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Genre and stylistic features of fantasy works and
the terminological history of the genre’s formation

1. Problem statement

In contemporary literary discourse, fantasy remains a genre marked by
persistent terminological debate. Despite its extensive presence within the global
cultural space, the theoretical framework for identifying the genre-specific and
stylistic boundaries of fantasy still requires further clarification. This difficulty
stems from the absence of a unified approach to defining a fantasy text and from
the need to differentiate fantasy from adjacent categories within the broader
paradigm of speculative fiction.

The question of the genre’s genesis and the evolution of its conceptual dominants
- from mythopoetic origins to modern transformations shaped by postmodernist
influences - demands separate and focused consideration. Moreover, discrepancies
in the interpretation of key concepts established by genre theorists call for a
systematic reassessment of the terminological apparatus employed in the analysis of
fantasy works. Clarifying the correlation between heroic and comic components, as
well as determining the function of the mythopoetic substrate within the textual
structure, constitutes an essential step toward an objective evaluation of fantasy’s
place in the contemporary literary process.

2. Analysis of recent research and publications

The scholarly understanding of the fantasy paradigm was initially shaped by the
works of international theorists, many of whom combined academic research with
creative writing practice. Studies by J. Clute and J. Grant (1999), R. Jackson (1981),
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E. Swinfen (1984), T. Todorov (1975), B. Attebery (1992), and F.Mendlesohn
(2008) are particularly significant for defining the genre, clarifying its boundaries,
and situating it within the broader field of non-realist literature. Issues concerning
the ontology of the secondary world and the specificity of the literature of wonder
are conceptually articulated in the essays of J. R. R. Tolkien, R. Zelazny (2025), and
A. Sapkowski (1993), while various aspects of the genesis, rhetoric, and poetics of
speculative writing have also been examined by S. Lem (1984), D. Hahn (2017),
K. Hume (1984), and D. Suvin (1979).

Among the indispensable works in international fantasy studies, Tz. Todorov’s
(1975) The Fantastic remains important for clarifying the distinction between the
fantastic, the uncanny, and the marvelous; B. Attebery’s (1992) Strategies of Fantasy
approaches fantasy as a flexible field defined by recurring structural and thematic
strategies; F. Mendlesohn’s (2008) Rhetorics of Fantasy offers an influential
typology based on the reader’s mode of entry into the secondary world; and
K. Hume’s (1984) Fantasy and Mimesis is significant for understanding fantasy as a
distinct imaginative mode that transforms and reinterprets reality. The Cambridge
Companion to Fantasy Literature, edited by F. Mendlesohn and E.James (2012),
serves as an important reference point for situating the present study within
international fantasy scholarship, while D. Suvin’s (1979) Metamorphoses of Science
Fiction remains relevant for framing fantasy within the wider domain of speculative
fiction. Within this broader critical tradition, one of the least clarified issues remains
the internal worldview differentiation of fantasy itself.

In Ukrainian literary studies, interest in fantasy discourse has shown a steady
and systematic increase. The theoretical foundations for the study of genre
transformations and the meta-genre nature of speculative fiction are laid out in
the works of O. Stuzhuk (2006), N. Kopystyanska (2005), O. Bondareva (2006),
and O. Romanenko (2014). The archetypal dimension and mythological integrity
of the genre are analyzed in the studies of N. Sytnyk (2009) and O. Tykhomyrova
(2008), while the genesis of Ukrainian fantasy and its genre modifications have
been examined by O. Leonenko (2010), S. Khorob (2017), O. Shaposhnyk (2014),
O. Zhuravska (2018), and Yu. Zaichenko (2019).

The present article also draws on works important for the analysis of
mythopoetic structure, character functions, and initiatory models in fantasy,
including V. Propp’s (1968, 1984) studies of folktale morphology and historical
poetics, C. Vogler’s (2007) interpretation of mythic structure in narrative, D. Hahn’s
(2017) observations on quest and multidimensional perspective, V. Dudurich’s
(2018) reflections on the reader’s immersion into fantasy worlds, and I. Pomazan’s
(2013) discussion of Tolkien’s reception in Ukrainian scholarship.

Despite the substantial body of existing scholarship, issues of terminological
precision in the interpretation of fantasy’s core functions, as well as the analysis
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of worldview differentiation within the genre, remain insufficiently studied and
require further investigation.

The aim of the article is to conduct a systematic analysis of the genre and
stylistic features of fantasy and to clarify the terminological framework of the
genre’s development. To achieve this aim, the following objectives are set:

1) to trace the history of the genre’s formation, from its earliest identifiable
examples to the epic narrative forms of the mid-twentieth century;

2) to explicate the conceptual functions of fantasy (enchantment, secondary
belief, and recovery) through the prism of J. R. R. Tolkien’s theoretical
legacy and to clarify their terminological interpretation within Ukrainian
scholarly discourse;

3) to analyze the worldview differentiation between the heroic and comic
modes of fantasy, particularly in the context of postmodernist influence;

4) to determine the role of the mythopoetic substrate and archetypal
models in the construction of the artistic world and in the formation of
the fantasy hero’s identity.

3. Research methods and methodology

The methodological framework of this study is based on a comprehensive
approach that integrates general scientific methods with specialized methods of
literary analysis. In particular, the following methods are employed:

1) the diachronic (historical-genetic) method, used to trace the evolution of
the fantasy genre and the stages of its terminological formation;

2) hermeneutic analysis, applied to reinterpret and clarify the fundamental
concepts within J. R. R. Tolkien’s theoretical legacy;

3) the comparative method, used to contrast the worldview models of
heroic and comic fantasy and to analyze the reception of the genre across
different cultural paradigms (modernism and postmodernism);

4) mythocritical and archetypal analysis, employed to determine the role of
the mythopoetic substrate in the construction of the artistic world and
in the structuring of the hero’s image.

The hermeneutic method is applied primarily to the reinterpretation of
Tolkien’s essay On Fairy-Stories, especially to the clarification of the concepts of
enchantment, secondary belief, recovery, and escape in their original theoretical
context. The comparative method is used to distinguish between heroic and comic
fantasy as two worldview-oriented modes of the genre and to trace the influence
of postmodernism on their divergence. Mythocritical and archetypal analysis
informs the discussion of the mythopoetic substrate of fantasy, including the role



Genre and stylistic features of fantasy works... 31

of quest structure, archetypal character functions, and initiatory models in shaping
the artistic world and the fantasy hero’s identity.

4. Presentation of the main material

Among the existing definitions of the fantasy genre, the formulation proposed by
J. Clute and J. Grant appears to be the most precise:

“A fantasy text is a self-coherent narrative. When set in this world, it tells a
story which is impossible (as we perceive it); when set in the otherworld, that
otherworld will be impossible, though the story may be realistic. ... A fantasy text
requires empathy from the reader; the reader must live the story alongside the
author and the characters” (Clute-Grant, 1999).

This definition is particularly significant because it encodes not only formal
characteristics but, more importantly, reveals the worldview foundations of
fantasy and the mechanism of its influence on the reader. The definition proposed
by J. Clute and J. Grant may be more precisely understood within the broader field
of contemporary fantasy theory. In particular, B. Attebery’s concept of fantasy as
a fuzzy set (Attebery, 1992), F. Mendlesohn’s emphasis on rhetorical entry into the
secondary world (Mendlesohn, 2008), and K. Hume’s understanding of fantasy as
an imaginative mode all confirm that the genre should be interpreted not only
through fixed definitions, but also through its structural principles, narrative
rhetoric, and worldview-related functions (Hume, 1984).

When situated within this broader theoretical field, fantasy appears not as a
fixed and isolated form, but as a genre whose historical formation and internal
differentiation require separate consideration.

Although literary scholars began using the term fantasy as early as the 1920s and
1930s, the genre acquired its definitive form as a coherent system embodied in a wide
range of works only in the second half of the twentieth century. One of the earliest
works identified by scholars as fantasy proper is R. E. Howard’s Conan series - a cycle
of nearly twenty stories published between 1932 and 1936. Although the Conan cycle
is often treated as one of the earliest recognized examples of fantasy proper in
twentieth-century scholarship, the prehistory of the genre also includes such
important predecessors as G. MacDonald, W. Morris, and Lord Dunsany, whose works
significantly shaped the development of modern secondary-world fantasy.

The next major landmark was J. R. R. Tolkien’s The Hobbit, or There and Back
Again, which was initially classified as an authorial fairy tale and did not attract
sustained scholarly attention, despite its considerable popularity with a broad
readership. Soon after the publication of The Hobbit, Tolkien began work on the epic
narrative The Lord of the Rings (1954-1955), a work that opened a new chapter in
both literature and literary studies. It is precisely this text that is widely regarded as
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the foundation for the development of the fantasy genre as a whole and, in some
scholarly interpretations, as the first fully realized exemplar of fantasy.

Upon completing his major work The Lord of the Rings, J. R. R. Tolkien offered
a scholarly justification for the specific genre principles underlying his creative
practice. This justification is articulated in the essay “On Fairy-Stories” (1947),
which, despite its significant influence in international scholarship, remains
insufficiently known within the domestic academic context. The essay is frequently
encountered under the incorrect title “On Fairy Tales” (Pro charivni kazky), a
mistranslation that substantially distorts the conceptual focus of the study.

In this work, J. R. R. Tolkien identifies three fundamental functions of a
fantasy narrative:

1) enchantment - the reader’s imaginative involvement in the world depicted
in the literary work;

2) secondary belief - a firm and sustained conviction in the internal truth
of the fictional world and its coherence with reality, on the basis of which
a new secondary world is constructed,;

3) recovery - recovery, or the ability to see things as if for the first time
(Tolkien, 1983).

When applying these criteria in textual analysis, it is essential to note that the
category of the secondary world is not evaluative in nature; rather, it indicates the
genetic connection of the fantasy space to objective reality.

The third criterion, recovery, requires particular attention, as it is frequently
misinterpreted as solace. Tolkien does indeed address the importance of a happy
ending to an adventure, emphasizing its significance for the reader no less than for
the characters themselves. However, the issue lies in the organic affiliation of fantasy
with the literature of wonder (littérature du merveilletx), as opposed to the literature
of the uncanny (littérature fantastique in Todorov’s sense), in which a happy ending
is typically rejected. Although Tolkien’s conceptual vocabulary differs from
Todorov’s structural classification, Todorov’s model helps clarify why fantasy is
most closely aligned with the mode of the marvelous (Todorov, 1975). From this
perspective, fantasy belongs primarily to the mode of the marvelous, since it
presupposes the acceptance of the impossible as internally coherent within the
secondary world. However, the influence of postmodernism significantly transforms
the fantasy genre. Consequently, a portion of fantasy texts aligns more closely with
the mode of the uncanny than with the mode of the marvelous. This is most evident
in the protagonists’ loss of agency and internal psychological complexity (with
negative emotions being the only exception), as well as the characters’ dependence
on external circumstances instead of achieving internal development.

Within the framework of philosophical terminology, the description of this
function readily correlates with the concept of rebirth achieved through immersion
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in a worldview myth that contains actualized archetypes. By engaging with the
sacred energy of myth, the individual returns to their own nature and to a life-
affirming worldview, restoring psychological equilibrium, inner integrity, and the
meaningful fullness of existence. Consequently, upon returning from the artistic
world, the recipient acquires the strength necessary to productively transform
their own reality. In her research on J. R. R. Tolkien’s work, O. Tykhomyrova
identifies precisely such mythological integrity as embodied in The Lord of the
Rings (Tykhomyrova, 2008, pp. 117-118).

Similarly, the term escape is frequently misinterpreted as flight or escapism.
Tolkienian escape should not be equated with destructive escapism, since it implies
not the rejection of reality, but the recovery of the individual’s capacity to return
to reality in a renewed and more integral state. Tolkien’s essay indeed addresses
the escape of the individual from the destructive technogenic reality of modernity,
which has become a hostile environment for humanity. The scholar’s identification
of Evil with true ugliness is fundamentally mythological in nature:

“Progress is diseased by modernism, and we feel acutely both the ugliness of our
creations and the fact that they serve evil. This causes a desire to escape — not from
life, but from modernity and from the ugliness created by our own hands. Because
for us, evil and ugliness are inseparably linked” (cited in Pomazan, 2013, p. 13).

It is therefore likely that Tolkien perceived the post-war world as a devastated
space, responsibility for which lies with humanity’s choice of a misguided path of
development. However, this escape is not final; rather, it is oriented toward the
recovery of the individual and, subsequently, of the real world as a whole. The
depth of the worldview myth helps to explain why, in the context of the Russian-
Ukrainian war of the twenty-first century, symbolic elements from Tolkien’s
works were widely appropriated and became immediately intelligible even to those
unfamiliar with the original texts.

As the genre evolved, its juxtaposition with science fiction became increasingly
pronounced. The conflict between these two directions was particularly acute in
Soviet literary studies, a context that significantly shaped audience reception of
both genres. This confrontation appears to have been artificially provoked in order
to fragment the speculative paradigm, since fantasy and science fiction themselves
lack any inherent internal potential for such antagonism.

At the same time, a process of worldview differentiation took place within
fantasy, resulting in the emergence of two dominant orientations within the genre:
heroic fantasy and comic fantasy. This distinction may also be correlated with
existing genre classifications in fantasy studies. In particular, F. Mendlesohn’s
Rhetorics of Fantasy demonstrates that fantasy may be differentiated according to
the rhetorical mode by which the reader and the protagonist enter into relation
with the fantastic world, whether through portal-quest, immersive, intrusion, or
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liminal structures. In this sense, the distinction between heroic and comic fantasy
in the present article should be understood as a working analytical framework for
describing two different worldview orientations within the genre, rather than as a
universally accepted typology.

Most works belonging to the heroic fantasy “are characterized by profound
philosophical depth, drama, and even a tragic plot, as the resolution of moral and
ethical problems by the heroes often occurs on the brink of life and death”
(Pomazan, 2013, p.12). This, however, does not preclude the presence of
humorous elements within such texts. Comic fantasy is structured differently and
primarily fulfils an entertaining function, employing play as a plot-forming
principle. It was this variant that first came under the influence of postmodernism
and, in the second half of the twentieth century, temporarily pushed heroic fantasy
to the periphery of the literary process.

Works by]. R. R. Tolkien, U. Le Guin, and R. Zelazny can be identified as world-
class examples of classic heroic fantasy. Despite the substantial nature of their plot
structures, all these works are united by a high level of reflection on values, the
absence of play as the basis of being, and an ethical component at the structural
level of the work. Among the most prominent representatives of comic fantasy, the
work of T. Pratchett stands out today, as he created his own ludic (play-based)
fantasy space. This differentiation becomes especially visible in those literary
cultures where postmodernism altered the genre unevenly and under specific
ideological conditions. The post-Soviet space provides one of the clearest examples
of such an uneven transformation.

The situation began to change in the second decade of the twenty-first century,
with the gradual weakening of postmodernist positions. In the post-Soviet space,
similar processes have been unfolding, though in a more complex form. Here,
postmodernism entered cultural discourse both in its classical manifestation and in
the form of an ersatz. As a result, this space did not experience the full evolution -
or, more precisely, the subsequent degradation - of this worldview paradigm in
parallel with the rest of the world. This asymmetry has produced specific difficulties
in the perception and evaluation of postmodern phenomena and ideology.

In the post-Soviet cultural space, postmodernism often entered literary
production not as a fully developed philosophical paradigm but as a set of external
stylistic markers: irony, intertextual play, genre parody, and relativization of
ethical hierarchies. In fantasy, this often resulted in the weakening of mythopoetic
integrity and the replacement of initiatory depth with playful fragmentation. Such
tendencies may be observed in a number of late and post-Soviet Slavic fantasy
texts, where the secondary world functions less as an ontological model and more
as a field of textual play.
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These worldview differences were not only embodied in literary practice but
also, to some extent, conceptually articulated by the writers themselves. While
J.R.R. Tolkien and R. Zelazny articulated key features of heroic fantasy, the
ideology of postmodernism within the genre was systematically articulated by the
Polish speculative fiction writer A. Sapkowski. He not only sought to narrow the
boundaries of fantasy to Celtic legends (Pomazan, 2013, p. 13) but also sharply
opposed the genre to the fairy tale, denying any connection between fantasy and
the ancient worldview myth. These ideas, formulated in the essay No Gold in the
Grey Mountains (Nie ma ztota w Szarych Gérach) (Sapkowski, 1993), shaped the
development of fantasy in Slavic literary cultures for several decades.

This broader Slavic context also helps clarify the internal differentiation of
contemporary Ukrainian fantasy. Both of these worldview orientations are clearly
discernible within it. A significant influence of postmodern aesthetics may be traced in
the works of V.Arienev, O.Hovda, T.Zavitailo, D.Korniy, K. Matviienko, and
H. Pahutiak, where playful strategies, intensified intertextuality, and semantic
relativization often become structurally important. By contrast, heroic fantasy with a
pronounced ethical foundation is represented in the works of D. Bilyi, A. Hulkevych,
Ya. Katorozh, M. Marchenko, N. Matolinets, T. Mykitchak, M. Muliar, O. Tkach, and
M. Chumarna, whose texts preserve the value-centered and initiatory potential of the
genre. Beyond terminological disputes and ideological shifts, however, fantasy
preserves a stable connection with mythological and archetypal structures.

In general, the number of definitions of the fantasy genre is no smaller than
that of speculative fiction as a whole. Most frequently, fantasy is defined as the
result of a synthesis of a reinterpreted worldview or cosmogonic myth, the fairy
tale, and the chivalric romance.

The action in such works often unfolds within a conventional Middle Ages - a
setting inherited from the chivalric romance along with the categories of heroic
nobility. Yu. Zaichenko observes: “Since the foundation of fantasy is built upon a
social protest against rapid industrialization and, as its result, the soullessness of
modern society, the fictional worlds of fantasy are mostly endowed with the features
of the real or legendary past of Europe, typically the Middle Ages” (Zaichenko,
p- 103). The epic scale, tragic dimension, and a certain eschatological quality of
fantasy texts constitute a reinterpretation of myth within the genre’s own
coordinates, enabling the creation of a coherent and internally consistent world.

Fairy tales primarily persist within fantasy at the level of worldview influence
and within the work’s moral and ethical framework. From the wonder tale, fantasy
also inherits a system of characters described by V. Propp in “Historical Roots of the
Wonder Tale” (Propp, 1984) and “Morphology of the Folktale” (Propp, 1968). It is
from this mythological space that the protagonist and antagonist emerge, along with
mediating figures such as the hero, the false hero, the rival, the magical helper, the
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donor, and others. Unlike their folktale counterparts, fantasy characters possess a
significantly greater degree of conscious agency and psychological complexity,
reflecting an evolution of traditional character archetypes.

An essential feature of fantasy is its engagement with folklore and the creation
of an original mythology correlated with archetypal representations of humanity.
Some scholars include the presence of folklore or national mythology among the
mandatory attributes of fantasy; however, under certain conditions, this criterion
may prove misleading or lead to an inaccurate interpretation of a fantasy text. The
national component is no less significant for fantasy than for any other genre, as
it diversifies thematic concerns and enriches ideas in their life-affirming
dimension. The world depicted by a fantasy author acquires a sense of realism
through systematic detailing, and when such a world possesses a national horizon,
its impact becomes even more pronounced. O. Shaposhnyk interprets the process
of constructing a distinct reality as the creation of an entire complex of cultural
heritage for such a world: “language, literary heritage, traditions, clothing, rituals,
and ceremonies” (Shaposhnyk, 2014, p. 7).

Among the structure-forming features of fantasy, O. Stuzhuk identifies two
primary ones:

1) “adetailed fictional world, deepened in space and time”;

2) “the primacy of the human over the entourage, where the writer’s
attention is focused on the formation of the hero, his spiritual growth,”
achieved through “the application of a series of techniques, particularly
the chronotope of the road” (Stuzhuk, 2006).

Thus, the path of individual formation proves more decisive than even the degree
of realism of the fantasy world itself. This principle is archetypal in nature and was
formulated by C. Vogler in relation to mythologized texts: “Such stories are accurate
models of the functioning of the human mind, true psychological maps. They are
psychologically effective and emotionally realistic, even when they depict fantastic,
impossible, or unreal events” (Vogler, 2007, p. 4). D. Hahn likewise addresses the
initiatory function of the quest in his analysis of the multidimensionality of
perspective in artistic works. He notes that through the journey along the path -
understood as a quest - and, most importantly, within one’s own inner world, the
hero discovers personal identity and harmony (Hahn, 2017, p. 529).

The potential for immersion in the fantasy world is so profound that works of
this genre possess a “specific property of withdrawing the individual from reality”
(Dudurich, 2018, p. 23), as the reader is able to “enter the image with the integrity
of their entire being” (V. Limonchenko) (cited in Dudurich, 2018, p. 23). This
phenomenon may facilitate either personal development or, conversely,
absorption, occurring when - under certain circumstances and even for extended
periods - the world of the book comes to dominate the reader’s perception of
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reality. Although concerns regarding the potentially negative effects of such
immersion do exist, they are often overstated.

5. Conclusions

The present study establishes that fantasy constitutes a self-coherent system in
which the unreality of the depicted world is compensated for by logical consistency
and worldview depth. A re-examination of J. R. R. Tolkien’s theoretical legacy
makes it possible to argue that the key functions of the genre - enchantment,
secondary belief, and recovery - are ontological in nature and are directed toward
the restoration of the integrity of the human personality rather than toward a
purely entertaining effect. It is further demonstrated that the worldview
differentiation between heroic and comic fantasy is determined by differing
attitudes toward the mythological substrate: whereas the heroic mode actualizes
archetypal models and the initiatory path of the hero, the comic mode, under the
influence of postmodernism, tends toward deconstruction and play. Consequently,
fantasy should be understood not as a form of destructive escapism, but as a means
of mythopoetic comprehension of reality that, through immersion in the secondary
world, enables the recovery of an individual’s spiritual resources.
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Genre and stylistic features of fantasy works and the terminological history
of the genre’s formation

Nataliia Deviatko, candidate of philosophical sciences, associate professor. Dnipro
Academy of Continuing Education, Department of Philosophy, associate professor.
natalia_ptah@ukr.net, ORCID: 0000-0003-0162-1194.

The article provides a comprehensive philological analysis of the genre and stylistic
features of fantasy and traces the terminological history of its formation as an independent
genre within literary discourse. The relevance of the study is determined by the need to
overcome terminological ambiguity and the simplified reception of the fantasy paradigm,
which has long been perceived primarily through the lens of entertainment literature. The
study examines the genesis of the genre, from R.E.Howard’s Conan cycle to
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J. R. R. Tolkien’s epic narrative The Lord of the Rings, which laid the foundation for the
modern literature of wonder-.

Particular attention is devoted to the hermeneutic reinterpretation of J. R. R. Tolkien’s
theoretical legacy. The author argues that the fundamental functions of fantasy -
enchantment, secondary belief, and recovery - possess not only aesthetic but also profound
ontological significance. The concept of recovery is clarified as a mechanism for restoring
the integrity of the human personality and overcoming the destructive influence of
technogenic civilization. Within the context of the genre’s evolution, the study explores the
worldview differentiation between heroic and comic fantasy, demonstrating that the heroic
mode tends toward philosophical tragedy and ethical choice at the brink of existence,
whereas comic fantasy, shaped by postmodern play, gravitates toward the deconstruction
of the mythological substrate.

The article substantiates the role of the mythological substrate and archetypal models
(following V. Propp and C. Vogler) in the construction of the artistic world. It demonstrates
that the chronotope of the road and the quest function as an initiatory principle enabling
both the hero and the recipient to attain personal identity. The study concludes that fantasy
should be understood not as a form of negative escapism, but as a productive mode of
mythopoetic comprehension of reality, which facilitates a return to a life-affirming
worldview through immersion in the secondary world. The scientific novelty of the
research lies in the clarification of the terminological apparatus and in the analysis of the
transformation of fantasy’s genre features within the Slavic literary space under the
influence of postmodernism.

Keywords: fantasy literature, mythopoetics, genre paradigm, secondary world, secondary
belief, heroic fantasy, escapism, postmodernism.

JKaHpoBO-CTM/IBOBI 0CO6IMBOCTI TBOPIiB peHTE3i i TepMiHOJIOTIUHA icTOpis
CTaHOBJICHHSI YXaHPY

Hep’sitko Hartauia, KaHguzmatT ¢GinocopchKux HayK, AOLEHT. /IHIIpOBChKa axazeMist
HemepepBHOI 0cBiTH, Kadenpa dinocodii, momeHT. natalia_ptah@ukr.net, ORCID: 0000-
0003-0162-1194.

Y crarTi 3[i/iCHEHO KOMIUIEKCHMII OUTOJIOTIYHMIA aHali3  >KaHPOBO-CTMJIBOBUX
0co6JIMBOCTEN QeHTe3i Ta MPOCTEXEHO TEPMiHOJIOTIYHY iCTOPIil0 JIOr0 CTaHOBJIEHHS SIK
CaMOCTIMHOI KaHpPOBOI OJMHMIII B JIiTepaTypO3HAaBUOMY JMCKYpPCi. AKTYaJIbHICTb
JTOCITi/DKEeHHSI 3yMOBJIEHAa HeOOXiTHICTIO TIOZ[0/IaHHS TePMiHOJIOTiYHOI HEO/THO3HAYHOCTI
Ta CIIPOILEHOI pelentiii GpeHTe3iHOI TapaIurmy, 0 TPUBAIMIA Yac PO3TJISAaIacs Kpi3b
IIpU3My PpO3BaXKaJIbHOI JiiTeparypu. Y pob6OTi IpoaHasi30BaHO T'€HE3UC >KaHPY,
nounHatoun Bif 1ukity P. E. T'oBapza npo Konana Ta emniyanx nosiotex /x. P. P. ToskiHa,
1110 3aKIaUIM QYHJIAMEHT Cy4acHOI «JHTepaTypy IUB».

OxpeMy yBary MpUAUIEHO TePMEHEBTMYHOMY MEPeOCMMUCIEHHIO TeOpeTUUHOI
cnaamyay JDx. P. P. TosikiHa. ABTOp JOBOIMTS, 110 3acagHu4i QyHKIII peHTesi, Taki K
«3avyapyBaHHs» (enchantment), «BTopMHHa Bipa» (secondary belief) Ta «BifHOBJIEHHSI»
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(recovery), mMaloTb He JMIlle eCTeTUYHe, a ¥ TJIMOOKe OHTOJIOTiuHe HaBaHTAKEHHSI.
30KpeMa, yTOUYHEHO 3MICT TEPMiHa «recovery» siK iHCTpyMeHTa peKOHCTPYKIIil LiITICHOCTI
JIFOZICBKOI OCOGYICTOCTI Ta MO/I0JIaHHS [IeCTPYKTUBHOTO BIJIMBY TEXHOIeHHOI IIMBIsTi3allii.
Y KOHTEKCTI eBOJIIOLIT YKaHPY JOC/IKEHO CBITOTJISIIHE PO3MEXYBaHHS MDK «T'€pOIYHUM»
Ta «KOMiYHMM» HanpsiMamy ¢eHTe3si. BusiBjieHo, 110 repoidHa Mapajurma TsDKIE 10
¢dinocopcbkoi TpareiifHOCTI Ta €TMYHOTO BMOOPY Ha MeXi 6YTTs, TOAl SIK KOMidHe
¢denTesi, chopmoBaHe mif] MOTYXXHMM BIIMBOM ITOCTMOZIEPHICTCHKOI I'pH, Opi€eHTOBaHe Ha
JIEKOHCTPYKIIif0 Mip0sIoTigHOro CybCTpaTy.

Y Mexax JIOCTPKeHHsI 06I'PYHTOBAHO POJIb Mi(OJIOTiYHOTO CyOCTpaTy Ta apXeTMITHMX
moziesiert (3a B. IIpormrom Ta K. Borsiepom) y mo6y/1oBi XyIOXKHBOTO CBiTy. JIOBE/IEHO, 10
«XPOHOTOIl ZIOPOrM» Ta KBECTYy € IHIllia/IbHMM IIPMHIIMIIOM, SIKMM [O3BOJISIE I'epol0 Ta
PELMITIEHTY BiZTHAMTY BJIACHY iIEHTUYIHICTh. ABTOP PE3IOMYE, 1110 PeHTe3i ITocTae He sTK GopMa
HEraTVBHOTO €CKalli3My, a K IPOAYKTMBHMIA CIOCI6 Mi}OIOETHYHOrO0 OCMMCIEHHS
peasIbHOCTI, 10 3abe3Iedye JIO/IMHI TOBEPHEHHS JI0 YKUTTECTBEPAHOTO CBITOIVIAY 4depe3
JTOCBiI TIepebyBaHHS y «BTOPMHHOMY CBiTi». HaykoBa HOBM3HA POGOTH IOJISATAE B YTOUHEHHI
TEPMIHOJIOTIYHOTO arapaTry Ta BUCBITJIEHHI crienmbiky TpaHchopMarlii YKaHPOBMX O3HAK
¢deHTe3si y CJIOB’STHCBKOMY JTepaTypHOMY ITPOCTOPI ITi/T, BIUIMBOM ITOCTMOZIEPHY.

Katouosi cnoea: ¢penmesilina aimepamypa, Miponoemuka, xicaHposea napaduzma,
8MOPUHHULL C8iM, 8MOPUHHA 8Ipa, 2epoiiHe PeHme3i, eckaniam, NOCMMOOepHI3M.

A fantasy-miivek miifaji és stilaris sajatossagai,
valamint a miifaj kialakulasanak terminolégiai torténete

Deviatko Natalia, a filozéfiai tudoméanyok kandidatusa, docens. Dnyiprdi Tovabbképzési
Akadémia, Filozéfiai Tanszék, docens. natalia_ptah @ukr.net, ORCID: 0000-0003-0162-1194.

A tanulmany atfogo filologiai elemzést nytjt a fantasy mfaji és stilaris sajatossagairol, valamint
nyomon koveti a mufaj 6nalld irodalmi diskurzuson beliili kialakuldsanak terminolégiai
torténetét. A kutatas aktualitasat az indokolja, hogy sziikség van a terminoldgiai bizonytalansag
és a fantasztikus irodalom leegyszertsitG értelmezésének meghaladasara, mivel a mdifajt hosszi
ideig elsGsorban a szérakoztaté irodalom fel6l kozelitették meg. A tanulmény a mifaj eredetét
vizsgalja R. E. Howard Conan-ciklusatél J. R. R. Tolkien epikus elbeszéléséig, A Gytirtik Urdig,
amely megalapozta a modern fantasy-irodalmat.

Ktlonos figyelmet kap J. R. R. Tolkien elméleti orokségének hermeneutikai
Gjraértelmezése. A szerzg amellett érvel, hogy a fantasy alapvetd funkcidi - az elvardzsolas,
a masodlagos hit és a helyredllitdés - nemcsak esztétikai, hanem mély ontolégiai
jelentGséggel is birnak. A helyreallitdis fogalméat a tanulmany az emberi személyiség
integritdsanak visszaallitasat és a technogén civilizacié rombolé hatdsdnak meghaladasat
szolgdld mechanizmusként értelmezi. A mifaj fejlédésének kontextusaban a kutatés
feltarja a heroikus és a komikus fantasy kozotti vilagnézeti differencialodast, ramutatva
arra, hogy a heroikus mddusz a filozdfiai tragikum és az egzisztencialis hatarhelyzetben
meghozott etikai vélasztas felé tendal, mig a posztmodern jaték altal alakitott komikus

fantasy a mitolégiai szubsztratum dekonstrukcidja felé mozdul el.
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A tanulmany alatdmasztja a mitoldgiai szubsztratum és az archetipikus modellek - V.
Propp és C. Vogler nyoméan értelmezett - szerepét a miivészi vildg megalkotdsaban.
Bemutatja, hogy az tt kronotoposza és a kiildetés az iniciaci6 elveként miikodik, lehet§vé
téve mind a hds, mind a befogad6 szaméara a személyes identitds megtalalasat. A kutatas
arra a kovetkeztetésre jut, hogy a fantasyt nem a negativ eszképizmus egyik formajaként,
hanem a valésdg mitopoétikus megértésének produktiv méduszaként kell értelmezni,
amely a masodlagos vilagba valé belemertilés révén elGsegiti az életigenld vilagnézethez
val6 visszatérést. A kutatds tudomdanyos ujdonsdga a terminolégiai apparatus
pontositasaban, valamint a fantasy miifaji sajatossagai atalakulasanak elemzésében rejlik
a szlav irodalmi térben, a posztmodernizmus hatasa alatt.

Kulcsszavak: fantasztikus irodalom, mitopoétika, miifaji paradigma, masodlagos vilag,
masodlagos hit, heroikus fantasy, eszképizmus, posztmodernizmus.
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