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The paper explores the mythopoetic and postcolonial dimensions of Viktor
Neborak’s poem “The Flying Head” through a comparative analysis of its
English translations by Michael M. Naydan and Wanda Phipps and Virlana
Tkacz. As one of the key representatives of the Bu-Ba-Bu literary group,
V. Neborak constructs a distinctive poetic universe in which mythological
archetypes, folklore and postmodern experimentation intersect with
reflections on Ukrainian historical memory and postcolonial identity.

The study examines how these culturally embedded meanings are reproduced
in English and analyses the translators’ strategies for rendering symbolic
imagery, intertextual references and nationally marked cultural codes.
Particular attention is paid to the translation of cultural motifs and the
representation of postcolonial discourse, which challenge translators to
balance semantic accuracy with the preservation of the poem’s aesthetic
complexity. The article argues that the translators adopt complementary
translation approaches that maintain the polyphonic and experimental nature
of V. Neborak’s poetry while making it accessible to Anglophone readers.
Their translations preserve the poem’s mythopoetic structure and contribute
to the international reception of contemporary Ukrainian literature by
transmitting its cultural specificity and postcolonial perspective. The findings
confirm that literary translation functions as an act of cultural mediation
through which Ukrainian poetic discourse enters the global literary space
without losing its symbolic and ideological depth.

The comparative analysis demonstrates that differences in the translators’
interpretative choices reflect distinct approaches to reconstructing the poem’s
mythopoetic imagery and postcolonial meanings while preserving its cultural
specificity for the English-speaking readers.
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MI®OMNOETHUYHI TA TOCTKOJIOHIAJIBHI BUMIPU AHIVIOMOBHOTI'O
HNEPEKJIAJTY MOE3Il BIKTOPA HEBOPAKA «JIITAIOYA TOJTOBA»

Knrouogi cnosa: mighonoemuxa,
NOCMKONOHIANI3M, NOCMUYHUL
nepexnad, Bikmop Hebopax,
KYIbMYpHULL nepexaao,
nepexiaoayvki cmpamezii.

Amnacraciss Pomanuyk,
Kanouoam ¢hinono2iuHux Hayx,

Tpenineosuti yenmp npokypopie Yxpainu

VY crarTi JOCTIKYIOTECS Mi)OTIOSTHYHI Ta TIOCTKOJIOHIABHI BUMIpH moe3il
Biktopa HeGopaka “JliTarodya TojoB” Kpi3h NPH3MY HOTO aHIJIOMOBHHX
nmepekiaaiB, BHKOHaHWX Maiikaom M. Haiiganom, ta Bangoro ®immc
i Bipnsnoro Tkau. Iloesiss B. HeGopaka po3misgaerbess SK CKIaJIHUN
XyAOKHINA MPOCTIp, Y IKOMY MOETHYIOTHCS KYJIBTYPHI apXeTUIH, (OoIbKIOpHI
CIIEMEHTH Ta IMOCTMOJICPHICTChKA MOCTHKA, IO PEIPE3CHTYIOTh YKPaiHChKY
KyJIBTYpHY TaM’sITh 1 MOCTKOJIOHIANBHUA nocBig. OcobnuBy —yBary
NPUAUICHO BIATBOPEHHIO Yy IMEpEKiIaji aHDIIMCHKOI0 MOBOK CHMBONIYHOI
00pa3HOCTI, IHTEPTEKCTYalbHOCTI Ta KYIBTYPHO MAapKOBAaHHX CIIEMEHTIB
nepmotBopy. [lpoaHanmizoBaHO mepeKIafanbKi CTparerii, CIpsSMOBaHI Ha
30epeKEHHST €CTETUYHOI 0araTo3HAYHOCTI TEKCTy Ta HMOro HalliOHAJIBEHO-
KyJIBTYpHOI ~CHeOU(pIKA B aHIIOMOBHOMY cepemoBuili. JloBemeHo,
mo nepexnanadi Maiikn M. Haiinan ta Banpa ®@innc i Bipmsna Tkau
MOCITyTOBYIOTHCS PI3HUMH MiJXOAaMHU Ul BIITBOPEHHS aBTOPCHKOT OETHKH,
110JIeKTy Ta KYJABTYpHOIO KOMIIOHEHTY I[EpIIOTBODPY, NpParHydd IOCIITH
0aylaHCy MiX 3MICTOBOIO TOYHICTIO Mi(hOMOETHUHOT CTPYKTYpH MOCTHYHOTO
TEKCTY 3 BpaxyBaHHSIM MOT0 IMOCTKOJIOHIaJIbHOI 1HTEPTEKCTyaJbHOCTI IJIst
AQHIJIOMOBHOTO YHTaya.

[opiBHsIBHUN aHaNi3 3acBildye, IO BiAMIHHOCTI B iHTepHpeTaliiHUX
pIIEHHSIX TEpeKIaiadiB BiJOOpaXKaroTh Pi3HI MIAXOAM JO BiJITBOPECHHSA
MioroeTHuHOi 00Pa3HOCTI Ta MOCTKOJOHIAILHUX CMHCIIB TBOPY, BOAHOUAC
3a0e3mneuyroun 30epexeH sl 1oro KyasTypHOi cretndiky Uid aHIIIOMOBHOTO
yutaya. OTpUMaHi pe3ysbTaTd MiATBEPAXKYIOTh, IO MOSTUYHHNA TMepeKiaj
€ BXJIMBHM IHCTPYMEHTOM MIKKYJIBTYpHOI KOMYHiKalii, KUl 3abe3mnedye
MDKHApOAHY PELENLil0 YKpaiHChKOI JiTeparypu Ta cIpHse 30epekeHHIO
W akryamizamii il KyJabTypHOI maM’siTi B DIOOAJBHOMY JIiTEpaTypHOMY
poCTOPi.

Introduction. The increasing international Neborak occupies a distinctive place through
visibility of Ukrainian literature has significantly his innovative poetic language, mythopoetic
intensified academic interest in its English imagination, and engagement with historical and

translations, particularly in the context of the
ongoing reassessment of Ukraine’s cultural and
poetic heritage. Poetic translation has become
an essential means of introducing Ukrainian
poets to global readerships while simultaneously
facilitating intercultural dialogue and expanding the
international circulation of Ukrainian literary, and
poetic works. Within this context, the translation of
contemporary Ukrainian poetry presents particular
challenges due to its complex interplay of linguistic
experimentation, intertextuality, cultural symbolism,
and historical references. These features require
translators not only to reproduce semantic meaning
but also to preserve the aesthetic, ideological, and
cultural dimensions of the source text.

Among the leading representatives of
contemporary Ukrainian postmodernism, Viktor
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cultural memory. His poem “The Flying Head”
exemplifies the characteristic features of postmodern
poetics, combining mythological archetypes, cultural
background, and intertextual play with reflections on
Ukrainian identity and postcolonial experience.

Materials and Methods. The present study
investigates the mythopoetic and postcolonial
dimensions of the English translations of “The
Flying Head” by Michael M. Naydan and Wanda
Phipps together with Virlana Tkacz.

The novelty of this research lies in its integrated
approach, combining close reading, translation
analysis, and postcolonial theory to demonstrate
that the mythopoetic code of Ukrainian postmodern
poetry of Viktor Neborak is not simply transferred,
but reproduced in the English through diasporic
mediation. By foregrounding both successful
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strategies and zones of transformation or loss,
the study contributes to a more differentiated
understanding of translation as a site of cultural
negotiation.

The aim of this article is to investigate how
the mythopoetic code of Viktor Neborak’s poetry
is reproduced in English translations by Michael
M. Naydan and Virlyana Tkach and Wanda Phipps,
within a postcolonial and diasporic framework.

Results and Discussion. The translation of
contemporary Ukrainian poetry cannot be separated
from its postcolonial context. As Robert Phillipson
observes, language is “one of the most durable
legacies of colonial and imperial expansion” (Phil-
lipson, 2010: 1). This statement is particularly
relevant to Ukrainian literature, whose historical
development was profoundly influenced by
imperial policies aimed at restricting the use of the
Ukrainian language and diminishing its cultural
visibility. Consequently, translating Ukrainian poetry
into English extends beyond linguistic transfer
and becomes an act of cultural representation
that challenges inherited imperial narratives
and introduces Ukrainian literary voices into
international discourse.

The growing international interest in Ukrainian
literature has intensified discussions concerning
its place within the Anglophone literary canon.
According to Uilleam Blacker, one of the leading
translators of Ukrainian literature into English,
the inclusion of Ukrainian classics in the Western
canon remains a gradual and complex process.
Reflecting on the British literary context, Blacker
notes that literary discourse in English-speaking
countries continues to revolve around a relatively
limited group of canonical authors, while works
written in other languages often remain outside
mainstream literary imagination. At the same time,
he emphasizes that the literary canon is not fixed but
constantly evolving, creating new opportunities for
Ukrainian literature to gain international recognition
through high-quality translation (Neborak, Pavlov,
2025).

The poetry of Viktor Neborak should also
be considered within the broader framework of
postmodern aesthetics. As T. Bodnarchuk argues, the
postmodern individual appears as a marginal figure
situated at the intersection of different historical
epochs; “it is the product of a crisis of existence, and
this crisis affects its inner state” (Bodnarchuk, 2011:
94). Such characteristics are reflected in Neborak’s
poetic universe, where mythological imagery,
grotesque, irony, and historical memory coexist
within a highly experimental poetic discourse.

These features correspond to broader tendencies
of contemporary postmodern poetry. Joosten and
Vaessens argue that the democratization of literary
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culture has produced an unprecedented plurality of
poetic forms in which traditional stylistic boundaries
have become increasingly blurred. Rather
than developing within clearly defined literary
movements, contemporary poetry functions within
a multidimensional cultural space characterized by
stylistic hybridity and experimentation (Joosten
and Vaessens, 2006: 15). V. Neborak’s poetry “The
Flying Head” exemplifies these tendencies through
its synthesis of mythopoetic symbolism, postmodern
playfulness, and culturally embedded historical
references.

The complexity of such poetry inevitably
creates substantial challenges for translators. Zhao
Dan emphasizes that “the poetic spirit or flavour
is responsible for the most difficult part in poetry
translation” (Dan, 2021: 167), since the aesthetic
qualities of poetry are deeply rooted in the linguistic
and cultural structures of the source language.
Consequently, preserving the mythopoetic imagery
and symbolic density of V. Neborak’s poetry
requires much more than lexical equivalence; it
demands careful reconstruction of its aesthetic and
cultural dimensions.

The translator’s role therefore extends beyond
linguistic mediation. As Michael M. Naydan
observes, contemporary publishers increasingly
recognize translators as co-authors of translated

literary works, acknowledging their creative
contribution to the production of meaning
(Naydan, 2024: 129). This shift reflects the

growing recognition of literary translation as
an interpretative and creative practice in which
translators actively reconstruct the aesthetic,
cultural, and semantic dimensions of the source
text rather than merely transferring its linguistic
content. Such an understanding places greater
emphasis on the translator’s individual expertise,
literary competence, and cultural awareness.
Furthermore, M. Naydan argues that translators
must balance the sensibilities of both source and
target cultures, since only a deep sensitivity to the
author’s style, vocabulary, imagery, and linguistic
nuances enables them to recreate the complex
texture of the original text (Naydan, 2024: 134).
This principle is particularly relevant to the English
translations of Viktor Neborak’s “The Flying Head”,
where the preservation of mythopoetic symbolism
and postcolonial meanings depends largely upon
translators’ interpretative competence rather than
literal correspondence.

The analysis below focuses on Viktor Neborak’s
poem “The Flying Head” and two of its English
translations by Virlana Tkacz and Wanda Phipps and
Michael M. Naydan, which are presented in Table 1.

First of all, it should be noted that Viktor
Neborak’s “The Flying Head” represents one of the
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Table 1

Comparative Presentation of Viktor Neborak’s poem “The Flying Head” and its English translations

Viktor Neborak

Translation by
Virlana Tkacz and Wanda Phipps

Translation by
Michael M. Naydan

BOHA MIAHIMAETBHCH, K
I'OJIOBA,

BiJJpyOaHa rojioBa BOJIOIIOTH.

Bomna npomoBisie yriepiiie, i BIpyre,
1 BTpeTe cBOi OTOMOI4UHI ci10Ba:

S1 JIITAIOYA T'OJIOBA!

Hapx ropmumiem 1uromi HaBuCIO
HABCKIC T1 BCEBU/IOIIIE JICTIOUE OapOoKo.
KpoB rycHe B OBITpi, pO34aXxHyTHIi
3pi3 TiHb BiIKUA€E, BAXKKY 1 NIMOOKY:

S JIITAIOYA T'OJIOBA! ragged.

Cokupa HeBHIMMa B MICTO BBiifIIUIa,
CTSATHYTH 3 TIOMOCTIB TiJia O€3roJIOBI,
PO33sIBH HAITMIIKCH JICIIEBOI KPOBI,
Ta 3imKpede cIij ipaBuit 3 ona
IMMPUBU I JIITAIOYA TOJIOBA!

HEAD!

XKepewr menonpamu TeneiziiHi?
Tu po3mIsiIaen ApaKkoHiB 3a CKIoM!

Criny 1001 IpoamMae 40JI0M glass!

3amam'saraii, He CXOBaTUCh Hije!
[Tinoma nmpuxoguTh y CXOBH, uIomal
BpykiBKy TEMHY CBSTO TOJIOLIE

i B PebGepirariiine HeOo rpse

in the square!

(Luchuk O. & M. Naydan; 630)

It lifts up like a head,

a head, a phantom, a derelict.
It speaks, and then again

I AM THE FLYING HEAD!

Its all-seeing flying baroque-eye
crowded square, streams from
the sky, the cut is ragged. Blood
thickens in the sky, the cut is

I AM THE FLYING HEAD!

An invisible ax hits the city.

The guillotine handles bodies off
the scaffold, so gaping fools can
drink blood cheap. Scrape that rusty
mercy of the dead.

A PHANTOM... AFLYING

You devour television melodrama.
You’re watching monsters under

oxmna Ky 3 Opkectpy Pemini — The wrecking ball from Orchestra*
Fellini’s OrchestraistaWill has come to life and breaks through
Rehearse you’ll wear upon your your wall-
head first-

ST JIITAIOYA TOJIOBA! I AM THE FLYING HEAD! I AM THE FLYING HEAD!

Remember, there’s nowhere to hide

The dark pavement is ritually
washed, the best splotches
and the Renaissance hymn

Renaissance
MACKA — JIITAIOYA T'OJIOBA AMASK - AFLYING HEAD AMASK - THE FLYING HEAD
SIJIITAIOYA TOJIOBA 1AM THE FLYING HEAD I AM THE FLYING HEAD
SITO JIOBA JIITA 1AM THE HE AD FLY 1AM THE HE AD FLY
IOYA T'OJIO BA ING HEAD AM 1 INGHEADI
YAT'OJIO IO A4 ING HEAD FLY 1 ING HEAT AM
AOAO FLYILYI AYO AY O

(Luchuk O. & M. Naydan: 631)

It rises up like a head,

the lopped off head of a vagrant.
It utters words from the beyond
once, twice, and for the third time:
I AM THE FLYING HEAD!

The all-seeing flying Baroque

hangs above the city square’s horde.
Blood clots drip in the air, the torn cut
casts a deep and heavy shadow:

I AM THE FLYING HEAD!

An invisible ax has entered the city,
headless bodies are thrown from the
scaffold, gawkers have drunken their
fill of cheap blood, and will scrape off
the rusty smudge from the forehead

A GHOST THE FLYING HEAD!

Are you devouring TV soaps?
You gaze at dragons behind the glass!
The wrecking ball from Fellini’s

Remember, you can’t hide anywhere!
The square is coming to the hiding
places, the square!

The feast rinses the dark cobblestones
and moves to the heavens of the

(Hebopax B., 2005: 20)

most culturally saturated examples of Ukrainian
postmodern poetry that has quite rare experimental
poetic form. Rather than constructing a coherent
lyrical narrative, the poem functions as a semiotic
space in which cultural memory is continuously
deconstructed and reconstructed.

The comparison of two English translations —
by Virlana Tkacz and Wanda Phipps and by Michael
M. Naydan — demonstrates two distinct models
of cultural translation. Although both translations
remain generally faithful to the semantic content
of the original, they differ considerably in their
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treatment of Ukrainian cultural codes, symbolism,
and postmodern poetics.

One of the dominant ethnosymbolic images of
the poem is the recurring figure of the Flying Head,
repeatedly proclaimed through the refrain: “41 JIITA-
044 I'OJIOBA!”

Within  Ukrainian  cultural discourse, the
severed head carries multiple layers of meaning.
It simultaneously evokes the memory of political
executions, Cossack martyrdom, Soviet terror,
and the grotesque theatricality characteristic of
the Bu-Ba-Bu literary movement. Rather than
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functioning as a purely surrealistic image, the Flying
Head becomes a metaphor for cultural memory
refusing to disappear despite repeated historical
attempts at symbolic decapitation.

All the translators preserve the refrain almost
identically: “/ AM THE FLYING HEAD!".

The decision to retain the lexical simplicity of
the phrase successfully preserves its performative
function. Since the refrain resembles a political
slogan, theatrical proclamation, and ritual
incantation simultaneously, any attempt at stylistic
embellishment would diminish its symbolic force.
In this case, both translations employ a strategy of
formal equivalence, allowing the repetitive structure
itself to produce the intended effect.

A greater divergence appears in the next image:
“giopybana eonosa eonoyweu’(Luchuk, O., M.,
Naydan, 2000: 630). V. Tkacz and W. Phipps
translate the line as “a phantom, a derelict”
(Luchuk, Naydan, 2000: 631), whereas M. Nay-
dan renders it as “the lopped off head of a vagrant”
(Hebopax, 2005: 20).

The difference illustrates two fundamentally
different approaches to cultural translation.
V. Tkacz and W. Phipps partially neutralize the
physical violence by replacing the explicit image
of decapitation with the metaphorical “phantom.”
The emphasis shifts from bodily execution toward
spectral existence, creating a more universal image
of social exclusion. Such a solution corresponds
to what S. Bassnett defines as cultural mediation,
where semantic modification facilitates accessibility
for the target readership.

M. Naydan retains the materiality of violence
through the expression “lopped off head” (Hebo-
pak, 2005: 20). This choice preserves the corporeal
grotesque characteristic of Neborak’s poetics while
simultaneously maintaining historical associations
with political executions. Following Venuti’s
concept of foreignization, Naydan deliberately
resists domestication, allowing the cultural trauma
embedded in the original to remain visible to the
English-speaking reader.

The poem’s symbolism provides another
significant example of divergent translation
strategies. V. Neborak writes: “scesudrwwe nemiwoue
oapoxo” (Luchuk, Naydan, 2000: 630).

The phrase represents a striking example of
semantic hybridity. Ukrainian Baroque occupies a
unique position within national cultural memory
as both an artistic style and an epistemological
framework associated with the Cossack Hetmanate,
Orthodox spirituality, and excessive visuality. By
transforming Baroque into a flying, all-seeing entity,
V. Neborak simultaneously monumentalizes and
parodies one of Ukraine’s foundational cultural
myths.
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V. Tkacz and W. Phipps translate the phrase as
“Its all-seeing flying baroque-eye” (Luchuk, Nay-
dan, 2000: 631). The introduction of eye functions
as an interpretative expansion, making explicit
the metaphor of omniscience only implied in the
original. While this strategy increases semantic
transparency for readers unfamiliar with Baroque
iconography, it simultaneously narrows the symbolic
openness of the source text. The abstract cultural
category “Baroque” becomes reduced to a single
visual image.

M. Naydan instead translated: “The all-seeing
fling Baroque” (Hebopax, 2005: 20). This version
preserves the ontological ambiguity of the original.
Baroque itself remains the acting subject rather
than being transformed into an object possessing
an eye. From the perspective of cultural translation,
M. Naydan more successfully reproduces the
conceptual indeterminacy characteristic of Ukrainian
postmodern discourse.

The symbol of historical violence might be inter-
preted in the next line: “Coxupa nesuouma ¢ micmo
ssiiuna”. V. Tkacz and W. Phipps translated:
“An invisible ax hits the city” (Luchuk, Naydan,
2000:631), M. Naydan translated: “An invisible ax
has entered the city” (Hebopak, 2005: 20).

Although both translations appear semantically
close, the difference between hits and has
entered significantly alters the symbolic dynamics.
The Ukrainian verb ysitiunia emphasizes gradual
invasion rather than immediate destruction. The
invisible axe functions less as an instrument than as
an allegory of totalitarian violence infiltrating public
space. M. Naydan reproduces this spatial movement,
whereas V. Tkacz and W. Phipps foreground the
result of violence rather than its process.

Another culturally significant reference appears
in the allusion to Federico Fellini: “oocuna xyns
3 Opkecmpy @ennini” (Luchuk, Naydan, 2000: 630).

Both translations “The wrecking ball from Fel-
lini’s Orchestra” and “The wrecking ball from Fell-
ini's Orchestra” correctly preserve the intertextual
reference to Federico Fellini’s film “Orchestra
Rehearsal” (1978). According to the plot, a film crew
arrives at a historic chapel for shooting a documentary
about a group of musicians during rehearsal.
However, what begins as a routine filming session
soon descends into complete chaos: the musicians
stage a rebellion, challenge the conductor’s authority,
and turn the rehearsal into anarchy. The film serves
as a brilliant metaphor for society, politics, and the
dynamics of power. V. Neborak recontextualizes this
cinematic image within post-Soviet urban experience,
transforming F. Fellini’s metaphor into an allegory of
historical catastrophe. Since both translations retain
the original reference without explanatory additions,
they preserve the intertextual openness of the



source text while relying upon the reader’s cultural
competence.

Perhaps the greatest translational challenge
concerns the poem’s visual ending, where the
refrain gradually disintegrates into fragmented
letters and isolated phonetic units. This typographic
decomposition recalls both concrete poetry and the
visual experiments of the historical avant-garde.
More importantly, it symbolically performs the
collapse of language itself under historical pressure.

Both  translations preserve this  graphic
structure with remarkable precision. Rather than
reconstructing syntactic coherence, both translators
reproduce the gradual dissolution of textual
integrity. Such a decision reflects an understanding
that the poem communicates not solely through
lexical meaning but also through visual semiotics.
In this respect, both versions successfully achieve
multimodal equivalence.

Conclusions. From the perspective of diaspora
studies, however, the translations reveal different
philosophies of representing Ukrainian culture
abroad. Although W. Tkacz and V. Phipps
(that are not representatives of Ukrainian dias-
pora) themselves occupy a distinctive position
within the North American Ukrainian cultural
milieu, their translation demonstrates a tendency
toward performative readability and intercultural
accessibility. Their rendering frequently
clarifies implicit metaphors and privileges the
communicative effect experienced by the English-
speaking audience.

M. Naydan adopts a different translational
ethos. Rather than reducing cultural opacity, he
consistently preserves lexical ambiguity, historical
violence, and symbolic density. His translation
positions the reader within the unfamiliar cultural
landscape of Ukrainian postmodernism instead of
adapting that landscape to Anglo-American literary
expectations. Consequently, his work exemplifies a
foreignizing model of cultural translation in which
alterity remains visible rather than assimilated.

The comparison ultimately demonstrates that
the two translations construct different international
representations of Ukrainian literature. Ameri-
can translators W. Tkacz and V. Phipps emphasize
intercultural communication, whereas translator of
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Ukrainian origin M. Naydan foregrounds cultural
specificity. Neither strategy should be considered
universally superior; instead, each reflects a distinct
understanding of translation as cultural practice.
Nevertheless, with regard to the preservation of
ethnosymbolic complexity, historical memory, and
postmodern semantic multiplicity, M. Naydan’s
version more consistently reproduces the cultural
architecture of V. Neborak’s original. His translation
allows the English-language reader to encounter
Ukrainian postmodernism not as a domesticated
literary product but as an autonomous cultural
discourse whose symbolic complexity resists
complete assimilation into the target culture.
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