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A FEMINIST AND POSTCOLONIAL ANALYSIS
OF NATALKA BILOTSERKIVETS’ POEM THROUGH ENGLISH TRANSLATION

The article offers an in-depth feminist and postcolonial analysis of Natalka Bilotserkivets’ poem “A Hundred Years
of Youth” in comparison with its English translation produced by the diasporic translator Myrosia Stefaniuk. The study
focuses how translation strategies shape the representation of female subjectivity, cultural memory, and the political
sensitivity of a text rooted in the Ukrainian late-modernist experience. The analysis demonstrates how the translation
conveys the poem s symbolism of resistance, its corporeal-emotional metaphoricity, and its portrayal of youth as a space
of simultaneous freedom, loss, tension, and quiet resilience. Special attention is given to the ways in which the translator
succeeds in preserving or transforming the rhythm, intonation, and allusions of the original, which constitute Bilotserkivets’
poetic voice and its resonance with Ukrainian historical reality.

The article emphasizes that translation functions not only as a means of linguistic representation, but also as a crucial
interpretive act through which gender roles, political codes, and national identity are re-conceptualized. The English
translation is examined as a mechanism for integrating Ukrainian women's poetry into broader global and diasporic
discourses, where the original text acquires new readings, contexts, and interpretive horizons. The study highlights the key
challenges of translating culturally marked poetry and defines the translator’s role as a mediator between the national
experience and an Anglophone readership with distinct cultural backgrounds.

The author underscores translation as a mechanism for representing Ukrainian women's writing within the global
academic space and stresses that the translation-oriented analysis of poetic texts opens new possibilities for further
research on contemporary Ukrainian poetry, particularly within the framework of feminist readings by women-translators.

Key words: feminist translation, postcolonial analysis, Ukrainian poetry, women's voice, symbolism, diasporic
translation, Myrosia Stefaniuk.
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@®EMIHICTUYHE I HIOCTKOJIOHIAJIbHE ITIPOYUTAHHSA MOE3Il HATAJIKHA
BLIOLEPKIBEIIH KPI3b IIPY3MY AHIDIIMCHKOI'O MMEPEKJIALY

Cmamms npononye noenubienuti geminicmuynuti i nOCMKOIOHIAIbHUL ananiz noesii Hamanku binoyepriseysb
«Cmo pokig 10HOCmIY Y 3iCMagieHH 3 ii AH2TOMOBHUM NePeKIa0OoM, 30iliCHeHUM JIAChOPHOI0 nepeknadauxoin Mupo-
ceto Cmeghantox. Jlocniodicennsa 30cepedncyemvcs na momy, K nepeknadaybki cmpamezii 6naU8AIOMb HA GI0MBOPEH-
H3 HCIHOUOI Y0 ' €KMHOCI, KYIbIMYPHOT nam ami ma ROAIMUYHOT YyMaugoCmi mexcmy, 3akOpiHeH020 8 YKPATHCLKOMY
00CBI0i Ni3HLO20 MOOEPHI3MY. AHANI3 NOKA3YE, AKUM YUHOM Y NePeKiadi 6I0MBOPEHO CUMBONIKY ONOPY, MIIECHO-eMO-
Yty Memaghopuxy ma nepexncu8anHs IOHOCMi K nPOCMopy 600HOUAC C80O00U, BMPAMU, HANPY2U 1l MUXOI CIIUKOCHI.
Okpemy ysazy npudineno momy, sk nepexkiaoayy e0acmvcs 3bepecmu abo mpancgopmysamu pummixy, iHMOHAYIIO
ma ano3ii nepuiomeopy, wo gopmyromes noemuunuii conoc H. Binoyepkiseyb ma 1io2o cnig3gyunicmop i3 yKpaincbKow
ICIMOPUYHOIO PEeANbHICMIO.
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Y ecmammi naconoweno, wjo nepexnad sucmynae ne auuie 3acooomM MOHOI penpeseHmayii, a i BANCIUBOI0 YACMUHOKO
inmepnpemayii, y mexcax skoi 6i00y68acmv s NEPeoCMUCIeHHs 2eHOEPHUX POoiLell, NOTIMUYHUX KOOI6 | HayiOHAIbHOT I0eH-
muyHocmi. AHeOMOBHUL NEPEKAAO PO3LAAHYMO AK THCMPYMEHM BKIIOYEHHS YKPAIHCLKOI JCIHOUOT noesii 00 wupuio2o
2106a1bH020 Ma JiacnopHO20 OUCKYPCY, 0e NEPUIOMEIP OMPUMYE HOBI NPOYUMAHHS, KOHMEKCMU Ma 20PU3OHMU CRPUL-
Hamms. Poboma eucsimitoe knouogi mpyOoHowi nepexaady KyivmypHo MapKo8aHoi noesii ma oKpecioe poib nepexia-
oaua sk Mediamopa Misc HaAYlOHATbHUM OOC8IOOM MA AH2LOMOBHOIO AYOUMOPIEIO 3 BIOMIHHUM KYIbHYPHUM OOCEIOOM.

Aemopxa cmammi Ha2o10ULYE Ha Poi NepeKkiady K MeXaHizmy penpeseHmayii YKpaincoKko2o JCiHOH020 NUCbMa y C8i-
MOBOMY AKAOEMIYHOMY NPOCMOPI, a MAKOJIC HA MOMY, U0 NePeKIA003HABYUL AHANI3 NOEMUYHO20 MeKCmY 8I0KPUBAE HOGI
MOJUCTUBOCIE NOOATLUIUX OOCTIONCEHb CYUACHOT YKPAIHCOKOT noesii y KonmeKkcmi (peMiHiCmuuHo2o npouumanHs nepe-

KAA0auamu-mCinkamu.

Knrouosi cnosa: geminicmuynuil nepexiad, nOCMKOIOHIATbHULL AHANI3, YKPATHCLKA NOE3is, HCTHOUULL 20710C, CUMBOITI-

Ka, diacnophuti nepexnad Mupociasa Cmeghaniox.

Statement of the scientific problem and its
significance. Contemporary studies of Ukrainian
translation are increasingly turning to the phenom-
enon of diasporic cultural mediation, within which
the act of translation appears not only as a linguis-
tic or aesthetic operation, but as a form of cultural
resistance, identification, and self-determination.
The relevance of the problem lies in the fact that
the activities of Ukrainian diaspora translators in
the second half of the 20th and early 21st centuries,
who combined the functions of language mediators,
cultural ambassadors, and researchers of national
experience in the context of global multilingual-
ism, are particularly indicative in the framework
of cultural resistance.

In this broad field of cultural transmission,
the figure of Myroslava (Myrosia) Stefaniuk
takes on symbolic significance. Her translation
work demonstrates not only her skills in interpret-
ing Ukrainian poetic language, but also her deep
awareness of the issues of the female voice, exile
identity, and postcolonial sensitivity. Her choice
of translation subject — Natalka Bilotserkivets’
poem “A Hundred Years of Youth” testifies to her
interest in inner female subjectivity, the intimate
history of loneliness, and the search for authentic-
ity within the post-Soviet cultural space.

In scientific terms, the combination of the names
N. Bilotserkivets and M. Stefaniuk is extremely
productive: the former embodies modern Ukrainian
female poetic language, while the latter is the voice
of a translator who transposes this language into
the space of another culture. Such a translation
is not a mechanical reproduction of content, but
the creation of a new discursive space where femi-
nist and postcolonial worldviews intersect.

The aim of the study is to analyze the trans-
lation of Natalka Bilotserkivets’ poem “A Hun-
dred Years of Youth” by Myroslava Stefaniuk in
the context of feminist and postcolonial readings,
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clarifying how the translator reproduces or trans-
forms the author’s female voice through linguistic,
rhythmic, and semantic strategies.

The aims of the study include: characterizing
Natalka Bilotserkivets’ poetics as a representative
of feminist writing; analyzing the peculiarities
of translation decisions within the specified text;
interpreting the translation in terms of postcolonial
hybridity and cultural identity.

The methodological basis of the study is a com-
bination of the postcolonial approach (E. Said
(Said, 2019), G. Spivak (Spivak, 1993), G. Bhabha
(Bhabha, 1996)) and feminist literary criticism
(S. de Beauvoir (Beauvoir, 2011), J. Butler (But-
ler, 2006; Butler, 1988), O. Zabuzhko (Zabuzhko,
2005; Zabuzhko, 1996; Zabuzhko, 2022), T. Hun-
dorova (Hundorova, 2022; Hundorova, Matysiak,
2015)). The application of these methodologies
allows us to consider translation not as a second-
ary act of representation, but as a process of inter-
secting identities, in which a female translator
becomes the creator of a new cultural space, where
the Ukrainian experience of loneliness and resis-
tance sounds universal, but does not lose its local
sensitivity.

Review of Recent Studies and Publications.
An analysis of recent studies and publications
shows an increase in scientific interest in feminist
and postcolonial models of interpretation of artistic
texts, particularly in the field of poetic translation.
Key approaches to the study of female authorship,
colonial narratives, and the transnational circula-
tion of Ukrainian literature are outlined in the works
of O. Pavlenko (Pavlenko, 2023), A. Averbuch
(Averbuch, 2023), D. Pidburtna (Pidburtna, 2024),
S. Demchuk (Demchuk, 2024), and M. Vardanian
(Vardanian, 2023)). Their scientific contributions
create an analytical basis for a feminist and postco-
lonial reading of N. Bilotserkivets’ poetry through
the prism of English translation, allowing us to



AKTyasbHI TUTaHHS iHO3eMHOi ¢inosnorii, Bum. 23, 2025

trace how translation decisions influence the rep-
resentation of female subjectivity, symbolic struc-
tures, and life experience in borderline sociocul-
tural conditions.

Presentation of the main research material.
The Ukrainian diaspora of the 20th century formed
a complex, polyphonic cultural system that com-
bined features of nostalgia, resistance, and creative
adaptation to a foreign linguistic environment. Its
literary space, which emerged in North America,
Western Europe, Australia, and Latin America,
became not only a repository of national memory,
but also a center of intellectual experimentation
that often preceded processes in mainland Ukraine.
In this context, translation took a leading role as
an instrument of cultural legitimization, self-repre-
sentation, and dialogue with other literatures.

Myroslava Stefaniuk work as a translator was
shaped precisely within this diasporic cultural
paradigm. Her translations of Ukrainian poetry, in
particular the works of Natalka Bilotserkivets, Lina
Kostenko, and Maria Shun, are a real manifesta-
tion of the intellectual line that sought to inscribe
the Ukrainian poetic tradition into Western human-
istic discourse without losing its national identity.
For her, translation is not only an artistic gesture,
but also an act of self-identification, a way to pre-
serve linguistic and cultural integrity in an envi-
ronment where the Ukrainian language often found
itself marginalized.

Like many translators in the Ukrainian dias-
pora, M. Stefaniuk belongs to a generation shaped
by experiences of exile, travel, and separation from
their homeland, but at the same time by a deep
sense of belonging to it through language. This
experience shapes her approach to translation:
she does not simply convey meaning, but strives
to create a space for cultural resonance in which
English-speaking readers can experience not only
the meaning, but also the emotional and mental
rhythm of the Ukrainian text.

Diaspora literature of the second half of the 20th
century — from the New York group (B. Boichuk,
E. Andievska, V. Kolomiyets) to translation initia-
tives in Canada and the US, developed as a paral-
lel modernity of Ukrainian culture. Its participants
used European and American modernist models,
while trying to overcome the trauma of losing their
territorial identity. In this environment, translation
served as a sign of cultural continuity, a bridge
between the “Ukrainian word” and the “world
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audience.” Myroslava Stefaniuk, acting in this tra-
dition, became an important link between Ukrai-
nian poetic intonation and the English-speaking
reader.

Her translation style is distinguished by its cau-
tion regarding the original image and its desire to
preserve the musicality of the poetic line. Unlike
translators who tend to adapt the text to the expec-
tations of Western readers, M. Stefaniuk chooses
a strategy of “preserving the foreign,” a kind of eth-
ical position that brings her closer to Lawrence
Venuti’s concept of foreignization (the alienation
of translation). This strategy is important for post-
colonial translation, as it does not seek to dissolve
Ukrainian poetry into the general cultural flow, but
rather to affirm its distinctiveness and bring it to
a level of coexistence with Western poetic models.

In the diaspora context, the translator appears
not only as a linguistic mediator, but also as
a subject of women’s writing, operating within
the confines of double marginality: as a woman
and as a representative of colonial culture. Her
translations become a space where two dimen-
sions intersect: national and gender, each of which
needs a voice. In this sense, M. Stefaniuk’s work
is not only a philological but also a political act:
she represents the Ukrainian female experience in
the global cultural field, making it visible and legit-
imate.

Her contribution to the promotion of con-
temporary Ukrainian poetry abroad lies not only
in the publication of translations, but also in
the formation of a translation community that
sought to create a new canon of Ukrainian liter-
ature in the English-speaking world. In this pro-
cess, the translator acts as a “cultural ambassador,”
opening up Ukrainian literature as a space of intel-
lectual depth and female sensuality.

Thus, Myroslava Stefaniuk embodies the type
of translator who operates simultaneously in
several dimensions: national, cultural, femi-
nist, and postcolonial. Her translations are proof
that diaspora culture is not peripheral, but rather
a dynamic center for the creation of a new Ukrai-
nian cultural narrative, where translation becomes
a form of memory, self-awareness, and spiritual
autonomy.

It is important to take a closer look at the author
of the original poem, Natalka Bilotserkivets,
whose work undoubtedly occupies a unique place
in Ukrainian poetry of the second half of the 20th
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century. She belongs to a generation that entered
literature in the 1970s and 1980s and was shaped
by “quiet resistance” in the cultural, ethical, and lin-
guistic spheres. The poet, who did not belong to
the official Soviet canon, created her own poetic
world — intimate, intellectual, feminine, and reflec-
tive, which contrasted with the rhetoric of heroic
and collectivist writing.

Her poem “One Hundred Years of Youth” is
a text that immediately attracts attention with its
multi-contextual allusiveness. First of all, it is
the title of the poem, which undoubtedly refers
to Gabriel Garcia Marquez’s novel of the same
name, acting as an intertextual key: loneliness here
appears not as a private emotion, but as a univer-
sal category of human existence, simultaneously
denoting both historical and gender trauma.

In the context of Ukrainian poetry of the late
20th century, this text stands out for its extraordi-
nary density of language. N. Bilotserkivets, in fact,
unfolds here her signature poetic method of com-
bining a refined intellectual structure with emo-
tional restraint, creating an effect of “silent pain.”
Her lyrics are not a confession, but rather a philo-
sophical reflection on the experience of loss, rup-
ture, and alienation, in which female subjectivity is
formed not through expression, but through pause,
intonation, and subtext.

The theme of loneliness in N. Bilotserkivets
is multifaceted: it is the loneliness of a woman
in a world where her voice is often marginalized,
the loneliness of a person in a post-totalitarian
society that has lost its ethical bearings, and, ulti-
mately, the loneliness of a culture that has survived
the colonial experience. These layers of meaning
make the text particularly attractive for feminist
and postcolonial readings.

From a feminist perspective, the poetry dem-
onstrates the type of speech that Héléne Cixous
defined as écriture féminine (Cixous, 17) —the writ-
ing of the body that opposes the logic of patriar-
chal rationalism. In the poetry of Bilotserkivets,
the body is not openly proclaimed, but it is pres-
ent as an internal rhythm, as the emotional pulsa-
tion of the word. The female experience here is not
reduced to the private sphere; it appears as a met-
aphor for a cultural state in which loneliness is
a form of dignity, self-preservation, and detached
thinking.

N. Bilotserkivets’ poetics are distinguished by
their laconicism, almost “aphonia” — the absence
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of excess. This economy of words is not a defi-
ciency, but a strategy. It creates space for the reader,
a space of silence in which silence acquires seman-
tic weight. That is why a translator working with
her text must be extremely attentive to nuances: not
only at the lexical level, but also to what remains
unsaid.

From a postcolonial perspective, the poem
“A Hundred Years of Youth” can be interpreted
as a metaphor for the -cultural isolationism
of the Ukrainian experience. Loneliness here
takes on the characteristics of historical destiny,
the “loneliness of a nation” that has existed for
centuries on the margins of foreign imperial dis-
courses. N. Bilotserkivets does not proclaim politi-
cal protest, but her language is a quiet gesture
of resistance. She restores to herself and her hero-
ines the right to silence, to private space that is not
subject to ideological control.

Thus, the poem “A Hundred Years of Youth”
is a text in which two axes of interpretation meet:
feminist, which reveals the female voice and bodily
sensitivity as a form of self-knowledge, and post-
colonial, which reads the experience of historical
loneliness as a metaphor for the existential state
of Ukrainian culture.

It is at this intersection that Myroslava Stefa-
niuk finds her translational impulse. For her, this
text becomes not only an artistic object, but also
a cultural challenge: how to convey in the lan-
guage of another civilization not only the rhythm
and image, but also the silence that is the essence
of the Ukrainian experience? How to maintain
a delicate balance between the intimate and the uni-
versal?

These questions become the key to understand-
ing her translation strategy, which can be seen
as a continuation of the dialogue between two
women — a poet and a translator — who, while liv-
ing in different spaces, create a common cultural
voice.

Feminist criticism of translation in the second
half of the 20th century outlined a new paradigm
in which translation ceases to be a secondary act
and acquires the status of a dialogue between two
female voices: the author and the translator. Theo-
rists of this movement, notably Louise von Flotow
and Sherry Simon, emphasized that a female trans-
lator always works not only with the text, but also
with its “silences,” with those areas where female
experience is silenced or reduced. In this approach,
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translation becomes an act of solidarity, an inter-
pretation that does not destroy the original but con-
tinues its resonance in another cultural field.

M. Stefaniuk’s translation of Natalka Bilot-
serkivets’ poem “A Hundred Years of Youth” is
a vivid example of just such a feminist dialogue.
At the heart of her translation there is the deci-
sion to preserve the intonational restraint and lyri-
cal dignity of the original. She does not attempt
to “explain” female loneliness to Western read-
ers, nor does she develop it into psychological
or emotional excess. On the contrary, the transla-
tion is built on the tension between the expressed
and the unexpressed, which is entirely consistent
with Bilotserkivets’ poetic gesture.

Taking into account other M. Stefaniuk’s poetic
translations, which can be found mostly in diaspora
editions, there is a clear tendency to preserve syn-
tactic simplicity, short sentences, and the absence
of excessive epithets. This choice can be inter-
preted as an attempt to preserve women'’s language
in its “softness”, not as a weakness, but as an ethical
form of expression. This correlates with the ideas
of Elaine Showalter, who described women’s poet-
ics as a “language of subtext,” a language that
resists the direct articulation of power.

In M. Stefaniuk’s translation, the work with
the tempo of speech is particularly noticeable: she
slows down the rhythm, stretches out the pauses,
and often uses linear breaks to recreate the inter-
nal breath of the text. The English version prob-
ably loses some of the euphony of the original,
but retains its tremulous intonation. This strategy
of slowing down translation is typical of femi-
nist translation, which rejects the dominant logic
of fast, expansive expression.

The question of corporeality in translation
deserves special attention. N. Bilotserkivets never
explicitly refers to the body, but it is present in
her poetics as a hidden tension — in the rhythm, in
the metaphor, in the breath of the phrase. Stefaniuk
does not seek to “make the body visible” and does
not replace its symbolic presence with detail. Her
translation choices are restrained but precise. This
tactic coincides with what Judith Butler refers to
as performative restraint (Butler,1988), an ethical
form of representing female experience that pre-
serves the boundary between showing and silence.

A feminist perspective also allows us to see how
Stefaniuk’s translation re-voices the female voice.
She does not subordinate it to the logic of the Eng-
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lish-language poetic canon, where women are often
represented through metaphor or romanticized
longing. Instead, her translation affirms the right to
everyday life, to inner silence, to simple emotion,
without pathos or stylization. In this sense, M. Ste-
faniuk reveals herself not only as a translator, but
as a co-author of a feminist text that unfolds ideas
of female subjectivity beyond geography.

It is also important that M. Stefaniuk does not
resort to Western feminist clichés. Her reading
of N. Bilotserkivets is not a carbon copy of Sim-
one de Beauvoir or Virginia Woolf, but a manifes-
tation of Ukrainian feminine experience, in which
silence, restraint, and lyrical vulnerability have
their own power. Thus, the translation becomes
not a “Western” feminist act, but a Ukrainian form
of female presence transferred into another linguis-
tic reality.

Therefore, in a feminist reading, M. Stefaniuk’s
translation is not just a linguistic work, but a cul-
tural and spiritual gesture. It affirms a woman’s
right to a voice — not loud or demonstrative, but
internally independent, speaking through simplic-
ity, silence, and dignity. It is this intonation that
makes the translation a continuation of N. Bilot-
serkivets’ poetry and, at the same time, a new, dia-
sporic reading of it.

It is worth noting that N. Bilotserkivets’ poetic
text “A Hundred Years of Youth” (Luchuk, Nay-
dan, 2000) belongs to those lyrical works in which
metaphor embodies not only individual experi-
ence but also collective historical memory. Its
imagery combines the intimate and the historical,
the feminine and the national, personal loneliness
and cultural loss. In M. Stefaniuk’s translation,
these meanings are not simply reproduced — they
are reinterpreted in the context of a different lin-
guistic tradition, a different cultural code, a differ-
ent way of remembering.

This paper analyzes the first line of the poem,
the last fragment of which is also the finale
of the original work: “Cto pokiB 1oHOCTI, a gami —
Bce myctens” (Luchuk, Naydan, p. 554), translated
by M. Stefaniuk as “hundred years of youth and all
beyond — a wasteland” (Luchuk, Naydan, p. 555).

The image of the desert has a double meaning:
historical (the destruction of the cultural landscape)
and existential (loneliness and loss of meaning).
The English equivalent in M. Stefaniuk’s transla-
tion, “and all beyond — a wasteland,” retains not
only the lexical but also the intertextual meaning:
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the word “wasteland” refers to European cultural
memory, to T. S. Eliot’s poem The Waste Land,
a symbol of post-civilizational emptiness. Thus,
the translator places the Ukrainian text in a broad
modernist context, but at the same time retains
its intonational simplicity — a laconic ending that
leaves behind silence rather than a rhetorical effect.

The first lines of the poem — “Crto pokiB
FOHOCTI, a jaii — Bce myctenss” — form a paradoxi-
cal construction: youth, associated with the energy
of life, turns out to be isolated, locked in its own
time capsule. The English translation, “A hundred
years of youth, and all beyond — a wasteland,”
reproduces this antinomy through syntactic sym-
metry. The translation decision to use the noun
youth allowed the generalized nature of the origi-
nal to be preserved, although it lacks the ambiguity
of the Ukrainian concept of “youth,” which simul-
taneously alludes to both an era and a generation.
In this way, the translator preserves the universal-
ity of the image: youth becomes a metaphor for
a lost ideal — a theme that is understandable beyond
the boundaries of Ukrainian experience.

The original focuses on physicality, neither
eroticized nor objectified; it functions as a subjec-
tive field where memory and fear are experienced
through skin, touch, heat, and cold.

This is a typical way for N. Bilotserkivets
to articulate female experience: intimacy not as
physical exposure, but as closeness to one’s own
vulnerability — “/lo pyx, naeueil, 0o wkipu, 0o
copouxu, / Iapsuoi 6io cnexku. Jlo cminu, / Xonoo-
Hoi 6i0 cmpaxy i 6i0 moxy” (Luchuk, Naydan,
p. 554). We note that the enumerative emotional
wave is preserved, but the English syntax makes
this list more static. The repetition of “to,” which in
the original simulates the movement of approach,
disappears. This translation technique partially
negates the transmission of the female subject,
which is revealed through tactile progression.

Inpoetry, the symbol of fear represents not weak-
ness, but the primary female experience, closely
connected with space and memory: “Xoznoonoi 6i0
cmpaxy i 6i0 moxy ’ma “Tyou, myou — y Kaminb
iy mox, /'y oumy yeeny, nopsani m’siui.” (Luchuk,
Naydan, p. 554). In fact, this is the fear of a lim-
inal state: the transition from childhood to physi-
cal maturity, from inner space to outer space. From
a feminist perspective, such images signify the for-
mation of female subjectivity through the invisible
but powerful experience of threat and self-defense.
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In translation, we read: “Grown cold from fear
and moss” and “There, over there — into stone
and moss, / Into the timeworn brick, the tattered
balls.” (Luchuk, Naydan, p. 555).

The author of the poem personifies childhood
memories as female trauma in the lines “biowcameo
cobaxu nawoz2o oumuncmea / i niopocmae kpog”,
“V nacionux cobax OumunHcmea HAUL020, WO 6ce
noszyms 3a namu.”’ (Luchuk, Naydan, p. 554).

In light of a feminist reading, the symbol
of the dog is a metaphor for the trauma that accom-
panies a woman from childhood into adulthood.
These are not idyllic memories, but persecution:
childhood in N. Bilotserkivets’ poetry is ambiva-
lent, marked by both warmth and pain. Although
the verb run adequately reproduces movement,
M. Stefaniuk’s translation choice of hounds acti-
vates in the reader the English-language connota-
tion of hunting dogs — aggressive, subordinate to
the male-dominated discourse of power. In a femi-
nist interpretation, this leads to a shift in meaning:
the female experience, which in the original is pri-
vate, physical, and connected with inner memory,
takes on a nuance of external threat in the trans-
lation, acting according to the logic of patriarchal
symbolism of persecution.

The second fragment, “...y naecionux cobax
OUMUHCMBA HAWI020, WO 6ce iuje Nnoe3ymv 3d
nHamu,” contains a technique that is key to Bilot-
serkivets’ poetics: the combination of tender-
ness and pain. The epithet “racionux” removes
the aggressiveness of the image, returning it to
the space of childhood vulnerability, where mem-
ory appears not destructive, but sad and persis-
tent. In the English translation, this part is trans-
lated: “Into the gentle hounds / Of childhood,
that lope behind us always.” (Luchuk, Naydan,
p. 555). The translator again resorts to hounds,
reactivating the hunting semantics. The verb
lope conveys the rhythm of movement, but loses
the original “noesyms” which in the Ukrainian
text creates a sense of heaviness, inescapability,
an almost viscous return of traumatic experi-
ence.

In a feminist reading, this change is significant:
crawl denotes a movement that does not obey ratio-
nality and has no power it is an obsessive memory
that acts against the will, a symbol of female bodily
history that returns even when it is suppressed.
Lope, on the contrary, gives the movement grace
and purpose, thereby reducing the tone of anxious
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infantile vulnerability that the lyrical subject car-
ries within herself.

From an intercultural perspective, we see
a challenge typical of feminist translation: the Eng-
lish language, with its historically rich patriarchal
imagery of animality (especially with regard to
hounds), pushes us toward an interpretation in
which the female experience is “persecuted” or
“hunted.” In contrast, the Ukrainian text offers
a different vector — memory as a gentle burden, as
the internal, bodily history of a woman who returns
not by force, but through emotional ambiguity
and vulnerability.

Attention is now turned to another image
of interest — the nightingale, which the author
of the poem metaphorizes with nails. This is one
of the most powerful images in N. Bilotserkivets’
poetry. It contains the female experience of pain
and rupture: nightingales (a traditional symbol
of song, beauty, and voice) are killed in the chest.
Bushes in N. Bilotserkivets’ poetry often have fem-
inine connotations, so the metaphor becomes read-
able as an image of the violent piercing of female
space. A comparative analysis of the original
and the translationis undertaken: M. Stefaniuk:
“Tym conos’i, nenaue ysawku, 6oumi /'Y epyou
ooysimarouux xkywie” (Luchuk, Naydan, p. 554)
and “Here nightingales, like spikes, are driven /
Into hearts of flowering shrubs.” (Luchuk, Nay-
dan, p. 555).

This paper offers acomment on some of the trans-
lation decisions made by translator Myrosia Ste-
faniuk. The semantic narrowing of the original
image — from breasts to hearts — significantly
changes the feminist reading of the original work. In
Ukrainian, breasts are a clearly physical, gendered
image that carries connotations of motherhood,
female physicality, vulnerability, and intimacy.
Hearts, on the other hand, universalize the meta-
phor and distance it from the female body. As
a result, the translation “softens” the bodily-trau-
matic dimension, reducing the emphasis on female
physicality as a site of violent intervention.

The translator uses the same translation
solution — a semantic narrowing of the origi-
nal image — when rendering the Ukrainian word
“ooysimaroyux”’, which means not simply “bloom-
ing,” but those that are finishing blooming, in
which the process is almost complete but still
ongoing. This is an extremely subtle moment
of female temporality and a moment of transi-
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tion, change, and fragility. In translation, flowering
shrubs denote the general state of flowering with-
out emphasizing its finality. In a feminist interpre-
tation, this loss is important: the original gradation
of the cyclical nature of female nature becomes
more generalized, less specific. In the translation,
we also observe an emotional intensification due to
the passive construction are driven.

The study found that Myroslava Stefaniuk
translation of N. Bilotserkivets’ poem “A Hundred
Years of Youth” is a multi-layered phenomenon
in which feminist, postcolonial, cultural-diaspora,
and poetological dimensions intersect. The analy-
sis showed that M. Stefaniuk not only reproduces
the original text, but also enters into a creative
dialogue with it, taking on the role of a cultural
mediator who transfers Ukrainian female subjec-
tivity into the global space of English-language
literature.

A feminist reading of the translation allowed
us to trace how the translator preserves the intona-
tional restraint, physical presence, and emotional
conciseness of Bilotserkivets’ writing, the traits
that shape her unique female poetic voice. Myrosia
Stefaniuk translation decisions are consistent with
the fundamentals of feminist translation criticism
(L. von Flotow, S. Simon), according to which
a female translator does not hide her own position,
but at the same time respects the author’s intona-
tion, working with “zones of silence” and subtext.
In this context, M. Stefaniuk’s translation func-
tions as an act of solidarity — a gesture of support
for the female experience, which is often marginal-
ized in traditional literary canons.

The postcolonial approach has revealed that
translation becomes a means of overcoming colo-
nial linguistic pressure and a way of representing
Ukrainian cultural distinctiveness. M. Stefaniuk’s
orientation towards the strategy of foreignization,
which emphasizes the otherness of the Ukrainian
text, reflects the desire not to smooth out cultural
differences, but on the contrary, to preserve the lin-
guistic and aesthetic autonomy of the original. In
this way, the translator joins broader discussions
about the decolonization of Ukrainian humani-
ties and the establishment of her own narrative in
the global literary field.

Of particular importance is the diasporic con-
text within which M. Stefaniuk’s translation prac-
tice is formed. As a representative of a generation
that combined the experience of losing territorial
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belonging with a deep sense of cultural responsi-
bility, she creates translations that become a space
for memory, self-awareness, and the preserva-
tion of Ukrainian identity. Her work demonstrates
that diasporic translation is not a periphery, but
an active center for the generation of new forms
of cultural communication.

Thus, the translation of the poem “A Hundred
Years of Youth” is more than just a linguistic repro-

two cultural experiences, two models of loneliness
and resistance interact. It represents a synthesis
of N. Bilotserkivets’ intimate lyrics, M. Stefaniuk’s
diasporic sensibility, a feminist reading of female
subjectivity, and postcolonial work with Ukrainian
cultural memory. That is why this translation should
be seen as a significant contribution to the develop-
ment of Ukrainian-English poetic dialogue, as well
as to the broader process of establishing the voice

duction. It is a text in which two female voices, of Ukrainian women in global literary cartography.
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