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The article offers a theoretical examination of the poetics of the fantasy genre within the framework of
contemporary philological scholarship. The relevance of the study is determined by the absence of a unified
conceptual model capable of integrating the archaic mythological foundations of fantasy with modern
narrative practices, as well as by the persistent terminological ambiguity surrounding the boundaries between
fantasy and related forms of speculative fiction. The aim of the article is to conceptualize the poetics of fantasy
by identifying its mythological sources and systematizing key structural dominants, including the magical
code, initial potential, and typological models.

The research employs a set of complementary methods: the comparative method is used to differentiate
fantasy from science fiction; mythological and archetypal analysis is applied to examine the structure
of the monomyth and the initial potential of fantasy texts, and the structural-semantic method serves to
explicate the components of the magical code at various textual levels. The methodology is grounded in a
systematic approach that combines theoretical analysis with practical tools for the examination of genre
formulas.

The study demonstrates that the initial potential of fantasy is realized through the myth of initiation, which
functions as a primary plot-forming mechanism. It is argued that magic within fantasy discourse operates not
as a technical narrative device, but as a specific mode of rationality and an immanent characteristic of being,
a feature that endows the genre with a pronounced anti-totalitarian potential. The sacralized attitude toward
the category of the Name is identified as a key differential characteristic that distinguishes fantasy from
science fiction. The classificatory approaches proposed by O. Afanasieva and V. Kyzylova are systematized,
providing the basis for the formulation of a universal analytical algorithm for the interpretation of fantasy
texts, developed in accordance with the methodological principles articulated by O. Filonenko.

The research confirms that fantasy constitutes a holistic worldview system grounded in the archetypal
opposition of Good and Evil and oriented toward the initiatory formation of the personality. The integration
of genre formulas and the magical code enables a transition from a descriptive to a systematic analysis of
fantasy poetics. Prospects for further research are associated with a focused investigation of the fantasy
chronotope as a fundamental structure for modeling secondary worlds.

Key words: fantasy literature, fantasy poetics, myth of initiation, monomyth, magical code, secondary
world, genre typology, archetype, anti-totalitarian potential, category of the Name.

Mee’amko Hamania. Iloemuxa ma munonocia canpy genmesi: mighonoziuni odxcepena
i cmpyKkmypui 0ominanmu

Cmammio npucesuenHo meopemudHoOMy OCMUCLEHHIO NOCMUKU HCAHPY (eHme3i ¢ KOHMEeKCmi cyuacHoi
Ginonoziunoi Hayxu. Akmyanvuicms 00CHIONCEHHS 3YMOBLEHA 8I0CYMHICMI0 €OUHOI KOHYEnmyanbHoi Mooel,
saKa 6 inmeepyeana apxaiyne KOPIHHA JHCAHPY 3 HOGIMHIMU HAPAMUSHUMY NPAKIMUKAMUY, A MAKONHC MEPMiHO-
JIOTUHOIO POIMUMICINI0 MedC Midic (heHmesi ma cymischumu uoamu panmacmuru. Mema pobomu nonsieae
V KOHyenmyanizayii noemuxu enmesi uepes GUAGIEHHA U020 MIQONIOSTUHUX OdHcepel Ma CUCTNeMAMU3AYII0
KAIOYOBUX CIMPYKMYPHUX OOMIHANM, MAKUX K MALTUHUL KOO, THIYIATbHUL NOMEHYIAN Ma MUnoio2iuti MoOeii.

Y 0ocrioscenni suxopucmano KOMNIEKC HAYKOBUX MemOodi6. KOMNAPAMUGHUL — OJisl POIMEdHCYB8ANHS (heH-
me3i ma HayKogoi ganmacmuxu, mighono2iunutl ma apxemunuuti ananiz — 0isk GUEUEHHS CIMPYKIMYPU «MOHO-
Mighy» ma HiYianbHO20 NOMEHYIATY MBOPI8;, CIMPYKMYPHO-CEMAHMUYHUL Memo0 — OISl eKCHIKayii cKaao-
HUKI6 «MA2IYHO20 KOOY» HA PI3HUX pieHAX meKkcmy. Memodonozis 6a3yemobcsi Ha CUCEMHOMY Ni0X00i, U0
NOEOHY€E MeopemuyHi po36ioKU 3 NPAKMUYHUM IHCIMPYMEHMAPIEM AHANI3Y HCAHPOBUX OPMYIL.
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Jlosederno, wo iniyianeHull nomenyian genmesi peanizyemvcs uepes Migh iHiyiayii, skuil gucmynae 2ono-
6HUM crodicemoghopmysanvium yunHuxom. OOIpyHmosano, wjo mazia y genmesitinomy OUcKypci nocmac me
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Cucmemamuszosano xkracugixayitmi nioxoou O. Agpanacvesoi ma B. Kusunoeoi, na ocnosi 4020 3anponoHo-
BAHO YHIGEPCANbHULL AN2OPUMM aHANIZY (henmesitinoco mexcmy (3a memoouxoio O. Dinonenko).

Ilpogedene docniodcenHs niomeepoxicye, wo penmesi € YiliCHOWw CEIMOSIAOHOK CUCMEMOI0, KA 0a3y-
emvesa na apxemuniv onosuyii [lobpa i 31a ma opienmosana Ha iHiYianbHULL PO3GUMOK OCOOUCMOCHII.
3anpononosana inmezpayis sHcanposux opmyn ma MaciuHux xo0ig dae 3mMo2cy nepeumu 6i0 0nUco8020 00
cuUCmeMHo20 GuguenHs noemuxu genmesi. Ilepcnexmusa nooanbuiux po3gioox yoauaemuvcs y 0emanrbHOMy
ananizi penmesitino2o XpoHomony K 6A3060i CMPYKMYpU MOOETO8ANHS GMOPUHHUX CEIMIS.
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Introduction. In contemporary humanitarian
discourse, an intensive reactivation of mytholog-
ical thinking can be observed, within which the
fantasy genre emerges not merely as a product of
mass culture, but as a complex anthropological
instrument. In the context of global socio-polit-
ical transformations and contemporary ethical
challenges, the study of the internal structures
of fantasy prose—which offer models for over-
coming value-based chaos through archetypes
of initiation and moral choice—acquires particu-
lar significance. The need to systematize poetic
dominants and magical codes is determined by
the necessity of developing a holistic method-
ology for the analysis of modern literature, one
that would enable a deeper understanding of the
mechanisms through which fantastic narratives
influence the formation of ideological resilience
in the contemporary individual.

Issues related to the poetics and typology of
fantasy have been the focus of numerous con-
temporary scholars. The theoretical foundations
for the study of genre transformations and the
meta-genre nature of the fantastic are articulated
in the works of O. Bondareva, N. Kopystyanska,
O. Romanenko, and O. Stuzhuk.

A distinct body of research addresses the
mythological roots and archetypal structure of
the genre, as reflected in the studies of N. Sytnyk
and O. Tykhomyrova, as well as in the works of
I. Pomazan, who emphasizes the harmonious
interaction between the hero and nature as a source
of inner strength. Issues concerning the formation
of artistic reality and the specificity of the magi-
cal code are examined in the research of O. Boiko,
O. Filonenko, and O. Shaposhnyk. Their findings
on High Magic and the primacy of individual
choice are particularly significant for understand-
ing the axiological dimension of the genre.

Significant contributions to the development
of genre classifications and typological models
have been made by O. Afanasieva, V. Kyzylova,
and Yu. Zhuk. The genesis of Ukrainian fan-
tasy and its connection with chimerical prose
are examined in the works of T. Hrebeniuk,
S. Khorob, O. Leonenko and O. Zhuravska,.
This diversity of scholarly approaches testifies
to the multifaceted nature of fantasy as a genre;
however, it also highlights the need for further
synthesis aimed at identifying its universal struc-
tural dominants.

At the same time, despite the substantial
body of literary scholarship devoted to fantasy,
a unified conceptual model that would inte-
grate the genre’s archaic mythological roots
with contemporary narrative practices remains
absent in domestic philological research. The
inconsistency of existing classifications and
the blurred boundaries between fantasy and
related genres generate terminological ambi-
guity, which hinders a comprehensive analysis
of the internal logic of magical worlds. Conse-
quently, there emerges a need for a clear defini-
tion of structural dominants and magical codes
that would enable a transition from a predomi-
nantly descriptive approach to a systematic
study of fantasy poetics as a holistic worldview
system.

Research objectives. The objective of the
article is to conceptualize the poetics of the
fantasy genre through the identification of its
mythological sources and the systematization of
key structural dominants, including the magical
code, initial potential, and typological models.

To achieve this objective, the following tasks
are set:

— to explicate the content of the myth of ini-
tiation as a plot-forming factor in fantasy prose;



— to determine the functional role of magic
and the figure of the mage within the ideological
and thematic framework of fantasy works;

— to delineate the distinctive features of fan-
tasy in comparison with science fiction, particu-
larly through the category of the Name;

— to systematize existing classificatory
approaches and to propose a universal analytical
algorithm (a “formula”) for the interpretation of
a fantasy text.

The study employs a set of complementary
methods that enable the examination of fantasy
as a holistic system. The comparative method is
used to differentiate the genre-specific features
of fantasy and science fiction. Mythological and
archetypal analysis is applied to examine the
initial potential of fantasy works and the struc-
ture of the monomyth. The structural-semantic
method makes it possible to identify the com-
ponents of the magical code at various textual
levels. Overall, the research methodology is
grounded in a systematic approach that inte-
grates theoretical inquiry with practical analyti-
cal tools for the study of genre formulas.

Results. The application of a systematic
approach to the study of fantasy poetics neces-
sitates an initial focus on the genre’s genetic ori-
gins, which are rooted in mythological tradition.
In particular, the initial potential of fantasy can
be explained by the fact that this genre, much
like the folktale, actively draws upon the myth
of initiation, or the monomyth (as defined by
J. Campbell [9]). This narrative structure typi-
cally determines the plot of the hero’s transi-
tion from one existential space to another. Even
in cases where a work depicts a single fantasy
world and no explicit plot-driven transition
occurs, the function of a symbolic threshold is
fulfilled by an event that divides the character’s
life into “before” and “after”, thereby initiating
psychological transformation in the form of an
initiatory experience.

Among the thematic constants of fantasy—
often simple in form yet profound in content—
are ideas that retain their relevance across
historical periods, including the formation of
personality, the search for selfhood, and loyalty
to love and friendship as supreme values. Cen-
tral to the genre is also the struggle against Evil,
which may assume diverse forms but most fre-
quently manifests itself in the figures of tyrants,
rulers, and conquerors striving for absolute
personal power. As a result, a pronounced anti-
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totalitarian potential is inherent in fantasy as a
genre.

Alongside the individual’s pursuit of life-
affirming fulfillment and personal development
grounded in democratic values, nature func-
tions as a second powerful source of energy in
fantasy. I. Pomazan observes that nature in fan-
tasy works “emerges as the cradle of humanity
and the repository of its strength, knowledge,
and magical energy employed by the heroes of
these works” [5, p. 13]. Accordingly, fantasy
protagonists establish a harmonious relationship
with nature, a connection that is reflected even at
the figurative level and represents an experience
of fundamental significance for humanity.

In most fantasy works, magic is a constitu-
tive element that may be either mythologically
grounded or ludic in nature (as a postmodern
variation). The presence of magic is identified
in the Longman Dictionary of English Language
and Culture (2005) as a defining feature of fan-
tasy [11, p. 516]. Equally fundamental to the
genre is the archetypal opposition between Good
and Evil, with a substantial portion of the protag-
onist’s quest devoted to discovering the means
by which Evil may be overcome [11, p. 492].

Fantasy studies often encounter the view that
a certain discrepancy exists between the fictional
world and empirical reality, a discrepancy that
may create communicative obstacles or shape
the specific mode of the reader’s engagement
with the text. Such a perception may have char-
acterized the early stages of the genre’s forma-
tion; however, over time the audience developed
a stable system for interpreting the fantastic nar-
rative, thereby neutralizing potential conflicts of
perception. T. Hrebeniuk addresses this issue,
noting that the fantasy world “is presented as
fundamentally different from the real one, the
driving force of which is the laws of magic and
sorcery. No hesitation regarding the unusual
arises in the reader; instead, the text is perceived
as a fairy tale—with an inclination toward fiction
and an expectation of the new and the unex-
pected already embedded within this frame-
work™ [1, p. 47]. This position is further clarified
by O. Filonenko, who argues that in fantasy
works “magic functions as a specific form of
rationality” [6, p. 43].

It is often assumed that magic functions as the
primary driving force of the plot in fantasy; how-
ever, this assumption proves insufficient when
magic is interpreted merely as a technical nar-



rative device. The presence of magic—whether
as a natural force, an elemental principle, or
a source of abilities possessed by exceptional
individuals—represents the most elementary
form of fantastic assumption actively employed
in fantasy. A comparable phenomenon can be
observed in science fiction, where extraordinary
abilities of humans or other beings are explained
through ostensibly scientific frameworks and are
thus presented as special capacities rather than
as magic in the strict sense. Although the term
magic and its derivatives are not used in science
fiction, they frequently designate a comparable
type of exceptional gift.

Within the axiological system of the fantasy
world, magic does not function as a rationaliza-
tion of the incomprehensible; instead, it emerges
as an immanent characteristic of being. It con-
stitutes an organic component of the universe’s
space—time structure—a fundamental given that
is not subject to doubt. By performing the role
of a universal mechanism of influence, magic
enables characters to transform the surrounding
reality and actively shape the course of events.

With regard to the internal differentiation of
magic, it is important to emphasize that magic
itself is not inherently “good” or “evil”. Even the
distinction between “white” and “black™ magic
often remains largely conventional, a feature that
fundamentally distinguishes fantasy from Chris-
tianity and, in some contexts, gives rise to social
tensions. Nevertheless, magical activity is sub-
ject to certain boundaries that must not be trans-
gressed, as their violation leads to criminality
and to harm inflicted upon the world and living
beings. This limitation clearly correlates with
the mythological motif of taboo. Ultimately, it is
the intention and identity of the spellcaster that
determine the ethical orientation of magic, since
it is through the character’s actions that magic
acquires either a beneficial, life-creating, or a
destructive force.

O. Filonenko, in her detailed study of the
magical code in British literature across various
historical periods, demonstrates that “Black and
White Magic are simultaneously antagonistic
practices and varieties of the same High Magic,
and only the free and conscious choice of the
practitioner renders it an instrument of good or
evil” [6, p. 56]. Consequently, the individualys
conscious choice and personal responsibility
for their actions—or, conversely, the deliberate
transgression of established limits and the
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attempt to violate the laws of nature and the
morality of a life-affirming worldview ultimately
shaped through initiation—acquire paramount
significance.

As magic frequently functions as a plot-form-
ing element in fantasy, this role is also mani-
fested at the linguistic level, either through the
creation of neologisms or through the use of
established lexical and stylistic formulas tradi-
tionally associated with sorcery.

Alongside the linguistic dimension, most fan-
tasy works feature magical creatures or beings
that do not exist in empirical reality and are
characterized by an alternative biology or ontol-
ogy. However, this feature cannot be regarded as
exclusive to fantasy, since such beings may also
appear in works belonging to the broader fantas-
tic paradigm.

Fantasy texts likewise frequently include
objects endowed with magical power, as well as
highly valued ancient or sacral artefacts. Never-
theless, science fiction also employs the motif
of “ancient” or “other” technologies and inven-
tions which, in terms of their narrative function,
often closely correspond to magical objects. The
principal distinction lies in quantitative and axi-
ological emphasis: in fantasy, sacralized and
magically marked items are typically far more
numerous and play a more structurally central
role than their technological counterparts in sci-
ence fiction.

What fundamentally distinguishes fan-
tasy from science fiction is its reverent attitude
toward the Name as the essence of the human
being—an attitude rooted in ancient mythologi-
cal tradition. Encountering this motif at either
the philosophical or the narrative level in sci-
ence fiction is relatively rare. Even when anal-
ogous elements appear in science fiction texts,
they are typically associated with the depiction
of non-human or extraterrestrial civilizations
rather than with humanity itself. The perception
of the Name (or the True Name, concealed from
outsiders) as a bearer of essential identity consti-
tutes a primordial mythological concept shared
by diverse cultures.

Interpretations of character nature in fan-
tasy are likewise marked by a certain degree of
inconsistency. On the one hand, one frequently
encounters the view that the hero is “ordinary”
or “average”, implying that virtually anyone
may become the protagonist of a fantasy narra-
tive. On the other hand, an equally widespread



perspective characterizes the fantasy hero as a
purposeful and courageous figure endowed with
a strong will; if these qualities are absent at the
outset, they are acquired through the quest by
overcoming trials. Truly mediocre characters,
however, are more characteristic of postmodern
and comic fantasy, where their internal “gray-
ness” is constructed within a coordinate system
that diminishes other characters and often serves
as a central mechanism of the plot.

The figure of the “ordinary” schoolchild,
urban resident, or seemingly average individual
may be interpreted as a reflection of the idea that
virtually anyone is capable of entering the initial
space of the narrative. Whether such a charac-
ter ultimately undergoes initiation and becomes
a true hero, worthy of the trials and adventures
encountered along the way, remains an open
question. It is precisely along this path-often
within a relatively limited temporal framework-
that the formation and development of person-
ality take place, corresponding to the goal of
mythological initiation, which in contemporary
culture is most frequently realized through art
and, in particular, through literary fiction.

The figure of the mage, who is almost invari-
ably present in fantasy narratives, requires sepa-
rate consideration. This character-most often
human, though in some cases belonging to a fun-
damentally non-human race-tends to differ from
others not only in terms of magical ability but
also in worldview. Since the mage’s capacity to
influence the world and the living beings within
it exceeds that of other characters, the aware-
ness of the consequences of one’s actions and
the degree of responsibility for magical activity
increase proportionally. In a metaphorical sense,
one must “grow into” the mage’s worldview in
order to comprehend the complexity of their
emotional and intellectual experience.

If a mage is not portrayed as an impersonal
force that performs good or evil merely as a pre-
determined and unchanging function, then they
are invariably represented as a personality. Oth-
erwise, the dimension of personal choice—crucial
to fantasy narratives—would be absent. This is
why, as O. Filonenko observes, “even in the most
positive images” one encounters ‘“ambivalent
characteristics as potentials for both good and
evil” [6, p. 54]. In some cases, this ambivalence
attains such a pronounced archetypal realization
that the figures of the Wise Old Man and the
Trickster, understood as manifestations of the
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collective Shadow, may coexist within a single
character.

Particularly noteworthy is the researcher’s
observation that, owing to their otherness, the
mage often occupies a marginal position not
only in relation to ordinary people, but even
within their own kind. As O. Filonenko notes,
“this tendency also extends to fantasy second-
ary worlds, where magic is a normal component
of the world structure-here we observe a ten-
dency toward the maximum defamiliarization
and marginalization of the most powerful magi-
cal characters (who are most often either pro-
tagonists or key figures in the narrative), even
against the background of an already strange
magical environment” [6, p. 164]. Developing
this idea further, one may conclude that the
greater the mage»>s power, the lower their degree
of social integration and the more limited
their communication with others, although the
communityys attitude toward such figures may
vary considerably, ranging from fear to profound
reverence.

In general, each researcher contributes a dis-
tinct emphasis to the interpretation of the key
elements and characteristics of fantasy. Thus,
Yu. Zhuk highlights the importance and speci-
ficity of the reality of the fantasy world, which
is realized “not through its resemblance to
empirical reality, but through the fact that it is so
internally consistent that it is capable of devel-
oping according to its own laws” [2, p. 91].
N. Chetova, in turn, observes that fantasy works
often resemble historical-adventure novels [8];
as a result, the adventure component becomes
primary, determining the dynamic development
of the plot. Other scholars emphasize the syn-
thetic nature of fantasy, which integrates fun-
damental archetypal ideas of humanity—such
as utopia, magic, brotherhood, and play—into a
coherent narrative system.

In many fantasy works, a special role is
assigned to the formation of a community that
gradually evolves into a cohesive group or even
a brotherhood of like-minded individuals united
by shared values and mutual support. The path
toward such unity is not always free of psycho-
logical tension, yet it is precisely this process
that proves essential for the development of
interpersonal communication and the social for-
mation of the individual. Through identification
with the characters, the recipient symbolically
participates in the creation of this “brotherhood”,
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acquiring models of cooperation, solidarity, and
ethical interaction.

It should also be noted that mythological
archetypes may be reinterpreted through both the
fairy tale and the chivalric romance, a process
that affects certain semantic aspects of fantasy
as well as its structural organization. The con-
figuration of the fictional world is shaped by the
boundaries imposed by the source genres from
which it derives. At the same time, an increas-
ingly direct connection between modern fantasy
and the worldview myth can be observed, which
accounts for the genre’s heightened structural
complexity and multidimensionality.

Fantasy also demonstrates a clear tendency
toward large-scale artistic forms. As a result, tril-
ogies, tetralogies, and extended cycles of novels
or novellas are especially common within the
genre. This tendency is determined by the need
for an expansive textual space in which both the
characters’ personalities and the fictional world
itself—with its laws, history, traditions, and inter-
nal logic—can be fully developed and articulated.

However, even within the framework of such
conceptual approaches, the dynamic and con-
tinually evolving nature of fantasy necessitates
further clarification. This is especially evident in
attempts at genre and typological classification,
since each variety of fantasy is characterized by
its own specific invariant. While remaining con-
nected to the base genre, these invariants are
shaped by national tradition, historical period,
and external cultural influences. As a result,
existing classifications of fantasy often prove
either insufficiently comprehensive or, con-
versely, excessively detailed.

Within domestic literary studies, two funda-
mentally different approaches to the classification
of the fantasy genre merit particular attention.

One representative example is the classifi-
cation based on essential and thematic features
proposed by O. Afanasieva, within which sev-
eral principles of differentiation are identified:

a) the plot-thematic principle, encompass-
ing mythological, epic, “dark”, heroic, mystical,
romantic fantasy, and related subtypes;

b) the principle of national specificity, which
takes into account the author’s engagement
with national foundations and cultural traditions
(Ukrainian, Slavic, Scandinavian, Celtic, etc.);

¢) the temporal principle, determined by the
time of action (the past, the present, the future,
or affiliation with a specific historical period);
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d) the axiological principle, involving a divi-
sion into heroic and humorous fantasy;

e) the worldview principle, or the degree
of syncretism, manifested in such forms as
Christian fantasy, technomagic, “philosophical
action”, and others;

f) the addressee-oriented principle, which
differentiates fantasy texts according to their
intended audience (children’s, young adult, adult
literature) [cited in 4, p. 9-10].

A fundamentally different approach is rep-
resented by the classification proposed by
V. Kyzylova, in which primary attention is paid
to the place and type of the hero within the fan-
tasy narrative. According to this model, the fol-
lowing varieties are distinguished:

1. Epic fantasy, which depicts an epic con-
frontation between embodied Good and Ewvil.
Authors construct a vivid fictional world that
differs markedly from empirical reality and com-
pels the reader to accept its internal logic. This
type of fantasy is characterized by close atten-
tion to the psychological credibility of events,
actions, and character traits, as well as by the
meticulous construction of complex, often sur-
real worlds.

2. Heroic fantasy, marked by the absence of
psychological conflict and by a limited degree of
character development. As a rule, the protago-
nist confronts all antagonists directly and over-
comes them through physical strength and moral
superiority.

3. Horror fantasy, which focuses on narra-
tives about dark forces and malevolent creatures.

4. Humorous fantasy and chimerical
prose, in which adventures unfolding in various
mythological worlds are presented in an ironic
mode.

5. “Fantastic wonder” (fantastychna chuda-
siia), a type inclined toward philosophical reflec-
tion. In works of this category, conventional
features of fantasy may be absent; however, the
presence of a singular fantastic event or charac-
ter shifts the narrative beyond the boundaries of
the ordinary.

6. Children>s fantasy, distinguished by
a fairy-tale mode and an explicitly didactic
orientation.

7. Philosophical fantasy, closely related to
the tradition of the literary fairy-tale parable;.

8. Historical fantasy, in which magi-
cal events are embedded within a historically
defined setting.
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9. Game fantasy, which emerged under the
influence of computer games and remains closely
interconnected with them [3, p. 120-121].

The combination of these fundamentally dif-
ferent classificatory models makes it possible to
more accurately determine the position of a fan-
tasy work within the genre system and to assess
its potential impact on the audience.

For a more analytically effective analysis of
the specific features of a given genre and of indi-
vidual works belonging to it, it is methodologi-
cally justified to apply the “guideposts” of mass
literature proposed by H. Milhorn. According
to Milhorn, “to create an imaginary world that
will seem real to the reader, a writer needs six
key elements: 1) plot, story, structure; 2) setting
(background, scenery); 3) characters; 4) point
of view; 5) artistic narrative; 6) theme and sub-
ject” [10, p. 4]. In addition, a more detailed
genre “formula” developed by A. Berger in the
course of his study of the Western may also be
employed. This model includes the following
components: 1) time of action; 2) place of action;
3) heroes; 4) heroines; 5) villains; 6) secondary
characters; 7) typical plots; 8) themes; 9) cloth-
ing; 10) means of transportation; 11) weap-
ons [cited in 7, p. 83]. Notably, the majority of
these parameters require little or no adaptation
when applied to the analysis of fantasy texts.

If one more analytical formula is added to these
methodological frameworks, the comprehension
of the deep structural organization of fantasy
works becomes even more transparent. In the form
of a system of guiding questions, O. Filonenko
formulated the core components of the basic
magical code. Through practical application
to an extensive corpus of texts from different
historical periods and subsequent refinement in
accordance with their specific features, this model
has attained a high degree of generalization.
Presented in the form of a formula, the magical
code may be effectively employed in the analysis
of both classical examples of the fantastic and a
wide range of contemporary fantasy texts:

1. “Where and when does the action take
place?” — the spatial and temporal parameters of
the narrative, that is, the chronotope (primary or
secondary world, a system of specific loci).
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2. “Who acts?” — the system of characters.

3. “What happens?” — the plot matrix or fab-
ula, including the unfolding of the quest and the
realization of initiation.

4. “By what means does it happen?” — the
dominant type of magic within the given chrono-
tope, the mode of the magical in which the text
is constructed, and the specific magical practices
and instruments employed.

5. “Why and for what purpose does every-
thing happen?” — the ideological and thematic
level of the work.

6. “How is it told?” — the narrative strate-
gies through which the story is conveyed [6,
pp. 65-66].

By applying these analytical tools and taking
the outlined specificities into account, the study
of fantasy texts becomes methodologically
productive, as it enables a more precise
understanding of the genre’s deep structural and
worldview foundations. At the same time, special
attention should be devoted to the analysis of
the fantasy chronotope, which requires separate
and focused consideration, since it is precisely
the chronotope that determines the fundamental
worldview configuration of fantasy works.

Conclusions. The research conducted allows
for the conclusion that the poetics of fantasy is
grounded in a profound primordial foundation,
within which the structure of the monomyth
functions as the principal mechanism of the
hero’s psychological formation. Within the
genre, magic does not operate merely as a
technical narrative device, but rather as a
specific mode of rationality and a space for
ethical choice, a feature that endows fantasy
with a pronounced anti-totalitarian potential.
The sacralization of the Name has been
identified as a key differential characteristic
that links fantasy to archaic mythological
conceptions and clearly distinguishes it
from science fiction. The systematization
of theoretical approaches and models of the
magical code confirms that contemporary
fantasy constitutes a complex worldview
system which, through artistic means, models
the process of personal formation in conditions
of axiological instability.
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