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TYCYNA’S CERNIHIV

GEORGE G. GRABOWICZ

Y E P HITTIB

ITaBno TuuuHa

MII OPYT POBITHUK BOIUTH
MEHE I10 MICTY 1 XBAJIUTHCS

Bacuaesi Eanany

HdoraHaeMo iX DOraHsEM
SK KOHSA LIO BiTPaMH MEPEeHs
TH # Gavum caM POCTeM LUOIHA
pOCTeM MH Tyro Tak SK XOJyIb
a Bce XK JIep30THMI CMiX
Ta xi6a x He 3aBILE MOJIOIb
MoJIoAiIIa Of YCiX

He xununack Bepbuuka y nmoJi
TaM Teliep NapoTATOBE HENO
IIpoxomate peikH yepe3 IO
JIETATDb iCTOPIIO ICTOPATH
Vyopa me x « pabu »
CbOTOJIHI I'JISIHB SK TBEPAO TBOPATH
dinocodiro nobu

Yepes piuky JIiHUBY i cAifHY

L0 MYTHA X Ta po3cyiabieHa ycs

HOBa BXE MHCJIb SIBHJIACS

MepexHO — IpyXHa CTekjla i CTHCIa
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GEORGE G. GRABOWICZ

MHCJIb HalopucTa
NepeKUHyJIach MOBHCIA
B (opMi myxHOro Mocra

ITpoxyagaemMo pixeM JaMaeM

Hi XKaJIF0 aHi XaJolliB HeMa

60 1€ X CILUISHOBAHICTL cama

AHy X OKJIeNyiHTe OKJIMHHAM

100 CHJIa XXH3HAHA
BJIWJIa MPUAIEIIHIM HOKOJIHHAM
BHHA

3abynoByeM BHCOKO if ropao
ax IJIyXUM HOOTYKHYyJacs JIyHa
Hexaii me BuIle iine BoHa
3anHaM 3aroctpeHHaM CTasliHHIM
106 cuJia XKU3HIHA
BJIMJIA OPHIJEIIHIM IOKONIHHAM
BHHA

Ile x nexatpb mix 3emMieio GararcTsa
LIe X EHepris piuKHM OXJIAHA
YeprnHiM JOCTaHBMO aXx A0 OHA
AHy X OKJIeNyiTe OKJIMHHAM
o6 cuia XU3HIHA
BJIMJIA IPUANEUIHIM NOKOJIIHHAM
BHHA BHHA

KYIIVEMO T'A3ETY

B Bepunini it Ecceni
y Pypi i Bectdani
CTPHBOXEHI IiHECEHi
o HaiBuioi ¢ai

PoOGiTHnui paitoHn
3a MOJIIAiCHKUX YaciB
Jayd

YOTHPH MibHOHK
LIICTCOT THCAY r0JIOCIB
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Ocp BOHA

KJIsicOBa 4BapTis
HEMPUMHUPEHHA « EPECHS »
HiMellbka KOMIapTis
14-ro BepecHs \

TpeMTiTh couisnp — ueprideni
[JIMHA X B IPOTH POOITHHKIB
rJIMHA
Biiitech sk cBO€i 3aruGei
MeTaJiictiB bepiina

KpuuiTh 110 HaifBULIE Lie HALlid
ax

MO€e ITOMOXETBCSH ax
Kamitanictnusa crabinizanis
BX€E XpYyCHYyJIa Ha 3y6ax

B Bepuini # Ecceni
y Pypi # Bectdani
CTpHMBOXEHI mifHeCeH]
1o HaiBuol dai

3YCTPIYAEMO KOMCOMOJIBIIIB OBYPEHHUX
VKPAH 1 3HOBY WKIAHUIITBO BUKPUTO

IpuxutpeHee diroe
e #oe Ha Hac SIK BOM
SIpemHe paGcbke irobe
i Ha TOGi UepHirose

i Ha TOOI oii-oit

Bono wie ckpi3k Heragano
MPOXOIUTH SIK « CBOE »

To mpocnaHo TO BKpaaeHO
TO JIaZaHOM MPOJIalaHO

il HeMa Horo i €

OKpHeM Kpinko IUITHAMHA
POCTH YLIHD YBHCh
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3JIETH aepOILISTHAMH
3amupynmu Ennanamu
B Mai6yTHe KOJIOCHCH

Mu c1aBUMO MH XBaJIMMO
MH JifiieM [0 METH

Yu 66naBoM uH 3BajIaMH
a 3axix Bce x ob6BasHMO
100 mai 3HOB iTH

He36opeHo 3ami3aHo
npoiitu 6e3 KaaTTda

HE CNaTh royiyboCH3AHO
HAaYKOIO IIPOHH3AHO
mo6 Bce OyJIO XATTH

MH cl1aBUMO MH XBaJIUMO
MH OieM 00 METH

Yy 661aBOM 4u 3BajlaMH
a 3axig Bce % 06BaIHMO
o6 mani 3HOoB iTH

A Y1 HE €CTb LIE CAMI HAXBAJIKU
ABOX 3AITIAMOPOYEHHS BIJ VCIIIXIB

O Hi MH SCHO KaXeMO

3 3aBOJIOM ILIKOJIY 3B’SIKEMO

Y BCi 3HaHHS Y3yEMOCh

BPi34€MOCh LILTFO3YEMOCH
HOJITEXHI3yEMOCh

IlITypMyeM maHCBKi ycTpoi

y Hac noba iHgycTpii

B Hac TeMI i TJIyM IIOHTOHOBI

TpYOM i IHi IBOTOHOBI
3aJ1i306eTOHOBI

Hexaii Espona xymxae
a B Hac OJlHA JIMII JYMKa €
oHa oHA Typbamis
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TpaauMIiii miapisamis
KOJIEKTHBI3allis

He 6aTbkoBa He HeHiHa

nouka i Mac i Jlenina

[ MHCJIb yCiM 3BiOMJIEHa

He3JlaMJIeHa He3JIoMJIeHa
nepeycBiIoOMIIeHa

Ceit 6inHsakxu-6e3X1iGHUKH

1 BH OTHOOCIOHHKH

3a XeMilo 3a 3BiJIbHEHHS

€JIEKTPHKY JONMHJIbHEHHS
¢$oHnpoycycnibHEHHS

Hexaii My i3onb0BaHi

Xaif Hi B HaC MO30JIbOBaHi

6ynm Mu ecThb i 6yneMo

BECh CBIiT MU nepebyauMo
nepe-nepebyaumo

«ITICJIA ObOI'0 3PO3YMIJIO » POBITHUK
KAXE « YOI'O YKP-BAPIIABCBKOMY
CMITTIO TAK 3APA3 BECEJIO »

ITanu Moi pinHeceHbki cobakd CydHHi
TaHLIONTE HE TAHLIOWTE A0 TAHI-TEPOPY 3Y4eHi
HE BHTaHIIOETHCA

ObepHruca nopoca Ha kapaca
Yob6ot1y 4060Ty 4060Ty MiJICYUHHH
MOKJIOHiTeCS

Taxki BM KpOTKi MaHH MOi O€BPOIEEHi
IO LIIAXTH ITOJIBCHKOI 3aIKOM HaJIIJIEHI HAaKJIEEH]
HY IPOCTO X He HAMHJIYBATHCS

Obepnuca nopocs Ha Kapacs
Yob6oty 4060Ty 406OTY NCA-KPEBHHH
MOKJIOHITECA

He cnutbes mock maHaM THM Oinblle reHepasosi
Be3pobitTs IToscrannsa ITignan Ha migmanosi
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TINILKA BiTpe HOAMH

Ceim Hacmase nin He céucmag
a 3a60proBaHiCcTh 3aKOPJOHHOMY KalliTaJIOBi
aif 3 mogaTkaMH

XBaJIMBCh KOJIMCh XBaJIbKO @ 3apa3 3HOB XH3YEThHCA

o Ykpainy i Biopyck 1o npaBy NOJIBIIH3YEThCS

B iM’q opJia TIOPMH YH BH 4ye€Te B iM’s XpecTa
Caim nacmas nin He céucmas

®daHTa3yeThCs BEJIBMOXECTBY OX i (haHTa3yeThCs

Bin y6oxecTBa

Xni6Huit puHOK ycox Excmopry sk HamiakaHO
Tpsce x Te6Ge Bcio I'p3sHO 3api3sAkaHO
Ile ne IToapima a TpsAcHA caMa

« Tonku puxca » a 8 puxcoi ii 0yxy Hema
He oguum ii ¢amm3mMoM moxxMakaHo
KiJIbKaHAUATbOMA

Ta it o %maTh ox 6ypxyasii KpiM IOKOPLIMHA
Bix 6ypxyasii 1o 3 p63magoM ABCTPO-YTOpIIHHH
mebauHa Ti€eThCHA

Byoymb nanu oymvca noku noaonaromsca
A KOpIOHH Y060TOM IIOMODILEH]
KOJIM ¥ He 3HUKHYTH JO KiHIIs
nepeMiHATHCH

JVJIUCH MMAHM 1 25 JIIT TOMY POBITHUK
3rAave 1905 PIK HA YEPHITIBIIMHI

Ilfo 3a wym i3 KatiaBana

Yu THyTH aHa ApHIanaHa

YH TO YepHi XBaJibba

Yomy xBajpba YoMy L€ # YepHi

Tox Konotdnchki MaiicTepHi | Koprokisceki 3aBomu
3aJTi3HMYHI MaiCTepHi Kponesenp ITinmamme

. . . . IToniska BarypuH

Mix 60JIOT MiX CLI MIX M 3arpebennsa

po36ypxaiucs MOJIyM’ sIM
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TYCYNA'S CERNIHIV 85

Bypxanu Ta Bce IIe Majo

oif IMyMiJIO X IIYMyBaJIO

SK, Te ' ssHE BHHO

YoMy BHHO YOMY Lue i I’ siHe
Tox i3 BAXBOCTOBA CEJITHH

Ha#GiHil ceaHu

6’10Tb NIOMIIINKA Y CKOH | “Fata morgana”
He 0€33aKOHCTBO a 3aKOH | Komo6mrcpkoro

Buin ix Ta Bce 1e Majo

Pob6iTHAUTBY 6 CUJIH CTaJIO

TaK He BCIILJIO CeJo

YoMy cello YoMy HE BCIILIO
Bo npiGHOBIACHMIITBO HE 3BaJIMJIO

BJIACHHULITBO HE 3BAJIMIIO Xoy ME #oro
6ay « 3q06pilas » maH i min ®inaHCOBHM
. . Masnidpecrom
i MaHidecToM Hap npuIHI

Xaii 64 xpaie He noGpimas
Xaii 6u m 0 T i M MeHIIE BilIaB
60 Ha 4ep3i X i3HOB
Yomy i3HOB YOMY Ha 4ep3i
Lle % He 6r0prepctBo B HiopHGep3i

uéxiscreo B HiopHGep3i JlioHChKe meplue
He Jlionceknii GyHTO-4OBT PO3yMIETRCS
TIOBCTAHHSA

i He XmenbHAUBKHA-ITYraioB | ; ye npvre
Yosrana i pyka « BIagH4HSA »
kronyna dep’stuM CidHs
ryJabk ax pubka it Gepe
Yomy Gepe uomy Iue i pubka
I'naap TropeMHas noBHa riubka
peMHa HabuTa rinbka
« IO X TONABCh roayi myp’s | Yxms iponis
1e BaM Bcs ¥ arpapis » 3BHYAUHO

Pyx nputyx Ceno Bxe CHYJIO
Bpa3 [10TbOMKIiHOM CTPYCHYJIO
aX Ha MHOIO SICHIII

YoMy fCHIII YOMY Ha MHOIO
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GEORGE G. GRABOWICZ

Bo Bxe X BICHHKAaMH HOBOTO | A Bce Le 3po6uia
BiCHHKaMH HOBOTO ines 36potisoro

it Pagn i Kponmwraar i Imit TloBeTaNHA
npodcninka K AUHAMIT

TYT CAME JEMOHCTPALIA ITPOXOOUTH
TEThb WIKIJHWUKIB CMEPTH IHTEPBEHLIII

JIEHIH
OnOHO TINBKH CJIOBO
a MH BXe 5K Oyps
T'otoBo
HamnpyxuM B onus Gik HanpasuM B Apyruit
1 KpeleM i KpHILIMM i KpYIIKM SK CTii

JIEHIH
Bceboro smumr m’ATh JliTep
a CKiJIbKH eHepriii
Tax pBiTe x
IMapsam He moMOXyTb Hi OpexHi Hi xKecT
IIymyit BUIIyMOBY#i 3aJli3HMI IPOTECT

I ot Bin B™Mep I kaxyTh pi3HO
TO ce To Te HemManioué
KnaueMmcs KJISTBOIO 3a1i3HO
1[0 BOPOT XOJEH He BTeye

I ot BiH BMep I kaxyTh 3 cMixoM
« Tenep ZepxKaBaM CHOKiMHiII
JHXHEM XOY pa3 KOJHIIHIM JUXOM
TpOILHEM CBOGOIOHBKY 3a Ipill »

Hexait xe 3HaIOTh « IATPIOTH »
Hexail HOBIJOMIIATH « MiILaH »
He 3aCIOKOIMOCh MH AOTH

aX IIOKH 3 NoJI BeCh Oyp’ AH

HE BHPBEMO A BHpPBEM Ipi3HO
Barnerom Kputrnku Mevem

This content downloaded from 128.103.149.52 on Tue, 12 Dec 2017 15:06:24 UTC
All use subject to http://about.jstor.org/terms



TYCYNA’S CERNIHIV

KnsHeMcs KJIATBOIO 3aJIi3HO
1[0 BOPOT XOJEH He BTeye.

CTAPA YKPATHA 3MIHUTUCH MYCUTH

ITepeko4OBYIOYH HACHUYIOUHCH
KIJIbKiCHO $IKICHO IEPEXJIIONYI0YHCh
npoMaroYd B3a€EMHO IPOTHIIEKHOCTI
3amepeYeHHsM CTaporo BuGyxarouu
NpPSIMYEM 32 3aKOHOM HisJIEKTHKH

OO0 He3MipéHHOro MailbyTHbOrO

OTXe nepenoHH BCi AOCIIKEHO
OTXe IJIMGHHY BCi po3raJaHo

OTXe 3’COBAHO BCi HEAOMYAPEHHS
Po3xeHiMOCH HFOKHIM MO icTOpii
MOX€e OJKPHIIMTHCA HaM BIJIOMOK
ol He3BHYalWHOro MaitbyTHBOrO

Sk yacTo 3 ApiGHOro He3amOBOJIEHI

MH 3HEBIPAEMOCH XHJIMMOCS MaJaEM
MH CIHOTHKAEMOCS TIIyXHEMO

i HaM yXe He YyTH AK NOPIIHIMHA
XOOHUTh ABATOT IO BCECBITY

Bil HEONOCHIIOYOro MaiGyTHROTO

3aropsiice nmasaii 3a0KpHITIOHCS
BKJIIOYAHCh Ta He MIIABICTIO Oaifmyxoro
He 60XeBULIAM i He OOYaEM CII'SIHIJIOTO
a IPUCTPACHOIO CHJIOIO CBIJOMOCTH
o6 Mu Oynu viTKimi # HecrmokiiHimi
Bil HECMOKiifHOro MaibGyTHEOTO

Buninsit He MOBTOPIOiCH YB A3yiics
Onmmnnig a BXe najneko Bix Gepera
Han rima6uHaMH CyXOBiifHO HETOAIHO
Kopabenp 3npHraeTbcs NOpIIHAMH
XoouTh OBATOT TaKHif Xe MO BCECBITY
Bil HecTapilo4Yoro MaibyTHbOro
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GEORGE G. GRABOWICZ

ITepexo40BYIOYH HACHYYFOUHCh
KiJIbKICHO SIKICHO TIEPEeXJIIOIMYFOYHCh
NpoiiMaloyM B3a€EMHO IMPOTHJIEKHOCTI
3amepeyeHHAM CTaporo BHOyxarouu
NPSIMYEM 32 3aKOHOM HisUIEKTHKH

0 He3MipéHHOro MailGyTHLOro
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Yy MOXHA

HE rorotTartb, Koau Aoba, no6a
rorove!

Ckoeopoda, « CumdoHis »

After Zamist’ sonetiv i oktav, Cernihiv is TyEyna’s most heavily censored
collection of poetry. The former, since its first appearance in a separate
edition in 1920, and, subsequently, in the “collection of collections,”
Zolotyj homin (1922), has not been reprinted even in part, and only
recently have excerpts from it been cited in the better Soviet studies on
Ty¢yna.! Cernihiv, first published in 1931, and included in full in the
third (1932) edition of Ty€yna’s poetry, has in all subsequent editions
been reduced to only two poems: the first, “Mij druh robitnyk
vodyt’ mene po mistu j xvalyt’sja,” and “Lenin” (i.e., ‘“Tut same
demonstracija proxodyt’...””). Most recently, two more poems have been
“rehabilitated,” making precisely one half of the collection accessible
to the general reader.? The fate of both collections is yet another
monument to the Soviet approach to literature, but while the pattern
of censorship—or, indeed, self-censorship*— as applied even to the
“bard of the Revolution” is all too familiar, the history of Cernihiv has
its peculiar ironies. Thus, though it deals with eminently sanctioned
themes—industrialization, revolutionary ardor, the transformation
of society, Lenin himself—and treats them with ostensible orthodoxy,
it still suffered the same fortune as the “ideologically vacillating” and
“idealistically humanist” Zamist’ sonetiv i oktav. Despite a few initial
positive reactions, notably the enthusiastic reviews by the poet Nikolaj
Aseev and the critic A. Lejtes,* negative opinions came to hold sway.

! See S. Tel'njuk, Pavlo Ty¢ina (Moscow, 1974); there are also more guarded references

to it in Leonid Novycenko’s Poezija i revoljucija (Kiev, 1959).

2 Cf. Pavlo Ty&yna, Vybrani tvory, 2 vols. (Kiev, 1971). The poems are ‘“Kupujemo
hazetu” and ““‘Stara Ukrajina zminytys’ musyt’.”’

3 Thus Semen Saxovs’kyj (V majsterni poetyénoho slova [Kiev, 1958], p. 100) states with
Stalinist impudence that Ty¢yna himself freely concurred in the suppression of his
own work. Functionally, of course, it matters little whether the censorial principle is
external or internalized. As far as the creative personality is concerned, however,
the latter is by far more pernicious—and, sadly, quite typical for the Soviet sphere.

4 Cf. Saxovs'kyj, Pavlo Tyéyna (Kiev, 1968), pp. 132-33, and Tel'njuk, Pavio Tyéina,
p. 155.
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90 GEORGE G. GRABOWICZ

The reasons for the disfavor are rather obvious, and the more official the
critic the more frankly he was wont to state them as nothing other
than the poet’s “formalism” and his “inability to correlate form and
content.” Typical of the categorical and unabashedly simplistic judg-
ments on Cernihiv is this by Arsen Iiuk: -

The deep ideas, the great historical meaning of Cernihiv, a work constructed
out of rich and vital material, were not conveyed by the poet to the reader
because the form he chose did not correspond to the content. Here the poetry loses
much as a result of a crying contradiction between content and form.

A striking example of this is the poem entitled “A &y ne jest’ ce sami naxvalky
abo Z zapomorod&ennja vid uspixiv.” The theme of the poem is the year of the
great leap. It is a complex, responsible, historically significant theme. It
requires means of artistic treatment that would assure an emotional contact of the
reader with the ideas embodied in the given image. One should speak in an
elevated and solemn voice about the national events which are the basis of
this work. The poet, however, chose the form of a “Zastuska”...’

To be sure, since that time such critics as O. Bilec’kyj (in his
introduction to the 1957 and the 1961 editions of Ty¢yna’s poetry) and
particularly S. Tel’'njuk in a recent study have sought to defend
Cernihiv.® But however much they try to explain and mitigate, they
make quite clear both the vehemance of the initial hostility and the
tenacity of the views that hold this work and this phase as a “xvoroba
rostu.”” The same kind of retrograde poetics (coupled, of course,
with different ideological premises) motivated the émigré poet and
critic Jevhen Malanjuk as he pronounced Cernihiv a “psychopathic
collection of autoparodies.””® The literary dogmatism of both camps
notwithstanding, however, Cernihiv, far from being a detour, is in
the very mainstream of Ty¢yna’s poetic development; rather than an
aberration, it is, from both a synchronic and a diachronic perspective,
a centerpiece of his ceuvre.

In a real sense Cernihiv is nothing less than a “missing link” in
the complex evolution of the poet; it is a key to understanding the
road (which for some is a precipitous slide)® from Sonjasni kljarnety

S Arsen I§¢uk, Pavio Tyéyna (Kiev, 1954), p. 85.

Cf. Tel'njuk, Pavlo Tyéina, pp. 148-60.
7 Cf.Saxovs'kyj, ¥ majsterni; Is&uk, Pavio Tyéyna; and O. Hubar, Pavlo Tyéyna : Litera-
turnyj portret (Kie?, 1958), p. 60. In the introduction to the three-volume 1946 edition,
Leonid Novyéenko also felt obliged to say that Cernihiv was excessively ‘‘experi-
mental,” indeed ‘‘destructive,” and thus justifiably forgotten (Pavlo Tyfyna, Vybrani
tvory, 3 vols. [Kiev, 1946], 1:9).
8 Je. Malanjuk, Knyha sposterezen’, vol. 1 : Proza (Toronto, 1962), p. 302.
9 Cf. G. Grabowicz, “The Poetry of Reconstitution: Pavlo Tyyna’s V serci u
mojim,” Recenzija 2, no. 2 (1972) : 3-29.
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TYCYNA'S CERNIHIV 91

and Pluh to Partija vede and the later poetry. Cernihiv, in short, highlights
the various changes that occur in Ty€yna’s poetry—of thematic
focus, of prosodic and linguistic devices, of the poet’s ideology and
his stance with respect to the represented world. It does this by virtue
of an artistry that is unique in both its condensation and the brevity
of its flowering. As with all the previous collections, the style and
Weltanschauung of Cernihiv is peculiarly its own, but this is also the
last collection to express the range of poetic complexity that is
associated with Ty&yna’s earlier poetry; the later poetry, i.e., that
which remained unimpaired by the official desideratum of a leveling to
the lowest common denominator, achieved its aesthetic effects by
different, “simpler,” and more traditional means. Bilec’kyj is un-
doubtedly correct in considering Cernihiv to be, by reason of its
manifest content, the beginning of a new period in Ty€yna’s work.!®
After the highly engagé and tribunicial moments of Viter z Ukrajiny
(1924) (cf. “Vidpovid’ zemljakam,” ‘“Za vsix skazu,” ‘Velykym
brexunam”), the later 20s saw a greatly decreased tempo of creativity and
self-expression, primarily in the meditative, inward-turning poetry of
the “Kryms’kyj cykl” (1925) and the pained and no less reflective,
in fact, almost mystical “Cystyla maty kartoplju” (1926), for which
Ty&yna was accused by People’s Comissar Cubar of “peddling a
nationalist opiate under the banner of proletarian art.”'! To be
sure, meditative and introspective elements and a mystical sense of
oneness with the cosmos, with nature and with the community
of man is also quite pronounced in Viter z Ukrajiny. In its unqualified
turning to the social and communal, however, Cernihiv marks a sharp
departure from the poetry preceding it. It is as if Tyfyna were
finally fulfilling a deeply felt imperative, an imperative which in one
poem he stresses by having it voiced by nature herself:

BecHa BcTae, BecHa BCTae,
BECHa 10 MEHE NPOMOBJISIE,
IUTS MOE!

3eleHUMH JINCTOYKAMH,
roay6umu S4xkamu:

YOM He FOpHUIIl OTHEM-CIIIBOM,

10 Pavlo Tyé€yna, Tvory, 6 vols. (Kiev, 1961-62), 1:28.
1 For a discussion of this attack and of TyCyna’s reply, see George S.N. Luckyj,
Literary Politics in the Soviet Ukraine, 1917-1934 (New York, 1956), p. 122.

This content downloaded from 128.103.149.52 on Tue, 12 Dec 2017 15:06:24 UTC
All use subject to http://about.jstor.org/terms



92 GEORGE G. GRABOWICZ

YOM He 3 KOJIEKTUBOM ?
Becha OpU3Hajacsi 00 MEHE
3€JICHUMHU JIUCTOYKAMH, 12

Cernihiv, in a word, actualizes the “‘kolektyv”” and thus sets the tone for
much of Tycyna’s later poetry. It does so, however, with the full
range of his poetic resources, and without breaking the threads of
motifs and themes from his previous collections.

Cernihiv, which Ty¢yna himself called a “poetic sketch” (narys v
poezijax), has been compared to a form of literary reportage.'3
According to Bilec’kyj, its hero is “that very city in which the poet spent
his childhood and partially the years of his early manhood, the
city that was returned its youth by Soviet rule.” “The time of the
action of this collection,” he continues, ‘“comprises one day which
is typical not only for the life of the new Cernihiv, but for all the Soviet
Ukraine.”'* While there is an element of truth in them, these obser-
vations require deeper scrutiny. This is particularly so because the
manifest content of the collection (which Bilec’kyj considers simple
and straightforward)'® is subtly qualified by the very mode and
manner of presentation. This is not only a question of what the
early critics saw as a tension between the “form” and the ‘“‘content”
of the poetry. Here, even the ‘“‘content”—the subject matter—is more
complex than it seems on the surface. The conventional argument
that this collection simply depicts the new ‘‘socialist”” achievements
and that, further, “the poet’s main intent is to recreate the pathos and
the heroicism of people at work, to recreate the high tempos with which
the people realized the task of socialist reconstruction, the activity,
energy, and effectiveness of the masses that is the basic feature of the
new age,”’*® does nothing other than reduce a complex structure to
a narrow ideological reading.

The key to this structure may perhaps best be found in the dramatic
principles of this work. For Cernihiv is above all a dramatization of the
present day—a dramatization, however, that in its stylization, its formal
features, in its telescoping of the ethos of the whole society and in its
presentation of a highly charged, monochromatic ideology, is very

Pavlo Ty¢yna, V serci u mojim (Kiev, 1970), p. 81.
13 13&uk, Pavio Tyéyna, p. 83.

14 Ty&yna, Tvory, 1:28.

15 Tyéyna, Tvory, 1:28-29.

16 I§¢uk, Pavlo Tyéyna, pp. 82-83.
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much like a modern equivalent of the mystery play. The dramatic
tendency is, of course, quite pronounced throughout TyCyna’s work.
In Sonjasni kljarnety it appears as dramatic vignette (e.g., “Po xlib
j8la dytyna,” “Odéynjajte dveri’’), as dramatized narrative (‘“‘Skorbna
maty,” “Vijna,” and especially “Zolotyj homin’’), and in virtually all
the other poems as dramatization of lyrical perception. In the early
period it is expressed most fully in the “‘feerija-drama” Dzvinkoblakytne
(1915-17) and the psychodrama Rozkol poetiv (1919).!7 Subsequently,
Zamist’ sonetiv i oktav relies on a unique montage of reflection and
dramatic vignette. While the straightforward and conventional drama
(or ““dramatic poem,” as Ty&yna calls it) Sevéenko i Cernysevs’kyj (1939)
is not altogether successful, his two other long works, the heroic-epic
“Sablja Kotovs’koho” (1938) and the “symphony” Skovoroda (1920-40),
show the dramatic principle at a highly effective and masterful level.
Ty€yna’s ability to evoke a ‘“‘transcendent” dramatism is revealed
in his superb (and still censored) poem “Cystyla maty kartoplju.” The
entrance of the crazed father who believes himself to be God projects
a total, mystical dramatic tension that enfolds all of reality—the
inanimate and the human, the mundane and the sublime:

Hasgctix 3 po3roHy po3KpHIIACS IBEpi, i 3BiITH KpUYaJIo:
ITanaiite mony: sBuBcsa Xpucroc! 3ycrpivaiite, criBaiiTe,
Buiite B KiMBaJIH, TAMIIaHU: IBUBCS XpHcTOCc-60r i map Bam!
Tumra Hacrana. YaByH 3ammniB. ['pi3HO-CHHS — THIIA — Y
BiKHaX —
Bnarocnopisioun Hanpaso i HaJlBO, YBiXOJUB

IO XaTH OOr: y copovli IiJx MOsACOK,

6ocui, 106 y3eHbKHH y IBa MaJIbLi.
Bor: YTomuscs s! Csany, mocuxy. A 1o taM TH Bapui?
3Haem, cboroHi BO3HOCHBCH Ha HEOO i Tak 6yJI0 KaJbKo,
Tak ke Bac XaJIbKO.

For the most part, Cernihiv is far removed from such mystical over-
tones. As we shall see, however, it embodies Ty¢yna’s dramatic drive
on various levels of its structure, ranging from the overall construction
where the central issues appear like players on a stage and are given
“stage directions,” through the device of a dialogue between the
poet’s persona and an archetypal worker, to the dramatic content

17

Cf. Grabowicz, “Poetry of Reconstitution,” pp. 13-14.
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94 GEORGE G. GRABOWICZ

of individual poems, and, finally, to the smallest semantic and poetic
units, all of which throb with movement and energy.

The essential, determining feature of the dramatic portrait that is
Cernihiv is its focus on the people, the narod, and the concomitant
utilization of the forms and devices of popular literature. Setting aside
closer analysis for later, we can now note several outstanding moments
in this development. First, Cernihiv marks the beginning of Ty&yna’s
turning in the 1930s to popular burlesque and vulgarian forms;
this culminates, and is most successful, in the already mentioned
Homeric-Gogolian poem “Sablja Kotovs’koho”, but it also plays a
major role in the collections Partija vede (1934) and Cuttja jedynoji rodyny
(1938). Ty¢yna’s recourse to the tradition of the Ukrainian vertep and
the seventeenth- and eighteenth-century intermedia and the achieve-
ment of various, largely comic effects through a characteristic juxtaposi-
tion of low and buffonic with elevated and bookish styles has been
noticed (though not with reference to Cernihiv). What has not been
noted is that these forms had attained currency on the Ukrainian
literary scene. Specifically, this was in the spirit of the Literaturnyj
Jjarmarok, the almanac of the officially disbanded VAPLITE.!® In
slightly more than a year of existence and in the face of increasingly
ominous official disfavor, it proceeded to publish a number of works
of lasting literary merit by various ‘“‘oppositionist” writers.'® The
almanac was indeed run as a fair, with a melange of very heterogeneous
contributions and with a given (anonymous) writer—a self-styled
“Jamarkom,” representing a fictitious editorial board of 697 members—
serving as a master of ceremonies for each issue.?’° His running
commentary or guided tour through the almanac (replete with many sly
Aesopian allusions) was explicitly called an intermedium. In the course
of this, various objects of discourse—be they people from a conjured-up
crowd, or writers like BaZan or Hoffmann, or herrings in a barrel—would
materialize and add their voices to the polyphony of the fair. Dynamism,
vitality and an irrepressible sense of the comic are projected as the basic
characteristics of the Ukrainian tradition and the present ‘“young
Ukraine,” and this portrayal is given historico-literary credence not
only by references to the intermedia but to Gogol’’s all-Ukrainian

18 VAPLITE (Vil’'na akademija proletars’koji literatury) was a major unofficial literary
organization of the late 20s uniting some of the most outstanding Ukrainian writers
of the day, including Tyé&yna. Cf. Luckyj, Literary Politics, p. 122.

19 Cf. Luckyj, Literary Politics, pp. 151-57.

20 Cf. Literaturnyj jarmarok 1 (December 1928) : 246-47.
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Fair, as well.2! These same characteristics, and the central notion
of a bustling microcosm of the Ukraine, are also at the heart of
Tyé&yna’s Cernihiv.

Cernihiv is also quite obviously constructed as a cycle of statements
coming directly from the people. This projection of the vox populi, as
one variant of the above-noted use of popular forms, characterizes
Ty¢yna’s poetry of the 30s—primarily in Partija vede, but also in the
war poetry of Peremahat’ i Zyt’. (In one sense, this can be seen as a
transitional stage between the early impressionist, symbolist and pre-
dominantly “subjective” phase, and the late “‘objective” phase, where
he overtly assumes the stance of a quasi-official spokesman for the
nation, as epitomized by the war poem “‘Ja utverZdajus’.”” The difficulty
with such a periodization, however, is that it can be clearly shown that
the intimate and the tribunicial elements have coexisted from the
beginning—cf., for example his pre-Sonjasni kljarnety poetry or
“Za vsix skazu” from Viter z Ukrajiny. The determining difference is,
rather, the degree to which one or the other tendency predominates, as
well as the total acceptance of the official line in the late *“‘public”
poetry.) In Cernihiv there is a two-fold effect to the projection of the
people’s voice. One is thematic and ideological: as their feelings and
words are made the stuff of poetry, the narod, the working people
are apotheized, and their values become the new aesthetic, precisely
as Ty&yna had foreseen in Rozkol poetiv.?? The other effect is more
subtle. By reason of the dramatic structure of the poetry and in con-
sequence of the direct addresses by the “players,”” the persona of the
poet disappears—he becomes a mere spectator whose presence is
mentioned or implied only in the ‘“stage directions,” i.e., the titles
of the poems. Essentially, however, this is an illusion, for what is in fact
established is a form of aesthetic distance : the persona of the poet is

21 Literaturnyj jarmarok 1:6. There are subtle layers of irony in these references to

Gogol’ (*'na$ trahi¢nyj zemljak™) and to the “‘jarmarok’’ as his ** ‘soro¢yns’ka’ vyhadka.™
22 Cf., for example, the words of the Worker :

51 Gyny i ectb, sk 6yB NOBIK,
MOET-rojIoTa, POOITHHK.
Bcenponerapcbkas ciM’ss —
ineonoris Mos.

or those of the Communist :

YepBoHHMiA BlIaB a€pOJIT:
€CTETHKa KOMIpoMicoBa —
3a BiTpOM MoneTina...
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96 GEORGE G. GRABOWICZ

distanced, “‘hidden,” yet he is clearly discernible, not through sub-
jective or lyrical signals, but through the formal properties of the
poetry itself. Significantly, tensions and ironies spring up between
the thematic and formal spheres, and orthodox ideology is counter-
balanced by subjective nuances.

%k
* %

The first poem, “Mij druh robitnyk vodyt’ mene po mistu j xvalyt’sja,”
introduces the fundamental theme of Cernihiv—the dynamism of great
social changes, or, as Soviet critics would say, the ‘“pathos” of
industrialization and the five-year plan. In three descriptive and three
exhortatory stanzas, it sets a boldly militant tone for the whole work and
also sounds the specific motifs that will subsequently be elaborated:
the transformation of former ‘“‘slaves” into worker-architects of the
future (““‘uCora 3Ce Z raby...””), the imperative of total, indeed ruthless,
commitment (“ni Zalju ani Zalo§¢iv nema...””), the measureless vistas
of construction and energy (‘“Zabudovujem vysoko i hordo... S¢e z
lezat’ pid zemleju bahatstva...”). But while the tone and totality
is new, the poem’s statement still draws upon and modulates motifs
from TyCyna’s earlier poetry. Such, for example, is the welcoming of
a new urban Ukraine, which had been expressed (to be sure, with
more qualms and nuances) a decade earlier in the cycles “Vulycja Kuz-
ne¢na” and ‘“Xarkiv” in Viter z Ukrajiny. Still more striking is the
elaboration of the theme of youth and of youthful energy. An imme-
diate precursor in the militant, exhortatory key was ‘“Pisnja kom-
somol’civ,” a direct prefiguring of the songs of Partija vede.?®* For
example:

To He BiTep 3 IBOX GOKiB
3 HAaWIoro i 3 Toro, —
TO 3aBMXPHJIOCA CKpi3b
6ypsiHO i MHOTO. —
~ Mononoro, MoJIOZOrO,
MOJIOAUCTOrO!

The boundless optimism, the inebriation of youth (‘“Ta xiba ne zavse
molod’/ molodi$a od usix™) is also central to Sonjasni kljarnety, and
the refrain of the last three stanzas, “3¢ob syla Zyznjana/ vlyla pryjdesnim

23 It is dated 1921 and became part of Viter z Ukrajiny. Though included in the 1946
edition of TyCyna’s poetry, it has been deleted from the subsequent ones.
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pokolinnjam/ vyna,” distinctly echoes “Zolotyj homin,” the poem of
elemental, national rebirth, where the poet, quintessentially identified
with the nation, exclaims:

I Bci cMiIOTHCS SIK BHHO:
I BCi cnmiBarOTh SIK BHHO:
S — nyxwuit Hapon.

S Mononwmii!

But the structure that animates this poem and proceeds to become a
conceptual axis of the whole cycle is the interrelation of idea and
reality. Again it can be established that in his earlier poetry Ty&yna
had juxtaposed the concrete manifestation of a “hard reality” with
the idea or even the “metaphysical nature’ of a phenomenon. The prime
example of this can be the extended meditation on the idea and
the reality of the Revolution in Zamist’ sonetiv i oktav, but one can also
find it expressed in such miniatures as “Od&ynjajte dveri.” In Cernihiv
idea and reality are yoked explicitly. On the one hand, this is the
notion of the idea made flesh—as expressed most succinctly in the
third stanza:

UYepes piuky JIHHBY 1 CAHY
L0 MyTHA X Ta po3ciabJieHa ycs
HOBA BX€ MHCJIb SBHJIACs
MepexHO — NpyXHa CTeKJa i CTHCIA
MHCJIb HATIOPHCTA

NEpEKUHYJIaCh MOBHCIA

B (hopMi ayxHOro Mocra.

Similarly, in the following stanza, it is the galvanization of great effort
(“Prokladajemo rizem lamajem”) solely by the idea (‘“bo ce Z spljano-
vanist’ sama”). On the other hand, this is the metamorphosis of
concrete facts and events into ideas or an abstract reality, as when, in the
second stanza, steel rails create history,

ITpoxonaTs peiiku yepe3 mo
JIETATh iCTOPIIO iCTOPATH

or when the fruits of construction and industrialization become the
“philosophy of an age.” Thus, from the beginning, the process of change
is total, involving both the physical and the spiritual spheres.
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98 GEORGE G. GRABOWICZ

The second poem, “Kupujemo hazetu,” immediately immerses us in
this new world through its most pervasive features—mass media and
official ideology. In counterpoint to the preceding, the focus of this
poem is “‘international,” and the mode satiric. We find here the topicality
that one expects of a newspaper—and this is projected not only by the
account of German elections, but also by the abuse heaped upon the
socialists, which the Comintern then considered more vile than the
fascists (“Tremtit’ socijal’-cergibeli...””). However, this intellectual and
political primitivism, so typical for the Soviet reality being depicted,
is doubly distanced. The statements are clearly those of the news-
paper, not the poet’s persona; moreover, as a corollary to this and
as counterbalance to the impoverishment of thought, they are maximally
stylized. As we shall see below, the lexical and prosodic features of
this poem clearly associate TyCyna with avant garde tendencies in
Russian and Ukrainian poetry.

The following poem, “ZustriCajemo komsomol’civ oburenyx ukraj
i znovu 3kidnyctvo vykryto,” reinforces our perception of the organic
and polyphonous nature of Cernihiv. The outraged komsomol youths
denouncing some ‘“‘sabotage” could be encountered either in the street
or in the columns of the newspaper, it matters little where—the
phenomenon is typical for the society and essential for its dramatic
portrayal. The most striking aspect of their statement is the way in
which semantic structures seem to collapse. Incomplete sentences
predominate, and there is a general feverish piling up of phrases, a
nervous repetition and adumbration of words and notions that force-
fully projects overheated emotions and overflowing dedication, precisely
as signaled in the title.

Beneath the surface turbulence, however, there again appear ideas
rooted in Tyéyna’s earlier poetry. The first, expressed in the opening
stanza, is the pained awareness that whatever his progress, there is a
dark side to man. It can, of course, be dismissed ideologically as
political sabotage (and the title invites such a simple reading), but the
very formulation, “Jaremne rabs’ke ihove,” recalls the refrain from
“Pljaz” in the “Kryms’kyj cykl’”—*“Jaki §¢e raby my, jaki 3¢ raby!”
—and clearly refers to deep human flaws that cannot be gauged or
explained by political criteria. As the son said in “Vijna” :

Hemae... Bopora
Tait He Oyio.
Tinbky i €ecTh Y HaC BOPOT —
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Hame cepie.
BusiarocioBiTh, MaMo, ILIyKaTH 3114,
IlykaTy 3iyu1d Ha JTIOAChKE GOXEBIILIA.

In turn, the reference to ‘“svoje” in the second stanza echoes the
concluding antistrophe of Zamist’ sonetiv i oktav:

Opein, Tpusy6eus, Cepn i Moutot... I koXxHe BHCTYNae
K CBOE...

CBoeX pyLIHHIS B Hac youa.

CBo€ Ha [Hi Ay JIEXHATh.

The optimistic counterthrust, the hope for a new life expressed in
the third stanza,

POCTH YILIAD YBHCh
3JIETH aepOILIAHAMH

3anuBynMu Ennanamu
B MaitOyTHE KOJIOCHCH

also has a deeper core. For the line “Zalyvéymy Ellanamy,” with its
evocation of “‘flowing grainfields” (i.e., “zalyvni lany’’), names two
writers closely connected with the Revolution and the Ukrainian
literary renascence,?* and shows that here for all the Stakhanovite
loudness a Ukrainian historical perspective is also involved. The last
line, ‘‘v majbutnje kolosys’,” reveals the belief that the nation—for it
is the implicit object of address—will bloom with the fruit, the
legacy of its sons repossessed by the soil. Here there is a direct
continuation of the imagery of the masterful “Hnatovi Myxajlyéenku”
(a poem now censored, and Myxajlyenko, like Zalyveyj, officially for-

gotten);25 the identification of the revolutionary poet with his nation,

24 Andrij Zalyv&yj (1894-1918), a founder of the Borot’bist party and a budding
prose writer, died in Cernihiv in the uprising against the hetman. Vasyl’ Ellan-Blakytnyj
(1892-1925), to whom the first poem of Cernihiv is dedicated, was a poet and journalist,
leader of the Borot’bist party, founder of the literary group Hart, and personal friend
of TyCyna’s; before his early death he was a major presence on the Ukrainian literary
scene. For their membership in the Borot’bists (Ukrainian communists not dominated
by Russians) both became non-persons. In 1956 Ellan-Blakytnyj was rehabilitated
but is now again officially forgotten.

25 Hnat Myxajlyéenko—writer, critic, and Borot’bist—was executed by the Denikinists
in 1919.
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the absorption of his martyrdom into the nation’s destiny, is quite
explicit :

He ysBnseM, 1K TH Tiiew,

AK Yy 3eMJIi CHpiit Jiexum, —
60 3aBlIle TH XHBEILL, FOPHIII,
60 BiYHO JAYXOM IJIOMEHi€N.

Ille T BOCKpecHewl, 3a30pi€,

B MiJIbHOHAX BCTAHEIN, 3aKUITHIIL
40ro, 4oro, Hapoze, CIuIl,

4OM He Aep3acul T4, He cMiem?

(And, one may add, Ty&yna also projects for himself this same ab-
sorption into and immortality in the hearts of the narod in his
testament—*“S&e ne raz kolys’ rozkvitnu.”)2¢

In Cernihiv, however, the idea of a national legacy remains in the
subtext, not only so as to escape the charge of bourgeois nationalism
(of which Tyéyna, like virtually every other Ukrainian writer, was
accused),?” but primarily because of the different focus of his poetry.
“Zustri¢ajemo komsomol’civ,” in fact, voices loud assertiveness and
confident prognostication. This flows over into the following poem,
where it reaches still greater intensity. The title itself, “A Cy ne jest’
ce sami naxvalky aboZ zapamorocennja vid uspixiv,” echoes Stalin’s
well-known speech enjoining constant vigilance against overconfi-
dence,2® while the poem paraphrases the goals of the newly inaugurated
five-year plan. In the already established pattern, the minimal semantic
load, where thought is reduced to slogans, is matched by highly
inventive linguistic and formal devices. In the preceding poem one saw
how reason was sacrificed to hyperbole and verbal exuberance, as, for
example, in the refrain, “Cy oblavom & zvalamy/ a Zaxid vse %
obvalymo/ 3¢ob dali znov ity.” Now, it is pushed to the limit :

Hexaii EBpona xymkae

a B HaC OJIHA JIMII OyMKa €

o[Ha oaHa TypOauis

Tpaguuiil mimpisanis
KOJIEKTHBi3aLis

26 Cf. V serci u mojim, p. 114.

27 See Tydyna’s own reference to this in the poem “26-1I (11-III),” part 2 in
Pluh; cf. also Tel’njuk, Pavio Tyéina, pp. 172-73.

28 See “‘Golovokruzenie ot uspexov,” Pravda, 2 March 1930, no. 60, and his Socinenija,
13 vols. (Moscow, 1946-51), 12 : 191-200.
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He GaThkoBa He HeHiHa

nmouka i Mac i JIeHiHa

LS MHCJIb yCiM 3BiZoMIleHa

He3JaMJIeHa He3JIOMIIeHa

nepeycBiIoOMIIEHA.

Here again the verbal hyperbolism (‘“‘pereusvidomlena,” ‘‘pere-pere-
budemo’’) echoes TyCyna’s earlier motifs, particularly of the “plakat”
poems in Pluh (e.g., ‘‘Perezorjujut’ zori”’). The major effect, however,
is one of comic, buffo exaggeration. Such lines as “tradycij pidrizacija/
kolektyvizacija” (a singularly appropriate characterization), or the
designation of the great new idea (be it “‘politexnizacija,” ‘‘kolekty-
vizacija,” or “fondoususpil’nennja’) as the daughter of the masses
and Lenin, can indeed be perceived as being parodic, as the scandalized
Saxovs’kyj notes.?® The effect is surely intended. For example,
the description of the idea in the fourth stanza as ‘‘zvidomlena/ nezlam-
lena nezlomlena/ pereusvidomlena” conveys nothing so much as a
metamorphosis of that idea into mumbling; one need only add
“zamamljana.” In short, the slogan-mongering of the day is duly por-
trayed, and the verbal devices themselves become a form of Aesopian
commentary. Nevertheless, as we shall see, the verbalism and the incan-
tations also have a deeper, non-comic significance.

The following two poems continue with the dramatization of the
attitudes and the ethos of his society as the worker, functionally a
master of ceremonies or stage director, signals a new theme—the
role of the class enemy, first as embodied by the Ukrainian émigrés in
Warsaw, and subsequently, in a historical reflection on the 1905
Revolution. The involved title of the first poem—* ‘Pislja c¢’oho
zrozumilo® robitnyk kaZe ‘Coho Ukr-Varsavs’komu smittju tak zaraz
veselo’ ”—again stresses TyCyna’s characteristic elliptical and telescoped
construction. The reason for the gloating of the Poles and the
Ukrainian émigrés (the “Ukr-Variavs’ke smittja”) can be deduced
from the concluding stanza of the preceding poem, where the Soviet
Union’s political isolation and general economic difficulties were
explicitly noted :

Hexait My i301b0BaHi
Xaii IHI B HaC MO30JIbOBaHi...

29 Saxovs’kyj, Pavio Tyéyna, p. 136.
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This poem, therefore, is intended to be a crushing rejoinder to their
Schadenfreude. Along with the various topical references (to the
economic and political problems of Pilsudski’s Poland in stanzas
three and five, to its imperialist ambitions in stanza four, to the alle-
ged toadyism of the Ukrainian émigrés) this poem, more than any
other, reveals the intermedial and burlesque elements of Cernihiv. They
range from bawdy vulgarity (“do §ljaxty pol’s’koji zadkom nalipleni
naklejeni”’), to mock sympathy (“Pany moji ridnesen’ki...””), to such
folk devices as diminutives, synonymy (‘‘sobaky sucyni’’), the metrics
themselves, and, most overtly, the folk saying in the fourth line of each
stanza.

999

Where “ ‘Pislja c’oho zrozumilo’ ”* is a political lampoon, the following
poem, “Dulys’ pany j 25 lit tomu robitnyk zhaduje 1905 rik na
Cernihiviyni,” exemplifies popular history. Though there is no intent
to mock, the diction, images, and devices are no less burlesque
than in the preceding poem. The masterful development here, however,
is the way in which TyCyna establishes nuances and polyphony even
within the confines of an account that is stylized to be ““simple.”” Echoes
of folk narrative, for example, are found in the series of three rhetorical
questions in the opening of the first stanza, as well as in the repetition,
with but slight variation, of the opening lines of stanzas two and
three : “Burxaly ta vse $Ce malo... Byly jix ta vse §¢e malo....”” But what
is most effective for projecting a setting of oral narrative are the
questions that occur in the fourth line of each stanza. They are
precisely like the interruptions of some naive listener, and the
narrator, interestingly enough, sometimes answers them explicitly
(stanzas three and six) and sometimes seems to ignore them. The
context of the narrative is further amplified as the worker makes
an aside in each stanza. This favorite device of Ty¢yna’s has a possible
dual purpose. It may be seen as an aside directed to the persona of
the poet, since he (more than, say, the naive interlocutor) would under-
stand the reference to Kocjubyns’kyj’s Fata morgana, for example,
or to the first (not the second!) Lyon uprising. (In the latter case the
word “‘rozumijet’sja” stresses the privy nature of this communication.)
At the same time these asides can be seen as an oral equivalent—for their
diction is indeed that of informal speech—of the footnotes or glosses
that every “proper” history should have. In either case, they increase
the dramatism of the poem.

The next poem leads us to the conclusion of Cernihiv, although not,
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as some have argued, to its culmination.?® For long one of the
two poems of Cernihiv to remain uncensored (along with “Mij
druh...”), it was always entitled “Lenin.” But as we see from the
full title, “Tut same demonstracija proxodyt’ het’ $kidnykiv smert’
intervenciji,” it is fully a part of the dramatic structure and not at all
intended to be distinct by reason of ideological weightiness. As
throughout, the title is essential, for it puts the poem in the context
of the whole, like the scene of a play’ thus revealing its structure and
elucidating the operant associations. Here a demonstration passes, as
we are told, and the second part of the title is nothing other than
the signs being carried, or, more likely, the slogans that are
shouted : “‘Het’ $kidnykiv!” “‘Smert’ intervenciji!”” The opening ‘“Lenin”
—which is capitalized precisely like the title—is one of them;
it is the slogan of slogans, the most galvinizing watchword of all.
(It is rather less likely that it would be a sign or portrait of Lenin, for
the entire emphasis is on the verbal dimensions. If Cernihiv were to be
staged, however, a portrait of Lenin would certainly be appropriate
here.) The text of the poem is the reaction, the resonance elicited
by this potent name. Even more, it is a reassertion of the principle
expressed at the very beginning—the power of the incarnate idea. In
fact, this was already stated quite explicitly at the end of the preceding
poem, where references to the Revolution of 1917 in action (“Rady i
Kronstadt i Smit/ profspilky jak dynamit™) are given this explanation
in the “gloss”: “A vse ce zrobyla ideja zbrojnoho povstannja.”
Now, the architect of that Revolution and the reality that is Cernihiv
is apotheized. His name is the catalyst-idea for great upheaval, be
it the Revolution (“burja”) or the building of the Socialist Workers’
State:

JIEHIH
OnHO TiNBKH CIOBO
a MH BXe K Oyps...
JIEHIH
Bcboro M m’ATh Jitep
a CKUIbKH eHepriid...

As the poem goes on to show, it, like all great ideas, lives on after his
death. The last four stanzas are an oath, sworn by the entire assembly, to

30 Cf. Tel'njuk, Pavlo Tycina, p. 156; his argument is motivated by the thematic

and ideological *“‘weightiness” of Lenin and not by the structure of Cernihiv as such.
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104 GEORGE G. GRABOWICZ

remain faithful and ruthlessly dedicated to his principles.3! In this there
is, of course, a strong echo of Stalin’s speech on the death of Lenin.3?
It is also the core of the official secular religion of Cernihiv’s world.

That religion and that world are given culminating expression in the
last poem, “Stara Ukrajina zminytys’ musyt’.” The situation can well be
visualized as a final mise-en-scéne, where the peripatetic poet and the
worker, the marchers (‘‘demonstracija’’) from the preceding scene-poem,
the komsomol youth, indeed, all the players, join in a final statement
synthesizing the whole work. Whether one sees the dramatism of Cernihiv
in analogy to a cantata (with its narrative interspersing single “‘arias”
with recitatives and choruses) or whether one sees it as a libretto
for a historico-ideological folk opera in the spirit of ‘“The East is
Red,” this last poem is the crescendo. The fact that it is recited or sung
by the entire company is again clearly indicated by the title, which, in
contrast to the others, is general and all-encompassing. But whereas
the setting is unambiguous, the poem itself is complex.

In one sense, ““Stara Ukrajina’ can be taken as a catalogue of current
Marxist-Leninist formulas : it has even been suggested that here TyCyna
was consciously attempting to incorporate into poetic form the Marxist
“philosophy” that he, like other writers (‘“‘engineers of human souls”),
was being taught at “special seminars.”*3 This Soviet reading of the
motivation (and thus of the poetics) of the work is predictably trite.
On the contrary, rather than the poet subordinating himself so such
philosophy, it is the latter that is absorbed and transformed into a
higher poetic vision. Characteristically, the elements of this vision are
typical and orthodox, and yet peculiarly qualified. Thus we have the
“law of dialectics,” the transformation of quantity into quality, the
teleology of inexorable History with which each stanza culminates;
we have also the crass hyperbole of Soviet (particularly Stalinist)
rhetoric :

OTXe MepenoHH BCi JOCITiIKEHO
OTXe rJIMOHHHA BCi pO3rajlaHo
OTXe 3’5COBaHO BCi HEOMYZPEHHS. ..

31 As Tel'njuk points out, the last four stanzas were written much earlier, in 1924,
on the occasion of Lenin’s death, and only the first two were written concurrently
with Cernihiv, i.e., sometime in 1929-30; cf. Tel’njuk, Pavio Ty¢ina, p. 157.

32 See his “Po povodu smerti Lenina,” Pravda, 30 January 1924, no. 23, and So¢inenija,
6:46-51.

33 Cf. Saxovs'kyj, Pavlo Tyéyna, p. 134.
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We have typical self-criticism (stanza three), then self-exhortation
(stanzas four and five), and finally the archetypical metaphor of the
ship of state on its sublime but perilous journey.3* The manifest
semantic plane, however, is subjected to far-reaching qualifications
(and this term hardly captures the essential shifts that are involved). The
first “filter”” seems to be that of irony. The opening line (‘‘PerkoCovujucy
nasyCujucys’”’), which can be taken as a concrete reference to demogra-
phic shifts from village to city and to improvements in agriculture,
already presents the phenomenon in an unflattering or ‘“‘naturalistic”
light. The following three lines, especially “kil’kisno jakisno perexlju-
pujucys’,” seem to simplify abstract ideas to the point of parody.
Similarly, the optimism of the above-cited lines of the next stanza is
simplistic to the point of silliness. Yet, while the possibility of irony
is not to be denied, because it inheres in the aesthetic distance that
Ty€yna maintains throughout the cycle, it is not a determining
mode. The reason for this is not because certain elements—such as
nomadic wandering, the “sloshing over” of quantity into quality, the
“exploding” of the old—become appropriate in terms of the metaphor
of a ship passing through stormy seas. Rather, it is because a different
and insistent tone becomes dominant. This is a tone, or aura, that
seeks to reflect what, for want of a better term, can be called a
quasi-mystical experience of man faced with transcendent, eternal
powers. In one sense these are the cosmic forces (‘“por§njamy/ xodyt’
dvyhot po vsesvitu’) that Ty€yna had apotheized earlier in “V kos-
micnomu orkestri.” This is also the inexorable flow of life and the
need to accept and grow with it that he later epitomized in “Poxoron
druha.” Here, this transcendency is above all the Idea or the Power of
History, perceived most simply as the future. It is not the rationalist
absolute of Marx and Hegel, but something as sublime as the Divinity,
and “Stara Ukrajina” is nothing less than a hymn to it. The poem’s
hymnal properties are established not only on the semantic level, that
is, in the striving for the future and the desire to possess at least
a fragment of it :

Po3xeHiMOCh IFOKHIM IO icTOpii
MOXe€e OIOKPHIIHTHCS HaM BHJIOMOK
on He3BHYaliHOro MaibyTHBOTO

or in the confession of weakness and unworthiness in the face

34 Arthur Koestler in Darkness at Noon speaks of the pervasiveness of this metaphor
in Comintern (and not only Soviet) pronouncements.
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106 GEORGE G. GRABOWICZ

of it (stanza three), or, finally, in the fervent exhortation to become
more perfect and more like it (stanza four). The full sense of this
experience, structurally so similar to a religious one, must also be
conveyed by non-semantic elements. The poem has a remarkably
resonant instrumentation, with rich alliteration and internal rhymes
and a general sonorousness that is particularly emphasized by its tonic
meter. The lines, as one critic has noted, have the inexorable drive of
breakers striking a ship.3> The regularity, the repetitions, the flow
of long syntactic units give the whole a strong sense of incantation, which
is climaxed by the build-up to and then the falling cadence in the
last line of each stanza. Here there is a most effective fusion of
meaning, sound, and rhythm. The invocations to the future—"“do
nezmirennoho... od nezvy€ajnoho... vid neposydjucoho... vid nespo-
kijnoho... vid nestarijucoho... do nezmirennoho majbutn’oho”—seem
to echo the synonyms for the Deity that one encounters in Christian
liturgy (as in the refrain, “Svjatyj BoZe, Svjatyj Kripkyj, Svjatyj
Bezsmertnyj pomyluj nas”). While there is no doubt that TyCyna
rejected Christian dogma quite early in his life, it is also rather evident
that the deep structure of an emotional openness to and resonance
with the infinite remained with him.

This indeed leads us to a crucial point. The sense of partaking in
great, transcendent forces—the Revolution, the nation, the cosmic
orchestra—has been a manifest feature of Ty€yna’s previous poetry.
It was expressed at its ‘‘purest”—that is, least topical and most
“mystical” and emotional—in the poem-manifesto ‘‘Sonjasni kljarnety”:

A 6yB — ne 1. JIum Mpis, COH.
HaBkosio — I3BOHHI 3TyKH,

I miTeMH TBOpPYOi XUTOH,

I 6aroBicHi pyku.

IpoxunyBeh 51 — i 1 Bxe Tu:
Han MHOIO, mi0 MHOKO
IopATh cBiTH, 6iXaTh CBITH
My3HYHOIO PiKOKO.

I crexus 1, 1 1 BecHiB:
AKOPIMJINCH IUISHETH.

Hasik s B3HaB, mwo Tu He I'niB, —
JIn Consuni Kisprern.

35 Tel’njuk, Pavio Ty¢éina, p. 158.
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In “Stara Ukrajina,” the feeling of being part of a cosmic rhythm (in
“Sonjasni kljarnety” : “U tanci ja, rytmiCnyj rux,/ V bezsmertnim vsi
planety”) is given in a different key: the poem is colored by a
peculiar dread or angst, which can be taken as a uniquely Ty€ynian
form of timor Dei. (It is understood that on this deeper level the poem
is no longer defined solely by the mise-en-scéne and the vox populi; it
clearly differs from the others in its complexity, and here the voice of the
poet is most discernible. On the other hand, this sense of uneasiness is
not out of tune with the whole of Cernihiv, for, as we have seen, it
portrays a whole society and ethos, and not simply a social realist
celebration of ‘“‘achievements.”)

The perception of an angry God, of sinister forces, of the antipode
to the feeling expressed in ‘““‘Sonjasni kljarnety” (‘‘Navik ja vznav, 5¢o
Ty ne Hniv...”) is not new for TyCyna. It animates Zamist’ sonetiv i
oktav and is epitomized in the apocalyptic notes of such poems as
“Mesija.” Its most pithy formulation is contained in ‘“Viter” in the
fearful question of those who flee the Revolution: “S¢o ty za sylo
jesy?” In Cernihiv’s culminating poem, the undercurrent of dread is
given subtly and on more than one plane. In the opening (and
closing) stanza there are no ‘‘negative’ elements, except perhaps for
the general indication of setting out on uncharted waters (and this
restlessness is then amplified by every epithet for the future). By the
second stanza, however, there is already a discordant note. The insistent
assertion of achievement with the anaphoric “‘otZe” culminates with
a subdued ‘““moze odkrySytsja nam vylomok/ od nezvy€ajnoho majbut-
n’oho.” In the next stanza, the notion of this mere fragment is elaborated
into an extended depiction of failure and inadequacy :

Sk 4acTo 3 mpiGHOro He3aJOBOJIEHI
MH 3HEBipSEMOCS XHIMMOCS NaJaEM
MM CIIOTHKaEMOCS TJTyXHEMO

i HaM yXe He YYTH K NOPIUHAMH
XOOHUTh OBATOT IO BCECBITY

Bil HEMOCHAOYOT O MaiOyTHEOTO

The exhortation of the following stanza shows the ever-present pitfalls,
even in acceptance:

BKJIFOYa¥iCh Ta He MJIABICTIO Oaiioyxoro
He OOXeBiJLIAM 1 He og4yaeM CII'sIHiJIOro...
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108 GEORGE G. GRABOWICZ

Finally, when the image of the ship is introduced, the setting is quite
somber, and the journey is defined solely by dangers and the absence
of any firm bearings:

Onnnany a Bxe Jajieko Bix 6epera
Hap rim6usamMu cyxoBiifHO HeréasHO
Kopabennb 3npuraeTbes nopsiMu
XonuTh OBUIOT TakHif ke IO BCECBIiTY
Bil HeCTapil1Yoro MaiGyTHboro

When the opening stanza is now repeated, we sec that its assertions
are made in the face of unknown perils; it seems to intuit (analogously
to the prescience of the last line of Zamist’ sonetiv i oktav) that the
course ahead—in actuality, the Stalinist 1930s—is unlike any traveled
before. Along with this circular construction and the absence of any
clear resolution, there are non-semantic elements that contribute to
a sense of unease. Primarily, this is the insistent, inexorable rhythm,
which, in contrast to the preceding poems, shows no irregularities,
no exclamations, no intimation of individuality. Instead there is
a heightened sense of impersonality. Man, the passenger on the
Ship of State, is in no position to affect its course; all he can do, as
we see from the exhortation in stanza four, is to become part of the
process and to become conscious of it.

*
x %

To speak of the formal properties of Cernihiv is to speak of
its meaning. This is so not only by reason of the generally accepted
idea that form and content are inseparable in poetry, but also because
of the programmatic nature of the work itself. Cernihiv expresses the
essence of the new life in various ways, but above all by capturing its
sounds and rhythms. To a degree unmatched in his total ceuvre Ty&yna
makes use of the language of newspapers, of party slogans and
exhortations, of everyday expressions, broad popular humor, and the
“agit-prop” idiom. This is epitomized by his weaving in of well-known
moments from Stalin’s speeches—the above-noted echo of the “dizzy
from success” speech, as well as the eulogy for Lenin, with its
drumbeat of “‘kljanémsja tebe tovaris¢ Lenin....”3° (Ty¢yna, in fact,
makes a rather clear allusion to Stalin in the term “zalizno”—i.c.,
“Kljanemsja kljatvoju zalizno.””) Characteristically, he is quite ready

3¢ See fn. 32. It is interesting to note that the device of a thematic refrain in a eulogy
was later used with great mastery in **Poxoron druha.”
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to bare the device, as, for example, in “Kupujemo hazetu,” which
is replete with newspaper jargon and which delights in rhyming, with
the help of neologisms if need be, exotic, ‘“‘impossible” words :
Svartija-kompartija, jeresnja-veresnja, etc.

Indeed, neologisms are the center of gravity of the formal searchings
in this work. They can be of various kinds, based, for example, on
proper names (“‘Stalinnja,” “Zalyv¢i Ellany,” “Nepmanjuce,” “‘pol’-
§¢yzujet’sja,” etc.) or on foreign words (‘“‘ihove,” “psja-krevyna,”
“cergibeli”);*” they can be neutral (“oklynnja,” “Spljanovanist’,”
“proladano,” ‘“holubosyzjano,” “‘pokor§€yna’’) or comic and vulgar
(“zarizjakano,” “‘oevropejeni,” “‘drypapana,” etc.).>® The latter cate-
gory, especially, is used to establish ironic counterpoint and distance
between the poet and the represented masses. It is most condensed in
“A ¢y ne jest ce naxvalky...,” the ‘“‘answer” to Stalin’s injunction.
The mockery here is inescapable—a mockery not so much of a
given phenomenon or goal (e.g., collectivization) as of the frenzy
of its propagation. Hence the inimitable ‘““Nexaj Evropa kumkaje...,”
etc. The foil, or “model,” here is the pseudo-sociological jargon of
journalism and propaganda, the coining of words for “‘processes”
(“pidrizacija”) or ‘“‘states of consciousness” (‘‘pereusvidomlena,” “pere-
perebudemo,” “nedomudrennja,” etc.). The neologisms of Cernihiv
constitute an extraordinarily high percent of the total lexical stock—
undoubtedly the highest in TyCyna’s poetry, and most probably the
highest in any longer work in modern Ukrainian. And this is true,
one may add, without counting the “logical” neologisms—namely,
such unexpected but very telling (and ironic) expressions as “u vsi

9 99 ¢

znannja uzujemos’,” ‘‘ne odnym jiji fa§yzmom pozmakano,” ‘‘kil’kisno
jakisno perexljupujucys’,” etc.

In sum, the word is the focus of attention. But it is brought
to center-stage not only by the various forms of ‘“‘building up” or
“slovotvorennja.” The same effect is also attained by ‘‘breaking down”
the word, by creating enjambments within the word itself. This is used
much more rarely—in fact, only twice, both times in the first poem,

“Mij druh....” Thus, in the first stanza it is a play on ‘‘perenjatyj” :

JloraHgeMo ix OOTaHIEM
SIK KOHS 1O BiTpaMH NEpeHs

37 To be sure, iho is now accepted as a Ukrainian word, equivalent to the Russian

igo; cergibeli is most probably a variation on the Polish ceregiele.
38 The last is not as opaque as Saxovs’kyj assumes (Pavlo Tyéyna, p. 135) and
is most probably a conflation of zadrypanyj and pan.
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mu 1 6a4uuI caM POCTEM ILIOIAHS

and in the second, on “pole”:

He xuaunacy Bepbuyka y moJi
TaM Tenep NapoTATroBe JEno
IIpoxonaTe peiiku 4epe3 mo
JIETATH iCTOPIIO iCTOPATD.

(Ty¢yna is fond of this device, which nicely imitates the flow and
ellision of natural speech. In “Pisnja traktorystky,” for example,
one stanza ends with *“ta j pojidem, ta j poji...” and the next
begins with “Dym dymok od masyn....”” Unfortunately, this is also
where the heavy hand of the censor, ever wont to dot the i’s, makes
itself felt: in all the later editions of Cernihiv the offending “gaps™ are
filled in.) The third stanza of “Mij druh...,” however, shows the
direction in which this device evolves. As TyCyna rhymes ‘“‘sjajnu”
with “usja” (which is typical of the oblique rhymes in this poem)
and then begins the next line with ‘“nova,” we see that the
truncation of words is effectively continued into a masterful gamut
of internal rhymes. Clearly, these and other aspects of the virtuosic
instrumentation of Cernihiv require a separate study.

The dominance of the spoken word and living speech is strongly
reflected in the meters and rhythms of Cernihiv, and, not least, in the
total absence of punctuation. It has already been observed that some
of the poems, particularly “Kupujemo hazetu,” “A ¢y ne jest’ ce
naxvalky,” and ‘“‘Zustricajemo komsomol’civ,” approximate the com-
plex tonic and syllabotonic principles of the cdastuska.®® Apart from
these, and the regular amphibrachic and iambic “Tut same demonstra-
cija proxodyt’,” the prevailing meter of Cernihiv is tonic. Thus in “Stara
Ukrajina™ there are two phrase accents in each line (in the opening line
this also corresponds to the word stress). In the first poem, “Mij druh,”
there are three accents per line, with the exception of the last two
lines, the “refrain,” which has two (and in the last line of the fourth and
fifth stanza, only one). The shifting accentual meter is more complex
in “Pislja c’oho zrozumilo” and in “Dulys’ pany.” The effect of a
dynamic, restless, natural rhythm and of new tempos and energies is

3% Cf. A. Kviatkovskij’s “Rytmologija narodnoj &astuski,” Russkaja literatura 2 (1962):
92-116.
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achieved throughout, however. For Ty¢yna this is the only appro-
priate means for presenting the new ‘‘content,” one that is defined
by “the people” themselves:

y Hac no6a ingycrpii

B HaC TeMII i TJIyM IIOHTOHOBI

TpyAM i THI IBOTOHOBI
3aJ1i306€TOHOBI

Finally, the word, or human speech, is also an innermost theme of
Cernihiv. Every poem, without exception, portrays or makes specific
reference to boasts, threats, vows, curses, or shouts. Apart from the very
title of the first poem these are, for example :

Mu c1aBUMO MM XBaJIUMO...
O Hi MM SCHO KaXeMo...
Hexaii EBpona xyMxkae...

XBaJIMBCh KOJIHCh XBaJIbKO a 3apa3 3HOB XH3YETCH...

9H TO YepHi XxBasbba
Yomy xBanbba YoMy Lue i YepHi...

Kpu4iTs 1m0 HaiBHIIe e HaI...

KnsHeMcst KJIATBOIO 3aJIi3HO...

This explosion of noise (‘“‘zapereCennjam staroho vybuxajuly”) is
countered by the theme of deafness, which has already been introduced
in “Mij druh” (“az hluxym dohuknulasja luna’), but which is stated
fully in “Stara Ukrajina” : “my spotykajemosja hluxnemo/ i nam uZe
ne Cuty jak por$njamy/xodyt’ dvyhot po vsesvitu....” This deafness
is, on the one hand, the inability to perceive the new reality, something
reminiscent of “I bude tak™ from Pluh:

I 6yne Tak —

Crnini: nex Te He60 — 5 He Gauy?
I'myxi: MeHi 30aeThbes, npasay 16 noyvys!
Kanixn: miauvy,

On 600 kpryy!
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On the other, as stressed by the imperfective aspect of the verb
(““hluxnemo”), it is an inevitable human reaction to the ever-present
noise. In keeping with the introspective nature of this poem and in
true dialectical fashion, we are shown that assertiveness is inevitably
accompanied by doubt.
*
* *

Even a brief summation of the thematic interests and formal premises
of Cernihiv indicates a close correspondence to the poetics of con-
structivism. The reasons that this has not drawn critical attention
may be several: that TyCyna, as far as we know, never espoused the
loudly proclaimed doctrines of the constructivists; that Cernihiv was
a passing phase in Ty€yna’s poetry so that discussion of it never
went much beyond polemics; and, finally, that without accompanying
theoretical pronouncements, constructivist poetry (as witnessed by the
work of the foremost Ukrainian constructivist, Valerijan Polis¢uk)
was not as easily distinguishable as its proponents believed. The
similarities, nevertheless, are quite compelling. Apart from the obvious
thematic desideratum of contemporaneity and immediate experience
—and, indeed, the identification of constructivism with socialism 4°—
the constructivists also placed maximal theoretical stress on the word.
For Kornelij Zelinskij said, “the word is the arena, the battleplace of
poetry with meaning.”*! From this flowed such elaborations as
the “loading-down” of the word (‘‘gruzifikacija slova”) with the goal
of maximalizing the expressiveness of the smallest units, as ‘“‘v malom
mnogoe, v totke—vsé” ;42 from this also came the “local principle,”
that is, the construction of a theme from its most typical components
(e.g., words or sounds), the replacement of the voice of the author
by that of his personages, and the use of jargon and argot.** Thus,
Il’ja Sel’vinskij’s “Vor” (1922) is composed largely of thieves’ jargon,
and “Raport” (1923) of the telegraphic style of military reports, the
gypsy poems of the sounds of Romany and of gypsy music. Formal
and acoustic experimentation impinged on ‘“zaum,” as, for example,
in Sel’vinskij’s “Cyganskij val’s na gitare” :

40 See Kornelij Zelinskij, Poezija kak smysl: Kniga o konstruktivizme (Moscow, 1929).
41 Zelinskij, Poezija kak smysl, p. 129.

42 Cf. the constructivist collection Mena vsex (1924) cited by A.A. Morozov in
Bol’saja sovetskaja enciklopedija, 3rd ed., s.v. ‘“Konstruktivizm.”

43 Cf. Zelinskij, Poezija kak smysl, p. 140 and passim; and Morozov, “‘Konstruktivism.”
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Hu6ub-uyn? Con-b1. ITpox? naapina
3neck B amnéifesax 3arajoxuie?-ro camsl,
W noHSOCHTCH TOIUKO CTOH BI? THTTAODSHIL:

TapaTHHHa-TApaTHHHA-tan...44

The tendency to irony and comic effects that is so pronounced in
this poet’s early work is also reflected in A. CiCerin’s variations (or
parodies) on the éastuska, for example, in his “D’ve instruémy” :

Ka nyceikel Mast
MensikapyObibHas,
Araitnuth, n16yna,
S Hany! npbpHas.4s

While Cernihiv does not approach such “‘zaum,” the parallels with
constructivist theory and practice extend to all the essential points. If
there is a major divergence or differing premise, it is that for Ty¢yna
constructivist principles are not taken as a defining credo on the
nature of poetry, but are utilized with other heterogeneous elements
(e.g., the old Ukrainian intermedial tradition) to produce a characteristic
polyphony. Without considering these parallels, however, neither a
picture of the poetics of Cernihiv nor of constructivist elements in
Ukrainian poetry is complete.

Returning now to our opening question on the genre of Cernihiv, it
seems clear that it is not a reportage, nor even so much a veristic
dramatic portrait, as it is a vision, a distillation of the popular
Ukraine in transition, presented through the verbal analogue of a
musical composition—not a ‘“symphony” like Skovoroda, but a can-
tata. It is a polyphony of voices and rhythms and moods, captured with
manifold artistry and with subtly modulated control. It is yet another
instance of Ty€yna’s restless creativity discovering new forms.

44

Il’ja Sel'vinskij, Izbrannye proizvedenija (Leningrad, 1972), p. 65.
45 Castuska, ed. V.S. Baxtin (Moscow, 1966), p. 50.
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