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STASIUK Bohdan. MOST RECENT VOLODYMYR VYNNYCHENKO IN ENGLISH: REVIEW OF THE
BLACK PANTHER AND POLAR BEAR’S FIRST TRANSLATION

The current paper deals with Yuri Tkacz’s complete translation of the play Black Panther and Polar Bear (2020) by
Volodymyr Vynnychenko, an outstanding Ukrainian Modernism literary figure, which was originally written in 1911 and
gained considerable artistic and commercial success to its author, bringing up three foreign translations, numerous stage
performances on a national and international levels including three screen adaptations. It is the most recent translation of
Volodymyr Vynnychenko’s fragmented, poorly marketed, distributed and generally belated English corpus which still
serves an important constituent of the Ukrainian—English literary translation history to undoubtedly facilitate its
sustainability as well as further development. Also, the prior Ukrainian and international research on Volodymyr
Vynnychenko’s works other translations is scarce being limited to one monograph, few reviews and essays.

The author claims that in the situation of the total lack of the modern Ukrainian academic editions its translator
successfully deals with culture-specific information in most cases and professionally closes the chronological gap between
the source and target texts although faces some difficulties when dealing with the typological differences of the Ukrainian
and English languages which are employed as stylistic means of expressiveness, namely pronominal T-V distinction and
abundance of diminutive word-forms.

The paper has the annex to provide a complete bibliography of the English translations of Volodymyr
Vynnychenko’s oeuvre as of January 2020.

Keywords: Ukrainian literature, English translation, culture-specific information, typological differences.

The biennale of 2020-2021 will see the double anniversary of Volodymyr Vynnychenko, an
outstanding social, political, and literary figure, who was born 140 years ago in 1880 and died, a
forlorn émigré, 70 years later in 1951. His endeavour in Modernism became a bright and prominent
cultural phenomenon which equally belonged to high literary standards and mass culture in
Ukraine. However, in other languages his oeuvre is totally fragmented and constitutes a huge blind
spot in the landscape of European literature. A prolific American scholar and Ukrainian literature
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bibliographer Marta Tarnawsky points out, “[i]t is a pity that Vynnychenko’s writings had not been
translated into English decades ago. This provocative Ukrainian novelist and playwright dealt with
such topics as sexual morality, prostitution, marital infidelity and mendacity, unwanted parenthood
and infanticide, artificial insemination and surrogate motherhood, and kidnapping of children by
separated parents long before these questions became common and popular in world literature.”
(Tarnawsky, 2003: 141).

Overall there are eighteen Volodymyr Vynnychenko’s short stories, two plays, and two
novels translated into English as of January 2020 (see the Anmnex), nearly all of them poorly
marketed and distributed, the first one among his English-language versions being the story
“Moderation” and “Sincerity” (1942) published when the author was already living his final and
reclusive decade in Mougins (France), a literary and literal province. The highly eclectic, patchwork
English portrait of Volodymyr Vynnychenko is but a tiny portion of his truly massive Ukrainian
heritage encompassing fourteen novels, twenty-two plays, over one hundred short stories, numerous
essays, historical, political, and philosophical treatises.

Previous research of the translations under discussion is scarce and insufficient. Apart
from the aforementioned review by Marta Tarnawsky, which covered translations by Theodore
S. Prokopov, and the only English-language book on general issues of Volodymyr Vynnychenko
studies by Mykola Soroka (Soroka, 2012) there are just few specialised papers among which Leonid
Rudnytzkyi’s article on the connection of Volodymyr Vynnychenko’s dramaturgic creative work
and the German-speaking cultural space (Rudnytzkyi, 2019), the research of Volodymyr
Vynnychenko’s early screenings by Olha Kyrylova (Kyrylova, 2017; Kyrylova, 2018), Bohdana
Pliushch’s article on some aspects of Volodymyr Vunnychenko’s stories®' translations by Theodore
S. Prokopov (Pliushch, 2012), and Mykhailo Nazarenko’s research of Vynnychenko—Nabokov
mediated allusions (Nazarenko, 2004) which deal with various aspects of Volodymyr
Vynnychenko’s works international perception including translations and adaptations abroad.

Thus, when articulating the urgent issues of Volodymyr Vynnychenko’s global reception in
English his researcher deals with a) hugely asymmetric representation of his works in original and
translation which is “unfair” in respect of the place the writer occupies in European Modernism,
b) lack of the international scholarly feedback even on those few fragments of the writer’s heritage
available in English, and c) literal impossibility of constructing a relevant “English” (and basically
international) idea of Volodymyr Vynnychenko’s creative personality on the grounds of his under-
reviewed translations performed by different translators in different time and employing different
approaches to translation.

So this paper aims to facilitate the sustainability and further development of the
Vynnychenko studies on international level by analysis of his most recent English translation which
is Iuckily also one of his most important texts, a play Black Panther and Polar Bear (Bayda Books)
translated by an Australian national Yuri Tkacz (b. 1954) who has had an impressive track-record of
Ukrainian classic and modern literature translating since late 1970s.

Black Panther and Polar Bear was written in 1911 and staged for the first time in 1914. Its
English version is the fourth translation of the play into other languages. Much earlier it was
delivered a) in Russian probably by the author himself (1917), b) in authorised German translation
by Gustav Specht (1922), and ¢) in Czech by some K. Kral (1922)*. The play was massively staged
locally, in Ukraine, and abroad as well as had two early screen versions by Georg Asagaroff
(Russia, 1918) and Johannes Guter (1921, Germany) (Kyrylova, 2017). So it is clear even at the
plain sight that contemporary English readers face a challenge not a single foreign recipient of this
drama has occurred before, i.e. a considerable chronological and cultural gap between the events
taking place in Black Panther and Polar Bear and contemporary readers’ background information.
To the advantage of the latter I should acknowledge that having localised the action and characters

3! Namely, Contrasts, A Zealous Friend, Zina, and The Moment.

32 Bunnnuenko, Buagumup. YepHas nanrtepa / Buagumup Bunanuenxo / Co6panune counnennii. T. 9 ; IlepeBoxy ¢ yKpamHCKOro. —
MockBa: MockoBckoe kH-BO, 1917. — 271 c. (Reprinted by the same publisher in 1918.)

Wynnytschenko, Wolodymyr. Der weisse Bir und die schwarze Pantherkatze. Schauspiel in 4 Akten von Wolodymyr Wynnytschenko.
Einzig autorisierte Ubersetzung aus dem Ukrainischen von Gustav Specht — Potsdam: Gustav Kiepenheuer Verlag, [1922]), — 69 S.
Vynnyéenko, Volodymyr. Cerna Panthera a Bily medvéd / Volodymyr Vynnyéenko ; piel. K. Kral. — Praha : V3eslovanska expedice B.
Havlicek, [1922]. — 73 s.
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of the play in a bohemian multinational Paris of the 1910s Volodymyr Vynnychenko managed to
simplify the translator’s task of drawing bridges between source and target cultures separated not
only by space, but time as well. Nevertheless, a number of issues arise when source and target texts
are compared.

Despite limited resource, editorial and academic support Yuri Tkacz supplies his edition with
sine qua non prerequisites for the translation of the play for it to be considerate to the needs of an
English reader. The Black Panther and Polar Bear publication can boast of foreign texts
representation basics: a very brief introduction to Volodymyr Vynnychenko’s work with the nearly
complete list of his English translations, a translator’s note on the history of the target text creation,
and a set of twenty-three translator’s footnotes accompanying it. All these elements of the
publication constitute its paratext, a “consciously crafted threshold” (Batchelor, 2018: 142, 178) for
the source culture perception in a different, foreign environment.

What does Yuri Tkacz take for additional explaining in the footnotes? This is a question
capable of giving you quite an idea which aspects the source text and/or culture make some
difficulty for an average contemporary English reader as opposed to a hundred-year old Ukrainian
(and, I may say, overall European) recipient of both text and drama in the eyes of a proficient
bilingual literature specialist. Two thirds of the footnotes in Black Panther and Polar Bear cover
translations provided for the non-Ukrainian and non-English phrases pronounced by polycultural
characters in the play. The other portion of them illustrates cross-cultural elements none of which is
strictly related to Ukrainian-specific topics. It means that if there were anything in the text of the
play rooted in the Ukrainian-language lingual environment and society of the early 20" century Yuri
Tkacz believed it self-sufficient or self-explanatory. More interesting is that early readers and
publishers of the text didn’t need a single footnote for the text of Volodymyr Vynnychenko to be
complete. None of the first three publications of the Black Panther and Polar Bear’s originals®
produced in author’s lifetime and thus representing his final will utilised a single commentary,
which certainly presupposes not only previous editorial principles, but also Vynnychenko’s view of
an “ideal reader / spectator” who should have been able to understand rather simple foreign
language inclusions and cultural references.

On the other hand, the translator of the play followed modern Ukrainian editions of the play
by the academic Naukova Dumka Publishing House with no regard to preliminary textological work
or any publication history whatsoever. This fact has backfired on the English translation
unexpectedly. In the most prominent case Yuri Tkacz has to translate a phrase of artist Migueles
“Tu noousucs: Hy wo eapmi 6ci éawi Kazouku, 201 mina, ganmacmazopii neped yum eenuxum’™"
(Vynnychenko, 1991: 281), obviously describing mainstream fine arts clichés, which actually has a
misprint (contextually illogical “kazouku’ instead of proper “eazouxu” [little bowls]) mechanically
reproduced in all modern editions® of the play including those by Naukova Dumka as well as
another specialised publishing house Mystetstvo. So, in English version we have “Just look: what
are all your fairy tales worth, your naked bodies and phantasmagoria before this great...”
(Vynnychenko, 2019: 24).

Interestingly, Yuri Tkacz has chosen the same items for additional commenting in footnotes
as his counterparts, modern Ukrainian editors, did, although interpreted them differently. In two
cases Yuri Tkacz has been mistaken:

33 Bunnnuenko, Bonogumup. Yopua Iantepa i Bimiit Mensins. II’eca Ha 4 aii / Bonogumup Bunnnuenko // JlitepaTypHo-HayKoBHii
BictHuK. — 1911 (piunuk XIV, 1. LIV). — k1. VI (3a uepsens). — C. 385-431.

Bunnuvenko, Boxogumup. Yopna ITaurtepa i binuit Mensine. I1’eca Ha 4 nii / Bonoanmup Bunnnyenxo. — Kuis: «/[3Biny», 1918. - 56 c.
Bunnunuenko, Bonogumup. Yopna ITantepa i bimmii Mensinb. [T’eca Ha 4 nii / Bonogumup Bunuudenko / Tsopu. T. 13. JIpamartiui
TBOpH. Jlo npyKky 3i6paB T. Yepkacekuii. — Kuis: «Pyx», 1927. - 202 c.

3* Here and below I quote the source text from its contemporary Ukrainian editions as the translator used only them, most often the
Naukova Dumka Publishing House versions (1999, 2001).

35 Bunnmuenko B. K. BuGpani m’ecu / Ynopsix.: M. T. XKymuucskuii, B. A. Byp6ena; Ast. Berym. cr. M. I. XKymuucskuii. — K.
MucrenrBo, 1991. — 605 c.

Bunnnuenko, B. Onoinaunns: Cioo 3a To6oro, Cranine!: Poman, YopHa IManrtepa i Binuit Mengine: I1’eca. — K.: HaykoBa aymka, 1999.
—440 c.

Bunnudenko, B. Bubpani n’ecu : y 2 1. / Bonoaumup Bunanuenko. — Kuis : Mucrentso, 2008.

T. 1. Memento ; basap ; bpexus ; Cnisoui ToBapuctsa ; Yopna ITantepa i binmit Mensins / Berym. cr. M. XXyiuHebkoro. — 336 ¢. :
HOPTP.

Bunnudenko B. K. 3anucku Kupnaroro Medicroderns: pomasn, nosicts, onosinauss, n’eca / B. K. Bunanuenko. — X.: ®oimio, 2008. —
384 c.
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1) Ukr. “ILlImig. Bonjour, messieurs — dames! A! Servus! /lea Asixcu!l.. Csi macme? Servus,
Kapounan!” (Vynnychenko, 1991: 288) — Eng. “STEVE’®. Bonjour, messieurs, mesdames! Ah!
Servus! Two Ajaxes...! So, how are we? Servus, Cardinal!” (Vynnychenko, 2020: 37) Apart from
greetings translated in other languages the English paratext provides an explanation for “Ajaxes”,
misinterpreting it for a “brand of cognac” though it is a much more probable reference to fellow
artists Migueles and Black compared by “Illmig / Steve” with epic heroes and brothers-in-arms
Ajax the Great and Ajax the Lesser from the ancient Greek myths. A good example when no
commenting at all should have served intuitively better than such one.

2)Ukr. “Puma. Teos, meos, muauil, éci meos. Mu eci mpoe — oowo... Ilam’ smaew y
Kinninea? IHam smacw.: «mu eci mpoe — oono»” (Vynnychenko, 1991: 306) — Eng. “RITA. I'm
yours, I'm yours, my love, all yours. We three are one. Remember that line from Kipling?
Remember? ‘The three in one.” (Vynnychenko, 2020: 70). The intertextual reference to Rudyard
Kipling was lost both on modern Ukrainian editors and Yuri Tkacz. The former claimed this to be
an allusion of an unnamed Jungle Books character; the latter pinpointed it as a specific quote from
Lispeth (1886), “The Three in One, the One in Three”. That’s why Yuri Tkacz uses the variations of
the phrase anytime the refrain is used by the main characters of the play in all eight cases. The exact
origin of the original words by Volodymyr Vynnychenko is a different story by Rudyard Kipling,
Dray Wara Yow Dee (1888), so that “mu eci mpoe — 00no” had to be rendered as quite literal “all
three are one” whose subtext of “the three, wife, husband, and lover, bound together by the wife’s
infidelity” (McGivering, 2007) is quite different from the Christian background of the “The Three
in One” and totally lost on the reader / spectator. In the 1910s Ukrainian and Russian readers were
in a different situation because brand-new versions of the aforementioned Kipling’s story, an
anonymous Russian translation and the Ukrainian translation by Nataliia Romanovych-Tkachenko
(who seems to have used Russian text as the intermediary for her work)®’, were just published in
1908 and 1910 respectively.

Concluding the aspect of paratexting the translation one should not fail to mention a truly
“dark spot” which had to be covered by modern Vynnychenko editors and researchers. Twice in a
play some cabaret visitors use otherwise non-existent word “goc”: 1) “I'apcon! Boc! Pasz-dsea”
(Vynnychenko, 1991: 288), 2) “Koprii (eapcony, wo nidiiuios). Boc” (Vynnychenko, 1991:
290). This anywhere unexplained “dark spot” turns into a blind one for the translator who has to
improvise and interpret the phrase contextually: “Gar¢on! Hurry up! Hup-two!” (Vynnychenko,
2020: 37), and totally omits it in the second case due to the loss of this line in the Naukova Dumka
editions. I have discussed the possible word origins with Ukrainian Francophone translators and
Ukrainian literature scholars who provided a number of its viable explanations. The most interesting
one claims that “soc” is actually a Cyrillic misprint of what should have been typed in Latin script
as “fun] boc(k)”, i.e. “a glass of beer”.

The overall approach of Yuri Tkacz to translating of the play seems to be a kind of
domestication and even internationalisation. With due respect to the earlier statement on purposeful
“cosmopolitism” of the plot, entourage, and characterisation of dramatis personae it is still
emphatically devoid of nearly all Ukrainian trivial cultural markers or signatures of its time, both
lingual and extralingual. If one removes a couple of biased words / phrases (“mawunxa cnupmosa /
spirit burner”, “kacmopka / castor 0il”’) or infinitesimal references to the then historical background
(“meopiss mucmeymesa I'otio / Guyau’s theory of art”, cabaret Le Chat Noir, or “manox anawie /
Apache Dance”) the play can be easily seen as a contemporary piece of drama. Even the
multinational dramatis personae list is simply called a “Cast” in the translation and adapted to
simplify a hypothetical English-language production Yuri Tkacz had in mind when he started his
translation. The characters’ descriptions were reworked by him and are more detailed than in the
text proper. E.g. “MOULIN — an art critic & journalist; no longer a young man, he is ruddy-faced,
with a paunch, with eyes that are intelligent, cunning, passionate and lascivious. His golden beard

3% Obviously, some “IIJmigh” of German origin was acceptably turned by the translator into English “Steve” to avoid any confusion with
Eng. adjective stiff which could have been treated then by the reader as a nickname rather than a name.
37 Kummanr P. M36panHsie pacckasst : Ku. 1/ [P. Kurumnr]. — Mockga : Mock. kH-Bo, 1908. — XXIV, 320, 6 ctp.

Kiruriar, P. Bei Mu tpoe — oxno / 3 inauiickkux omoizaub, nepekiana H. Pomanosuu // JlitepaTypHo-HaykoBui BicTHHK. — 1910
(piunnk XIII, 1. L). — k1. VI (32 yepBens). — C. 534-540.
Kirutiar P. Onosinanns / Iepeknana H. Pomanosuu-[Tkauenko]. — K.: JIpyk. 1-01 Kuis. Apyk. Crinku, 1910.— 112 c.
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is combed in a fan” (Vynnychenko, 2020: 7) vs. «Mynen — xpumux, scypraricm» (Vynnychenko,
1991: 272); partially they are taken from stage instructions within the text itself. Thus, the
translator’s intention to make his version more convenient for staging is self-explanatory.

Certainly, a much bigger challenge for a translator was the strategy to represent characters’
speech features which some hundred years ago made the polylogues within Black Panther and
Polar Bear natural, expressive, and fluent (Hromko, Stetsiuk, 2010: 299). Interestingly, Volodymyr
Vynnychenko’s proper idiolect is much reflected in them. A vanishing point from the perspective of
today it is still palpable for a contemporary Ukrainian reader, though obviously excessive for an
imaginary English reader. Vynnychenko’s characters are often switching into vernacular Ukrainian
and even surzhyk (a macaronic Ukrainian—Russian sociolect), as the author himself, which provides
specific lingual characterisation of his times, render inner monologues, describe sociolinguistic
situations and often specify the origin of characters from the central and south-eastern regions of
Ukraine. Intuitively or not, Yuri Tkacz mostly ignores this, and I may say there is some rationale for
such a strategy. Firstly, from the textological research of the prominent Vynnychenko scholar and
textologist Tetiana Maslianchuk we know that the playwright acknowledged faultiness of his style
due to the Russicisms and proactively edited later editions of his works to get rid of them
(Maslianchuk, 2008). The Black Panther and Polar Bear original text was published three times in
author’s lifetime and never saw any considerable changes; moreover, the methodology of later
fiction and drama editing by Volodymyr Vynnychenko himself proves that no specific
characterisation of characters’ speech, especially regional one, could be reasonably expressed in this
particular play by considerate application of Ukrainian vernacular elements. Moreover, if you try
and imagine that prototypical language of communication between the cast of the play represented
by Ukrainians, French, and obviously Spanish, English, German, and Dutch characters (according
to their names) it becomes clear that Ukrainian vernacular and surzhyk features have no additional
stylistic value here at all. E.g. (Ukr.) “Criocunxa. Myscuuni ye Oyaxce mpyoHo 3po3ymimu, aie
arcenmuna 3paszy oauums” (Vynnychenko, 1991: 277) — (Eng.) “SNOWFLAKE. It’s hard for a man
to understand, but a woman can see straight away” (Vynnychenko, 2020: 16). Even when the
dialogue occurs with Ukrainians only these non/sub-standard features can hardly stand for the
intended effect of the characters’ speech stylistic marking as there is no systemic distinction
between Ukrainian and non-Ukrainian cast in respect of lexical and grammatical expressive means,
cf. (Ukr.) “Besuecms mooi, konu cim’s suuge yboco. Todi HceHwUna e cmic Hapyuiamu ii HaKasie,
60 cim’s pyunyemocs. Om. A xonu cim’s cpedcmeo, mooi dezuecms wema” (Vynnychenko, 1991:
314) — (Eng.) “Disgrace occurs when the family is put a rung above all this. Then the woman does
not dare transgress family values, otherwise the family will be destroyed. There. But when the
family is the means, there is no disgrace involved” (Vynnychenko, 2020: 85).

So, as we see that the “lexical portrait of the age” supplied by the playwright cannot and,
actually, should not be reproduced by his translator quite a different situation arises when we deal
with typological features of the Ukrainian language which are present in text on a nearly subliminal
level and could not be interpreted as those which belong to the idiolect of Volodymyr Vynnychenko
proper. I mean the so called T-V distinction (pronominal differentiation of formality and familiarity
among speakers) and abundance of diminutive word-forms which surely serve as expressive
stylistic means, but in no way suggest anything specific of Volodymyr Vynnychenko in contrast to
any other Ukrainian-language author. A prominent Ukrainian translation scholar and translator Ilko
Korunets provides a descriptive and detailed explanation, “[t]he number of [evaluative] diminutive
only noun-forming suffixes in Ukrainian is as many as 53, which goes in no comparison with the
English 14 suffixes, not all of which are productive. Besides, there exist adjective-, pronoun-,
numeral-, adverb-, verb- and even interjections forming diminutive suffixes in Ukrainian”
(Korunets, 2003: 149).

Facing the problem Yuri Tkacz has chosen to deliver diminutive forms descriptively or
ignore them, which certainly influences the stylistic effect: 1) (Eng.) “I'anna Cemeniena. Ta
wo eu, Pumonvko?! Bin sac ne nrooums?” (Vynnychenko, 1991: 276) — “HANNA SEMENIVNA.
Rita dear?! Doesn’t he love you?” (Vynnychenko, 2020: 13);

2) (Ukr.) “A s oymana, wo Jlecuxa mozo exce 00usinu... QOHsAIU Kpoe moeo cepys. Jlecio,
Jectonro, Jlecuky miti, axuii soce mu cmas! [...] O, moe edune wacms, eoune counye, Mosi padicmo,
Oinb miti conooxkut, nexyyuil. Jlecuky! Jlecio! Jlecuxy! I[locmixnuce 0o mamu...” (Vynnychenko,
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1991: 303) — (Eng.) “The blood of my heart wrenched away from me. Lesyk, my darling, my little
baby, just look at you! [...] Oh, my bundle of joy, my only ray of sunshine, my sweetness, my
burning pain. Lesyk! Lesyk darling! Lesyk! Give mummy a smile” (Vynnychenko, 2020: 65);

3) (Ukr.) “Cama 6 xoaucky nokiady, cama HiMKy npocuodvcy Hao num. Cama, camal..
Jumunouka cnamonvku xoue? Mos 6Ginenvka? Xoue, mos 3iponvka 6Onioa? 3apas, 3apasz...”
(Vynnychenko, 1991: 304) — (Eng.) “I’ll put him in the cradle and sit by his side all night long. Just
me...! My little baby wants to go to sleep? My pale little baby. Does my pale little star want to
sleep? Now, now...” (Vynnychenko, 2020: 67);

4) (Ukr.) “Puma. 3apas, 3apas... Bmomneni, emomneni ouensamxa moi, 6momneni 0ioui moi,
nenrocmouku moi 61ioi, Hixcwi... 3apaz cnamonwku...” (Vynnychenko, 1991: 306) — (Eng.) “RITA.
In a moment... My tired, tired little eyes, my poor tired eyes, my pale little petals, so delicate...
We’ll go beddy-byes in a moment...” (Vynnychenko, 2020: 71);

5) (Ukr.) “Bin yinuti 0env Hino2o He icmb, OusUmMvbCs HA MPYRUK, XOOUmb NO Xami, wocs
oymac i 3H06 QUBUMBCA... A 8OHA OH BJice CniBac HAO HUM... Xomina, wob 0OMUmu 1, NOXO8AMU...
Hy, cope, newacms,— ma sxoce sce mpeba nopsaoox damu. Tineue dic xou cxosamu, 80HO dHc OYX
noune dasamu...” (Vynnychenko, 1991: 315-316) — (Eng.) “The whole day long he won'’t eat a
thing, staring at the small corpse and then pacing about the room, thinking his thoughts and then
staring at the little corpse again... And she stands by the body singing lullabies... I wanted to wash
it, to bury it... What grief and misery — we need to bring some order here. His small body needs to
be buried, otherwise it will start to smell...” (Vynnychenko, 2020: 89).

From these striking examples one can see that nearly always the whole variety of Ukrainian
morphological expressive means covering various parts of speech is rendered either by means of
omission (“Jlecuxy! Jlecio! Jlecuxy! / Lesyk! Lesyk darling! Lesyk!”), or technical addition of
adjectives “dear”, “little” or “small” to any modified word. The rendering of diminutive verbal form
“cnamonvky” as baby-talk “beddy-eyes” turns to be the only successfully creative way of
compensation for the loss of expressiveness in the target text. According to the Oxford English
Dictionary “beddy-eyes” was first used in 1906, so it makes the timing for the use in the play
translation just perfect.

In Ukrainian-English literary translation the T-V distinction usually provides stylistic impact
on a recipient to a much lesser degree, and Black Panther and Polar Bear is not an exception in this
respect. Nevertheless, there also interesting cases which illustrate an intriguing combination of
neutral lexico-grammatical features of the Ukrainian language combined with author’s intention to
deliver distinct nuances for the lines of key characters. E.g. (Ukr.) “Pum a (capkactuuno). Tax?
Abu cunkoei sicinka eipna o6yna? Xa-xa-xa! Moowce, i 3 mum cKaxceme nomMupumuch, wo 6iH Ha
Criscunky 3aouensemocs?” (Vynnychenko, 1991: 276) — (Eng.) “RITA. [sarcastically]/ Yes? So
long as your son’s wife is faithful to him? Ha-ha-ha! Next, you’ll say that I should accept the fact
that he makes eyes at Snowflake?” (Vynnychenko, 2020: 14). In this instance an English reader fails
to see the ironic undertones in communication between the lead cast and her mother-in-law whom
she snubs (by means of derogatory “cunox”) and still keeps a ritualistic distance by addressing her
in V-form (“cxasceme”). Interestingly, nowadays Ukrainian readers would also feel this V-form in
addressing parents and/or parents-in-law more acutely as it is currently falling into disuse with even
older generations of Ukrainians who would believe it to be an archaic lingual artefact. Overall, the
characters in the play mostly use V-forms, so the T-form is a marker of familiarity degree. Some of
these cases are quite obvious (like T-forms in mother’s lines addressed to her son or between fellow
artists Black and Migueles), but some are not; e.g. otherwise bold and imperious minx Snowflake
uses only V-forms when she speaks to her silent and obedient follower Jansson (“Cuiocunka.
Cmanvme na sixno i cmpubaitme enu3” | “SNOWFLAKE. Then stand on the windowsill and jump
down”) or her unrequited love and passion Korniy Kanevych / Polar Bear (“Criocunxa. A s xouy
3 eac cmismucy! Xouy cmismuco 00... cniz. Meodseow! Qyeme, 0o cniz!” | “SNOWFLAKE. But I
want to make fun of you! I want to roar with laughter until there are tears in my eyes, Bear! Do you
hear, until there are tears!”).

The main character, often verbose Polar Bear (Korniy Kanevych), is also a specific issue
within the play and one of its biggest challenges for a translator due to his idiosyncratic manner of

38 Oxford English Dictionary Second Edition on CD-ROM (Version 4.0; Oxford University Press, 2009).
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speech with huge amount of hesitation pauses, ellipses, repetitions and phatic phrases which makes
him distinct in comparison to other cast:

1) (Ukr.) “Kopmnii [...]. 306cim ne emix... A emik? Om maew... |[...] Hame eam, s emix...
Xa! Om ecms...” (Vynnychenko, 1991: 273-274) — “KORNIY. [...] I didn’t run away at all... Me,
run away? Come on...” (Vynnychenko, 2020: 9).

2) (Ukr.) “Kopuiu. F'ocnoou 6osce miti! Ta de sic s dicmany? Om ecms. Lo s, ne xouy, uu
wo? Hy, maew cobi... «Mycuwry... Posymiemocs, mywy... I'm! «[Jumu ouamuy... A ne moowcy yumu
OHsMU... Om ecmb: 51 He moacy menep 13 [lapuoica ixamu” (Vynnychenko, 1991: 282) — “KORNIY.
Lord Almighty! Where the hell can I get it? There you go. You think I don’t want to? Stop this...
“You must”... Of course, I must... Hm! “As soon as possible”... I can’t do that... There you go: |
can’t leave Paris now” (Vynnychenko, 2020: 26).

3) (Ukr.) “Kopnuiii. Aea... Om mo i ecmo, wo «ix»! Ax? A 3uaio? Mu nepenecau ye, a
H08020 He maemo... Popmu nosi mpeba... Lle — siune, Cuiscunxo... Biune. Tym yyce... 200i... A
opmu ne mi... Om i ecmo. Om i Oywamo, om i cmuckyiomes... A six inaxue? (Hiou no cede). Hy sk,
om maxk npocmo: sax? Yu Puma e 3mooce sixocow inaxue? Hu cxoue? Hi... A Puma i ne cxoue, i He
smooice. Om i ecme... I exce... ”(Vynnychenko, 1991: 322) — “KORNIY. Aha... That’s exactly the
point: what! What? How do I know? We've been through all this, but we have nothing new as a
result. We need new types of relationships... This is something eternal, Snowflake. Eternal. All
this... it’s already passé... The types of relationships we have are wrong... That’s just it. They
make you feel stifled, and hemmed in... But what other way is there? [As if to himself] Quite
simply, what’s the way out? Can Rita react any other way? Will she want to? No... Rita won’t want
to and won't be able to. So, there you have it... That’s just it...” (Vynnychenko, 2020: 103).

Yuri Tkacz attempts to render this type of verbosity without forgetting numerous identical
refrains “Om maew... Om ecmy” although there is no single equivalent for all its Ukrainian
counterpart cases which makes Korniy’s lines in English more variegated: “Really”, “Come on”,
“There you go”, “It’s there” etc.

The general review of the most recent Yuri Tkacz’s translation Black Panther and Polar Bear
(2020) by an outstanding Ukrainian playwright Volodymyr Vynnychenko provides enough material
to consider the urgent issues of the Ukrainian—English literary translation of texts with a
considerable chronological and cultural gap between the source and contemporary readers’
background knowledge. The primary aim of the translator to prepare the play for an English-
language production in the early 1990s has well predefined the overall strategy and methods of
translation which justifiably neglected idiosyncratic features of Volodymyr Vynnychenko’s writing
related to his time and period of life in the result. To the advantage of the English readers the
original play action and characters localisation in a multinational Paris of the 1910s simplifies the
translator’s task of culture-specific features diligent and professional neutralising. On the contrary,
features of the Ukrainian language, which are typologically different from the English, such as T-V
distinction and abundance of diminutive word-forms that serve as expressive stylistic means, and
constitute a topical issue of the translator’s utmost attention, remain partially unresolved in the
target text under consideration and deliver interesting cases for further linguistic and translation
analysis.

Black Panther and Polar Bear is the most recent complete translation of Volodymyr
Vynnychenko, an outstanding Ukrainian Modernism literary figure, and just a twenty-second item
in his fragmented, poorly marketed, distributed and generally belated English corpus, so
undoubtedly the play is a worthy element of the writer’s patchwork portrait for the foreign reader.
Its translation is a profound modern contribution to the Ukrainian—English literary translation
history and facilitates its sustainability to develop further on.

In my opinion, further research of Volodymyr Vynnychenko’s translations should aim to
proceed and deliver main divergent as well as similar strategies, approaches, and methods to render
the writer’s idiostyle in a comprehensive way, encompassing all existing translations, highlighting
peculiar features of the translations performed in one and the same time and verify if earlier
translators of the writer used the same or different techniques when compared to contemporary ones
and dealing with similar phenomena both on the expressive and typological levels. Thus, the
researchers will be able to establish objective grounds for the foreign perception of the author (his
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“literary portrait”), revitalise his oeuvre studies globally and bring him also to the light of local
scholars once again.

ANNEX
Bibliography of Volodymyr Vynnychenko’s Translations in English
(as of January 2020)

1. “Moderation” and “Sincerity” // Ukrainian Life. A Monthly for Americans of Ukrainian Descent — 1942. —
Volume III, Number 6, June 1942.

2. Moments // “Svoboda”, Jersey City (The Ukrainian Weekly Supplement). — 1950. — Nos. 32-35, August 7, 14,
21,28.-P.3,3,2,2.

3. Hunger ; Translated by * * * // Their land: an anthology of Ukrainian short stories. — Jersey City: Svoboda
Press, 1964. PP. 167-176.

4. A strange episode ; Translated by L. Hirna and D. Struk // Modern Ukrainian short stories. Parallel text edition.
[Edited by George S. N. Lucky]. — Littleton: Ukrainian Academic Press, 1973. — P. 60-77.

5. The Prophet ; Translated from Ukrainian by Christine Oshchudlak Stavnycha. Edited by Larissa
M. L. Onyshkevych. — [s. I.] ¢ 1987.

Larissa Onyshkevych. 88 p.

6. The Student / a short story by Volodimir Vinnichenko ; Tr. by Oles Kovalenko ; Ill. by Olexandr Bychko //
Ukraine. — 1988. — No. 5 (141) (May 1988). — P. 40-41.; illus.

7. Selected Short Stories [Contents: Acknowledgements. Translator’s foreword. Honor. First love. The moment.
Kooz and Hrytsoon. The purchase. Illusion and reality. Zina. A zealous friend. Contrasts] ; Tr. from the Ukrainian by
Theodore S. Prokopov. — Wakefield, N. H.: Longwood Academic [1991]. —x, 120 p. port.

8. A new commandment [edited and published by Dimitry Jakovenko ; translated by Frances Jakovenko-(Novak)].
— Melbourne: D. Jakovenko, 1991-1992. — vi, 270 p. ; 21 cm.

9. A strange episode. Translated by L. Hirna and D. Struk // Modern Ukrainian short stories. Parallel text edition
[Edited by George S. N. Lucky]. — Englewood, Co: Ukrainian Academic Press, 1995. — P. 61-78.

10. Selected Short Stories [Contents: Acknowledgements. Translator’s foreword. Honor. First love. The moment.
Kooz and Hrytsoon. The purchase. Illusion and reality. Zina. A zealous friend. Contrasts] ; Tr. from the Ukrainian by
Theodore S. Prokopov. — Wakefield, N. H.: Longwood Academic [2001]. —x, 120 p. port.

11. Notes of a Pug-Nosed Mephistopheles ; Tr. by Theodore S. Prokopov. — Godeffrey, N. Y.: Guymard Press
[2001]. — viii, 170 p. illus., port.

12. The chain. Derision // Passion’s Bitter Cup. Selected prose fiction by Mykola Chernyavsky, Ivan Franko, Hnat
Khotkevych, Yevhen Mandychevsky, Mykhaylo Mohylyansky, Stepan Vasylchenko, Volodymyr Vynnychenko, Sylvester
Yarychevsky, Mykhaylo Zhuk ; Tr. by Roma Franko. Ed. by Sonia Morris. — [Saskatoon, SK]: Language Lanterns, 2004.
—P. 259-73, 274-90. — (Ukrainian short fiction in English).

13. The clandestine affair // Riddles of the Heart. Selected prose fiction by Mykola Chernyavsky, Ivan Franko, Hnat
Khotkevych, Mykhaylo Kotsyubynsky, Osyp Makovey, Mykhaylo Mohylyansky, Panas Myrny, Leonyd Pakharvevsky
[sic], Valeriyan Pidmohylny, Stepan Vasylchenko, Volodymyr Vynnychenko ; Tr. by Roma Franko. Ed. by Sonia Morris.
— [Saskatoon, SK]: Language Lanterns, 2004. — P. 325-39. (Ukrainian short fiction in English).

14. A Curious Scene. Kost’. Beauty and Strength // Down Country Lanes: Selected Prose Fiction ; Trans. by Roma
Franko. — Toronto: Language Lanterns Publications, 2008. — P. 334-45; 346-99.

15. Dear Soldiers! The sun’s first ray // Desperate times; a trilogy. Selected prose fiction ; Translated by Roma
Franko. Edited by Sonia Morris. — Toronto: Language Lanterns Publications, 2010. 3 v. — (Ukrainian short fiction in
English).

V. 2. Between the Trenches. — P. 37688, 389-99.

16. The Prophet (1929) ; Tr. Christine Oshchudlak-Stawnychy // An Anthology of Modern Ukrainian Drama ;
Comp. & edited by Larissa M. L. Zaleska Onyshkevych. — Edmonton/Toronto : Canadian Institute of Ukrainian Studies
Press, 2012. — P. 189-244.

17. The Solar Machine. A Fragment ; Tr. by Yuri Tkacz // Ukrainian Literature in English, 2013.

https://www.facebook.com/Ukralit/posts/459263057466631?  tn =-R

18. The “Moderate” One and the “Earnest” One. A Husband’s Letter to His Wife ; Translated by Patrick John
Corness and Oksana Bunio // Ukrainian Literature. A Journal of Translations. — Volume 4. —2014. — P. 109-117.

19. Black Panther and Polar Bear ; Tr. by Yuri Tkacz. — Melbourne: Bayda Books, 2020. — 117 p.

20. The Eternal Imperative. A Fragment ; Tr. by Yuri Tkacz // Ukrainian Literature in English, 2020.

https://www.facebook.com/Ukralit/posts/2759555600770687? tn =-R
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