235
Po3pin 3
TEOPIS TA ICTOPISI MUCTEIITB

Part 3
THEORY AND HISTORY OF ARTS

[ UDC 76.045(477:415/417)(045)

0. S. Chastnyk, Cand. of Art Criticism, Associate Professor, Yaroslav Mudryi
National Law University, Kharkiv

stanchast@gmail.com
https://orcid.org/0000-0001-5188-5097

THE SYMBOLISM OF THE CIRCLE IN TRADITIONAL ART
(UKRAINIAN-IRISH PARALLELS)

This paper explores a class of ornamental and epic texts of Ukrainian and
Irish traditional art related to the graphical idea of the circle. In his research,
carried out on a conditionally synchronic plane, the author employs methods
of comparative and semiotic analysis. The study has shown a correlation
between graphic and verbal symbols within each cultural tradition, as well as
between traditional art symbols of Ukraine and Ireland. The semantic invariant
of the circle (closed space and cyclic nature of time,‘sacred centre — profane
periphery’ opposition) is graphically visualised in ornamental texts as structural
and distributional variants. In narrative traditional art, archetypal spatial and
temporal themes are metaphorically represented by means of constant sets of
symbolic codes, which are in general common for the two cultures.

Keywords: traditional art, semiotic analysis, graphic and verbal symbols,
circle, semantic invariant.

0. C. YacTHuK, kKaHaMaaT MUCTELITBO3HABCTBA, AOLIEHT, HalioHanbHWA
IOPUANYHNIA YHIBEPCUTET iMeHi dpocnasa Mynporo, M. Xapkis

CUMBOJIISM KOJIAB TPAAULIAHOMY MUCTELTBI
(YKPAIHCbKO-IPJIAHACBKI NAPAJIESI)

AKTyasbHICTb. Y TpaauUiiHOMy MUCTELTBI NPOCTI rpadidHi GopMu MatoTb riun-
BGOKMIA CUMBOJIIYHMIA 3MICT 3 NpafaBHIMK YSIBAEHHAMW NP0 CTPYKTYPY CBITY.
ToMmy [OCRiIXEHHSI CUMBOIKM HA MaTepiani Takux 3HakiB HabyBaloTb 0CO0M-
BOI BaXJIMBOCTI B NEPIOAN OCMUCIEHHS HALEID CBOEI KY/IbTYPHOI CNafLLMHu
i MOXYTb HaZaTK LjiKaBi pedynbTaTu.

MeTa cTtaTTi — 34iICHUTU KPOC-KY/IbTYPHE LOCNIIKEHHS KIlacy OpHaMeHTallb-
HUX Ta enivyHMX TEKCTIB YKPATHCBKOMO 1 ipfaHACbKOro TPaaMLiNHOr0 MUCTELTB,
L0 Hanexartb A0 rpadivyHoi igei kona.

MeTogonorig. Y ujin po3Bigui, BUKOHaHIN B YMOBHO-CUHXPOHIYHIA NAOLLWMHI, aB-
TOP MOCAYrOBYETHCA KOMMNAPATUBHUM, CTPYKTYPHO-CEMAHTUHHUM Ta apXeTun-
HVM aHani3oM.
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PesynbTtatu. [MOpiBHANLHWUIA aHani3 3acBig4yMB KOPENSUilo MiX rpadiyHuMm
Ta BepOanbHMMM CMMBONAMU B MEXax KOXHOI TpaamLji, a TakoX MiX CMMBO-
NKOK TpaamMuinHoro MucTeuTsa Ykpainu i Ipnanaii. CemMaHTUYHMIA iHBapiaHT
Kona (3aMKHEHWI NPOCTIP Ta LMKANIYHICTb Yacy) rpadiyHo NogaHui B opHa-
MEHTabHUX TEKCTAX SIK CTPYKTYPHO-AUCTPUOYTUBHI BapiaHTW. Y HapaTUBHOMY
TPaAVLRHOMY MUCTELTBI MOTUB LUASXY 3 PUTMIYHUM MOBTOPEHHAM «3YMUHOK»
i HEOOMIHHUM NOBEPHEHHSIM repost MiCNs BUKOHAHHSA MOr0 MiCii i3oMOpdHUIA
1o rpadiyHoro o6pasy kona. ApXeTUnHi TeMU NPOCTOPY i Yacy MeTadopUIHO
npeacTaB/eHi KOHCTAHTHUM HAaBOPOM CUMBOJIYHUX KOZIB, CMiNbHMX ANt 060X
KynbTyp.

HoeusHa. Ctattsa € neploto cnpoboio ABOMIAHOBOrO NOPIBHSAHHSA: 3 OOHOr0
60Ky — OpHaMEHTAabHI Ta HAPaTUBHI TEKCTU, @ 3 IHLIOro — ipnaHachke i ykpa-
iHCbKe TpaauujinHe MUCTELTBO.

MpakTyHe 3HauYeHHs. MaTepianu i peaynbTaTv poboTn MOXyTb 6YTW KOPUCHK-
MM Mig, 4ac MiaroToBKN KYPCIiB NEKLI, MPUCBSYEHMX KOMNApaTUBHUM i CEMIO-
TUYHUM JOCHIIKEHHAM TPAAULINHOrO MUCTELTBA.

BucHoBkwu. | ctapogasHio Ipnangito, i YkpaiHy-Pycb MOXHa po3rnsgatn [k
TOMOJOMYHO eKBiBaNEHTHI dirypu 3 HiTKOK OMO3ULLED «LeHTp — nepudepis»:
0o6buaBi uMBinisauji 6ynmM 0TOYEHi BOPOXMM Xa0COM OkeaHy Ta ko4yoBoro Cre-
ny. 3BiACK BpaxXatounii «<kOCMIYHUIA» CUMBOJTI3M YKPAiHCbKOro Ta ipfaHACbkoro
TPaAMLiNHOrO MUCTELLTBA 3 NMOMYNSIPHUM OpHAMeHTaNlbHUM MOTVBOM Kona Ta
enivHOI0 iJEEI0 BMXOAY 32 MEXI 3aMKHEHOO Koa (MicTa, OCTPOBa) Y 3aragko-
B BIOKPUTUIA NPOCTIP («41CTE NONE», OKeaH ToLwO).

KniouoBi cnoBa: tpaguuiriHe MUCTELTBO, CEMIOTUYHWUIA aHasi3, rpagidHi Ta
BepbasibHi CUMBOJIM, KOJIO0, CEMaHTUYHUIA iHBaPIaHT.

A. C. YacTHuK, kKaHauaaT NCKYCCTBOBEAEHWS, OOUEHT, HaumoHanbHbIN
IOPUANYECKNIA YHUBEPCUTET MMEHUN Apocnasa Myaporo, r. XapbkoB

CUMBOJIU3M KPYIrA B TPAAULLMOHHOM UCKYCCTBE
(YKPAMHCKO-UPJIAHACKUE NAPAJIEJIN)

PaccMOTpeH Kiacc OpHaMeHTasbHbIX M 3NMYECKMX TEKCTOB YKPAUHCKOro 1 1p-
NTAHACKOr0 TPAAULIMOHHOMO MCKYCCTBA, NMOCTPOEHHBIX HA OCHOBE rpaduyec-
Koro obpasa kpyra. MiccnepoBaHne OCYLLECTBIEHO B YCJIOBHO-CUHXPOHHOM
nnaHe ¢ NPMMEHEHWEM METOAMK CPaBHUTENbHO-CEMUOTMYECKOrO aHanmnsa.
O6HapyxeHa koppenaums mexay rpaduyeckumm 1 BepoanbHbIMU CUMBOIAMIN
B Npejenax Kaxaon Tpaguummn, ¢ OAHOM CTOPOHbI, 1 MeXAy CUMBOSIMKON Ha-
poaHoro mnckycctea YkpavHbl n Mpnangum, — ¢ apyroin. CemaHTU4eCKNiA NH-
BapUaHT CMMBONA Kpyra (3aMKHYTOCTb Ha cebe MPOCTPAHCTBA U LIMKINYHOCTb
BPEMEHW, NMPOTMBOMOCTABAEHNE CaKPabHOMO LEHTPa 1 npodaHHon nepude-
pvn) peannsyetcs B OpHaAMEHTaNbHbIX TEKCTAX B BUAE CTPYKTYPHO-AUCTPU-
OyTVBHBIX BapraHTOB. B noBecTBOBATENIbLHOM TPAAMLUMOHHOM MCKYCCTBE ap-
XETUMHbIE MPOCTPAHCTBEHHO-BPEMEHHbBIE TEMbI Takxe 06pa3HO NepeaalnTcs
C MOMOLLbHO YCTONUMBBIX HAOOPOB CUMBOIMYECKMX KOAOB, B LIEIOM OOLLUMX )15t
06enx KynbTyp.

KnioueBble cnoBa: TpaaMLMOHHOE UCKYCCTBO, CEMUOTUYECKUIA aHanu3, rpa-
¢duryeckme 1 BepbasibHble CUMBOJIbI, KPYT, CEMAHTUYECKWIA MHBapUaHT.



237

Problem statement. One of the main areas of study in contemporary cul-
tural anthropology is the search for universal and specific features in various
symbolic representations of the world. The study of symbolism as a phenom-
enon of traditional culture becomes particularly relevant at the time when a
nation is rediscovering its cultural heritage. It is symbolic imagery that, to a
large extent, makes a national culture unique, distinct from others. Equally
important is comparative research that enables scholars to identify the posi-
tion of a national culture (including traditional art) in the European cultural
mosaic.

Previous research and the aim of the paper. As is well known, the infor-
mation about primaeval conceptions of the world is encoded in the simplest
graphic forms (circle, spiral, cross, and the like), or in their combinations
(labyrinth, mandala, the ‘Tree of Life”). In the course of time such elementary
patterns acquire new meanings; in other words, the simpler the ‘expression
form’ of a cultural symbol, the more complex is its ‘content form’. For this
reason, ‘etymological’ explorations based on the material of simple graphic
signs can produce quite a number of interesting results. This is especially
true of the decorative arts in which the idea of the spiral, circle, cross, etc. is
graphically visualised in ornamental signs. In narrative art, on the contrary,
the cosmological symbolism of elementary geometric signs is ‘hidden’ in the
plot construction of the tale, in its themes and motifs.

Historical, culturological and ethnographic aspects of Irish ornament
and epic talesbeen the subject of numerous interesting works (e.g. O hOgéin,
2006; McCaffrey, , & Eaton, 2003; Meehan, 2007). However, little attention
has been paid to comparative studies of Irish and Ukrainian traditional nar-
rative and ornamental art. In view of an insufficient level of scientific ex-
change in this field, relevant further research seems very promising.

Research methodology. A suitable tool for a comparative analysis of
national ‘models of the world’ is provided by the ideas of semiotics, struc-
turalism, and the theory of cultural archetypes. From the semiotic point of
view, all cultural phenomena like language, myths, rituals, symbolic imagery,
art, etc. are integral sets of signs used in verbal /non-verbal communication
and structured in a certain way. This approach makes it possible to compare
traditional ornamental and epic texts (even distant in space and time) as
correlated synchronic planes. The term ‘text’ is commonly defined as any
semantically organised sequence of signs. The notion of ‘epic’ is viewed here
in a wide sense — as the totality of hero-lore and folktales.

The main material. This study was conducted as a cross-cultural analy-
sis of some ornamental and epic texts of Ukraine and Ireland. The choice of
these geographically distant nations was prompted, first of all, by the obvious
similarities of their historic and cultural background. But there is another,
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even more intriguing similarity. Both early Ireland and Ukraine-Rus can be
seen as topologically equivalent figures with a clear centre-periphery opposi-
tion: both civilizations were surrounded by the hostile primaeval chaos of the
ocean and nomadic Steppe. Hence the impressive ‘cosmic’ symbolism of both
Ukrainian and Irish traditional art with the popular ornamental motif of the
circle and the epic idea of getting beyond the boundaries of a circular area
(city, island) into an enigmatic open space (the ‘wide prairies’, ocean, etc.).
Traditionally, the circle is assigned symbolic meanings of unity and
perfection, infinity and eternity, wholeness and world order Zerbst, 2003,
pp. 275-276). Archaeological studies have shown that solar signs such as
circles, rosettes, swastikas, etc. occur on decorative objects on the territory
of Ukraine as early as in the Bronze Age; they were probably used as magic
symbols of protection. Predominant among the astral motifs in Irish tradi-
tional design in the same period was the spiral as the symbol of space and
time unfolding into eternity. The ‘Wheel of Life’ or ‘Sunwheel’ popular in
the contemporary tradition of Irish decorative art symbolised the rays of the
sun, its path in space and time, and the eternal journey of life. As A. Meehan
has put it, ”...we tend to sense our lives as a line or path between birth and
death. But while this may be so, the nature of cycles follows the pattern of
awheel, in which all that is born rises and falls in its turn. As the wheel leaves
a track in the earth, time leaves a track in our minds. This track of memory
has a beginning and an end. But to the wheel that makes a track, the begin-
ning and the end are a single point turning round a hub, just as the passing
ages of the world are like all the sunrises that ever were...” (Meehan, 1999,
p.47). The wheel and its track graphically correlate as the rosette and border
in decorative ornaments: the rosette is closed, finite, rotationally rhythmic,
whereas the border is translationally rhythmic, open and potentially infinite.
Likewise, the heroic epic or folktale journey can be regarded as a linear
sequence of spatial-temporal points (threshold, gate, crossroads, well, bridge,
cave, crystal palace, encounters with magic helpers and evildoers). Each of
such points correlates with the next revolution of the imaginary ‘wheel of
life’. A revolution of this imaginary wheel is equivalent to the complete cal-
endar cycle: “..he walked and he walked for a whole year” (Ivanko the Bear);
?..he roamed the kingdom for more than a year” (The Silk Kingdom); “ ...
they ride on for one week, two weeks, three weeks but the cudgel is nowhere
to be seen!” (Ivan the Peasant’s Son). The length of the hero’s journey is
described in the same way: “...he walked on the hilltop for seven miles” (The
Silk Kingdom). In the folktale tradition, the length of the journey is usu-
ally measured (if measured at all) not in miles but in spatial and temporal
milestones (‘loci’). A similar pattern occurs in Irish folktales as well, e.g. “...
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the raven flew away with him over seven bens, and seven glens, and seven
mountain moors” (The Battle of the Birds).

Worth mentioning in this connection is the plot of The Children of Lir,
one of the most popular sagas of the Mythological Cycle. The second wife of
Lir, one of the heroes of the underground kingdom of the si, is jealous of his
four children from his previous marriage. She enchants the children, trans-
forming them into swans (the traditional motif of a wicked stepmother the
sorceress). The life journey of Lir’s children — Finnola and her three broth-
ers — is depicted as a sequence of three spatial-temporal ‘loci’: three hundred
years on Lake Derravaragh in Ireland, three hundred years on the Sea of
Moyle between Ireland and Scotland, and three hundred years on the Isle of
Glora out in the ocean. The archetypal image of water is associated, among
other things, with chaos and death, thus each revolution of this ‘wheel of
fate’ can be viewed as a kind of the Circle of Hell. Moreover, each subsequent
‘locus’ is situated further west from the children’s home, which enables us to
interpret this plot as a verbal representation of the idea of a spiral with its
‘escalation of tension’. Very interesting in this tale is the national imagery of
the ‘Wheel of Life’: a westward journey out to sea with stops on a lake and
an island, each part of the journey lasting for three hundred years (the sacral
points of space and time combined with the mythological symbolism of the
number three).

Unlike Irish heroes, the epic bohatyr of early Ukraine-Rus goes on
a journey out into the ‘open country’ (‘wide prairies’), the symbolical char-
acter of which is isomorphic to the symbolism of the sea: the inhabited, or-
dered, protected centre (Rus) is opposed to the chaotic, uninhabited, dan-
gerous space of the Steppe in the same way as the island of Ireland is opposed
to the chaos of the ocean. Natural space markers (predictable stops in the
ocean) are represented by islands. On equally uninhabited flat plains of the
‘open country’ the same function is performed by other natural waymarks,
namely rivers and hills. Islands, as well as rivers and hills correspond to the
sacral points of discrete mythological space and time (they were thought to
have some connection with the otherworld); in fact, we can talk of ‘sacred’
and ‘profane’ epic zones rhythmically following one after another. The hero
overcomes the space in leaps and bounds without lingering in ‘profane’ zones
(one leap of the horse being equal to one revolution of the ‘Wheel of Life’).
For instance, the bohatyr’s horse leaps from one river bank to another, “some
of the rivers being 15 miles wide” (Mykhailo Kazarenin); he jumps “from one
hill to another” (Ilya of Murom and Nightingale the Robber). The rhyth-
mic sequence of the cyclic flow of time and spatial changes in epic tales can
easily be associated with the rhythmic repetitiveness of ornamental motifs.
Thus we can say that the verbal metaphors in epic tales and the non-verbal
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imagery of ornamental texts are mutually interpretative. The rhythmic alter-
nation of spatial-temporal ‘loci’ creates order in the epic world in the same
way as ornament harmonises the object, subconsciously correlating it with
the universe .

God Lugh, the personified sun, as well as his son Cichulainn are de-
picted in the Irish tradition with such solar attributes as a chariot and the
‘shining wheel’. In one of the episodes of the Cattle Raid of Cooley (Tain
B6 Cuailnge) Cichulainn, wishing to obtain magic knowledge from a super-
natural woman-warrior named Scathach, sets out for her fortress on a remote
island. His journey to the fortress across the Plain of Ill-luck and the Land
of Shadows with their desert plains, boiling seas, monsters, bridges, moun-
tains and gorges can be seen as an artistic representation of the idea of the
labyrinth, whereas Scathach’s land is analogous to the otherworld. The ‘sun
wheel’ received by Cuchulainn from Lugh plays the role of Ariadne’s thread
that connects this world with the otherworld.

Associating the wheel with the sun is common for the traditional culture
of Europe. According to prehistoric perceptions, the sun ‘rotates’, ‘rolls’ in
the sky. During the ‘sun festivals’ like Ivan Kupala (John the Baptist Day)
or Masliana (Pancake week) it was customary to roll a flaming wheel down
a river bank into the water, thus imitating the path of the sun in the sky. In
decorative art, images of the rotating sun frequently appear in the form of
the Segner’s wheel and rosette. The spokes in the Segner’s wheel are bent in
one direction thus symbolising sunbeams and the movement of the sun. The
sacral meaning of this solar sign is revealed in the context of ‘sun festivals’,
the festivals of perpetual rebirth. In the Irish variant of this sign, traditional-
ly designed as a triskele enclosed by a circle, spiral elements are accentuated.

Another popular ornamental motif that semantically and syntactically
can be regarded as a derivative of the circle (wheel) is the rosette. This sign,
typical of Ukrainian ornament, is a closed figure of full rotational symmetry.
The axial symmetry creates the impression of an intensive rotary motion.
Rosettes are believed to be associated with the solar cult because of their
resemblance to the sun and their central location in the syntax of many orna-
mental texts. Semiotically, Ukrainian rosettes can be considered as good ex-
amples of mutual interpretation with the epic symbol of Lugh’s ‘sun wheel’,
the latter being a text from another culture and another category of art. By
the way, there is evidence that rosette designs were used in early Celtic orna-
ment as a symbol of the sun as well.

Early Slavs used to make a furrow around their settlements with their
ploughs to ward off evil and protect the crops. Epic hero Nikita Kozhemiaka
even makes the captured Dragon do the same thing (apparently to sacralise
the territory won back from the chaos of the ‘open country’). Early Celts used
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to perform similar actions related to the symbolism of the circles. Before the
battle the druids drew a magic circle (Airbe Druad) around their army cre-
ating an invisible protective barrier. We can find descriptions of such ritual
actions in Irish epics as well. Queen-sorceress Medb rides three times around
her camp in a chariot (The Cattle Raid of Cooley), which provides a triple
protective effect (the sign of the wheel, Airbe Druad plus the magic symbol-
ism of the number three). In another (semiotically more complicated) text
Cuchulainn makes a pillar, puts it on a stone, cuts a message in Ogham char-
acters on a hoop of an oak sapling, and wraps it around the pillar as a warning
and challenge to Medb’s army (The Rising of the Men of Connacht). Each
sign of this text signifies (in its own way) the ‘sacred space’ of Ulster opposed
to the hostile chaotic element personified by the sorceress. Ciichulainn, the
son of sun-god Lugh, is an embodiment of ‘light’ cosmic forces; the pillar
and stone are sacralised markers of borders, whereas the hoop is used here
as a symbol for protection (magic circle) of the pillar and Ulster as a whole.
Ogham characters symbolise links with the otherworld, because in the Early
Middle Ages the alphabet was associated with magic, supernatural origin.

Here we have a typical case of information transmission in the process
of communication. The sender (Ctichulainn) encodes his message (warning
to the enemy) with magic symbols. The stability and invariance of symbolic
codes within the same culture enables the addressee (the enemy from a re-
lated Irish ethnic group) to decode and adequately perceive the information
sent to him.

In this context, we can also mention the folktale theme of the hero ‘en-
circling’ an enchanted city; as a result, the inhabitants of the city are re-
deemed from a curse and come alive (The Little Wanderer, Ukrainian folk-
tale). A similar motif (with the opposite sign polarity) is found in The Dream
of Aengus, in which Aengus, an Irish god of love, and Caer, a girl from the
otherworld, turn into swans and fly three times round a lake sending the
pursuers to sleep for three days and nights.

In Ukrainian fantastic tales the idea of the ‘magic circle’ is represented,
in particular, in the form of a magic waistband, the ‘belt of good’ (The Magic
Pot) or, more often, in the form of a golden ring (e.g. About a Poor Lad and
the Tzar’s Daughter). The motif of the ring as a means of putting a spell on
people is known in the Irish fantastic epics as well. In one of the sagas of the
Fenian Cycle, a fairy from the mound of Slievegallion turns him into a feeble
old man with the help of a magic ring. Such transformations can be treated as
a contact with the otherworld resulting in a distortion of spatial and tempo-
ral dimensions of the earthbound life. As we can see, the ring represents the
idea of the two worlds united in a single closed circle.
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Ornament designs on metalwork, pottery, weapons dating from the
Bronze Age all over Europe often contain concentric circles; even today this
motif occurs in folk ornamentation, for example on decorated plates in Hutsul
land, Ukraine. Most researchers associate such images with solar symbolism;
however, the number of meanings of each symbol is potentially endless, par-
ticularly in the case of primaeval cosmologic signs. Systems of concentric cir-
cles can also be viewed as graphic symbols for ‘multiple protection’ at all lev-
els of universal order. At the macrocosm level the universe can be encircled
by the ‘world serpent’ feeding on its own tail. The level of mesocosm consists
of several ‘circle — centre’ subsystems: the country’s borders — the capital;
the city’s circular rampart — the king’s palace; one’s home with its fence and
walls — hearth (oven). Decorated clothes with waistbands, bracelets, rings
and other amulets in the form of a circle provide protection at the microcosm
level. Before his last battle, Ciichulainn puts on magic clothes presented to
him by Manannan, the sea-god (by the way, it was Manannan who enclosed
Ireland with a circle of his own element). In the epic world the sacred space
of Ukraine-Rus with its cumulative centre ‘Kiev — king’s palace — shrine’
is opposed to the disorganised, uninhabited space of the ‘wide prairies’. The
wilderness of the ‘open country’ is frequently mentioned in epic songs, e.g.
“They didn’t come across a bird of passage, nor could they see a beast on the
prow!” (Aliosha Popovich and the Dragon).

Ireland herself was treated as the centre and the model of the macro-
cosm (the schematic image of this island is isomorphic to the circle). Tara,
the seat of Treland’s high kings and the country’s political and religious cen-
tre, was situated on the territory of County Meath, roughly in the middle of
the country. Seven rows of walls surrounded the royal palace thus creating
an internal protected space. Incidentally, pre-Celtic people used to enclose
their sanctuaries with protective circles, too; megalithic structures (stone
circles) and ‘hollow hills’ (tumuluses) were built like this. The tumulus at
Newgrange is encircled with a ditch and rampart, followed by a wide circle
of standing stones. Thus, structures at different levels of cosmic hierarchy
are placed one inside the other like a Matrioshka doll. To Cichulainn, the
sacralised centre is represented by Emhain Macha, the capital of Ulster; the
hero’s home kingdom constitutes the nearest circle around this centre; fur-
ther outside comes the borderland (neutral territory), still further outside is
the rest of Ireland (enemy kingdoms), the shores of which can be regarded
as the next circle; the last outer circle is made up by the hostile chaos of the
ocean followed by the otherworld.

In contrast, the human world in Ukrainian folktales is usually depicted
as an abstract closed space enclosed by something that is likewise vaguely
called ‘the wide world’. However, to the hero his kingdom (home) is the



243

centre of the visible universe, since all other ‘kingdoms’ are far away — ‘at
the world’s end’, that is, on the periphery of the folktale space. In some cases
the hero’s kingdom is called ‘Rus’: “If you obey me, we'll come back safely
to Rus, but if you don’t we'll all perish.” (Ivan Holyk and his Brother). This
motif is probably influenced by the epic theme of Ukraine-Rus as a sacred
land, sacral centre.

Finally, the hero’s journey itself can be regarded as an open circle that is
closed on the hero’s return. In the plot of an epic tale the symbolism of the
circle is combined with the symbolism of the spiral: having completed his
journey (a circle) and having gone through all the stages of the archetypal
transformation chain ‘life — death — rebirth’, the hero comes back home as a
different, morally and /or socially ‘higher’ person.

Conclusion. All these facts of interrelation and mutual interpretation of
symbolic forms in Ukrainian and Irish traditional art (both countries being
geographically distant, and both cultures being genetically not related) sug-
gest that there exist cultural areas sharing similar symbolic forms of tradi-
tional art. The results of this study make it possible to assume that Ukraine
and Ireland belong to one of such areas. The limited volume of the research
material (two categories of traditional art and two cultures) justifies only
some tentative assumptions; more categorical statements concerning the ex-
istence of traditional symbolism areas could be made in the process of a much
broader study. Further research in this field could yield interesting results
which may be used for reconstructing original meanings of traditional sym-
bols as well as for evaluating prospects and forms of traditional art function-
ing in our time marked by two contradictory trends — the growth of national
identity and the globalisation of culture.
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