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MYTHOLOGICAL-RITUAL STRUCTURE AND ANIMAL
EPOS AS AN ARCHITECTONICAL KEY TO FRANKO’S
HISTORICAL NOVEL “ZAKHAR BERKUT”:
PREMONITION OF THE MODERNISTIC SACRED

Nabytovych Ihor

INTRODUCTION

The novel of Ivan Franko “Zakhar Berkut” is a kind of premonition
and foresight of the presentation of the sacred and the mythological and
ritual space in Ukrainian Modernism. That is why this work should be
considered as one of the important stages and manifestations of Ukrainian
neo-romanticism birth.

The architectonics of the story is determined by its ritual-
mythological structure, which is one of the brightest manifestations of
pre-modernist attitude and world-view in Ukrainian artistic prose. Certain
elements of the mythological discourse of Franko's work have already
been considered in separate publications, in particular by lvan Denysiuk®
and, in part, by Pavlo Salevych®. The purpose of this study is to present a
ritual-mythological matrix, which structures the narrative strategy of
Franko's work, defines its architectonics.

As Eric Ziolkowski emphasizes, one of those spaces (at the textual
level of analysis), where the religious faces literature, is the myth, which
Is "the most visible penetration of the religious into the literature." "In the
final", he writes, "in the basis of the phenomenological approximation to
religion and the objective approximation to literature is the idea shared by
M. Eliade and N. Fry — the existence between the myth and the literature
of inseparable apparent unity that Eliade called "degeneration”, and Fry
called "repositioning™ the mythological structures into literature.”" At the
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same time, according to the ideas of M. Eliade and N. Fry, "myths and
literature have a common ability to make possible a figurative escape
from time. An unbiased analysis shows a visible structural and thematic
continuation of the existence of an undissoluble link between literature
and myth"®. The myths of Ernst Cassirer, Mircea Eliade, Klod Levi-
Strauss and Bronistaw Malinowski are discussed thoroughly in the
monograph by lvan Strenski®. Roy Rappaport® analyzes the structure of
the ritual, its features and its relationship with religion in detail.

1. The Poetic and Ideological and Aesthetic Unity of the Sacred and
Anthropological Levels of the Ritual-Mythological Matrix

The external — the sacred — level of structure of the Franko’s novel
consists of macrocosmological and microcosmological sublevels. The
upper sub-level (macrocosmological) is almost rubbed, lost. Only
Zakhar Berkut tells about it — “mpo mima J[laxOora, mpo mo06iau
CsiToBHIa, TIPO TE, K TpU CBATI ronyou, Jaxoor, CsitoBun 1 [lepyH,
COTBOPUJIM 3EMJIIO 3 IMICKOBOTO 3epHa, K [[axxOor Tpu JHI IIyKaB Ha
JTH1 0€30/1H1 TPHU 3€pPEHIIA: OJTHO 3€PHO MIICHUIIl, JPyre KUTa, a TPETE
SYMEHIO, 1 JlapyBaB iX IepIIoMy 4oiaoBikoBi JliloBi Ta HOro XiHI
Jlami; six IlepyH naB iM icKpy BOTHIO, a CBITOBHU/I BOJIOCHHKY, 3 KOTPOi
3a Horo OJIarOCJIOBEHCTBOM 3poOMiiacs KOpoBa 1 MacTyx, IO HOro
Ha3amm Bosocom™.

The microcosmological sublevel is represented by the confrontation
of Morana, the goddess of death and the master of giants, Watchman
(Storozh), who broke a rock with his magic hammer and released dead
water from the lake — and then the valley came to life. On the connection
of Morana with death and dead water (“water at the harmful moment of
its being™) pointed, in particular, Mykola Kostomarov’. The myth of
Morana and the Watchman is as a microcosmological myth about the rise
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of a certain locus and the transition from chaos to the micro-Space — the
Tukhla valley.

The internal — anthropological — structural level is a kind of
repetition of what was happening at the beginning of time, in illo
tempore. The Mongols, the sons of Morana, who carry death and
devastation with them, will come again from her, but the sons of the
Watchman — proud boykos-highlanders, will defeat them, because,
“konuch MopaHa 111e pa3 130epe CBOI CHily, 100 HEHO 3aBOIOBATH Hally
Tyxonpiuny”, but “saxnsatuit CTopox ymane Toal Ha cuiy MopaHu i
PO31aBHTH 1i c060r0”™,

In “Zachar Berkut”, the myth about the War of Morana and the
Watchman (Storozh) becomes a legend about a war between the Mongols
and the Boykos, as it is "in the figure of the legend the myth again returns
at a particular time. The legend is a myth that has been caught on the way
by some place or historical fact"®. Such transformation becomes a vivid
demonstration of the fractal nature of the mythological space (that is, its
individual parts are congruent to integrity), since Ernst Kassierer also
noticed that "the space of the myth appears as a completely structural
space. Here the whole arises, "it happens"” not from the elements from
which it grows genuinely, according to a certain rule [...]. No matter how
long we continue the process of division, in each of the parts we will find
again the form, structure of the whole", i.e. this form "continues to exist,
intact and uninjured by no division"*.

The live myth is an exact verbal parallel to the ritual (W. Wundt), or
rather, it is a verbal ritual (it's worth noting that in the hierarchy of the
relationship between ritual and myth the ritual is the primitive structure):
"The ritual implements the myth and gives the chance to survive it [...].
The myth, separated from the ritual, loses the meaning of being™'. In
ritual-mythological discourse, hunting, as well as war, is a certain ritual
and a special holiday, and the time of celebration is a return to sacred
times, "which is repetitive by its nature, because, in fact, it is a prehistoric
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mythical time, which became the present" as Mircea Eliade remarks®.
The Watchman will return to this valley a living water, which will
become dead for the Mongols. Thus, the war between the Boykos and
Mongols becomes a transition from the historical time to the
mythological time and ritually repeats the structure of the war of Morana
and the Watchman. At the same time, this war becomes the completion of
the cosmic cycle, and oscillation enantiodromy transformations (i.e., the
transition to its opposite) of the dead and living water declare the
dynamics of cosmogonic transformations in the micro-Space, because
"water symbolizes the primordial substance, the first substance from
which all forms are born and in which they return as a result of a
catastrophe or a gradual regression™. M. Eliade quotes, in particular,
G.C. Pyuch, about the following concept of the circular-time:
"According to the famous definition of the platonics, the time defining
and measuring the circle motion of the celestial spheres, it is a moving
image of indestructible Eternity, which it imitates, disclosing in a circle
[...]. Here not only the same proportion of being remains, when nothing is
lost and does not appear [...]. Space duration is a repetition and
anakyklosis, eternal repetition™. 1. Denysiuk writes that I. Franko "in the
mythological images-hyperboles, majestic symbols depicts the clash of
the Mongol horde with the Tukhlians as the struggle of the Titans, the
initial fight of good and evil, life and death, light and darkness [...]. The
mythological images in their symbolic projection attach this historical
tale to philosophical sound"*.

An important architectonical principle of "Zakhar Berkut"
construction is the multi-level anticipation. In particular, one of the
anticipations of victory over the Mongols is the prophesy of Maksym
Berkut about the future attempt by Morana to return once more (that is, to
destroy the Space and bring it back to the state of Chaos), and its future
destruction by the Watchman. The myth about the Watchman belongs to
the so-called etiologic (from Greak aizio. — reason) myths: their task is not
a mental explanation of the causes of a phenomenon; they create a
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phenomenon. The myth that "tells about the location and specific
structure of a rock [...] perpetuates and guarantees the existence of this
object, reproduces it, and establishes it, so to speak, through the fact of
the message"*°. The Watchman is, obviously, the menhir (from Brittonic
languages men = stone and hir = long) — one of the types of megalithic
structures known in Europe (next to Cromlehs and Dolmens).

The anthropological level of the ritual-mythological structure of the
work, in turn, is formed by a specific artistic matrix: the feature of the
poetics of the story "Zakhar Berkut" is that the architectural design of the
work is constructed as a kind of animal epic, which was extremely
popular both in the era of Antiquity and the Middle Ages. The animal
world of the story is a whole bestiaryum, the image system of which has a
rather complicated hierarchical structure here.

2. Animal Epic as a Architectural Design of the Story

Hans Robert Jauss, in an effort to demonstrate the possibilities of a
hermeneutical approach to one of the animal epic masterpieces, the
"Roman de Renart," emphasizes that "the medieval, renewed by Goethe,
Fox Mykyta (Reineke Fuchs)" surprised the modern recipient “primarily
by the so-called "anthropomorphisms™ of his figures of animals, that is,
human attributes, knight gestures, court verbosity, quirky behavior that
can not be understood mimetically (as animal life observed in the nature),
or allegorically (as a spiritual knowledge of their "natures")'’. Interpreting
this medieval animal epic from the point of view of the horizon of the
hopes of the contemporary recipient, G. R. Jauss comes to one of the
conclusions that in Medieval "license to disperse the charm of the ideality
of knight and court life standards and to show the human essence beyond
good and evil in its imperfect intercity was easier due to the fiction of the
kingdom of beasts™®. Ivan Franko builds in the story "Zakhar Berkut" a
bit different — in relation to the medieval projection — the inverse-
symmetric perspective of the horizon of aesthetic experience.

In the setup of the story, hunting is presented as a war with the
animal world: “JloBu Ha rpyboro 3Bipa — TOo He 3a0aBKa, TO 0OpOTHOA

'8 \/an der Leeuw Gerardus. Fenomenologia religii. 1997. S. 364.
7 gycc Tanc PoGepr. Ecrernunmii nocBix i niteparypha repmeneBTuka. C1060. 3Hax.
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TSOKKA, HE pa3 KpoBaBa, HE pa3 Ha XKUTTA 1 cMepThb. Typu, MeABel,
JINKU — CE€ HeOe3nmeuHi HpOTI/IBHI/IKI/I”lg. In the denouement of the novel,
the war will become a kind of hunt for a gang of wolves-Mongols driven
into the basin. The path to catching is the entry into the beast kingdom,
where “nectpomnepa coiika XpuIlijia B BEpIIHHAX CMEPEK, 3eJieHa )KOBHA,
MPUYETTUBIINCS O THS TYT XK€ HaJ TOJOoBaMU IPOXOXHUX, J0oBOaa
CBOIM 3aJII3HUM J3b000M KOpY; B JAJEKHUX 3BOpax 4yTu OyJ0 pHUK TYpIB
1 BUTT BOBKIB. MenBel B Ty NOpYy, HAIBIIKCS, ApIMav M1 JIOMaMH Ha
MOXOBIM moctesi. CTago AMKIB POXKaIO JIeCh Yy 1eOpl, XOJOASIYUCS B
cryneHiM Hamyii”. In this animal kingdom, “mocepen 3Baymi BeIUKOT
NPUPOAU BUJHIIMCA TOJASKYAM MEABEASYl CTEXKKH, MPOTOMNTaHI BIJ
JaBHIX-JaBEH, BY3bKi, aje JA00pe BTOITaHi, T'yCTO 3acCisHl BUOUICHUMHU
KicTKaMH OapaHiB, oneHiB Ta Beskoi immoi 3Bipuman”?. When the
Mongols enter the Tukhla valley, the animal world again becomes the
object of the narrative, foretelling, as before the hunting, the danger:
“Jlaneko-majieko Mo JicaXx, Yy TJIMOOKMX TEMHHMX spax, MIXK
HEJIOCTYITHUMU JIOMaMH BUJIM BOBKH, FaBKaJl YPUBAHUM TOJIOCOM JIUCH,
OereTiiv oJieHl, pudanu Typd [...]. Hapa3 mie3i10 coHile 3a 4OpHOIO
KUBOI XMAapoO, IO CTIHOK TSATHE 3 3aXOJly, HAllOBHIOIOUM MOBITPSI
JMKUM BEPECKOM 1 cryckarounch HaJ Tyxiiero. Ce BILIYHU 1 HEBIJICTYIIHI
TOBApHUIL1 OpJih, TAHBOPOHU Ta KPYKH, TATHYTh HE3JIIYEHHUMHU CTaJlaMH,
YyIOYM TOXHKBY. 3JIOBIilllE NTACTBO O’€ThCA B TMOBITPl, PO3PUBAETHCS
IaxTaMu 1 KUJA€TbCS B pI3HI OOKHM, MOB XMapHu, OuTI Oypero.
TyXoJbChbKI CYMHpPHI CTPiXH BiJipa3dy BKPWUJIHUCS YOPHHUMH TICTBMH, a
ramip X KJIEKOTiB, MOB KHII’SITOK Yy BelTH4e3HIM KiTii . Such an artistic
detail is, at the same time, an echo to "The Tale of the Ihor's Campaign”,
and a metaphorical representation of the Mongols’ invasion — not only
as pack of wolves, but also “moranoro mnractBa” ("bad birds") —
“pimyHiB cMmeptTi 1 pyiHu” ("soothsayers of death and ruins”).
Simultaneously, a comparison of the troops of the Mongols appears —
when entering the same valley — with a flood (which usually carries a
danger and death with itself, and at the same time there is an allusion to
the dead water, with which Morana again tries to return to the Tukhla
valley): “MoB 4epe3 npipBy B TaMi BaJIMThCS OCIHHSI TTOBIHB, TaK MOYAJIA

9 ®panko Isan. 3axap Bepkyr. 1978. C. 11.
2% Ibidem. C. 14, 17.
?! Ibidem. C. 105.
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B KITJIOBUHY BaJIMTUCA YOPHI MOYBApU 3 CTPAUICHHUM KPUKOM. Psiau
TUCJIUCS 3a psiiaMu, 0e3 KiHIA i BHI/IHy”zz. The comparison of water is
symmetrically opposite to the previous one (the same is the allusion to
the living water that is returned to the valley with the help of the
Watchman, which displaces the dead water — the Mongols, the children
of Morana), which fills the basin, with a wild tour — when the Tukhlians
closed the entry by the Watchman (“MoB Typ, rorymouucs 10 Hanamuy,
CTaHE 1 rOJIOBY BHU3 MOXWJIUTh, 1 POTU JO 3€MJIl 3rMHAE, 1 CTUIIUTHCH,
o0 OImicisi pa3oM BHUPBATUCH 13 TOrO MPUHHMKEHOT'O TIOJIOKEHHS 1
KMHYTHCH 3 LIJIOK0 CUJIOK0 Ha HpOTI/IBHI/IKa”Zs.

Figurative parallelism of the Mongols (“gopuux mouBap” or “black
monsters”) and carrion-crows ("black guests"), where the black color
emphasizes and forces the semantic and aesthetic power of the
symbolism of death, points to another feature of the transformation of
the animal epic in the architectonics of Franko's historical novel: the
bestiary matrix is not constant (when the anthropological value — a
person or a certain group — corresponds to the established animal
Image-symbol), it is variable. The dynamics of its transformation
depends on certain artistic tasks that are realized in the narrative
structure of the work. The other alternating "animal™ metaphors,
comparisons, allusions, and personification, which in the story are very
numerous, also indicate on this constant turbulence and the dynamics
of animal symbols: Tugar calls the princes-Ukrainians who were
strangled under the Kalka, “xurpumu kpykamu’™*; The Mongols for
Myroslava, who saw them for the first time, their ‘“Husbki,
mijicagkyBati [...] moOcCTaBH, IOBOMpaHi B OBeYl KOXKYyXH [...]
BUTJISIAAIM, MOB MeaBeai, ado sIKI 1HIIN JHUKI 3Bipi”25; Peta tells Wolf
(it's about domestic wars in Ukraine-Rus’) that “xonu 6 He Mu, TO BH,
MEBHO, MOB Tl T'OJIOJIHI BOBKH, MOXKepiau O omHI OI[HI/IX”ZG; KOJIM BOJa
no4YuHae npuOyBaTU B JOJUHY, “HAWCMUIMBIIIMKA BIAAUT 310paBcs
HaBKkoJi0 Hboro (Bypynnu — I. N.), xjomu sk 1y0’s, K CTENOBI TUTPH, 3
SIKUX IIKIpH Maiy HmoHamuHaHi Ha co6i””’, and Burunda screams to the

%2 Ppanxko Isan. 3axap Bepkyr. 1978. C. 105.
23 Ibidem. C. 131.
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Mongols: “Illo Bu, MyXi 4M KOTH, MmO TaKk OoiTecs TUX KIJIBKOX
kpareas Bogu?”?. The Mongols die in the water that arrives, “mos
pubu Ha Tepii, CIEepIIUCA B TICHIM IIMIOTI, TUCHYTHCS, ILTIOCKOYYTh,
BUCTABJIAIIOThL T'OJIOBHU 3 BOAHM, TO 3HOB TOHYTb, KaJIaMYTATb BOIY 1
XamaloTh POHATHMHU poTamu moBitps”>"; Tukhlians trying to finish the
Mongols, who stand on heaps of stones, “3 kpukom, MOB BOpPOHH
KPY)KHIIM TOBKona craHoBmina Boporis” . It should be added that the
motive for the death of the Mongols in the water has its parallel in the
cosmogonic Mongolian myth: “OuipBani (Baxkapanani) i Turaran-
CrokypTH cXoasTh 3 HeOa Ha nepBicHe Mope. OuipBaHl NPOCUTH CBOTO
TOBapuilla, 00 TOM 3aHypuBCS Yy BOAY M MpPHUHIC HOMY MYII.
Po3knaBmu Mys Ha BYXKi, oOMjBa 3acHHaOTh. [IpuxoauTh AUABOJ
lyapMyc 1 TONUTH iX, ajie MPU IX 3aHYPEHHI y BOAY 30UIbIIYETHCS
IMOBEPXHS CyITi”™ .

The beginning of the hunt recreates the beginning of fighting.
A signal to the offensive is “XpurnmBuii peB 3yOpoBux poriB”, from
which “npoOypxkanucs icu. 3acKuriuia KaHs HaJl BEpXOBITTSIM CMEPEKU;
3JISIKAaHUM OEPKYT, HIUPOKO PO3MAXYIOUM KpUJIaMH, MiTHSBCS Ha BO3IYXH;
3aXpyCTIB 3BIp MOMIDXK JIOMaMu, IIyKarouud Oe3neyHoi KpuiBKY [...]. ap
JIOMIB, MEJBiJb, II¢ HE MOKa3yBaBcsa~ . ANd “3HOB 3arpumiaM Ime 3
OLIBIIIOI0 CHJIOD 3YOpPOBI POTH, PO3HOCSYHM TPUBOTY B CyMpayHi
MeEIBEIIUl l“aBpI/I”SZ. Elements of the animal epic in “Zakhar Berkut”, the
representation of hunting-like-war, the struggle in the kingdom of the
animal world, the opposition of the "Tukhlian bears" to the Wolves-
Mongols, create a symmetrical parallelism of the war-like-hunting of the
Tukhlians against the Mongols. It is in this context the crucial to
deciphering the codes of the animal epic, which is a symbol of the war
against the Mongols in the work, are animal totems and the names of the
main heroes of the story.

The symmetrical pair of opposing images of the main characters in
the context of the animal epic code carries an archivious semantic
meaning.

%8 ®panxko Isan. 3axap Bepkyr. 1978. C. 139.
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Totem's nickname (or name)® of Zakhar Berkut — points to a proud
and independent predatory eagle. The totem source of its origin is
indicated by the narrator itself in the work: in Tukhla, “npu Bxomi mo
KOXHOT'O JBOpHIIA CTOSUIN Bl JIATIN (Jmna — CBSIICHHE OEPEBO B
iH0€eBpoIeiichbkiXx HapoiB — 1. N.), MK SIKUMH TIpUB’si3aHi Oyl rapHO
IJIETEHI B yCSKI y30puW BOpoTa. Maibke Haa KOXKHUMH BOPOTaMH Ha
KEepAIl BHUCLIA TMPUOWTA sIKach XWKa MTHI: TO COBa, TO COpPOKAa, TO
BOPOHA, TO SICTPYO, TO Opes 3 MIMPOKO PO3MPOCTEPTUMH KpUJIaMH 1
3BUCJIOI0 JIOJI0JIY TOJIOBOIO; ce Oyim 3HaKu ayXiB (ToOTO ToTemu — I. N.)”
3 This totemic sign becomes at once the metaphor of the Berkuts’ house-
nest: their residence is described as “rmizmo bepkytiB, Hax KOTpOro
BOPITBMH CIIPaB/il BUCIB HEJIaBHO BOWTHI BEIMYE3HUN OEpKyT, 1€ il Mo
CMEPTI HEMOB IpO3s4YM CBOIMH MOTYTHIMH 3aJ13HUMH Ma3ypamu 1 CBOIM
YOPHUM, y KaOJyK 3aKpUBJICHUM 136060M” .

Sviatoslav Hordynskyi finds in the "The Tale of the lhor's
Campaign", certain poetic "images-formulas" that are echoed with folk
ones. To such images he classifies the image of the "old falcon" as "an
experienced conductor leading the young. In the “Tale” the image of the
old falcon is presented indirectly in the "golden word" of Prince
Sviatoslav, where he speaks of the mature plumaged falcon, which he
opposes to the uneducated young princes. The same conductor is depicted
in the folk poetry of the Ataman Sirko, which is presented once as an old
eagle, then again as a falcon. [...] These poetic images are completely
identical with the «mu3eiM opiomby, flying «mon obmake. [...] In the
folk poetic tradition, to some extent, the image of the old eagle-falcon, as
the native guide who teaches the young, is preserved". S. Hordynskyi also
emphasizes the fact that "Prince Sviatoslav speaks in his «golden wordy
and that the plumaged falcon will not allow the cause offense of his
nest"*®. M. Sharleman had already pointed out that the image of the nest
in the "The Tale of the lhor's Campaign", is directly related to the notion
of the generation. S. Hordynsky continues this idea, saying that it is not
just about the notion of the nest of genus. In the poem, "the problem of

%% PaneBnu-BUHHHIbKHIT SIpocnas. Etuker i kynpTypa cninkyBanHs. JIbBiB: Criomom,
2001. C. 110-118.

% dpanko Isan. 3axap Bepkyr. 1978. C. 31.

% Ibidem. C. 32.

% lopauncbkuii Cearocnas. “CiioBo o nojky IropeBiM” sik JliTepaTypHa Ham siTKa.
Ceamocnas I'opouncoxuii. Ha nepenomi enox. JIsBiB: Csit, 2004. C. 62.
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the strong and weak nests of the genusis touched [...]. Let's pay attention
to the fact that the structure of the nest [...] corresponds to the structure of
the house-terem"™. Thus, on the basis of these parallels to the Ukrainian
folklore and "The Tale of the lhor's Campaign", additional semantic
contamination of the image of Zakhar Berkut — the head of a powerful
family, which will not offend his community-nest, can be considered. The
generic nickname Berkut also points out that both Zakhar Berkut and his
youngest son can be "experienced conductors” (In the hunt, Maksym
Berkut “sapsypkyBaB 13 NMpaBIMBO HAYAIBHUIIPKOIO BBAXKJIUBICTIO I
MOBAror BCe, IO HaJIeXkayo A0 JiTa, HiYoro He 3a0yBaro4M, Hi 3 YAM HE
KBAIUISYHCH, Al i 3 HIYHM He OITi3HIOYICE ™)

It is interesting that the presentation of totemism among the boykos
inspired I. Franko's newly discovered phenomenon (for the first time, the
phenomenon of totemic cult and totems was described by J. F. McLennan
in the article "Plant and Animal Worship" in 1869 — 1670, that is 12 years
before the writing of “Zakhar Berkut”). A knowledgeable ethnologist and
religious researcher Marcel Moos emphasizes that "in totemism, a totem
or god is in a kinship with those who worship him: they are one flesh and
blood"*, and Johan Huizinga adds that "the personification of gods and
spirits in the image of animals is one of the most important elements of
archaic religious life. Theriomorphic representation underlies the whole
complex of totemism™. After half a century after the publication of
“Zakhar Berkut”, Claude Lévi-Strauss wrote that "without the «detailed
history» of the religious ideas of each group it is impossible to establish
whether the names of animals and plants or the rites and beliefs
associated with animal or plant species belong to the remain of the
previously existing totem system, whether they are explained by
completely different reasons, for example, they are the consequence of
the logical and aesthetic tendency of human thinking to comprehend in
the form of groups that great varieties — physical, biological, social — that
make up his world"**. Emnst Kassierer stresses that "for the early stages of

3 lopauncbkuii Cearocnas. “CioBo 0 Mojiky IropeBiM” sk JiTepaTypHa Ham’sTKa.
Csamocnas I'opouncekuii. Ha nepenomi enox. JIsis: Csit, 2004. C. 63.

%8 dpanko Isan. 3axap Bepkyr. 1978. C. 13.

%9 Mapcens Mooc. Conmanbuble ¢pyHkuu csenHoro. Cankr-IlerepOypr: EBpasus,
2000. C. 10.

* Yoran eiizinra. Homo Ludens. Kuis: Ocnosu, 1994. C. 161.

! Ko Jlesi-Crpoc. CrpykrypHa antponosoris. Kuis: Ocxo, 2000. C. 11.
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the mythological worldview, there is now no clear boundary that
separates a person from the community of living beings from the world of
animals and plants”. In totemism, family relationships are established
"between a certain clan and its totem animal or plant, moreover, not in
any figurative, but in a completely literal sense"*. Ivan Franko in his
historical novel (long before these scientific studies by M. Moos,
B. Malinowski, K. Levi-Strauss, E. Durkheim) finds a peculiar artistic
solution to this problem, which includes the first aspect (the names of the
boykos are here, in particular, relict-totemic symbols), and the second one
(which helps to solve certain ideological and artistic-aesthetic
perspectives of the work).

As to the first aspect, proclaimed by C. Levi-Strauss, it is worth
reminding J. Huizinga's statement that "when a certain form of religion
accepts the sacred identity of two entities of different order, say, human
beings and animals, then this connection does not get an adequate
expression in the title "symbolic conformity,”" as we perceive it." This
identity of such two entities "is in fact much deeper than the
correspondence between a certain substance and its symbolic image. This
is a mystical identity. One became another"”. Boykos-highlanders,
identifying themselves with owls, magpies, crows, hawks or golden
eagles — in fact, are these birds. This identification is based on the sacred
perception of the world, since, as Emile Durkheim writes, "every member
of the clan (that has a common totem — I. N.) is endowed with sacred
character [...]. The reason for this personal holiness is that the person
thinks that it is simultaneously in the broadest sense of the word the
animal or plant of the totemic genus"*. The Watchman, as the god-
creator and the defender of the Boykos, fully corresponds to the image
that creates the mythological imagination in the context of totemism. As
Ernst Kassierer convinces, "in the circle of totemic ideas, one can often
observe how the idea of a higher being, distinctly different from the
totemic ancestors, prevails over the notions of the ancestors from whom
the clan of its origin. With this figure, the origin of things is linked, and at
the same time, the introduction of sacred rituals, religious ceremonies and

42 3pHCT Kaccupep. ®unocodus cumpoanueckux dpopm. 2002. C. 190.
I/IoraH Ieitzinra. Homo Ludens. 1994. C. 33.
* Iliopxraiim Ewmine. Ilepsicui dopmu pemiriiinoro xurts. TOTeMHAa cHCTEMa B
ABCTpaJli'l'. Kwuis: FOnisepc, 2002. C. 128.
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dances. It is usually itself no longer the object of worship and man does
not enter into direct, direct-magical relations with him"*.

The name and the nickname (nickname) of Tugar Vovk are somewhat
different from that of Zakhar Berkut, the semantic load (here to the
forefront comes the second aspect), although they have a direct connection
with the totemic cult and the animal epic. Emile Durkheim points out
another important feature of totemism: "There is the closest relationship
between the individual and the animal of the same name. Person
participates in the nature of the animal; it has its positive qualities, as by
the way, and weaknesses. For example, one who has an eagle for the coat
of arms (totem — I. N.), as if possessing a gift to look into the future; if he
Is named bear in his name, they say that he is inclined to be wounded in
battles, because the bear is slow and clumsy and can be caught easily; if
the animal becomes the object of contempt, then man is also the subject of
the same contempt™*® The cognation of both creatures is so close that under
certain circumstances a person can acquire the form of an animal, and the
animal is an alter ego of human*’. Tugar Vovk “cam moxo6as Ha oHOrO 3
TUX 3JTFOIIUX TYXOJbChKUX MEJIBE/IIB, IKUX iXaB BoroBaTn”’C, However, as
it turns out later, he only looks like a Tukhlian bear. On Tukhlian Counsel,
Tugar appears in full combat armor with his wife. “IloBepx yciei Toi
CTpaIHoi 30poi, Ha 3HAK CYIMOKIMHOTO CBOI'O Hamipy, HaKHHYB BOBUY
HIKIpY 3 Taller, MepepoOsIeHO0 B 3allliNKy Ha TPyHdi, 1 3 JlabaMu, IO
OCTPUMH KITTSMU 00XamyBajM Moro nosic. JloBkosa 0osipuHa HIILIO JeCsATh
BOSIKIB, JIYYHHMKIB 1 TOMIPHHUKIB, TOBOMPAHUX y TaKi K BOBYI IIKIPH, ajie
0e3 maHmupiB. MWHUMOBOJII  CTpeleHylacs TyXOJbChKa TI'pOMAaJa,

. . 49
no0ayuBIITY HAOIM>KEHHS TOI BOBYOL JPYXKUHU ™.

3. Image of the Wolf
In the animal epic, the image of the wolf is found quite often. In
particular, I. Franko himself writes that among these stories is the story of
Lorraine monk, "The Exit of the Slave" (“"Ecbasis captivi"), written
around 940 (about a calf who is captured by the wolf) and another, "about
sick lion, whose fox cured by some herbs and the skin shed from the

4 OpHct Kaccupep. @unocodust cumpoamueckux gopm. 2002. C. 213.
“® Eminp Jliopkraiim. ITepsicui dopmu peniriitnoro xurrs. 2002. C. 151.
*"Ibidem. C. 151-152.

*® dpanko Isan. 3axap Bepkyr. 1978. C. 11.

* Ibidem. C. 51.
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wolf; ot became "the basis of the second Latin poem, which was written
in Flandria in the beginning of the 12" century and is called
"Isengrimmus" (that is the name of the wolf)"°. In the poem of the late
12" century — "Reinardus", which is used in "Fox Mykyta", the wolf is
one of the central figures. One of the voivodes of the Grand Duke of
Kyiv, Volodymyr the Great, in the ancient Ukrainian chronicle "The Tale
of Bygone Years" was called the Wolf Tail (“V pik 6492 [984]. ITitoB
Bonogumup Ha pamgumudiB. A y Hboro OyB BoeBoaa Bomuuii XBicT, i
nociaB mepea cob6oro Bomogumup BoBuoro XBocrta [...] [i] moGiguB
Bosunii XBicr pagumuuis™). In the poem "The Tale of the lhor's
Campaign", the comparison of Prince Vseslav with the wolf appears
several times.

In the novel "Zakhar Berkut" the Mongols are also compared with
wolves. The well-known Kazakh researcher Olzhas Suleymenov in his
book "Az and Ya" (A3 1 A7) finds in this ancient Ukrainian poem huge
styles and reviews of the culture of the Turkic peoples. It is he who
responds to the question of the possibility of the appearance of such a
metaphor in Ivan Franko’s works: "At the beginning of “The Tale” the
readers are shocked that the Vsevolod’s soldiers "jump like gray wolves
in the field". There is no monument after the "Tale" where Christian
likens to the wolf. This positive image dates back to the time of pre-
Christian cults. In the Turkic and Mongolian folk traditions, the wolf is
the image of courage. A few heroes are awarded by the comparison with
the wolves. Wolf — one of the most authoritative totems of the steppe cult.
In some genealogical legends, Turkics and Mongols lead their origin
from the wolf"% (Let's add that the chronicle of the thirteenth century,
"Mongolun ni‘ucha tobcha'an", which, as soon as possible, was written in
Uighur language for the descendants of Temujin-Chingich-khan, begins
with a statement about his divine origin that should be pointing to the
sacredness of the whole dynasty of the Chingizids: “TIpenkom Ywusric-
xaHa 0yB bepre Uino — Cipuit BoBK, HapOXKACHMI 11T IIACTTMBUM 3HAKOM
3 Bucoxoro He6a. Jlpyxunoro Ciporo Boska 6yma [oa Mapan — JTanp™,

q)paHKo IBan. Xto Takmii “Jluc Mukuta” i 3Binku BiH pomom? Isan Dpanko.
3l6paHH}l meopig: YV 50-mu momax. T. 4. Kui: HaykoBa nymka, 1976. C. 64.

JIlToan Pycekuit. Kuis: {ninpo, 1989. C. 51.

OmKac CyneiimenoB. A3 u fI. Anma-Ata: XKazymsr, 1975. C. 1009.

>3 Tajna historia mongolow: Anonimowa kronika mongolska z XIIT wieku. Warszawa:
PIW, 2005. S. 29.
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Their son is Batachi Khan became the founder of the dynasty, whose
crown was Temujin — Chingich-khan).

Similarly, Marcel Moos, considering at the beginning of the 20th
century the beliefs of the Chinese about the soul of animals and the
interreputation of the souls of animals and humans, emphasized that there
is "a large number of stories telling about the animal origin of a particular
person or even entire nations: so the Turkics and The Uighurs, according
to the Chinese, originated from the wolf. But most strikingly, such a
doctrine is not a derivative of totemism [...]. In fact, these representations
are precisely from universal, absolute totemism">*. Mircea Eliade observes
that even the millennium of the history of settled peoples engaged in
agriculture has not erased the "outlook of a primitive hunter." "Raids and
attacks of Indo-Europeans and Turkic-Mongols will be held under the sign
of a perfect hunter — carnivores, predators. On the other hand, members of
the Indo-European military fraternities and the nomads of Central Asia
behaved like predators that hunt and devour herbivorous citizens of steppe
or the cattle of the farmers. Many Indo-European, Turkic and Mongolian
tribes had eponyms of wild animals (most often wolves) and considered
themselves descendants of teriomorphic mystical ancestors. The initiation
of the Indo-European warrior included a ritual change into the wolf; thus
the soldier identified himself and took the mode of being, characteristic of
the predator." At the same time, he adds that the Turkic-Mongols had "the
technique of hunting and war is so similar that it is difficult to
distinguish"*. The attacks of the Turkic-Mongols, adds M. Eliade — from
the Huns to Tamerlane — "were carried out according to a pattern of
primitive Eurasian hunters: predators catching prey in the steppe." In
addition to the strategy and tactics of the war "a mystical example for
imitation — predator hunting" played here an important role*®.

It should be added that animal metaphorization in the story "Zakhar
Berkut" reaches its sacred fullness (in relation to the Mongols-wolves) in
the scene, when the Tuhkolians lay out the lights on the stone breaks that
surround the Tukhlian kotlovin where they had already lured the
Mongols: “3amaianu orauina J0BTUM PSJIOM, HEMOB 3a0IUCKOMIAU cepeo

54 Mapcens Mooc. Connanbabsie ¢pyHknun csmennoro. 2000. C. 155.

> Eliade Mircea. Geschichte der religiosen Ideen. Bd. 1: Von der Steinzait bis zu den
Mysterien von Eleusis. Fraiburg-Basel-Wien: Herder, 1978. S. 44.

% Mircea Eliade. Geschichte der religiésen Ideen. Bd. 3, TI: Von Mohammed bis zum
Beginn der Neuzeit. S. 13.
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nimoMu 04l BEIUUE3HUX B0BKIB, U0 20MOBUNUCA CKOUUMU 6 OOJUHY 1
nooicepmu monzonscoky cuny (my writing — 1. N.)™’. This comparative
metaphor communicatess one of the most important irrational features of
the sacrum category — the sense of mysterium tremendum — the perception
of the terrible mystery that carries the threat of death for the Mongols in
the form of their own totem.

The nickname of Tugar Vovk points out that although he is similar to
one of the "Tukhlian bears" (that is, it is supposedly a Rusyn-Ukrainian),
but in reality he is related (through betrayal) to the Mongol wolves, that
IS, the Wolf-Mongol (“Tyrap BoBk — ce He TyXOJbChKHI BOBK, BiH i
TYXOIBCHKHM MEIBEIsIM 3yMie mokasatu 3you!”>?). It is evident that this
nickname (Wolf) is not a collective totem for Tugar (which "forms the
fraction of the legal status of each individual: it is hereditary"™®), but an
individual totem that is "taken at ease", "acquired, and not given (from
birth — I. N.)" and in general "this acquisition is not indispensable"®. At
the same time, it should be remembered that, according to general Indo-
European notions, a person who committed a terrible crime becomes a
wolf; one is an ambivalent figure: he acts both as a victim of persecution
and as a predator-killer.

The name Tugar seems to be also a sign of the Turkic parallels: one
of the Polovtsian khans of the 11" century (who was the father-in-law of
Prince Svyatopolk lIzyaslavovich and died in battle with Rusyn-
Ukrainians at Trubej) has semantically related name — Tugorcan (perhaps
Tugor-khan — 1. N.). On the other hand, in ancient epics — the remnants of
the reigning epic of the princely Ukraine-Rus’ — the name Tugaryn(as one
of the characters of the enemy nomadic Turkic steppe) appears. Despite
one of the already established levels of symbolization — the representation
in the context of the animal epic as a hero belonging to the wolf pack —
the name of Tugar hints (as well as the totemic nickname Wolf),
duplicates a direct indication of his relationship with the Turkics, Steppe,
the Mongolian horde.

The most important part of a community is a person, and its honor and
dignity are universal value — as one of the factors of its social existence.
The betrayal of his people, community, totem appears in his eyes a kind of

>’ ®panko Isan. 3axap Bepkyr. 1978. C. 119.

*® Ibidem. C. 67.

> TTiopxraiim Emins. ITepsicui ¢popmu pemiriiinoro xurrs. 2002. C. 155.
* Ibidem. C. 155, 157.
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death — not physical, but sociopolitical and mythologically ritual. Martin
Heidegger, analyzing the poem by Stefan A. George, "The Word"
emphasizes the inseparable relationship between poetry and the
mythological worldview that exists between the thing, the object, and
hence the person and the name of the subject, in the name of that person:
“Hemae peudl TaMm, 1e Opakye ciosa [...] Tam, ne Opakye cioBa, TaM HEMae
i peui. JImm coBo Hamae pedi 6yrTs”® . Continuing and expanding this
Idea, we can say that when the name disappears, the object also disappears,
when there is no name — no human. Ivan Franko’s chain is further
developing: the name of a person and his honor, dignity are inextricably
linked. Losing honor, a person loses the right to his former honest name,
becomes another. Therefore, Zakhar Berkut «me BmizHae» ("does not
recognize") Tugar Vovk, because he turned out to be a traitor to his people
and, having lost his honor, loses the right to a previous name. To the
question: “— Ce s, crapue, — CKa3aB, BUCTyMarouu rnepes Hboro, Tyrap
BoBk, — un mizHaem mene?”’, Zakhar replies: “— Jluie TBoe mi3Haw0, — TH
6ye (my writing — 7. N.) Gosipur Tyrap Bosx”®. The use of the verb in the
past tense — to be — it becomes a statement here of this ritual death of a
traitor, since the name of a person "is not just a word, a certain set of
sounds; it is something essential and even the most important”®. At the
same time, the ritual-mutpological meaning was concealed in the verb of
the past tense «OyB», that everyone who is deprived of the name "can be
recognized dead, considering that he no longer exists. And this will mean
the same as actual death"®, since for the early mythological thinking the
name "expresses the inner nature of person, it “is”, in general," "this
inward being"®. It is known that Roman law denied slaves in the
opportunity to have their own name because they were not personalities.

4. Hunting-Like-War as a Ritualistic Prolepsis
of the War-Like-Hunting
Boyarin Tugar Wolf wins the bear on a hunting-like-war — and this
scene is one of the reviews of the animal epic: he, in praise, says that
“X0u s JuIIe BOBK, JpiOHA 3BIPIOKA, TO BCE IIE AaM paay TyXOJIbCHbKOMY

o1 Fan;[errep Maprtin. Cnoso. 2007. 186-187.
CDpaHKO IBan. 3axap bepkyt. 1978. C. 154.
EMZ]Zb Hiopxeatim. IlepsicHi popmu peniriiiHoro xutts. 2002. C. 128.
Gerardus van der Leeuw. Fenomenologia religii... S. 183.
% Spuem Kaccupep. dunocodus cumpomaecknx popm...C. 55.
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mensenenl!” Maksym Berkut “cmyxaB THX mepexBajok 1 cam HE 3HaB,
4OMY HOMY drcaitb 3p0ounocs myxoibcbko2o medseods (my writing — 1. N.).
“JlypHa 3Biproka TOW MeEJBIIb, — Yy3arajibHIO€ MakcuMm, — CaMOTOIO
IepKUThCA. SIkOM BOHM 310paiuch JOKYIMH, TO XTO 3HAE, Y W CTaa0
BOBKiB mano 6 im paxy”®. This dialogue is extremely important in the
architectonic space of the story, where Tukhlian land (and Subcarpathian
Rus”) becomes more and more like the impregnable bearish possessions
(here is a discursive transformation from the mythological and ritual
space into the epic space), the Tukhlians — to the bears, and the army of
the Mongols will compare several times with the wolf pack. A victory
over the Mongols-wolves of Tukhlians-bears will only be possible
through association with other communities.

In the hunting Maksym informs the boyars that the animals are
driven into the gorge and death is waiting for them. Thus, hunting-like-
war becomes almost a ritualistic prolepsis of the war-like-hunting for the
Mongols: “Moi ToBapuilll TyXOJiblLll 3aMKHYJM BHUX1J 1 HE MyCTATh aHI
OJIHOTO 3Bipa Bijicu. Haimimie Oyse [...] #TH moHaa caMi Kpai mpornacTu
o 000x 0okax. Tak MU 3MOKEMO HAWUJIIIIIIE 31THATH BCE A0 CEPEMHU, a
TaM [...] OBCTYIHMO TYCTOIO JaBOKO i BUCTpiIsiemMo m0 oguoro™ . The
elements of the semiotic-semantic field of war-like-hunting are several
other scenes in the novel: during the defense of the Mongols in the Tugar
Vovk’s house, Maksym tells the Tukhlians and the warriors who crossed
their side: “Mu x He JnucH, SKUX CTpUICLb BHUKYproe 3 simu’; Tugar
“OKpY>XKMB MOJIOJIIIB IJIOKO T'POMAaJOK MOHTOIIB, MOB CTPUIbII I1JIOO
BaTarol IICiB OKPYXKarTh posxkeproro awka”. He said: “— Temep He
yitayTs HaM nTamki |[...] OT yxke Moi oI HagxoasTs!”™,

It is worthwhile — to add a comparison that I. Franko uses to the
image of Myroslava to complement the holistic comprehensive picture-
matrix of the animal epic in the story — “3Bunna six Busipka”™. This trope
can be perceived not only as an artistic micro-unit, but also as one of the
inseparable role-playing elements of the animal epic.

In the story "Zakhar Berkut" Ivan Franko creates a special,
symmetrically inverse to the traditional animal epic, an architectonic
narrative matrix. In the traditional matrix, the animal epic appears as a

% ®panko Isan. 3axap Bepxyr. 1978. C. 17.
7 Ibidem. C. 19.

%8 |bidem. C. 93, 93-94, 96.

% Ibidem. C. 23.
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kind of projection of the world of people into the animal world (this same
pattern is observed, for example, in fairy tales about animals), here
anthropologizing of the animal world takes place. In Franko's novel, the
architectonics of the anthropology of the artistic world is based on the
narrative principles of the animal epic — as the primary matrix.

CONCLUSIONS

The work of I. Franko is a vivid example of how the hierarchy of the
relations of myth and history is built up for the mythological
consciousness, and, again, the re-existence of this mythological world-
view of historical moment, kyros. In the context of the concept of the
mythological consciousness of F. V. Schelling, "history does not
determine mythology for the people, but, on the contrary, it is a
mythology of history — or, rather, it does not define, but it itself is the
destiny of people, the lot that fell from its very beginning"™. The ritual-
mythological structure of "Zakhar Berkut" receives a clear architectonic
expression in the form of three concentric circles placed in one another
(which in fact demonstrate the fractal nature of the structure of the
Franko’s work, pointing out its genesis with the structure of the myth-
ritual space): the first, the inner circle — this is a hunt, which is a kind of
ritual re-war (here is a constant balancing at the level of anthropological
implementation of the animal epic); secondly, the wider circle that covers
the previous one is the reflection of the war between the boykos and the
Mongols as a ritual of the war experience between the Watchman and
Morana; The third, the widest circle, is the primitive reality (the war
between Morana and the Watchman). As the “essence of sacred action
belongs to what is repeated"”, so the return of Morana is a necessary
element of the completion of one of the cycles of this myth — since the
myth is "here-present-day reality, that we experience" (L. Levi-Bruhl).
Bronistaw Malinowski stressed that the myth "in its first, living entity i1s
not only a story, but a reality. He does not have the character of
fictitiousness that we face in modern artistic prose. It is a reality that
according to beliefs existed in ancient times and since then has an impact
on the world and human destinies"

"0 Cit. for: Dpucr Kaccupep. @unocodus cumommueckux gopm. 2002. C. 55.
"t \/an der Leeuw Gerardus. Fenomenologia religii. 1997. S. 362.
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The novel "Zakhar Berkut" is a vivid illustration of the statement of
Swedish religious scholar Geo Widengren that "myth is a natural addition
to the ritual. While the ritual is a sacred action, the myth is a sacred word
that comes after happening and explains it. Considering this view from
the return perspective, one can say that a ritual, as an action or a gesture,
illustrates a sacred word or sacred text"".

The poetic and ideological and aesthetic unity of the sacred and
anthropological levels of the ritual-mythological matrix determines the
architectonics of the story "Zakhar Berkut", which includes the sacred of
cosmogonic creation and the profane of the earthly being of heroes who
ritually imitate a return to sacred time-kyros (and this ritual return is
constructed from preserving the genre paradigm of the animal epic),
defines the discursive strategy of the story, becomes a code that reveals
the internal mechanisms of the functioning of the artistic work as an
artistic integrity.

SUMMARY

Architectonics of Ivan Franko "Zakhar Berkut" narrative is
determined by its ritual and mythological structure. This is one of the
brightest manifestations of modern attitude to the world in Ukrainian
fiction. The work of Ivan Franko — a vivid example of building a
hierarchy of relations of myth and history in mythological
consciousness. Poetic, idea and aesthetic unity defines discursive
strategy of the narrative, becomes a code that reveals the inner
mechanisms of functioning of work of art as artistic integrity. The
poetic and ideological and aesthetic unity of the sacred and
anthropological levels of the ritual-mythological matrix determines the
architectonics of the story "Zakhar Berkut", which includes the sacrum
of cosmogonic creation and the profane of the earthly being of heroes
who ritually immitate a return to sacred time-kyros (and this ritual
return is constructed from preserving the genre paradigm of the animal
epic), defines the discursive strategy of the story, becomes a code that
reveals the internal mechanisms of the functioning of the artistic work
as an artistic integrity.

2 Geo Widengren. Fenomenologia religii. Warszawa: Nomos, 2008. S. 160.
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