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Key words: dramatic text, The article examines the features of a new drama promoted by Lesya Ukrainka
lyrisation of a dramatic in her literary-and-critical articles, and further in her artistic work. In the
text, “literaturisation”, new drama, Lesya Ukrainka focuses on the nature of the dramatic work,
communicative strategy, new specifically, the text as a link connecting the addresser and the addressee. She
drama. sees H. Hauptman’s dramaturgy as an example of such text creation, namely,

motives and types of characters in his plays. The word becomes the lead
character in such texts and turns into a communicative strategy. The word
becomes a structurally and figuratively robust means of developing the play’s
plot and composition. Lesya Ukrainka associates new drama’s purpose not
with modernism or with the programs of “art-for-art’s-sake” and aestheticism,
but with the social drama development. The author believes that the concept
of a new drama determines the nature of structural and compositional
transformations, the drama’s figurative originality. Lesya Ukrainka considers
the dramaturgy by H. Ibsen, H. Hauptman, and S. Przybyshevsky, whose
works she analyses in her literary-and-critical articles, to be examples of
the new drama. The factors providing for the emergence of the new drama
in Ukrainian literature include the drama lyrisation as a communicative
strategy, which is a manifestation of the play’s “literaturisation”. Lyrisation
as the dramatic text’s feature contributes to the action subjectivisation, leads
to a chronotope displacement, enables the combination of events happening in
different times within one dramatic text, the polysemy of expression through a
metaphor or symbol. The philosophy of the author’s strategy of transforming
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verbal subject of poetic existence correlates with the ability of a statement to
create new multiple meanings and interpretations of the text that convey the
emotionality of the author’s words. Drama lyrisation drives the creation of
conventional images, while the character appears in the text not in one guise,
but in several. The author distances themselves from the character, which
enables the subject’s uncertainty and potential multiplicity.

Dramatic text’s lyrisation becomes an incentive for the text’s generic and
genre transformations, contributes to the creation of conventional images that
establish explicit communication between the addresser and the addressee. The
author as the text’s addresser is presented in the characters’ statements, which
provides a plurality of interpretations and meanings of the dramatic text, allows
for playing with words, that manifests “literaturisation”. “Literaturisation” as
a communicative strategy integrates the texts of Ukrainian playwrights into
the context of the world literary and theatrical tradition, expands their themes,
genre diversity, and figurative system.
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VY crarTi KOCHiKYIOThCS O3HAKN HOBOI ApaMu, Ky nponarye Jlecs Ykpainka
y CBOIX HayKOBO-TCOPCTHYHHX CTATTSX, & Hajami W y XymOXKHIA TBOPUOCTI.
VY noBiit apami Jlecst Ykpainka 30cepekye yBary Ha XapakTepi JpaMaTHIHOTO
TBOPY, TOOTO TEKCTI SIK JIaHIIi, IO MOB’sA3y€E aJipecara Ta aApecaHTa. 3pa3KoM
TAKOTO TEKCTOTBOPEHHS IS aBTOPKH € apamatypris I. ['aynTmana, MoTHBH Ta
TUIY TepoiB y Horo n’ecax. OCHOBHUI XapaKTep y TaKUX TEKCTAaX Hala€ThbCs
CIIOBY, SIKE CTa€ KOMYHIKAaTHBHOIO cTparerieto. CIOBO CTa€ CTPYKTYpHO H
00pa30TBOPUO JI€BUM 3aCO00M PO3BHTKY CIOKETY Ta KOMIIO3HMIIIi IT €CH.
Merta HOBOI ApaMu OB’ s3yeThes Jleceto YkpaiHKOIO HE 3 MOJACPHI3MOM, HE
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3 IPOTPaMOI0 «IbAPTIYPIAbAPTUIMY», ECTETH3MY, a 3 PO3BUTKOM COIiaIbHOL
npamu. KoHientT HOBOi JpamMu BH3HA4dae, Ha TyMKY AaBTOPKH, XapakTep
CTPYKTYPHO-KOMIO3HUIIIHHUX  TpaHCcopmaniid, o00pa3sHy  CBOEPIAHICTH
npamatyprii. 3pa3koM HoBOi Aapamu Jlecsi YkpaiHka BBakae ApamaTypriio
I'. I6¢cena, I'. I'ayntmana, C. [TimubuineBchbKoTo, Y TBOPY BOHA W aHAII3ye
y CBOIX JITEpaTypHO-KPUTHUHHUX cTarTsax. Cepel] YMHHUKIB, IO CIPUSIOTH
MOSIBI HOBOI JIpaMM B YKpaiHCBHKiH JliTepaTypi, BUAUISEMO JIpU3aIiI0 JpaMU
K KOMYHIKaTHBHY CTpaTeriio, sika € TNPOSIBOM «OJIITEpaTypHEHHs» I €CH.
Jlipuzamis K O3HaKa JpaMaTHYHOTO TEKCTy CIpHsie Cy0’eKTuBi3alii
Jii, TPU3BOAUTH 1O 3MILICHHS XPOHOTOITY, YMOKIUBIIOE TTO€IHAHHS
PI3HOUACOBUX MOAIN y MeXKax OJHOTO JPAaMATHYHOTO TEKCTY, MOJTiCEMIUHICTh
BUCJIOBIIIOBaHHS Yepes MeTadopy 4 cuMBoi. Disocodist aBTOPCHKOI cTpaTerii
MIEPETBOPEHHS CJIOBECHOTO Cy0’ €KTa IIOSTUYHOTO Oy TTS KOPEIIOE 31 31aTHICTIO
BHUCJIOBITIOBAHHS /10 TBOPEHHSI HOBUX MHOXHMHHHUX CMUCIIB Ta iHTEpIpETaIiif
TEKCTY, SIKi MEePeAaloTh €MOLIIHICTh aBTOPCHKOTO cioBa. Jlipusaris apamu
CIIpHsi€ CTBOPEHHIO YMOBHUX 00pa3iB, MPH IIbOMY IIEPCOHAXK BUCTYTIA€ B TEKCTI
HE B OJIHIH iMOoCTaci, a B ICKUTLKOX. ABTOP BIICTOPOHIOETHCS BiJl IEPCOHAXKA,
1110 YMO>KJIUBIIIOE€ HEBU3HAYEHICTh Ta HMOBIPHY MHOKHHHICTB Cy0 €KTA.

Jlipuzaniiss IpaMaTHYHOTO TEKCTY CTa€ MOIITOBXOM JIO POAO-BHIOBHX 1
JKaHPOBUX TpaHc(opMaliit TEKCTY, CIpHUsie CTBOPEHHIO YMOBHHX 00pasiB, sAKi
YMOJJIUBITIIOIOTh €KCIUTIIIUTHY KOMYHIKAIil0 ajpecara Ta ajpecaHTta. ABTOp
SK aJpecaHT TEKCTy INPEJCTABICHUH y BUCIOBIIOBAHHIX MEPCOHAXIB, IO
3a0e3rneuye MHOKUHHICTh IHTEpIpeTamiifi i CMUCIIB APaMaTUIHOTO TEKCTY,
Ipy 31 CIOBOM, IO € TMPOSIBOM «OJITepaTypHEHHs». «OIiTepaTypHEHHS
K KOMYHIKaTUBHA CTpaTeris BBOAWTh TEKCTH YKPAiHCBKUX JApaMaTypris
y KOHTEKCT CBITOBO{ JiTepaTypHO-TeaTpaJbHOI Tpaaulii, pO3LIMPIOE iX

TEMaTHKY, KaHPOBE PI3HOMAHITTS, 00pa3Hy CHCTEMY.

Problem statement. Lesya Ukrainka is rightfully
believed to be the most Ukrainian play-writer of the
late 19™ — early 20™ century. Many researchers agree
that her “Blue rose” is “the first European drama
in Ukrainian literature” [3, p. 24]. Overall, Lesya
Ukrainka’s dramas and dramatic poems occupy a
special place in Ukrainian literature as a unique and
unparalleled phenomenon. Lesya Ukrainka’s dramas
feature intellectual content and literariness (these are
the manifestations of a well-known communicative
strategy) that were innovative for Ukrainian
authorship and theatre art. Thanks to these features,
Lesya Ukrainka brought about Ukrainian dramaturgy
to the modern European discourse. T. Hundorova
argues, “Turning to a self-sufficient word and
transferring a text role from referential, correlated
with the reality, to intertextual while emphasising the
significance of the word and playing with it, form the
textological thinking of Lesya Ukrainka” [2].

In most of Lesya Ukrainka’s dramas, human
feelings are subjected to speculating and discussion,
thus textualised. In its turn, it leads to the literary
nature of the world perception and involvement in
the linguistic game in the universe of beingness.
These are manifestations of Lesya Ukrainka’s text
production is “getting literary”. In our opinion,
it is the artistic work of this author where this
communicative strategy found its conscious and
well-grounded embodiment.

Collection of scientific papers “New Philology”. Ne 89 (2023)

In the early 20™ century, there was a growing
trend of lyricised drama featuring many techniques
associated with lyrical genres. The process of the
fruitful and wide use of lyrical texts’ techniques and
artistic means within the dramatic texts’ limitations
is called literating. It emphasises the superiority of
drama as a work of art, which exists simultaneously
in 2 dimensions — literary and theatrical. Literating is
an attempt and trend to arrange the material according
to the laws that overrule the laws of such material, to
lyrically reincarnate and transform it, to bring it up
above its literal meaning to a higher level. Leterating,
integrated into textualisation, in turn, multiplies the
latter and becomes its mode. Textualisation is the goal
of clarifying functions and analysing the meanings
of intertextual expressions in the complex fabric of
the text. The literating of Ukrainian drama of the late
19" and early 20" centuries is the writers’ movement
towards the avant-garde, a manifestation of diffusion
and eclecticism; it affects the interpretation of
dramatic texts and their staging.

We define drama lyrisation as the subjectivisation
of the dramatic action, the author’s discourse outline
of their intentions, the formation of the reader’s
model, and the fixation and prediction of probable
meanings. This is how the author enhances their
presence and master reality by employing the words at
the figurative-and-symbolic level. Once the author’s
emotions are structurally organised, they become
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the foundation of architectonics and the drama’s
compositional and structural organisation, engaging
the forms of lyrical composition.

The purpose of the research. The article aims
to expose the features of the new drama, develop-
ment prospects, and generic genre transformations
that determine the nature of the author’s textological
thinking. Lyrisation as a manifestation of “leterating”
is one of the author’s communicative strategies. Her
scientific-and-critical legacy has not been analysed
from this perspective which determines the relevance
of our study and its scientific novelty.

The subject of the research is Lesya Ukranka’s
literary and critical articles about the new drama.

Object of the research is “literature” as a com-
municative strategy of the new drama Lesya Ukrainka
investigates the peculiarities of the new drama,
its nature, and specifics in her works “Remarks on
the modern Polish literature”, “Michael Kramer”
(G. Hauptman’s last drama), “Modern public drama”,
and unfinished “About Theatre”. From the perspec-
tive of communication studies, we will attempt to
determine a communicative strategy postulated by
Lesya Ukrainka in her speeches. The researcher
focused on the new drama, with the foundation of
her investigation being formed from the works by
Western European dramatists only. Therefore, most
remarks primarily relate to text creation, the nature of
the dramatic texts, and information about content and
concepts generated by these texts.

It means Lesya Ukrainka assigns the main inno-
vative manifestations and transformations specifi-
cally to the text of the piece of art as it is a key link
between the addresser and addressee. For her, the
role model of a new drama creator is G. Hauptman,
so she pays great attention to his “The Weavers” and
play “Michael Kramer”. In the attempt to determine
Hauptman’s affiliation with a specific literary school
or area, she notes, “He is least of all a naturalist, even
though Zola himself would be envious about many
scenes and expressions in his dramas; he is as much
a realist as any true artist inevitably is; decadentism
is stamped on most of his characters; you can smell
the liberating spirit of neoromanticism in every sin-
gle work of his. Hauptman has a touch with all the
schools trending in his time, and yet he is «isolated»
in the literature, just like all his lead characters are
isolated in their lives” [1, p. 135].

Outlining the signature features of Hauptman’s
creative manner, Lesya Ukrainka analysed character
types and motives, constant in his plays. They serve
for the elaboration of ideas, essential for and dear to
the writer. He embraced them so deeply and keenly
that he was unable to limit himself to one creative
work only: “<...> Not so rarely, such ideas are ful-
filled through one favourite figure the author then
re-arranges endlessly, every time assigning it with
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either a new appeal, new position, or new colours.
This is how every time he creates a brand-new world
on the old foundation” [1, p. 135].

The researcher believes that the primary type of
character to which Hauptman returns repeatedly is
an “isolated” protagonist Childe Harold. The topic of
isolation and loneliness in the literature is not new —
it was processed by Byron, Maupassant, Geijerstam,
Maeterlinck and Ibsen, each doing it in his own way.
Certainly, Hauptman’s characters differ from their
maverick predecessors: “Essentially, they are as
lonely as Byron’s Childe Harold. We find them like
that at once; their life has no turning points toward
loneliness. However, they, on the contrary, do have
turning points from loneliness to unification with the
people around them. Yet, they are either unwilling,
incapable or already unable to make use of these turn-
ing points” [1, p. 136].

Loneliness does not only become a theme but a
leading idea that joins together Hauptman’s plays at
the metaphorical and textual levels. Lesya Ukrainka
brings to the spotlight the uniqueness of the isolated
hero in Hauptman’s plays. “All Hauptmans’ maver-
icks are marked with certain transitivity and lack of
integrity: they are unable to take revenge or forgive
fully. They, like Manfred, seek obliviousness but all
in vain... They are lonely for they strive for too close
an alliance and expect perfection from the people
around...” [1, p. 138]. Their requirements are so high
they cannot even meet them themselves. “The sign of
the time lays in the fact that today’s Childe Harold is
not an «exquisite naturey, but just a regular individual
that starts realising his dignity and rights” [1, p. 138].

As we can see, Lesya Ukrainka links the transfor-
mation of the loneliness motive to the historical and
social societal changes. The awakening of personality
and awakening of “the self of spirit” (according to
Hegel) seek their verbal and logical manifestation or
scientific grounding.

Recognition and novelty are, according to the
researcher, signature features of Hauptman’s style:
“Drama «Michael Kramer» is a pinnacle of loneliness
but also a protest against it. It is a totally new piece in
terms of its concept, fable, and presentation, and still,
Hauptman does not step out of his preferred range of
ideas” [1, p. 139]. Lesya Ukrainka places the art on
a par with labour and loneliness. “Michael Kramer
<...>creates a cult of art with the labour of loneliness,
theorising it, establishing its logical and symbiotic
relationship with loneliness and labour” [1, p. 140].

Even though we deal with a drama piece, its action
takes place at the textual level. This is the reason why
text (textual composition) becomes the main driving
force of the play. The action of the play is propelled
not by situations or play characters but thanks to the
word that becomes a structural and artistic driver of
the unravelling of the plot and composition of the
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play. Lesya Ukrainka believes that the text is the
communicative strategy that makes the viewer look
for a WORD, step in the act of co-creation with the
author and, through that, realise and comprehend the
world and themselves in this world. According to the
researcher in “Michael Kramer”, this word is “death”.

“<..> It is an attempt to find «a liberating
word», which will break the Babylonian curse of
«lonelinessy. It turns a loving father into a tyrant that
sees clearly the impotence that forces the sister to act
like Cassandra. <...> Drama makes one feel that this
word is «deathy. It was the first to make the father see
that his son is not only his but also his mother’s son,
the son of men” [1, p. 153].

Therefore, thanks to the word, the character’s view
of life and world perception are attracted to the orbit
of the universal life, striking the ontological sounding
into the conflict of the play, where people’s feelings
actualise and become the objects being pictured.
From our point of view, such textualisation provides
for the literary nature of world perception that, in
turn, leads to the “literating” of drama. We believe
this feature becomes fundamental in Haumptman’s
dramas, and it was fairly brought into the spotlight by
Lesya Ukrainka.

The main research material. Lesya Ukrainka
presented her views on dramaturgy development and
its prospects in her articles “Remarks on the modern
Polish literature” and “Modern social drama”. Unlike
M. Voronyi, she associated the drama development
prospects not with the aesthetics of modernism but
rather with the development of social drama. In her
article “Remarks on the modern Polish literature”,
Lesya Ukrainka explores the creative work of
S. Przybyszewski, his views on the arts, and new
aesthetics. In his collection of quasi-critical articles
“On the Paths of the Soul”, which is believed to be the
manifest of the Polish “modernism”, “Przybyszewski
claims that his theory offers nothing new but is
a synthesis of ideas. We will make an attempt to
present Przybyszewski’s views to an extent they can
be presented” [1, p. 117]. Therefore, Lesya Ukrainka
levels criticism of “the art for art’s sake” when it
becomes a self-aim, subjective linguistic practice
featuring aestheticism, eclecticism, stylisation, and
power, that is, the energy that serves nothing. “The
fundamental principle here is «the art for art’s sake»;
the art is the recreation of the essence, that it is the
soul — the soul no matter where it manifests itself:
either in the universe, humanity or in a separate
individual soul” [1, p. 118].

Lesya Ukrainka treats the programme “I’art pour
I’art-ism” and aestheticism ironically, as the aimless
art is interpreted as abstract: “The art has no aim — it
1s the aim itself, it is absolute as it is a reflection of the
absolute: the soul. What is ranked particularly low is
«the democratic art, the art for people». People do not
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need art, they need bread: when people have bread,
they can find their own path” [1, p. 118].

We believe that this researcher’s remark about the
art for people determines her ironic perception of the
statement “the art for the art’s sake”, defended by
S. Przybyszewski, spreading it out on the people of
the art: “Similarly, the artist has no responsibilities
and aims, <...> he is standing above the life, always
pure and saint; he knows no rights, no restrictions
and recognises nothing but power in whatever form
it comes” [1, p. 119].

Absolute freedom deprives the artist and his art
of any rights, so, according to the researcher, it is
impossible to reach. Therefore, art as a self-aim, an
absolute way to cognise the soul, is absurd. Lesya
Ukrainka argues that drama, like any art, should
be social. Therefore, as we can see, the researcher
emphasises the main aim the theatre should serve:
“Social drama in the latest meaning of this term — that
is mass drama, the drama of the fight between different
social groups with one another is the creation of the
last decades of the 19% century” [1, p. 229].

So, by rejecting the statement of the art for art’s
sake, Lesya Ukrainka suggests, instead, the concept
of “social drama”. She sees the sources, origin, and
elements of such drama in the Ancient Greek tragedy,
where the civic fight is represented as a personal
drama or masked under allegory. In the interlude of
the Middle Ages, political and social confrontation
is manifested grotesquely. While in 19™-century
drama, the crowd is just a background for the main
characters. It is not just a crowd but a collection
of different individuals: “For the first time, we can
see that the crowd is taken seriously and seen as a
prominent drama element in Schiller’s works...
But it is an exceptional, unique crowd, comprised
almost exclusively of the characters, evoking the
most elevated sentiments through the most elaborate
style. And yet it is not independent” [1, p. 230].
The author draws attention to the content aspect of
the new drama subjected to transformations at both
structural and figural levels. “<...> It is the drama
where the demographic idea was most explicit, where
the crowd was put to the forefront and even idealised
for the first time. It is there for a reason, same as the
fact that its role is unclear and inextricable despite its
vast nature... The idea of the enlightened despotism
and missionary role of geniuses among the crowd
was then dominant over the idea of the free and self-
governing people” [1, p. 230].

When analysing social drama, Lesya Ukrainka
indicates its specific distinguishing features that
interpret the crowd and people differently — as an
image. It represents, in our opinion, the fulfilment of
the literating strategy. This feature is figurativeness
which is the text’s ability to create and generate
various impressions and images in the recipient.
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Figurativeness can be manifested indirectly through
the artistic tropes and figures that provide for semantic
literary text transformations. What also matters is that
the researcher tries to analyse the image of the crowd
and people through various literary epochs and styles,
singling out typical features of this image for each
period: “Romantic drama in the early 19" century,
elaborating the theme of personality’s fighting against
the environment, would give all-round coverage only
to a personality, while the environment was shown
as dark and homogeneous though sometimes fretful
element, controlled by wrongful and meaningless
ebbs and floats” [1, p. 231]. In opposition, “the modern
social drama is based on the principle of antagonism
between the social levels or groups” [1, p. 232].

Associating the origin of the new social drama
with the ancient satiric comedy, Lesya Ukrainka
detected their shared aim: “Such a stage play aims to
fix the morals of this environment within the existing
order with the help of a moralising sermon alone...
By criticising the institutions themselves, the play
seems to grasp and uncover the reasons for social
antagonisms in all their width and depth” [1, p. 233].

This is how the aim of the new social drama is
determined. It provides the functionality of the
play, determining the nature of structural and
compositional transformations and the metaphorical
individuality of the new drama. According to Lesya
Ukrainka, the models of such transitional plays are
the plays by H. Ibsen and B. Bjornson. In the former,
she emphasises exposing nature, new forms, and
composition. However, she believes that Ibsen’s
dramas tend to the old type in terms of ideological
orientation. So, in Ibsen’s dramas, Lesya Ukrainka
singles out the traditional component — a conceptual
one, and the new component — the form and structure
of'the play that signals the new way of communication
between the author and the audience of readers/
viewers.

Lesya Ukrainka argues that the pioneer of the
new social drama is Hauptman. Having explored his
“Weavers”, the researcher outlined such innovative
features of the play as a “role model” of the new style:

1. “Careful polishing of details, each being quite
individual. <...> It is impossible to mix them up with
one another <...>” [1, p. 235].

2. “Hauptman’s female and male weavers preserve
the peculiarities of their characters by the very end
<...>"[1,p. 235].

3. “<...> the characters are those who channel
all the crowds’ trials, tribulations of suffering and
struggle” [1, p. 236].

4. “<...> Neoromanticism with its strive to
deliberate the personality in this crowd, with its
intent to expand its rights, enabling it to detect those
of their kind, recognises the rights of this personality
in the literature. <...> The personality is assigned
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with its unique character and has interests of its own;
therefore, the crowd as an element is getting destroyed
and is replaced by a society that is the alliance of
independent individuals. This is the moment when the
social drama starts its way at its fullest” [1, p. 237].

5. “None of its members is a hero in either their
character or position, but it is heroic as a whole, as its
sufferings exceed the level of human sufferings and its
destination is too tragic for everyday life” [1, p. 236].

As we can see, Lesya Ukrainka interprets the
crowd not as an unbridled entity but as an association
of personalities, individuals. Therefore, it is
understandable that for her, the new social drama is
not a reference to social problems but an interest in
the individual in the first place. This individual is a
piece of society, and their unique and original nature
propels society forward. This is the reason why the
functionality of such stage plays is a manifestation
of “literating” of drama, as it presents the world with
various types of discourses, comprehensible only
when compared with other speech genres as well
as axiological, philosophical, historical, and social
issues.

Analysing the new social drama, Lesya Ukrainka,
in our opinion, actualises the idea of the structure,
each piece of which fits into the hierarchy. This is
why “literating” is the very feature that structures the
drama text, acts as a literary feature, text qualification,
revealed in its tradition and transformability.

Therefore, “literating” as a communicative
strategy in Lesya Ukrainka’s literary-critical research
can be analysed not as an interior characteristic of
drama text and their constant, inherent feature. It can
also be seen as an integral part, an intention correlative
of association with the text, disguised behind the
mandatory social norms and regulations system.
The communicative strategy of “literating” ensures
integration of the drama text into the conceptual
structure of the discourse that has a chronological
and national as well as chronotopic and metaphoric
correlation.

Lesya Ukrainka urged to put the creative works of
the renowned maestros of the world’s stage plays on
the Ukrainian stage. In her article “About Theatre”,
she emphasised: “We seek to see on the stage the
works of the famous writers, belonging to the nations
who are ahead of us in their cultural development;
we seek to see the new plays of Ukrainian authors,
too — the plays that would describe the life of all
walks of life, all positions, all layers of our people.
We want the theatre to expand our mental horizons,
cover the issues that alarm the souls of contemporary
intellectuals” [1, p. 261]. She wrote that at the time
when “Rada” newspaper argued that “even when
our well-established theatre personalities under the
pressure of Ukrainian intellectuals, put on the stage
the songs, translated from foreign literatures, they
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rather go with something that fits the tone of the old
Ukrainian plays” [1, p. 261].

The ideas expressed by Lesya Ukrainka in her
theoretical works find practical application in her
dramatic poems as well as in lyrical dramas of
Ukrainian playwrights of the early 20™ century, such
as Oleksandr Oles, Y. Mamontov, Ostap Vyshnia.

Conclusions and future prospects. To sum it up,
lyrisation as a manifestation of the communicative
strategy of “literation” ensures novelty in the
functioning of a poetic word in a drama text. It
enables close correlation of the texts by Ukrainian
playwrights with the global literary and theatrical
traditions, leads to the textual changes in Ukrainian
theatres’ repertoire, and promotes a wider thematics
and problematics of drama works. The communication
strategy of “literation” provides for transforming
drama genres in Ukrainian and world dramaturgy in
the context of literature trends and styles.

Therefore, having analyzed Lesia Ukrainka’s
literary-critical articles concerning the ways of
development of Ukrainian drama at the beginning of
the 20" century, we state that the major directions of
the development of Ukrainian drama introduce it into
the world general literary context. Social drama, which
the author focuses on, contributes to the epitization of
the latter and has, undoubtedly, an educational role.

Collection of scientific papers “New Philology”. Ne 89 (2023)

65

BIBLIOGRAPHY

Jlecs Ykpainka. TBopu : y 12 1. KuiB : Knuroc-
minka, 1930. T. 12. 263 c.

I'yanopoBa T. IlpofBnenns Cnosa. Iloctmo-
nepHa inTepnperauis. JIsBiB : Jlitomue, 1997.
297 c.

Cgepb6inosa T., Mantorina H., Ckopuna T. Bin
MOJIEpHY [0 aBaHrapay: KaHpOBO-CTHJIbOBA
napagurmMa yKpaiHChKOi Apamaryprii  mep-
moi TpetuHn XX cromitra. Yepkacu, 2009.
590 c.

REFERENCES

Ukrainka, Lesia (1930). Tvory [Writings]
(in 12 wvols.). Kyiv: Knyhospilka, vol. 12,
263 p. [in Ukrainian].

Hundorova, T. (1997). Prolavlennia Slova. Post-
moderna interpretatsiia [Emergence of the Word.
Postmodern interpretation]. Lviv: Litopys,
297 p. [in Ukrainian].

Sverbilova, T., Maliutina, N., & Skoryna, T.
(2009). Vid modernu do avanhardu: zhanro-
vo-stylova paradyhma ukrainskoi dramaturhii
pershoi tretyny XX stolittia [From modern to
avant-garde: the genre-style paradigm of Ukrain-
ian dramaturgy in the first third of the 20" cen-
tury]. Cherkasy, 590 p. [in Ukrainian].

ISSN 2414-1135



