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THE LINGUISTIC FRAMEWORK OF POETIC INTERPRETATION
(a Case Study: the Poem «Children» by Yuri Levitansky)

The article aims to present an integrated poetic analysis of one of the poems
by Yuri Levitansky. The content of the poem is interpreted within the framework of a
comprehensive, interdisciplinary approach to the study of lyrics, which is connec-
ted with the development of the ideas generated by Kharkiv Philological School. The
framework suggested in the article combines the linguistic and literary approaches
to the study of poetry, the study of its linguistic and stylistic texture taking into ac-
count intertextual and auto-intertextual interactions as well as the poetic tradition,
that is, the text “immersed in life”. The article focuses on the characterization of the
main symbolic images of the poem, their conceptual transformations and the role
they play in Y. Levitansky’s individual style.

Key words: poetic text, poetic discourse, interpretation, Kharkiv Philological
School, symbolic image, subject matter, Levitansky.

Cxopo6oraroBa O. O., KpacoBunpka JI. €. JIiHrBicTMYHa OCHOBa IO-
eTn4yHOI iHTepmperanii (Ha mpuknami moesii FOpis JleBitaHchkoro «[liTum»).
Cmamms npucesuena yinicHomy QinonoziuHomy ananisy o0Hiel i3 ueHMPanbHUX
noesiii knueu «Kinemamozpag» IOpist Jlesimaricvkozo. Ii smicm inmepnpemyemo
8 MENAX KOMNIIEKCHO20 MINOUCUUNTIHAPHO20 NidX00y 00 00CTiOHeHHS MipuKu,
w0 nos’s3anuii 3 possumxom ideil Xapxiscvkoi inonoeiuroi wikonu. LlinicHuil
(KomnnmexcHutl) ginonoziunuil ananiz nepedb6auae 8usueHHs MOBHOI OpeaHizauii
mekcmy ma i0iocmusio 3 0280y Ha BUPIULEHHS 1020 XYO0OHHbO2O “HA03AB0AHHS
sIKe 8ucysae neped co6oio asmop. 3anponoHosanuil nioxio NOEOHYE niHe8icMUUHULL
i nimepamyposHasuuti 6exmopu O00cniOxeHHs Nnoe3ii, 8UBHEHHS NiH28ICHUUHOL
opeanizauii mexkcmy 3 ypaxyBaHHAM IHMEPMeKCMYyanvHux ma asmoinmepmex-
CMYanvHux 63aemolili i noemuunoi mpaouyii, moomo O00CHiONEeHHS meKcImy,
w0 “sanypenuti y mumms’. Inmepnpemauiro noesii 30ilicHeHO Ha OCHO8I aHAali-
3y MOBHOI 6y008U mMeKCmy, MiCUs TPUUHO20 E0PYy 8 XYOOHHLOMY NPOCHOp,
AKUTE CIBOPEHULL ABMOPOM, ¥ noemuuHomy OUcKypci, i ye dae 3moey 3aHyPUmucs
6 3MiC1O6e HANOBHEHHS MBOPY, y NPouec GOPMYBAHHS 11020 NOEMUUHO20 CMIUC-
1y, nepedba UMy MOXIUBY YumapKy annepuenyin. CxapakmepusosaHo ocHOBHi
obpasu-cumeonu meopy (0epeso, nmax, He60, 0im, OuM), OUHAMIKY CMUCTOBUX
mpancpopmayiii (nmax - He6o, 0im — Oum, 6iliHa — OUM), YCIMAHOBTIEHO 38 SI30K
memMamuxy ma npoonemMamuxy noesii 3 iHuumu meopamu kHueu noesiti «Kinema-
moepag». Posenanymi memonimiuni nepeHocu, xapakmepHi ons noesii Jlesiman-
cbK020 Ubozo nepiody. Chopmynvosaro zinomesy, 32i0Ho 3 AKow noesis «imu»
BUCMYNAE AK nponoz 00 kKHuzu noesiti «/Tucmu 0o Kamepunu...», y sxiti nocnioosHo
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poskpusaemvcs mema oumuncmea. Cmeeporyemvcs, uo 06pasu-cumeonu noesii,
npoananizo8amoi 8 pobomi, € KAVUOBUMU CI0BAMU NoemuuHozo idiocmunto I0pis
Jlesimarcuvkoeo. Jline6onoemudHuli ananis crmeoproe 00kasosy 6asy 01 xapaxme-
PUCTUK CUMBONIYHO20 KOA, OCHOBHUX MOMUBIS, MeMamuky 1 npobremamuxu
JpUKU noema.

Kntouoei cnosa: noemuunuii mexcm, noemuunuii OUCKypc, inmepnpemauis,
Xapxiecvka pinonoeiuna wikona. 06pas-cumeon, memamuxa, Jlesimancoxuti.

Introduction

This year we commemorate the 100th anniversary of Yuri Levitansky’s
birth, a poet whose literary works have etched an ineffaceable impression
on the minds of more than one generation of his readers and have inspired
literary critics and linguists to explore the hidden secrets of his poetry.

The depth and strength of his worldview is impressive, his style is easily
recognizable; one can imitate his manner of writing, yet no one has been
able to write “like Levitansky”. His unique poetic style is characterized by a
specific “lengthy line”, his “free verse” and the experiments with a large po-
etic form which led the poet to create the “book of poems” as an artistic
unity. The author’s individual style can be described as a certain combi-
nation of common linguistic resources, general poetic devices, individual
expressive means and artistic techniques. The poet’s individual linguistic
worldview, created in the artistic space of poetic discourse, can be outlined
by means of the poetic analysis of separate literary texts as well as by inves-
tigating his individual style as a whole. One of the frameworks of the poetic
analysis is the study of textual construction of meaning and its actualiza-
tion in the poem which is highly characteristic of Levitansky’s lyrics. His
poetry has already been the object of some linguistic and literary studies.
The music motif in Levitansky’s lyrics has been analyzed by A. Kozlova
(Kosnosa, 2019), D. Koloda has explored the syntactic texture of the po-
et’s verse and its role in creating a cinematic effect (Konopa, 2010; Konoza,
2011). However, it is only through the integrated analysis of language, in-
terpretation, context, and cognition that we can account for the experience
of literary reading of Levitansky’s poetry. So, the research aims to analyze
the linguistic texture of the poem Children, taking into consideration the
place of this work in the author's literary output, to characterize the main
symbolic images and to explore the intertextual connections of this work
with other poems of the author.
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In this article, we analyze the poem Jemu (Children) (JleButanckuii,
1987: 63-64) from the poetry book Kunemamoepag (Cinema). This book
of poems like other books of the poet (we do not use the term “collec-
tion” deliberately), is a compositionally integral poetic text and it serves
as the embodiment of a single artistic concept. The theme of the book is the
search for meaning in life by a self-responsible person who concerns about
other people, the understanding of their epoch and what makes their own
life fulfilling.

The poem examines the very idea of childhood and the sense of mea-
ning and purpose in life; poems from many books and a poetry book
ITucoma Kamepune, unu npoeynka ¢ Paycmom (Letters to Katerina, or a
Walk with Faust) (1981) are also about it (Jleutanckuit, 1987: 207-320)
(the choice of anthroponyms in the title of the book is significant, since
the poet puts together his daughter’s name and the precedent name Faust,
which is strongly associated with the idea of meaningfulness of life).

Research Methods

The poem is interpreted within the framework of an interdisciplinary
approach to the study of poetry, which encompasses the insights and legacy
of the Kharkiv Philological School. An integrated poetic analysis involves
the study of the linguistic texture of the poetry and the author’s individual
style in order to answer the question about the literary “overriding goal”
set by the poet himself. This approach necessitates, firstly, the combination
of linguistic and literary aspects of the text analysis, and secondly, the study
of the stylistic organization of the text taking into account intertextual and
auto-intertextual interactions and the poetic tradition of a certain period,
that is the study of a text “immersed in life”. Some insights of cognitive
poetics (e.g. the importance of the interactions between the language of a
text and a reader of that text in exploring the literary effect and value of a
particular text) are also incorporated and applied in our research.

The Main Material

The interpretation of the poem entails the analysis of its linguistic and
stylistic texture, its place in the artistic space created by the author. We also
examine the role which the poem under analysis plays in the Russian po-
etic discourse. This enables us to penetrate deeper into conceptual mea-
nings of the literary work and meaning-making processes (I'ymak, 2019:
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43). The proposed interpretation suggests possible perspectives for readers’
and researchers’ apperception.

IOETU

Jemu, kax sjcumenu uHoCmparHuole

UnU NPULLENbYbL C OpYyeUX naaHem,
ABTIAIOMCA 6 MUP, 20e NpeOMemvl CrparHbole,
8eujl, KOmMopvim HA3BAHLS Hem.

Euie um 6 oukosumy Hauiu HpasbL.
M nado evryuumu éce cnosa.

A amu 3eepu!

A amu mpasuvi!

Hy, npocmo kpyxcumcs eonosa!

M 6om onu x00sm, nomemxu 0enas
U 8b1208ApUBASL C MPYIOM:

- 9mo umo y éac? - Omo depeso.

- A amo? - [Imuua. - A amo? -Jlom.

Ho uem npodomicumenviee ux cmpancmeue —
OHU 8e0b cl00a He Ha napy OHell —

OHU CIMAHOBAMCA 6Ce NPUCMPACIIHEE,

U HAM CIMAHOBUMCS 8Ce MPYOHeil.

OHu ougynviearom nepe6opouxu,

OHU 3A2NIAHYMb CIMAPAIOMCS 34.

A mul ux euool,

Ux nepesoouUKU,

U He HA0O NbLIL UM NycKamv 8 enasa!

Ilyckaii oHu 3HaOM, 4Mo HenoooenvHo,
a 4Mmo MonvKo KANenmcs 3070MbiM.

- 9mo umo y eac? - 9mo depeso.

- A amo? - He6o. — A smo? - [Joim.

(JleBuTanckmii, 1987: 163-164).
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The poem is divided into two parts, each of which ends with a semi-
stanza consisting of three questions and three answers. It is worth noticing
that the form of direct dialogue between the characters of a lyrical work is
quite rare in the 20th century poetry, but it is highly characteristic of Yuri
Levitansky’s lyrics. This ‘question — answer’ pattern is exploited in some
of his poems and their fragments. Moreover, the keyword dialogue is pre-
sent in the poem titles (for example, Juanoe y Hosozooneii enxu (A Dialogue
at the Christmas tree). The questions in the poem are repeated (the first one
is complete, the second and third ones are elliptical), and two of the three
answers differ from each other.

In our opinion, they are explicitly connected with the philosophical
idea of the poem. The first part of the poem is the poet’s reflections on the
essence of childhood, its wow-moments, his thoughts about how children
are learning about the world, and how important it is for them to rely
on adults’ knowledge. The understanding of the world goes through words,
and here it is worth mentioning that the poet was born and spent his child-
hood in Ukraine, where a baby is called nemosns (nemovlya) - ‘one who
cannot speak’. Perhaps, that is why the children here look like unocmparnnuvie
AHumenu n npumenviyvl ¢ opyeux naarem (foreign residents and aliens from
other planets), the things around them do not yet have names, and all the
words have yet to be learned. We can clearly see the child’s surprise, even its
amazement while learning the world: A amu 3sepu! A smu mpasoi!, (And
these animals! And these herbs!,). These emotions are expressed by existen-
tial nominal exclamations with interjections (the first two ones), and then is
verbalized by the periphrastic exclamation: Hy, npocmo kpyxcumecs zonosa!
(Well, The head is spinning!)

The third stanza begins with a lyrical narrative and ends with a dia-
logue between a child and an adult. Here, the poet enumerates the objects
which a wide-eyed child asks adults about: depeso, nmuuya, dom (a tree,
a bird, a house). They can be construed as symbols representing the har-
monic structure of the universe (depeso (tree)), a person’s pursuit of their
dreams and aspirations (nmuuya (bird)) and human community, reliability,
security (0om (house)).

The poetic text is extremely compressed; in some fragments it may
be hardly noticeable, but in this case, it is quite evident. The turns in the
dialogue embody symbolic meanings which go far beyond the plot of the
poem, its theme, or motifs.
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It should be pointed out that the answer-words constitute a complete
paradigm of the grammatical category of gender, which, in the Russian
poetic language, conveys the idea of spatial (objective) all-inclusiveness (it
corresponds to the pronoun secv, 6cé, 6cs, 6ce (all, everything), we ana-
lyzed it in (Cxopo6orarosa, 2012: 410-421; Ckopoboratosa, 2021), as well
as the temporal paradigm expresses the meaning of temporal all-embracing
entity (correlates with the adverb scezda (always)). Everything which is re-
ally important in the world is located in space and time in local and tempo-
ral supremeness. The pronoun sce (all) in the word combination éce crosa
(all words) actualizes a motif of completeness (fullness) in the poem.

Children have to learn all the words, and the first objects they point
their index fingers at are the main ones in their perception of the world.

The second part of the poem tells us about the process of cognition,
a close awareness of the world: Onu owynvieatom nepebopouxu, / onu
3aensaHymo cmapatomcs 3a...(They feel the bulkheads, / they try to look be-
hind ...). The use of the verb owgynvieamo (to feel, palpate), which means
‘TIOIIYTIATh CO BCEX CTOPOH C LIe/IbI0 0CMOTPAa, uccegoBanns’ (‘to feel from
all sides in order to explore’) (Oxeros, 1984: 419) the reduplication of the
formant 3a (as a prefix morpheme of the verb saznanymp and as a preposi-
tion) and the empty nominal position (3arissHyTh MOXXHO 32 4TO-TO) em-
phasize the general meaning of this fragment. We understand the meaning
of a lyrical work as a unity that determines the meaning of its constituents,
and is not reduced to the mere combination of their separate meanings
(Pymram, 2015: 154). So, as we see it, the meaning of a poem is not the sum
of the meanings of the linguistic units used by the author, but a result (de-
rivative) of their textual realisations and discursive links).

The position of the preposition at the end of the verse is noteworthy.
By means of aposiopesis as a stylistic device, the semantically empty prepo-
sition 3a is transformed into a semantically full one, thus, foregrounding
the philosophical sense of world understanding. A person is always keen
to 3aenanymo 3a... (look behind ...) the visible Universe, be it a child explo-
ring the world, an artist creating their artworks, or a mature person seeking
the purpose and significance of life.

The poet defines the role of adults as guides and interpreters, and the
line u He Haoo nowre um nyckamo 6 enasa! (do not throw dust in their eyes!)
sounds like a desperate poetic appeal to them. Everyone has to figure out
what is Henodoenvro (genuine) and umo monvko kaxemcs 3onomuvim (what
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just seems to be golden) (the symbolic meaning of the word golden in Y. Le-
vitansky’s poetry is an area for further investigation).

The poem ends with a question-answer chain, in which the poet sug-
gests what is really important in person’s life. Here, the answers to the
question: 9mo umo y eac? (What is it with you?) are changing. The poet
names the key words related to human existence, they are meaning-making
in terms of understanding life: /lepeso. He6o. [Joim. (Tree. Sky. Smoke.).

As we have analyzed above, the first part of the poem contains the
words that are significant for both a child and an adult in making sense
of the world: /epeso. ITmuua. [Jom (Tree. Bird. House.) And the fact that
they have changed in the second part of the poem, in our opinion, is expli-
citly related to its theme and the main idea.

The image of a tree as a symbol of peace is foregrounded in both frag-
ments. As M. Epstein claims “trees in Russian poetry play an exceptionally
important role”, which is attributable to “natural factors and folklore, and
ritual traditions, and the centuries-old rural lifestyle” (Smmreitn, 2007: 40).
In addition, the tree as a metaphorical image of everything that exists is a
basic mythopoetic concept. V. N. Toporov states that the image of the world
tree embodies the universal concept of the world and serves as a model
of human culture as a whole (Tonmopos, 2010). Apart from that, in Rus-
sian poetry, it often “acts as a system of spatial and spiritual coordinates
connecting heaven and earth, up-and-down, right-and-left orientation, all
cardinal points” (Omurreitn, 2007: 40). The tree in Yuri Levitansky’s poetry
is a symbol of utmost importance which is associated, first and foremost,
with the motif of life and love, although sometimes, it might be linked with
the motif of injury, separation and even death (see, for instance, the poem
Kmo-nubyov ympom npocHemcs cezo0Hs u axuem... (Someone will wake
up this morning and gasp...) (JleBuranckuii, 1987: 202). Moreover, in Levi-
tansky’s poetic worldview, the symbolic image of a tree is connected with
verbal creativity (Croea - onu, nHasepHoe, kopHsamu, / kax depeéa, / yxoosm
6 enybuny... (10. JleButanckuit. «OTKyfa Bbl IIPUXOAUTE, CJIOBA...»)
(Words - they are probably the roots, / like trees, / go into the depths...
(Yu. Levitansky. “Where do you come from, words...”) (JleBuranckmit, 2011:
7) and with a child (in the poem «Hert, He 60r BceMorymuii...» U3 KHUTU
«IIncpma Katepnure...» “No, not God Almighty...” from the book “Letters
to Katerina...” (JleBurancknii, 1981: 88) in which the image of Christmas
trees refers to the images of the poet’s daughters).
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The image of a tree is a constant one in the poem /lemu (Children). Its
constancy is the basis of faith in life traditionally passed on to a child.

The second word Heb6o (sky) is used to replace nmuuya (a bird) in the
first fragment. Both words are metonymically related to each other at the
conceptual and linguistic levels (for the relationship between conceptual
and linguistic, see: (Crenmanuenko, 2013)). ITmuya (the bird) is an object
which associatively correlates with our biggest aspirations in life (Omuezo
mmoou He nemarom! <...> ...omuezo n00U He NeMAOM Max, Kax NMUUbL?
(A. Ocrposckuit «Iposa») Why don't people fly! <...> ..why dont people
fly like birds? (A. Ostrovsky Thunderstorm). In our minds the word ne6o
(sky) is connected with the real space and with the spiritual life of a man,
and with their desire for something more fulfilling. The relationship be-
tween these objects, the bird and the sky, is poetically stable (Jusntocv s
Ha He6o ma i dymky eadaio: / Yomy s He cokin, womy He nimar? (I look
at the sky and think: / Why am I not a falcon, why do I not fly?) (M. Petren-
ko) (ITerpenko); Cuacmaue 6yov, Cypox 6 Hope! / Byov cnokotina, IImuua
6 nebe! (b. Oxymxaa «Knsnp oxoranka» (Be happy, Marmot in the hole! /
Be calm, Bird in the sky! (B. Okudzhava Life of a Hunter (OxymxaBa, 2004:
212) and etc.). I[Tmuya 6 nebe (a bird in the sky) is a poetic symbol deeply
rooted into the national linguistic and cultural traditions. In the Russian
artistic worldview, the sky is also ne6o Aycmepnuya (the sky of Austerlitz),
in the depths of which you can see what is 3a (beyond): beyond the human’s
understanding, beyond the limits of everyday life. The poem captures the
transition from specific visible objects to symbolic images and then to the
categorical concepts in the course of child’s development, and the image
of the sky evokes a string of culturally related associations in the reader's
mind.

Finally, the third word in the analyzed line is dvim (smoke). It is used
to substitute dom (a house) in the first fragment of the poem and their rela-
tion can be described as a paronymic attraction (Crota, 2009). Since these
relations imply a semantic convergence of elements on the basis of sound
similarity, our task is to specify the trajectory this convergence can follow
in readers’ minds.

There are two metonymical patterns. The first one is PHYSICAL PART
FOR WHOLE which is represented by the pair doam — dvim (a house - smoke).
Smoke is one of the mythopoetic attributes of the house: dom (a house)
represents protection and warmth, whereas neusv (a stove), which usually
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occupies the central part of a house, serves as one of the main symbols
of warmth, food and security and, therefore it is deeply etched in the Eas-
tern Slavic consciousness (Crauenko, 2017: 22-27). Teim (smoke) in Slavic
folklore and in the author’s poetry, including children’s verse, often sym-
bolizes housing, warmth, and security (3mo umo 3a mepemox! / 13 mpy6uv:
udem ovimox! (C. Mapurak «Tepemox») (What kind of house is this! / Smoke
is coming from the chimney! (S. Marshak Teremok) (Mapurak, 1985: 422)).
This cultural phenomenon is also fixed in children’s pictures as they often
draw a house with the smoke coming out of the chimney.

The second association SMOKE STANDS FOR WAR, which represents
the metonymical relationships RESULT FOR AN EVENT, derives from
Levitansky’s personal war experience and is deeply ingrained in the cul-
tural and mythopoetic consciousness of the poets of his generation: smoke
is closely related with war, fire, devastation. Ox, éotina, umo s mol, noonas,
coenana: / Buecmo ceade6 — pasnyxu u ovim. (b. Oxymxasa «Jlo cBuanus,
manbunkn!» (Eh, war, what have you done, vile one: / Instead of weddings -
separation and smoke. (B. Okudzhava Goodbye, boys!) (Oxymxasa, 1989:
44). This correlation is likely to be significant for the author’s intention and
can be realized in the readers’ apperception. It’s worth mentioning that Yuri
Levitansky is a war poet who saw many burnt houses, including those ones
in Chernihiv and Kyiv, where he spent his childhood and adolescence. The
illusory nature of security and reliability is what the poet wants to warn us
against. In addition, the word dvim (smoke) is associated not only with dom
(a house), but also with ne6o (the sky), where the smoke rises.

The poem Jlemu (Children) follows the poem Bocnomunanue
o Hubenyneax (Memories of the Nibelungs), which describes the time before
the Second World War and an adolescent’s naive perception of the German
film: u mor xoxomanu, / xKozda 6enoxkypuiii kpacasey, 3uedpuo / ymvLéancs
kposvio OpakoHa... (we laughed / when the fair-haired handsome Siegfried /
was washing himself with dragon’s blood...) And a few lines later the poet
remarks bitterly: Ocmasanoce neckonvko mecsaues / 0o Hauana amoii 60-
liHbL, / ¢ KOMOPoti MblL 6036paU4anUcy / 00n12Ue 2000l, / ¢ KOMOPOLL He 6Ce Mbl
8epHynucy, / mol, / om Oyuwiu xoxomasuiue / HA0 3MOTi OMAUUHOU ULym-
Kkoti — / 3uepud ymvieaemcs kposvto opaxona... (There were a few months
left / before the start of this war, / from which we returned / for many years, /
from which not all of us returned, / we, / laughed heartily / at this excellent
joke -/ Siezfried washes himself with dragon’s blood...) (JleButanckmit, 1987:
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159-160). The naive joy of youth and the bitter comprehension of the future
military reality in this poem are close to the warning in /Jemu (Children).

Finally, the last association, which is inextricably linked with the pre-
vious one, goes beyond the metonymic relationship and involves ‘meta-
phorical extension’: the smoke correlates with lost (burnt, destroyed) hopes.
This association is suggested by the context, and based on the reader’s world
knowledge: dom (a house) as a material object can be interpreted as evi-
dence of its unreliability, temporality in contrast to the eternal ne6o (sky)
and a permanent depeso (tree). Transformation of dom (the house) into Ovim
(smoke) is a fundamental existential symbol and, perhaps, one of the motifs
of both the poem under analysis and the poetry book it is included in. The
poem Cmapas senuuna ¢ asocvkoii (An old woman with a string bag),
which is followed by the poem Jemu (Children), shows senenve epycmu
beckoneunoti (the occurence of endless sadness): an old woman is in the city
which is in a hurry Ha c6adv6vi, / Ha powcdenvs, / Ha nomumnku... (for wed-
dings, / for births, / for wakes )... (JleBurancknit, 1987: 65-66). Three succes-
sive poems describe three stages of life - youth, childhood, old age — and the
idea of lost hopes and disillusionment is a recurrent motif in each of them.

In the poem of the same book Con 06 yxodsuem noeszde (A Dream
about the Departing Train), the word-image dvim (smoke) is associated with
memory, as it is evidenced by the lyrical plot of the poem, the predicate
cnadok (is sweet) and the further development of the image: Mne cnadok
amom Ovim, BCarouull 8vicoko Hao écem nepexcumvim (This smoke, which
rises high above everything experienced, is sweet to me) (JleButanckuii, 1987:
101). And finally, in the poem Kax moii dom onycmen, éce yexanu... As my
house was empty, everyone left... (Jleeuranckmit, 1981: 84-85) which is in-
cluded into the later poetry book ITucoma Kamepune (Letters to Katerina),
the images of a house, smoke, a train running to the past and the theme
of unfulfilled dreams emerge all together.

Conclusions

The poem begins with a lyrical reflection on children’s understanding
of the world. The second part is structured as a “child - adult” dialogue.
The system of images is represented by three symbols depeso, nmuua, dom
(a tree, a bird, a house), which are replaced by the triad depeso, nmuuya,
oum (tree, bird, smoke). This transition indicates the illusory security of the
world which children are born to live in.
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The analysis of the intertextual connections of Y. Levitansky’s poem
Hemu (Children) enables us to argue that it is a kind of prologue to the book
of poems ITucoma Kamepune...(Letters to Katerina ...), in which the theme
of childhood is the central element and gradually developed throughout
the book by adding new subtleties of the meaning to common concepts
and elaborating fresh associations. In addition, the symbolic images of the
poem, are, in fact, the key concepts of Y. Levitansky’s individual style.

The multiplicity of possible interpretations is a characteristic feature
of understanding the world by the 20th century poetry. Its language is sym-
bolic and often admits semantic uncertainty. Despite its ambiguity as a po-
etic phenomenon, Yuri Levitansky’ verse is characterized by thematic and
artistic consistency. Its deeper understanding is based on combining diffe-
rent contextual associations rather than selecting one from their cluster.
The stylistic and poetic analysis provides sufficient data for identifying and
describing the symbolic texture, main motifs, themes and ideas of his po-
ems.

Yuri Levitansky’s poetic heritage is worth large-scale research within
the framework of the multidisciplinary approach that involves classical
methods of stylistic and literary analyses and innovative developments
of cognitive stylistics, cognitive poetics and cultural linguistics.

LITERATURE

1. Tynmak, A. T. (2019). ViHTepnperanus KaK COCTaBHaA 4acTb CTUIMCTUYECKOTO JIC-
CTIelOBAaHNA Xy[0KeCTBeHHOTo npoussefienus. B Iynaxk A. T. Cmunucmuveckuii ananus
xydosucecmeenrozo mexcma (c. 43-56). Xapbkos: Vzn. VBamdenxo J. C. 2. Kosnosa, A. I.
(2019). Mysbika B moasun FOpus Jlesuranckoro. Pycckas dpunonozus. Becmu. Xapvk. Hau,
ned. yn-ma umenu I. C. Cxosopodvl, 2 (68), 39-44. 3. Komoma, . B. (2011). IToetuunnit
cunraxcuc IOpis JleBitancbkoro: peamisais npuHunIy Kinemarorpadiunocti. (ABreped.
muc. ... Kaupg. dinon. Hayk). Xapkis: XHITY imeni I. C. CkoBoponu. 4. Konopa, [I. B. (2010).
Cy6cranTusHble pAnpl B tupuke Opusa Jlesuranckoro. Pycckas gunonozus. Becmu. Xapox.
Hay,. ned. yn-ma umenu I. C. Ckosopooul, 3-4 (43), 14-17. 5. Osxeros, C.W. (1984). Cnosapv
pycckoeo asvika (16-e nsp.). Mocksa: Pyc. a3. 6. Pynram, O. B. (2015). ITonamms cmucny
8 eymanimapHiti Haykositi napaduemi suanuus. Yepuisui: YHY. 7. Ckopoborarosa, E. A.
(2012). IpammaTuyecKue 3HAYEHMs M IIOITUYECKUE CMBIC/IBL ITOITUYECKMII MOTEHIU-
QI PyccKoil rpaMMaTuKy (MOPGOIOTrMYecKye KaTeropuyu ¥ JIEKCHKO-IpaMMaTHdecKie
paspanbl umenn). Xapbkos: HTMT. 8. Ckopo6orarosa, E. A. (2021). IpammaTtnyeckoe
IpefcTaB/ieHue IOHATUA IOJTHOThI B PYCCKOA3BIYHOM II03TUYECKOM JUCKypce. Bich. Xapxk.
Hay. ned. yn-my imeni I. C. Cxosopoou. Cepist «JliTepaTypo3HaBCTBO», 2 (98), 168-192.
9. Crenmanvenko, V. M. (2013). ITapagurMariyeckmit aHamm3 JIEKCUKU XyI0XKeCTBEHHO-
IO MPOM3BENEHNsSI C MO3ULVIT TMHIBUCTUYECKOTO GYHKIMOHANMu3Ma. Memodonozist ma ic-
mopiozpagpist mososnascmea. Mamepianu mixnapooHoi Hayk.-npaxm. kone. (c. 316-320).

94



Skorobohatova O. O., Krasovytska L. Y. The Linquistic Framework of Poetic Interpretation...

Cnow’ssaebk: JIITY. 10. Cramenko, O. M. (2017). Hominaii ki, Terta, 6e3mexn B KOH-
TeKCTi HaiBHOI KaTeropusaii cBity. /linesicmuuni docnionenns, 46, 22-27. 11. Crota, I. M.
(2009). ITaponimiyHa aTpakijis AK HOpPMa TEKCTOTBOPEHHA y 10€3il HbIO-IOPKCHKOI IPy-
. Hayx. np. Kam’aneyp-Ilodin. nay. yn-my imeni Isana Oczienka. Cepisa «Pinonoriuni Ha-
ykn», 20, 649-653. 12. Tonopos, B. H. (2010). Muposoe depeso: yHusepcanvHole 3HaK0Bble
komnnexcot. (T. 1). Mocksa: PykomucHble mamsaTHuky JpesHeit Pycn. 13. Omreitn, M. H.
(2007). Cmuxu u cmuxuu. ITpupoda 6 pycckoii noasuu XVIII-XX es. Camapa: VIsgarerns-
ckmit oM «BAXPAX-M».

SOURCES

1. MeBuranckmit, ¥O. II. (1987). Toovt. Cmuxu. Mocksa: CoB. nucar. 2. JleBuTaH-
ckuit, Y0. [I. (1981). ITucoma Kamepune, unu npoeynxa ¢ @aycmom: crmuxu. Mocksa: Cos.
nucar. 3. Jleeuranckuii, 0. II. (2011). OxHo, eopsusee 6 Houu. Mocksa: Ikcmo. 4. Map-
mak, C. 5. (1958). Tepem-tepemox. B Mapuax C. . Cobparue couunenuii 6 4 momax. (T. 1.
Cruxu. Ckasku. Ilecun). (c. 411-449). Mocksa: Toc. u3i-Bo xya. . 5. Oxymxasa, B. III.
(2004). JTupuxka. IIposa. Exarepun6ypr: Y-®akropusa. 6. Okymxkasa, Bb. 1I1.(1989). ITecan
Bynara Okympkasbl. MockBa: Mysbika. 7. Ilerpenko M. JJuBmoch s Ha He6O Ta it LyMKY
rajao... ¥aaro 3 https://ukrclassic.com.ua/katalog/p/petrenko-mikhajlo/1692-mikhajlo-
petrenko-divlyus-ya-na-nebo-u-dumu-gadayu.

REFERENCES

1. Gulak, A. T. (2019). Interpretaciya kak sostavnaya chast' stilisticheskogo
issledovaniya xudozhestvennogo proizvedeniya [Interpretation as an integral part of the
stylistic study of a work of art]. V- Gulak, A. T. Stilisticheskij analiz xudozhestvennogo teksta -
Stylistic analysis of a literary text (pp. 43-56). Xar'kov: Izd. Ivanchenko I. S. [in Russian].
2. Kozlova, A. G. (2019). Muzyka v poe'zii Yuriya Levitanskogo [Music in the poetry of Yuri
Levitansky]. Russkaya filologiya. Vestn. Xar'k. nac. ped. un-ta imeni G. S. Skovorody — Russian
philology. Bulletin of G. S. Skovoroda Kharkiv National Pedagogical University, 2 (68), 39-44
[in Russian]. 3. Koloda, D. V. (2011). Poetychnyi syntaksys Yuriia Levitanskoho: realizatsiia
pryntsypu kinematohrafichnosti [Yuri Levitansky's poetic syntax: implementation of the
principle of cinematography]. Extended abstract of candidate’s thesis. Kharkiv: KhNPU
imeni H. S. Skovorody [in Ukrainian]. 4. Koloda, D. V. (2010). Substantivnye ryady
v lirike Yuriya Levitanskogo [Substantive lines in the lyrics of Yuri Levitansky]. Russkaya
filologiya. Vestn. Xar'k. nac. ped. un-ta imeni G. S. Skovorody — Russian philology. Bulletin
of G. S. Skovoroda Kharkiv National Pedagogical University, 3-4 (43), 14-17 [in Russian].
5. Ozhegov, S. I. (1984). Slovar' russkogo yazyka [Russian Dictionary] (16th ed.). Moskva:
Rus. yaz. [in Russian]. 6. Ruptash, O. V. (2015). Poniattia smyslu v humanitarnii naukovii
paradyhmi znannia [The concept of meaning in the humanitarian scientific paradigm
of knowledge]. Chernivtsi: ChNU [in Ukrainian]. 7. Skorobogatova, E. A. (2012).
Grammaticheskie znacheniya i poe'ticheskie smysly: poe'ticheskij potencial russkoj grammatiki
(morfologicheskie kategorii i leksiko-grammaticheskie razryady imeni) [Grammatical
meanings and poetic meanings: the poetic potential of Russian grammar (morphological
categories and lexical and grammatical categories of the name)]. Xarkov: NTMT
[in Russian]. 8. Skorobogatova, E. A. (2021). Grammaticheskoe predstavlenie ponyatiya
polnoty v russkoyazychnom poe'ticheskom diskurse [Grammatical representation of the
concept of completeness in Russian poetic discourse]. Visn. Khark. nats. ped. un-tu

95



JIHIBICTMYHI AOCNIAXEHHS: 36. Hayk. npaus XHITY imeni I. C. Ckosopoau. 2022. Bun. 57

imeni H. S. Skovorody. Seriia «Literaturoznavstvo» — Bulletin of H. S. Skovoroda Kharkiv
National Pedagogical University. Series «Literary Studies», 2 (98), 168-192 [in Russian].
9. Stepanchenko, I. I. (2013). Paradigmaticheskij analiz leksiki xudozhestvennogo
proizvedeniya s pozicij lingvisticheskogo funkcionalizma [Paradigmatic analysis of the
vocabulary of an artistic work from the standpoint of linguistic functionalism]. Metodolohiia
ta istoriohrafiia movoznavstva. Materialy mizhnarodnoi nauk.-prakt. konf. - Methodology and
historiography of linguistics. Materials of the international scientific and practical conference
(pp. 316-320). Sloviansk: DDPU [in Russian]. 10. Statsenko, O. M. (2017). Nominatsii
yizhi, tepla, bezpeky v konteksti naivnoi katehoryzatsii svitu [Nominations of food, warmth,
safety in the context of naive categorization of the world]. Linhvistychni doslidzhennia -
Linguistic studies, 46, 22-27 [in Ukrainian]. 11. Siuta, H. M. (2009). Paronimichna
atraktsiia yak norma tekstotvorennia u poezii niu-yorkskoi hrupy. Nauk. pr. Kamianets-
Podil. nats. un-tu imeni Ivana Ohiienka. Seriia «Filolohichni nauky» - Scientific works
of Ivan Ohienko Kamianets-Podilskyi National University. Series «Philological Sciences», 20,
649-653 [in Ukrainian]. 12. Toporov, V. N. (2010). Mirovoe derevo: universal'nye znakovye
kompleksy [World tree: universal sign complexes]. (Vol. 1). Moskva: Rukopisnye pamyatniki
Drevnej Rusi [in Russian]. 13. E'pshtejn, M. N. (2007). Stixi i stixii. Priroda v russkoj poe zii
XVIII-XX vv. [Poems and elements. Nature in Russian poetry of the 18th-20th centuries].
Samara: Izdatel'skij dom «BAXRAX-M [in Russian].

SOURCES

1. Levitanskij, Yu. D. (1987). Gody. Stixi [Years. Poetry]. Moskva: Sov. pisat.
[in Russian]. 2. Levitanskij, Yu. D. (1981). Pis'ma Katerine, ili progulka s Faustom:
stixi [Letters to Katerina, or a walk with Faust: poems]. Moskva: Sov. pisat. [in Russian].
3. Levitanskij, Yu. D. (2011). Okno, goryashhee v nochi [Burning window in the night].
Moskva: E'ksmo [in Russian]. 4. Marshak, S. Ya. (1958). Terem-teremok. In Marshak, S. Ya.
Sobranie sochinenij v 4 tomax - Marshak, S. Ya. Collected works in 4 volumes. (Vol. 1.
Stihi. Skazki. Pesni — Poetry. Fairy tales. Songs). (pp. 411-449). Moskva: Gos. izd-vo hud.
lit. [in Russian]. 5. Okudzhava, B. Sh. (2004). Lirika. Proza [Lyrics. Prose]. Ekaterinburg:
U-Faktoriya [in Russian]. 6. Okudzhava, B. Sh. (1989). Pesni Bulata Okudzhavy [Songs of
Bulat Okudzhava]. Moskva: Muzyka [in Russian]. 7. Petrenko M. URL: Dyvlius ya na nebo
tay dumku hadaiu... [I marvel at the sky and guess that thought...] Retrieved from https://
ukrclassic.com.ua/katalog/p/petrenko-mikhajlo/1692-mikhajlo-petrenko-divlyus-ya-na-
nebo-u-dumu-gadayu [in Ukrainian].

Cxopobozamosea Onena Onexcanopiéna — HOKTOp (iONOTIYHMX HAYK, [OLEHT,
npodecop Kadenpu 3apyOiLKHOI TiTEpaTypy Ta C/IOB AHCHKUX MOB iMeHi npo¢. Muxaiina
lermann, XapkiBcbK1il HaljioHaIbHMI Nefaroriynmit yaisepcurer imeni I C. CkoBopopu;
BYy/1. BaneHTnHiBCbKa, 2, M. XapkiB, 61168, YkpaiHa.

Tel.: +380509027291

E-mail: skorobogatova.elena@gmail.com
https://orcid.org/0000-0003-0214-1889

96



Skorobohatova O. O., Krasovytska L. Y. The Linquistic Framework of Poetic Interpretation...

Skorobohatova Olena Oleksandrivna — Doctor of Philological Sciences, Docent,
Professor at Mykhailo Hetmanets Foreign Literature and Slavic Languages Department,
H. S. Skovoroda Kharkiv National Pedagogical University; 2 Valentynivska Str., Kharkiv,
61168, Ukraine.

Kpacosuuvxa /lada €ezeniéna — xaHnupar QinonorivyHux HaykK, AOLEHT, JOLICHT
Kadezpu aHriricbkol dinosnorii, XapkiBcbKuil HalliOHaIbHUIT TIEAATOTiYHMIT YHIBEpCUTET
imeni I. C. CkoBoponu; By/1. Alm4eBChbKIX, 29, M. Xapkis 61002, Ykpaina.

Tem: +380931623686
E-mail: krasovitska@gmail.com
https://orcid.org/0000-0002-8870-2351

Krasovytska Lada Yevhenivna — Candidate of Philological Sciences (Ph.D.), Docent,
Associate Professor at the English Philology Department, H. S. Skovoroda Kharkiv National
Pedagogical University, 2 Alchevskykh St., Kharkiv, 61002, Ukraine.

Hapiitma o pemaxuii 09 Bepecnsa 2022 poky
CITATION

JCTY 8302:2015: Skorobohatova O. O., Krasovytska L. Y. The Linquistic Framework
of Poetic Interpretation (a Case Study: the Poem «Children» by Yuri Levitansky). /Tinesic-
muuni docnioxcenHs: 36. Hayk. p. Xapk. Hall. mef. yH-Ty imMeHi I. C. CkoBopopu / ror. pen.
O. B. Xaniman. Xapkis, 2022. Bum. 57. C. 84-97. DOI: https://doi.org/10.34142/23127546.
2022.57.08

APA: Skorobohatova, O. O., & Krasovytska, L. Y. (2022). The Linquistic Framework

of Poetic Interpretation (a Case Study: the Poem «Children» by Yuri Levitansky). /Tinesic-
muuni docnioncenns, 57, 84-97. DOL: https://doi.org/10.34142/23127546.2022.57.08

97



