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ANNOTATION

The study deals with the images of the narrator / author and the prophet - the lyrical character in
T. Shevchenkos poem The Funeral Feast [Tryzna]. The purpose of the study is to comprehend the author’s
conception and to reveal the whole range of the ways of expressing the author’s “self”.

In this poem, the lyrical subject is variable. He functions as the author proper as well as the narrating au-
thor and the lyrical “T”, sometimes getting the features of the lyrical character. At the same time, the narrator
and the character have in common the motif of prophetical service, prophetical mission.

The sense structure of the image of the prophet presents in Shevchenko’s poem a synthesis of traditional
and original senses. Shevchenko combines the social with the philosophic and the ethical, the universal
artistic with the individual ontological. A prophet is not just an artistic image but also a modus of social
existence of the writer in his ambition through his works to promote God’s laws of society and personality
on the earth as a continuation of life itself.

Instead of abstract philosophic speculations and complete negation, the poet creates a special modus of
his view of life and attitude towards people. This modus is love; however, it is not love in a simplified, trivial
and commonplace meaning but in a deeper, religious-ontological comprehensive sense.

The Funeral Feast appears to have the main elements of the motif-symbolic complex of romantic litera-
ture: the estrangement of the hero longing for heavenly harmony, prayerful yearning for the heaven he keeps
memories of, selectness, loneliness, and orphanhood in earthly captivity, the motifs of the lost heaven, of
death as rest and death as meeting. The hero is represented as a creative personality that finds itself in a tragic
contradiction with the world.
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One of the significant semantic oppositions is that of the word and silence. In Shevchenko’s poem, this
problem is considered in terms of a transition from silent act to action word. The work on The Funeral
Feast actually reveals the insolvability of the contradiction between the prophet’s two guises (“the meek
prophet” - “the severe prophet”), thus forming a complex dualistic image.

In Shevchenko’s creative development, The Funeral Feast was an important step in comprehending the
theme of the poet and his prophetic vocation, it marks a significant stage of the author’s spiritual and creative
establishment. The poet in his higher mission is understood in the poem as a personality of a national and
supernational, seraphic scale, which determines his role and place in society and in the world. The lyrical-
epic nature of the genre made it possible to refer the self-expression of the author’s lyrical “I” to the objecti-
fication and personification of the lyrical character. The lyrical subject includes various forms of expressing
the author’s consciousness, while the hero conceptualizes the perfect model of a creative personality in
his / her prophetic essence.

KEYWORDS

narrator, author, hero, lyrical subject, poem, 19th-century Ukrainian and Russian literature, prophet-poet,
romanticism

The poem The Funeral Feast [ Tpusua] is one of the few Russian-language works by T. Shevchen-
ko that have until recently remained at the periphery of research. Rare works dealt with the is-
sues of poetic language (BULAKHOVSKY 1944), sacred imagery (Gupyma 2013, ZABUD’KO 2003),
literary (primarily Russian) context (IVAKIN 1975), and critical reception (BoroN’ 2011). The
newest research sometimes makes an effort at a modernization of the classical text. For instance,
in A. Shestak’s thesis, the characters of The Funeral Feast are considered as an embodiment of the
archetypes of Self [Camoctp] and Shadow [Tensn]. The symbols of Self are the number 12 and a
round table, while a snake “as another guise of the hero himself and his essence” is the symbol of
Shadow (SHESTAK 2009).

Among the modern studies of the poem, H. Hrabovych’s work The Crossroads of “The Fu-
neral Feast” should be paid attention to. The author considers the poem as an important stage of
Shevchenko’s creative evolution, reasonably stating that the Russian-language poems The Funeral
Feast and The Blind woman “not only serve as an intermediary in the general opposition: Ukrai-
nian-language poetry — Russian-language prose” but “can also serve as a key to the main problem
of the connection between two radically different [...] creative and psychological modalities in
Shevchenko's works” (GRABOVYCH 2014: 22). The researcher emphasizes that “in Shevchenko’s
canon, it is in many respects an autonomous, an almost unique work” (GRABOVYCH 2014: 26). Its
originality is determined by the fact that The Funeral Feast “performs a unique double function
in Shevchenko’s poetry: on the one hand, it embodies and develops what can be called his myth
about Ukraine, and on the other hand, it comments and intellectualizes this process and task”
(GrABOVYCH 2014: 29).

In terms of studying Shevchenko’s development as a poet and finding the regularities in the
formation of the prophetic principle of his artistic and autobiographic consciousness, of great
interest are the images of the narrator (author) and the prophet - the lyrical character, which
brings up the issue of the literary and non-literary determinants of the work. An analysis of the
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poem The Funeral Feast in the above aspect will make it possible to comprehend the author’s
conception more deeply, to reveal the whole range of the ways of expressing the author’s “self”.

In understanding the problem of the author, modern literary studies rely on the works by
M. Bakhtin, V. Vinogradov, B. Korman, and others. M. Bakhtin distinguished the biographic au-
thor, i.e. the primary author (the author who is a creator as a subject of aesthetic activity) and the
secondary author, that is the image of the author created by the primary author (BAKHTIN 1979).
V. Vinogradov considered the author as a “concentrated embodiment of the essence of the work”
(VINOoGRADOV 1971: 118). B. Korman defined the author as the bearer of the work’s conception,
a certain “view of reality which is expressed by the whole work as a unity” (KorMAN 1992: 134).
In terms of modern narratology, the analogue of the “conceptuated” author is the implicit author,
who “is the point of integration” of all the narrative techniques and properties of the text, the
consciousness in which all the elements of the text image make sense” (quoted by IL’IN 1999: 46).

According to B. Korman, the subjective forms of expressing the author’s consciousness include
the narrating author, the author proper, the lyrical character, and the character of the role lyrics
(KorMAN 1978). S. Broitman also included here the lyrical “I” as another type of the lyrical sub-
ject: “if we imagine the subjective structure of the lyrics as a certain unity whose two poles are the
author’s plane and the character’s plane, the narrating author and ‘the author proper’ will be clos-
er to the author’s pane; the character of the role lyrics is closer to the character’s pane (almost co-
inciding with it); the lyrical T and the lyrical hero will be somewhere in the middle” (BrRortman
2004: 144). The author proper “is not an object for himself / herself”, it is not he / she who comes
to the fore but some event, circumstance, situation, phenomenon, and landscape (KormAN 1978:
46). The narrating author “tells about some other person and his / her life” but has no person that
would be expressed grammatically; it is the least obvious lyrical subject. The lyrical character is
both “the bearer of consciousness and a subject of representation”, “the reader’s attention is main-
ly concentrated on what kind of person the lyrical character is, what happens to him / her, what
his / her attitude to the world is, etc” (KorRMAN 1978: 48). The lyrical “I” differs from the author
proper in that the former directly expresses his / her attitude to the described. Due to the above,
“the speaker becomes a subject-in-himself-herself, an independent image, which was not clear in
case of the narrating author and the author proper” (BRoITMAN 2004: 146).

In the poem The Funeral Feast, the lyrical subject (the narrator) is variable. He functions as the
author proper as well as the narrating author and the lyrical “I”, sometimes getting the features
of the lyrical character. At the same time, the narrator and the character have in common the
motif of prophetical service, prophetical mission. This motif can be traced throughout the poem:
“TbI 60)KBIO BOJII0O KOPOTKOI KU3HBIO OCBTIIT , “KaK BOJIXB, BelllaTe/lb MOJIOf[0i1; “7la IPOBEI[AI0
TUMH IPOPOYNIL U IOy TIPaBAy HU3BEMLY , ‘/ia TPOBEIato 67IaTOCTHIHIO, YTO 3aIIOBeaHa ToO0It,
“IOMAHNTe IIpefTedy, fpyra CBOEro, “U MMp IPOpOKa HOTEpsl, M ClaBa CblHA IOTepsia’,
“6marociioBeH TBOJ MajIblil IyTh, IIPUILJIEL] HeC/IaBIeHHbIIT, YyfecHbll” (SHEVCHENKO 2003a:
239-251).

L. Bulakhovsky claims that the poem is not autobiographic but egoistic, it has a personal col-
ouring (BULAKHOVSKY 1944: 71). V. Smilianska is of a different opinion: “The image of the poem’s
character is expressively autobiographic” and the poem itself is a lyrical romanticized self-portrait
(SmiLianska 2010: 13). The biographic principle is not expressed directly and immediately in
the poem; the autobiographism becomes more evident if the work is considered in a wide crea-
tive context of the author and the regularities of the artistic image development are accentuated
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as well as the formation of an artistic picture of the world and the development of themes and
motifs, etc.

In fact, through the literary cover we can see the restless soul of the poet, who realizes his
higher purpose and the difficulties of the path of sacrifice which needs to be travelled for his
mission to be fulfilled. This idea is clearly expressed in the dedication to Varvara Repnina:
“Ilyie ¢ mpexpacHBIM HasHaueHbeM / [JO/DKHO TI0OUTD, TepIeTh, CTpafaTh; / VI jap rocriogHmit,
BIIOXHOBeHbe, / JToKHO cnesamy nmonuBath” (SHEVCHENKO 2003a: 239). The dedication indi-
cates the soul’s rise over the mortal vale through creation-service which releases one from earth-
ly fetters: “Ilna Bac s pagocTHO cmoxkuy / CBom xuTelickue oKoBbl, / CBAILEHHOLEICTBOBAT 5
cHoBa / VI cne3nl B 3Byku nepennt’ (SHEVCHENKO 2003a: 239). Undoubtedly, The Funeral Feast
as well as The Blind Woman are among the early works in which the poet’s prophetic role to be
realized and developed in detail in his later poems becomes absolutely apparent.

Addressing the issue of the prophet has objective general literary and non-literary precon-
ditions. In prehistoric epochs, there appears a prophet in the person of a religious writer in the
society which is in the life-changing, often critical, stages of its existence. The cultural epochs of
modern times and the public consciousness also inspire the need of prophetism, which finds its
reflection in the artistic sphere. The cultural-historical generalization of the prophet-poet’s per-
sonality as well as the development of prophetic themes and motifs became especially important
in the first half of the 19th century, in particular in Ukrainian, Polish, and Russian literature.

In Russian Decembrist lyrics, well known to Shevchenko, the prophet-poet was a proclaimer
of freedom, an irate exposer of vices, a people’s leader and tribune. In V. Kiukhelbeker’s poem The
Prophesy (1822), God addresses to the poet: “Ibl JHM BIauMIIb B JICHUBOM CHe, / B MepTBIeit
myury, Bsaoii Here! / Ha To b Tebe a1 mnamens gan / VI cuny Bo3asurarbh Haponbl? / Boccrans,
nesell, Ipopok cBo6oxsl! / Benpsub! Bossecty, uro s Beman!” (KIUKHELBEKER 1939: 60-61).
A similar call can be found in E Glinka’s The Calling of Isaiah (1822): ,Vigu x Hapopmy, Moit
ITpopox! / Bemait, py6u cnosa Erosbi! / CpsiBail ¢ TyKaBbIX Ay IOKPOBbI / VI rpoMKo o6mmyaii
nopok!” (GLINKA 1957: 150). Shevchenko also has a prophetic mission: to sing of freedom on the
slave land, defend the people with noble courage, and punish the evil (“c 6maropogHoro orBaroit /
Crarp 32 Hapop u 3710 Ka3HuTh ). As a matter of fact, if we consider The Funeral Feast in an
autobiographical context and the poetic megatext of Kobzar, we should refer not only to the
mission of the prophet in his artistic virtuality but - in a wider dimension - first of all to the nar-
rating author’s vocation as projected onto Shevchenko’s sociobiographic personality. The matter
is that, as M. Kotsiubynska rightly points out, “the presence of the author’s T’ is not hypothetical
but absolutely real, active, and steady in Shevchenko’s poetry. Everything in his poetry, from the
idea-image ‘macrocosn’ to the seemingly specific stylistic processes, everything bears a distinct
impress of his individual character and is directly and unmistakably connected to the poet’s per-
sonality, with ‘Shevchenko complex’; and thus sounds differently and has a different sense com-
pared to other poets” (KoTsiuBYNska 2004: 57). The mission of freeing the people from national
bondage and social oppression becomes the poet’s life calling, which finds its form in the sense
structures of the narrating author.

Despite all the evident similarities to free-loving Decembrist poetry, Shevchenko as a proph-
et-poet goes beyond the Decembrist ideas. Pushkin’s wider understanding of a wordsmith’s poetic
mission is closer to him; but not so much so as to fail to notice the peculiar character of the sense
structure of the narrator’s prophetic image in the analyzed poem.
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In Russian poetry, the concept of the prophet poet is established by the homonymous poem
by A. Pushkin and forms a paradigm of romantic texts. In Pushkins works, the formation of
a prophet-poet’s image begins with an interpretation of the parable about a sower (Behold a sower,
1823), where the idea of “prematurity of the sower’s preaching to the not yet freed humanity”
(STARK 1991: 53) can be considered as certain polemics with the Decembrist interpretation.
However, the lyrical “I” of the poem is not associated with a Biblical prophet but with Christ
himself, which is due to “deification of the poetic service” (STARK 1991: 61). The same analogy is
suggested by the clear enough evangelic allusion of The Funeral Feast: twelve participants of the
feast are praying for their deceased best friend (“Hamnyumero gpyra”), who is the main character
of the poem. With further evolution of Pushkin’s works, the poet becomes a prophet proper, that
is a speaker of God’s words, an intermediary between people and God, a prognosticator of higher
will and higher truths. In the image of a Biblical prophet, filled (“vcmonausmerocsa”) with God’s
will, Pushkin realized the ideal of the poet which is close to Shevchenko: “Ilomnmm Ha ym TBORO
CBATHIHIO, / CBATHIM HanMTHeM Hanol, / [la mpoBerato 6marocteinio, / Uro 3amoseana To6oii!.”
(SHEVCHENKO 2003a: 242).

The sense structure of the image of the prophet presents a synthesis of traditional and original
senses in Shevchenkos poem. While Pushkin leaves out the social aspect, Shevchenko combines
the social with the philosophic and the ethical, the universal artistic with the individual ontologi-
cal, so for Shevchenko, a prophet is not just an artistic image but also a modus of social existence
of the writer in his ambition through his works to promote God’s laws of society and personality
on the earth as a continuation of life itself. The poet exposes people’s executors (“HapopHBIX
nasadeir”), sympathizes with the grief of the hungry brother (“ronoguoro 6para”), and serves as
advocate for the whole humanity with the Lord: “Y Bora npaspsr 1 ceo6opbl / Bcemy xmBymemy
Mo According to researchers, Shevchenko “turns to taking the functions of a national proph-
et, creating his own authorial myth, and combining in it the authentic Ukrainian principle with
the Christian one” (YURCHUK 2011: 91-92).

In a different dimension, the central images of the narrator and the prophet which interact
closely but are not equalled integrate the literary-romantic, the individual-personal, and the na-
tional. The author tries to combine in a romantic personality the ideal values of the civil, the psy-
chological and national-patriotic trends of romanticism. At the same time, the hero is contraposed
to literary clichés: “...on He TonKoBan / CBOMX BCeHEBHBIX ITpuKI0odeHnii / Kak HasupaTeIbHbIi
poman; / He packpsiBai cepaednbix pat / VI TbMy pasnndHbIX cHOBuUAeHuit / VM 6aiiporndeckmit
TyMaH / OH He ITyCKaJl; TONIOM Hu4ToXHOoI / CBOMX Jipyseit He MoHOCUIT; / YMHOB U B/1acTu He
Ka3Hm1 (SHEVCHENKO 2003a: 244). Creating the image of a true prophet, the author rejects
both abstract philosophic speculations and complete negation. The author’s words “U tor, kT0O
MbIcnT 6e3 koHna / O Mmpiciax Kanra, lamunes, / Kocmonomra-mynpena, / VI cyant mopy, He
xanes / PogHoro 6pata u otia; ToT moxenpopok! Ero cyxpenns — / Ilonyupen, nonysspop!.”
(SHEVCHENKO 2003a: 244) show that instead of abstract philosophic speculations and complete
negation, the poet creates a special modus of his view of life and attitude towards people. This
modus is love; however, it is not love in a simplified, trivial and commonplace meaning but in
a deeper, religious-ontological comprehensive sense. It is notable that love is among the funda-
mental values of Shevchenko’s artistic consciousness: “Bcemorymumit u [Tpemnnoceppprit [ocrions
He OCTABII MEHS 3J0POBbEM B 3TOM JIO/ITOJIETHEM M CYPOBOM UCIIBITAHNY; 11 TIO6OBb, KOTOPYIO
51 C PAaHHETO J1eTCTBA 6eCCO3HATE/IHO IINTAJI K IIPEKPACHBIM VICKYCCTBAM, Teleph mocbimaeT OH
MHe 11000Bb CO3HATE/IbHYIO Vi CBET/IYIO U KPEIKYI0, Kak anmas. JKuBommciieM-TBOpLiOM 51 He MOTY

ht to you by Library and Information Centre of the Hungarian Academy of Sciences MTA | Unauthenticated | Downloaded 06/17/22 01:45 PM UTC



22 Studia Slavica Hung. 66 (2021) 1, 17-28

ObITh, 06 9TOM CYACTUV HepasyMHO 0bu10 661 ¥ moMbInyIATh. Ho 51, 0 mipuesse B Axagemuio,
¢ Boxxuio omoruio 1 ¢ oMo JOOPBIX 1 IPOCBELEHHBIX /TIofieil, 6yay rpaBepoM a la aqua-
tinta 1, yroBast Ha MMJIOCTb 11 IOMOIL{b BO>KIIIO 1 Ha BaIly COBETHI U IIOKPOBUTEIbCTBO, HA/IEI0Ch
CHenaTh 4TO-HUOYAb HOCTOMHOE BO3/IOOIEHHOIO MCKYCCTBA. PacIpoCTpaHATh HOCPENCTBOM
IPABIOPBI CJIABY C/IABHBIX XYLOXKHUKOB, PACIIPOCTPAHSITH B 00I[eCTBE BKYC U II000Bb K 06poMy
U IPEKPaCHOMY — 3TO YNCTeiillas, yrogHelas MoautBa Yemosexonoobny bory. M mocunpHo
6eckopbICTHasA ycryra denoBeky (SHEVCHENKO 2003b: 68-69). The author’s reflections on the
artistic creation as connected to love as well as on love as connected to religious feelings and faith
(love in its dual life-art role) show that Shevchenko’s conception of love is a means of interaction
of various conceptual senses that have ancient cultural roots. Shevchenko’s love as a constituent
of the poet’s artistic-religious consciousness that grows from religious faith appears as a complex
intellectual-emotional phenomenon, which determines a specific character of generalization and
topologization of the artistic cognition of the world. Love can be understood as a view of the
world, in which the value sense and emotional orientation of the poets life activity in his striving
for harmony of social life and man is revealed.

Traditional semantics represented in the central image has to do primarily with the motifs of
God’s word, of apprehending the truth and of spiritual salvation, which are already specified in
the epigraph to the poem: “IlyIum Baiy 04MCTUBIIY B HOCAYIIAHNY VICTVHBL IYXOM |[...] cloBOM
>xuBaro bora u npe6piBatoiero Boeku. [...] Ce e ecTb r1aros, 61aroBeCTBOBaHHBIN B Bac”
(SHEVCHENKO 2003a: 239). It is worth pointing out that in the first Epistle General of Peter (1: 10),
where the epigraph was taken from, the mission of prophets is mentioned: “Concerning this sal-
vation, the prophets who prophesied about the grace that was to be yours searched and inquired
carefully” (“O HeM >ke craceHyy B3bICKAllla M JCIIBITAIlIA IIPOPOLBL, VDKE O Ballleil 6/1arogaru
npopexoma”). But the fragment that Shevchenko chose accentuates the motifs of spiritual
brotherhood and brotherly love: “for a sincere brotherly love, love one another earnestly from a
pure heart” (“B 6paTonmo6un HemuIeMEPHO, OT YIUCTa CepALia fPYT Apyra JH0OKTe IPUIEKHO)
(1 Peter 1: 22). These motifs are vitally important for understanding the author’s conception of
the poem. It is worth emphasizing that the epigraph accentuates the apostolic mission of the
brotherhood members: the twelve brother-friends.

Love is contraposed to friendship as the highest unattainable ideal value. Heavenly sunrays
(“HebecHble conHeunble nyun”) appear to be the fire of love (“ornem nmw0681”), and the char-
acter’s main aspiration is to melt the heart in heart and get drowned in self-oblivion (“cepnue
B cepple pactonuTb / VI yroHyTh B camo3abBenbu”) (SHEVCHENKO 2003a: 248). Love is per-
ceived as a unity of lovers, both spiritual and corporeal. Thereupon the peculiar organic com-
bination of the poem’s literary and intentionally autobiographic character must be pointed out.
Most of the researchers of the poem consider its high literary character an important feature
(BuLakHOVSKY 1944, GRaBOVYCH 2014). This literary character is the outer form that makes
it possible to explain the genesis of the poem, its intertextual elements. At the same time, one
cannot help noticing that a most important system-forming element of the plot structure is the
culturally significant code, primarily with numeric symbols in their organic unity with the pagan
and Christian constituents. Number twelve plays an important role in the New Testament as the
number of elects. Jesus appointed twelve apostles (Mark 3: 14), which probably was a symbol of
Israel’s revival: “Truly, I say to you, in the new world, when the Son of Man will sit on his glorious
throne, you who have followed me will also sit on twelve thrones, judging the twelve tribes of Is-
rael” (“B makubpitun, xorza csager Coia YenoBeuecknii Ha npecrtoe cnaBbl CBOeIt, CsifieTe 11 Bbl
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Ha JIBEeHA[ILJaTy [IPeCTOJIaX CYAUTDb ABeHauarh KojieH Vspannessix”) (Matthew 19: 28); see also
the mention of twelve gates in New Jerusalem (Rev. 21: 21).

It appears the twelve members of brotherhood are intended by means of a sermon of love to
lay the foundation of the spiritual revival of the people, continuing the legacy of the deceased
poet: “Tbr cunoit Tocniona uypecHoit / Boamor B cepaua mofeit BIOXHYTb / OroHb TI06BM, OTOHD
HebecHblit. / brarocnosen! Tot boxbio Bomo / KopoTkoit sku3Hbio ocBsit; / B roonu pabcrsa
pazmocts Bomu / beamonBHO Tl ipoBo3sriacu’ (SHEVCHENKO 2003a: 240).

The Funeral Feast appears to have the main elements of the motif-symbolic complex of
romantic literature (MANN 2001, VAISKOPF 2012): the estrangement (escape, exile, wandering)
of the hero, longing for heavenly harmony, prayerful yearning for the heaven he keeps memories
of (“Bsrianyn Ha He60: ‘O, Kak scHO, / Kak ynonrensHo-npexpacto! / O, Kak TaM BOTBbHO OyneT
mue!l.! / VI oun B wygHOM monmycHe / Ha cBop HebecHbIT ycTpemser...”) (SHEVCHENKO 2003a:
242), selectness, loneliness, and orphanhood in earthly captivity (“Iyura ns6pannas, sadem / Tobr
Majio Tak y Hac roctuna? Tebe sgech TecHO, TpyaHO 6b110!”) (SHEVCHENKO 2003a: 240), the
motifs of the lost heaven, of death as rest and death as meeting (“O maiite B3goxuyTsn, / Pas6eiire
MHe 4Yepell 11 IPyAb pasopsurte, — / Tam uepBu, Tam 3men, — Ha Bojtio myctute! O faiiTe MHe TUXO,
HaBeKM 3acHyTb!”, “OTpafHO cMepTH yIbIOHYCh, / VI K BeuHolT )13HM ¢ ynoBanbeM / K Tebe Ha
He6O BO3HeCyCh’, “M KA/l KOHLa HeTepIennBo~) (SHEVCHENKO 2003a: 248). The hero is rep-
resented as a creative personality that finds itself in a tragic contradiction with the world. The
fatality of the “arrival” is emphasized by the motif of doom and fate: “Ho TaitHoI1 Boteit, BbICIIeN
cunoit / Iyte oguuokuit 5o Mornibl / Ha kKaMHAX ocTpbIX mpoBeneH” (SHEVCHENKO 2003a: 249).

The loneliness, the secret sadness, sorrow of the main character have double motivation: on
the one hand, it is separation with his native land, where nobody is waiting for him, and the im-
possibility to be able to serve the homeland (“onesusim 651Tb pofHOMY Kpato”), and on the other
hand, it is the “otherworldliness” and aspiration towards the higher values: “Ilpussuu 6parckoit
610 Mano, / He rpenma tennora apyseit — / HebecHbIX comHeuHbIX myderi / Jlymra mapsmas
anmkana” (SHEVCHENKO 2003a: 248). For such a type of person, even the holiday of Bright Resur-
rection brings centuple sadness (“Tocky cTropuuHyio Hecer”).

The motif of the poet’s loneliness and incomprehensibility traced in Behold a sower and other
Pushkin’s poems is represented in Shevchenkos poem as a Lermontov variation of a rejected
prophet beaten with stones: “IIpoBosriaruars 51 cran 1068 / V mpaBabl 4ncTble yueHbs: / B MeHs
Bce OmpkHue Mou / bpocamu 6emeno xamenbs” (The Prophet [IIpopox], 1841) (LERMONTOV
2014: 347); “Benukum cnoBoM 60xbio Bomio / Ckasarb TupaHaM — He moiiMyt! / VI Ha pogHOM
npexpacHoM none / [Tpopoka kamenbem 1o6bsi01!” (The Funeral Feast) (SHEVCHENKO 2003a:
245). This motif will later be conceptually implemented in the image of the prophet in Shevchen-
ko’s homonymous work of 1848.

The outlandishness of the “arrival” (“npumiena”) is represented both in the angelic and the
diabolic variants, which accentuates the dual character of the hero’s soul: “B xpoBu ropppias
KJIOKOTana... / OH X0XO0TaJ, KaK JeMOH MIOTbI... / OH CHOBa YMCTBIN aHTen pad, / VI Ha seme
oH BceM uyxoit”. Revolt and loneliness are of a cosmic scale: “O, ectm 6 Mor oH 1Iap 3eMHOIT /
CxBatutb 03710671€HHOI pyKoli, / Co Bcemu rafjamu 3eMHbIMY; / CXBaTUTh, USMATb U OPOCUTH
B azl.. / OH 6bu1 661 cuacTing, 66Ut 6b1 pan’; “Ilnanera Hama, / IIpekpacHslit MyUp Hall, pait
3eMHOI1, / Bo Bcex xonnax emy uysxoit”. The duality of the romantic personality is overcome by
spiritual effort: “Bocripsiyn fyx, kak rony6p ropuuii, / VI Mpak cepiedHsli, MpaK IfJO/IbHBII /
Heb6ecubim cBeToM 03apu...” (SHEVCHENKO 2003a: 242-244).
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The opposition of the earthly and the heavenly, which is characteristic of romanticism, is var-
ied and complicated in Shevchenkos poem. The poem constantly changes the scales, perspec-
tives, and evaluations. At one moment, the earth is represented as the native village, native land,
holy motherland, native country (“pogHoe ceno”, “kpait pogHoil’, “cBATas popyuHa’, “cTpaHa
porHas”), and at another, as the globe, our planet (“3semnoit map”, “nanera nama”). The Earth
in its “sinful” guise is the abode of vain, proud people and a vale of slavery, a kingdom of people’s
executors and tyrants. At the same time, the author glorifies “earthly well-being” (“3semHoe 6maro-
xmurue”), the beauty of the holy nature, emphasizing that the hero’s soul loved the captivity of the
place (“mro6mna 3geuramit wien”). The romantic double world is also varied: native land - foreign
land (“pomHoit kpait” — “ayskas cropona”); the dark deceitful world, the vale of slavery — the holy

height, the holy sky (“mup TemubIT 1 TyKaBbIiT, “IOKOMb pabcTBa”, “TpelHas 3eMIs — “cBATasA
BbIcoTa’, “cBsiTOe He60”); the earthly darkness — the heavenly light, the heavenly fire (“mpak
I07IONbHBI” — “HebecHbIN cBeT’, “oroHb HebecHsliT”). The afterlife being is also thought of am-

bivalently. On the one hand, “Ero Tockymomeit meute / B rpspyiieM 4T0-TO OTKpbIBaIOCh, / VI
B becripenenbHot BbicoTe / CBsATOE Heb6O yimbibanocsy’, and on the other hand, “..3a xkpecTom /
Ipanuma BeyHocTy YepHena / B mpoctpancTBe MpauHOM 1 mycToM” (SHEVCHENKO 2003a: 249).

One of the significant semantic oppositions is that of the word and silence. In apostle Peter’s
first Gospel, there is a mention of “the hidden person of the heart with the imperishable beauty of
a gentle and quiet spirit, which in God’s sight is very precious” (“coxpoBeHHBIIT cepAilia Ye/IOBeK
B HETJICHHOJI KpacoTe KPOTKOTO ¥ MO/IYa/JMBOIO AyXa, YTO AparoueHHo Iper borom™) (Peter
3:4); compare The Funeral Feast: “bnaroroseto npep T06010, / B 6e3M0/1BHOM TpereTe JUBIIOCD; /
Moroch Tockyroeit fymoro...” (SHEVCHENKO 2003a: 241). In the romantic conception of cre-
ation, the problem of the word and silence was mainly represented in a philosophic-ontological
aspect. In Shevchenko’s poem, this problem is considered in terms of a transition from silent act
to action word: “CBobony nionsm — B 6parctBe ux / Tbl posABUI BeUKUM coBoM: / Tbl Mupy
mup 6marosectuss; / Vi, orxozs, 6narocnosun / Co6ony Mbiciu, Ayx mo6osu!” (SHEVCHENKO
2003a: 240).

Such dynamics of unwinding the image of the prophet determines its sense significance.
On the one hand, the compositional framing of The Funeral Feast is the funeral meal for which,
according to the vow, twelve friends are to gather to sing in assembly (“co6opom™) Memory Eter-
nal (“Beunyto nmamATs”) to the brother who died before time: “CyactnnBoe 6parcro! Ennucrso
06081 / [Toutmnm BbI CBATO Ha TperiHoit 3eMmn” (SHEVCHENKO 2003a: 240). Shevchenko bases
not so much on the romantic as on the Christian understanding of brotherhood in love. Meek-
ness, as far as known, is one of the virtues of the Christ and Biblical prophets: “Come to me, [...]
and learn from me, for I am gentle and lowly in heart” (“Ilpupure xo Mxe [...] u HayunTech
ot Mens, n6o f kportok u cmupen ceppuem”) (Mathew 11: 28-29); “With patience a ruler
may be persuaded, and a soft tongue will break a bone” (“KpoTocTbio ck0OHsETCA K MUIOCTU
Be/IbMOXKA, U MSTKMIII SI3bIK IepestamMbiBaeT KocThb ) (Proverbs 25: 15); “Now the man Moses was
very meek, more than all people who were on the face of the earth” (“Mouceit >xe 6511 YenoBek
KpoTuyaiiimit u3 Bcex mozeit Ha 3eme”) (Numbers 12: 3); “Blessed are the poor in spirit, for
theirs is the kingdom of heaven” (“bra>kenHsI KpoTkue, 160 OHM Hac/IeRyoT 3eMa0”) (Mathew
5: 3); “Brothers, if anyone is caught in any transgression, you who are spiritual should restore
him in a spirit of gentleness. Keep watch on yourself, lest you too be tempted” (“bparus! ecnmu u
BIIQJIET Y€I0BEK B KaKO€ COrpelleHe, Bbl, IyXOBHbIE, VICIIPABIISNTE TAKOBOTO B IyXe KPOTOCTH,
HabIofast KaXKAbIiL 3a 06010, YTOOBI He OBITH McKylIeHHbIM ) (Galatians 6: 1); “urge you to walk
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in a manner worthy of the calling to which you have been called, with all humility and gentle-
ness, with patience, bearing with one another in love, eager to maintain the unity of the Spirit
in the bond of peace” (“ymonso0 Bac HOCTynaTb JOCTOMHO 3BaHMsA, B KOTOPOE BBI NIPMU3BAHEL,
CO BCSKVMM CMUPEHHOMYAPMEM ¥ KPOTOCTBIO ¥ JJO/NTOTEPIIEHVIEM, CHUCXOAS APYr KO APYLY
JI000BBIO, CTAPAsCh COXPAHATb eAMHCTBO AyXa B coose mupa’) (Ephesians 4: 1-3). E. Nakhlik,
considering the topoi of the Old Testament prophet and the New Testament apostle in Shevchen-
ko’s poetry, comes to a conclusion that in The Funeral Feast, the author marked “a perfect path
of life of an exemplary person’, “a path of a Christian saint — more an apostle full of love to the
neighbour than a prophet who is inclined to ireful blame of people for their misdeeds [...] The
author of The Funeral Feast is sure that a prophet should be neither a severe judge nor a heartless
rational thinker but should be guided by Christian mercy and kindness” (NAKHLIK 2015: 6). Such
a statement, to our mind, somewhat simplifies the author’s conception of the poem. The work
on The Funeral Feast actually reveals the insolvability of the contradiction between the prophet’s
two guises (“the meek prophet” - “the severe prophet”), thus forming a complex dualistic im-
age of a young prophesier (“Bemarens monoporo”) who at times combines the two guises: he is
called both to soften people’s executioners by gentle speech and meekness (“peunto kporkoit u
cMupenbeM / CmArdaTb HapopHbix nanadeir”) and with noble courage to defend the people and
punish the evil (“V ¢ 6maropogsoro oraroit / CraTh 3a HapOH 1 3710 Ka3HUTH ) (SHEVCHENKO
2003a: 246). Still, it is meekness and overall love that become dominant properties of this “select-
ed soul” (“msbpannoit gymm”): “JIropeit usBengatb — u mobuth / He3nmoOHbIM ceplieM coxxanes /
O HeoCTOMHBIX UX fienax , “Y 6ora mpaBpbl 1 cBo60as! / Bcemy sxmByiemy Mo, / VI KpoTkoi
MbIcTMI0 cnenut / [lena MuHyBIIMe Hapopmos, / Jlena cTpaHbl cBoeil pogHoit” (SHEVCHENKO
2003a: 244-245). The “non-meekness” of the prophet is peculiarly reflected in the sense rep-
resentation of the significant for The Funeral Feast’s author motif of sacrifice made by the prophet
for the sake of freedom of his motherland: “..npasguux >xusuu, / Bennknit npasgHuk, 60>xmit
fap, / JJO/KHO IOXKepTBOBATh OTYM3He, / JIO/DKHO NOCTaBUTD IOR yaap~ (SHEVCHENKO 2003a:
246). The hero’s tragic fate, the fatality of his prophetic mission are determined by the impossi-
bility to bring together and combine the Christian commandments and the reality of the world
plagued by contradictions.

We think it necessary to interpret the end of the poem in the Biblical context. Modern re-
searchers explain the death of the central character in different ways: “The death of the poem’s
character is, of course, determined by the impossibility, against his will, to be useful to his moth-
erland... It is important for him as a preacher of freedom to establish it not only in mind, in
display of feelings, in words but also in actions, to be able to influence the course of action and
by this to prove his involvement in life. [...] in the fact that the hero dies exactly at dawn, we find
a resource for his further being, hence the evidently grounded appeals, full of piety, to the hero,
asking to enlighten, to teach” (Gubyma 2013: 196); “through death, the hero’s earthly nature,
his ‘ancestral sin’ and ‘damnation’ are cleaned and atoned for, while his blessed nature finally tri-
umphs; with death, people’s weaknesses that turned Word to tears are discarded and his strength
is set free, with death, he can now become Word” (GrRaBovyCH 2014: 52). The suggested inter-
pretations can be specified to a degree which is determined by the end of the poem and its key
image of a lonely old man.

The poem finishes with the image of a lonely old man (the last of the twelve brother friends)
who is waiting in vain for his friends at the memorial meal. A similar final of a friendly (if not
memorial) meal was foreseen by Pushkin in the poem dedicated to the lyceum anniversary of
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1825: “YBbI, Halll KPYT 4Yac OT 4acy pexeeT; / KTo B rpo6e cint, KT0o manbHbli cupoteet; / Cyanba
IJLIAUT, MBI BsiHeM; fHU OeryT; / HeBupumo cxmoHssick u xmagesi, / Mbl 61mm3umMcst K Hadamy
cBoeMy... / Komy > u3 Hac mop cTapocTb jeHb jnies / Top)kecTBOBaTh HPUAETCSA OFHOMY?
(19 October [19 okrs16ps], 1825) (PUSHKIN 1977: 247).

The final picture of The Funeral Feast is the scene of the last non-meeting, when there is no one
to perform the last sacred brotherly law (“3axon cBsamennsit 6parckmit”). It is remarkable that
the cup of friendship is drunk by the servant, i.e. a chance person who does not understand the
point of what is happening. The author’s voice (“V genp yx npoxoput, / Hukto He npuxommnt, /
Hasekn, HaBeku 3a0pIThl OHe”) (SHEVCHENKO 2003a: 251) changes the theme of memory and
fidelity to the theme of eternal oblivion. The unrealized passing of the lire, the behest of the
dying poet to his brethren (“Cxogurecs gonro u necuero HoBoit / Bocnoiite cBo6oxy Ha pabckoit
semmn’, “CroxximTe BBl IICaioM CypoBblit / [Tpo COHM HapORHBIX maadeli; / V1 BOIbHBIM TYIMHOM
nomsuure / ITpegredy, gpyra cBoero”) (SHEVCHENKO 2003a: 240) can be considered both as
a variation of the motif of the poet’s loneliness, his failure to be understood and as a hidden
polemics with the idea of poetic immortality; let us remember Pushkins words: “Her, Becb s
He YMpY — Ayllia B 3aBeTHOI /iupe / Moil Ipax IepexXnBeT U TIeHbs Yoexut — / VI cnaBeH 6yay
s, JOKO/b B IofyiyHHOM Mupe / JKuB OyzmeT xotb opus nunt” (PUSHKIN 1977: 340). Let us add
that the funeral feast ceremony itself included a repast and memorial songs (or singing favourite
songs of the deceased) (VELETSKAYA 1978), so the brethren (“cob6parbsa”) also violate the ritual of
the memorial ceremony. Compare the poem by A. Odoevsky Trysna (1828), where the ceremony
is comprehended in the light of the Decembrist ideas but with the main formal and substantial
features preserved: “3maTurcs Men, urpaet Med ¢ Me4OM... / OOpsAI MCIOMHMIN CBSIIIEHHBI, /
VI mpaunble Boccenu npef xonMoM / VI BHemittoT ap¢e BaoxHoBeHHOI” (ODOEVSKY 1958: 70).

Rendering the content of the memorial song, Odoevsky emphasizes the succession between the
dead and the living, the inviolability of civil ideals: “Yrembrecs! 3a maBumx Bau Med OTOMCTHUT. /
U rie 6 HM HOTYXHY/T HAIl IUTAMEHHUK >KM3HM, / ITycTh J06/IECTHBIN AYX O MOTM/IBI KUIINT, /
Kax vamra 3a3gpaBHas B naMATb oT4n3Hbl. (ODOEVSKY 1958: 70).

In Shevchenko’s poem The Funeral Feast, the poet’s destiny is different but the author makes
quite a pessimistic conclusion about the tragic fate of the poet who has not realized his mission
(using Pushkin’s words “Bbimtern paHo, go 3Be3znnr”). That is why he was never to get over death, in
poetic word at least, and the “guaranteed resurrection” (FREIDENBERG 1936: 66) promised by the
association with the repast of the Last Supper suggested at the beginning of the poem cannot be
realized. However, there is a permanent truth stamped in the author’s consciousness: “I'maron e
rocnofieHp IpebpiBaeT Bopeku. Ce 5ke eCTb I/1aroj, 671aroBecTBOBAaHHBI B Bac” (SHEVCHENKO
2003a: 239).

In Shevchenko’s creative development, The Funeral Feats was an important step in compre-
hending the theme of the poet and his prophetic vocation, it marks a significant stage of the
author’s spiritual and creative establishment. The poet in his higher mission is understood in
the poem as a personality of a national and supernational, seraphic scale, which determines his
role and place in society and in the world. The lyrical-epic nature of the genre made it possible
to refer the self-expression of the author’s lyrical “I” to the objectification and personification of
the lyrical character. The lyrical subject includes various forms of expressing the author’s con-
sciousness, while the hero conceptualizes the perfect model of a creative personality in his / her
prophetic essence.
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