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ETHNOSYMBOLS IN THE POETRY OF UKRAINIAN SIXTIERS
IN ENGLISH TRANSLATIONS BY UKRAINIAN DIASPORIC
TRANSLATORS

The article explores specific features of reproducing the ethnosymbolism of Ukrainian Sixtiers’
poetry into English by representatives of the Ukrainian diaspora. The symbolism of nature, historical
reminiscences, the Christian motifs, and folkloric codes in the works of the Sixtier poets serve as
markers of national identity which, under the Soviet totalitarianism, acquired an additional dimension
as signs of resistance and cultural self-preservation.

Firstly, a symbol always remains ethnocentric and reflects the cultural code of a people, which
complicates its reproduction in another linguistic system. Secondly, the degree of a symbol’s
«translatability» depends on the proximity of cultures: the more active the contacts between peoples,
the greater the chances of adequate understanding and interpretation of symbolic imagery. In this
context, the translator functions not only as a mediator between languages but also as a cultural
mediator who makes decisions regarding borrowing, adaptation, or compensation.

It is significant that translation of ethnosymbolism inevitably generates a «sense accretiony
(T. Hermans), since a translated text begins to function in a new cultural environment. This is
particularly relevant to the poetry of the Sixtiers, in which such symbols as the viburnum, the poplar,
the steppe, the cottage, or the Dnipro combine poetic, philosophical, and national dimensions. In
the English-language interpretations of Ukrainian diaspora translators, these images are not reduced
to exotic elements but acquire universality through poetic imagery and cultural contextualization.

In the translations of diaspora intellectuals (notably those from the USA and Canada), these
images were reproduced with a dual purpose: on the one hand, to convey the profound symbolism
of the Ukrainian culture to the Western readers, and on the other, to make the texts accessible to
a foreign audience. The absence of censorship restrictions allowed translators greater freedom,
enabling them to avoid ideological distortions and to present the Ukrainian literature as an organic
part of the global cultural process. Their translations not only popularized the Ukrainian poetry
beyond the country s borders but also created an alternative discourse in which the Ukrainian culture
appeared self-sufficient, open to dialogue, and capable of resisting imperial narratives.

The article traces the translation strategies of diaspora translators, ranging from literal
preservation of ethnocultural markers to partial adaptation for the English-speaking readers.
It demonstrates that the key task remained the preservation of the authenticity of symbols while
simultaneously «recoding» them within the global cultural space. The conclusion highlights the unique
role of diaspora translators as cultural mediators who preserved and transmitted the national codes
of Ukrainian poetry, integrating them into the world literary context.

Key words: ethnosymbolism, ethnosymbol, Ukrainian Sixtiers, English-language translation,
Ukrainian diaspora, cultural identity, national code, translation strategies.

Statement of the problem. Any research devoted
to the problem of reproducing the ethnocultural
specificity of literary works in translation emerges not
only as a linguistic but also as an ideological statement.
The so-called «cultural turn» that established itself in
translation studies after the 1990s (S. Bassnett [1],
G. Spivak [2; 3], H. Bhabha [4]) became a kind of
response to the threat of globalization, the processes
of national consciousness awakening, which were
simultaneously occurring in several Soviet bloc states,
as well as to the apparent desire to show respect for
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cultures asserting their niche in the former metropolis
by supplying an increasing number of translated
works. From this arises the postulate of descriptive
translation studies concerning the deliberate neglect
of comparative studies in favor of research on the role
of translated texts simultaneously present in the target
culture.

Translation studies analysis of this layer of
Ukrainian literature is not accidental, as it reveals the
simultaneously lyrical and patriotic national character
of Ukrainian verse, which manifested itself so vividly
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after long years of the Stalinist repression and Socialist
Realist constraints. It is well-known that this period
of Ukrainian poetry represents a testing ground for
bold experiments with form and stylistic means, an
aspiration to break free from the narrow confines of
Soviet provincialism toward world culture.

The innovative character of the poetry of the
Sixtiers is most vividly expressed in its symbolism, in
contrast to the traditional Soviet literature, which did
not recognize multiple interpretations, any artistic,
moral, or ideological ambiguity, depicting both the
external world and the inner world of humans in only
two colors — black and white. Symbol thus becomes
the central artistic element in the Sixtiers’ writing:
simultaneously universal and ethnospecific, rooted
in folklore images, archaic archetypes, and cultural
mythologems.

Analysis of recent research and publications.
The translation of symbols and ethnosymbols has
been a focal point in both Ukrainian and international
translation studies, reflecting the intricate relationship
between language, culture, and identity. In the realm
of translation studies, S. Simon [5; 6], O. Matyzkova
[7], L. Marchyk [8], O. Kopys [8], A. Kovalenko [9]
have explored how translation acts as a medium for
transmitting cultural identities and symbols.

Task statement. The ultimate objective of
this article is to examine the translation strategies
employed by the Ukrainian diasporic translators in
conveying the ethnic and symbolic dimensions of the
Ukrainian Sixtiers’ poetry.

Outline of the main material of the study. The
symbol as a core artistic element in the Sixtiers’
poetry is both a simple and complex object of
scholarly inquiry. Its simplicity lies in the fact that
any ordinary person can intuitively perceive the
symbolic nature of a poem, thus adequately grasping
it and formulating their own interpretation, which
does not necessarily have to be expressed in precise
terms. Its complexity stems from its synthetic
character at the intersection of language, culture,
literature, and consciousness. Consequently, any
attempt to explain the symbol as a scientific concept
inevitably requires an interdisciplinary approach
involving relevant linguistic, literary, cultural, and
philosophical data.

Itis natural that a scholarly approach to interpreting
symbols originated in philosophy, which sees them
as a continuation (or generation?) of archetypes, i.e.
primary images imprinted in human consciousness,
and of myth, i.e. the oldest narrative form explaining
the origin of major phenomena through emotive-
sensory images.

From the perspective of the literary theory,
a symbol is considered an image expressing the
essence of a phenomenon indirectly and therefore
has much in common with most tropes. However,
unlike metaphors, a symbol is determined not
solely by artistic factors but «is based on the extra-
artistic, primarily philosophical needs for esoteric
knowledge» [p. 10].

Cognitive science interprets symbols in two
ways. On one hand, all signs of a linguistic system
are considered symbols, as their function is to
represent objects and states of reality, which are
independent and detached from the subject but open
to its? understanding. In other words, linguistic signs
themselves constitute symbolic images: «Thanks
to creative imagination, we can invent auxiliary
images to symbolize objects and events and represent
abstractions <...> any object or event can be
symbolized through a certain invented, imagined sign,
such as a number or word; such signs can combine
themselves into statements or sentences» [11, p. 105].

On the other hand, a symbol is regarded as a
specific form of concept existence, based on a process
of analogy, similar to metaphor (image-symbol).
However, unlike metaphor, the symbol is much more
deeply rooted in human consciousness, so identifying
its features (interpretations) requires at least an entire
text, if not a series of texts. In this sense, the symbol
appears on the pages of the reviewed research, and the
author’s approach of conducting a thorough analysis
of as broad a corpus of selected works as possible
seems entirely appropriate.

Finally, a few words should be said about the
linguistic interpretation of the symbol, which firmly
links it to language. Unlike the definitions of image-
symbol above, the linguistic paradigm has firmly
established the term «verbal symbol» (word-symbol),
understood as a binary structure correlating a naming
word with its secondary symbolic meaning.

To understand the nature of the symbol, it is
necessary to rely on some basic cultural assumptions.
Specifically, based on the axiom of the absence of a
single universal human culture, one can confidently
assume the absence of universal symbols equally
understandable to all cultures and language speakers.
From this follows the assumption that any symbol will
always be ethnocentric and therefore untranslatable.
On the other hand, such a pessimistic view in the
spirit of W. von Humboldt and O. Potebnia can be
contested by virtue of contacts between different
groups of people, resulting in formation of a shared
set of rules constituting a universal cultural fund.
Communication between different ethnic cultures
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occurs through mutual adaptation and an effort to
understand the cultural specificity of others, leading
to the opposite — optimistic — conclusion about the
potential translatability of symbols.

The level of translatability versus non-
translatability of ethnosymbols is regulated by the
relative proximity or distance of cultures: the closer
the ties between peoples, the more likely their
representatives can adequately interpret them. In this
light, the role of the translator as a cultural mediator
becomes particularly significant, as they should make
an important decision: to reproduce, replace, or omit.
Evidently, there are no ready-made scripts, and the
choice in each case, as the author demonstrates, is
determined by a set of extralinguistic and linguistic
factors.

For the Ukrainian diaspora translators working on
the Sixtiers’ poetry in English, the key challenge was
preserving ethnosymbolism in a cross-cultural space.
Symbols referring to the Ukrainian land, nature,
history, or spirituality often lack direct equivalents
in the English-speaking culture. Thus, the translator
must act as a cultural mediator, choosing between the
strategies of calque, adaptation, or compensation. As
a result, «sense accretion» occurs (Theo Hermans)
and the translated text begins to function in a new
cultural context, enriching both the original and the
target literature.

In this process, the problem of interpretation is
crucial: can a symbol remain ethnospecific while
gaining universality? The Ukrainian diaspora
translators demonstrate that this duality is possible:
a symbol rooted in the national tradition can
become comprehensible to a foreign culture through
contextualization and preservation of poetic imagery.
Thus, the ethnosymbolism of the Ukrainian Sixtiers
in the English translations is not reduced to an «exotic
element» but functions as a bridge between cultures,
maintaining the continuity of Ukrainian poetic
tradition while integrating into the global literary
space.

Examples of poetic translations by the Ukrainian
diaspora translators illustrate the intent to preserve
ethnosymbolism while making it accessible to the
English-speaking readers. In Vasyl Stus’ poetry,
ornithological ethnosymbols are frequent (sparrow,
swallow, magpie, lark); they are traditional poetic
images imbued with ethnosymbolic meaning. The
poet most often uses the swallow, featured in the
poems «Crokiit» (1958), «CxopOHuii xopait 3a CTi-
Hoto» (1959), «Buucs uexarn» (1969).

In the poem «Buucs uekarm», V. Stus depicts a
balanced world of the past, free from suffering and
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self-preservation. The translator must delve into the
metaphorical fabric of ethnosymbols to convey the
integrity of ethnosymbolic meaning of the original.
Example: JlacTiBKH Ha €IEKTPUIHHUX APOTAX, / TOYOP-
HITH O] CHHI Heba / Ime CIIyXamTh CTyMHI CTpYHH
3emuti [12, p. 42] (translation by Yaropolk Lassovsky:
Swallows perched on power lines, / blackened by
the blue of the sky, / still listen to the dusky strings
of earth [12, p. 42]). The literal translation of the
animated image of the swallow is successful. The
translator conveys the meaning of the original without
difficulty. According to the Ukrainian folklore, the
swallow is a «pure bird» and conveys a meaning of
bearer of joy [14, p. 664].

In Vasyl Symonenko’s poetry, the bee (or
bumblebee) acquires a personal significance and
may be interpreted differently by the translators. To
begin with, symbol of a bee is traditionally rooted
in the Ukrainian cultural consciousness as a sign of
labor, order, and spiritual vitality. In V. Symonenko’s
poem, however, the white and stinging bees gain new
metaphorical power, intensifying the melancholic
tone of the poem. Here, the bee becomes a carrier
of nostalgia for the poet’s homeland — a space where
time has seemingly stopped. Instead of referring to
the heralds of spring, the poet envisions white and
stinging bees, i.e., snowflakes, which evoke sorrow
and longing [17].

In the poem «3 Bikna»: «Jlamari, O 1 Komroui
Omxomu / HekBamHO KpYKENSIOTh MOHAA HHM...»
[13, p. 74] (translation by A. Freyshyn-Chirovsky: The
white and the stinging fat bees take to flight, / Around
it they sluggishly circle and swell... [13, p. 75]). The
translator enhances the image of a calm and slow-
moving winter through expressive clarifications
(sluggishly circle and swell). Overall, the translator
reproduces the artistic imagery of the original but for
minor micro-semantic shifts (fat), preserving stylistic
color and semantic content. However, the introduction
of the optional adjective fat narrows the semantic range
of the poem, limiting its metaphorical scope.

In the poems «Cmnoxkiit» (1958) and «CropOHwuit
xopaJi 3a crinoto» (1959), V. Stus vividly illustrates
his poetic fascination with the swallow: «CxopoOnuii
Xopan 3a cmino: / Oimu po3niaKaiucy. / 3a 8ikHom
nacmisku / movamo 6euopa yivmpamaput, / nocni-
wiarouu, noxu oowy / 3emaro He 3MOYHTHY [12, p. 8]
(translation by Y. Lassovsky: «A sorrowful chorale
next door: / children are crying. / Outside the window /
swallows peck at eve’s ultramarine / hastily, before
the rain / will wet the earth» [12, p. 9]).

The translator’s insufficient attention to the
culture-specific semantics of the source text in
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this particular example resulted in the attenuation
of the animated ethnosymbolic image of the
swallows. The literal rendering (swallows peck
at eve’s ultramarine) sounds somewhat awkward
to an English-speaking reader. It would be more
appropriate, in our view, to apply pragmatic
adaptation and concretization, for instance: at the
blue evening sky.

Another example may be cited: «/Iro6a10 0038in15
cmenoge beskpae, / i 3anax uebpeyro, i HcatiBOPOHI6
KpUK, / MO2ymHi M "a3u pioHoi 3emii, / i 1acmisox mpu-
gozy» [12, p. 122] (Y. Lassovsky’s translation: «I love
the boundless freedom of the steppes, / the mighty
muscles of my native land, / the scent of thyme,
the skylarks’ call aloft, / the swallows’ fretfulness»
[12, p. 123]).

In this translation, we observe a microsemantic
shift (the swallows’ fretfulness), which distances
the target reader from the ethnosymbolic meaning
of the original. For the Ukrainian reader, it is clear
that the anxiety of the swallows is connected to
a change in weather rather than to the emotional
tension or restlessness, as implied by the English
version.

Equally interesting from the perspective of
ethnosymbolic transfer is the image of a magpie. Let us
analyze the adequacy of rendering the ethnosymbolic
semantics of the old and wise magpies in the following
fragment from V. Stus’s poem «fI 3nat0 — Mu Oynem
ime He pa3 OopoautH 3 To6010» (1962): A 3uaro / mu
byodem iwe ne paz / 6pooumu 3 moboio, / cryxamu
qic npumuxaui, / cmapux i myopux copox [12, p. 18]
(Y. Lassovsky’s translation: «I know / we’ll roam
together, time and time again, / we’ll listen to the forest
hushed, the magpies, old and wise» [12, p. 19]). In the
Ukrainian folklore, a magpie is traditionally viewed
as a harbinger of misfortune. According to the ancient
beliefs, «this bird was created by the devil and serves
him as a horse; therefore, a magpie that has been shot
is tied to the ceiling in stables to prevent the evil spirit
from riding horses and instead make it cling to the
magpie» [14, p. 149]. It should be noted that in the
Ukrainian mythological tradition, the magpie carries
an even more nuanced meaning: «It brings news on
its long tail, and when it chatters on or near a house,
it means that the host will either be scolded or receive
some message».

In the Western symbolic culture, however, a
magpie is associated with greed, idle chatter, and
witchcraft. It is often interpreted as a messenger of
fate, sometimes invisible [15, p. 265].

A similar symbolic dimension is found in the
European art, for instance in Claude Monet’s «The
Magpie», Pieter Bruegel the Elder’s «The Magpie on
the Gallowsy, and Hieronymus Bosch’s «The Prodigal
Sony, all of them reflecting the magpie’s ambivalent
status within the European symbolic worldview.
By contrast, Chinese linguocultural tradition endows
the magpie (hsi ch’iao) with positive connotations,
associating it with joy and festivity. A magpie’s nest
on a plum tree — a symbol of spring — represents the
happy arrival of spring or joyful youth, while a pair
of magpies (shuang hsi), literally “double happiness,”
symbolizes marital bliss [16]. To render the
ethnosymbolism of old and wise magpies adequately,
Y. Lassovsky employs the lexical equivalent the
magpies, old and wise, which successfully conveys
the cultural markedness and symbolic connotations of
the original image.

Conclusions. This study demonstrates that
ethnosymbols in the poetry of the Ukrainian Sixtiers act
as key artistic elements and complex interdisciplinary
categories, combining linguistic, cultural, literary,
and philosophical dimensions. Their ethnospecificity
makes translation challenging, as symbols appeal to
the deep layers of national culture, collective memory,
and archetypes. Simultaneously, this complexity opens
the possibility for creative translational solutions and
“sense accretion” in the process of transferring images
to another cultural context.

The Ukrainian diaspora translators served as
true cultural mediators, balancing the preservation
of symbols’ authenticity with accessibility for an
English-speaking audience. Their activity relied
on a balance between the literal reproduction of
ethnocultural markers and pragmatic adaptation,
avoiding the reduction of Ukrainian poetics to an
exotic level.

Finally, the translations universalize Ukrainian
ethnosymbols: swallow, steppe, forest, and bee con-
tinue to function as national markers while gaining
new connotations in a global cultural context. This
confirms that a symbol can remain ethnocentric while
transcending cultural boundaries.

Thus, translations of the Ukrainian Sixtiers by
the diaspora representatives not only popularized
the national literature abroad but also contributed
to forming an alternative cultural discourse. The
Ukrainian poetry emerged as both unique and
universal, capable of engaging in an equal dialogue
with the world literatures and resisting imperial
narratives.
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Pomanuyk A. A. ETHOCUMBOJIIKA B IOE3Ii YKPATHCHKHUX INICTAECATHUKIB
B AHIZIOMOBHHUX HNEPEKJAJIAX YKPATHCHKNX JIACIIOPHUX ITEPEKJIATAYIB

Cmammio npucesiueno 0coonugoCmam giOmeoOpeHHs: emHOCUMBONIKY NOe3ii YKPAIHCLKUX WICOeCAmHUKIG
AH2TITCLKOI0 MOBOI NPedCMaBHUKamMu ykpaincokoi diacnopu. Cumeonika npupoou, icmopuyti peminicyenyii,
XPUCIMUAHCLKI MOMUBU MA (PONbKIOPHI KOOU Yy MEOPYOC NOemi8-uicmoecamHUKie 8UCTYnaroms MapKepamu
HAYIOHANbHOI I0eHMUYHOCTI, WO 8 YMOBAX PAOAHCLKO20 MOMANIMAapu3my Hadyeanu 000amK08020 3HAUEHHS.
SK 3HAKU ONOPY Ma KYIbMYPHO20 CAMO3AXUCHIY.

Ho-nepwe, cumeon 3a8xcou 3arUUAEMbCA eMHOYEHMPUYHUM | 8I000paxdcac KyiomypHuil K00 Hapooy,
WO YCKAAOHIOE 11020 8i0MEOpeHHs 6 IHWii MogHItl cucmemi. Tlo-Opyee, piseHb «nepexkiadHOCmiy CUMBONi8
3anexcums i0 CMyneHs OMULKOCMI KYIbMYp: YUM AKMUGHIWI KOHMAKMU MIdC Hapooamu, mum Oinvuie
WIAHCI8 HA A0eK8AMHe PO3YMIHHSA U IHMepnpemayio CUMBOIIYHUX 00pa3ie. Y maxkomy KOHmMeKCmi nepekiaoay
BUCMYNAE He TUule NOCEPEOHUKOM MiIdC MOBAMU, A Ui KYIbMYPHUM Mediamopom, AKUL NPUUMAE PIeHHs Npo
KAbKY8aAHHs, a0anmayilo abo Komnencayiio.

Baoicnueoio € oymxa npo me, wjo nepexiad emHoCUMBONIKYU 3A8AHCOU CHPULUHAE KNPUPOUYEHHIO CMUCTIBY
(T I'epmanc), ockinvku mexcm y nepexnadi noYuHae QynKyionyeamu 6 HOGOMY KYIbmypHOMY cepedoguwyi. Lle
0co0UB0 AKMYANbHO OJis NOE3ii WiCMOeCAMHUKIG, Y AKIU CUMBONU «KATUHAY, MONOJA», «CINEN», «Xamay du
«ninpoy noeouyrome noemuune, Qinocogpcvke U HayionarvHe 3HayenHs. B anenomosnux inmepnpemayisx
VKPAIHCHKUX OiACNOPHUX HEPeKAa0ayié yi 00pasu e pedyKyIombcs 00 eK30MUKU, d HAOY8AmMb YHIBEPCAIbHOCI
uepesz noemuyHy 00pasHicmy i KyibmypH)y KOHMeKCIMydanizayiio.

Y nepexnaoax oiacnopuux nepexnaoauie (30kpema npeocmasHuxie CILIA ma Kawaou) yi obpasu
8I0MBOPIOBANUCA 3 YPAXYBAHHAM NOOBIUHOI Memu.: 3 00H020 DOKY, OOHecmu 00 3aXIiOHO20 YUMAYa 2IUOUHHY
CUMBONIKY VKPAIHCHKOI KYIbmypU, 3 IHUWL020 — 3p0OUMU MEeKCMU 3pO3YMIIUMU O THUOMOBHOI ayOumopii.
Biocymuicme yensyprux obmesicens 003601110 nepekiaoayam Oismu GinbHile, YHUKAMU [0eO0N02IYHUX
CNOMBOPEeHb I NPeOCMAsIAMU YKPAIHCLKY Aimepamypy AK OpP2aHiuHy HaACMUHY C8IiM06020 KYIbMYPHO20
npoyecy. Ixui nepexnadu ne nuue nony1apusyéanu YKpaincobKky noesiio 3a mejcamu Yxpainu, a ii cmeoprosan

292 | Tom 36 (75) N2 52025. YacTuHa 1



[lepeknagosnaBcTBO

ANbMEPHAMUBHULL QUCKYPC, ) AKOMY YKPAIHCOKA KYIbMypa noCmasana camo0oCmamuboio, Gi0Kpumoio 0o
dianoey ma 30amuoi0 NPOMUCMOAMU IMIEPCHKUM HAPATHUBAM.

Y emammi npocmesiceno nepexnadayvki cmpamezii diacnoprux agmopis: 6i0 0YK8AIbHO20 30ePeiCeHHs.
EMHOKYILINYPHUX MAapKepie 00 4acmKoeoi adanmayii 0N anenomognoeo ywumada. Ilokaszano, wo Kmo4oeum
3A60AHHAM 3ATUUATIOCST 30EPeXCeHHsl A8MEHMUYHOCMI CUMBONI8 | 800HOYAC IXHE «NEPeKOOYBAHHILY
V 2100ATbHOMY KYILIYPHOMY NPOCMOpI. 3poOieHo 8UCHOBOK NPO VHIKATbHY POib OIACHOPHUX NEPEeKIA0ayia K
KVIbMYPHUX NOCEPEOHUKI8, WO 30epicanu il mpaucIiosanu HAYioOHAIbHI KoOU YKpaincvKoi noesii, inmezpyouu
ix y ceimosuii 1imepamypHuti KOHMeKcm.

Knwuogi cnosa: emnocumeonika, emHoCUMBON, VKPAiHCbKi WiCTHOeCAMHUKY, AHSTOMOSHUL NepeKkaao,
VKpaiucwvka oiacnopa, KyibmypHa I0eHmMU4HIiCMb, HAYIOHAAbHUL KOO, NEPeKIadaybKi cmpameeii.
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