Shevchenko by other biographers were even more vital for the collec-
tive self-esteem of the group. The name that transcends national borders is truly
remembered, boosting the collective morale of a given group from the outside.

In this respect, Alfred Jensen’s biography of the Ukrainian national poet was a sig-
nificant event in the biographical discourse and in Ukrainian cultural history.>4 Once
he, a Swedish biographer, proclaimed Shevchenko the “Apostle of Justice”, the poet
could henceforth be regarded as a canonized national hero. A group may never be
secure in the heroic status of its chosen icons until the same individuals are glonfied
by the “Other”. Jensen’s work, which appeared in German, was published in Vienna,
1916. The magnitude of this cultural event is expressed by Ivan Mandiuk who trans-
lated it into Ukrainian:33

He ykpaiHCbkUii BYEHMH [aB HaMm Mepluunid
nopuuii odbpas aianbHocTn UleBuenka™ lllBen
Cuzen. /II/

[It was not a Ukrainian scholar, but the Swede Jensen who has
given us the complete account of Shevchenko’s activity].

The translator Mandiuk summarizes the collective sentiments over the appearance
of the Swedish version of Shevchenko’s life and work. Jensen’s work not only put the
name of the Ukrainian poet on the international map, but it touched the deepest national
sentiments of Ukrainians as an oppressed group within the Russian Empire. Jensen
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acknowledges in his introduction that his interpretation of Shevchenko’s life is a pOpu-
lar biography. He follows in the footsteps of Shevchenko'’s compatriots who had
recently celebrated the centenary of the poet’s birth. He does not claim to have discov-
ered anything new about the Ukrainian poet and complains about the lack of sources at
his disposal. His discourse is an act of reaffirming the heroic name of the “Other”.

It 1s remarkable that the Swedish biographer, who does not cite Efremov, also treats
Shevchenko as the symbol of the right-bank Ukraine. The similarity between the
utterances of the two biographers is striking. Jensen writes nearly verbatim:56

3 IlpaBoGepesixa ogHak BUIAIINO BeJMKe
OOHOBNEHHA, BJIACTUBUNA OOHOBUTEJD
ykpaincbkol aitepatypu. B «kpawo, ne
HallonanbHi Ta cycniapbni BigHocMHM Oyan
0Co0JMBO OCTPO 3a3HayYeHi, BUHILOB
be3nocepenHo 3 HaltHU3LIOI BEPCTBU MOPaJIbHO
1 €KOHOMIYHO NOHEBOJIEHOI'O HACEJIEHHA MOET,
AKOTO uife KUTTA Oyno nNJAaMEHHUM
NpoOTECTOM MNPOTHU BCAKOTO IECNMOTU3MY |
kpinaursa... Tapac Llesuenko. /XIY/

[The Right Bank, however, produced a great renewal, a powerful
reconstructor of Ukrainian literature. Taras Shevchenko, a poet
whose entire life was a passionale protest against any despotism
and serfdom appeared in the land marked by particularly acute
national and social relations and represented the lowest stratum
of the morally and economically oppressed population].

Much like Efremov, he draws opposition between the various parts of Ukraine.
Shevchenko is perceived as a rebel, a national fighter for the oppressed. It is curious
that what would later be labelled as a Soviet or Communist critical cliché, “the ardent
protest against any despotism”, is already a visible feature of the pre-1917 biographical
discourse. Thus, already in the introduction the subject is given several heroic names:

Poet of the Ukrainian people (V)
Slavic poet V)
symbol of the Ukrainian soul (V)
rejuvenator of Ukrainian literature (XIV)

right-bank cultural property (X1V)
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peasants’ son (X1V)
rebel against despotism (XIV)

Only after a series or a cluster of laudatory names, does Jensen introduce the ordinary:
“Taras Hrygorovych Hrushevs’kyi-Shevchenko”. Shevchenko’s father’s last name
was “Hrushevs’kyi-Shevchenko”. The frank panegyric preserves the classical heroic
structure: name-title intensifies name-symbol and then ordinary name. Then, there fol-
lows a short onomastic digression to the first name only (Taras) which accompanies
the description of the subject’s childhood. However, the biographer quickly switches
to the more common reference “Shevchenko.” It is a familiar device used by the
authors of heroic biographies in order to sustain the semiotic effect of the name-title.

Like other heroic biographies in the past, Jensen’s discourse preserves the onomas-
tic strategy and the plot structure of the heroic tale-fairy tale, legendary story, life of a
saint. His biography is similar to those narrations; the story of childhood is interrupted
with a prophecy. Unlike numerous biographers before and after Jensen, he does not
include Shevchenko’s father’s prophecy.>7 In Jensen’s version, there is another predic-
tion made by an old lady. According to the story, presumably from the poet’s diary, the
subject was told that he was to face two roads: “a narrow and thorny road to
Paradise”, and “a wide pathway from Paradise”. The “pathway from Paradise” sym-
bolizes posthumous glory, while the “thomy road” represents his martyrdom on Earth.
The semiotic plotting used in the biography may be graphically expressed as:

tale
/legend \
Hero

Saint

his life his martydom

Paradise

death

Figure 6.
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Jensen’s panegyric arises from the presented apocryphal prophecy, and it eventual-
ly acquires more verbal power when he later writes:58

YKpalHCbKOMY MOETOBi YCMixaBCh iHIIMiL paii,
K UCHU-ENMIKYPEHCbKUX apTUCTIB i ocoOucTOl
BUroAu. A 10 cero paio Bejla HOro By3Ka
CTewkKa, Aka Oyjna mnopociia OCTPUM TEPHEM.
LllcBuesko MycuB cam 3aruHyTv Ha cii
CTEXUl, wobu Mir moKasaTtu CBOIM 3eMJAKam
o0iuany 3semnw. »lllo mae utu Gescmeprio B
nichi, MycuTh rUHyTH B u1TI0.“ /11/

[A different fortune smiled at the Ukrainian poet, not the paradise
of Epicurean artists and personal gain. But the road to his para-
dise was narrow, overgrown with blackthoms; Shevchenko had
to perish on this thomy path to show to his compatriots the prom-
1sed land. “That which is destined to live eternally, has to perish
in this life.”]

The biographer does not separate the prophecy, using key-words from the story, such as
“Paradise”, “Thorny Path”, “Narrow Road”. Only five pages keep the old lady’s
prophecy apart from Jensen’s heroic description, and the key-words become the inten-
sifying semiotic signals that support the main structure-THE SUBJECT IS A MAR-
TYR AND SAINT. The name of a saint is used repeatedly next to the “poor poet,” and
the theme of suffering is prominent. The signal “tears” reoccurs in the discourse now
and then to make the introduced names more authentic. On the eve of the hero’s death,
another name is given to the subject, “the mourner of truth and justice.” The national
poet dies; like the ancient martyrs, his death also symbolizes the sacrifice for truth and
justice. The name of the hero is the most visible feature of any biographical discourse,
and its role is vital for a heroic biography, since it is essentially the mode of reference
that differentiates a panegyric from other biographical forms. The heroic biography in
general, and in its extreme form of a pure panegyric or panegyric simplex in particular,
relies on the power of the name, the onomastic policy, thus becoming the crucial factor
in a heroic biographical discourse.

While all the biographers whose naming strategy has been presented here utlize
similar onomastic devices, the degree of reliance upon a particular discursive tech-
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nique varies. The extent of the heroic portrayal depends upon the preference given to a
certain nominal feature. When a biographer is not quite confident about the reacton to
his hero, he never praises the hero directly and never uses heroic names-titles at the
outset of a story. For instance, Maslov, who wrote shortly after the poet’s death, at a
time when the group was not ready to receive the frank panegyric to the hero, uses a
very cautious onomastic policy.

Maslov’s strategy is to delay the name-icon. Instead of “instant naming,” he
resorts to the predominant usage of implied names, i.e. names to be deciphered by
the biographees. The field of implied names that have to be deduced by the readers in
the appropriate context is extremely saturated in his discourse. A biographer, who 1s
not free to “‘name” the subject, “A Ukrainian national poet”, relies mainly on the
interpretative power of the readers, their ability to recognize, guess and reconstruct
the name of the hero. This strategy of delaying the name appears to be charactenistic
of all initial biographical attempts when the heroic status of the subject is not yet
fully established. Instead of naming Shevchenko another Milton or Byron, for
instance, he makes a more neutral statement that his subject “could have become
another Byron”. Maslov creates the onomastic map that permits his readers to con-
struct the name-symbol.

When the biographer is outside the national group, he may be quite uninhibited in
his onomastic choices. Durand, who wrote about the Ukrainian poet in France, exem-
plifies a biographer who 1is free to name his hero. Paradoxically, the French biogra-
phy is one of the very first panegyrics to the Ukrainian national poet. In his narration,
Durand mostly relies on the power of the heroic metaphors applied directly to the
subject. He proceeds from a place-symbol “Dnieper” to the name-symbol
“Shevchenko”.

When the biographer departs from the classical panegyric, the role of the onomas-
tic progression increases, For instance, Chalyi’s general plot movement is heroic, and
yet, some onomastic digressions signify a definite anti-heroic feature of his discourse.
The name “worshipper of Bacchus” is placed next to the implied name “a poet, a spe-
cial being”. These conflicting names of the subject are indicative of the yet uncertain
discursive mode.

Every biographer, recreating a life, has to repeat the same plot: the passage of the
subject from the ordinary into the world of the extraordinary, from oblivion to recog-
nition. He has to stage the transition of a name into a name-sign. A biographer retells
the same unchangeable story from the birth of a human being to the death of a hero
whose name is worthy of remembrance. The transition from the non-heroic onomastic
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stage to the heroic depends upon several factors, such as the discursive climate of the
time, the will of the group, the role of the subject, and the biographer’s own desire and
discursive power.

A biographer, much more than any other writer, is dependent upon the collective
“T” of a given group, which eventually determines the mode of the biographical dis-
course. The biographer’s own voice is merely a part of this collective “I” he may even
suggest the subject himself. The group may select the hero in his lifetime or decide to
delay his heroic name until his death. In Shevchenko’s case, the distance in time
caused an elevation of the poet’s heroic status, and a century since the subject’s birth
1s marked by the gradual increase of the metaphoric power of his name. In the period
between 1874 and 1916 (the temporal space between Maslov’s and Jensen’s biogra-
phies) there is a marked trend towards the pure panegyric to the poet. The mode of
referring 10 the subject in an openly heroic way seems to become the new onomastic
feature and the main determining factor in the classification of heroic biographies.

All the biographers, from Maslov to Jensen, may be divided into two basic groups
in terms of their onomastic technique: direct namers and indirect namers. The direct
namers, like Durand, Ohonovs’kyi, Efremov, and Jensen use overt panegyrical titles
right at the outset of the biography. The indirect namers or implied name-givers, such
as Piskunov, Maslov and Chalyi, resort to an elaborate technique of gradual naming
and prefer the implied names. In the process of name-giving a biographer reaches for
the most striking names, the most flattering symbols and the utmost heroic titles. The
collective memory has an infinite stock of such names, tiles and standard metaphors.
However, there are names which possess the greatest power and carry the highest
degree of heroism. Biblical allusions and associations with the names of ancient
heroes have acquired such power. They have become not only the most easily recog-
nized collective symbols, but also the most desirable names which any group wishes
to possess. On the scale of heroism, the name-title “Christ” possesses the ultimate
meaning and value. It also encloses the circle of utmost heroic names, models for
emulation. Thus the names-icons of the ancient tribe became the first names-heroic
titles to be chosen in numerous post-Biblical panegyrics. The other groups could later
choose symbols of sacred onomastics for their heroes-1o-be.

All writers of heroic biographies are aware of the collective desire of a group and
its onomastic preferences. They introduce those names of the hero that are already
desiderative names, that is the most expected allegories.”® Nevertheless, biography is
also a precursor of the future desiderative names. For instance, Ohonovs’kyi’s refer-
ences to Shevchenko as the “son of Eastern and Western Ukraine” were very much
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ahead of his time. The prophetic nature of this implied name given in 1889 would
become apparent only much later, since the intensity of the ‘onomopoesis’ increases
with time. At the moment of utterance, the biographer merely expresses his own
desire and a possibly prophetic dream.



Chapter Four

Hero, myth and name

Myths are nothing but this ceaseless, untir-
ing solicitation, this insidious and inflexi-
ble demand that all men recognize them-
selves in this image, eternal yet bearing a
date, which was built of them one day as if
for all time.

Roland Barthes, Mythologies (155).

4. 1. Name, nation and name-icon

Omelian Ohonovs’kyi’s biographical version of Taras Shevchenko’s biography that
appeared in 1889 is a part of his work Istoriia Literatury Russkoi ( History of Rusyn
Literature), which represents a collection of biographies of Ukrainian literature-mak-
ers and the analysis of their literary contribution.! The storics of their lives are separat-
ed from the stories about their work, and each life-story is a classical heroic biogra-
phy. They all commence with the evaluation of a particular writer’s role in the
Ukrainian cultural and national history.

The author begins Shevchenko’s biography by analyzing the poet’s historical posi-
tion, and claiming that peasants were the most representative social group of the
Rusyn-Ukrainian people. The same biographical subject who was previously
described as the “Little Russian” or “Ukrainian national hero” now appears seemingly
in another national context. The name “Rusyn-Ukrainian” is a signal to readers in
Little Russia that the hero is the common property of two related ethnic groups, and
belongs equally to the biographees on the left and right bank of the real and symbolic
Dnieper (Subtel’ny, 1988: 476-7; Magosci, 1978: 145).

The biographer from the “Other side of the Little Russia™ 1s aware of the differ-
ences and frictions among the inhabitants of the various parts in Little Russia. His
ingenious onomastic device, the name-compound “the Rusyn-Ukrainian™ is an
attempt to unite the group that is spread to the two banks of Dnieper and divided phys-
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ically, politically and mythically.2 Ohonovs’kyi symbolically unites the two parts of
one nation semiotically appealing to their collective memory and the signs of the com-
mon historical past:3

Konvcn oxoponana VYxpaina [loabwy #
Mocksy on HanusaoB AMKoi TaTapBbl. KOJMCh
OyJja ona 3abopoJioM cBODOAbI MPOTUB NMOMECTHU
nHeBoJje,. Ta OT, 3 BOJe MOIyYux Cycej]oB
nonafiach B HeBOJIO-HeBOJO. /442-3/

[Once Ukraine used to defend Poland and Moscow against
semi-barbaric Tartars — once she used to be the symbol of free-
dom against oppressors,-but got caught into slavery by the will
of her powerful neighbors].

“Ukraine” symbolizes the common past of the Rusyns and Little Russians; like-
wise, “the sign” Rusyn-Ukrainian is used to inform biographees about the biogra-
pher’s national point of view. The common name-signal appears immediately after the
subject’s name Taras Shevchenko, and becomes helpful as the semiotic device
employed to sustain this original onomopoesis:

Rusyns Little Russians
Hero
Icon
Shevchenko
Ukraine
Figure 7.

Readers who may be unwilling to accept the hero as theirs are symbolically educat-
ed about their common national past. “Moscow”, “Poland”, “Tartars”, and “slavery
versus freedom” stand for this shared historical experience of the inhabitants of the
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same geographical territory and common cultural legacy. This onomastic prelude is
required since the biographees/readers from the Western part of the Little Russia,
Rusyns, may have been less receptive to the hero than their “brothers” in the Eastern
part, Ukrainians-Little Russians. The biographer uses the power of common names
and addresses various readers or biographees as one cultural entity.4

The subject 1s presented as the voice from the past and the hope of a better future
for the unified nation. The symbolic meaning of the subject’s name is disclosed imme-
diately, unlike the traditional heroic biographical discourse where reader and author
play the usual name-guessing game of recognizing the hero. Ohonovs’kyi anticipates
possible rejection of the subject, and resorts to the immediate elevation of the hero. He
proceeds to the name-metaphor from the name-symbol via the ordinary proper name,
and again ¢nds with the name-icon. The biographer uses the power of the proper hero-
ic name to unify his readers scattered over the large geographical territory and divided
by the linguistic differences, history, and politcs of the Russian Empire. Shevchenko,
a Ukrainian poet and peasant, is introduced as the spokesman for all Rusynian and
Ukrainian peasants. The subject’s social origin is the common ground which is used as
the starting point in the symbolic building of one nation and its independent national
state, Ukraine:>

Tak oTKe 10 3aKpenolleHoro Hapoay
3pO3YMEJIbIM CJIOBOM MOI' NPOMOBUTH TOJbKO
TOil Bellliii noeTr, o B HUM OyJia KOCTb OT
KOCTM W KpPOBb O] KPOBU HEWACHUX MYKUKOB.
Cum noetom 6yB Tapac lllesyenxo. /443/

[Only the poet-prophet could speak to the enslaved people,
whose flesh and blood, he, the unfortunate peasant himself,
shared with them. And this poet was Taras Shevchenko].

The biographer manipulates the place-names along with the names of the two
dialects (Rusynian and Ukrainian) to evoke desirable associations. The intended
image is the name of the hero “Shevchenko” connected with the name of the group.®
First, he establishes the link between the Rusyns and the Ukrainians through their
common past. Then, Ohonovs’kyi appeals to the social consciousness of the group.
“Peasants” and “serfs” represent linkage between the otherwise divided scgments of
the same nation:
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/ e
Ukraine peasants—serfs Shevchenko
Ukrainians

Figure 8.

The biographer names his subject a national property; his “prophetic poet” is the same
“flesh and blood” as the rest of the group. Morcover, he shares the same social origin
with most of the nation. The biographer establishes a sense of kinship with himself,
the subject and all the biographees.

After the heroic introduction, the biographer tells the life-story of his hero; 1.e. he
returns into the world of the ordinary. “The poet of the people,” the “blood and flesh”
of the Rusyns and Ukrainians, and the son of their peasants, is transformed into an
ordinary mortal, Taras Hrygorovych Shevchenko. Later, he is referred to as “Taras.”
On the way from birth to childhood, the subject undergoes the three onomastic stages:
heroic title, ordinary name and name-fairytale symbol:

prophetic poet heroic title
Taras Hrygorovych ordinary name
Taras-poor orphan fairytale character

Much as in a fairy tale, the subject of a heroic biography does not stay long in the
stage of an abused child; a hero very soon takes his place. Ohonovs’kyi interrupts the
story of Taras, the poor orphan, taking the biographees into the ancient Ukrainian past
(Koliivshchyna) through the grandfather’s reminiscences.” These recollections again
establish a connection between the subject and the group; the heroic past is presum-
ably common to all readers. The biographer exercises control over the memory of the
readers and revives it with the story of the group’s heroic experience.

Preserving the fairytale plot structure, one needs a helper, and this role is per-
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formed by Ivan Soshenko, whose name is even italicized for visual stimulation of the
rcaders’ memory. This name-auxiliary stands between the two names which mark
various stages of the subject:

Hero
Taras-abused child Shevchenko-a painter
non-heroic name heroic name
Helper
Ivan Soshenko

name-auxiliary

The name-auxiliary is used to emphasize a certain idea, namely, the idea of national
organic unity. Ivan Soshenko, a Ukrainian, is given more discursive attention than
even Carl Briullov, a Russian, despite the fact that Briullov played a more important
role in Shevchenko’s life as a free man having helped to arrange the poet’s liberation
from serfdom.® His name is moved to the footnote, while Soshenko’s name is itali-
cized to capture the readers’ attention. The biographer tends to stress that the
Ukrainians are the key figures in the subject’s personal drama and his upward mobili-
ty. As this is the stereotypical collective knowledge that the group may accept more
readily, Ohonovs’kyi sacrifices the known fact to please the group. He does not distort
the information, Briullov’s name is after all, mentioned, but the biographer displaces
the signs. He chooses to place the name of a Russian “helper” into the less visible
footnote, despite the common knowledge of the reversed roles of the two individuals
in Shevchenko’s life. None of the biographers would ever question Briullov’s role in
Shevchenko’s liberation from serfdom and his further assistance in his later life in St.
Petersburg. Ohonovs’kyi, a Ukrainian biographer of the Ukrainian national hero,
prefers the easier discursive route; he follows the path of the stereotype. As a result,
Briullov’s name is placed in a less significant location in the text, while Soshenko and
Hrygorovych, the names of the two Ukrainians are granted a better discursive locus:?

Onocaa Cowenko mnpexcrasus llleByenka
KoHdepeHlU-cekpeTapio AKaleMie Xyl10XKeCTB,
Bacunesun ['puroposudy, M npocuB ero,
0CBOOOAMTU TANaHOBUTOro YKpauHua 3 NoJ
TAKKON kopmuTu Y Manapa Ulnpaesa. /461-2/
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[Afterwards Soshenko introduced Shevchenko to the secretary
of the Arts Academy-Vasyl’ Hrygorovych, and asked him to
free the talented Ukrainian from the hard oppressive hand of the
painter Shyriaev].

The subject acquires a new name “talented Ukrainian™; the other names-auxiliaries
assist him in making the new name more visible:

Hero

Shevchenko
Soshenko talented Hrygorovych
helper Ukrainian helper
name-auxiliary name-auxiliary
enemy Shyriaev

Hero

The subject is named heroically thanks to the other two Ukrainians, Soshenko and
Hrygorovych. The Russian name “Shyriacv” plays the role of an obstacle on the road
to success of the Ukrainian subject. The biographer uses the semiotic impact of names
to stress the patriotic message that the group expects to receive in a heroic biography
of a national poet. The motif of national harmony underlics the onomastic strategy.
Two Ukrainians saving another Ukrainian is the most desirable theme, and that is
what the biographer arranges, despite the known fact about the role played by the non-
Ukrainians in Shevchenko’s liberation from serfdom.

“Briullov” and “Zhukovsky” are the two names which none of the biographers
ever questioned as to their role in Shevchenko’s heroic transformation from a serf to a
free man.!0 Nevertheless, Ohonovs’kyi takes a very noticeable position placing in the
foreground another set of names and other people, despite the known facts. The biog-
rapher provides the expected structural material for sustaining the national stereotype
“Brother is helping brother.” Although the biographer is familiar with the true bio-
graphical facts, he adds some fictional elements that at least mitigate the effect of the
factual information. For instance, Zhukovsky’s role in Shevchenko’s transition from a
serf to a free man is an established fact. Nonetheless, the biographer is not pleased
with the reality of the subject’s life. A Russian friend, helping a Ukrainian poet, is not
information expected by the national group. The biographer adjusts the actual reality
to suit the grammar of the nationalistic myth. The Ukrainain helpers to the hero better
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suit the desirable plot.
Hrebinka is another helper or name-auxiliary that rearranges the onomastic order:!!

3 ['pebinkow 6ysas Tapac y npugsopHoro
mMandapa BeneuisHoBa; cei e npencrasus
llleBucnka Bacunesu A. Iykosckomy,
CNaBHOMY MNOETOBI pociiicbkomy. /462/

[It was with Hrebinka that Taras visited court painter
Venetsiianov; the same person introduced Shevchenko to Vasil’
A. Zhukovsky, the renowned Russian poct].

The final actuons of the biographical characters are those that are traditionally stressed
in Shevchenko’s biographies; for instance, Zhukovsky’s role in Shevchenko’s emanci-
pation. Ohonovs’kyi gives preference o helpers as much as the discourse allows, but
he persistently attempts to recall the Ukrainian names first. Even when some conflict
between the two Ukrainians arises, the actual reason for discord is toned down. The ill
feelings between the two men, who happened to be in love with the same woman, are
presented as occupational differences, the discord between a poet and a painter:12

Tapac wuB paszom 3 ColleHKOM JMllie YOTHPM
mecsale, ol ocenn 1838 p. 10 MmecAua civyns
1839 p. Hosme He Mor mnoer 3 MaiafapoM
NMOroJUTUCL: OOQUH ONNOrO HE PO3YyMEB, NPO-Te

Oysajo, wo oba 3 cobo He pa3 NMOCBAPUIIUCH.
/468/

[Taras lived with Soshenko for only four months, from autumn
1838 until the month of January 1839. A poet and a painter
could not tolerate each other for a longer period of time: they did
not understand one another,—they used to quarrel many a time
because of this].

It is remarkable that the centre of the love triangle is a German girl who disturbs the
hearts and minds of the “two Ukrainians”, as Ohonovs’kyi refers to Shevchenko and
Soshenko:13
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Cnpoue i mobGoBHa crnpasa Oyja NpUYMHOIO,
10 OHU 1e OoJblue Mex coDol po3bEHANUCE.
B rToii 60 kBapTupe, ne xuau oba Ykpaunue,
cugena y Mapuu HMBaHOBHLI €M CBaeuyka,
cuporta, aouka Buiborckoro Gypmucrpa, Lyike
rapHa Hemxunsa; 3sanac, Mapis flkosaesna. B
Heid BaoObIBcA ColleHKO M X0TeB 3 HEW
noapyxurtucb. Ane ‘Tapac cTaHyB €My B
nfopo3e, 00 W on cnomnobaB cobe neBumHy Ta
3’'ymeB €e cobe 3'eanaru. /468/

[The love affair was also the cause of their further disagreement.
In the same apartment where the two Ukrainians lived, there
stayed with Maria Ivanovna her sister-in-law, an orphaned
daughter of the Vyborg mayor, a very beautiful German girl; her
name was Maria lakovlevna. Soshenko fell in love with the girl
and wanted to marry her. But Taras was in his way, since he also
liked the girl and managed to win her heart].

The biographer uses the power of onomopesis to change the perceptual planes. The
two Ukrainians are symbolically divided by a German girl. The situation would have
been different, but for the presence of this “alien” character. The love story slightly
changes the heroic image of the subject who appears before the group in a very unflat-
tering way. After all, taking away the beloved of his best friend and fellow Ukrainian,
who helped him greatly in the past, is not an honourable deed worthy of praise.

To uphold the heroic image of the subject, the biographer makes him repent. The
sinner asks to be forgiven, and his confession outweighs his sin in the biographer’s
presentaton. It is quite possible that Shevchenko’s friend decided to leave St.
Petersburg after his unsuccessful attempt to settle down, and after his best friend had
betrayed him. In Ohonovs’kyi’s version, Soshenko leaves the city because of poor
health, and his friend Shevchenko comes to say good-bye and ask for forgiveness: 14

Koan Tapac nosemas ca, mo CoweHko mn3-3a
Hegyru Bbiekae 3 Ilerepbypra To npuitiion
no jnasdHoro csoro npuarens. [lpusnas ca jgo
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BUHBI, 10 JIEFKOAYWHO OAHAB OJ HEro TYIO
Hemxkunio, u 3aaBuB cepacuHuii kab, KOJM
npawas cA 3 100puim ComenkoM. /469/

[When Taras found out that Soshenko was leaving St.
Petersburg because of his poor health, he came to visit his old
friend. He admitted his guilt, that he so carelessly won over his
German beloved, and expressed regret and sorrow when he was
saying good-bye to kind Soshenko].

The dramatic episode in Soshenko’s life is sacrificed for the heroic image of the sub-
ject. A genius is justified in any manifestations of his “poetic” behavior., A nice ges-
ture, saying good-bye to an old friend, compensates for his wrong-doing in the past. It
is noteworthy that in this episode the biographer refers to the subject as “Taras,” the
ordinary forgotten name from his non-heroic past. By now, the readers already know
the subject as “Shevchenko”, “poet”, “Saint”, “Prophet”, and by many other a heroic
name. The semiotic purpose of such naming seems 10 be obvious. “Taras” is a new
reference in this context, after so many others to which the biographees/recaders may
have become accustomed moment, and it may create an illusion of irrelevance to the
subject—a hero and an exceptional being.

The grammar of a heroic biography requires only praise of the hero, and the biog-
rapher forces panegyric upon the inconsistent human life, full of mistakes and regret-
table actions. The unflattering episode with Mana is soon corrected by a platonic love
story with Varvara Renina, that appears three pages afterwards, and returns the subject
to his proper heroic position. Immediately after the short unheroic digression,
Ohonovs’kyi reports the climax of the subject’s heroic fate, the events of 1840 with
the publication of Kobzar, the very collection of poems that brought him fame.
“Shevchenko—Kobzar” is a new theme that leads to another heroic name in the series
of numerous other names used earlier. Having reported the heroic climax in the life of
the hero, publication of his famous collection, the biographer acquires more onomas-
tic power: he may name the hero overtly:

poet (468)
Kobzar (469)
Ukrainian poet 470)

Ukrainian Kobzar (490).
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Since this moment, the biographer would refer to the subject as “Ukrainian poet”, the
name in which dreams, myths and individual creativity are all one.

4. 2. Name in the light of the myth about the “Other”

If attitudes are important in giving particular proper names, their role is even more
vital in the symbolic onomastic metamorphosis, that is during the transformation of a
proper name into a name-allegory or a collective symbol. The myth behind a popular
name becomes crucial when the group has no other way of knowing the hero other
than through his popular biography. For instance, the English readers may never read
Shevchenko’s poetry, but they were introduced to the name-symbol of Ukrainian cul-
ture through William R. Morfill’s biography.!5 The image of the foreign culture and
the national hero of another nation were 1n this case totally dependent upon the inter-
pretative power of the Victorian biographer.

William Richard Morfill ‘baptized’ his subject or gave Shevchenko various names-
charactenistics, basing his choice on the known popular myths about the Slavs in gen-
eral. Wrniting in Victonan England in 1880, Morfill had difficulty in initiating a heroic
discourse about the peasant poet and a Slav. Little was known in Victorian England
about the remote Slavic land and its mysterious inhabitants, enigmatic Slavs. Morfill
states that even in his days Russia remains “a country still but little known(63).
When little is known, an author may consider himself an expert on the subject. Then
Mortill upholds the then popular belief that Slavs were traditionally known more as
singers than warriors. The Victorian biographer introduces his subject’s cultural back-
ground in the following manner:16

We have every reason to believe that wandering minstrels
abounded in Slavonic countries of old time; the race is even now
not quite extinct, as Hilferding, and other collectors of legendary
poems have shown us(63).

Among the authorities on Russian minstrels that he mentions are Ostap Veresa,
Riabinin and even Byzantine historian, Theophylactus Simocratta.l”

According to Morfill, this ancient historian presumably reported “that Slavonians
carry no swords, know nothing about war, but occupied themselves entircly with
music and singing”(63). The apocryphal story is the heroic prelude to the biography of
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the Ukrainian national poet. Prior to naming his subject “a minstrel,” the Victorian
biographer prepares his uninformed audience to accept this name as the name charac-
terizing the entire group. First, the author introduces the onomastic mythology around
the name attempting to persuade the biographees that his subject is not a lonely hero
but a representative of the heroic group. Although he admits that “there is a falsely
bucolic and idyllic air about the tales”, the biographer, nevertheless, says:!8

but 1dle as it probably is, it is none the less true that the early
Slavs were a peaceful agricultural race, who passed their lives
easily, unless goaded into retaliation by the attacks of their war-
like neighbors(63-4).

Morfill carefully processes the associations which may be brought into the ono-
mastic context by his own statements. His subject is, thus, initially presented as a sym-
bol of a peaceful, loving agricultural race. There is a condescending flavor in the word
“agricultural,” but it may yet be perceived as a positive description during the industri-
al revolution when there was still certain nostalgia over the old ways of living.
“Agricultural” in the Victorian context may have implied a slightly more backward
culture than that of industrial England. The implied opposition between the high and
low, progress and backwardness, England and Russia is all in favor of Morfill’s read-
ers. The semiotic understatement of the message is:

English heroic race

lower than

but backward nation

hero son of the peaceful

Figure 9.

Consequently, the hero is introduced in the expected manner: the Ukrainian poet is
allegedly a hero who, nonetheless, stands below the biographees, English nationals. He
is the “bard,” a typical representative of his “‘race” which is placed somewhat lower than
the “English race.” This is what Morfill’s readers expect, and this is what they receive.
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The Victorian readers who know so little about the hero may be surprised to find
that the mysterious Slavs have poets at all. Morfill informs them that these eccentric
people not only possess their own bards, but also “recognize them even if they come
from the lower ranks of society”(64). Shevchenko’s name appears after the triad of the
peasant poets of Russia: Lomonosov, Slepoushkin and Kol'tsov.!? These are contrast-
ed with the so-called ‘artificial poets’ Zhukovsky and Pushkin, who were largely
influenced by the Western literature. To bring the names closer to the English reader,
Morfill compares the Russian poets to some known local luminaries. For instance,
speaking of Feodor Slepushkin, he writes:20

He is certainly not a Burns, but more resembles a Bloomfield—
perhaps, in some of his pieces, hardly rises above the level of
Stephen Duck (73).

“Bloomfield” is a name less iconic and of lesser symbolic value than “Burns”; so
the unknown Russian poet, Slepushkin, is placed in the same category: The biogra-
pher thus manipulates the various names: the recently formed names-symbols, old and
new proper names-signs and symbols-in-making. Morfill gradually approaches the
name that had the greatest “panegyrical energy”.

Consequently, Shevchenko is the last in the gallery of the Russian poets coming
out of the lowest ranks of society. The biographer resorts to the name-auxiliary or the
nominal bridge, making Slepushkin’s name connect the class of heroic names with the
subject’s name:2!

Not only, however, did Slepushkin make some little figure with
his poetry: he was also a very fair painter, and executed portraits
of many of his relatives. In the conjunction of skill in painting,
with a talent for verse, Slepoushkin resembled the Cossack
Shevchenko of whom we shall speak shortly, but the latter great-
ly excelled him in both (71).

Slepushkin’s name assists the biographer in treating his hero not as a unique phe-
nomenon, but as a symbolic representative of a “race”, that produces bards and
painters even among common people. In other words, the names-auxiliaries are part
and parcel of the mythical plot, namely that Slavs are the race of minstrels. Slepushkin
introduces Shevchenko, and yet the latter is placed higher than the Russian peasant
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poet. If Slepushkin is likened to Bloomfield or Stephen Duck, Shevchenko is implicit-
ly placed closer 10 Bumns. The heroic prelude ends on the note that the Ukrainian peas-
ant poet is placed higher than his Russian counterpart.

Having drawn those heroic parallels between the Russian and English poets, the
biographer fulfilled the task of popularizing the unfamiliar “Other”. Carlyle and
Bums, Bloomfield and Duck are the onomastic antecedents, assisting the biographer
to form clear associations about the newly introduced names. The names of the famil-
iar accepted heroes facilitate the biographer’s effort of naming the “Other”. After

Kol’tsov, Slepushkin and Carlyle, Bums and Duck, there appears the name of the
unknown hero, Shevchenko:22

“In a country where the condition of the serfs seemed so hostile
to any culture or nobler aspirations of human nature,” a man was

born who besides a genius for song, had an inclination for paint-
ing(63).

The man’s name was “Cossack poel”, Taras Shevchenko, who is mentioned after the
tw0 Onomastic rows:

Shevchenko
artificial poets real poets
Lomonosov Slepushkin
Zhukovsky Kol’tsov
Pushkin Bumns
Bloomfield Carlyle

The celebrated “Cossack poet” is mentioned only one page after Carlyle, who 1s
somehow also included into the “real poets”. The readers may dcduce the implied
heroic name of the subject from the onomastic context of the presented heroic names.
The “Cossack™ poet must be considered a truc poet.

The next implied name may be derived from the heroic text void of explicitly stat-

ed names; %3

These poems were received with great enthusiasm by the South
Russians, and made the name of the poet deservedly cclebrated
among his countrymen(87).
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Two pages later:

a new edition of his Kobzar was published, which was received
with great applause(89).

On his name-day the poet, although very weak, was cheered by
telegrams from his countrymen in the Ukraine, who regarded
him with enthusiastic affection(89).

The name “recognized hero” is the reference that may be inferred from the present-
ed semantic field. Like many other biographers earlier, Morfill interchanges the highly
heroic names-titles with the less heroic descriptive references. Having reinforced the
name “revered poet”, the biographer addresses the subject as “the poor poet”, which is
used to evoke a different emotional state: empathy versus adoration. Similar strategy
is employed with all other names as well. The name-saturated intervals are followed
by the name-free discursive pauses.

Describing the poet’s exile, Morfill mentioned the subject’s name in the midst of
Morfill’s spelling, other proper names, such as “Emperor Nicholas”, “Tourgheniev”,
“Count Feodor Tolstoy”, and others which carry their own symbols. *“Nicholas™ stands
for the victim’s oppressor, “Tourgheniev” symbolizes all the Russian friends of the
subject, and “Tolstoy” numerous benevolent aristocrats. The Victorian biographer
emulates the familiar narratological grammar of a fairy tale where the hero has 1o
overcome various obstacles on the way to glory and recognition of his greatness. The
subject’s name at this stage undergoes its onomastic transformation in the light of
the mythical hero of popular fairy tales.

In most heroic biographies, the hero is seldom referred to by his first name after he
had been named heroically. Morfill speaks about the last plans of the celebrated
“Cossack” poet and strikes the biographees with the familiar “Taras.” The Victorian
biographer here ignores the traditional narratological grammar of the heroic biogra-
phy. After all, the hero is the “Peasant poet of the agricultural race”, and peasants were
traditionally known only by their first names. This sudden onomastic amnesia may
be a sign of a good social memory of the biographer recalling the “low rank” of his
subject. This information hinders the otherwise heroic onomastic progression.
Apparently the social myth prevails even when the biographer intends to break the
stereotypes.

Morfill ends his biographical discourse on a rather non-heroic note. He retreats to
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the mythical territory of his national group. After the panegyrical statements, the biog-
rapher strikes the readers with some negative critical remarks about the poet’s work.
Some of his shorter pieces he finds very “pathetic” and some lines “to0o revolting”.
The Victonan readers receive back the myth about the barbaric Slavs whose customs
and superstiions an Englishman may find “revolting”. Morfill obviously appeases the
popular Victorian reader who may be flattered by the existence of the “distant sav-
ages.” Mythology of this sort is always a collective product of the unenlightened mul-
titude that perceives the “Other” as infernior. It is remarkable that even Gogol’s name is
not spared pejorative comments. His name 1s mentioned in connection with the nega-
tive evaluation of some of Shevchenko’s works that the English reading audience may
have found offensive to its discriminating and “superior” taste:24

Many readers will tum away from it as from the Taras Boulba*
of Gogol, because the descriptions which it contains are 0o
revolting(91).

* Haidamaks Boulba (Morfill’s version)

The implied name that may be inferred from the aforementioned portrait is highly
anti-heroic. It is “‘a barbarian” glorifying the violent ways of his tribe.

The last explicit name given to the legendary poet is “Cossack.” The biographer
hints that, after all, the subject was a typical son of his people who may be as “revolt-
ing” as the characters in Taras Bul’'ba. The enthusiasm and affection bestowed upon
the poet by his compatriots are then a natural reaction of his people. Morfill concludes
his panegyric to the “Other” with the stereotypical description of Shevchenko’s physi-

cal appearance:25

To the Prague edition of the poet’s works, previously alluded to,
are prefixed the interesting recollections of Tourgheniev,
Polinski, Kostomarov and Mikeshin. The former has left us a
graphic description of the poet’s personal appearance, his broad
shoulders and high forehead, and thoroughly Cossack appcar-
ance. He confirms the accuracy of the portrait prefixed to
Shevchenko’s works(91).

The “Other”, the mysterious Cossack, is confirmed in the memory of the Victorians
who were initially introduced to the race of minstrels and finally to the violent
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Cossacks.26 The reaffirnation of the negative stereotype.takes away the heroic names
that were so painstakingly constructed.

The loved and deservingly praised peasant poet is reduced to an idol of the alleged-
ly violent race. Morfill claims that the poet’s name is regarded by all Southern
Russians “with idolatry”. The name “idol” and sign “idolatry” pronounce a severe
judgmental statement about a nation of “bards and minstrels”. What may explain this
sudden twist in poeticity and naming? One may speculate about the one of the dis-
course had the subject been an English national hero, the representative of the English
gentry and the superior industrial race. Would it receive the same discursive treatment
as the Ukrainian poct did?

Morfill’s voice of the early, rather sympathetic and idyllic heroic prelude, contra-
dicts his servile ending where the biographer’s individuality is suppressed by the
group. “The thorough Cossack appearance” at the end is the last tribute to the collec-
tive mythology of his intended audicnce; it assumes the shape and form of simple
snobbery. The familiar stercotypical image and name are the final desiderative names
expected by the biographees (V. Nikonov, 1973: 30, 98; L. Rasonyi, 1967:18).

4. 3. Name and new mythical identity

While Shevchenko’s name in England was surrounded by the popular mythology
about the enigmatic Slavs. V.I. lakovenko who reintroduced the poet’s name fourteen
years later and in the poet’s native land, used another myth-the poet of the people.2’
Naming his subject “the poet of the people”, the biographer relies on such authorities
as Dobroliubov and Kostomarov, names that are familiar to Russian and Ukrainian
readers.28 These are the names of the people who had introduced the hero to the group
earlier. Dobroliubov’s utterances replace the biographer’s voice and express the
expected opinion of the subject, as well as the collective desire of the Ukrainian peo-
ple. Iakovenko addresses the national group through the Russian “revolutionary
democrat” and the proponent of then popular cult of the populace:29

[llesuenko, —rosoput J[lobponobos,— mnoaT
COBEpIIEHHO HAPOJHLIA, TAKOW, KaKOro Mbl HE
MOeM ykasatrh y cebda. Jlawe Koanuos ne
MIET C HUM B CpaBHEHME, NIOTOMY 49TO CKJAJOM
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CBOMX MBICJIEM M JaXX€ CBOMMM CTpEMJIEHUAMU
MHOTJ[a OTJAaAETCA OT Hapopa. /86/

[Shevchenko, says Dobroliubov, is a true poet of the people,
such a poet as we cannot point out among us, and whom we do
not possess. Even Kol’tsov cannot be compared to him, since his
frame of mind and aspirations are sometimes far removed from
the common people].

The onomastic pair Shevchenko-Kol’tsov is not only a literary critical stand, but a
symbolic message as well. Dobroliubov’s comparison permits the groups and the
biographer to identify the name - Shevchenko in terms of the uniqueness of the nation,
the Ukrainian people. Dobroliubov admits 10 the readers/biographees that Russian
people are not fortunate enough to have a poet like Shevchenko. The biographer and
his voice (Dobroliubov) anticipate the collective desire of the Little Russians who
would have liked to acquire some superiority over the Russians.

Any group instinctively longs for recognition of its uniqueness, despite the fact that
the rcality of being and human history repeatedly put this notion to a test. A group
sustains the myth of the unique collective “I” superior to the “Other”. Ironically,
sometimes it is the “Other” that may nourish the collective “I” of a given group.
Dobroliubov here symbolizes the “Other”, as the representative of another group who
praises the hero of the oppressed nation. The spokesman of the Russian nation defends
the cause of the Ukrainian people. In this case, the myth of national superiority is even
more reinforced since confirmation of the national genius comes from the outside. If
the “Other” admits the exceptional collective talent of a group, the validity of the
myth is proven, and it may be perceived as true. Such happens to be the semiotc strat-
egy of a biographer who juxtaposes the two collective opinions, two heroic names,
and voices his own judgement through the “Other”, Dobroliubov.

The national group hears the desirable name uttered by the “Other”, and the plea-
sure of hearing a laudatory name is even greater since it is the symbolic oppressor
who in this case recognizes the greatness of the hero:

GREAT RUSSIA LITTLE RUSSIA

Kol’tsov Shevchenko

poet of the people poct of the people
the “Other”

(Dobroliubov)
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Iakovenko utilizes the semiotic effect of the oppositional pair “little-great” that cre-
ates the ironic ambience. The Little Russians who happen to have a “true national
poet” may consequently consider themselves richer in spirit and culture. The sign
“LITTLE” subverts the opposite sign “GREAT”, and a new meaning is created. “LIT-
TLE” is transformed into “Great”, since 1t is Little, but not Great Russia that collec-
tively owns the hero, Shevchenko “the poet of the people™. lakovenko manipulates the
two signs and the resulting irony supports the myth of national superiority. Ironically,
the Little Russia produces a genius who surpasses the greatness of the poets in Great
Russia. At least, such is the opinion of their Russian prominent cultural figure,
Dobroliubov.

Dobroliubov names Shevchenko “the true poet of the people,” the name later con-
firmed by another biographical character, Kostomarov. Iakovenko claims that his is a
more definitive characterization of the hero:30

llleBueHko _ roBopuT oi, Kak Mo3aT Obld U caM
Hapol, INpoOAOJIKaBIIMK CBOE MNO3TUYECKOE
tBopuecTBO. [lecna llleBuenka Obina cama no
cebe HapolHaA MecHA Takad MecHA, KaKylo MoOr
Obl 3aneTb Tenepb LeJNblii Hapol, Kakaf
N0J3Ha OblJla BLITUTLCA M3 HAPOJHOU AYIIM B
NpoNO0JIKEHNE HAPOAHOU COBPEMEHHOU WCTOPUMU.

/87/

[Shevchenko, says he, as a poet, was the very embodiment of
the people, and of their ongoing collective creativity.
Shevchenko’s song was in essence the same song that the entire
nation could sing and that could have come out of the people’s
soul during the modem history of the nation].

Kostomarov alleviates the task of naming the subject, bestowing upon him the title of
“chosen hero of his people”, with whom every member may identify. Moreover, his
voice becomes also a prophetic voice anticipating the Jungian concept of a poet, a pre-
cursor of the “collective unconscious” (Jung, 1933; 171).31 What Jung would claim
half a century later, Kostomarov stated earlier: that a writer or poet could verbalize the
instinctive and the unspoken, brooding within the group who is silent while an artist
speaks.3? For him, a national poet says what a group cannot yet speak, anticipating the
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most inner collective dreams and desires. He is the creator of the new language that
would eventually be spoken by the rest of the nation. Iakovenko, through Kostomarov,
names his subject “the creator”, “the voice of the people” and his “I7:32

[lleBuenko rosoput Tak, Kak HApOJ €lle He
roBOpMJI, HO KaK OH TroOTOB Obln yxe
3aroBOpUTh M TOJbLKO OXWUIAJ, Y9TOOBI U3
Cpelbl €ro HaueJCA TBOpel, KOTOPLIHA Ol
OBJIAJIEJ] €r0 A3BIKOM W €ro TOHOM, W BCJeJ 3a
TaKUM TBOPLIOM TOYHO TaK M 3arOBOPUT M BEChH
HAapOA M CKAXKET €AUMHOTIJIACHO. 3TO —MOE., M
Oyner noBTOpPATh M[OJIr0, NOKA HE ABUTCA
NOoTpeOHOCTh HOBArO0 BUIAOM3MEHEHUA €ro
NO3THYECKOro TBouecTBa. /87/

[Shevchenko speaks in a way in which his people had never
spoken, but in a way in which they were ready to speak and
were about to do so only need the some creator from their own
enviornment who could have master their tongue and tone.
Then, following this creator the entire nation would start speak-
ing and would say unanimously, “This is mine” and would be
repeating it for a long, long time until the necessity of another
poetic transformation would arise].

The biographer 1s in full agreement with the nineteenth-century critic, writer and
philosopher who redefines the meaning of the subject’s heroic role. He upholds the
view that a genius like Shevchenko 1s actually the collective “I” of a nation. A nation
needs a hero who can provide this sense of common property and a sign of collective
identity. A group is awaiting an individual who may embody the most desired collec-
tive features, become an icon, a symbol and a password for identifying the nation.

After Dobroliubov and Kostomarov, lakovenko voices his own opinions about the
nation. He presents his own concept of the national idea. The biographer names his
subject “the true and typical people’s poet”, and simultaneously points out the ambi-
guity of the word “people”. Iakovenko reminds the readers/biographees that the word
itself has lost its original meaning. He maintains that previously the word “people”
was associated with such “metaphysical concepts” as “freedom and equality”. The
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author of the biography of the “true poet of the people” discovers that the “common
people” (narod) may not be regarded as a single homogeneous entity. He actually
undermines his own mythical structure, exposing the myth about the homogeneity of
the common people:33

Ho Gnuxaiiliee w3ydenue oOHApYKMI0, 4YTO
Hapol B 3TOM OTHOUWIEHUU BOBCE HE
peNCTaBAAeT ONHOPOJHOW Cpelbl, YTO 31€Ch
HaOMOfaeTCA He MeHblie pasnooOpasua cambiX
NPOTUBONOJOKHLIX UHCTUHKTOB U CTPEMJICHUIA,
naxke LeblX MMpOCO3epLaHuit, ueM W B Tak
Ha3bIBAEMbIX KYJbTYPHBIX Khaccax. /87/

[But close analysis has disclosed that common people, in this
respect, by no means constitute a single entity; there is no less
variety of contrasting instincts and aspirations among them and
even among world views than among the so-called cultured
classes].

Iakovenko brings to the readers’ attention the fact that the so-called “common people”
do not differ much from the privileged upper classes in terms of their inner social
diversity. Both strata of society are not homogeneous in character, nor in structure.
This narratological moment is crucial in understanding the name “‘the poet of the peo-
ple”. If the group of the so-called “common people” is not a homogeneous entity, then
the hero “the poet of the people™ is not the embodiment of a special social spirit, but
rather a symbol of the pluralistic vision of the world.

This new approach to the social hierarchy reveals the biographer’s attitude to the
name chosen by the group. From the chosen name the author arrives at the analysis of
the social group that selects the name. Iakovenko discloses the ambiguity of the asso-
ciations brought on by the name “the poet of the people”. He implicitly suggests that
the name-symbol be taken with a grain of salt. If the people who have selected the
hero do not constitute the monolithic entity, the name loses its mythic significance.
The heroic title 1s questioned as well.

This biographical digression manifests the biographer’s discomfort with the name,
which he, nonetheless, adopts. On the whole the collective voice of the group prevails,
and the authorial “I” submits itself to the more powerful “T” of the people. Iakovenko
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temporarily engages the readers in questioning the accepted concepts, such as
“nation”, “people”, “typical representative”, and others. Generally, he flatters the col-
lective ego of the Little Russians/Ukrainians when Shevchenko’s name is placed next
to Dante, Shakespeare, Pushkin and Goethe. The biographer adopts the romantic

mythology when he names his subject, “the poet of the people”, and “singer” 34

Ero ctux o6nanaer My3wmkol cioBa,
COCTaBJAUIEH OTJIMUUTENILHYIO O0CODEHHOCTD
BCAKOIO BEJIMKOrO noata. /89/

[His verse possesses verbal music, which is the distinctive fea-
ture of a great poet].

The statement summarizes lakovenko’s position which may be expressed secmiotically
as:

Poct of the People

great poet

singer Hero

embodiment of the collective song

Figure 10.

Like any other biographer, lakovenko adheres to the gradual nominal strategy when
he designs his onomastic map.

To support the name “the poet of the people” he also mentions that the poet’s
works were sold in cheap editions at the village fairs. As a result of the poet’s popular-
ity among common people various other names appeared, such as “great warrior”,
“Morozenko”, “Nechai Palii” and others.3> Finally, the chain of heroic names ends
with the onomastic climax: “hero of the people”, “Fighter for the oppressed”, and “a
courageous heroic soul”(95).36

If the progression of the heroic names encroaches upon the tertory of various
myths, the ordinary names, i.e. his first, last and father’s name (patronymic), are also
presented in a peculiar way. First, the subject is introduced as a serf, as in the title of
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the initial chapter, while the actual discourse begins with the names of the two tsars,
Alexander and Nickolay 1. Instead of the canonical introduction, that is the name of
the subject or his ancestors, the biographer prefers the names of the two rulers:37

JTo OBIJJO B CaMOM KOHUlE UapCTBOBAHUA
Anexcangpa IlaBnosuya, a Moxer OblThb U B
nepBble JHU BCTYNJEHWA Ha TPECTOJ
Mmnepatopa Huxonasa 1. CoObiTHe, 0 KOTOpOM
A XOYy HANOMHWTb, NPOUCXOIUJIO B J€pEBHE
Kupunoske, Kanesckoro yesna. /7/

[This happened in the very last days of the reign of Alexander
Pavlovich, and maybe even during the first days of enthronement
by the Emperor Nicholas I. The event of which I wish to remind
you took place in the village of Kirillovka, in Kanev district].

The 1inception of the biographical narration reminds the readers of a fairytale begin-
ning. Time span 1s not precise, the event to be described is almost an apocryphal story
of the prophecy made by the Shevchenko’s dying father, the motif that became an
omnipresent biographical structure in the ongoing discourse about the poet.

The images of the dying poor serf and a grieving little son placed next to the two
Russian tsars, Alexander and Nicholas, may puzzle the readers; these names-icons are
juxtaposed against the two characters, father and son:

Alexander 1 Nickolai I
Shevchenko Shevchenko
father son

serf who died serf who became
a slave free

The names of the monarchs not only indicate the hero’s place in time, but create their
own mythical fields. They symbolize the group’s past and its hero’s period of martyr-
dom. The reign of tsar Nicholas I during 1825-1855 is the acknowledged hardest peri-
od for Russia’s common people and intellectuals, so that his name is not a symbol of a
better destiny. What is plausible is the irony of fate: despite the most severe oppres-
sion, the talented serf eventually became free as Taras Shevchenko did in 1838.
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The subject is never described as being bom. A child of an indefinite age, crying at
his father’s deathbed, hears his prophetic message. Thus, death of the subject’s father
substtutes for his birth, while the names of the two monarchs replace a more expected
nominal pair, the names of the subject’s parents. Consequently, the child, Taras, is
symbolically born into the family of the two monarchs. At least, the
readers/biographees may construct it basing their reading upon the following:

Z traditional birth Symbolic birth \

child father’s name dying father hero
non-hero rodi
mother’s name two tsars prodiey
K subject-person subject-hero ;
Figure 11.

The first name of the subject in his state as an ordinary person is introduced in the
shadow of the puzzling onomastic design. This “Other” is a complex patriarchy-
denoting nominal structure, which substitutes the canonical biographical references,
the names of the subject’s parents and ancestors. The unusual onomastic beginning
contributes to the heroic designation of the subject who is predestined to perform
almost a miraculous function in his later life,

It is significant that the female is absent in the description of the poet’s symbolic
birth, the two male figures, the two tsars giving symbolic birth to the national hero-
poet. The natural mother is replaced by the symbolic mother-male giving birth, The
two sets of parents — real natural parents and the two tsars, symbolic ones-simultane-
ously bring associations about the two events-birth and bapusm. A future hero, saint
and national icon is born and named in an unusual way, which intensifies his heroic or
superhuman qualitics. The nominal displacement, the less expected names given in-
stead of the canonical, incapsulates the heroic biographical plot based on hagiography.
The only difference is that this “saint” is not a religious, but a secular figure, a poet
with the special mission of forming the national identity of his group, its spirit and
collective “I”.
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4. 4. Name and romantic myth

Unlike lakovenko, who saw the national poet as the organic part of his people,
Vladimir Kranikhfeld’s Taras Shevchenko is not only the “singer of Ukraine™, but a
“special being”. His vision of the subject is a classical romantic point of view. he sees
a poet as a highly sensitive individual, with an exceptional perceptive power and emo-
tional character, who creatively responds to the outside world. Writing in 1914,
Kranikhfeld attributes a significant role in the formation of poetic personality to the
impact of the environment, both geographical and socio-cultural. In his view, the pic-
turesque Ukrainian countryside may have been particularly inspiring for a poet.
Ukrainian nature was bound to give birth to an artist who would poetically recreate its
beauty:38

[Ipupona cama, Kasajioch, pacnoJjaraia Jojieu
K XYJI0XeCTBEHHOMY TBOPYECTBY, U pelKaf
jepeBHA He MMeJla 34eCbh B TO BPEMA CBOETO
MalAapa-})uponucua, C N11060BbLIO
MOCBALLABLIEr0 CBOM NOCYTrM T'NaBHbIM 00pa3om
nkoHonucanuio. /12/

[Nature itself seemed to incline people to creativity and art, here
a rare village did not have at that time its own painter who lov-
ingly devoted his free time mainly to icon-painting].

It is noteworthy that the biographer is quite careful in using the sign “Ukrainian”.
When he says “nature” he only implies the Ukrainian countryside, and referring to the
subject’s native environment he uses the uncertain “here”. Nevertheless, the reader is
capable of infering the necessary associations from the context.

The biographer says what the Ukrainian readers would like to hear, namely, that
the Ukrainian countryside alone can produce artists, poets, and painters. However, the
biographer does not dwell much on the topic, he is eager to communicate his vision of
a poet. His poet is a highly delicate being, a man with an excitable nervous system
who reads the “social text” very emotionally:3°

A HepBbl mo3Ta ObIIM pa3bUTBl B HEe Malioi
CTENCHU, U 4aCTO BOJIHEHUE €ro JOXOAMUJIO [0
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TOr'0, YTO OH CO BeplielHO He Bragesl coboM.

152/

[But the poet’s nerves were considerably broken, and frequently his
anxicty was so great that he would completely lose control of him-
self].

Relying on Y.P. Polonsky,® the biographer recalls even some temper tantrums and
quite embarrassing scenes:3!

Bcnomunasa o ceoem 1¢TCcTBE, 0 CBOMX POMHBIX,
HaXOIAUBUWKUXCA elle B KPEMmOCTHOM
cocrtoauuin,llleBuenxko CKpexeTad
3ybamu,nnakan,HaKoHel,B3BU3CHYJ,TAK XBATUI
KYJaKOM 10 CTOJY,4TO YalWKU C YaeM
CJeTeJn Ha non W pa3buanch B [pede3ru.

/93/

[Recalling his childhood, his relatives who were still serfs,
Shevchenko ground his teeth, cried, and finally screamed,
knocking the table with his fist so strongly that the cups fell
down on the floor and broke to pieces].

Kranikhfeld does not merely paint a simple picture of an angry man, but the unpleas-
ant recollection he presents reinforces the image of a poet as an individual who cannot
withstand the pressures of life. He consistently reiterates the message that particular
natural environment may provoke a violent response in all human beings, and particu-
larly in poets.

If the biographer felt that the charming Ukrainian gardens and wide steppes could
inspire an artist, the gusty winds and barren land near the Caspian sea were t00
depressing for a fragile nervous system. Both the subject and his torturers, who sen-
tenced the seditious poet to exile, were aware of the impact of the external environ-
ment upon the artist. The Russian establishment, which silenced so many talented
poets, sending them to Siberia and other remote places, apparently shared
Kranikhfeld’s views and also believed in the uniqueness of a poet. The despondent
landscape alone was a sufficient punishment for the poet, even without restrictions on
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reading and writing. The rulers must have always been malicious practising psycholo-
gists who knew the impact of the depressing environment on the artisis’s psyche.

Kranikhfeld maintains that there is some organic unity between beauty, nature and
man, beautiful surroundings naturally gives birth to a genius. In contrast, nothing can
happen in the barren land of stone, wind and merciless heat. The biographer creates
his own trinity-God, Nature and Man-which merge into a single deified entity. For
him, a poet is a special creature who holds all the parts of this “holy trinity”, and lives
in harmony with Beauty and Nature, recreating them in his poetry. His poet responds
to the world in a highly aesthetic manner; his eye is always focussed upon Beauty.
Kranikhfeld’s poet conducts a special dialogue with Nature, a power that is denied to
the rest of the group:#2

Haenune ¢ npuponoit oH BCTyMmaer C HeEWw B
MHTUMHYIO Oecely, M YYTKOMY CAYXy MNo3Ta
[IOHATHBI BCE €A roJioca, MOTOMY 4YTO NpUpona
roBOpMT C HUM TeM K€  A3ZbIKOM
HENMOCPENCTBEHHOr0 4YYBCTBAa, TEMU Ke
»DOXbUMN cllOBAMU®, KAKUMU MU CaM TMO3T
BbIPAXAET B MECHAX CBOM HAacTpoeHud. /93/

[Being alone with nature, he engages it into an intimate conver-
sations, his sensitive ear catches all its voices, because nature
speaks with a poet in the same language of spontaneous fecling,
in the same “God’s words,” that the poet himself expresses by
his moods in his songs].

The biographer implicitly names a poet a divinity figure, that speaks the same “God’s
words” as Nature does. For a poet, nature is more than a landscape; it is his natural
habitat. Nature and Kranikhfeld’s poct merge into one unique acsthetic entity.
Moreover, his poet, who lives in harmony with the beautiful nature, is meant 1o
deny the mundane pleasures of life. His artist is a suffering genius, who is not destined
to experience the ordinary pleasures of family life, decent dwelling, and usual com-
fort. Based on the hagiographical model, the ninetcenth-century romantics perpetuated
the myth of the suffering poet which would be later artificially sustained even in
Soviet nechagiography. Kranikhfeld proclaims a poet the interpreter of the history of
his long-suffering people. Consequently, the series of heroic names which he creates
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leads him to the new names of the Ukrainian poet:

An excitable vulnerable man —~
. — — S—
A talented neurotic __ ——~
— — T
A divinity figure
. Hero
A pantheistic man ‘
A suffering genius —— " __ - —""

A new saint — ~

Figure 12.

Unlike Chalyi, Kranikhfeld does not blame the subject himself in his unfortunate
personal circumstances; on the contrary, he finds the state of haunting misfortunes to
be natural poetic state. His poet is destined to lead a lonely life and be miserable in his
loneliness. His subject 1s a victim from his early childhood. His entire life 1s a series of
unhappy, anxicty-causing situations that affect his emotions and behavior. His subject
is an orphan, an abused step-child, a victimized pupil, an exploited serf, and later a
persecuted artist and man. He is a complex being, a product of his suffering nation,
and a victim of his own poetic genius. Bad luck, concatenation of unfortunate circum-
stances, disease and betrayal haunt his subject:43

He ycnen Ham nos3t oraagerbCA Ha CTapbixX
MECTaX, KaK HaJl HUM HEO¥UIAHHO CTPACIACH
Hosaa Oena. /54/

[Hardly managed our poet to look around the old places, when a
new trouble was suddenly upon him].

The name “victim” is the next in the onomastic row assigned to his subject.
The mythical ground leads the biographer to intense anthropomorphosis in the
descriptions of poetry and the poet. The image of a song likened to a beating heart is
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the familiar romantic motf which may be found in various European traditions The
names of ancient poets and folk bards come to the readers’ mind when Kranikhfeld

writes: 44

[lecus lleByeHKa-3TO KMBOE TpPENMETAHME €rO0
cepaua. BeiHbTe M3 rpyam cepiaue,uToObl
M3YYUTh €ro Tpener,0HO0 TepecTaHeT
JKUTb,iepecTaneT ouTbLcA. OcTaHeTca OIHO:
CaMOMY TNPHUJOXUTb PYKY K TPpYIH
M03Ta,0CTAHETCA CAMOMY YMUTATEJIO B3AThL B
pPYKU ~K003apa”,u TOrna TOJbKO MOMKHO ACHO
NOYYBCTBOBATh,KaKoe OJaropoliHoe cenle
Oberca J1060BbIO K YKpaune. /99/

[Shevchenko’s song—it is a live throbbing of his heart. To study
its rhythm, take it out, it will stop living, and stop beating. One
thing is left: to touch the poet’s heart, to take Kobzar' in one’s
hands, and then, only then, one may fully realize how much
noble love for Ukraine is there in his heart].

The panegyric to the hero-poet ends with the exalted description of his country, The
poet’s heart is only an echo of the pulsing heart of his people. The progression of
Kranikhfeld’s panegyric may be represented as:

producer of
T
noble heart
~
divinity figure
/
talented neurotic
being with delicate nerves
/ M
Hero ¢ Heroic group

Figure 13.
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The collective “I” of the group is placed even higher than its hero-poet and divinity
figure. The biographer lcaves one mythical territory that stresses the uniqueness of a
poet for another myth, the myth of a nation giving birth to a genius. He hands his sub-
ject back to the group that produced the poet. The poet’s heart and his land, Ukraine,
are represented as a single biological organism. He and Ukraine are united by the
poet’s “passionate and noble love.” Finally, the biographer proclaims his subject “the
glorious singer of Ukraine”, the highest honorary title that he receives through the
panegyric t0 the group. The Ukrainian nation gives birth to her hero, and the national
poet, in tum, obtains eternal glory singing about his people and their long-suffering
land. In the biographer’s view, Shevchenko deserves his name, honour and eternal
remembrance thanks to his own poetic genius and his ties with his people.
Kranikhfeld ends the discourse on the following note:4

Beunas cunasa IlleBueHko-no3aty U

nodpasa,nobpasn NaMATh [lleBueHKO-
Xynoxuuky!/ 104/

[Eternal glory to Shevchenko, the poet, and fond memories (o
Shevchenko the painter!]

In the spirit of Carlyle, the poet deserves the “eternal glory”, while the painter
deserves only kind remembrance despite the fact that in this case the panegyric to the
“singer of Ukraine” is illustrated by Sheckenko’s own pictures. Verbal art is placed
higher than the art of painting. As Kranikhfeld stated, Shevchenko the painter
“drowned in his own glory as a poet™.

4. 5. Name and neoromantic myth

Lauro Mainardi produced his heroic biography of the Ukrainian national poet in 1933,
on the eve of turbulent events in European history.% The title itself Taras Shevchenko,
il bardo dell’ Ucraina (Taras Shevchenko, the bard of Ukraine) encapsulates the
author’s attitude to the subject and his nation. The biographer initiates the discourse
about the Ukrainian bard with laudatory names describing his land:47

Gli uomini d’Ucraina hanno sempre arrotate le spade: al
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servizio dell’Europa intera, contro le turbe tartare che pre-
mevano alle frontiere della Civilta Occidentale; al servizio dei
diritti nazionali contro I’opressione russa(3).

[The Ukrainian people simply had their swords sharpened to
protect entire Europe against the Tartar invasion at the Eastern
fronticrs; against the [internal] national Russian oppressors.]

Ukraine is represented as the defender of Europe from the Tartars and the Russians, a
protector of Western civilized nations against the menace of the East. Thus, the nation
that gave birth to its heroic bard is portrayed as a unique group with the solemn mis-
sion of saving Westemn Civilization. This is a logical prelude to the heroic image of the
Ukrainian national poet who raised the nation’s prestige even more. The author claims
that any genius never appears independently and instantly, without any historic pre-
conditon. Mainardi believes that a poet is an outcome of the collective creative effort
of a national group and its cultural creative milieu. He glamorizes Shevchenko’s
nation, its heroic past. A panegyric to the Ukrainian nation precedes the panegyric to
the Ukrainian national poet:48

Le pagine piu belle della loro letteratura gli ucraini le hanno
scritte col sangue sulle steppe immense della loro patria. Le
tombe de1 Cosacchi

cosi alte che sembrano colline

cosi piene di morti gloriosi (3).

[The most beautiful pages in Ukrainian literature were written
with the blood of the immense steppes of his motherland. The
tombs of the Cossacks

that made its hills so high

of glorious deaths so full.]

Mainardi speaks to Italian readers, using the same collective symbolism that could
have been employed by a Ukrainian author addressing a Ukrainian audience.
“Cosacchi”, “steppe”, and “kurgans” recreate a familiar symbolic associations, a
semiotic map which permits the readers to reconstruct the same heroic portrait of the
land of Cossacks, steppes and kurgans. The biographer does not separate individual
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creativity from collective genius. In his view, the grand poet is the testimony (o the
greatness of his people:49

Il martirio dell’Ucraina rivive con tutto il suo strazio nclle
canzoni del Poeta, ¢ il popolo piange e si commuove(3).

[The poet’s songs revived all the sufferings of the Ukrainian
nation-martyr, and the people cry over them anew.]

Praising the Ukrainian nation, the biographer relies upon such great “Other” as Peter
the Great, despite the fact that his name may stand for tyranny and oppression:30

L'Ucraina racchiude nel suo grembo ricchezze incalcolabili; la
profonda fertilith ne fa il granaio di Europa; i suoi uomini sono
intelligenti ed operosi (pericolosamente intelligenti, diceva
Pietro il Grande) (3).

[The bowels of Ukraine contain numerous riches, the most fer-
tile land in Europe, nearly the best grain; its people intelligent,
and idustrious (dangerously intelligent, as Peter the Great used
to say).]

The name of the acknowledged hero, Peter the Great, serves as a supportive semiotic
structure in naming the group “heroic.” The author skillfully applies the approved
nominal descriptions to reinforce his heroic mythical plot.

Ukraine is presented as a victim, withstanding the invasions of the two barbaric
hordes, Tartars and Bolsheviks, whom Mainardi labels as “novello tartaro” (new
Tartars) (4). The heroic prelude to the heroic biography per se ends on the following
note:3 !

E cuella scitilla vitale che non fa morire nel cuore dei fieri
cosacchi-straziato dal rostro del rognoso uccellaccio-1’amore per
la liberta riceve continuo alimento dai versi di Scevcenko viva
polla di speranze e di forti propositi(4).

[The Scythian vitality which did not die in the hearts of the
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Cossack fighters - having remained as an torturing smirk in the
beak of the malicious Fire-bird - this love for liberty became the
permanent source of nurturing and inspiration in Shevchenko’s
poems, as well as the source of undying hope and positive

strength. ]

The national bard is regarded as a biological part of the collective body and soul of the
Ukrainian nation, He is the logical outcome of the heroic past and the hope of a nation
that has a mission of defending Western Europe from the “new Tartars”-Bolsheviks.

Mainardi marvels at the temporal significance: forty-seven years of the heroic
poet’s life and centuries of collective history which are in the works of the literary
luminary. He celebrates the moment of creativity and its historical role;52

9 Marzo 1814-10 Marzo 1861... Quarantasette anni! Sono pochi
per 1a vita di un uomo, niente per la vita di una Nazione(4).

[9th of March, 1814 - 10th of March, 1861 . . . forty-seven
years! So little in life of man, and nothing in the life of a nation.]

Despite the short forty-seven years in the life of the poet, Mainardi stresses that his
hero is different from other poets and any other human beings. The poet, whose work
stems from the centuries of national history, the body and soul of the nation, never dis-
appears from its history; his name is etemmally remembered by his nation. His life is a
significant and vital temporary event because3

. .. tutd 1 secoli passati e futuri della Storia ucraina vivono
nell’opera del grande Pocta(4).

[all the past and future centuries of Ukrainian history were reliv-
ed in the work of the great poet.]

The name “grande Poeta” (a great poet) is more than a name-symbol; for
Mainardi, it is connected with the understanding of history, a cognitive instrument in
reading its narrative. For the Italian biographer, a poet is the custodian of historical
records. He reintroduces the familiar nineteenth-century paradigm-History and Poet.
The twentieth-century writer, who communicates in the atmosphere of the pre-Second
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World War discourse, seduces the reader with the nostalgic myth of the past. Mainardi
adjusts the old romantic myth to the new discursive dictum, the myth of the “new Free
Europe”.

The idea of the special historical mission of all Western European nations who
have to save European civilization against the new Tartars-Communists may have
been appropnate in Intaly before World War II Italy. Consciously or subconsciously,
Mainardi, the author of the heroic biography of the Ukrainian poet, participates in the
new mythical education of the “crowd.” He prepares the mass reader for the accep-
tance of the new ideology of the national-socialist state through the medium of the
heroic biographical discourse about the hero of the “Other”.

The image of the “new Tartars” 1s the mythical seductive overture to the collective
opera with a different libretto. It is remarkable that in 1933 Ukrainians were still por-
trayed as Western Europeans and included in the family of nations with a special mis-
sion. At that time, most of the national-socialist ideologues were presenting a different
picture of ideal European civilization, and Ukraine was still included in the special
alliance.>4 In fact, Mainardi compares Italy and Ukraine, and momentarily places
Ukraine higher than Italy. According to Mainardi, Italy did not enjoy the status of a
unified state when the Ukrainian bard already dared to fight for an independent
Ukraine:>3

11 26 febbraio del 1861, quando all unita della nostra Italia man-
cava soltanto la pii fulgida gemma del suo diadema, si1 spense a
Pietroburgo il sublime cantore dell’indipendenza ucraina(7).

[On the 26th of February, 1861, when the diadem of our Italian
unity required only the central glittering stone, in St. Petersburg
there faded away the preeminent singer of Ukrainian indepen-
dence.]

Who is this precious stone missing in the Italian diadem which is compared with the
supreme Ukrainian bard? Perhaps, Mainardi saw no “sublime cantore” (the preemi-
nent singer) in the 1861 Italy. Regardless of his intentions, the glorious “Other” is
revered as a national saint. His tomb is as sacred as his name:>6

E forse, in quel punto, il murmure sciacquio del fiume ripete
dolcemente al pellegrino, venuto ad inchinarsi sulla tomba del
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Poeta, che
non esiste nel mondo altra Ucraina
non esiste nel mondo altro Dnipro(7).

[And, perhaps, to a certain degree, the incessant river splash
would sweetly repeat to the pilgnm coming to kneel at the
poct’s tomb that

there does not exist another Ukraine,

there is no other Dnieper in the world.]

Mainardi’s summarized biography sustains its highly heroic ethos owing to the
careful selection of heroic names which perform various functions beyond references
to the subject. First, the heroic names-titles chosen for his poet emphasize
Shevchenko’s uniqueness. Second, they encode some mythical plots which the biogra-
pher as a writer of the popular genre attempts to present to the mass reader. His ono-
mastic progression begins with the name “il Bardo deil’ Ucraina’ (“bard of Ukraine”)
and ends with the mythical tide “Dio” (God) The two heroic names enclose a narra-
tive structure or form a map of mythological territory.

The Italian biographer introduces “il bardo” (the bard) as opposed to “Il poeta”
(the poet) which already sets the tone of the panegyric and the mythical field. The sig-
nal “Bardo” is associated with the romantic perception of a poet as the eternal
spokesman of his people. “Bard” is capable of bringing in musical allusions and is a
much more decorative sign which elevates the verbal art and its producer.
Traditionally “bard” 1s defined geographically and linguistically as “German” or
“Italian” etc. when the sign “bard” may also imply common admiration, i.e. by any
national group. Finally, “bard” legitimizes the collective acceptance of an individual
artist, who is raised to the level of a national hero.

“ll Bardo dell’ Ucraina” (the bard of Ukraine) is also an embodiment of the collec-
tive genius of the Ukrainian nation, panegyric to his “popolo libero” (free people) and
“popolo oppresso” (oppressed people). The name “genius” given to Shevchenko,
next to the national bard, is simultaneously the abbreviated popular characteristics of
his people. The hero, who has inherited the talents of his people, also carries the col-
lective “anima” of the group in his poetry. At least, this is what Mainardi appears to be
popularizing:37

Nella poesia di Scevcenko il popolo ucraino intende il Ritmo
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atroce delle catene che gli segano i polsi; rivede nelle stelle del
ciclo terso le anime dei grandi Etmani che attendono il giorno
della liberta, e come il gigante mitologico, che raccoglieva dalla
terra nuova potenza, il popolo avido di liberta trova nelle can-

zoni del suo pocta la forza necessaria per la pugnace ed inter-
minabile lotta(8).

[The Ukrainian people heard the frightening sound of chains in
Shevchenko’s poetry, the chains being cut, and the pulse [beat-
ing afterwards]; saw in the stars of the bright sky the soul of the
great Hetmans waiting for the day of liberty. The people, hungry
for liberty, found in the songs of this poet all the necessary
strength for the fearful and endless struggle, seeing in the poet
some mythological giant who discovered some new force from
the Earth.]

His subject who carries the anima of the ancient Hetmans transforms into a mytho-
logical giant who discovers new strength in himself and his people. The name
“mythological giant” is another step in the intensification of the semiotic effect of the
name and myth. The subject who possesses the collective unconscious of his nation is
the necessary prerequisite for transforming a concept into a popular myth. The lauda-
tory name (o the poet is simultaneously a praise of his group and a supporting struc-
ture of the myth about the exceptional nation:>%

Spera o popolo della Steppa! Se dal tuo grembo volle Iddio che
sorgesse un genio si grande, non vorra Egli condannarti a per-
petuo servaggio(8).

[Oh, hope people of the steppes! It is in your womb that by the

will of God this great Genius was raised, and it was He who did
not wish to condemn him to perpetual slavery.]

The semiotic grammar behind the heroic names is:
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Bard myth of a poe

Bard myth of a national poet
of Ukraine

Unique
poet myth of the national uniqueness

hero
subject
icon

God myth of a poet as divinity

Fighter

for

independence — myth of the Ukraine -
an independent nation

Mythical giant— myth about a nation — a gian

Figure 14,

Why does the Italian biographer so strongly insist on the laudatory names for the
Ukrainian nation? He later explains his intentions when he likens Ukraine to the sleep-
ing giant, chosen to perform a special mission at some point in history:3°

Voglia la Provvidenza che presto 1l russo non calpesti piu la
steppa dei cosacchi; voglia la Provvidenza che 1l popolo ucraino
ricco di dou naturali, avido di cultura ¢ di poesia, nentri nella
famiglia dei liben1 Popoli d’Europa(8).

[It is by the will of Providence that Russia received the virgin
Cossack steppes. It is by the will of Providence that the
Ukrainian people endowed with natural richness, hungry for cul-
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ture and poetry, reentered into the family of free peoples of
Europe.]

Mainardi is more explicit about the new myth in this passage. This is the expected
revelation; the heroic names previously given to the foreign nation are finally less
obscure. The popular reader is being prepared to accept the “mysterious giant” into
some alliance, “chosen by Providence”. Who are those liberators of Europe that
Mainardi speaks about in 1933? The biographees/readers nearly sixty years later may
easily decipher the mythical context. The biographer obviously speaks about the spe-
cial mission of the future supporters of Hitler and Mussolini, new popular heroes; but
could the readers identify the mythical plot in Mainardi’s days?

They could sense the heightened pocticity of the nationalistic discourse, which suc-
cessfully utilized the romantic mythology and the deepest collective sentiments of the
group en masse. The panegyric to the “Other” could not have been created without the
approval of the waichful censors in the Italy of 1933 Italian readers are being persuad-
ed in the suitability of some other tribes for the holy mythical alliance in Free Europe.
Some mysterious future is promised o the oppressed nation in retumn for joining the
battle against the “new Tartars.” Some promising victory is guaranteed to the mysteri-
ous liberators once they reach the land, blessed with geography, climate, and talented
bards like Shevchenko. The poetic god is the epitomy of Matnardi’s panegyric (o the
“people of the steppes”.

The poet’s life and poetry are also an occassion for praising the nation, whose col-
lective anima is temporarily reduced to the soul of the national bard. “The people of
steppe”, “popolo della steppa”, are presenied as a “womb” where a genius 1s born by
“the will of Providence”. Mainardi espouses a socio-biological view of nation and
individual, seeing some organic relationship between a nation-hero and 1ts hero-icon.
A nation that possesses collective genius is treated as natural fertile ground for culti-
vating individual genius or being proclaimed heroic as well.

In 1933, the Ukrainian nation was still included in the class of nations that could
produce geniuses. The Italian discourse of the Mussolini era did not yet classify
Ukrainians and other Slavs as subhuman, This timid prelude to open racist dialogue
was still free of disparaging remarks about Slavs. The greatest irony remains that the
subject, a victim of the oppressive regime, is covertly used in a skillful advertising of
another oppressive ideology based on the pseudo-scientific racist theories and race-
nationalist mythologies. Patriotic feelings of one nation are manipulated by another
group to prepare a solid political alliance. The seemingly innocent panegyric to the
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national hero of the foreign nation is, in fact, a subtle exploitation of the biographical
genre for future political interests promised to the mythical “Free Europe™. The heroic
name and heroic myth are again locked into the inescapable romantic dance. But the
purposes are obviously quite different this ime.

The vicissitudes of mythical thinking affect the process of naming, while it n its
turn establishes the discursive ground for the future mythical plots. A biographer, who
writes about the heroic representative of another group, is no more mythically inclined
than his counterparts that share the same linguistic and national tradition with his sub-
ject. The only difference between the biographer, writing from the outside, and a biog-
rapher who is a subject’s compatriot, is the nature of the mythical plot. It may vary
from couniry to country, from one historical period to another. For instance, Morfill’s
heroic names applied to his subject derive from the mythical perception about the
ancient Slavs, “bards but not warriors”. On the other hand, Mainardi’s characteristics
of the Ukrainian national poet emanate from his own lack of discursive freedom in
Mussolini’s Italy. The geopolitical mythology of his time affects his heroic biographi-
cal discourse about the “Other”. The myth of “Free Europe”, “liberators”, and “a
nation with a special mission” predetermines Mainardi’s choice of laudatory names
given to Shevchenko, the Ukrainian national poet. On the whole, the biographers who
are separated from the subject by language and cultural history are sometimes more
likely to have additional mythical components in their discourse. More mythical lay-
ers may appear when the subject is viewed from the outside.

In contrast, the biographers who are compatriots of their subjects are prone to a
more traditional mythical plot that reflects the status of mythical thinking of his/her
group at a given time. For instance, Kranikhfeld’s onomastic choices denve from the
prevalent myth about a poet in pre-1917 Russia which was, incidentally, artificially
sustained even in Soviet society. The cult of a poet and writer became a part of later
national cultural structure. Kranikhfeld’s onomastic policy largely reflected the domi-
nant beliefs of his period and contributed to the perpetuation of the myth about a poet
as a highly vulnerable, nervous and emotional individual. It was not the Freudian neu-
rotic, but the Carlylean and Sainte-Beuvean poet with parapsychological powers that
dominated the mythical thinking of the Russian national group at that time.

All biographers are partly myth-makers and partly consumers of myths. A group
that collectively produces myths expects the return of the same mythical plots in the
genre of a heroic biography, since a hero is the common property of any group.
Occasionally, a biographer may question the mythical plot, but the criticism is never
openly voiced, since the popular reader is the harshest critic and the strictest censor of
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the biographical discourse. For example, Iakovenko’s naming arises from the then
popular myth of the common people. His timid question of the term “people” is
immediately corrected by the supportive naming structure that arises from the myth
about the omnipotence of the Russian monarchy. Eventually, it is the group that cen-
sors the names of its chosen heroes, as well as its own creations, the popular myths, be
they romantic or neoromantic, nationalist or racist, American or European, religious
or secular. Thus, the meaning of the sign is collectively created and sustained by the
popular myth.






Chapter Five

Name, desire and point of view

Désir, pouvoir et production sont les
fondements de la société. Mais que produit
le désir en tant que tel? Ie s’auto-produit
au niveau de la personalité de chacun
d’entre nous; quand nous marchons, nous
travaillons, nous aimons, le désir est 1a
accompagnant la totalité de notre étre dans
son devenir. Il produit également de
I’imaginaire et c’est dans cette capacité
imaginaire que nous le connaissons le
micux (réves, fantasmes, projection, cre-
ation, aspiration, idéal etc. . .).

[Desire, power and production are the
basis of society. But what produces desire
in itself? It is produced on the level of our
personality in each of us; when we walk,
work, love, desire accompanies the totality
of our being 1n its becoming. It equally
produces the imaginary and in this imagi-
nary capacity we are mostly aware of it
(dreams, fantasized images, reflections,
creations, hopes, ideals etc. . . .]

Michael Richard, Besoin et désir en
société de consommation. (Necessity and
desire in the consumer socicty)
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5. 1. Desiderative name and reference

Rasonyi is allegedly the author of the term “desiderative name,” which implies that a
name is the embodiment of desire. The Hungarian anthropologist also regards names
as carriers of certain motives and attitudes.! If the intended meaning is important in
the interpretation of names in general, it becomes increasingly more significant for the
interpretation of names-signs in a heroic biography where a name is intended to have
numerous meanings and didactic messages. Biographical discourse is the genre of
conflicting desires: the will of the group and the creative impulse of an artist, the dic-
tate of the myth and the resistance of a biographer, the tyranny of the heroic name and
the anxiety of the author, temporal grip and expectations of the censor. Consequently,
any name in a biography, be it an implied name, a name-auxiliary or a panegyrical
title, reflects the conflict of various desires, myths and expectations.

Unlike traditional name-givers, parents, relatives and friends, biographers are quite
explicit in their motives when giving names to a subject. Dmytro Doroshenko, who
wrote Shevchenko’s biography in 1936, explains his attitude to the subject:2

Shevchenko was in his country the national prophet in the

true sense of this word. His inspired words aroused his people
from lethargy, from the torpid inertia into which they had been
plunged as result of their lost struggles for independence(10).

The biographer omits the preliminary stage of the ordinary name that gradually reach-
es its heroic apotheosis. Instead of the gradual intensification of the onomastic mean-
ing, i.c. the progression from the name Taras to the legendary “Shevchenko, the
national prophet”, Doroshenko chooses the strongest semantic reference which is the
culminating moment of the onomopoesis. He establishes the highly heroic tone
already in the prelude to the heroic biographical discourse.

Following the initial highly heroic name-title, the biographer sings a panegyric to
his people or “baptizes™ his national group after the birth of the hero:3

Shevchenko’s poetic work bloomed like a marvellous flower
that sprang entircly from his native soil,—soil that had seen so
many great aspirations bloom and fade, such heroic enthusi-
asms, and which had been soaked with blood and tears in the
course of its tragic history (11).
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Fulfilling the desire of his national group, the biographer praises his own nation, using
the familiar romantic symbols of the previous century and conveying the expected
onomastic message. Having presented his subject to the English-speaking readers (the
book was published in New York) he likens him to a “marvellous flower”. The subject
stands as a symbol of Ukrainian national culture and raises the dignity of his fellow-
Ukrainians in diaspora.

Having created the panegyric to the heroic nation and its poet, “marvellous flower”
and “the national prophet”, the biographer uses a peculiar toponym next to the sub-
Ject’s heroic name. “Kiev” and its province are introduced and explained prior to the
actual birth of the subject. The heroic place where the national prophet was born

appears first;?

It was in the province of Kiev, cradle of Cossack libertics, where
among the population there still dwelt the memory of the exploits
of the Cossacks, and where the contrast between the heroic past
and the present misery was only too poignant . . . (14).

The actual place of Shevchenko’s birth, the village of Kyryllivka, is not named,
instead the biographer presents a geographical location described as the “cradle of
Cossack liberties™. The chosen etymology of the place-name is followed by biograph-
ical data concerning the approximate location instead of the exact name of the village
where the poet was born:5

Taras Shevchenko, the younger son of a poor peasant serf, was
bomn on February 25, 1814, in a village, in the province of Kiev
(14).

The “province of Kiev” is not an inaccuracy of biographical data, but a deliberate
displacement of signs. The sign and associations aroused by it are controlled by the
desire of the biographer to present the hero as a pure national symbol. “Kiev” and
“Ukraine” appear to be more appropriate for the subject’s heroic title than a more
modest geographical sign “Kyrylivka”. As a result of such arranged toponymy, the
subject’s ordinary name and family name are placed in between the desired
geographical name “the province of Kiev”, the “cradle of Cossack liberties,” and the
more modest descriptive, “Kyrylivka”. The highly heroic biographical tone affects not
only the person’s proper names, but also the place-names as well. Desire, thus,
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becomes the regulating factor in naming.

To inscribe Shevchenko’s name in the history of Ukrainian culture it was not
enough to popularize and interpret his poetry. The name itself had to be popularized or
“memorized” by the group. The deliberaie discursive onomastic strategy 1n a highly
heroic biographical mode increases its semiotic effectiveness to train the collective
memory of the group. The reoccurring onomastic antecedent “national” reminds the
readers of 1ts relatedness to all members of the group, while such a name as “prophet”
evokes the sacred onomastic tradition and brings in the myth of the chosen people into
the dream about a separate national state. Being transferred onto the Ukrainian nation-
al context, it raises the heroic posture of the group even more. It is the desire of the
younger nations to emulate the heroic past of ancient heroic tribes and appropriaie
their onomastic symbolism: for instance, “communion with Deity” in the Old and
New Testaments vs its bond of a modem nation with its hero-poet.6

Doroshenko adds new names, relying on other biographers, such as Alfred Jensen, a
biographer mentioned earlier. It 1s not unusual for a biographer to go outside his nation-
al biographical tradition for the support of the heroic onomastic policy. “If the “Other”
recognizes our hero, the hero must be genuinely outstanding.” This unwritten “law of
the genre” led Doroshenko to draw some support from the Swedish biographer:’

According to the opinion of Aldfred Jensen, a Swede scholar*,
author of one of the latest biographies of our poet, “Taras
Shevchenko has been not only a national poet, but also a univer-
sal genius, one of the lights of humanity” (48).

*Note: Doroshenko’s spelling

The biographer intensifies the degree of heroism through the “Other”:

Doroshenko , Universal genius

Taras Shevchenko Light of Humanity

the “Other”
y

national poet
Jensen

Figure 15.
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The fact that the Swedish biographer acknowledged the Ukrainian hero enables the
Ukrainian biographer to let his compatriots participate in the heroic biographical dis-
course. After the other names, “foreign signs”, he allows the Ukrainian aristocrats to
utter some praise (o the poet:$

In fact his closest friends were among the members of the
Ukrainian aristocracy: Lisohub, Tarnovski, Princess Repin,
Count de Balmain, General Kukharenko who did not abandon
him during the hardest times of his exile (50).

It is noteworthy to mention that each of those names is preceded by the distinction of
his social rank:

His closest friends

" S

PcTt Ukrainian aristocracy Group
Hero Princess Repin Nation
Symbol Count de Balmain Ukraine

AN /

General Kukharenko

Figure 16.

The fact that the members of the Ukrainian aristocracy know the poet emphasizes the
authonal desire to forget the poet’s low social rank and to transform the peasant’s son
INto a persona grata among the aristocrats. He claims that these individuals allegedly
contributed to the subject’s acceptance as a national poet: They appreciated him espe-
cially as a national poet and their influence on him was certainly important (50). All
the names-signs introduced next to the subject’s name symbolize the common adora-
tion of the poet. The names of anstocrats are the name-auxiliaries which support the
desiderative name, “Shevchenko, the national prophet”.

Both the desiderative and name-auxiliaries create the illusion of national harmo-
ny. The biographer appeals to the deepest layers of the collective psyche, where the
social hierarchy is irrelevant. He echoes Nikolay Berdiaev’s theory of the nation and
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national tyrannical power when he introduces the name ““national prophet”.? The hero-
ic name is intended to level a peasant and an aristocrat, denoting some bond among all

the members of the national group.
Prior to mentioning the subject’s family name 1n the context of the social titles, the

L 7

biographer permits the name to evolve from an informal “Taras”, “young Taras”,

9% (19

“poor apprentice”, “poor youth” to “Shevchenko”, “the national poet”, “a national

prophet”, and “national genius”. Thus, the onomastic progression in this biographical
VErsion is:

SACRED NAMES
NAMES AUXILIARIES
MYTHICAL NAMES
DESIDERATIVE NAMES
INFORMAL NAMES

The names reveal the highly heroic mode of the biography, a classical panegyric at its
formal best, as well as the gradual increase of the semantic and metaphoric effect:

/ “national prophet”(10)
“marvellous flower”(11)
/ “poor serf’’(14)
/ “the celebrated poet™(19)
/ “the national poet’(ibid.)
/ “great national patriot(25)
/ “national liberator”(37)
/ “revolutionary”(43)
/ “enemy of despotism”(44)
/ “an apostle of liberty(46)
/ “universal genius”(48)
/ “a profoundly religious man”(52
Name “Great Power”(54)

Figure 17.

Doroshenko even presents the symbolic summary of the onomastic progression,
relying on another famous name, “Ivan Franko™. He also “was a peasant’s son and has
become a prince in the realm of the spirit. He was a serf, and has become a Great
Power in the commonwealth of human culture”(54).19 The name-sign Ivan Franko
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provides a map of heroic ascendance for the subject and encapsulates his passage
from a non-hero to the divinity status, as well as the onomastic metamorphosis of the
ordinary name”Taras” and a very prosaic name “Shevchenko” to the sacred names
“Shevchenko, Great Power”, and “national prophet”.

Doroshenko’s onomastic progression leading to the name-icon is the most vivid
graphic representation of the panegyrical internal rhythm which may be likened to ris-
ing vocal pitch. By the end of the discourse, the voice becomes stronger and clearer to
the delight of the grateful audience that received the desired panegyrical performance.
It is remarkable that the discourse is almost void of the implied names that were so
frequently used by the biographers prior to Doroshenko. It is only once that the
implied name is used. It is when the biographer refers to Kobzar as a “national
Gospel” the readers arc already prepared by the heroic onomastic multitude 0 derive
the sacred name “Christ”.

The pathway to the sacred names of the hero is through another foreign biographer
or the onomastic authority outside the national cultural territory, Emile Durand.!! The
French biographer grants the subject the name of a “saint”, establishing his heroic sta-
tus outside and within the Ukrainian national group. It is the irony of onomastic fate
that the “Other” returns the name of the hero to the anxious group.

5. 2. Name, focus and point of view

Literary critics analyzing fictional texts have observed the “mediation of some
‘prism,’ perspective, ‘angle of vision,’ verbalized by the narrative”, (Shlomith
Rimmon-Kenan, 1983: 71-84).12 The question of perspective or point of view is par-
ticularly vital in the notionally non-fictional genre, such as biography. The ideological
“facet” or systcm of viewing the world becomes crucial for a heroic biography. Of all
the possible versions of perceiving reality, the notion of the world as a nauonal multi-
tude is the most popular. The nationalistic perspective is the prevailing point of view
in a heroic biography where the elevation of the name of a national hero is the prima-
ry, and nearly the all-embracing and the ultimate goal.

Boris Uspensky observed very strong national sentiment in the process of naming
heroes even within fictional texts (Uspensky, 1973: 20-43).13 Analyzing Tolstoy’s
War and Peace, he notices the semantic differences between the references to
Napoleon. Such names as “Bonaparte,” ‘“‘Buonaparte” and “L’empereur” signal not
only shifts in naming, but Tolstoy’s own changing attitudes towards the French hero
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and those of the entire Russian national group. The narrative plot of the novel and the
historical narrative recording the military event predetermined Tolstoy’s onomastic
world within his fictional text.

Similarly, the shift in the attitudes towards Shevchenko as a national hero, his
growing popularity reaching the proportion of a religious devotion, could be observed
through the onomopoesis in biographies of Shevchenko. Natalia Livyt'ska-Kholodna
attempted her biographical interpretation of the poet’s life and work in 1955.14 Her
approach and vision of the heroic life is particularly interesting, since the author is a
woman and a Ukrainian who writes outside the Ukraine. This simultaneously brings
various perspectives into the ongoing biographical discourse about Shevchenko: the
Ukrainian diaspora image of the national hero and a female point of view.

Her fairytale-like plot and the main character, the subject, undergo a familiar meta-
morphosis. The first half of her biography is devoted to the life of an ordinary suffer-
ing man, while the second is the legendary past of the Ukrainian national poct. The
familiar heroic plot is presented in the classical generic fashion: i.e. a small child
named Tarasyk (a little Taras) overcomes the natural obstacles on his path and eventu-
ally becomes a giant who is entrusted with a heroic mission for the entire Ukrainian
nation. The reader immediately recognizes the genre of a fairy tale:1d

Benuka cim’a y ['puropa UleBuenka. Jlouka
Karpyca mae xomy ¥ Baputu i nojaBaTH.
Cama we niggiTok, a poGOTU BiKe MOBHI pYKM.
Yci xatni 0608’ a3kM na 1i rojosi. /7/

[Large 1s Hrygoryi Shevchenko’s family. His daughter, little
Kate, has many people to cook for and serve. A little girl herself,
she has hands full already, all kinds of work to be done. All
housework is on her shoulders].

The solemn heroic biography of a national poet is presented in the ordinary fairytale-
like fashion. The poet is not named immediately; the biographees must gradually
reconstruct his name. The epigraph also consists of four lines of poetry from
Shevchenko’s famous poem, enabling the readers to connect the names of the fairytale
characters, “little Kate” and “Hrygoryi Shevchenko”, with the name-symbol.

Only half a page is devoted to them, and then a new character “little Taras”

appears: 16
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Manuit Tapacuk npucrae no giga: Crkaxn
aigycio,4oro Toii mnax Yopuum nasusaeTnca?
Bin e He uwopuuir, a cipuit._A TOMy BiH
Yopuwuit, mo crpamnnii. /8/

[Little Taras is pestering his grandfather: “Tell me, grandpa, why
is this path called Black? It is not really black, but grey. It is
black because it is frightening™].

The biographer assists the readers to make the symbolic connection between the
metaphoric utle of the biography, “The Giant’s Pathway” and the evolving fairytale
plot. The litde boy, the future giant, questions his grandfather about the immediate
environment, and his first questions scrve as the plot initiation. The reader is wamned
about the coming horror story. The signs “BLACK” and “FRIGHTENING” forewam
of the possible heroic deeds of the subject and create heroic expectations along with
the atmosphere of suspense.

There 1s no reference to a giant or to the national poet. Those names remain
implied and are identified with the help of other signs, such as “Hrygory
Shevchenko”, and “Enhelgardt”. So far the giant is the “little Taras”, Tarasyk. The of
diminutives Katrusia for “Catherine” or Tarasyk for “Taras” indicates that the narra-
tive is intended for children.

The simplified history of the Ukraine is presented through the stories of the grand-
father who seems to recollect his own past. The omnipresent narrator, who also has
the function of a reliable narrator, insists on the veracity of these recollections,
which are supported by the illusionary presence of the biographer herself in the sub-
ject’s past (Booth, 1961: 233; Kennan, 1983; 73-82).17 She assumes the role of a wit-
ness to the distant historical events and confirms the truthfulness of the stories told by
the characters. For instance, she reports that Taras used to cry, listening to those sto-
ries; the same teller is present in the subject’s dreams: 18

Tapac nnakas kaJjilo4¥h  BiJBAKHUX
YKpalHCbKMX KO3aKiB,i 3aBMUpaB BIA CTpaxy 3a
ix pomo. [loriM HenoMiTHO,BTOMUBIIUCHL Ta
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po3irpisWiMch KoJO Tevi,Bin 3acunaB, ajc
OOBro e ¥ y BicHl npoJitaju nepex HUM
repoiuni Gapsucti 3'ssu. /13/

[Taras was crying, feeling sorry for the courageous Ukrainian
Cossacks, terrified by their fate. Afterwards, being tired and
having warmed up by the stove, he would fall asleep, but the
colorful heroic scenes would follow him in his dreams].

Livyts’ka-Kholodna splits her own authorial voice into the voices of omnipresent and
reliable narrators who penetrate into the subject’s past, his dreams, and even into the
distant past of his group, transmitted through the fantastic world of his grandfather.
The narrator’s presence in the subject’s dreams is also a fairytale feature. The dis-
course is conducted in the two generic forms simultaneously; the panegyric and fairy-
tale are harmoniously united in one utterance.

The teller of a fairy tale intended for children simplifies and modifies reality for a
young audience, while the biographer insists upon some genuine verisimilitude. The
biographer supports her own narrative by frequent illustrations from Shevchenko’s
paintings, and most of the pictorial accompaniment reinforces the biographical reality.
All the portraits or illustrations, made by the subject, bear his name, unlike the canoni-
cal illustrations in any other biography or any other text.

The teller of the fantastic story and the biographer, the author of a hermc biogra-
phy, seem to conduct a dialogue in which they agree on many points. First of all, both
agree on therr presence in the subject’s past. Second, they both attempt to persuade the
Listeners or the biographees that the events and their descriptions are authentic recre-
ations of the subject’s life. They persistently try to win the audience’s trust:19

[loMepkauMu oumMMa OMBUBCA BiH Ha giTen.
Kosnomy 3 HMX BiH MpM3HAYMB IO CaMe B3ATH
3 vioro nob6pa. Konu x ximno mo Tapaca, Bin
panToM 3YNWHMBCA,NOYAB e TAXKIEe AUXATH i
cka3aB. »CuHoBi Tapacosi 3 Moro rocnogapcrsa
nigoro ne tpeba.” /18/

[With his eyes dimmed, he was looking at his children. He
assigned to each of them something from his possessions. When
Taras’ turn came, he started to breathe heavily and said: “my son
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Taras does not need anything from my estate™).

This 1s how Livyts’ka-Kholodna retells the familiar prophecy made by Shevchenko’s
father on his death-bed, a motif that has become constant and legendary in the bio-
graphical discourse about the poet. The biographer recreates the same story that has
been retold by many a biographer in the past, and yet the same story strikes one as a
new episode. The novelty lies in the intensity of the verbal representation and in the
extreme narratological effort aimed at persuading the biographees that the teller may
have been actually present at Hrygoryi Shevchenko’s bedside and remembered his last
words. The death-bed scene acquires veracity with the help of these known poetic
devices.

The omnipresent narrator recalls the expression of Shevchenko’s eyes, his manner
of speaking, and even such a detail as his breathing. How else could he have remem-
bered such details if he had not been by the bedside? To intensify the drama of death
and the illusion of truthfulness, Livyts’ka-Kholodna recalls the tears on Taras’ face
and his father putting his hand on Taras’ head.

In another instance, a different episode is recalled: the poet’s conflict with the
landowner Lukashevich whose invitation he angrily declined because the serf came on
a day of wretched weather day. Many biographers in the past retold the same episode
so that it has become a permanent motif in Shevchenko’s biographies. Livyts’ka-
Kholodna recreates the day and the event itself with the poetic memory of a fiction
writer recalling minute details of the event. She paints the verbal picture with the
brush of a naturalistic painter.2%

ByB xononnuil 3uMOBMIA Jelb. 3puBanach
MeTeJUuLA, i BiTep HaMiTaB nig BiKHaMHU
BUcoki Oini kyuypyru. Tapac cuniB y cBoin
TenJid 3aTWILHIA KiMHaTi 1 MNucas.
Ha6amxasca yac o6iny. /56/

[It was a cold winter day. As snowstorm broke out, and was
sweeping high white snow-drifts under the windows. Taras was
sitting in his warm and quiet room and writing. The time for
lunch was close].

The biographer “recalls” not only the weather on that specific day, but the time of day
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when the episode occurred. Precision is a familiar quality of the documentary genre,
but here the opposite happens. Minute details that could not be possibly known to the
biographer suggest some fictional decorum. Time, which is canonically the compo-
nent of a non-fictional genre, is in this instance a poetic device. The readers may
recreate the events of that day more easily once the most basic association with a spe-
cific time, such as lunch-time, is introduced. The biographees may actually “imagine”
the poet, sitting at his desk on a cold winter day, interrupted by an unexpected visitor.
The biographer not only suggests her own presence in the removed past, but also per-
mits the biographees actually to identify with the subject or actually see him. The
place, time, season and mood unite the biographer, her subject and biographees. The
subject’s past transcends the chronological barriers and is transformed 1nto a umeless
winter scenc which share simultaneously all the participants of the biographical dis-
course. The non-fictional details, such as time, place and season, are organized and
presented poetically, serving not as mere pieces of biographical evidence, but as artis-
tic features of the recreated biographical fact. Thus, the signs of reality assist the biog-
rapher 1n introducing the readers/biographees to another reality, which may be a pure
fictional world or an exaggerated vision of the possible world of the real historical fig-
ure.2! Livyts’ka-Kholodna integrates various artistic genres into the genre of a heroic
biography. A fairy tale and a historical chronicle, a novel and a poetic song, a travel-
ogue and a memoir are all the forms of discourse that use the same sign, the Word,
arranged and presented in various ways. The biographer uses a variety of them, mak-
ing it difficult to define her discourse in any familiar manner.

One of the prominent features of a fairy tale is the physical portrait of the hero,
who must be either strikingly beautiful or appallingly ugly.22 Livyts’ka-Kholodna
paints the portrait of her legendary hero, martyr, orphan and oppressed serf, constantly
draws the readers’ atiention to his eyes. The description of his eyes is a recurrent motif
in her biographical narration. The folklore of various linguistic traditions manifests the
same poetic feature: note “eyes as mirrors of the soul”, “dark eyes, symbols of mys-
tery and passion”, “blue eyes symbolizing the sky” and many other familiar clichés
that are traditional known folkloric poetic devices. Much like the folkloric hero,
Livyts’ka’s subject has eyes “filled with tears”, “darkened from anger”, or “burning
from passion”. The “giant’s” image lends itself to the familiar fairytale plot. Her Shev-
chenko, like any other folkloric character, looses his parents. The theme of the orphan
that 1s the standard motif of numerous fairy tales is repeated in the poet’s biography.
The relationship between the stepmother and an orphan offers the universal tragic
plot, that in Shevchenko’s case does not have to be invented for the tragedy is there:23
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Mauyxa ne mobuna Tapaca. Bin 6ys ynepruii
1 ropaumi. A Kpim Toro Bin 3Manky moOuUB
npaBay. Bin BooBaB i3 cunoM Mauyxwu

Crenankom, mo Oy OpexynoM i n100uB
ckapwuTuce. /14/

[The stepmother disliked Taras. He was stubborn and proud. In
addition, already at an early age he was fond of truth. He used to

fight with the stepmother’s son little Stepan, who was a liar and
complainer].

The juxtaposition of the good and evil so typical of a fairy tale, reaches its utmost clar-
ity in the biography by Livyts’ka-Kholodna’s biography, with its simplified positive-
vs-negative scheme,

Her Taras, much like the fairytale hero, symbolizes virtue. The stepmother’s son is
associated with evil. He is labelled a liar and complainer while Taras is described as a
“proud child” who is falsely accused of wrongdoings. The classical fairytale theme is
developed in the heroic biography of the Ukramian poet. The semiotic strategy fol-
lows the fairytale dichotomy:

Enemy Hero
Stepan Taras
stepmother’s son orphan
lar honest
Servile proud

Her subject reveals unusually positive qualities at the tender age of nine. He is not
afraid to fight for truth, neither is he afraid to be left alone. He displays an unusual
spiritual strength and tenacity:24

Horo 6nan, Binbupanu i peanyu MamoHku.Ane
Tapac nponoskysas mamosaTi. /15/

[They used to beat him, destroy and take away his drawings. But
Taras kept painting].
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A fairytale hero may occasionally undergo a fantastic transformation: a human
being may temporarily change into an animal or male may tumn into a female. The
world of the fantastic has numerous possibilities for its inhabitants. Livyts'ka-
Kholodna attempts as well to make the most creative use of such fairytale devices.
Twice in the narration the biographical subject is compared to a female. Her Taras, the
school-boy, has a “pure thin voice”, like a girl:25

Bin cnipaB TOHeHbKUM, AK Yy [AiBUUHKU,YUCTUM
rojiocom. CniBaB Ko3alUbKU IYMWU, CyMHi IiCHI
niByaT-Kpinavox,cnisas i BeceJii TaHUIOBAJIbHI.
Ane cnipaB BiH Tex i cBo€ BJacHe. lle Oyan
Aoro BJIACHI cioBa M MOTHMBU,YPUBKM JiI0BUX
onopiganb abo cKapru Ha CHUPITCbKY [0JIO.

17/

[He would sing in his thin, girl-like clear voice. He used to sing
Cossack songs, sad songs of the girl-serfs, as well as merry
dancing songs. He also performed his own. These were his own
words and motifs, excerpts from his grandfather’s stories or the
orphan’s complaints).

The tragedy of the subject as an orphan is emphasized with the help of this newly
introduced motif, “Taras like a girl”.

In another instance, the biographer again resorts to a similar comparison. She simply
draws a verbal portrait of a beautiful boy, whose beauty is likened to feminine charm:26

HYacom Oxcana opmarana Tapacosi Ha ronoBy
BIHOK, 1 BiH Toai OYB 30BCiM 1K
NiBuMHA,OinABUIA | pym anuii. /21/

[Occasionally Oksana would put a wreath on Taras’s head. And he
then looked completely like a girl, white-faced and rose-checked].

Other standard epithets which Livyts’ka-Kholodna uses to describe her subject are
also borrowed from the fairy tales, such as “white-faced and rose-cheeked”. Thus,
physical beauty is expressed by standard poetic devices. However, unlike the fairytale



Name, focus and point of view 127

image, the subject does not assume the features of the opposite sex, but the compari-
son to a female is quite prominent.2’ This striking discursive feature brings the bio-
graphical narration even closer to the ancient genre of fairy tales. This semiotic tech-
nique deserves special notice:

BIOGRAPHY FAIRY TALE

real person fantastic character
girl-like a girl

beauty beauty

heroic deed heroic deed
pseudo-transformation complete transformaton

The biographer, a woman, who may have identified herself with the subject, facili-
tates his ransiuon to another heroic stage via female allusions or heroic metamorpho-
sis borrowed from the world of the fantastic, or even from religious narrative, It may
be not incidental that this portrait of a girl-like boy, with a wreath on his head, rose-
cheeked and white-faced, is painted after the description of the iconic images of
Nicholas the martyr and Ivan, the fighter. The temporary vision of a beautiful female
prepares us for the heroic allusions. A girl-like image may stand for beauty, delicate
soul, compassion and suffering, since femininity 1s associated with more vivid intense
emotional life and martyrdom. The subject may seem to be passing through various
stages of his inner life until its spiritual climax. The reader is thus gradually intro-
duced to the subject-a martyr. Having gained heroic experience in battling unfortunate
family circumstances, the subject of the heroic biography is placed between the two
saints in his preparatory stage, prior to becoming a saint himself:

_ Hero -
~
S ™~
”~ . N
7 Freedom loving child ™~
~ ~

L
Nicholas _ ) Ivan
saint suffering orphan saint

~ oy g
~ - girl-like boy _ -

”~
\\ P

N saint 7
Figure 18
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The motif of crying and tears is also instrumental in sustaining this preparatory
stage. The image of a saint and martyr implies eternal suffering, while the motf of tears
reminds the readers/biographees about the possible transformation of the subject into a
future saint. The subject is frequently seen in a state of excitement and empathy. His
tears also remind of the biographer’s presence in the subject’s past, a trace of her par-
ticipation in the life of the hero. The biographer who witnesses the subject’s emotional
state needs some confirmation, which the description of the crying Taras provides.28

Tapac nJjaKaB,KaJllouu BIIBAXHUX
YKpalHCbKUX KO3aKiB,i 3aBMMpaB BiJ CTpaxy 3a
ix gomo. /13/

[Taras cried, feeling sorrow for the courageous Ukrainian
Cossacks, and stood stock-still from terror, learning about their
fate].

A young child commiserating with the fate of the Cossacks is a legendary character,
bearing the impact of several myths: the national, historical, generic and authorial.

The life of an ordinary child does not go beyond immediate daily events. His emo-
tional world is much narrower while a fairytale character is capable of expanding his
world and his emotional horizons. Thus, already in his childhood the subject appears
to the readers as an unusual individual who is preoccupied with the national and his-
torical problems. Very carly in the narration, the biographer establishes this line of
communication between herself and the national group, and their poet.

Already at the beginning of his life, the subject experiences injustice; he is unfairly
treated at home and at school. Even his early steps in life are marred by extraordinary
difficulties:2?

Tapac yuusca nobpe,ane kapanu ioro Gijblie
BCix. /15/

[Taras studied well, but he was punished more than the rest].

The subject, a school-child, by this time appears as a martyr, being punished more
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than other children. The subject, a shepherd, survives on bread and water alone like a
legendary martyr:30

Bona ta wimarok xniba_ue Oyqam iioro xapui Ha
uinnit nenn. /18/

[Water and a piece of bread were his entire daily food ration].

The entire discourse is characterized by reductionist technique. Both positive and neg-
ative featres are simply reduced to exaggerated descriptions that often are the recog-
nizable clichés. “Bread and water alone” is a stereotypical description of poverty. The
force of such schematic description lies in the striking opposition of the most basic
objects or qualities, a device used for centuries in folkloric tradition.

An abundance of repetitions and oppositional pairs is another feature of the fairy-
tale narrative:3!

3BiflKM B HBOTO CTiJIbKM MYJApOCTi,rIubokoro
pO3yMiHHA WWTTA. /3D/

Bin mo6us TosBapucteo, Ji0OMB Apy3is. /35/
cBol i uywxi/41/
BUHHMMA i1 Heunnuit/19/

[How did he obtain so much wisdom, so much deep
understanding of life].

[He loved company, loved friends].
[his and somebody’s].
[guilty and innocent).

By page 35, the subject emerges from the fantastic world of folklonc characters and
undergoes another transformation. A young martyr and saint retums (o the world of
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nineteenth-century Russia and the Academy of Fine Ants. A former serf, a shepherd,
an abused orphan becomes the favorite pupil of the “Great Carl.” A peasant “with
clever grey eyes” is now an Academy student “with wise eyes”. The changing epithet
denotes a new state of the hero in a different world. Even there, the subject never
leaves the heroic termitory despite the fact that the environment is closer to the real

world:

grandfather’s tales | biographer’s story
Cossacks future Ukrainian hero

a young martyr Hero a promising artist
saints / \ Great Carl Briullov
heroic suspense heroic suspense
Figure 19.

By page 43, Livyts’ka-Kholodna introduces the new name of the subject, “a
Ukrainian genins”. A capable young artist, whose paintings impressed many mentors
at the Academy of Fine Arts, i1s now proclaimed “the Ukrainian freedom fighter and a
national hero”. The fairytale narration gradually acquires the force of the desired pan-
egyric to the national hero, thus satisfying the deepest inner desire of the national
group. At this point, the genre of a fairy tale naturally is transformed into the heroic
biography of a national saint. Consequently, a new name, “a national poet”, symbol-
izes this transition. The supportive fairytale poeticity never leaves heroic biography
which is essentially always a reconstructed fairy tale. The subject, a poet, reaches the
stage of a giant or retums again into the world of legendary reality when he is named
“Prometheus fighting against Moscow oppression”. The name of the tsar symbolizes
another obstacle on the heroic passage of the giant:32

| nepwmm ynapom no ubomy Boporosi Gyna
ioro noama ,Con“. lleit ynap 6y ckepoBanuuit
y CaMe€ cepleé MOCKOBCbLKOIQ JIE€CNOTUYHOTO
nanpy, Ha CTOJULIO POCIUCBbKOI
iMnepii,30ynoBaHy Ha KO3aUbKUX KicTKax
BOJICIO Halbinbuioro necnora W KaTra BCiX
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yacis,uapa Ilerpa I. /67/

[And the first attack upon this enemy was his poem Dream. This
blow was directed straight at the heart of the Moscow’s despotic
rule, at the capital of the Russian Empire built on Cossack bones
by the will of the greatest despot and tyrant of all times, tsar
Peter I].

The folkloric giant still strikes his enemies, but now his magic weapon is his poetry.
The biographer grants the subject the title of “a unique poet”;33

Hikonu me noci HixTo 3 Takow oasepTicTio H
BIABArold He 3MaJjioBaB CTPalIHOl,KOPCTOKOI
niicHocrti. HixTto we He mnacMmimonascs
BUC/NOBIIOBATU TaKoi najKoi HEHaBUCTI [0
TUX,I0 3aHanacTUJu BoJo YKpainu. /68/

[Never before was terrible and cruel reality portrayed with such
openness and courage. Nobody had dared to utter such passion-
ate hatred for those who destroyed the freedom of Ukraine.]

The signs “never” and “nobody” mediate the uniqueness of the heroic subject and his
mission. Every public hero in the real world has some prototypes, but in the fantastic
world the hero could surpass others in his supematural powers. The folkloric hero
does not know fear; his courage is boundless. Livyts’ka-Kholodna’s heroic subject

acts similarly:34

Bucmias Tapac Illesuenko i Mukoay 1 Ta
fAoro KiHKYy LapuLIO,Yyoro e NMoAapyBaB MOMY
uap i momcrusca B 1847 poui, momaswm a0
CYIOBOT'0 BUPOKY Hle i 3abopony nucaru W
masioBaTn. /69/

[Taras Shevchenko ridiculed both Nicholas I and his wife-tsari-
na, which was not forgotien by the tsar in 1847 when a harsh
sentence was compounded by the ban on writing and drawing].



132 Name, desire and point of view

“Wife-tsarina” is a stable folkloric character, traditionally used in numerous tales.
“Wife-tsarina” next to the “Tsar” is an obvious redundancy, deliberately used for

intensification of the poetic effect.
The tsar, the symbol of evil, also contributes to the subject’s death with late

issuance of the 1861 manifesto:3’

Pociiicbkuii ypsan, lieHaye HaBMUCHE BIATATAB
neHb ONoOBiUlAHHA MaHidecTy BoOJii,HEeHAaye He
XOTiB, L[0O0 MOYYyB MOro TOWU,XTO BCE KUTTA
6oposca 3a Boao. /131/

[It looked like a deliberate act on the part of the Russian govern-
ment which was delaying the day of the manifesto’s proclama-
tion, as if it was not willing to make the event known to a person
who had been struggling for freedom his entire hfe].

The national group obtains the desired mythical categories in the expected fashion:

Hero
Russian nation Ukrainian nauon
tsar poet
symbol of evil symbol of virtue
oppression freedom
delay of a manifesto death of the hero

All the historical events in the mythical thinking are visibly united and subordinated to
the desired heroic plot. In the world of real natonal tribulations tyrants ignore the
lonely protests of courageous individuals while the fantastic world makes the individ-
ual hero capable of the extraordinary. Likened to a fairytale giant, Livyts’ka’s bio-
graphical subject is endowed with the fantastic power and ability to influence the
environment.

As in a fairy tale, temporal sequences in mythical thinking temporal order and
logic. It is the imagination that reigns in the mythical and fantastic world. Guided by
myth and desire to exaggerate, the biographer submits herself to the collective will of
the group, and reduces general national aspirations to the more particular ideological
gricvances. The admired and revered national poet, the invisible hero, transcends the
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temporal universe of the nineteenth century and performs the heroic deed of a fantas-
tic creature who can even conquer the modern evil, “Red Moscow”. The heroic biog-
raphy ends on a semi-mythical ground:36

Taka Benuka Oyna i € 110008 YKpaiHCbKOro
napoany no Tapaca llesuenka, wo HaBiThL
Habinbwinii Bopor Yﬁpa'l'uu_qepBOHa Mocksa_
HE 3BAXKUBCA BOpOTUCA NpoTU HuLOro. /139/

[The love of the Ukrainian people for Taras Shevchenko was
and 1s so great, that even the greatest enemy of the Ukraine, red
Moscow, did not dare to fight against him].

The Ukrainian national poet, the symbol of the Ukraine, is presented again as the
fairytale invincible giant whom even “Red Moscow” fears. In the mythical thinking of
the group the national hero is capable of facing another group on his own and of
appearing as a victor, while the hostile group is reduced to a weak victim.

Once the story of a giant is told, the biographer still conducts her dialogue with
some unknown interlocutor. She informs that, despite the poet’s glory and fame, his
poems were intentionally adjusted to suit the Soviet standard and satisfy the censors
discourse:37

bonbmweBukn BUKPUBUIMN TBOP W
[lleBuenka,BUKMHYBUIM 3 HUX yC€ HaMBaxHiwe-
itoro Oe3MmexkHy JnwboB a0 Ykpaiuu,iioro
HeHaBuUCTbL 10 Mocksu, #oro TandoKy
pejiriiHicTb—i cTapalTbCA IOBECTH, L0 BiH
6ys npuarenem Mocksu. /139/

[The Bolsheviks distorted Shevchenko’s works, having purged
from them the most important feature, his immense love for
Ukraine, his hatred for Moscow, his deep religiosity, and they
are trying to prove that he is a supporter of Moscow].

The authorial voice is emotionally charged, but it is the reiteration of the prevalent
popular view or an appeasement of the zero-degree biographee—the most gullible
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addressee who lives and thinks solely in trite mythical categories (A. Makolkina,
1987: 62).38 Like any other popular genre, biography of a national poet is used as an
ideological platform to confirm and support the expected popular point of view
derived from collective mythology. The invisible censor, the group, is present in the
text. The biographer who displays an angry response to the imaginary enemy fulfills
the collective desire of the popular readers. The anger is directed at the absent
Communist government. Failure to destroy the enemy physically is compensated for
by the fantastic attack in the fictional world where everything is possible including the
destruction of the “evil empire”. The biographer assumes the role of a prophet who
promises her people its desired destruction. The poetic symbol “new cross” 1s the
metaphor for the promised fantastic state:3?

Bin »kne i nixaerbca: npuie IeHb,KOJIU 3HOB
sacae Ha Yepueriit ropi sucokuit xpect. | Oyne
{Oro BUIHO HE JMILE Ha BCIO YKpaiuy, ajne Ha
BeCb WIMPOKUIA BilbHWIA ciT. /140/

[He is waiting not in vain: the day is coming when a high cross
will shine again on the Chernegyi mountain. It will be seen not
only everywhere in the Ukraine, but in the entire wide free
world].

Much like the Christian apostles, the neo romantic prophets and various 1deologues,
Livyts’ka-Kholodna promises her readers some new reality without the modem evil,
some mythical free world. The motif of the social utopia grows out of the folkloric
plot, the story of a giant. There is a distinct similarity between this final promise to the
biographees and all other known myths, be they religious or secular, scientific or polit-
ical. The conflict of the collective myths and desires is concluded with the familiar
promise of a better future. The eternal human dream of a paradise finds its place in
this heroic biography of a national poet. The biographer demonstrates how a variety of
worlds may be created out of the concrete life story of an authentic historical figure.
The point of view of the group and longing for the fantastic world turn the real world,
Shevchenko’s life, upside down, adjusting it to the collective poeticity of the group.



Name and new heroic paradigm 135

3. 3. Name and new heroic paradigm

The year 1955 saw the appearance of another biographical interpretation of
Shevchenko’s life, written by Pavlo Zaitsev, a well-known Shevchenko scholar, who
remains one of the most significant contributors to Shevchenkoniana. Zaitsev’s dis-
course is significantly removed from the trite panegyrical form, such as the “giant’s
tale” by Livyts’ka-Kholodna. Nonetheless, his biography has its own mythical world,
despite the subdety of its presentation.

Zaitsev introduces the subject by his first name and the familiar onomastic signs
next to the name:40

25 motoro crt.ct. /10 6epesusa H.ct. /1814
POKY B OIHOI0 3 EHrennrapiToBux Kpinaxis,
I'puubka pymescororo-llleBucnka i npymuuu
Moro Rarepunu Hapoausca cun Tapac,
MailOyTHII Beauxuit noer Ykpaiuu. /8/

[On January 25 old cal./March 10 new cal./1814, one of
Engel’gardt’s serfs, Hryts’ko Hrushevs’ky-Shevchenko and his
wife Catherine had a son, Taras, the future great poct of Ukraine].

Within one sentence, Zaitsev fulfills his obligations to the genre of a heroic biography
and to the group that expects to hear the desiderative name “the great poet of
Ukraine”. Despite the fact that he continues to refer to the subject by his first name
“Taras” throughout the next twenty-five pages, the rcaders are still aware of its heroic
worth. In contrast to the proper name-sign “Shevchenko”, Zaitsev introduces another
name-association “Hrebinka” which changes the old heroic paradigm:4!

Y cBoix moriAgax Ha YKpalHCbKY HaliOHAJIbHY
CnpaBy BiH He BMpIC NOHAaA piBEHb CBOIX
YYaCHUKIB, iHIIMX ,JBOMOBHMX yKPaiHCbKMUX
NUCbMEHHUKIB,— OYB TiJIbKM YKpPalHCbKUM
NpOBAHCAIBIIEM PEriOHaJIbHUM NATPIOTOM,INHPO
NpUB A3aHMM 0 CBOEI piJHOl 3emJi, 10 3BUYAIB
i MOBM CBOro Hapojy,a XWUTTEBUM 11€aJIOM
ioro Oyno cyMupHe W CUTE IKUTTA—
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eniKypeMCcbKMi  CHOKIA  YKpPalHCBKOTO
XYTOPAHCBKOrO 3aTUIIKY 3 HOro CMavYHUMH
HalioHaJbHUMHU CTpaBaMy, BHUIIHIBKAMHU ¥
CJIMB AHKAMM Ta BECEJUM [OTeNoM,lHOoAl
KYPJMBOIO IICHEI0 ¥ LIKaBO KHMKKOIO AJA
possaru. /47/

[In his views on the Ukrainian national cause he [Hrebinka] did not
rise above his contemporaries, other “bilingual” Ukrainian writers;
he was a mere Ukrainian man of Provence, a regional patriot, who
was sincerely devoted to his native land, and customs and language
of his people. But his ideal life-style was in a quiet and satiated
existence: Epicurcan peace on the Ukrainian estate, with its tasty
national dishes, cherry and plum brandy and joyful wit, occasional
sad song, and an interesting book for entertainment].

Unlike his predecessors, Zaitsev the author of a genuine panegyric, mediates similar
praise to his subject, but he does it in a subtle and unobtrusive manner. Instead of say-
ing that Shevchenko was a fighter for the national cause, he chooses to provide the
appropnate onomastc antithesis, out of which one may derive the intended name:

Hero Ordinary Man
SHEVCHENKO HREBINKA

ascetic Epicurean

fighter not a fighter

word as a weapon book as entertainment
above the group not above the crowd
national hero regional patriot

Ukrainian Ukrainian man of Provence

Hrebinka’s implied name is quite unflattering, “the self-indulgent individual who can-
not raise himself above the unheroic members of the group”. His names-characteris-
tics, be they implicit or explicit, symbolize the non-heroic multitude or create a conge-
mial background for the heroic subject, the rebel, and a genuine Ukrainian patriot and
martyr. Hrebinka’s name also symbolizes the history of the group prior 1o the arrival
of the hero. He introduces Shevchenko into the world of the Ukrainian cultural past;42
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3aBasku ['pebinui, axoro lleruenko niznas ne
nisnimwe BecHu 1837 poky, Bin onpasy
NpoYuTAaB yCclio, TONI e AYyXKe
CKYNEHbKY,YKpPAalHChKY JiTepaTypHy
npoaykuio: I. Hotnapescbkoro, [l.I'ynaka-
ApTEMOBCLKOTO, ['puubka KeiTtkn-
OcHoBr anenka, JI. bBoposukoschkoro,
boasucekoro ta camoro 'pebinku. /47/

[Thanks to Hrebinka, whom he met no later than in the spring of
1837, he had immediately read the entire, then rather scant,
Ukrainian literary production: works by 1. Kotliarevs’ky, P.
Hulak-Artemovs’ky, Hryts’ko Kvitka-Osnov’ianenko, L.
Borovykovs’ky, Bodians’ky and Hrebinka himself].

Hrebinka’s name is the last in the series of important Ukrainian cultural figures, who
represent the pre-Shevchenko literary and cultural scene. “Hrebinka” is the onomastic
frontier between the Ukrainian less heroic past prior to Shevchenko and the more signi-
ficant cultural history afterwards. Hrebinka’s name delineates the biographer’s own lit-
erary and cultural point of view, and is used as the onomastic trampoline for introducing
the desiderative name, Shevchenko, the founder of Ukrainian modem literary language.

Zaitsev surprises the readers with names of other unknown people who presumably
played an important role in Shevchenko’s life:43

Jpobusmwiuch mnoctiinuMm rocrem llminris,
@iyrynis i Moaximis, llleBuenko mizHas nobyt
iHTeJereHTCbKUX 1 MIWAHCLKUX HIMelUbKHX
POAMH, Yy MXMUTTI AKux Oinbme ©Oyna0
CTPUMAHOCTI W XMTTEBOI CUCTEMATUYHOCTI,
HiXX 'y JKWUTTI poluH pocilicbknx abo
yKpaiHCcbkux. /61/

[Having become a habitual guest of the Schmidts, Fitztuls and
Joakhims, Shevchenko learned about the life-style of intellectual
and bourgeois German families who displayed more practical
order and discipline than Russian or Ukrainian families].
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The triad of those names which are obviously German immediately sets onomastic
opposition between the Ukrainian and non-Ukrainian names, the “I”” and the “Other”.
It also points out a mythical antithesis, namely the assumed differences between
Slavic and German cultural customs, and the alleged mythical superiority of German
customs. The popular stereotype about German order and discipline adds to the heroic
background of the subject, exposed to these *“superior” cultural traditions. His
“German friends” presumably influenced him positively. This new biographical motif
is a slight departure from the traditional heroic discourse. On the one hand, excessive
deference for foreigners is a known phenomenon in Slavic cultural history. Among
some Ukrainians who lived and worked in Germany for some time reverence for the
Germans is another factor that seems quite prominent in Zaitsev’s discourse. A biog-
rapher, who published his book in post-war Germany, knows the expectations of his
plausible audience.** He is probably right in assuming that the positive German influ-
ence upon Shevchenko may be pleasing to his readers. This onomastic flirtation 1s a
new biographical motif. A Ukrainian national poet influenced and inspired by orderly
German families is a theme that has never been approached before, either by the pre-
1917 authors, afterwards by the Soviet biographers, This new theme of German cul-
tural influence in Shevchenko’s life assists Zaitsev in redescribing the life of the
Ukrainian national poet in a new way.

Treating the familiar factual stories, he resorts to new poetic devices. Describing
Briullov’s marriage to Emilia Timm, the biographer does not miss the opportunity to
provide his peculiar “etymology” or another name:*3

bpiofjoB oApyXUBCA 3 CECTPOIO iIXHLOTO
toBapuia, nimua 3 Purn Timma-Eminieio Timm.
lle Oyna naa3sBuuaiina Kpacyns. /62/

[Briullov married their friend’s sister, Emily Timm. Timm was a
German from Riga. She was an extra-ordinary beauty].

The woman may have been really beautiful, but the fact that she was of German ori-
gin seems to be of crucial importance. Is it incidental that her maiden name is men-
tioned twice. There must be a purpose in this semantic arrangement, and the following
may be suggested as its plausible semiotic conditions:
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Brilullov Emilia Timm

A Russified sister of a German
German Shevchenko Timm from Riga
Talent Hero-Sign Beauty

Fame Fame

German genius disciplined Germans

The non-Ukrainian signs, such as German tradition, quality or behavior, are associated
with characteristics of the higher order. Describing Briullov’s ancestry, the biographer
again savors its foreignness and shares his emotions with the biographees:46

[Topysy 3 iKyxosBcbkum waitGinbwa pong vy
BUKOHAHHI UbOT0O WJAXETHOrO 3aBHaHHA
npunaja npodecopoBi Axanemil Mucreurs
Kapnosi bpionosy, spociitiienomy Hamanxosi
3HIMYEHUX (PpaHUY3bKUX CMIrpaHTiB-TYTeHOTIB.

49/

[Next to Zhukovs’kyi, the greatest role in performing this high
duty belongs to the professor of the Academy of Arts, Carl
Briullov, a Russified descendant of the Germanized French emi-
grants, the Huguenots].

Thus, phrase discloses the entire genealogical tree of the man who is destined to play
a significant role in the making of the future national hero. His greatness is empha-
sized with the help of another foreign name, Walter Scott:47

Baabtep Cxorr, wo HaBMMCHe TNpuUIXaB 3
Anrnil go Pumy, mo®6 noaMBuTuCcAa Ha Lel
npocjasledHUi TBip, Ka3aB, WO UE ,HE

(14

KapTUHa, a uina enones”. /49/

[Walter Scott, who deliberately came from England to Rome to
see this famous creation, said that it “‘was not a picture but an
entire epic,” Briullov's famous painting “The Last Day of

Pompeii” .
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To elevate the heroic status of the subject a panegyric is dedicated to Briullov,
Shevchenko’s “professor and liberator”, included even Walter Scott. It 1S again the
“Other”, not a Slav, who is also the authority on Briullov’s artistic worth, despite the
fact that there is some professional distance between the Russian painter and the
English writer. The name of Walter Scott is an onomastic helper assisting the subject
to overcome obstacles on the way to his recognition. Carl Briullov, acknowledged by
Walter Scott, in his turn is the name-auxiliary, raising the heroic reputation of the
main character, the subject of the heroic biography:

Shevchenko

/’

Briullov

/

Walter Scott

Figure 20.

If Walter Scott’s name has the role of a traditional name-auxiliary, all the German
names are part of a different plot structure. There is the invisible presence of a
German-speaking audience, which is felt in the frequency of the German names.
Along with Emilia Timm, Schmidt, and others, there 1s a character by name *“Drax-
ler,” who presumably befriended the Ukrainian poet. Ten years later Shevchenko used
him as a prototype of a character, Doctor Anton Carlovich, in his story Musician. This
and other German names that are so abundant in Zaitsev’s discourse constantly evoke
the myth of the German contribution to the making of the Ukrainian national hero.
The motifs and semiotic fields created by the German names are the authorial tribute
to Munich, the place of publication. This place-name exercises its invisible control
over the biographer, who deliberately appeases the imaginary German reader-censor,
by rearranging the familiar names in the most appropniate fashion.

If these names serve as auxiliaries, the name of the founder of the Russian literary
language, name-symbol “Pushkin” is vital for the gradual construction of the heroic
universe around the name of the Ukrainian national saint. Pushkin is the familiar icon
of the “Other” that recreates the required associations and emotions for receiving the
Ukrainian national hero. For instance, this is what Zaitsev writes: 48
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Apuctokparnunmii ,CoBpeMeHHUK" 10 OO0 Mo
cmepri [lywkina penarysas npod.llneTHbos,
ouinue wu «Kob3apa” ax e€aune rigHe cepen
NOETUYHUX TBOPIB OCTaHHLOTO Yacy fABUIlE, fiK
»BIANY HWUBY HAPOAHIO Aipukry”. /76/

[The anistocratic “Sovremennik” edited after Pushkin’s death by
Pletnev, classified Kobzar as the only significant event among
the poetic attempts of the recent period, as “successful lively

people-lyrics™].

Let us examine the onomastic technique of this passage in Laitsev’s text. The title of
Shevchenko’s famous collection became a symbol in itself. The biographer places the
name of the Ukrainian national poet between several names-symbols:

Hero
PUSHKIN SHEVCHENKO PLETNEV
famous Russian poet Professor
editor poct editor
aristocratic peasant lyrics aristocratic
journal journal
Sovremennik Kobzar Sovremennik

The title “Professor” next to Pletnev, and the descriptive adjective “aristocratic” next
to the name of the journal create a highly heroic atmosphere around the presented
onomastic field and around the name “author of Kobzar”. The poet’s name is not
given, but it may be derived easily, since the title Kobzar is synonymous with the
name of the Ukrainian national poet. The signals “ARISTOCRATIC”, “PROFES-
SOR”, “PLETNEV” AND “PUSHKIN” saturate the semantic field around the implic-
it name Kobzar. The biographer employs the technique of onomastic parallelism that
may be represented as:

NAME NAME NAME
aristocratic Kobzar Pushkin
Sovremennik Shevchenko Pletmev

HEROQOIC SYMBOL HEROIC SYMBOL HEROIC SYMBOL
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Zaitsev plays upon the onomastic paradox he himself has created. His hero’s name,
acknowledged by the aristocratic publication or high society, is in fact the name of the
peasant poet. Only fourteen pages separate various contrasting names of the same sub-
ject. The autobiographical statement presented later undermines the veracity of the

earlier description:#°

Hexaii a Oyay i My:xuubkui noer, adbu TijJbKuU
noer, To MeHi Oinbuwie Hiyoro i He tpeda. /90/

[Let me be a peasant poet, as long as I am a poet, that i1s enough
for me].

Following the canonical rules, Zaitsev interchanges the names of high heroic efficacy
with those of lesser significance. Having placed Kobzar and implicitly its author next
to Pushkin, the famous Russian poet, the biographer actually named the subject in the
most heroic way. The autobiographical onomastic revelation is merely another name
of the subject in the series of others.

“Pushkin” 1s the name that carries the heroic myth, the essence of the Russian
national consciousness, the embodiment of the Russian national spirit. He is the
Russian Shakespeare, and placed next to Shevchenko, his name indirectly imparts a
similar onomastic label to the name of the Ukrainian bard also, tuming the subject into
the “Ukrainian Pushkin”, the national poetic divinity figure, the Ukrainian sign-hero.

The onomastic signal “Varvara Repnina” brings in another side of the subject: his
ordinariness which is such a contrast to the highly heroic status of the “Ukrainian
Pushkin”. Repnina recalls Shevchenko, the man:30

llleBuenko iB i nuB, Ak yci cMepTHi i KOWHMIA,
YBIMIIOBIIM [0 KiMHaTHU, ne BiH nepedymaB i3
MOJOAUMU JIIOAbBMU-AKMX, HaA 3Kajb, TakK
bararo- HiAK He Mir OM nocTaBUTM iioro Ha
BUILMKA CTYMNIHb, HIX IHIIUX: LiJTUMWU TOAMHAMU
BIH MIr BiggaBaTUca HaWnycriwiii, 6GananbHiii
po3MoOBi 1  HaBiTb, AK 3JaBaiocs,
3axonJjosatuca Hew. /109/
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[Shevchenko drank and ate like other mortals, and anybody,
who entered the room where he stood among many other young
people, could hardly tell him from the rest of the crowd: he
could devote hours and hours to the simplest tritest ialk and
would even seem to be enjoying it].

Repnina’s recollections create a temporary illusion of total affinity between the hero
and the group. A person who could enjoy trivial conversations is someone who is not
very different from the rest of the group. The name “ordinary” that may be derived
from this recollection is shortly corrected by the heroic title “poet™:3!

Ane Bin OyB moer y BCii mUpoOYUHi LBOTO
CJ0Ba: BipuHlaMM CBOIMM BiH NOKOPAB YCIX, BiH
BUTMCKAaB i3 o0dell CBOIX CJyXadiB CJbO3M
HIXXHOCTI 1 CHIBYYTTA, BiH HACTPOIOBAB Jylli
Ha BUCOKMM [iANIa30H CBOEl JIipH, 3aXOIJIIOIOYM
BCiX; BiH npuraAras go cebe crapMx i MoloaMx,
xoaoauux i naiakux. /109/

[But he was a genuine poet, in the true sense of the word, who
could conquer everybody with his poems, making his listeners
cry from tendemess and empathy. He would tune their souls to
his lyre’s range, capturing everybody; he would attract old and
young, the cold and the passionate].

The heroic onomastic pathos consumes the utterer of the panegyrical recollection
when she [Repnina] grants the subject the name “genius”, “a hero of the group”.52

Bin ©6yB obnapoBanuii dinblie Hix TaJaHTOM,-
oMy JaHUii OyB TreHii,

i yytauBa M nobpa aywa “oro HacTpoloBaia
iioro nipy Ha Bucoke i csare. /110/

[He had been endowed with more than talent; genius had been
bestowed upon him. His sensitive and kind soul would tune his

lyre to the lofty and sacred].
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The sign “lyre” connects the two names given to Shevchenko and prepares for his
highest heroic title, “genius”:

Genuine poet lyre Genius
talent Shevchenko sacred
sign

Zaitsev assumes the role of a listener who does not choose any names or commen-
taries, but merely records the reminiscences of others. It is not the biographer, but the
“Other” who sings panegyric to the beloved poet. Having, through Repnina, named
the subject “poet”, “genius”, and “divinity figure, the biographer finally commits him-
self to the names-descriptions, such as “‘romantic”, “idealist”, and “enthusiast”. Those
names reflect the independent voice of the authorial “I” and his view of the poetic
mission in general. Like Kranikhfeld, Zaitsev perceives the poet as a victim of his
own poetic perceptions of the world and his fragile nervous organization.

What makes Zaitsev’s onomastic technique original is his orchestration of the

utterances of the “Other”. The desired panegyric here is constructed with the help of
the “Other”. The biographer frequently mediates the collective point of view without
actually participating in the discourse. There is always another voice, another name,
introducing the desirable name-symbol. For instance, this is how Zaitsev speaks
through Kulish:33

Bucoki oty nauionannoi ko63u lLllesBuenkosoi
Oyau mpopouMM IlaveM i MpoOpoOYUM BIUBAHHAM
ko03apsa kob3apis ykpaincekux. Cam [llesuenko
3pobuBCA HE TUM, AKUM A MHOro NOKWHYB,
inyun 3 Ykpainu. Ce Bike Oys ne KobGaap, a
HalioHaILHMI npopok. /163/

[The high notes of Shevchenko’s national lyrics [Kobza] were
the prophetic cry and the prophetic appeal by a Kobzar of the
Ukrainian Kobzars. Shevchenko himself was not the person
whom [ left on my way from Ukraine. It was not a Kobzar any
longer, but a Ukrainian prophet].
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The grammar of the classical heroic biography is observed through the escalating
heroic pathos of the names:

God’s Messenger

national prophet

subject

Figure 21.

The biographer had fulfilled his obligations to the group, often without his own actual
involvement in the process of elevating the name of the national hero. The collective
voice of the group overpowers the timid authorial voice, and the biographer’s point of
view is overshadowed by the more powerful “Other”, who fulfills the expected ono-
mastic task.

5.4. Name and national myth

Despite the fact that any heroic biography of a national poet is a poetic manifestation of
nationalism, some biographers are more explicit about its central theme than others. Vic-
tor Domanyts’kyi’s biographical version of Shevchenko’s life and work is a classical
heroic biography written from a highly mythical nationalistic point of view.> Nation-
alism, rather than Shevchenko’s life and work, is the main fabula of his discourse. For
Domanyts’ky, the idea of a nation is the all-embracing and all-absorbing phenomenon.
His own mythical image of a nation governs the portrayal of his biographical sub-
ject, the national hero who, in his view, is primarily the anthropological, biological,
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and physical carrier of a sign-nation. He introduces his subject through neologisms,
such as the “national ideologue” and “nationologue”. His poet is not an individual but
“an anthropological type” who supposedly represents the special Ukrainian race.
Relying on some scientific authorities, the biographer writes:>>

[lpodp. Isan PakoBcbkMi TaK 3MajioBaB
antpononoriyvnuit tun Tapaca: .llleByenko”
6yB CWJBHO KpYrjao-ronoBuii/opaxikedan/s
BUCOKUM depenom/rincoxkedan/,BUCOKUM, TIpU
nigcrasu BY3LKMM, a@ B TOpl BUNYKJIUM
yoJioM/cTeHOMeToNn/, 3 HOCOM CepelHbO-
10BrMM/Me30ppin/, aerko-kupnatum. /10/

[This is how Prof. Rakovs’ky depicted Taras’ anthropological
type: “Shevchenko was very roundheaded/brachycephal/, with
high skull/acrocephall, high, narrow at the foundation and,
prominent at the top, forehead/hypsocephal/, [the biographer’s
own “scientific” neologisms related to the accepted anthropologi-
cal terms] with a nose of medium length/mesorrhine/, slightly
snub-nosed].

Does Domanyts’ky present a typical physical portrait of a Ukrainian or of a Ukrainian
genius? Why does he rely on some authority in anthropology? Some knowledgeable
“Other” may be needed to prove authenticity of the given descriptuon. The biographer
asks the reader to believe his striking and unusual portrait of the national poet.

From the grotesque quasi-scholarly anthropological profile Domanyts’ky shifts to
the familiar motif-constant, the father’s prophecy. Similar to a fairy tale, where some
character predicts the heroic pathway of the main protagonist, Domanyts’kyi’s biogra-
phy contains the familiar prophecy. An unusual child is described as having some
inclinations for magic. The most vivid description of the prodigy’s physical appear-
ance is intensified by the prophecy, which in tumn is substantiated by the description of
Taras’ talents. The child is presented as an unusual peasant boy, sensitive, with a good
memory and obvious dislike for “monotonous farm work.” Within the same page, the
author increases the semiotic force of the descriptive attributes. The boy’s good mem-
ory is transformed into an “incredible” one. The same sign assists the biographer in
naming the subject as a genius:56
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OTtixe, —Bennuesna nam’'ATb/3HAB 3 naM ATH
uinui ncantup/, Manapceki Ta pispbapchbki
3nibnocri o6'asunuca B Tapaca aywme paHo—
e MNepea OeCATHUM POKOM KMTTA. 3 HUX
pizbbapchbki 31i0HOCTI He po3BMHYIMCA, aje
IHIIl MMUCTEeubKi 31i6HOCTI po3BMHYIUCHE 1O
piena reuia. /10/

[Taras very early revealed, hence, an incredible memory/knew
the entire Psalter by heart/, as well as inclinations for painting
and carving before the age of ten. His talents for carving did not
develop further, but other artistic talents reached the level of a
genius).

Domanyts’ky even uses the word “level”, which may convincingly suggest the
technique of gradual semantic growth. A capable boy, with a good memory, reaches
the stage of an exceptional child with an “incredible” capacity to memorize. The age
of ten 1s the stereotypical temporal sign on the way to naming a prodigy. The biogra-
pher paints his extraordinary physical portrait as a sign of his unusual future. The
authoritative utterer, such as Prof. Rakovs’ky, renders the picture more credible.

The description of the ten-year old prodigy unfolds and duplicates the portrait of
the national poet in his later years. Shevchenko’s self-portrait dating to 1861 is
claimed to be the subject’s personal copy of the so-called “Psychological Self-por-
trait” that was allegedly exhibited in St. Petersburg. This reference to Shevchenko’s
self-portrait may contribute to the atmosphere of trust and veracity that Domantyts’ky
strives to achieve. The references to the autobiographical materials are not unusual for
any biography, and a self-portrait produced by the subject himself is one of the most
credible artifacts. Presumably, the poet saw himself that way and this is what the biog-
rapher chooses to rely upon; this image must be the most authentic. The choice of this
particular portrait is linked to another hypothesis. The biographer introduces a new
mythical layer in connection with one detail of the portrait, Shevchenko’s winter hat.
According to Domanyts’ky’s theory, a hat plays a very significant symbolic role in the
life of the Ukrainian nation. He introduces an entire “theory of hat” or creates an
entire mythical universe around one sign:>7
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[llanka B KWUTTI YKpalHCBKOTO HApoAy TIpae
pOJIIO He TiJIbKU MOKPUTTA TOJIOBM BLJ XOJIOLY
M cnmexku, a U neBHy cuMOOJiyHY PpoOJIO: 11
HaAAraloTh NPU BUKOHAHHI MEBHUX POAUHHUX
Y4 TPOMAAAHCHKMX JOPYY€eHb,0008 A3KiB. /15/

[A hat plays a very significant role in the life of the Ukrainian
people. It is worn not only as a protection against cold or heat,
but as a symbol as well; worn during some family or civic rtu-
als, missions].

He proposes that a hat for Ukrainians is the sign of “power, pride, duty and dignity”.
He comes to the conclusion that Shevchenko’s self-portraits depicting him in his later
years always had this significant detail as a sign of his growing national role:>8

3 Toro ™osxHa 3poOMTU BUCHOBOK, 1O Ha
NEAKUX  aABTOMOPTPETAX OCTAHHbLOTO
nepejagcmeprioro nepiony T. IllleBuenko
MaJiloBaB cebe B LIANLi came TOMY, L0 BBaXKaB
cebe NpyM BUKOHAaHHI 00OB A3KIB HalliOHAJILHOTO
BOYK/IA, HAllIOHAJLHOIO NMPOPOKA,HalliOHAJILHOTO
mecHuka. /15/

[One may infer that from some of the self-portraits from this
later period. Not long before the poet’s death, T. Shevchenko
painted himself with a hat on his head, precisely, because he
considered himself as a performer of the duties of a national
leader, national prophet, and national avenger].

Domanyts’ky adjusts this, another ethnographic and anthropologic myth, the “the-
ory of a hat” to the national point of view. The semiotic strategy of the narrated
episode may be illustrated as:

HAT=symbo! of leadership Shevchenko=national leader

Hat=sign of power Shevchenko=power

hat=sign of duty Shevchenko=performer of a
sacred duty
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The repetitiveness of the verbal signals evokes the didactic discourse of the sermon.
Some Biblical allusions could be also derived from the summary of Shevchenko’s life
that bears some resemblance to hagiography: 39

Tapac llleByeHKo npo¥UB yCcbOro COpPoK CiMm
nit/1814-1861/ cBoi oGpasu Ta Bipmm nouas
TBOPUTU B JBAJUATL N ATL JiiT,ale 3 TOro
Oinbw-menur TBOpUB Bicim ait. /II/

[Altogether Taras Shevchenko lived forty seven years/1814-

1861. His paintings and poems he started creating at the age of
twenty-five, but all in all he created for about eight years).

The subject, likened the ancient saints from Biblical stories or hagiographies, “cre-
ates” or “performs miracles.” The biographer stresses that only eight years out of
forty-seven lived by the subject, were the years of true freedom and creativity. This
temporal motf intensifies the subject’s miraculous power; he performs highly heroic
deeds 1n a short period of time.

Domanyths’ky also divides the same period of Shevchenko’s life into seven stages,
and all of them are summarized into eight years of miracles, which include the glorifi-
cation of Ukrainian ethnographic traditions, exposure of enemies, creation of the
Ukrainian literary language, and devotion to Orthodoxy. All these heroic deeds are
supposedly possible due to his miraculous powers. The subject, a fairytale giant, a
genius, a saint and a miracle worker is transformed into a national god, the founder of
the special science of “nationology”, “the ethnopolitician” and an oracle.

Domanyts’ky’s subject inherited all these gifts partly from his people, partly from
his Church. The biographer maintains that Ukrainian Orthodoxy is the dnving force of
Shevchenko’s spirit:®V

Bin ©Oys wmupuit CcHUH TnpaBocJaB’ A
YKpalHCbKOToO,ane He npaBoCJaB A
MoCcKoBCbKkOoro. B noesiax llleBueHka MokHa
3HaWTKH HauTtenaiwi cihosBa npo ,HAPOIHIO
pefiriHicts, 0 3BA3ajlack Ta 3pocJjach
NpOTAroM CTOJITb 3 YCIM YKpalHCbKUM
napoauim nodyrtom”. /35/
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[He was a true son of the Ukrainian Orthodoxy, but not the
Moscow-Russian Orthodoxy. The kindest words could be found
in his poetry about “the religiosity of the people that developed
and became ingrained into the entire life of the Ukrainian
nation’].

The biographer overemphasizes the differences between the two branches of the same
Orthodox Church, Russian and Ukrainian, giving his preference to the latter. He uses
the Church for the purposes of the national myth, despite the obvious contradictions
between the teachings of Christianity in general and Orthodoxy in particular, and his
own mythical evaluation of the world. Nationalism and Christianity are incompatible
concepts, since the very idea of Christianity is basically an anti-national concept with
the philosophy of universal love and brotherhood among all people, regardless of their
racial or national origin.6!

Domanyts’ky seems to be oblivious to the basic Christian message; playing upon
the institutional conflicts, he establishes a mythical division between the branches of
the same Church. The biographer places the Ukrainian Church and State higher than
Russian institutions, regarding the Ukrainian nation superior to the Russian. He does
not miss any opportunity to prove his argument. Analyzing Shevchenko’s poem
Kateryna, Domanyts’kyi criticizes the Russian civic institutions and traditions and
sings a panegyric to the Ukrainian family and morals. The main protagonist of the
poem, a young Ukrainian girl, is seduced and abandoned by a Russian soldier. She is
not seen as a female, a victim of a selfish male, but as a national victim, who symbol-
izes the allegedly superior Ukrainian civilization against the inferior Russian morality.
The biographer reads the poem literally and extends the tragic love story to the con-
demnation of Russian family traditions and morality:52

Orxe llleBuenko _ ne Mopajizatop i He
»IypUTaHuH . BiH nossonf€ 1iBUMHI KOXaHHA 3
yKpaluuem, aJje pimyye CTaBATbCA TNPOTH
KOXaHHA 3 MockaaeMm. B domy piu? Yomy-a
TOMY, Ul0 B YKpPalHCbKOMY 3BUYAEBOMY TNpaBi
ICHYIOTb [y3Ke TrocTpi-TBepli Kapu/cankuii/sa
Hewao0He CcTaTrTeBe CHIBHUTTA NIBUMHU 3
XJIOIUEM, NpA YOMY Ll KAapu HaKNaaalTbhCA
Ane Ha AIBYMHY,aJe HE Ha 11 KOXaHIA.
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Xyoneub-ykpaineub,3naoum ui kapu, Gepesie
CBOIO KOXany AIBYMHY,CTapaETbCA He 3pOOUTH
in  kpuBau. Yywwunui, 3o0Kkpema Mockali,
YKPalllCbKOro 3BUYAEBOTO NpaBa He 3HAIOTh, a
K 3HalTb, TO JIETKOBAXaTb WOro, i K
HAC/IOK JIOBOAATH [AiBYMIY JlO CTauy
~IIOKPUTKKM", ToOTO 10 ,MOpaibHOrO
ocTpakiamy” 3 Goky wijoro sapoay. /19/

[Therefore Shevchenko is neither a moralizer nor a “Puritan.”
He permits a girl to fall in love with a Ukrainian youth, but he is
against the union with a Russian. What is the idea? The idea is
that Ukrainian customs have strict prohibitions against pre-mari-
tal sex between a young woman and a man; punishment is main-
ly directed at the young woman, but not at her lover. A
Ukrainian youth, who is aware of these laws, takes care of the
beloved and would not hurt her. Foreigners, especially the
Russians /" moskali”/ [a derogatory Ukrainian word for
“Russians™] who either do not know or flippantly treat this fami-
ly tradiion, may bring a woman to a disgraceful state when she
1s “morally ostracized” by the entire community].

The biographer interprets Shevchenko’s poem as the denunciation of presumably infe-
rior moral and family institutions of another nation. For him, Ukrainian life, traditions,
civic and family law are regarded as the model of civilized order and harmonious
existence. In Domanyts’kyi’s representation, a Ukrainian man just because he is a
Ukrainian is supposedly incapable of seducing and abandoning a woman, or commit-
ting any wrong-doing. His “higher” moral upbringing would preclude such trespass-
ings. Consequently, the biographer delegates another function 10 his subject or gives
another name to Shevchenko, “the defender of the Ukrainian family law and tradition-
al way of life”.

Domanyts’ky labels the poet’s work as “nationological and ethnopolitical matenial”
and stresses that the poet’s trips to Ukraine in 1843 and 184547 contributed to his
final transformation into a “‘prophet”. Thus, the Ukraine and the Ukrainian poetic peri-

od completed the formation of the “national ideologue™, “national prophet” and
national Ukrainian poet. The theme of “nationology and ethnopolitics”, the neolo-
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gisms created by Domanyts’kyi, repeatedly reoccur in the discourse. The desired
world view, the “nationological and ethnopolitical”, is the biographer’s vision
imposed on the famous subject. His neologism “ethnopolitics” may bring allusions of
notorious and infamous “geopolitics” and trite national mythology.63

The author who sustains the mythical image of the national hero also perpetuates
the myth of the Ukrainian national superiority. His subject is placed higher than some
other national heroes and other nations:%4

A lllesyenko niiicio Oys renieM. Ano.Jon
[‘purop’eB ctaBuTh MHoro Buule llymkina i
Minkesiua. Emanyin Paiic uioo ouinky
nigTeepxkye i craButh llleBuenka nopyuy 3
[ere i llexkcnipom. /65/

[And Shevchenko was indeed a genius. Apollon Hrygoriev
places him higher than Pushkin and Mickiewicz. Emmanuel
Rice confirms this evaluation and puts Shevchenko next to
Goethe and Shakespeare].

Relying on the authoritative opinion of the Ukrainian-born German, by name “Rice,”
the biographer predicts that some day Shevchenko would become the property of
entire humanity. Why was Rice chosen as the authornty on literary luminanes? The
name “Rice” captures simultaneously two mythical viewpoints: the stereotypical rev-
erence for anything Western (in this case German) and the ultimate longing for “our
own”, i.e. Ukrainian. For the biographer, Rice 1s both the “I” of the Ukrainian nation,
and the “Other”, the more seductive voice of the German nation. Paradoxically, the
onomastically alien signal reinforces the most desirable name “our national hero”.

For Domanyts’ky, “national” overshadows “human” and “sharable”. The biogra-
pher, who is the spokesman of the national minority in the Anglo-Saxon linguistic and
cultural milieu exhibits its collective anxiety. The same national minority who
attempts to reconstruct the past lives in an intensely mythical collectively created and
sustained world, and faces the inevitable reality of cultural development with anxiety.
His discourse is a manifestation of the stubborn resistance of a minority to face the
reality of the modern global village. The national poet gives occasion to express the
collective anxiety of the group. Speaking about the past, Domanyts’ky actually directs
his discourse to the imaginary addressee, the Ukrainian group residing in the West.
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Describing Shevchenko’s life in St. Petersburg, Domanyts’ky again returns to the
familiar sign *“hat”, explaining his subject’s preference for the old traditional attire:65

Horo wmect tpe6a posymitu Ttak: Xou #
npuHAs 3BaHHA axagemika IlerepOyp3nkoil
Axaaemii Mucteurs, ane a pociaamnrom/
Besiukopocom/ue €. fl — ykpaineun,namanox
YKpalHCbKMX KO3aKiB i Taxmi e rpizHui
MECHMK-Oopeub 3a BoOJMIO, mnpaBa ¥ Bipy
YKpalHCbKOro Hapoay, Ak ©Oyau 3anopoxui. S
YECHO CHNOBHAK-NPOAOKYI0O yKpPalHCBKY
BM3BOJIbHY CNpaBy, A € NPU BUKOHAHHI LMX
HalioHaJLHUX 000B’A3KIR. /D2/

[His gesture may be understood as: “Despite the fact that I
accepted the rank of an Academician at the Petersburg Arts
Academy, I am not a Russian. I am a Ukrainian, a descendant of
the Ukrainian Cossacks, I am the same angry avenger, fighter
for freedom, rights and faith of the Ukrainian people as
Zaporozhians. I honestly perform and continue the Ukrainian
liberation cause. I am performing my national duty].

While depicting the subject as the benefactor of the Ukrainian national mythical her-
itage, the biographer imposes the twentieth-century rhetoric of the Second-World-War
generation on the nineteenth-century luminary with whom he tries to identify himself,
The passage may be interpreted as:

Despite the fact that I live in the Anglo-Saxon milieu, I have not

adopted their ways, I am still a Ukrainian, a descendant of the

Cossacks.
The sign “‘hat” that attracted the biographer’s attention and inspired his mythical cre-
ativity may be also taken as a symbol of the Old World, group nostalgia, and a visible
reluctance to adopt the ways and customs of the new country.

2 1 ]

Domanyts’ky characterizes Shevchenko as “ethnopolitic”, “nationocrat” and a
“founder of the special science of nationality”. Even his patriotism is presumably
intrinsically national:%
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Bci Bonm [Bipwi] mnepecAKHYTI Trapfuum
yKpainCbkUM natpiotuamom. /67/

[All of them (poems) were imbued with passionate Ukrainian
patriotism].

The somewhat standard “passionate Ukrainian patriotism” is very much reminiscent
of another familiar cliché, Soviet patriotism. The biographer’s lexicon suggests some
surprising resemblances to trite Soviet rhetoric. Sometimes he is aware of his own
nationalistic bias, and as a manifestation of this awareness, he classifies all nationalis-
tic feeling into pathological and healthy. Then the biographer denounces the national-
ism of the “Other” as pathological, or unhealthy:67

lle nauionanism xsopobsiuBMiA, NMaTOJIOTIYHUMH,
a B llleBueHka BiH nNpUpPONHUM, 3IOPOBUM,
mogomoounii-rymanauit. Hema B llleBuenka i
TOTAJIbHOI HEHaBUCTiI OO0 BCiX MOCKaJIiB,94 BCiX
NOJIAKIB, - TAK 3BaHOTO ,IOBiHi3My . Hasnaxw,
BiH MaB Oarato npuATeJiB i cepex NOJIAKIB,
aine 3aBX AU cepen JdiogeH
KYJAbTy pHUX,ryMaHnux. /90/

[This nationalism is pathological, unhealthy, while
Shevchenko’s nationalism is natural, healthy, people-loving,
humane. Shevchenko does not have total hatred towards all
Russians, or all Poles, the so-called “chauvinism.” On the con-
trary, he had many friends among Poles, but as rule among the
cultured and humane people].

Domanyts’kyi’s hero who 1s simultancously a Chnstian martyr, a pagan hero, a

national idol, a semi-Communist fighter of the oppressed, and internationalist reaches
the level of parody. He is also a carrier of a certain ideology, an enlightener, a mission-
ary and a Ukrainian prophet:68

Ykpailncbkuii KHobG3ap wupuThL MiX JI00bMHU
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TBODH, [YMKMU, I11CONOrilo IiHIWIKUX J10J0€eii-
TBOpLiB. /91/

[The Ukrainian Kobzar spreads among people his own thoughts,
works and ideology of other people, creators.]

The biographer highly values “national ideology” and skills of mediating it. The art of
spreading ideas, “educating the masses” (a familiar motif of any propagandistic dis-
course), is primary for Domanyts’ky. The subject’s poetic talent is over shadowed by
the art of propaganda. He distinguishes the two main stages in the making of a nation-
al poet. For him the first stage is the acquisition and popularization of a national ideol-
ogy and the second is the act of writing itself.

Even the name “prophet” which he chooses for Shevchenko implies the prediction
of future national independence and liberation. Domanyts’kyi’s prophet predicts the
future for the Ukrainian nation, speaking as a national god:6?

Bin BicTuTh-npopokye maiibyTne 30kpema
BICTUTb CBOT'O Hapoldy, i JIOAW CJYXaloTh THX
npopouts Ak boxkoro roJsocy, ax bomxoil
nepecroporu. /91/

[he preaches-prophesizes the future, particularly the future of his
people, and people listen to these prophecies as if it were God’s
voice, God’s warning].

His prophet must be a good speaker and in good command of the Word. Unlike
Biblical prophets who speak in the name of God, Domanyts’ky’s prophet,
Shevchenko, speaks in the name of the poet-god whose poetry helps to unite the
nation and promote the national idea.

The biographer provides his version of the prophet’s supermatural deeds that are
performed during special rare moments of ecstasy. The first “miracle” occurs on
Christmas Eve 1846 when the subject amives in Kiev. According to the biographer -
who relies on another author, Kulish - this was the day of birth of the “new prophet”.
Symbolically the transformation of “Kobzar” into a “prophet” took place at

Christmas; 0
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Ce mke O0ys He Kob3ap, a HauioHalbHUM
npopok. BocropikeHoMy WACTAM, HAYKOWO I
noesiclo, MeHi 3gapajiocb MOB OM Iepel HaMu
crajlo cA Te,4q0oro fAo3HaB Ha coOi
BeTX03aBiTHUil nocos ["ocnonens.. /92/

[This was not Kobzar, but a national prophet. Raptured with
happiness, knowledge and poetry, it seemed to me that we wit-
nessed what God’s messenger himself had experienced].

Domanyts’ky leads his subject through the various onomastic stages:

Shevchenko

a peasant

the descendant of Cossacks
a national poet

Kobzar
God’s messenger

The second prophecy was presumably made by the subject in 1860 when the clairvoy-
ant hero predicted the abolition of serfdom. All other dates of important prophecies
are adjusted to 1847 and May and November of 1860, i.¢ the dates of publishing the
poems “Causcasus”, “Message”, and “Prayer”, when the national prophet allegedly
predicted the restoration of the free and independent Ukraine. The latter prophecy is
particularly significant, as it completes the onomastic circle, when the final and the
most desirable name of the subject is uttered. The popular reader is especially anxious
to hear this name, “the national Ukrainian prophet”, and ultimately to experience the
mythical resurrection of the old state.

Much like the Hebrew prophets were used to support the idea of a modem artificial
new state in the Middle East, the Domanyts’ky’s prophet supports the myth of the
independent Ukraine. The popular biographee is eager to hear the heroic parallels
between the two nations — the ancient Hebrews and the Ukrainians — and to emulate
the collective destiny of their modem descendants:”!
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| Bin nuile nexinbKka ncajimin, Hanoao0JI0BaHb
0i0niMAMX npopokis. B nux, manooum 100
JKMIUIBCbKOTO Hapojy, 0auuTh ncpej CBOIMMU
0YuMMa icTopilo ykpaincekoro. /94/

[He writes several psalms, imitations of Biblical prophets.
Depicting the fate of the Hebrews, in those psalms he sees the
history of the Ukrainian people in front of him)].

The name of Prophet given to the biographical subject reinforces the mythical desire
of the popular readers, the intended audience that expects only the retumn of the famil-
iar collectively created myth. The analogy between ancient Judea and modern Ukraine
flatters the collective ego of the group which may emulate the myth of the “chosen
people”. The strategy of heroic naming of the subject contributes to the new mythical
name given to the group “Ukrainians as a chosen people”. The group acquires a new
name through the extreme panegyric 10 their national poet. Shevchenko, thus, not only
receives new names and the elevated status of a national hero, but he also renames his
own people among other groups. Glory to the national prophet is simultaneously glory
to the nation that has produced the hero. The substituaon of symbols or the transfer-
ability of icons takes place. A group is replaced by the heroic individual and the hero
stands for his national community. Ancient communion with the collectively created
deity occurs again in this modern context.

5. 5. Name and socialist myth

The development of post-1917 Ukrainian heroic biography concurred with the major
social upheaval and the creation of a new state founded upon a new mythology,
Marxist and Leninist utopia. Despite those major changes, the new socialist republic
used the genre of the heroic biography as a supporting institution, as did the ancient
polis, the Roman, British or Russian Empires. The atheistic Marxist state adopted
hagiography; Soviet biography replaced Christianity by “passionate patriotism,” and
nationalism reached the proportions of a religious dogma. National heroes were rein-
stated in the restored pantheon of national idols frequently regardless of their social
origin and ideology. The heroic model for the socialist proletarian reader was ironical-
ly a subject representing a “hostile” social class against tsarist military rulers, such as
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Kutuzov and Nakhimov, writers of aristocratic origin like Pushkin and Lermontov,
Turgenev and Tolstoy. The puritanical, Victonan-style portrayal remained.

The old national heroes whose social origin and conflicts with the tsarist regime
suited the mythical image of a revolutionary were particularly welcome. Such heroes
as Shevchenko were notably elevated in the biographical discourse of the post-1917
period. A poet, a former serf, a national martyr, a fighter for the oppressed did not
have to be renamed in Soviet heroic biography; the entire list of panegyrical names
was copied and reused by the new state and new interpreters of the heroic life.

Very frequently critics of the Soviet literary style vehemently attacked so-called
“Communist rhetoric” and its propagandistic tone, not realizing that they also attack
something else: the heroico-romantic discourse which has been appropriated and
adjusted to the new political, social and cultural conditions. The precursors of the so-
called Communist stereotypical judgements may be traced to the pre-1917 biographi-
cal discourse of nineteenth-century Russia. The well-known dispute in Western liter-
ary criticism has traditionally been around the so-called Soviet literary diagnosis of
Shevchenko’s style: was he a realist or a romantic? However, the trite characteriza-
tions of Shevchenko’s literary contribution were initiated long before Soviet literary
criticism and the new socialist state had been created. For instance, the same commen-
taries that would be later ascribed to the proponents of so-called “Socialist realism”
could be also found already in 1889. Analyzing the subject’s work, Ohonovs’ky clas-
sifies Shevchenko as a poet-romantic. The biographer’s perception of romanticism is
based on the contrast with classicism. In his footnote to the label “romantic”,
Ohonovs’ky writes: 72

PomManTtusM B Jaurtepatype OCHOBYE CA Ha
CBeTOr.JiAne 4ygecHoM, GaHTACTUYHOM U €CThb
HAC/NEIHUKOM BEJMKOro 3MaraHHa IKuUTH
IYUWEBHOTO, MEX-TbIM KOJM B KJIACULU3ME
HabJjlonae ca poBHOCTOMHOCTL B PO3BOIO AyLIE

it Tena. /530/

[Romanticism in literature is based on myth, a fantastic world
view and is the outcome of a great spiritual intemal struggle,
while in classicism there is a balance between the development
of mind and body].
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Contrary (o the established popular critical opinion, the label “realist” applied to
Shevchenko is not an invention of the post-1917 critics. One may find it in the nine-
teenth-century biography which has been traditionally associated with the “Soviet lit-
erary stereotypes™:’3

Honu-x noer numyunm cio nepmy 6annsany
ABUBCA CHpaBlellHUM POMAHTUKOM, TO B
npyroi oOaansane »Yronaeuna“/l, 182-187/
HamaraB CA TOrOQMTH POMAHTU3M 3 HANPAMOM
peaIbHbIM. /532/

[When writing his first poem the poet appeared as a true roman-
tic, while in his second ballad “The Drowned” (1,182-187) he
attempted to reconcile romanticism with the realistic trend].

A contemporary reader reading this passage may have difficulty identifying the time
of the utterance and the utterer. Is it the Soviet critic giving the standard analysis of the
Ukrainian national poet? When Ohonovs’kyi speaks about the depiction of the “state,
national and social life” in Shevchenko’s poetry, contemporary biographees and critics
may be misled in defining the time of writing and have trouble identifying the author.

The triad “national, state and social” is a trivial set of obligatory characteristics that
reappears in post-1917 critical discourse. What actually occurred was that a new dis-
course followed, and appropriated the old rhetoric having adjusted it to the needs of
the Soviet reality. Despite the ideological differences between the critics and biogra-
phers of the pre and post-1917 era, certain discursive features remained. The Soviet
society adopted its national poets along with the critical legacy they have inspired.
Nationalism and the national poets were adjusted to the needs of the new state. Even if
some former aristocrats became the idols of the proletariat, Shevchenko, the peasant
poet, was even a more suitable figure for the heroic pantheon of the Soviet saints.

The romantic poet, a former serf, persecuted and exiled in tsarist Russia, who had
been proclaimed a national prophet shortly after his death, was whole-heartedly
accepted as a national hero in the Soviet Ukraine. His life and works in the tsarist
empire were the ideal propagandistic plot for the life of a revolutionary in the utopian
Marxist-Leninist state. The peasant poet needed no addituonal adomments or adjust-
ments to the mythical plot. He was the ideal model of a revolutionary, a fighter for the
oppressed and an ideological ally of the new state. The popularity of Romanticism in
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the Soviet literature, criticism and discourse was not an unusual phenomenon because
the mythical ideal Communist state was largely a product of the romantic conscious-
ness of the past century. The motif of “struggle”, the dream about “equality and jus-
tice” and “paradise on Earth” are mythical components of a fantastic world known
since ancient times and resurrected by the nineteenth-century romantics. The cult of
the “people”, “folklore” and “national myth” are part and parcel of the romantic phi-
losophy which was embraced by the Marxists, socialists, nationalists and national-
socialists. All modem ideologues seem to adhere to the same semiotic model, con-
ducting the dialogue with the group through the nationalistic myth or appealing to the
collective “I”. The national sentiments presented as the manifestations of the deepest
layers of the collective unconscious, appear to be consciously and elaborately master-
minded and collectively controlled by all national groups. The nationalistic myth may
be viewed as the natural creative impulse of the mind to construct simpler models of
reality, to reduce the world to a manageable universe. The desire 1o organize and sim-
plify the world around us has manifested itself in the eternal conflict between homo-
geneity and the motley multitude, uncontrollable variety and tyrannical harmony, the
collective and the individual “I” ‘s. The tyranny of a group, the diabolic power of its
mythologies, have proven to be the successful monitors of collective perception. To
win the group one must appeal to these basic known collective aspirations, which
more often than not seem to be the national and the heroic.

The semiotic signals in the texts of various biographers who lived and wrote about
the same subject in such different discursive conditions exhibit quite astonishing simi-
larity. Which ideological climate and what historical period does the following utter-
ance signify:

[It is in the tsarist regime that Shevchenko saw Ukraine’s mis-
fortune and slavery].

It could have been written by a Soviet biographer, and, yet, the author of the descrip-
tion is Ohonovs’kyi, a nineteenth-century biographer of “the people’s poet”:74

B uapusme suaes omxke llleBuenko npuummny
HenoJe it nesosie Ykpanuol. /553/

Another precursor of later Soviet biographical rhetoric is Efremov’s biography
written in 1914.75 Rich in cliches that are usually associated with post-1917 biograph-
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ical discourse, Efremov’s biography also speaks of “hatred for untruth”(5), “act of
condemning the system of oppression”(6), “love for the pcople”(21). As in numerous
hackneyed portraits of the Soviet period, Shevchenko’s “poetry breathes deep
democratism,” and “the poet blames the social system for the suffering of the people.”
Efremov’s Shevchenko lives to “struggle for a better life founded upon sincere and
fair relations, personal and civic, upon brotherhood and equality among the peo-
ple”(29). Even on his death-bed, the subject of this pre-Soviet biography thinks about
social reforms. His poetry “has become the sclf-consciousness of Ukraine,” and the
“symbol of Ukrainian fate”(36). Instead of the traditional Soviet evil “tsarism.” one
finds the “state centralizer”(36).

The panegyric to the great Kobzar wrtten on the eve of the October Revolution
has an established set of perinanent descriptive features, amazingly similar to the post-
1917 biographical discourse. The romantic rhetoric and poetic devices of the nine-
teenth-century were definitely appropnated by Soviet heroic biography. The key-
words that define the biography-precursor and Soviet biography proper are:

struggle

hate for injustice
battle

persecution
loneliness of a rebel

The romantic lexicon of viewing the world and life was retained by the ideologues of
the Bolshevik revolution, contrary to the assumption that the latter were the creators of
a particular propagandistic vocabulary.

Keeping this fact in mind, let us examine the Soviet biography published by
Maksym RylI’skyi and Alexander Deutch in 1964.76 Their view of the Ukrainian
national poet is another tribute to the familiar romantic cult of a poet which was basi-
cally abandoned by the mainstream of Western biographical discourse and artificially
sustained in Soviet biography. The two Soviet Ukrainian biographers have preserved
the theme of hero-worshipping and the idea of a genius and artist:?’

Generous nature bestowed three gifts on Shevchenko: the gift of
a singer, the gift of an artist and the gift of a writer - of both

poetry and prose(26).
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Their subject is surrounded by the triad of gifts which metaphorically stand for a kind
of trinity. The poet is implicitly called another god who suffers for entire humanity.
The subject is given the name of a unique poet:’8

There probably is not another poet in the world in whose works
can be found such an ardent cult of motherhood and such an
apotheosis of woman’s love and woman’s suffering(30).

The biographers depict the life of a special being, endowed with the triad of special
gifts and a poet who is preoccupied with the cult of motherhood. There 1s a very pecu-
liar metaphoric transference. Christian symbolism, taboo in the Soviet context, may be
still detected in Soviet heroic biography. For instance, the “triad of gifts” may be read
as a substitute for the Holy Trinity and the “pure image of the maiden, the woman, the
mother” may suggest a version of the Virgin Mary. The possible cryptic code sounds
like this: 79

The mother...Among all nations that image symbolizes that
which is most precious and vital to a person, his country.
Shevchenko called his homeland, the Ukraine, his mother. He
dedicated his lines to her, he dreamed of her constantly and
wrote of her gloomy exile, he uttered heartfelt words about her,
declaring that his own fate was of indifference 10 him in com-
parison with that of his country, which was more important to
him than anything in the world(31).

The image of national poet is juxtaposed against the sacred symbol of mother, imply-
ing “country”, “homeland” and “Ukraine”. The sacred and the profane, religious and
secular are united in one mythical territory, the deepest human sentiments are exploit-
ed for the sake of the patriotic myth, which is not solely the prerogative of Soviet dis-
course. The gifted poet is also a saint who lives only for the country’s sake., The hagio-
graphical allusions are invoked by the suffering single poet who “was unfortunate in
his own personal life, and [who] all his life carried in his heart the captivating image
of his first sweetheart”(30). Love for the “pure maiden” and mother-country replace
real love. Shevchenko’s personal life lends itself to the hagiographical plot; his is the
life of a saint and a mythical revoluuonary martyr who lives for the “success of the
proletarian struggle against the oppressors”.
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The myth of a reformed socicty required its own martyrs and divinity figures.
National poets were used to popularize the new utopia. Christian and Communist
myths share many common features; and the most striking is promise of a better
future. Both preach the sinfulness of the present material world and demand sacrifice
in the name of the future. The muse of the national poet, abounding in Christian sym-
bolism, was utilized for the needs of the new mythical world, The new secular society
which allegedly denounced religion transferred the Communist mythical structure to
old religious beliefs. Romantic dreamers and rebels, old and new saints were trans-
formed 1nto the heroes of the socialist revolution or new divinity figures. The old sym-
bols were quite suitable for the new socialist iconology: 0

To preach the truth, that to Shevchenko was his lofty duty. And
he remained true to that precept all his life(63).

A saint living in accordance with prescribed dogma and a poet who preaches truth,
both adhere to the same semiotic mythical model.

The tyranny of belief lies in the imposition of a rigid plot structure and constant
onomastic reinforcement. Each individual sharing the belief submits to the myth-
structure. A Christian, truly observing Christan principles in life, not only supports
religious belief, but reconstructs its basic semiotic premise. A subject, a heroic icon,
reincamates the mythical world and recreates the name-symbol 8!

Shevchenko served the truth as a man, as a citizen, as an artist,
and as a master of the pen, who profoundly understood the
power of words and selected them as his weapons in the struggle
for the happiness of the humble and the oppressed(63).

Soviet biographers mimic the voice of their predecessors and glorify the romantics of
“struggle.” Their poet is named “a fighter™

All those finer traits that are common to Heine, Byron and
Mickiewicz are also found in Shevchenko. He was a truly peo-
ple’s and truly national poet, a poet-fighter, a true revolution-
ary(74).

The romantic notion of a poet-god, poct-prophet and an echo of the world is extended
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to include suitably a “poet-fighter” and a “revolutionary”. The biographers elevate the
name “a great poet” in the light of the name, “a defender of the oppressed’:82

A great poet is the voice of his epoch. The poet may be glorify-
ing the heroic past, but his eyes are always directed forward. In a
class-society which is based on social and class inequality, on
the oppression of man by man, a great poet is always on the side
of the oppressed against oppression(73).

The heroic context of romantic poets, such as Heine, Byron, Mickiewicz, Pushkin
and Shevchenko, 1s replaced by the analogous milieu of revolutionaries engaged in the
class struggle. The saint who sacrifices his life for mother-Ukraine passes the stage of
sainthood and is named “‘a great poet” which also implies a “great revolutionary”.
Consequently, the name of the hero undergoes the following metamorphosis:

eternal being great poet
immortal poet revolutionary
prophet fighter
patriot martyr

saint citizen

artist national poet

The naming strategy provides key concepts for the “map of reading,” a mult-layered
discourse which skillfully embraces Christian philosophy, Romantic idealism and
Marxist mythology. The unifying theme of the triad of these beliefs is the dream about
a better world. Their subject is primarily a dreamer:83

Taras Shevchenko dreamed of a beautiful, radiant life, childishly
pure and artless; but “evil people” profaned, fouled and dirtied
it, and his heart was filled with hatred for them(33).

Hatred 1s not a noble feeling, but “hatred of evil” is presented as a positive, heroic fea-
ture as it mediates the hero’s concem about human condition and destiny. It has almost
a cathartic effect upon a suffering genius. His pure dreams compensate for strong feel-
ings against evil. After all, he dreams about a pure life. Childish purity and concem
about the fate of the world are elements of the mythical heroic structure. The notion of
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the poet’s childish nature is a popular concept entertained by numerous thinkers prior
to the twenticth century. The discourse ends on a romantic note and in an exalted
tone:84

Shevchenko’s works shine bright as a gilding in the sky of mod-
em Ukrainian literature, and they also light up the boundless vis-
tas that lic before Soviet literature as a whole.

Taras Shevchenko, a prophet of the dawn of mankind - that
dawn whose light has begun to shine in our great times - has
joined the galaxy of those brilliant creators and fighters whose
words and whose glory belong to all humanity(79).

Carlyle’s image of a poet as “shining star shedding eternal light” finds its place in
the Soviet biography of the early seventies of this century. Exalted romantic imagery
and tone were sustained, and familiar vivid metaphors were given second life while
the myth of the new world was being perpetuated in a new heroic context. The roman-
tic hero, a poet, prophet, eternal being, has become a hero of our Soviet times. In the
spirit of Carlyle, the two Soviet biographers refer to Dante and his role in the history
of Italian literature, while defining Shevchenko’s role in Ukrainian literature:83

Taras Shevchenko was truly the founder of the new Ukrainian
literature. As Dante did in Italian poetry and Pushkin in Russian,
Shevchenko fashioned a poetical language that was realistically
accurate and was saturated with the imagery, thoughts and feel-
ings of his own people(75).

Konstantin Paustovsky, another Soviet biographer of the poet, chooses a different
approach and introduces the subject’s past while retelling his own biography: his
grandfather, a tsarist army soldier, happens to be the guide to Shevchenko’s life.86 His
stories about military service contain some reminiscences by Shevchenko’s contempo-
raries. Paustovsky’s grandfather is a link between the subject’s past and the discursive
present, as well as a metaphoric guarantor of veracity, which is so much expected in a
biography. Paustovsky begins his lyrical portrait of the national poet with the descnp-
tion of his grandfather:8/
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Jlen moii-cTapblii HUKOMAEBCKUIA COJAAT-J1100MA
norosoputh 0 Tapace lllesyenko. -buisio 370 B
NaBHME BPEMEHa-TOBOPUJ N€l, Korjga Caymu
a,xJonunk, B Opendyprckom kpae. /550/

[My grandfather, an old soldier of tsar Nicholas’ days, used to
enjoy talking about Taras Shevchenko. Once upon a time, my
grandfather used to say,-when I, a young boy [Khlopchyk]
served in the Orenburg district.]

The discourse conducted in Russian still strikes with its othemess, Khlopchyk 1s a
Ukrainian word which carefully implies that the biographer’s grandfather was a
Ukrainian. This sign leads the readers to something other than a traditional biography.
Paustovsky’s grandfather initiates the tale of Shevchenko’s life and the readers are
temporarily in the world of the biographer, rather than of his subject.
Autobiographical materials from Paustovsky’s own past replace canonical recollec-
tions by the heroic subject. Very soon the biographees discover that Paustovsky’s
grandfather was not a contemporary of the famous poet, but rather a teller of apoc-
ryphal stories about Shevchenko. The biographer combines biographical and fairytale
narrative inception to create a new poetic device in the notionally non-poetic genre.

Joseph Collins observes that “stories of individuals’ lives have the fascination for
adults that fairy tales have for children”(20).88 Paustovsky creatively utilizes the
attractive power of both genres to reintroduce the name-symbol. The voice of the
grandfather is the voice of the reliable narrator who tells a presumably true story from
his own life. The biographer decides to comment upon the presented autobiographical
reminiscences, rather than on his subject’s own recollections. His grandfather’s utter-
ances are followed by Paustovsky’s childhood memories™.89

OTU NaBHUE BPEMEHA Ka3aiNChb MHE MOXOMUMMU
Ha PUCYHKM B CTapbiX NMOOYpeBIINX KypHajax.
Oun OblIM TYCKJIBLIMU,BLITOPEBIIUMU, OT HUX
TAHYJIO TOpKOW nJjecenblo. /550/

[Those remote times seemed to me like the drawings in old
brownish magazines. They were dim, faded and smelling of bit-
ter mould].
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The biographer’s voice “corrects” the utterance of the previous character, his own
grandfather. The nostalgic story of an old man is interrupted by the youth’s skeptical
remark. The subject is placed between the family members and the biographer him-
self:

-

Paustovskyfs grandfather Paustqvsky

\—> Taras Shevchenko >

Figure 22.

Instead of directly proclaiming the hero as the cultural legacy of the two natiqnal
groups, Russian and Ukrainian, the biographer chooses the metaphorical route of
naming. His grandfather, on the Ukrainian side of Paustovsky’s family, stands for the
Ukrainian national group, while the biographer himself symbolizes the Russian.?0

Paustovsky, a romantic writer, the most poetic master of prose in Soviet literature,
rejuvenates the biographical genre with symbolic statements and implied names. The
text 1s saturated with secondary meanings; every image has 1o be deciphered in the
light of the “Other”. The biographer violates the canonical temporal order, and after
the reminiscences of his grandfather he does not return to Shevchenko’s childhood or
later years. Instead, Paustovsky leaps from his own childhood into the year 1931,
when the biographer visited the place of Shevchenko’s exile:9!

1 BcmomMHMA pacckasbl jgena M pa3bicKaa B
NyCTHIHHOM TNpUMIMOJEHHOM TOCEJKEe
HECKOJbKO IKaJKMX JepeBbeB. TYCKILIA CBET
noOJECKUBAJ Ha WX BbLITOPAIOIIMX JUNCTbAX.
[leinn  nexana Hal TOpPU3OHTOM-TIbIID
CCBIJBLHBLIX TYCTbIHb, MEPTBbIX COJIOHYAKOBBIX
npocrpadcTe.llo nBopam pesenu o00xe3ablIE
pepOioabl. CofHlle Kas3ajloch Ja3oM CJienoro.

/551-2/
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[I recalled my grandfather’s stories, and found in the deserted
dejected settlement some pitiful rees. Dim light was gleaming
on their buming leaves. Dust was above the horizon-the dust of
the exile’s desert, dead salt-marsh areas. Shabby camels were
howling in the yards. The sun appeared as a blind man’s eye].

The 1image of the “pitiful tree” emerges again and again, reinforced by the image of
dust. “Dust” alludes to numerous familiar metaphors: “‘dust of centuries”, “dust of his-
tory”, “memory dust”, life transformed into dust. The story of Shevchenko’s martyr-
dom is told in the symbolic language of familiar metaphors and allusions. Here in a
place where there is only “dust” and a “blind man’s-eye-sun”, the aging suffering poet
of Ukraine had been wandering through the gloomy desert, his pen and pencil taken
away, only his thoughts free to fly.

The biographer penetrates into the thoughts of his subject, standing by the Kazakh
grave: 72

31€eCb OH Jaymal o0 JeTAX,KaJenlunx
MaJleHbKUX TIITHUL, TOCKOBa/li O CBOEM
~TIpeKpacHOM OeaHOM YKpaune BO Bceil ee
HEMOPOYHOH M MeNaHXOJUYecKod KpacoTe”.

/952/

[Here he was thinking about the children who feel sorry for poor
little birds, was grieving for his “beautiful poor Ukraine,” in all
its virgin and melancholic beauty].

The image of the suffering bard is again introduced through the world of the biogra-
pher. The implied name “the poet of the people” is reconstructed from the memory of
the old soldier, Paustovsky’s grandfather, Paustovsky’s own childhood reminiscences,
and travel recollections in his adult years. At this moment, using the temporal universe
around 1931, Paustovsky introduces into the story the poet’s seven-year exile in the
Kazakh steppe. After this prolonged temporal digression, the biographer finally
approaches the subject’s childhood.

The purpose of this temporal subversion seems to be the required semiotic environ-
ment for the implied name, “the poet of the people”, that is later transformed into the
name-title “martyr”. The word “seven” becomes the key-word leading to another text:
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the biographees/readers are led to Biblical allusions. Paustovsky, standing on the
ancient Kazakh grave, invites the biographees to imagine how the exiled poet may
have wandered through the Kazakh steppe. The Ukrainian poet is implicitly compared
to Biblical prophets and the heroic reference is hidden within the allusions:

Land of the ancient Hebrews
Hero desert 7 years Biblical character
Kazakhstan steppe 10 years natonal poet

The power of intertextual linking creates the heroic atmosphere around the subject,
whose status and image grows gradually. The flight of the biographer’s imagination
places his subject into the heroic context in a very subtle and unexpected manner.
First, the biographical subject 1s referred to as “Taras Shevchenko”. The biographer
refrains from standard introductions, such as “the son of the Ukrainian people”,
“national prophet”, “national genius”. The combinauon of the last and first names
without a patronymic revives the collective memory of the readers who already pos-
sess all the heroic names of the subject. By 1938 the biographees/readers already had
all the necessary heroic associations around the name *““Taras Shevchenko,” thanks to
the ongoing biographical discourse which by that time had reinforced the name-sym-

bol. Paustovsky’s strategy of naming may be represented as:

Taras Shevchenko Biblical hero
and Ukrainian
Ukrainians Hebrews
Paustovsky’s grandfather national hero
Paustovsky poet = hero

The biographer is a writer who shares the same interests and occupation as his subject,
a poet, and identifies with him to such a degree that he views the national hero as part
of his own imagined identity. The underlying idea of the discourse is that the poet, like
any other artist, is a hero. A talented writer locked into the dogmatic ideological struc-
ture of the Stalin era finds a way of expressing his “I” through this biographical dis-
course using it as a shield. Shevchenko’s biography is a pretext for revealing his own
self. From the authorial “I” to the collective “I” and to the historical figure of the past,
such is Paustovsky’s narratological route. The artistic self prevails over the double
tyranny of the despotic ruler and the dictatorial group. He subverts the genre and the
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mythical structures of Soviet society. A human being and an artist is the focus of
Paustovsky’s attention. The heroic effect of a canonical panegyric has been trans-
formed, and the subject acquires more humane qualities through the artistic perception
of the world.

Unlike other biographers in the past, Paustovsky glosses over the theme of suffer-
ing, the obstacles that his subject has to overcome. He finds some enjoyable moments
in the poet’s life that had been usually presented as a story of endless martyrdom:*>

lonpl yuenus B Axazemun XyloxecTB Oblin
cambiM JIETKMM BpeMeneM B xu3Hu LlleBueHko.

/S66/

[loprpeTrnr paboTnl llleBuyeHKkO BCKOpe cTauu
cnasuthca B Ilerepbypre. lloceimanucek
3akasbl. Hymna okonumnace. /567/

[The years of studies at the Academy of Arts were the easiest
time in Shevchenko’s life].

[Shevchenko’s portraits had acquired fame in St. Petersburg.
The orders started to pour in. Indigence ended].

These commentaries provide a positive contrast to the dark pictures of the subject’s
incessant suffering, and thus undermine the myth of martyrdom. Instead, the biogra-
pher points to the peculiar mosaic of human life that contains both misery and joy,
pain and pleasure, recognition and oblivion.

The biographer is ill at ease with the poet’s crown of a martyr and a saint, He
insists on the image of a man rather than a saintly legendary figure. His subject is fre-
quently weak, suffering from mundane insomnia, bored by people, and aware of his
own mortality, This is unusual for the traditional “giant”, “martyr” and the “uncon-
quered Prometheus”, as Shevchenko would frequently be called. Instead of blaming
the social environment that destroyed the poet, the biographer stresses the biological
features, common to the subject, hero and other human beings. “Illness, organism”,
“lack of sleep”, “insomnia”, and “‘exhaustion” are the signals that create the human-
ized antithetical portrait of the hero. The legendary semi-mythical figure is allowed to
be frail, sometimes Epicurean, occasionally depressed, and is finally allowed to die:94
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A depe3 HECKOJLKO YacoB OH Yyie Jexan B
KOMHATe Ha CTOJI€, NOKPLITLIA NPOCTLIHENH,
CNOKOWHBIK M BenndaBblil. ToHkue cBeuw
TPEUlaJn B U3r0N0BbLE U 03apAJIU UIMYUYEHHOE
JAUUO CCBLINBHOIO COJNJaTa W BEJIUKOTO
HapojaHoro nesua. /599/

[And several hours later he was already lying in a room, on the
table, covered by a sheet, calm and majestic. Thin candles crack-
ing by his head and the gaunt face of the exiled soldier and great
people’s singer was illuminated with candlelight].

Only at the very end of the discourse does Paustovsky actually name his subject hero-
ically. Throughout the entire biography, the author refrains from direct names and
transparent signals, withholding them from his readers. Instead of the semiotic whole,
he provides the semiotic parts that have to be assembled together to produce the famil-
1ar or desired name-symbol.

For instance, the standard Kobzar in reference to Shevchenko is never uttered.d
The biographees are given the necessary semiotic signals to recall the familiar name.
While describing the Ukrainian landscape, the biographer talks about “the blind
singers whom only sun and sky could hear”, and the biographees may separate the
desired name from the given semiotic context:

Blind Sun Singer
Kobzar
Shevchenko
Hero
Sign

The oppressive ideological environment stimulates the authorial ingenuity, and the
name-sacred symbol is used for the purposes other than the trite propaganda of patrio-
tism or hero-worshipping. The great “Other” is a discursive mask of the talented “I”
that has no other communicative channel, and the biographical discourse becomes a
secret podium of a thinking being. Paustovsky’s own voice is the voice of a modem
martyr who is able to speak only through the “Other”. Paustovsky hides behind the
accepted name symbol, and creates a cryptic text within the safe biographical dis-
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course. The name-symbol “Shevchenko” stimulates a formation of the special secret
code in which Soviet intellectuals could still function despite stifling censorship and
ideological persecution.

Paustovsky’s biography of the Ukrainian National poet is a double-layered dis-
course, whose deep layer reveals how the oppressed Soviet writer is hiding behind the
trite but safe approved panegyric to the national hero. The name of a well-known and
accepted hero serves as a protective device, shielding the unknown hero of our own
“hard times.” Speaking about the martyr of the past, Paustovsky sings his panegyric to
the herocs of the present whose names may never be known to the majority of the
group. Both the establishment and its silent potential rebels use the name of the hero. If
the establishment needs a hero like Shevchenko to win the support of the group, indi-
vidual thinkers and artists like Paustovsky require some heroic models-shields in order
to survive in their anti-poetic and anti-intellectual state. In both instances the name of
the hero serves the needs of the State, the group and individuals whose desires, dreams
and ambitions are somewhat satisfied through the name of the great “Other”.



Chapter Six

Name, death, and temporal anxiety

Either death is a state of nothingness and
utter unconsciousness, or, as men say, there
is a change and migration of the soul from
this world 1o another. . . . Now if dcath be
of such a nature I say that to die is 1o gain;
for etemity is then only a single night.

Plato. Apology, 40

6. 1. Name after death

Death of a subject is the culminating point in a heroic biography which thrives on
praise like any panegyric. The highest names of praise are given to the subject after
the death-bed scene, the climax of the heroic onomastic progression. Let us retumn to
on¢ of the earlier biographies and follow the transformation of the death-and-name
theme in the ongoing biographical discourse about Shevchenko.

As was shown carlier, Chaly’s subject is a person full of contradictions. He is saint
and playboy, a prophet and a worldly creature indulging in Lucullian delights. The
biographer emphasizes the complexity of the poet’s nature, the wide range of his capa-
bilities, the scope of his emotional expeniences. In other words, his subject 1s not alien
to anything human. Like any other mortal, he commits heroic deeds, and he sins, loves
and hates his fellowman. Describing the subject’s death, Chaly engages his recaders
speculations about its prematurity. Unlike some later biographers who would blame
the tsar, the regime or the poet’s excessive industriousness for his premature death,
Chalyi takes a different approach:!

[lleByenko Obln NJOTHBLIA, CPENHATO pOCTa
YeJIOBEK,KpenKaro, TMNOYTHU KeJe3Haro
30pOBbfi, HO MEPEHECCHHbIE UM CTpalaHUA,KAK
GU3NUECKUE TaK M MoOpalibHbie, a4 PaBHO MU
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HEKOTOPbIA 3710yNoTPpe0JeHUA YI0BOJbCTBUAMM,
OYEeBUIHO, HE€ MOrJIM CcnocodOCTBOBATH

nojroseuvio. llpupona He TepNUT HaCUIUNM...

/183/

[Shevchenko was a robust man, of medium height, with strong
almost iron health; however, all the moral and physical suffer-
ings that he endured, as well as some overindulgence in earthly
pleasures, obviously were not conducive to longevity. Nature
does not tolerate violence).

Consequently, his subject dies prematurely, but naturally, having sinned and suffered,
abused his body like the rest of us. His death is presented as a natural event. Unlike
other authors of heroic biographies, Chalyi neither exaggerates the poet’s last suffer-
ings, nor describes him as a stoic.

His subject experiences pain and discomfort, but the description has no aggran-
dizement, no exalted pathos of a traditional panegyric. The sick man dies simply and
quietly; a glass of tea with cream is his last wish. The next episode is a church cere-
mony and remembrance of the name of a man and poet:2

Bce coeamuunuch OpaTcKu B OOHY TeyYalb, B
00HO Bo3abixaHue. [leyanbHbie M cpayKeHHBbIE
ropem, npubIMKAIUCL K HeMy OIWH 3a
IpYrUM [ipy3bd, 4TOD Hal CBEXUM €IUE TEJOM
yCcolnuiero Bbl CKasaTh ero 3acnyrn. Kawablid
M TJiakan v panoBalcA,caylias nyoJiMuHyIo
OLUEHKY T03Ta U Yenoseka. /186/

[Everybody in a brotherly way united in one grief, in a single
sigh, saddened and overwhelmed by. One by one his friends
approached him, to honor the deceased, whose body was still
warm. Everyone was crying and rejoicing in the public evalua-
tion of the poet and man].

The subject’s death and remembrance are separated by the description of his ordinari-
ness, while his heroic significance is achieved with the help of the biographer’s funer-
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al oration. Chalyi, Shevchenko’s friend and contemporary, proclaims his subject’s
name to be immortal. Because of his proximity to the hero, Chalyi is, in some
respects, the best biographer of the poet, but being the his close friend could be detri-
mental 1o the heroic biographical discourse due to the onomastic conflict: the name of
a hero and the biographer’s name in the shadow of the immortal name.3 Is it a coinci-
dence that the onomastic acme is Chalyi’s funeral oration?4

Hak HM cuAbHO TOBOPUAM OBl Mbl O BEJUKOCTU
HalWen MOTEPU, Mbl HE CKAXKEM HUYEro, O YeM
CTOKpPAT CUJbHEE W KpPacHOPEYUBEE He
ropopujio 0bl Ham HeszcmepTHoe uma Tapaca
[llepuenka. CnaBa 3TOro MMEHUM He yMpeT B
noromcTee. OHO OyAET KMTH B HApole N0Jro,
N0ATO U UCYE3HET pa3Be TOJbKO C NOCJHEIHUM
3BYKOM MaJIOpOCCMMCKOW mecHu, a HapoaHaf
necHb He ymupaer. /193/

[No matter how much we would speak about the severity of our
loss, we should not say anything; the immortal name of Taras
Shevchenko would speak a hundred times stronger and more
eloquently than we could.

The glory of this name will never die in posterity. It will live
among people for a Iong, long time and will disappear only with
the last sound of the Little Russian song, songs of the people
never die].

Chaly was fortunate enough to have the opportunity to glorify the name of the nation-
al hero, and simultaneously write a heroic page into his own biography. The immortal
name of the hero shares some of its heroic meaning with the biographer, a living wit-
ness to the heroic deeds of the subject. His panegyric to the poet is partly a praise to
himself. The name-symbol, the property of the group and the achievement of the
“Other” cures it from its anxiety.

The greatness of his hero lies in the impact of his name alone. His subject’s name is
the abbreviated summary of various cultural signs, such as *“poet-god”, “poet-prophet”,
“poet-national hero”, “poet-fairytale giant” and “poet-social anomaly”. The subject’s
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death brings to the surface all these collectively created symbols. Having described the
end of an ordinary life, Chaly depicts “another death”, the death of a hero:’

[lepBblii NMO3T YKpauHbl, NOCNEIHUNA €4
KoG3apb, nmocneaHuid TajlaHT, BbILIEIIIUA U3
YVHU3UTENBHOTO g 4eJIOBEYECTBA
KPEMOCTHOTO COCTOAHUA-cKoHyanca. Ha
CMEPTHOM oOJipe NoJYy-NOTYXWIUK B30p €ro
NPUBETCTBOBAJ 30pl0 ocBobowaenua Poccun U
03T, MbICJEHHO 00pallafschb K OCBODOAMTEINIO,
mMor ckasath chaosa Cumeona boronpummua:
,HblHEe oTnyuaemyu paba TBoero, BialblKO, AKO
BUIECTE oun MoM crnacenne tooe!“/186/

[The first poet of Ukraine, the last ‘Kobzar,” the last talent com-
ing out of the condition of serfdom, most humiliating for
humanity died. On his death-bed his half-dimmed eyes wel-
comed the dawn of Russian liberation. .The poet, addressing in
his thoughts the liberator, could utter the words of Simeon who
held Christ in his arms: “Now, Lord, letting your devoted ser-
vant depart . With my own eyes [ have seen your salvation!™]

The obituary presents an abridged summary of a heroic life that gradually reaches its
apogee. The biographer again relives his subject’s ascendance from the humiliating
status of a serf to the heroic standing of a national poet, the “first poet of Ukraine”,
saint, “the Lord’s devoted servant”, and immortal hero. The biographer arranges the
names in such a way that the subject’s life is encoded in various names-symbols, each
and every one of them carrying a special social function bringing in familiar associa-
tions. The first name in the passage “the first poet of Ukraine” implies a highly heroic
status, and suggests a sacred name that never must be erased from the collective
national memory. It is also a name-construct of a highly heroic intensity, “the first poet
of Ukraine”. Each component of this heroic name has an independent semantic force,
which reaching its climax in combination with the other. For the purposes of classifi-
cation let us call it a name of triple heroic force.

Then comes the name “Kobzar”, a name of a single heroic strength, which is fol-
lowed by another strong heroic description: “the last talent that came out of the condi-
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tion of a serf most humiliating for humanity”. “This name-heroic characteristic is a
complex nominal structure as well. The first component of this onomastic unit is the
word “last”, that imparts a categorical statement about the subject. The next compo-
nent unit is the sign “talent”, a highly heroic designation that does not require further
reinforcement. The third component is the name “former serf” which, in combination
with “talent”, carries the heroic onomastic plot further. The onomastic structure actu-
ally contains the story of the rise of the hero:

last talent (hero)
talent (helper)

serf (non-hero)

Figure 23.

The order of heroic names exemplifies Chalyi’s attitude to a name. He reveals his
preference for a “Poet” with a capital “p,” alluding to Carlyle’s theory of the heroic
standing of a poet.

However, unlike Carlyle, Chaly does not attempt to find a new religion; his ‘“Poet-
God” is not placed higher than “Christian Saviour”. Chalyi’s nominal graph exempli-
fies the supremacy of Christian mythology:

God

God’s servant
poet-God

Figure 24

The possible accusations of blasphemy there are corrected by the rearrangement of
signs within the allowable grammar of Christian motifs. It implies that all heroic
actions of the subject, including the subversive writing and protest against the system
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are all equally legitimate actions. The “talent of Russia” and *poet-god” are both ser-
vants of Christ. Thus, both activities are in strict adherence to the official predominant
belief.

Having named Shevchenko as God’s servant, Chaly addresses the collective mem-
ory of the Ukrainian readers and recalls the death of another hero and poet of the peo-
ple, Pushkin. His name is not stated directly, but it may be easily derived from the fol-
lowing:6

B maprosckoii xuuwke Ochosw 3a 1861 rox
noMelleHbl BCe HaarpodHnie ciaoBa 0e3
U3MEHEHUA, B TOM TMOpPAJNKE, B KaKOM OHHU
MPpOU3HOCUJIUCL. Jla HanoMHAT K€ OHe
KaXaOMy YKpauHuy TOT TPYCTHLIM N0€Hb, B
KOTOPbI TaK e€IWHOAYIIHO, Tak OJjiaropoiano
Bbipa3uiaucbh M J1000Bb U YBaKEHUE K
HAPOAHOMY pycCcKomy noaty!/186/

[The March issue of Osnova for 1861 contains all the funeral
orations without any changes, in the same order in which they
were pronounced. May they remind every Ukrainian of that sad
day when unanimous love and noble reverence for the great poet
of the Russian people were expressed].

The biographer of the Ukrainian national poet effectively uses the established cultural
symbols. He flatters the national pride of the Ukrainian nation, having compared
Shevchenko to the great poet of the Russian people, Pushkin. The *“‘sad day” of his
death is honored in an equally respectable manner. Death of the “Ukrainian Rebel”,
Shevchenko, invokes the name of another rebel, Pushkin. This parallelism assists
Chalyi in manipulating the reaction of the watchful censors and no less attentive zero-
degree biographee, or least informed reader, the uncritical receiver of trite stereotypes
who does not possess good reading skills and basically relies on stereotypical collec-
tive interpretation:

death death
Pushkin Shevchenko
Russian hero Ukrainian hero
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liberator liberator
poet of the people poet of the people
national hero national hero

Pushkin’s name, which has become an icon, a symbol of the Russian national identity,
1S used to create a similar identification. This sign is borrowed from the neighboring
linguistic and culwral tradition. Chalyi reaffirms the collective identity of Ukrainians
with the help of the icon of the “Other”, a hero of comparable grandeur. The hero of
the “Other” 1s temporarily introduced into another heroic discourse to creatc a name,
collective cultural property of another group.

Shevchenko is mourned like any other national hero or like the more familiar “poet
of the Russian people”, Pushkin. The communal mourning and collective grief
described by the biographer revive memories of another funeral procession. The name
now belongs to another hero, but the ntensity of feeling 1s similar to the collecuve
sentiments after the death of that known and accepted idol, Pushkin:’

N Ttak, majopocchl, BEJUMKOPOCCHI, TNOJAKM,
MYXYUHBI M KeHWMHb onjakanu Lllesuenka.
B HagrpoGHBIX pewax cjenaHa cnpaBelJIMBaA
OIEHKA €ro JgeATEJbHOCTU. HO BIIOJIHE
OLEHUTCA NO3T-XYyAOKHUK TOJBLKO TOrjga,Korna
Ha cBATOW Pycu Bo3cuAer ,COJHIE TNPaBIbI .
On Obly1 XUBaA NECHb,KVUBAA CKOpOb M NJAYb.
Or 6ocbiIMM HOramMud TNpoOIIEN TO KOJIOIEMY
TepHy, BECh THET BeKa maj ero roiosy. /187/

[Thus, the Little Russians, Great Russians, Poles, men and
women were moumning Shevchenko. The funeral orations had
given a genuine evaluation of his activity; but the true apprecia-
tion of this poet-artist will come only when the “sun of Truth”
will shine on our sacred Russian land. He was its true song, its
real grief and cry. He walked with his bare feet over the thomns;
the entire oppression of our century fell upon his shoulders].
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There is an echo of another text in this passionate and genuine recollection. Pushkin’s
poem la pamiatnik sebe vozdvig nerukotvornyi (I've Erected a Monument to Myself)
comes to the biographees’ mind after Chalyi’s description of Shevchenko’s funeral 3
The Russian national poet forcefully and convincingly predicted his own posthumous
glory and remembrance of his name. Similarly, the biographer initiates the eternal glo-
rification of the Ukrainian poet, Shevchenko, through the prophetic words of another
genius.

Yet Shevchenko’s humble social origin, provides some contrast to Pushkin’s aristo-
cratic genealogy, and contributes even more heightened heroic standing to the poet’s
name. Chaly urges the readers to remember that:?

Bolmemwy M3 MNpocToro Hapoaa, OH He
OTBOpaYMBAlCH OT HUILET bl u
CEPMAYM,HET,OH,HANIPOTUB, W Hac oOepHY
JULIOM K Hapoly ¥ 3acTaBu.l NOJIOOUTb €ero M
COYYBCTBOBATL ero ckopbu. /187/

[Having come from the common people, he did not turn away
from their destitution and coarseness. No, on the contrary, he
even forced us to face the common people and love them, and
empathize with their sorrow].

The death of the “poet of the common people” justifies symbolically social reforms:
and the abolition of serfdom was still the topic of discussion in Russia by 1882 when
Chaly's biography was published. The martyrdom of the national poet, a former serf,
justifies the social and moral necessity of the new law. Here Chaly addresses the mid-
dle class and aristocracy who could again face the conditions of the most deprived
members of Russian society through the death of the “poet of the people”.

A group usually obtains another positive reinforcement of its collective identity on
the occasion of the death of the national hero. This is how thebiographer Maslov
mourned the same subject in 1874, several years prior to Chaly:10

Ho ewe ©Oonee rpycTHOE BheyaTAeHUE
Npou3BeJa 3Ta BecTb B Manopoccum,kotopas c
llleBueHKOM TepAna OJHOTO W3 CaMBbIX
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NMpejaHHBIX W JNIOOAIMX CbIHOB,00HOIO W3
CaAMblX  XdpPaKTEpHbLIX TPpEACTABUTENEH
HAPOAHOCTU U ONHY W3 CAMLIX TAJAHTIWBBLIX U
CUMNATUYHbIX JUYHOCTEH-NIMYHOCTL M03Ta-
XynoxnuKka. CKpPecTHIINCh PpPYKM ,0aTbKa-
Tapaca®,3aMONKANM  3BYKM BoCneBaBliUe
CnasHoe Obljloe Ykpauiibl M NOyuyaBUIME HAPOL
100poMy Nely,pasyMHON [yMe,UCKpEHHEMY
yyBCTBY. /46/

[But this piece of news produced an even more sorrowful
impression in Little Russia, that lost with Shevchenko one of
her most devoted and loving sons, one of the most typical repre-
sentatives of her people and one of the most talented and charm-
ing personalities, the personality of a poet and artist. ‘‘Father-
Taras’” hands crossed, ceased singing - the bard who glorified
the ancient Ukrainian past and taught his people wise thoughts,
genuine feelings and inspired their noble deeds].

Maslov mediates the sacredness of the hero’s name alluding to the name of Christ,
also the “son and father and holy spirit”. The only substitution in the semiotic model is
that the holy spirit is replaced by the national spirit. The death of the national saint is
the occasion to stress his relation to the group, to emphasize the kinship of the national
bard and his nation, as well as to reinforce the established national stercotypes.

According to the grammar of the familiar stereotype about Ukrainians, the group is
characterized as kind, melancholy, industrious, freedom-loving, patient and highly
artistic. Maslov stays within the boundaries of mythical territory when he writes the
following after the poet’s death:!!

[lTo cknany xapakrepa M ywma,Tapac
['puropueny Ob11 ucthldi Manopocc co Bcemu
XOpOWUMU W JYPHBIMU ero KavecTBamu. K
obuleMy  HauuoHaAJLHOMY  XapaKTepy
NPUCOEAUHATUNCH AUYHD A
0COOEHHOCTH,CJIOKUBLINACA NOJ BIUAHUEM €50
MHOroTpyaHoi #usun. /150/
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[By the frame of his character and mind, Taras Grigorievich was
a true Little Russian with all his positive and negative features.
Features of the general national character were compounded by
his personal peculiarities, caused by his hard Life].

The biographer prepares his readers for the most honorary name title “a genuine
Christian”. He repeatedly reminds the biographees/readers that his subject is a suffer-
er. The funeral oration is his last opportunity to recall the tragic life of the poet and to
name his muse “Christian”. He defends the seditious bard, claiming that some harsh
sounds of his lyre were provoked by his incessant suffering in his childhood, youth
and mature age. Nevertheless, the endured sufferings did not embitter the hero; on the
contrary, they made him even kinder with the years. His natural tendemess flourished
in his later years:12

[Ipuponnas nobpora [llepuenka,mon Bavanuem
3HAKOMCTBA C aAPTUCTUYECKUM KPYIKKOM U
nepeloBLIMU  JIIOABMU,NIEpEINa B HEM B
rYMaHHOCTD n COYYBCTBUE K
CTPalaHUIo,KOTOPOE BbIKA3bIBANOCH NPU BCAKOM
ynoonom ciayuae. /50-1/

[The artistic circles and progressive people among whom
Shevchenko mingled favorably affected his natural kindness
which later was transformed into humaneness and empathy for
suffering expressed at every opportune moment].

The biographer reminds the readers at this last moment in the heroic tale that the sub-
Ject’s “generosity was endless”, kindness being bestowed not only upon human
beings, but also every living creature. Consequently, his ideal generosity, empathy and

kindness earn him a posthumous right to be named “a Christian™:13

['oroBHocTs llleBueHka nomorars B Oege
BCAKOMY ©OnWiKneMy BO3BbIluajnach 10
XPUCTUAHCKOI JoOpoaerenu. /52/

[Shevchenko’s readiness to help any fellow man in need was
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reaching the level of Christian virtue].

The martyr comes to the heights of Christian virtue and is given the highest honorary
name. The biographer carries the didactic message of Christianity in his discourse
about the national hero to complete the image of the role model for the entire group.

Being aware of some of his subject’s sins, Maslov, nonetheless, is never critical of
him, blaming his lonely and homeless existence, rather than the individual himself.
Having named him a “Christian”, the biographer has to justify all possible contradic-
tions in character. He claims that a lesser man could have become a real sinner and
fallen completely to evil, while his hero only partly submitted to ““fatal circum-
stances™:14

Bor Te pokoBble 0OCTOATENLCTBA,KOTOPLIA,DE3
COMHEHUA,YKpenuau B opranusme Tapaca
['puropuesnya HecyacTHYIO €1abOCTb,M HYIKHO
elile YIMBIATbLCA,KAK MoOrja YCTOATbL €ro
dHepruyecKkaa HaTypa NpPOTUB COBEpLIEHHATrO
najgeHnsa, Kak OH U He NOTYWUI B cebe
BOOOpaxkeHna M He 3aluJ CBALIEHHATO OTHA
TajlaiTta. /5d/

[Here are those fatal circumstances that undoubtedly reinforced
in Taras Grigorievich’s organism an unfortunate weakness,. One
may only wonder how his energetic nature could resist complete
moral degradation, how he managed to maintain his imagination
and the sacred flame of his talent].

While describing the subject’s sin or his “unfortunate weakness”, the biographer refers
to him as “Taras Grigorievich”. In contrast, both the first name and patronymic disap-
pear when the hero’s virtues are described; then he is addressed by his last name,
“Shevchenko”. The subject’s Christian name and patronymic unite him with all non-
heroes, other members of the group, while his last name imparts to him the heroic
mystery. Consequently, the subject’s name undergoes a peculiar semiosis:
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Subject
hero
poet

Shevchenko Taras Grigorievich
loving son of Ukraine weak individual
artist victim of fatal

circumstances

teacher and inspirauon partial sinner
for his nauon

typical Little Russian L
model Christian < name — metaphor

Figure 25.

The reader’s attention is focussed upon the heroic side of the subject and on his last
name *“‘Shevchenko” which ultimately carries the onomastic heroic mission. “Shevchen-
ko” is associated with the national hero, the great son of Ukraine and model Christian,
while the weaknesses and sins are given to the “Other”, less known individual, someone
who is named ordinarily “Taras Grigorievich”. The Christian name of his subject and
patronymic are doomed to be forgotten, while the sumame is destined to enter the col-
lective memory and be eternally remembered, thus becoming a cultural icon.

The biographer condemns everyone who wants to cast some shadows on the heroic
image of the great poet. The power of the heroic name overwhelms the author, and he
forcibly defends the honorable name of the national hero:13

[Tocne BCEro 3TOro TOJNBKO CKYIHBIE
YMOM,COBEpPIIEHHO 0€3TajaHHble U YEPCTBBIE
CepaleM,coOOCTBEHHAA HU3HbL KOTOPBIX NalleKo
He Oe3ynpeyHa,MoryT OpocUTb B NMaMATb M03Ta
CJIOBOM OCYKAEHMA. /DD/

[After all this, only feeble-minded, absolutely mediocre minds
and callous hearts whose own lives are far from irreproachable
can cast aspersions on the poet’s memory].
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The unknown slanderers are named “Pharisees”, who would have liked (o lower the
new “God” to their “low level”. Finally, the discourse ends on the sacred onomastic
note, with the implied name “Christ” derived from the derogatory names of the
“Other”, the invisible enemies of the crucified martyr,

Four years after Maslov, Piskunov who produced another heroic biography of
Shevchenko introduced the biographees 10 the secret of the onomastic progression. He
enriched the theory of naming paying attention to the death of a hero. Piskunov pre-
sents his death of the subject not only as the last word in the narrative of a life but as
the inception of another life the etemnal living of his name. According to the biogra-
pher, the onomastic acme may be achieved only posthumously. He maintains that,
despite the poet’s popularity, Shevchenko’s name was transformed into a metaphor
only after his death:16

...TOJIbKO no cmeptu llleBuenka nounsanu Bce
BbICOKOE €T0 3HayeHue TOJIbKO N0 CMEPTU €ro
y3Hauu,4yTo Tapac nedcTBuTeNbHO OB 114
YKkpauHues »6atbkom”. /198/

[. . . only after Shevchenko’s death had everyone understood his
great significance; only after his death had all found out that
Taras was truly a “father” for all Ukrainians].

Piskunov expounds his views on the role of death in the onomastic metamorphosis.
For him the meaning of a name may be discovered only after one’s death. It is only
after death that the group may truly evaluate the significance of a name-sign. To rein-
force the grand role of Shevchenko’s name, the biographer relies on the “Other”-a
device that has been so frequently employed by the tellers of heroic life-stories.

In Piskunov’s case this “Other” is allegedly Sekoler, who recalls a very curious
episode to this effect.l” The Serbian Slavist reminisces about one poetry reading when
all the guests were asked to read their favorite poetry in their respective native lan-
guages. One of them read Shevchenko’s poem in Ukrainian, instead of in his own
native tongue, since “he could not find anything more pleasing to his heart in his own
language”.18 If the “Other” so much admires the beauty of Shevchenko’s poetry,
Piskunov has the right and duty to sing a panegyric to the poet. However, only death, in
Piskunov’s view, brings genuine glory and the apogee of the nominal metamorpho-

sis:19
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[lleBueHKO yMep U Korja ropectHas BeCThb
noctirna Yxpaunsl m anmuxoit Pycm,rotdac
YBUJIEJAM,4TO 3TO OblI0 OOWECTBEHHbIM
HecyacTbeM,HapoaHoit yrparow. /210/

[Shevchenko died, and when the mournful news reached
Ukraine and Galician Rus’, it became obvious to everyone that
this was a collective misfortune, a common grief of all people].

If the subject is named “father,” the group acquires the metaphoric description also,
which by the biographees may decipher with the help of the following semiotic pattern:

family ..............> .. nauon as a family

father ............... > .. poet — symbolic
father

any name...........> .. Shevchenko

.. onomastic apogee

onomastic apogee. ..> .
:....death

death...............>.

Figure 26.

The signals “loss”, “tragedy”, “misfortune” and “grief” invoke the standard associa-
tions connected with death.

While recalling the name “father” mentioned eleven earlier prior, the biographees
may reconstruct the intended picture of “loss” and “tragedy”, i1.¢. the national drama.
As a reinforcement of the symbolic name the biographer reports that one young man
in Lvov was 1n mourning, and that there were funeral services in Kiev, Kharkov,
Lvov, Chernigov and Poltava. The descriptions of these funeral services in various
Ukrainian cities create the map of names within the cluster of place-names that recre-
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ate the collective name “Ukraine,” which for censorial reasons might have been
replaced by the toponymic mosaic or onomastic sinsigns, using Peirce’s terms.20

After all, the invisible censor is always present in a biography, and the name
“Ukraine” may have been offensive to the staunch supporters of the Russian Empire.
The toponymic cluster or the implied name “Ukraine” is “corrected” by the onomas-
tic double — Russian Empire. The biographer quotes a letter from an unknown writer
whose name remains a mystery:2!

['pycTHO,HEeBbIPA3UMO T'pPYCTHO,HE MOT'Y HU O
yem ©Oonblie AyMmMaTb. JTO YiKacHo: B
nocnenine ABa Mmecaua AKCaKOB,XOMAKOB W
HakoHell UleBuenko! 3ITO HEeUCTOBCTBO

cmeptul/214/

[It 1s sad, inconceivably sad. I cannot think about anything else.
It 1s horrible: during the last two months Aksakov, Khomiakov
and finally Shevchenko! This is the raving of death!]

Here Shevchenko, the Ukrainian national hero, “father” of the Ukrainian people, is
implicitly named the “Russian cultural treasure” among other Russians, such as
Aksakov and Khomiakov. The location of Shevchenko’s name imparts a different
semiotic effect to the sign itself. Its place next to the two other names-symbols of
Russian culture affects the semantic associations of the “Other,” the name-symbol of
Ukrainian national culture. Piskunov uses this poetic device of displacement as a pro-
tective, anti-censorial measure. The censor would not otherwise agree to the undesir-
able name-symbol even after the death of the national hero.

The symbolic power of the heroic biographical discourse is gans strength in time.
Eleven years later, Ohonovs’kyi would repeat the hero’s name and reconstruct a simi-
lar onomastic apotheosis of even higher intensity. After the subject’s death, the poet
would be referred to as “sacred” and “great” references borrowed from the Scriptures
and suggesting a new name, such as “Father, Son and Holy Spirit:"22

Benukuit wu cBareii  3aser! byan
we,Tapace,nesen,mo Mnl #oro/3anoser/u

HEKOJM He 3BEPHEMO 3 JOPOTH,II0 Thl HAM
npoJIoxuB €. /522/



188  Name, death and temporal anxiety

[Great and holy testament! Be, Taras, assured that we fulfill it
and will never wmn from the pathway that you had paved for us!]

Like Christ who has given men the code of moral principles and a guide to life,
Shevchenko, “Father Taras”, bequeathed to his fellow Ukrainians the pathway of
national development. The description of his second burial also invokes Biblical allu-
SI0NS.

Through Kostomarov, the biographer introduces the national significance of the
sacred sign:23

llle pas 3o06paauch Mbl a0 TeOe,
Tapace,noaaxysatyn tobe 3a BCe,ll0 3pOOUB ThI
IJIA HAac, 3@ MOPKW CJbO3bI,ILO JIMB Thl LEJbIU
BEK CBOIl 3a cBoux geTeir. Jly:xxe MadyTb Oynu
BOHM Na04u,00 cxameHynach BCA YKpauHa,AK
nobaunna ux. CxameHnynach Ta # 3arajgajach...

/923/

[Again we have gathered at your side, Taras, to thank you for all
you have done for us - for all the bitter tears that you have been
shedding during your entire life for all your children. They must
have been very bitter, since the entire Ukraine came to her sens-
es, seeing them. Came to her senses and plunged into a deep
reverie. . .|

Likened to the ancient martyrs who suffered for truth and fought for their people,
“Father Taras” dies for his children, fellow-Ukrainians, leaving them his sacred songs
as powerful as “God’s thunder”. If a goal of Christian missionaries was to unite all
people in love and compassion towards one another, Ohonovs’ky’s purpose seems to
be unification of all Ukrainians, along the sacred Dnieper, and by the banks of the
Dniester:24

N cnpasne npokunynuch, netku Tapacosu,00 i
raiviku Pycunbl, 103HaBUIUCL TNPO CMEPTD
Tapaca 3bABAAAM KAJOOHY TYry MOJOIEKb
HOCUJIA YOpHbl KOKapabl Ha wmWankax w
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MOJIMJAaCh 34 TNOKOM JAYyWle BEJUKOro
rpomaganuna. Torae-to nccue KoG3zaps
3a/1yHaIN KUBOTBOPHOWJYHOIO Hajx Iiectpom

rafnukvm  Pycunbs  npobyiunuce U3
MCPTBEIKOrO CHY i cTany 30eperatu CBATONLE
HApPOAHM OT 3arndenn. /524/

[and indeed awakened Taras’ children, as even Galician Rusyns
expressed their sorrow upon his death: young people were wear-
ing black cockades on their hats and were praying for the repose
of the soul of this great citizen. This is when the Kobzar’s songs
resounded with a quickening sound above Dniester. The
Galician Rusyns were awakening from their deathly sleep and
started to preserve the nation’s sacred legacy from destruction].

The subject’s death provoked another onomastic metamorphosis: the poet, Kobzar,
Shevchenko, the national hero was renamed “Father Taras”, and a *nation’s sacred
legacy”. The inhabitants of the entire Ukraine must remember this new holy name.
The two place-names, Dnieper and Dniester, are used again symbolically to describe
the two main national sub-groups within the same national group. Ohonovs’ky nsists
that the name of the hero is common heritage and property of both sub-groups.
“Father Taras” is buried on the bank of Dnieper; nonetheless, his funeral in the Church
of Christ mentioned several times, carries the message of one united nation of
Ukrainians.

His own version of the subject’s name after death 1s substantiated by the apoc-
ryphal stories about the second life of the heroic name-symbol. People who visit the
poet’s grave have various versions of the individual and his names prior to and after
his physical death:25

A BxKe- B mepekazax Hapojay Tapac
sbobpakae ca suiapem,posiuM Mopo3senkosy,
Heuaesu, I[lanneBu,-0oH-TO CTa€ 3a BOJK
,CEpMMKHOro oy . Jle-XTo Bepye,lo OH KHUE
IOCEJb,Ta L0 3aMECLb HEro MOXOBAHO KOT'OCh
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MHIIOIO,1e-XTO PpO3Ka3ye, 10 €ro TeJjo B
[OpO3€ NOAMEHAJIM W BKpaJIu a Je XTO
rOBOPUTH,I0 OH OyiyYun »XapaKTEPHUKOM
BCTaB HEBMAMMO 3 rpody. /927/

[It goes without saying that in folk-tales Taras is depicted as a
knight, equal to Morozenko, Nechai, Palii Ukrainian legendary
warriors and popular heroes. Sometimes he stirs action for the
freedom of the common people. Some believe that he is still
alive, that someone else had been buried instead. Some say that
his body was stolen and replaced by another. Some say that
being “‘a magician” he invisibly had arisen from the coffin].

The final episode with the familiar resurrection idea renders the name and the bearer
of the name close to Holy Writ. On the other hand, the numerous mythical versions of
the subject’s life, that appeared after his first and second bunal, also resemble the plot
of the Sacred Text. The biographer incorporates the apocryphal naming choices and
associations that could be derived from those legendary names to bring remembrance
to the name of the national hero. The posthumous onomastic effects reinforce the
semiotic power of the panegyrical nominal progression that was being assidiously
constructed during the discursive lifetime of the hero. The onomastic “after-life” is a
special poetic device in a heroic biography whose final goal is to construct a name-
symbol.

6. 2. Name as an occasion for lament

Cultural anthropologists, ethnographers and psychologists studying various funeral
rites have observed that one of the most common motifs in all funeral songs is praise
and exaggeration of the deeds of the deceased. Nikolay Asheshov’s biography, pub-
lished in 1919, is structured like a lament and has preserved many generic features of
the funeral song.26 The biographer initiates his discourse about the dead poet with
Nekrasov’s poem, entiled On the Occasion of Shevchenko's Death. The poem itself
represents an abbreviated biographical digest and a political pamphlet against the
regime which was responsible for the poet’s sufferings and premature death. It ends
with the following rather cryptic statement:27
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Tyr emy bor nosasupgosan: Jusnp obopsanacs
H.A. Hexpacos

[At this moment God was struck
with envy towards him:

His life suddenly ended.
N.A. Nekrasov].

Nekrasov’s “envious God™ who takes the poet’s life away is used as a symbol of mis-
fortune, irony of destiny. The empathy of the Russian poet towards the Ukrainian bard
and “the wonderful man of the Russian land” echoes the folkloric lament traditionally
performed at a funeral. Asheshov introduces his readers to the sad and emotional
ethos of the discourse-lamentation with the help of Nekrasov’s pseudo-lament. This
device enables the biographer to initiate his heroic discourse. Asheshov names the
deceased “the immortal singer of Ukraine and the entire Slavic race”(7). The biogra-
pher extends Nekrasov’s poem-lamentation in a chapter, entitled “Instead of
Introduction.” He confesses to the biographees that he intends to tell a “horrible tale
about the life of a poet, citizen and man:”28

Ha ero pgomw BbNajo CAMIIKOM MHOTO
tepaues. lllexpoit pyko# chimaaucs Ha HEro
3JI0CYACThE,rope,cl1e3bl,0IMHOYECTBO,CHPOTCTB
0,]1I0JICKO€ HEBHMMaHue, M KakK OObI9HBIN yHes
BCeX pbiljlapeid CBODOMBI,-TIOPbMA, CCBLIKA,
3gepenofnobHbie KanaapMbl,0M9M M CKOPIHOHEI
cOOCTBEHHOI €ro MMIEpPaTOPCKOro BEJIMYECTBA

xanueaapum. /6-7/

[Too many thoms fell on his path. Somebody’s generous hand
was throwing at him misfortune, gricf, tears, loneliness, lack of
human attention, and as the ordinary lot of all knights of frec-
dom, prison, exile, beastly policemen, scourges and scorpions of
his highness impenal office].

Asheshov examines the causes of the subject’s death that eventually turned him into a
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martyr, and ends his lament on this heroic note. His poet, a lonely sufferer in life,
acquires a new life after death through his poetry. The traditional lament has been
transformed into a glorification of the poet’s death, which brings him eternal love and
immortality. The genuine lament ends with a promise:2°

[Toka connue cusaer Ha Hebe YKpauHbl U BCEro
yenoseuecTsa,jo Tex nop LlleBueHko m ero
noesua OyNyT »NaHyBaTh B Aymax Jolehn M
10 TE€X Mop ero HUKorjga He 3abynyT JlOIM...

/8/

[Shevchenko and his poetry will never be forgotten. They will
“reign” while the sun shines in the Ukrainian sky and above the
all mankind].

The promise to remember the name of the deceased is the constant motf of any
lament and the embodiment of the omnipresent secret desire of all humans to be
remembered after death. Asheshov’s pseudo-lament is conducted in the spirit of a
Christian burial. The biographer, much like a priest, performs the funeral rite and
promises to the mourners that the name of the departed will be remembered forever.
Instead of the priest’s “Memory Etemnal™ Asheshov, the biographer, utters the same
thought in his panegyric to the dead poet. The sorrowful occasion of death is a poetic
reason 10 express his own “I”, to enshrine his own name next 1o the glorious “Other”.

The biographer mourns the death of another artist and examines the fate of a poet
in general. According to Asheshov, a poet is a tragic figure whose life is plotted by the
“envious God”. The sign “destiny” is the keyword in the discourse, bearsing some
resemblance to the genre of a Greek myth or any legend or heroic tale for that mat-
ter.30 The biography of a poet has some features of an ancient heroic tale. The main
character, the subject, angers some gods on Olympus and is destined to live a tragic
life as punishment for his wrongdoings. Despite the fact that the hero is occasionally
blessed with good fortune, the basic desire of the gods is to punish the hero:3!

Ho cynwsba Illesuenka 6una Bceraa
3J10CY4aCTHOM./26/
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Bedb €10 Onln lllesuenko,a cygnba nam HuM
cMmeniace. /48/

Ho Beab ero 6bin Tapac lllessenko,koTopbim
cyasba Mrpajia,KaKk Kollxa C Mbllubio./S1/

(But Shevchenko’s lot was always ill-starred).
(But it was Shevchenko and Fate ridiculed him).

(But it was Taras Shevchenko, whose Fate was playing with him
like a cat with a mouse).

Reporting each twist of tragic events, Asheshov describes them as the natural outcome
of the poet’s predestination. The proper name “Shevchenko” is employed as a symbol
of a poetic tragic destiny, of eternal suffering and a never-ending lament.

His subject accepts the punishment and his destiny with “Christian humility”. “The
promised second life” of the poet and his name is the reward for his sufferings and
wrong-doings on Earth. There 1s some hidden pleasure 1n the tragic wandenngs of the
subject. Tears are shed from sorrow, and yet there is some secret enjoyment of the suf-
ferings of the “Other”. After all, without the name of martyr there would be no
lament.

6. 3. Poeticity of death

The apogee of poeticity in a biography concurs with the moment of death, and the
heroic biography of a national poet is particularly dependent on the exalied farewell to
the subject. In this respect, the earlier biographies, such as Chaly’s, manifest this spe-
cial feature even more eloquently than the later biographical reinterpretations. He
mourns the death of his beloved subject in the best tradition of the lament combining
the ancient folkloric legacy and the oldest literary artifact of Kiecvan Rus - The Song of
Igor's Campaign.32 Let us compare the two examples of the lament:

flpocnaBna paHo Bor 6parue
niayer B IlyTusie XpUCTHUAHE,NpEN
nHa sabpaine a HamMy

PEKYUYH. ~-(_BETUJ0BE CBETUJ10,CBECTUBLIEE
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U TPECBETU.IOBE BCEH
connue! Bcem Manopoccuu,npel
TENJI0O U KpacHo HamMu Tapac
ecu! Ll eBuenko.

/Cnogo...103:35/

/Yanwiit,C.,197/

[Yaroslav’s daughter early [Here, brothers, Christians,
weeps in Putivl on the ram- are facing a luminary,

part, repeating: “Bright and that has been shining for all
thrice-bright sun! To all the entire Little Russia,

you are warm and comely]. Taras Shevchenko is before

(The Song . . . in Viadimir usj.
Nabokov’s translation)

Like the moumning Yaroslavna, Chaly is lamenting the departure of a revered hero,
and his poetically expressed grief is the last word of a panegyric having a catharctic
effect. All the collective sentiments of the expectant biographee and the personal emo-
tions of the biographer are here. This 1s the moment of expressing the highest authori-
al admiration and love for his hero. “Here the whole sense of the life 1s epitomized”,
as Joseph Campbell says in characterizing the making of a hero.33

Both the departed hero of the ancient tale and the dead poet are likened to a heav-
enly body. Both mourners address not only the deceased and the grieving crowd, but
surrounding nature also. The anthropomorphosis of the landscape is a significant part
of the lament, as one may judge by the folkloric evidence. If Yaroslavna addresses the
river, Chaly speaks to the mountains which must hear his grief. The similarity of the
tone and structure is striking:34

O duenpe [opnl

Ciosytray! Thl KaneBckue,ayra m
npoduJ1 Hecu JI0JBl YKpauHCKHe!
KaMeHbHBbIA TOPbI Buisugure npepg

CKBO3b 3EMJIIO coboio
[lonosenbkyo ThI NPOCBELEHHATr0,po]
jeneAan HecH Ha HOrO BaMm

cebe CBATOCHaBIM MYKa,J1Io0OMBIIATrO
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Hacajabl OO IOJKY YKpauny u
Kobakosa modbumMaro ewo
Bb3JIEJIe,rOCNOI1H B3auMHo. /197/

€,M010J1a1y KO
MHe,a ObIX Hecjasia
K HEMY CJILO3 Ha
mMope pano. /102/.

[O Dnipr, famed one! You have [Kanev mountains, valleys and
pierced stone hills through the Ukramian meadows! You
Kuman land. You have lolled se¢ before of you an

upon you Svyatoslav’s galleys enlightened man, a dear

as far as Kobyaka’s camp. Loll person who loved Ukraine

up to me, lord, my husband and and was loved by her in

I may not send my tears return].

seaward thus early].
(V. Nabokov, 1960, 715:65)]

In both cases the place-names play a very significant semiotic role, intensifying even
more the heroic image of the mourned hero. In the ancient tale the place-name
“Dnieper” marks the geographic borders of the invaded state, while in the heroic biog-
raphy, the place name “Kanev mountains” refers to the poet’s grave, which symbol-
1zes the heart of Ukraine and the mythical and the real geographical centre in relation
to the heroic myth.

The biographer delays the name of the departed hero in the lament, introducing it
with a rhetorical question, “Who 1s being seen off so far and with such great honor?”
In several of similar questions, Chaly stresses that the hero is neither a warrior nor a
statesman, but “Taras Shevchenko”. This last statement summarizes the entire bio-
graphical discourse and the final note of the panegyrical symphony. “Taras
Shevchenko” has become a common name for a new hero-poet whose art is placed on
the same level of significance as military activity, or ruling the state. To glorify the
national poet Chaly traces the heroic past of his nation through the poetic artifact of
the “Song” and emulates the heroic exalted ethos of the tale. The biographer puts
Shevchenko’s name and simultaneously every poet’s name on the map of heroic
names which is laboriously preserved in the collective national memory.

Mouming and recollection of the deeds in life are the permanent discursive compo-
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nents of any burial. The available documentary evidence suggests that many literary
genres have successfully appropriated it. Nevertheless, biography was quite plausibly
the first discursive genre to have benefited from the poeticity of the funeral, since
death and mouming are the final scenes of any biographical plot. One may go even as
far as seeing the funeral as the birthplace of any biography. Since death and burnials
were known prior to poetry and any activity, it is quite logical to assumne that primitive
forms of biography were among the earliest literary genres.

Biographies of prominent individuals and panegyrics to heroes, as their structural
parts, are the most ancient cultural artifacts known to men. The Bible and Sumerian
epos, Iliad and Veda, all contain heroic biographies. Each epic may be considered in
the light of the biographical discourse, with the emphasis either on a single hero, two
or more heroes or on the entire group. It may be a partial or complete biography,
depending upon the length of the plot and the number of the focalized events.

The ending of a heroic life and the accompanying lamentation is the narrative fac-
tor which is common 1o epic, tale, legend, drama, ode, panegyric and biocgraphy per
se. Nevertheless, it acquires a particular significance in the heroic biography. The
heroic biography reaches its acme at the moment of the subject’s death when the
description of human tragedy serves the purposes of the onomastic metamorphosis.
The purpose of mourning in a heroic biography lies in arousing the utmost veneration
of the subject, to make his death a memorable event and to secure the eternal remem-
brance of his name:35

[lpoiinyT Beka,n oTaaieHHOE NMOTOMCTBO ChbIHOB

Masiopoccun yBuauT v y3Haert,kTo Onin Tapac
[llesuenro. /198/

[Centunies will pass and the distant posterity of the sons of Litde
Russia will see and learn who Taras Shevchenko was].

This prophetic utterance reveals the purpose of the entire biographical discursive
enterprise: to remember the hero, “the poet of the people”.

Recalling the events of ancient times and bringing in parts of another heroic story,
The Song of Igor's Campaign, Chalyi facilitates his task of elevating the hero-poet to
the level of a courageous warrior and legendary historical figure. The legendary name
is created with the help of another heroic name. The story of Kobzar's death is present-
ed in the old familiar heroic context, with the visible utilization of another text, its poet-
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icity and onomopoesis. Chalyi very closely imitates the famous Iaroslavna’s lamenta-
tion, and Kobzar's death is moumed in the style of the Song of Igor's Campaign:36

Tol,npeBHMit bopucTen,kpacylouuitca ceabimMm
rosiHamMu csouMu duenp! Tol koMy cyaninoch
HaKoHnell Ha XpebTax CBOMX BOJIH NMPUHECTU K
HaM npax llleBuenka, ckaku Thl HaM O Myie

ceM, [N0OpPOroM 1JA KakiIOro YyKpauHua
{o63ape! /198/

[You, the ancient Boristen, standing in the splendor of your grey
waves, Dnieper! You destined to bring (0 us on your waves
Shevchenko’s remains, tell us about this man, Kobzar, who is
dear to every Ukrainian!]

The place-name, Dnieper, plays the key role and has the identical function in both
lamentations (performed by Yaroslavna and Chalyi in the epic, in his biography of a
poet). Dnicper, the ancient territorial symbol and the mythical signal, carries the
equally important semantic load:

DNIEPER DNIEPER

The Song of Igor's Campaign Chalyi’s biography

epic heroic biography

Kievan Rus Ukraine

struggle for freedom struggle for freedom

against Kumans against the tsar

heroic past heroic present
Shevchenko’s grave

Chalyi’s heroic biography at the moment of mourning the hero exemplifies the
stylistic substrate where various epochs and beliefs merge into one multilayered hero-
ic eulogy.

Chalyi, the man, simultaneously assumes the voice of a female mourner,
Yaroslavna lamenting her husband’s death and the male voice of a priest, performing
the ceremony at the poet’s funeral. The male voice is allegedly the voice of the real
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clergyman, Archbishop Matskevich, whom the biographer quotes. Nevertheless, the
truth of the claim and the quotation is questionable. Is Chaly reproducing the words of
the priest verbatim, relying on his own memory or on others” who happened to be pre-
sent during the symbolic burial of the poct, on May 10, 1861. Regardless of the
authenticity of the reproduced speech, the last words about Shevchenko represent a
highly emotional experience, which is recreated using a complex poetc and narrato-
logical strategy.

Who is the clergyman Matskevich that employs the rhetorico-poetic devices of the
ancient literary monument? One may suggest that the symbolic complexity of the sec-
ond mouming during the second pseudo-burial of the poet in Ukraine could be a cre-
ative combination of various genres and texts done by Chaly himself. Although on
page 197 the biographer announces that he is going to reproduce the funeral oration
by Archbishop Matskevich, there are no quotation marks that would delineate the
boundaries between the authorial and character’s utterances.

Motifs from The Song of Igor's Campaign imparted strength to the archpriest’s
funeral liturgy representing the authorial voice. The ancient legendary past rediscov-
ered in the nineteenth-century biography has various meanings. First, it raises the
social worth of the artist and poet. Second, it creates the illusion of an uninterrupted
historical passage of the Ukraine from Kievan Rus in Igor’s times to Little Russia in
Shevchenko’s and Chaly’s times. Thirdly, it places in the foreground the collective
cultural heritage, folk-art. The depiction of the two burials, in St. Petersburg and
Kanev, manifests the specifics of the romantic discourse and raises the question of the
heroic meaning of the sign in those days.

The entire description of the burial follows the romantic canons. For instance,
Chaly introduces the image of a mysterious lady who puts a wreath on the poet’s cof-
fin. The marginal character of the funeral scene corresponds to the romantic stereotyp-
ical notions about the proper grammar of the funeral:37

Bo Bpema maHuxuabl MexIy HapoOLOM
NpoTUCHYJlach B TJ1yDOKOM Tpaype Jama,
nojloXxvjaa Ha rpo® mo3aTa TEPHOBBLI BEHOK M
ylanujacb KpacHOpeuuBee HaarpoOHBIX CJIOB
BbIpa3u/ia OHA TO, YTO YYBCTBOBAJ KaXXIblii K3
HAac,MpoBO¥aA MOo3Ta-CTpalanblia B MOTUJY...

/192/



Poencity of death 199

[During the funeral service a lady in decp mourning squeezed
through the crowd, placed a blackthom wreath on the poet’s cof-
fin and disappeared: she expressed more cloguently than numer-
ous funeral orations what each of us felt, in seeing the poct-suf-
ferer off to his grave)].

The image of a mysterious lady “in deep mourning”, who was perhaps, a person
important in Shevchenko’s real life, also symbollically intensifies the collective
mourning of a national hero. Her presence and gesture eloquently express the commu-
nal veneration of the hero.

The picture of the coffin itself preserves the spirit of romantic imagery:38

N rpobd nokpblan 4epBOHOIO KUTAITKOIO,KOTOpas
CKOpPO TOTEMHEJA TOJd MOKPbIM J0MKIEBbLIM
CHErom, Kaxk Obl 3HaAMeHya,uTO HeKpacHa Oblja
¥U3HeHHaa OopbOa HapoaHaro neeua Hallero u
HepajaocTHa Obina cMepThb Ha uy:xOune. /189/

[And the coffin was covered by the red nankeen fall, which soon
darkened under the wet rainy snow, as if symbolizing that the
life-struggle of the poet of the people that was never easy and
also that his death in the strange foreign land was joyless.]

The short paragraph duplicates and reiterates the general heroic plot, poeticity and
philosophy of glorifying the poet. The romantic concept of a poet-sufferer is again
emphasized, with the two contrasting colors - red and black - that serve as symbols of
joy and suffering. The biographer is aware of these simplistic associations and most

vivid contrasting tmagery:

RED BLACK
joyful joyless
enjoyment struggle
white snow dark snow
exile native land

The transformation of color on the coffin cover from red to black semiotically sum-
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marizes the sad destiny of a poet-sufferer, who is buried preserving traditional sym-
bolism, even with this persistent reminder and movement towards tragedy:

Sun Cover
Red red

Earth Cover
Black black

Chaly manipulates the basic associations and symbols, separating the body of the
hero from the coffin of a dead man. While the physical body is being buried, the
immortal name-metaphor is being repeated at the same moment; 3

Kak nyu cunbHo roBopuiu Obl MbI O BEJMKOCTU
Halleil MOTEepU,Mbl He CKAXKEM HUYEro,0 4eM
CTOKpaT CUJbHEe W KpacHoOpeYyuBee He
rosopujio O6nl Ham OescmepThHoe umiA_Tapaca
Ulesuenka. CnaBa 3TOro MMeHU HEe yMpeT B
noromctee. OHo OyJeT UTb B Hapoae 10.Iro,
MU MCYE3HET Ppa3 Be TOJbKO C TOCIEJHUM
3BYKOM MaJjlOpOCCUICKOW TNecHW, a HapojaHad
necHb He ymupaert. /193/

[No matter how much we talk about the greatness of our loss,
we will not say anything beyond what can be eloquently said by
the immortal name, Taras Shevchenko. The glory of this name
will not die in posterity. It will live among people for a long,
long time and will disappear with the last sound of the Little
Russian song, and the song of the people never dics].

The onomastic progression and the onomopoesis reach their apogee in the burial
scene. The romantic name-symbol is transformed into the immortal name, national
identity sign. The biographer who leads his readers through the painful scenes of
mourning, funeral and symbolic Kanev funeral, comforts them with promise of eternal
glory to the hero-poet. The name-sign acquires the meaning of eternal life, and eternal
glory. Much like the songs of the people, their poets never die, Chaly assures us that
Shevchenko’s name is indeed immortal. It will live as long as the last folk-song is



Poeticity of death 201

alive. For Chaly, the poet and his nation are one while the glorious name is remem-
bered.

Nonetheless, the biographer departs from his own theory of a nation which,
according to him, represents an organic unity between itself and its revered hero.
Formulating his views, he elevates his hero-poet above the national group. For him,
there is a distinct gulf between a genius and the mediocre multimude. His “genius” may
have some flaws; he may be occasionally weak and sinful, and, yet, he is above the
crowd and beyond its reproach. Such is Chalyi’s dictum. His concept of a hero reflects
the spirit of his time. Quoting Pushkin, Russia’s most revered poet, he finds a serious
and reliable ally who once expressed similar views about hero and crowd: 40

Tonna xagHO YMTAET M CAyllaeT pa3CKasbl o
cinadocTax 3amedaTenbHbix Jioaen. llpwu
OTKPBITUU BCAKOW Mep30CTU,0HA PpaayeTcH
VHUIKEHUIO BbICOKAT'0,0Ha B BOCXWUIEHUU ,OH
Maja,kak 4 Mbl! Bpere noaneubl,oH Manl u
MEp30K He Tak,KaK Bbl,a uHaue“/M3 nucpma
[Mywkuna Basemckomy 1824 r./204/

[The crowd 1s eager to read and listen to stories about the weak-
nesses of the famous people. Discovering everything loathsome
it delights in humiliating great men: “He is as low and loath-
some as we are!” No, you are lying, scoundrels, He is small and
loathsome, but in a different way not like you” (From Pushkin's

letter to Viazemsky dated 1824) (204).]

Chalyi, much like his predecessors, relies on the “Other” 10 express his own views.
The Chaly-Pushkin voice is the voice of an intellectual, which contrasts with and con-
tradicts his own other voice. Chaly, the Ukrainian biographer of the “first Ukrainian
Kob:zar”, stresses the greamess of the subject and his kinship with the nation. Chaly,
the admirer of aristocracy and high culture, supports the notion of a gulf between the
poct and his people. He angrily addresses the group repeating Pushkin’s words: “No
hero is different unlike you, rabble.” This message between the lines may be derived
from the quoted Pushkin’s letter to Viazemsky quoted in the text. This indirect address
creates a secondary discursive line between the biographer and biographees. Chaly-
Pushkin’s voice is the voice of a thinker who expresses doubts about belonging to the
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group. It is the conflict of the two “I” ‘s, the individual authorial “I” and the collective
“I” of the group to which the biographer belongs.4!

This entire digression is necessary to protect the name of the hero after death. At
the moment of the subject’s death Chaly corrects his own unflattering descriptions of
the poet that could have cast some shadows on the hero and somewhat marred the
name-symbol. At the very end of the biography, by the time of the description of the
funeral service, his hero appears as a saint despite the fact that, earlier in the story,
such non-heroic deeds as excessive drinking and some flippant behavior were report-
ed. The distance from the heroic beginning and the ending of the biography imparts
some anxiety to the biographer, who may feel that the heroic image of his subject
needs additional panegyrical reinforcement. Chaly recalls some other facts that refute
his own earlier reminiscences about Shevchenko, the man. Apparently, by the end of
the biography, he realizes that his slighty disparaging remarks about the poet’s “wor-
shipping of Bacchus” contradict the highly heroic description of the subject after his

death. This is why Chalyi says at the end:42

B onpoBepxeHne 4YacTo BCTpeYalOUINXCA B
nesyatTu¥ M B oOuiectBe TOJOCJOBHBIX
o0NMYEeHU M noata B MOPOYHOM
HaKJIOHHOCTU,NpUBEJEM JaHHbIE U CMATYAIOLME
BUHY 00CTOATENbCTBA U3 3aABIEHUN ndl0ael
BIOJIHE 10OCTOMHBIX Bepbl... /204/.

[To refute the unsubstantiated accusations of the poet’s sinful
inclination occuring frequently in the press and in society, let us
provide some data and the circumstances extenuating his guilt,
relying on the statements of the people who are quite trustworthy].

Those “trustworthy” people are Pisarev and Kostomarov. The latter claims that he had
seen Shevchenko in an intoxicated state only once, although he witnessed him con-
suming alcohol many times. Pisarev develops an entire theory of a drunkard. For him,
a genius even drinks differently from other mortals. He regards drinking as some kind
of a social protest. Again the two voices in the biographical narration are the pane-
gyric-confirming structures which are introduced by the praise-anxious biographer
concerned with sustaining the expected laudatory note and upholding the highly hero-
ic image of the poet.
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Unlike Chalyi, who witnessed Shevchenko’s burial and had recreated it in his biog-
raphy, the two Soviet biographers, Ryl’skyi and Alexander Deutch, are for removed
from the subject’s death by 1964. Nonetheless, they also have to report this last act of
the biographical drama. After a century of versions and interpretations of
Shevchenko’s life, they again face the same fact of his life, and the same dilemma in
depicting his death. The two modern biographers, the co-authors of the same biogra-
phy of the national prophet, have chosen to dwell on the most familiar part of
Shevchenko’s death, his monument. It is not the funeral procession and the funeral
ceremony itself that they can authentically recreate; the monument is the only real
artifact that 1s most immediate to the biographers.

In therr representation, the death of the poet is void of sadness. It is a heroic event,
desirable for a person whose name outlives his actual B/0OS§ and overshadows the life
of his own works. The writings of a genius survive long after the author’s death, and
the biographers admire such heroic activity because it brings immortality to the name
of the poet. The awesome evidence of the posthumous life of the hero’s name is his
monument, which the biographers admire and describe in detail:43

Not far from the ancient city of Kiev, on a green hill beside
Kanev, stands the bronze figure of the poet. High above the
Dnieper River his grave-mound rises on the spot where
Shevchenko had dreamed of building a home for himself. The
majestic monument faces the Dnieper and as the motor-vessel
smoothly glides along the silver crested waves, the passengers’
eyes are glued to the verdant hills and picturesque villages, and
to the gigantic statue of the poet lit up by the rays of the sun(8)
(trans by John Weir).

The biographers, writers by profession, remind their biographees and themselves
that writing may prolong one’s physical presence in the world through the remem-
brance of a name. They are impressed by the size of “the majestic monument”, the
chosen place for it, and the eternal aesthetic effect of the gigantic statue on passengers,
pilgrims and poet’s admirers. The authors share with their readers their own reverie at
the place where the hero is buried:#

Truly, a poetic place was selected for the poet’s eternal resting-
place! (ibid).
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Admiration of the poet’s resting-place is the ending of the story about the name
that has become immortal. The complex authorial “I” identifies itself with the great
“Other”. The duet of biographers becomes one single voice of a commentator who
mediates on the destiny of genius, the etemnal glory of his name. It 1s not the hero’s
immortal poems but the recalling of the name that now sustains his eternal life.

The bronze monument shining in the sun over the glittering water of Dnieper is the
reminder of another life, the life of a recognized writer whose name has become a
national symbol. To be remembered or to have one’s name become a sign is the secret
desire of every writer. “The exegi monumentum syndrome is anxiety experienced by
every writer, whose sole advantage over the rest of the group lies in the works which
may assist him/her in overcoming the fear of death and dying. After all, one’s words
may indeed prolong one’s life. The fact that one’s name is remembered 1s the real
proof of the possibility of a second life attained through the name-sign,

The biographers recall that Shevchenko planned his own monument at the age of
thirty, almost seventeen years prior to his death. Does Ryl’s’ky, a poet himself, think
about his own possible death and posthumous fame, or is it Deutch, a less famous
contemporary writer, comparing his own life and future death with those of
Shevchenko, the natonal hero? At any rate the commentator’s duet is the expression
of anxiety about fame and the fate of the greater “Other,” the manifestation of a desire
to possess the name-symbol, to acquire immortality (Girard 1961: 53, 83). Partly, their
participaton 1n remembrance of the heroic name is their own monument to them-
selves, their own names “Ryl’s’ky and Deutch” enduring in the shadow of the icon-
Shevchenko. On the other hand, their mention of the name of the “‘greater hero” stim-
ulates the collective memory of the group by reminding it of the hero and his name
over and over again.

In any biography there is a distinct mysterious aura around the biographer, whose
authorial voice leaves a certain room for speculation about the unknown (Bakhtin,
1962: 50-64; Voloshinov, 1962: 73-97). According to Leon Edel, the biographer writ-
ing about the “Other” reveals as much about himself as about his hero.45 The biogra-
pher’s point of view may affect the attitude of the biographees to the subject. The
biographer knows and anticipates the desires of his biographees who would like to
recognize their own “I” in the hero and in the biographer. The biographical discourse
1s initiated as a mysterious enterprise and ends as a discovery of the identities, a dis-
course-relationship, which may leave biographees either content, enamoured or indif-
ferent. The heroic biography is a much more predictable discourse-relationship, since
by the virtue of its purpose it has to preserve the aura of praise, admiration and love.
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The nature of a heroic biography predetermines its main focus on the subject, while
the biographer is never meant to be completely understood. If biographer’s voice is
always in the background, the biographical duet of Ryl’s’ky and Deutch has surely
another discursive dimension.

The interpretative powers of the readers/biographees have to be applicd with dou-
ble forcefulness. The awareness of some unknown “Other” behind the commentator’s
voice 18 a new challenge to the biographee. The reader loses his usual confidence, and
the biographer’s complicated identity deprives him/her of canonical trust. Which of
the commentaries refer to the famous poet and which to lesser known biographer and
literary critic? This discursive duality rejuvenates the discourse. Dual authorship is the
outcome of the merging point of view, a discursive contract, undertaken under the
same heroic name and with a promise of the same emotional experience. The shared
temporal anxiety and aecsthetic pleasure around the death of the hero result in the
invisible performance of the two speakers whose voices merge into one.

There seems to be such a harmony between the two biographers that the image of
the subject does nor bear any traces of their dual authorship. The biographees may
never discover the significance of each respective contribution, cach vocal part. The
order of their names may suggest some distribution of functions. Ryl’s’ky who is
named first, is presumably the leading authorial voice in the biographical duet.
Nonetheless, it is the poetization of the death of the hero, expressed through the medi-
tation by Shevchenko’s monument, that fuses the two voices into one.

6. 4. Name and the ‘“Other” time

Clarence Manning “recalls” the name of the Ukrainian hero in 1945, the period when
the alliance with “mysterious Slavs™ had o be explained to the North American public
en masse and Slavic heroes had to be introduced in the American context.4¢ The biog-
rapher interprets the life and heroic personality of the “great Slavonic poet”
Shevchenko in terms of the familiar, the American Revolution and American cultural
mythology.4” The nineteenth-century poet is presented as a part of local history. The
rhetoric of the popular American media affects this new image of the Ukrainian
national hero who is named next to Peter the Great, Napoleon, Pugachev, Pushkin and
the Decembrists. The author draws some parallels between Russian, Ukrainian and

American history:
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It comes as something of a shock to realize that the Zaporozhian
Sich, long reduced to only a shadow of its past greatness, was
not destroyed until 1775, and the last vestiges of the Hetmanate,
which had been practically tumed into an aristocratic regime,
were wiped out in 1783 when the territory was divided into gov-
emments and ruled on the Russian pattern. Thus so far as
Ukraine was concerned, the final extinction of the old libertics
came precisely at the period of the American Revolution(1).

Ukrainian and Russian history is viewed as the precursor of the new American soci-
ety. Shevchenko’s is presented as the defender of the “old liberties”, while America,
the biographer’s native land, is the new heroic territory, so that the subject is nearly the
aftermath of the American Revolution. Manning suggests that the historical events
preceding Shevchenko’s appearance were allegedly a result of the American influ-
ence: ¥

On the positive side the successful revolt of the American
colonies and the establishment of the Republic of the United
States left a deeper imprint upon European thought, even in the
East of Europe, that we usually think(1).

What was the “decp imprint” of the American colonies? For Manning, Shevchenko,
the poet of Ukraine, appeared as the result of the American heroic history, the
American Revolution. Manning goes even so far as labelling the event as “the deep
driving force for entire Europe”. In the light of this semiotic context the name of the
hero undergoes the following stages:

TARAS SHEVCHENKO

GREAT SLAVONIC POET
MYSTERIOUS SOUL

ECHO OF AMERICAN REVOLUTION
THE SYMBOL OF NEW LIBERTIES
NEARLY AN AMERICAN HERO

Manning rearranges the temporal universe in such a way that its temporal layers
are superimposed one upon the other. The occasion of recalling the name of the great
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Slavonic poet is also the occasion of celebrating the American myth, glorifying
American history, and singing a panegyric to the “land of freedom”. The history of the
Ukraine and Russia is presented in the shadow of American history. Manning unites
various temporal universes, different linguistic and cultural traditions, simultaneously
exploiting the patriotic feelings of several groups. The Ukrainian poet is placed on the
same heroic level as a hero of the American Revolution. This heroic prelude appeases
the most uninformed popular reader who has to be prepared to accept the hero of the
“Other”. It is for him that Manning invents the temporal link between the two histori-
cal periods.

On the other hand, there is another addressee to whom Manning says the follow-
Ing:

As an artist and a thinker Shevchenko deserves the sympathetic
knowledge and understanding of the entire civilized and demo-
cratic world. He deserves it as the representative of his people, a
nation of forty millions who have so far failed to receive that
independence for which they have struggled(1).

The “hero of American revolution” is now the leader of the new American followers
and deserves the support of the “civilized” democratic world. The biographer reveals
the “continentocentricity” of the representative of the New World, which measures the
historical life of other cultures in terms of their own and only their familiar symbol-
ism: independence, democracy, anti-monarchy and colonies.’! Despite the fact that
Shevchenko’s name 1s worthy to be remembered by the “entire world,” this world is
circumscribed by the geographical and mythical boundaries of the American conti-
nent: 2

He is one of the great poets of the nineteenth century without
regard to nationality or language and his fearless appeal to right
and truth and justice speaks as eloquently in the New World as it
did in the Old or in the little village where he was bomn, in the
city to which he was taken, or on the treeless steppes to which
he was exiled(Intr).

The dichotomy of the two worlds, old and new, two kinds of liberties and 1deas create
the specific heroic ethos of the biography. A writer in the New World writing about
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the poet of the Old World is still committed to the glorification of the American past.
The American reader may easily recognize the heroic icons of established local dis-
course: “independence”, “injustice”, “revolution”, “colonies”, “dream”, “choice”, and
“pursuit of happiness.”

Ukraine, the distant land is made more familiar through these popular American
signs applied to the new context. The American biographee may be more receptive to
a nation in process of achieving similar goals, rather than to an oppressed group of
peasants and former serfs. Manning insists that the representative of such a nation
deserves remembrance indeed.

For Manning, history is the movement in quest of liberties bringing the utmost
prosperity. The year 1812 symbolizes the end of liberty, being oblivious to the chrono-
logical order; his Napoleonic war precedes the Pugachev uprising and the Cossacks,
and Peter the Great succeeds the Decembrists. The romantic and metaphoric descrip-
tion of the history of the “Other” replaces the traditional chronological approach. Out
of this metaphorized view of the Russian and Ukrainian history comes Manning’s per-
ception of the Ukrainian national bard who assums the role of the American pioneers
by “putting a new modemn Ukrainian literature on its feet”. A great hero of the “Other”
is likened to American pioneers conquering new frontiers. The American biographees
could not fail to recognize this hero in such a poet of Ukraine.

Manning rearranges the subject’s biography to the needs of his group, and its time.
The theme of prosperity permeates the poet’s life even when the reality of
Shevchenko’s tragic life resists it. For instance, despite the fact that the poet’s ances-
tors were serfs, the American biographer writes:33

The old man must have been a superior type of peasant, for he
had seen to it that his son Hrihori Shevchenko had been taught
to read and write. The son was a prosperous serf at a time when
his prosperity could bring him few advantages, and he constant-
ly sought for a new and better life on the estates of his master,
Vasily Vasilyevich Engelhardi(8).

The semiotic map of the myth-adjusted description suggests the following:

superior type of peasant
literate
son of a prosperous serf
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constantly seeking better life
almost an American pioneer

Consequently, the future national poet is born into a family which is prosperous also,
judging by the biographer’s presentation of their family roots. The ethos of optimism
1s reinforced by the decorative descriptions of the poet’s place of birth, the village of
Kirilivka (Manning's transliteration);34

Kinlivka was a typical large Ukrainian village of the Right
Bank. It was a fertile region with an abundance of orchards and
frunt trees and gardens. Picturesquely located, it seemed a real
paradise, but beneath the charming exterior, the institution and
the practce of serfdom made the village for its inhabitants a per-
fect hell, where all kinds of evil and injustice prevailed and
where the hours of labour demanded by the master made life
almost impossible(9).

Manning 1s forced to acknowledge the hell of serfdom on the one hand, but on the
other hand the picture of paradise prevails. The myth of success underlics even the
description of the poet’s place of birth which is presented as a picturesque and fertile
land of plenty.

Despite the tragedies in the subject’s life, the biographer does not regard
Shevchenko’s family and life as poor and disadvantaged. Neither does he view the
state of serfdom as a crucial obstacle to the poet’s happiness. There 1s a motf of “vic-
tory” and “success”, and energetic search for a better life. Having labelled the poet’s
father as ““a proserous serf”, Manning denied his son the status of a martyr, the future
national hero. He tries to depict Shevchenko’s tragic life in lighter colors; the
American myth of “pursuit of happiness” affects his interpretation of the poet’s mis-
ery. He appropriates the popular poetic rhetoric of American society and applies it to
the nineteenth-century life in Ukraine. The modern terms, such as “institution”, and
“forced labour”, traditionally used in connection with Soviet society, are abundant in
Manning’s biographical discourse. The temporal shift in the choice of poetic descrip-
tions mitigates the negative effect of the meaning they carry. The image of prosperity
prevails in the biographer’s report about Shevchenko’s early years, for the picture of
paradise precedes the description of evil and injustice of serfdom. The biographees
will focus their attention on the positive message, since it comes first. The memory of
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paradise is still present when the picture of the oppressed serfs follows that of the pic-
turesque Ukrainian countryside, for the biographer is aware of the selective feature of
discourse processing.3d

Afterwards, the teller of the heroic tragic story has to accept the unsuccessful pur-
suit of happiness. Despite his natural gifts, the subject fails to achieve genuine suc-
cess. The poet’s imagination gives rise to dreams that are never fulfilled; he makes
wrong choices and sets himself unachievable tasks. Manning suggests that his hero, a
poor reader of the social text, cannot map his own road to happiness. The talented poet
appears to be totally unable to understand the people around him, which is disas-
trous: 76

Her charm and beauty completely fascinated the poet and sull
saddened by the rebuff of Kharytia, he decided to marry her. He
had her taught to read and tried to educate her. The girl respond-
ed quickly but it was soon clear to all, even to Shevchenko, that
she was hoping to marry him only to get to Paris and to move in
society. This completely broke the poet’s heart and he began to
feel that his chances for a happy married life in Ukraine were
doomed never to be realized(33).

His choice of the object of his love is just another example of the poet’s mability to
understand the world around him. He chooses a woman, who becomes another unful-
filled dream, since he takes her for another type of human being. Manning’s subject
lives in the world of imaginary characters, wrong perceptions about reality, and
impossible dreams. This consequently brings disillusionment and the story ends tragi-
cally.

The hidden motf of “poor choice” is a transition from rich endowments to poor
adjustments. An idividual who is born into a fertile land and the family of a prosper-
ous serf, allegedly fails to achieve happiness owing to his own incorrect choices and
partly because of malicious fate. Nevertheless, the contemporary theme of “control-
ling one’s destiny” dominates the fabula of the discourse. The subject’s failure is
explained as lack of control and reasoning in the struggle for liberty. The “mysterious
Slavic soul” of the poet symbolizes the entire myth about Eastern European mystery
and 1is contrasted with American energy, the American successful pursuit of happiness
and victorious struggle for freedom. The new liberties and the New World victoriously
parade before the unsuccessful life of the nineteenth-century tragic figure. The new
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temporal universe is superimposed upon another time, different history and more
complex biography.

The tone of the discourse is still heroic, although the hero of the “Other” is forced
into the alien heroic territory of modern industrial progress and success. The heroic
ethos of the two national groups is put to the test by the loyal American biographer
who cannot overcome the required submission to the group and loyalty to American
group mythology. The hero of the “Other” cannot, after all, be above the group to
whom he/she is presented.

6. 5. Name as onomastic drill

To sustain the name-symbol in the collecuve memory of a nation the name must be
constantly repeated to the group. The task of the later biographers lies in “drilling” the
familiar sign lest it disappear from the discursive horizon. Leonid Novychenko’s ver-
sion of Shevchenko’s life has precisely this kind of a task. After so many identical
descriptions in the past, the modem Soviet biographer merely records the onomastic
experience of the past. The *“drill” begins with the familiar gallery of heroic names,
such as Byron, Shelley, Goethe, Pushkin, Lermontov, Mickiewicz and Petofi, and the
subject’s name:>7

The great Ukrainian poet Taras Shevchenko may be placed in
the rank of these giants. He was a singer of freedom who, in
defiance of his grim time, said bravely and simply in his
“Testament™:

Oh bury me, then rise ye up

and break your heavy chains (5).

Note: (trans. by Teresa Polowy)

Novychenko, like many of his predecessors, expresses the same point of view, and
reiterates the concept of the “great poets”, that is forged by “great ideas and turbulent
times”,

What he calls an “inspiring time” is represented by the barricades, the Napoleonic
Wars, and the Communist Manifesto, and his list of heroic names ends with Marx,
Lenin, the Decembrists and Herzen. The propagandistic post-1917 Soviet rhetoric is
superimposed upon this biographical discourse. If Manning’s Shevchenko was treated
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as an American pioneer, fighting for liberty, Novychenko’s national poet is presented
as a revolutionary, fighting for Communist ideas. It is not incidental that the famous
panegyric to the poet by Ivan Franko is chosen as an epigraph and the first onomastic
statement in the discourse:>8

He was the son of a poor peasant who became a master in the
realm of spirit. He was a serf who became a giant in the realm of
human culture(4) Note: (trans. by Teresa Polowy)

Therefore, the modern onomastic drill begins with the following set of names given to
the hero:

SON OF POOR PEASANT
MASTER

GIANT
REVOLUTIONARY
ROMANTIC

NATIONAL POET

The heroic prelude ends with the known and expected name “the founder of
Ukrainian national literature and language™:9

The real voice of the Ukrainian people was not heard untl the
brilliant works of Shevchenko, who was destined to become the
founder of the new Ukrainian literature and its main philosophi-
cal and acsthetic traditions(13).

Prior to introducing the subject, Novychenko reminds the biographees that the name
of the hero had been constructed throughout the century of the “propaganda of the
working masses”, by uninterrupted heroic discourse. He adds to this onomastic pro-
gression a new name which was constructed under the impact of the post-1917 events.

When the actual life-story begins, the biographer presents it in the trite manner of
the classical panegyric that had been repeatedly built around the name of the poet. The
subject is bom 1n the ancient land of Kievan Rus, amidst the memories of battles
among the “steppe nomads and inroads of Batu Khan’s hordes”, Cossack armies and
wandering folk-singers, Kobzars. The story of the legendary past of the nation pre-
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cedes the life-story of the hero.

The hero is born into a poor family of a serf, but is endowed with talent that will
eventually help him to eam the name of a “giant”. The dying father’s prophecy, that
had been reported in nearly every biography!8 and became the constant biographical
motif, supports the hagiographical plot structure of the hackneyed heroic narrative.
The subject is seen as a direct heroic continuum even at the tender age of nine:®

Hiding from his stepmother in weeds, he sewed together a note-
book from scraps of paper. He filled the margins of the notebook
with designs, and as he sang and cried bitter tears, he copied into
it psalms of the 18th century Ukrainian philosopher and poet
Hrihoriy Skovoroda, and his favorite folk songs(16) (trans. by
Teresa Polowy)

Thus already 1n his childhood, the subject 1s placed next to the Ukrainian philosopher,
Skovoroda, and later he is compared with Lomonosov and Gorky.

Even his first love for a Polish girl is depicted as another stage in his heroic ascen-
dance. Dziunia Gusikowska is presented as a connecting link between the progressive
Western European poets, higher Polish culture and the poor Ukrainian serf. While in
the Academy of Fine Arts, the “recent muzhik” surpassed many of his classmates who
had enjoyed a “completely content and satisfied youth”, Novychenko states. His
social and intellectual rise is marked onomastically, i.e. by the list of various names
important in the musical world to whom the poct had been exposed while 1n St.
Petersburg:®!

He mentions the names of Beethoven, Haydn, Mozart, Weber,
Bortniansky, Rossini, Mendelssohn, Liszt, Glinka, Donizetti,
Meyerbeer, Chopin, Paganini, and Schubert(24).

Those names of leading composers create a saturated semantic effect around the name
of the subject, and are followed by a list of literary luminaries:52

Mentioned incidentally in connection with other details in the
narrative are books by historians, art critics, and travellers,
among them The History of Ancient Greece by John Gillies,
Travels of Anacharsis the Younger in Greece by Jean-Jacques
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Barthelemy, works by Varsari, Gibbon, Michaud, Lelewel,
Dumont d’Urville, classical works such as Homer’s /liad,
Ovid’s Metamorphosis, and Plutarch’s Lives, the works of
Shakespeare, Defoe, Richardson, Goethe, Scott, Goldsmith,
Dickens, Washington Irving, Byron, Hugo, Mickiewicz,
Zhukovsky, Khemnitser. . . The young Shevchenko was as
enthusiastic a reader of Russian writers — Pushkin, Lermontov,
Gogol, Krilov, Griboyedov, Baratinsky, Karamzin and Rileyev —
and followed every step of the rising Ukrainian literature, literal-
ly devouring works and material on Ukrainian history, which at
this time were rare and far from accurate in detail.(24)

The list of these heroic names-signs marks not only the progression in the education
of the former serf, but also his own elevation on the literary horizon. The biographees
are bombarded with forceful onomastic signals that are intended to clevate the
Ukrainian hero, placing him in the universal iconic context. Following this intense
nominal “drill”, the name of the subject is finally included in the heroic Western
European environment. The Ukrainian national hero is ulumately placed among the
accepted and recognized heroes of other nations.

Flirting with the ideas of “proletarian internationalism” and simultaneously
exploiting the national sentiments of the group, Novychenko places his hero in
between these two mythical worlds, i.e. the Marxist proletarian world and utopia:63

In treating the fantastic plots found in folklore, Shevchenko,
unlike several other influential Russian poets, was able to
remain completely faithful 1o the folk imagination while keeping
his work devoid of mysticism and poetization of other worldly
forces(29).

The biographer classifies his hero as a “genuine national, popular spirit, neither imita-
tive nor superficial”. These qualities are regarded more by highly in Shevchenko than
in some “influential Russian poets,” and thus suggest an intentional appeal to the col-
lective sentiments of the group. The motif of Cossacks and Zaporozhian Sich and the
romanticization of the glorious national past is quite prominent in the Soviet
Ukraiman biography. The heroic spirit of the Ukrainian people is persistently empha-
sized also in the analysis of Shevchenko’s poetry, and this is done rather early in the
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narration. The subject’s life and work appear as subordinated to nationalism. The
name “NATIONAL HERO” governs the biographical discourse, adjusted to the
name-symbol:64

The entire Ukrainian people, their most oppressed lower classes
in Shevchenko’s works, strive to live a free and just life worthy
of man(44),

Shevchenko passionately defended his right to compose his
works in Ukrainian, and to work towards crcating a full-fledged
Ukramnian literature which would be not only for the common

people” (48).

A man of his people, Shevchenko spoke of the people and on
behalf of the people. He knew everything he wrote about from
his own experience(113).

The reference to Shevchenko as “a revolutionary democrat”, a name imposed by the
traditional Soviet ideological discourse, is placed next to the name “‘national hero”
cven when the subject’s identity is revealed in Shevchenko’s own diary:65

Shevchenko emerges from the pages of his diary as a revolution-
ary democral, intolerant of all kinds of slavery and oppression,
fully sympathizing with the suffertng, and admiring those who
struggle. He is the enlightener, dreaming about the rays of light
which might finally penetrate “the enslaved mind which has
been weakened by the priests” (148).

To reinforce the name “the popular national poet”, the biographer provides some evi-
dence of his acceptance in Russian intellectual circles of the time. According to
Novychenko, the poet was well received by Benedictov, Maikov, Leskov, Pisemsky,
Polonsky Turgenev and other famous Russian writers.% This set of Russian names is
required for the introduction of another name-reference, Shevchenko “the friend of the

Russian people”:¢7

What is more, he firmly believed in the idea of fraternity
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between the “Muscovites” and the “Cossacks,” the Russians and
Ukrainians (72).

It is remarkable that it is the Russian revolutionary democrat Chemyshevsky who pro-
claims Shevchenko the symbol of true Ukrainian literature:

Two months before Shevchenko’s death, he wrote: “Now that it
has a poet like Shevchenko, Little Russian literature. . . is in
need of no benevolence” (159).

The biographees are trained to believe that the subject was the only founder of
Ukrainian literature, a revolutionary democrat and socialist:8

The poet of the peasant revolution, a fiery singer of mass strug-
gle against serfdom and tsarism did not know the historically
right path to socialism, but his basic ideas of the future reign of
freedom and justice largely suggested socialist ideals(167).

Unlike other heroes he never dies, since:9?

There is no date of death for a genius. His spirital legacy lives
through the ages, constantly developing in new genera-
tions(175).

Following his onomastic pattern, Novychenko maps the literary path of the Ukrainian
nation with a row of other heroic names: Marko Vovchok, Ivan Franko, Ivan Nechui-
Levyt’sky, Panas Myrny, Mikhailo Kotsyubyn’sky, Lesya Ukrainka, Pavlo
Hrabov’sky, Vasil Stefanyk, and Olga Kobylians’ka. According to the biographer, all
these Ukrainian writers trace their genealogy from the great Kobzar, much as did the
later heroes of the Soviet Ukrainian era, the new Ukrainian cultural icons:

Pavlo Tychina and
Olexandr Kornniychuk,
Maxim Rylsky and
Olexandr Dovzhenko,
Mikola Bazhan and
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Yuri Yanovsky,

Andny Holovko and
Ostap Vishnya,

Oles Honchar and
Mikhailo Stelmarkh(179).

The onomastic drilling exercise ends with the statement:70

“Shevchenko is great because he is the poet of the Ukrainian
nation, even more because he is the spokesman of the masses,
but above all else, because he is a poet who is profoundly revolu-
tonary and socialist in spirit,” wrote Anatoliy Lunacharsky(183).

Ironically, this classical panegyric written for Soviet society at that time, which pri-
marily upholds the principles of the Marxist ideology, skillfully exploits the collective
sentiments of its numerous nationalities. The message, “the hero is great because he is
ours” 1s a familiar tool in the indoctrination of the crowd, indicative of the rising glob-
al nationalistic movements that even the Soviet Regime did not intend to suppress.
The “Utopian State” is on the eve of crucial changes, endangered by its own symbols
and tyranny. Much like its ancient predecessors, it resorts to the deepest collective
consciousness - the sense of nationhood. Novichenko’s biography of a national hero is
symptomatic of the new trends in Soviet biographical and general discourse. East
meets West on the primordial xenophobic ground where hate of the “Other” powerful-
ly reigns and signs and symbols are put to their traditional use - worshipping the “I” at
the expense of debunking or belittling the “Other”.
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CONCLUSIONS

The inescapable romance between heroic subject, the hero-expectant biographee and a
generously praising biographer time and again unites the author and the reader on
ancient biographical territory. Panegyric is the centuries-old method of catharsis and
rejuvenation, to which we resort in the moments of infatuation with the new,
seemingly perfect and ideally heroic. National, political, religious, mythical,
historical, geographical and numerous other barriers stand between us, but panegyric
is this common, sharable and universally understood sign. It is immortal, eternal,
transhistoric and transcultural, the phenomenon that makes the world and humans
simple and recognizable. The triteness of the panegyric ironically reduces the hero to
a basic schema, reviving our cternal naive dream about a perfect human being and
perfect universe.

Panegyric to a well-known individual, particularly a national poet, soothes the
collective psyche, providing comfort and imparting the sense of collective stability.
Constant repetition of the same heroic name sends messages of positive
reinforcement, restoring the optimistic spirit within the group and confirming its
raison d etre.

In constructing the name-icon, authors throughout the centuries anticipated the
collective desire of the groups and their prevalent mythologies. The biographical
onomopoesis is a manifestation of the collective preference.

Panegyric is the genre-survivor that helped so many a writer to survive, as praise is
so powerful. Being more expected and desired than criticism, praise has been
successfully used by the masters of verbal art to say the unsayable and to dream the
impossible. After all, the topic of discourse is the canonical symbol, the sacred
“Other”, whom no tyrant or despot may dare to question.

Perhaps, some names - national symbols and Shevchenko’s, being one of them, are
doomed to etemnal panegyric and may never leave the heroic pantheon for a debunking
portrait. By the irony of destiny, such sacred names gain their heroic pathos in time,
with each mention of the name, adding new panegyrical force, prolonging its life. Do
we truly understand the tyranical power of the myth, name-sign and the iconic place
of a hero?

1987-1991
Toronto, Ontano. Canada
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Ukrainian writer, author of famous fables, poet, editor of literary journals.
Ohonovs’ky’s text, 468.

Ohonovs’ky’s text, 468.

Ohonovs’ky’s text, 469.

William Morfill’s “The Peasant Poets of Russia.”

Morfill’s text, 63.

Theophylactus Simocratta - a Bysantire historian, lived in Constantinople, 610-
29. His chief work is a History of the Reign of the Emperor Maurice.

William Morfill’s “The Peasant Poets of Russia”, 63-4.

Lomonosov, Mikhail Vasilievich (1711-65) Russian poet, Grammarian, scien-
tist, the first Russian linguistic reformer; a son of a poor fisherman who became
later a member of the Russian Academy of Sciences.

Slepushkin, Feodor (1783-1848) former serf, peasant poet, became a merchant
after a successful publication of his first collection, name virtually obscure in
the history of Russian literature

Kol’tsov, Alexey (1807-1842) a “painter in poetry”, a well-known, self-educat-
ed poet, contemporary of Pushkin, Odoevsky, and Zhukovsky.

W. Mortfill’s “The Peasant Pocts of Russia”, 73.Bloomfeld Robert (1766-1823)
bom in Suffolk, a farm laborer, endured extreme poverty; chiefly remembered
as the author of tales The Farmer's Boy, which were translated into French and
Italian

Stephen Duck (1705-1756) a self-educated poet who emulated Milton and por-
trayed the unremitting toil of the laborers.

W. Morfill’s “The Peasant Poets of Russia”, 71

Morfill’s text, 63.

Morfill’s text, 87-89.

Morfill’s text, 91.
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Morfill’s text, 91.

Cossaks - a considerable population of the Russian Empire who enjoyed some-
what priviledged status in return for military service, in 1654 there were 60,000
people registered as Little Russian Cossaks.

Iakovenko, Valentin Ivanovich (1859-7) writcr, biographer, translator, wrote
biographies of Adam Smith Auguste Compte, Thomas Moore, translated
Carlyle’s Heroes and Hero-Worship into Russian; his contribution to heroic
biography includes biographies of Bohdan Khmel’'nyts’ky; Gogol and
Shevchenko; V.I. lakovenko T.G. Shevchenko (S. Pctersburg:
Obshchestvennaiia Pol’za, 1894).

Dobroliubov Nikolay (1836-1861) Russian literary critic, journalist and revolu-
tionary democrat, very much influenced by Garibaldi movement, outspoken
socialist, was highly valued by Marx who placed him next to Lessing and
Diderot

Kostomarov, Nikolay (1817-85) prominent historian, writer, philosopher and
significant figure in the Ukrainian cultural history, studied folklore and ethnog-
raphy with the aim of reconstructing Slavic mythology.

V. Iakovenko, T.G. Shevchenko (1894) 86.

Iakovenko’s Shevchenko, 87.

Carl Jung develops his concept of a poet-carrier of the collective unconscious in
his Psychology in Literature (1933); and Modern Man in Search of a Soul
(1968).

V. lakovenko’s T.G. Shevchenko 8.

Iakovenko’s T.G. Shevchenko, 87.

Iakovenko’s Shevchenko, 89.

Morozenko, the Ukrainian hero of the 16-17th Century, remembered in folk
songs known as historical songs; Palii, Semen (1638-1710) popular war hero,
famous for his military victories against the Turks and Tartars which were glori-
fied in folk songs. Shevchenko highly regarded him as a Ukrainian historical
figure.

Iakovenko’s T.G. Shevchenko, 95.

Iakovenko’s text, 7.

V. Kranikhfeld’s Taras Shevchenko-pevets Ukrainy (Taras Shevchenko - the
Singer of Ukraine), 1914, 12.

Kranikhfeld’s text, 52.

Yakov Polonsky (1819-1898), lyrical poet many of whose poems were set 10
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music by Tchaikowsky, Rubinstein and Taneev and became known as romances
and songs.

V. Kranikhfeld’s (Taras Shevchenko - the Singer of Ukraine) 53.

Kranikhfeld’s Shevchenko, 93.

Kranikhfeld’s Shevchenko, 54.

Kranikhfeld’s Shevchenko, 99.

Kranikhfeld’s Shevchenko, 104.

Lauro Mainardi’s (Taras Shevchenko - the Bard of Ukraine), 1933 is a classic
pre-neoromantic text of the period. The term “neoromantic myth” may be
applied to the pre-fascist discourse which greatly relied on the Romantc con-
cepts of “struggle”, “genius”, “cult.” The concept of “genius” later became a
collective metaphor of the German nation, more in: Stein Ugelvik Larsen et als,
ed., Who Were The Fascists (Bergen: Universitetsforeaget, 1980) S. S. Wolf ed.,
European Fascism (London: Lowe and Brydone Ltd., 1970); George Lachmann
Mosse, Masses and Man: Nationalist and Fascist Perception of Reality (New
York: H. Fertig, 1980).

Lauro Mainardi’s (Taras Shevchenko - the Bard of Ukraine) 3.

Mainardi’s Shevchenko, 3.

Mainardi’s Shevchenko, 3.

Mainardi’s Shevchenko, 3.

Mainardi’s Shevchenko, 4.

Mainardi’s Shevchenko, 4.

Mainardi’s Shevchenko, 4.

On the Ukraine in the Second World War in: J.A. Armstrong, Ukrainian
Nationalism 1939-1945 (New York: Columbia University Press, 1985),
“Collaboration in the Soviet Union” in his The Second World War, trans.
Douglas Parmee (London: Andre Deutsch, 1975) 284-86.

L. Mainardi’s (Shevchenko - the Bard of Ukraine) p. 7.

Mainardi’s Shevchenko, 7.

Mainardi’s Shevchenko, 8.

Mainardi’s Shevchenko, 8.

Mainardi’s Shevchenko, 8.



Chapter Five 231

Chapter Five

AN T

P N

10.
11.
12.
13.

14.
15.
16.
17.

18.
19.
20.
21.

22.

Rasony1’s work is mentioned in V.A. Nikonov, Imia i obshchestvo (Name and
Society) (Moscow: Nauka, 1973) 98; L. Rasonyj, “Les Antroponymes comans
de Hongrie” in Acta Orientalia, Budapest, 1967.

Dmytro Doroshenko’s Shevchenko, 10.

Doroshenko’s Shevchenko, 11.

Doroshenko’s text, 14.

Doroshenko’s text, 14,

This is one of Northrop Frye’s archetypes alluding to the relationship between
the hero and hero-worshippers.

Doroshenko’s Shevchenko (1936) 48.

Doroshenko’s text, 50.

Nikolay Berdiacv develops his theory of a nation as a special tyrannical institu-
tion where an individual submits to the collective will of the group: N.
Berdiacv’s (On Slavery and Freedom of Man) 1936.

Doroshenko’s Shevchenko, 1936.

Emile Durand, above chapter one, N. 9.

Shlomith Rimmon-Kennan, Narrative Fiction (London: Methuen, 1983) 71-84.

Boris Uspensky, A Poetics of Composition (Berkeley, CA: University of
California Press, 1973) 20-43.

Livyts’ka - Kholodna’s (The Giant’s Pathway), 1955, more in N11, chapter one.

Livyts’ka - Kholodna’s (The Giant’s Pathway), 7.

Livyts’ka’s text, 8.

W. Booth’s The Rhetoric of Fiction; S. Chatman’s Story and Discourse; S.
Rimmon - Kennan’s Narrative Fiction.

N. Livyts’ka’-Kholodna’s (The Giant’s Pathway) 13.

Livyts’ka’s text, 18.

Livyts'ka’s text, 56.

The “possible world” of the fictional text is the reality within the unreal while
the possible world of biography is the fictionalized real world; on possible
world in fiction in: Lubomir DoleZzel, “Kafka’s Fictional World” in Canadian
Review of Comparative Literature March 1984, 61-82.

On the fairytale motifs one may see: Claude Bremond, “The Logic of Narrative
Possibilities” in New Literary History, Vol. X1, Spring, 1980, N. 3, 387-413; C.
Bremond, “Morphology of the French Folktale” in Sermiotica, N. 2, 1970, 247-
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35.
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77: Vladimir Iakovlevich Propp, Morphologiia Skazki, 2nd. ed. (Moscow:
Nauka, 1969); V.I. Propp, Fairytale Transformations” in L. Matejka and K.
Pomorska, eds Readings in Russian Poetics (Ann Arbor Mich: Michigan Slavic
Publications, 1978) 94-117; V.V. Propp, Russkii Geroicheskii Epos (Leningrad:
Izdatel’stvo Leningradskogo Universiteta, 1955); V.V. Propp, Istoricheskie
korni volshebnoi skazki (Leningrad: Izdate’stvo Leningradskogo Universitelta,
1946); V.V. Propp, Morphology of the Folktale, 2nd ed. revised by Louis A.
Magner, trans. Laurence Scott (Austin, Texas: University of Texas Press, 1968).
Livyts’ka - Kholodna’s (The Giant’s Pathway) p. 14.

Livyts’ka’s text, 15.

Livyts’ka’s text, 17.

Livyts’ka’s text, 21.

Livyts’ka-Kholodna (1955: 21); gender transformations commonly occur in a
fairy tale, here a biographer resorts to similar poetic devices applying them to
the real historical figure.

Livyts’ka’s - Kholodna’s text, 13.

Livyts’ka’s text, 15

Livyts’ka’s text, 18

In the same work, 35, 41, 19.

Livyts’ka’s text, 67.

Livyts’ka’s text, 68.

Livyts’ka’s - Kholodna, The Giant's Pathway, 69.

Livyts’ka’s text, 131.

Livyts’ka’s text, 139.

Livyts’ka’s text, 139.

A. Makolkina’s, “On Poetics of Biography: Transformations in Some
Biographies of Byron and Pushkin”, unpublished Ph. D. thesis, this term invent-
ed by analogy with Gerald Prince’s zero-degree narratee. Prince sees this narra-
tee as a reader who is familiar with the code and the narrative grammar, but does
not know how to “unscramble the voices”, G. Prince, “Introduction to the Study
of the Narratee” in Jane P. Tomkins, ed. Reader-Response Criticism (Balimore,
Mad: Johns Hopkins Press, 1980) 7-25, also above chapter two, N. 18.
Livyts’ka-Kholodna’s (The Giant’s Pathway) 140,

Pavlo Zaitsev’s (The Life of Taras Shevchenko), 1955, 8.

Zaitsev’s Shevchenko, 47.

Zaitsev’s Shevchenko, 47.
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Zaitsev’s text, 61.

Although Zaitsev’s book was about to appear in 1939 in Ukraine, it was pub-
lished only in 1955 in Germany, more in G. Luckyj’s “Introduction” to P
Zaitsev, Taras Shevchenko (1988) p. 8.

Zaitsev’s (The Life of Taras Shevchenko) 1955, 62.

Zaitsev’s Shevchenko, 49.

Zaitsev’s Shevchenko, 49., ibid..

Zaitsev’s text, 76.

Zaitsev'’s text, 90.

Zaitsev’s text, 109.

Zaitsev'’s text, 109,

Zaitsev’s text, 102.

Zaitsev’s text, 163.

V. Domanyts’kyi, Taras Shevchenko (Chicago: Ukrains’ka Vydavnycha Spilka,
1961).

Domanyts’kyi’s Shevchenko, 10.

Domanyts’kyi’s text, 15.

Domanyts’ky1’s text, 15.

Domanyts’kyi’s text, 15.

Domanyts’kyi’s text, 11.

Domanyts’kyi’s text, 35.

On Christianity and nationalism in: M.P. Drahomanov, Selected Works,
“Chudats’ki dumky pro Ukrains’ky natsional’nu spravu” (224-241) (Prague:
legiografiia, 1937) 236-37; Ludwig Feuerbach, Lectures on the Essence of
Religion, rans. Ralph Manheim (New York: Harper & Row Publishers, 1968)
17-25; Enc Robertson Dodds, Pagan and Christian in the Age of Anxiety, The
Wiles lectures (Cambridge: Cambridge University Press, 1965); Walter
Woodburn Hyde, Greek Religion and Its Survival (Boston: Jones, 1923); R.G.
Greaves, Society and Religion (Minneapolis, Minn.; University of Minnesota
Press, 1982); Immanuel Kant, The Conflict of the Faculties, trans. Mary J.
Gregor (New York: Abaris Books, 1979) 35-7, 73, 77-89, 95; Soren
Kierkegaard, Journals and Papers, trans. H.V. Hong and E.H. Hong
(Bloomington, Ind.: Indiana University Press, 1961); Amaldo Momigliano, The
Conflict between Paganism and Christianity (London: Oxford University Press,
1963).

V. Domanyts’ky’s Taras Shevchenko, 19.
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77.
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79.
80.
81.
82.
83.

85.
86.
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Notes

“geopolitique”, the term was alledgedly invented by Rudolf Kjellen, while Karl
Haushofer assured its further success in 1924, having found a publication
Zeitschliftfur Geopolitik, which formulated the national-socialist ideas; H.
Mackinder (1861-1947) was the ideologue of the movement in the Anglo-
Saxon world; Y. Zacoste (1929-) in France; Walter Fitzgerald, The New Europe
(London: Methuen & Co. Ltd., 1945); Henni Miller, The Second World War,
trans. Douglas Parmeé (London: Andre Deutsch, 1975) 83-4, 162-4; J.
Tonenbaum, Race and Reich, the Story of an Epoch (New York: Twaine
Publishers, 1956).

Domanyts’ky, Taras Shevchenko, 65.

Domanyts’ky, Taras Shevchenko, 52.

Domanyts’ky, Taras Shevchenko, 67.

Domanyts’ky, Taras Shevchenko, 90.

Domanyts’ky, Taras Shevchenko, 91,

Domanyts’ky, Taras Shevchenko, 65.

Domanyts’ky, Taras Shevchenko, 92.

Domanyts’ky, Taras Shevchenko, 94.

O. Ohonovs’ky (Life of Taras Shevchenko), 530.

Ohonovs’ky’s text, 532.

Ohonovs’ky’s text, 553.

Efremov’s Shevchenko (1914), mentioned earlier in Chapter 3, No. 50.

M. Ryl’s’ky and A. Deutch, Taras Shevchenko, trans by John Weir (Moscow:
Progress, 1964),

Ryl's’ky and Deutch, Shevchenko, 26.

Ry!I’s’ky and Deutch, Shevchenko, 30.

Ryl’s’ky and Deutch, Shevchenko, 31.

Ryl’s’ky and Deutch, Shevchenko, 63.

Ryl’s’ky and Deutch, Shevchenko

Ryl’s’ky and Deutch, Shevchenko, 73.

Ryl’s’ky and Deutch, Shevchenko, 33

Ryl’s’ky and Deutch, Shevchenko, 79

RyI’s’ky and Deutch, Shevchenko, 75.

Konstantin Paustovsky, a famous Soviet writer of Ukrainian descent, his version
of Shevchenko’s life is a kind of autobiography written in the cryptic language
of an official biography of a national hero; see above chapter one, N. 14.

K. Paustovsky’s “Taras Shevchenko™ (1936) 550.



88.
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Joseph Collins, Doctor Looks at Biography (New York: George H. Doran
Company, 1925).
K. Paustovsky’s “Taras Shevchenko”, 550.

90. Paustovsky’s “Taras Shevchenko”, 552.

91. Paustovsky’s “Taras Shevchenko”, 567.

92. Paustovsky’s “Taras Shevchenko”, 552.

93. Paustovsky’s “Taras Shevchenko”, 566, 567.

94. Paustovsky’s “Taras Shevchenko”, 599.

95. Kobzari - folk singers who played a musical instrument called kobza; found in
Romania, Moldavia and Ukraine, were very skilled and popular already in 16th
century. Their art permeates Ukrainian folklore and literature. Shevchenko was
associated with a metaphoric name Kobzar, a singer of Ukraine.

Chapter Six

1.  S. Chaly, Zhizn' i proizvedeniia Tarasa Shevchenka (Life and Works of Taras
Shevchenko) 183.

2. Chaly’s text, 186.

3. The concept of the “best biographer” in terms of truthfullness of portrayal is
associated with Dr. Samuel Johnson (1709-84) and his biographer Boswell,
more in David E. Schalm, “Johnson’s Life of Savage: Biography as
Engagement” in Biography, vol. 8, N. 2, Spring, 1985, 130-44.

4, Chaly’s (Life and Works of Taras Shevchenko), 173.

5.  Chaly’s text, 186.

6. Chaly’stext

7.  Chaly’s text, 187.

8. A famous Pushkin’s poem where he predicted his own posthumous fame.

9.  Chaly’s (Life and Works of Taras Shevchenko), 187.

10. Maslov’s, Shevchenko, 46.

11. Maslov’s, Shevchenko, 150.

12. Maslov’s, Shevchenko, S0-1.

13. Maslov’s, Shevchenko, 52.

14. Maslov’s, Shevchenko, 55

15. Maslov’s, Shevchenko

16. FE M. Piskunov’s (Shevchenko, His Life and Works), 198.
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22.
23.
24,
25.
26.

27.
28.
29.
30.

Notes

According to M.M. Bakhtin, the voice of the “Other” is always “doublevoiced”,
representing a hidden dialogue, more in his “Tipy Prozaicheskogo Slova™ in L.
Matejka and K. Pomorska, eds Readings in Russian Poetics (Ann Arbor, Mich.
University of Michigan Press, 1962), 50-64.

Piskunov’s (Shevchenko, His Life and Works), 199.

Piskunov’s text, 210.

Charles S. Peirce, Semiotic and Significs: Correspondence between Charles
Peirce and Victoria Lady Wilby (Bloomington, Ind.: Indiana Umiversity Press,
1977), 32.

Piskunov’s (Shevchenko, His Life and Works), 214.

Ohonovs’ky’s “Taras Shevchenko”, 522,

Ohonovs’ky’s “Taras Shevchenko”, 523.

Ohonovs’ky’s “Taras Shevchenko”, 524.

Ohonovs’ky’s “Taras Shevchenko”, 527.

Nikolay Asheshov, Taras Grigorievich Shevchenko (Petrograd: 1zdatel’stvo
“Byloe”, 1919), 55.

More on grammer of lament in; Margaret Alexiou, The Ritual Lament in Greek
Tradition (Cambridge, Eng.: Cambridge University Press, 1974); Nikolay
Petrovich Andreev, Russie Plachi (Moscow; Sovetski Pisatel’, 1937); El'pidi-
for Vasilievich Barsov, Prichitaniia Severnogo Kraia (St. Petersburg:
Akademiia Nauk, 1872); Philippe Arnes, Western Attitudes towards Death from
the Middle Ages to the Present trans. Patricia M. Ranum (Balumore, Md.: Johns
Hopkins Press, 1974); Loring M. Danforth, The Death Rituals in Rural Greece
(Princeton N.J.: Princeton University Pres, 1982); Leslie Grinsell, Barrow,
Pyramid and Tomb (London: Thames & Hundson, 1975); Richard Huntington,
Celebration of Death (Lodnon: Constable, 1980); Geoffrey Rowell, The
Lithurgy of Christian Burial (London: Alcuin Club, 1977).

Asheshov’s T. G. Shevchenko, 3.

Asheshov’s T. G, Shevchenko, 6-7.

Asheshov’s T. G. Shevchenko, 8.

More 1n: Francis Bacon, The Wisdom of the Ancients (?: n.p. 1619); Ann
Birchall, Greek Gods and Heroes (London: British Museum Publications,
1974); Robert Graves, The Greek Myths, 2 vols. ed. 16th ed. (London: Penguin
Books, 1978); Moses Hadas, Heroes and Gods: Spriitual Biographers in
Antiquity (London: Routledge & Kegan Paul, 1965); Karoly Kerenyi, The Gods
of the Greeks (London: Thames and Hundson, 1951); Henry Murray, ed. Myth
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38.
39.

41.

42,

43.

45.
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and Mythmaking (New York: George Braziller, 1960); Herbert Jennings Rose,
Gods and Heroes of the Greeks (London: Thames & Hudson, 1951); Jean Pierre
Vernant, Myth and Society in Ancient Greece (Sussex: Harvester Press, 1980);
Alexander Nikolaevich Veselovsky, Istoricheskaiia Poetika (Leningrad:
Khudozhestvennaia Literatura, 1940).

N. Asheshov’s T. G. Shevchenko, 51.

V. Nabokov provided improved English version of the famous Russian epic.,
The Word of Igor’s Campaign or The Song of Igors Campaign, trans. by
Vladimir Nabokov (New York: Vintage Books, 1960).

Joseph Campbell. The Hero with Thousand Faces (Princeton, N.J.: Princeton
University Press, 1949); J. Campbell, “Transformatons of the Hero” in Richard
Ohmann, ed. The Making of the Myth (New York: G.P. Putnams Sons, 1962)
99-135.

Chaly’s (Life and Works of Taras Shevchenko) p. 197; Nabokov’s The Word of
Igor's Campaign, 102.

Chaly’s (Life and Works of Taras Shevchenko), 198.

Chaly’s (Life and Works of Taras Shevchenko), 198.

Chaly’s text, 192.

Chaly’s text, 189.

Chaly’s text, 193.

Chaly’s text, 204.

Bakhtin’s concept also in Valentin Voloshinov, “K istorii form vyskazyvaniia”
in L. Matejka and K. Pomorska, eds. Readings in Russian Poetics (Ann Arbor
Mich.: University of Michigan Press, 1962) 73-97.

Chaly’s (Life and Works of Taras Shevchenko), 204,

M. Ryl’s’ky and A. Deutch, Taras Shevchenko trans by John Weir, 8.

Ryl’s’ky and Deutch, Taras Shevchenko trans by John Weir, 8.

Leon Edel, “Transference: The Biographer’s Dilemma” in Biography, vol. 7, N.
4. Fall 1984, 283-292.

Clarence Manning, “The Life of Taras Shevchenko” in Taras Shevchenko,
Works (Jersey City, N.J.: Ukrainian National Association, 1945) 8-36; Clarence
Augustus Manning (1893-?) prominent Slavist, linguist, translator from Slovak,
Czeck, Russian and Ukrainian, wrote biographies of Ivan Franko, Kol’tsov, and
Gogol, among numerous works in other scholarly fields.

On American myth in: Robert Fossum, The American Dream (Durham: British
Association for American Studies, 1980); W. Marchall Fishwick, “Diagnosing
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58.
59.
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the American Dream: in John A. Hague, ed. American Character and Culture
(Deland, Fla.: Everett Edwards Press, Inc., 1964) 3-15; Omn E. Klapp, Heroes,
Villains and Fools (Englewood Cliffs, N.J.: Prentice Hall Inc., 1962); Max
Lemer, America as Civilization (New York: Simon & Schuster, 1957); Norman
Mailer, An American Dream (New York: Dial Press, 1965); James Oliver
Robertson, American Myth, American Reality (New York: Hill & Wang, 1980).
C. Manning, “The Life of Taras Shevchenko”, 1.

C. Manning, “The Life of Taras Shevchenko”, 1.

C. Manning, “The Life of Taras Shevchenko”, 1.

The term “ethnocentricity” currently used in sociology is the source of the neol-
ogism “contentocentricity”, G. Carter Bentley, Ethnicity and Nationality
(Seattle: University of Washington Press, 1981); John Edwards, Language,
Society and Identity (Oxford: Oxfordshire Press, 1985).

C. Manning, “The Life of Taras Shevchenko,” Intr.

Manning’s Shevchenko,.8.

Manning’s Shevchenko, 9.

More on discourse processing in; G. N. Bower, “Experiments on Story
Understanding and Recall” in Quaterly Journal of Experimental Psychology,
1978, 511-34; Deidre Burton, Dialogue and Discourse (London: Routledge &
Kegan Paul, 1980) 109, 150, 179-80; August Flammer and Walter Kintsch, eds.
Discourse Processing (Amsterdam: North Holland Publishing Co., 1982); Dan
Isaac Slovin, Psycholinguistics (Glenview, IlL.: Scott, Foresman & Co., 1971);
P.W. Thorndyke,” Cognitive Structures in Comprehension and Memory of
Narrative Discourse” in Cognitive Psychology, N. 9. 1977, 77-100; Lev
Semenovich Vygodsky, Thought and Language (Cambridge, Mass.: MIT Press,
1965).

C. Manning’s “The Life of Taras Shevchenko”, 33.

Leonid Novychenko, Taras Shevchenko - Poet and Humanitarian, trans, by
Teresa Polowy (Kyiv; Dnipro, 1983), 5.

Novychenko’s Shevchenko, 4.

Novychenko’s Shevchenko, 13.

Novychenko’s Shevchenko,. 16

Novychenko’s Shevchenko, 24

Novychenko’s Shevchenko, 24

Novychenko'’s Shevchenko, 29.

Novychenko’s Shevchenko, 48; 113.
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Novychenko’s Shevchenko, 148.

Vladimir Benedictov (1807-1873) Russian writer, translator; Apollon Maikov
(1821-1897) famous Russian poet, translator of Goethe, Heine, Longfellow,
Mickiewicz; many of his poems set to music; Nikolai Leskov (1831-95)
Russian prose writer, depicted provincial life, famous for his “Lady Macbeth of
the Mtsensk District” (1865); Alexey Pisemsky (1821-1881) famous Russian
writer of the period, Yakov Polonsky mentioned earlier in Chapter 4, N. 39.
Novychenko’s Taras Shevchenko, 72.

Novychenko’s Taras Shevchenko, 167.

Novychenko’s Taras Shevchenko, 175.

Novychenko’s Taras Shevchenko, 183.
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