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Abstract

My thesis focuses on the poetry of Ivan Svitlychnyi (1929-92), a prominent Ukrainian
dissident and literary critic. His legacy, which was not published in Ukraine until after
independence, remains largely unstudied. In particular, my thesis considers a group of
sonnets that Svitlychnyi wrote between 1972-77, i.e., after his second arrest and the year
his Gratovani sonety [Sonnets behind Bars] appeared in an émigré publication, in
Miinchen.

I maintain that Svitlychnyi was inspired by the cycle “Tiuremni sonety” [Prison
Sonnets] of Ivan Franko (1856-1919), an outstanding nineteenth-century author, scholar
and socialist thinker. The focus of my thesis is on the intertextual relationship between
Svitlychnyi’s and Franko’s poetry of incarceration. By relying on the theory of
intertextuality and literary allusion, I demonstrate Svitlychnyi’s debt to Franko. Finally,
besides showing the similarities and differences between the concerns of both prisoners, I

suggest the manner in which Svitlychnyi praises and dispraises his famous predecessor.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Table of Contents

Introduction 1
CHAPTER 1: Ivan Svitlychnyi’s biography and critical activity 6
1.1 Biographical excursus 6
1.2 Overview of Svitlychnyi’s literary criticism 9
1.2.1 Svitlychnyi’s criticism until 1964 11
1.2.2 Svitlychnyi’s critical activity between 1965-72 14
1.2.3 Svitlychnyi’s criticism after his second incarceration 16
1.3 Svitlychnyi’s vision of a poet 17
1.4 Conclusion 29
CHAPTER 2: Three redactions of Svitlychnyi’s prison poetry 30
2.1 A comparison of the three redactions 30
2.2 Scholarship on Svitlychnyi as a poet 43
2.3 Conclusion 48
CHAPTER 3: Franko’s and Svitlychnyi’s poetry of incarceration:
Toward a study of intertextuality 50
3.1 Franko’s “Tiuremni sonety” and Svitlychnyi’s familiarity with them 50
3.2 The theory of intertextuality 54
3.3 Types of intertext 56
3.4 Svitlychnyi’s “Ars Poetica” 60
3.5 Literary Allusion 63
3.6 Conclusion 76

CHAPTER 4: The intertextual relationships between Franko’s and
Svitlychnyi’s sonnets of incarceration 77

4.1 Discussion of common themes in Svitlychnyi’s and Franko’s prison sonnets 77

4.2 Conclusion ' 95
Concluding Remarks 97
BIBLIOGRAPHY 100
APPENDICES 107
Appendix I 107
Appendix II 167

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Introduction

Ivan Svitlychnyi (1929-92) is best known in post-Soviet Ukrainian society as a literary
critic and dissident. He established himself as a participant of literary life during Nikita
Khrushchov’s “thaw” (1953-64), a period of more relaxed political and cultural life that
began soon after Joseph Stalin’s death. During the thaw, the so-called Generation of the
Sixties appeared at the forefront of Ukrainian society. This group included numerous
dissidents, among them the poets Vasyl’ Symonenko, Vasyl’ Holoborod’ko, Thor
Kalynets’, Vasyl’ Stus, Vasyl’ Bondar, Lina Kostenko, Ivan Drach, and Mykola
Vinhranovs’kyi; the critic Ievhen Sverstiuk; the artists Alla Hors’ka, Viktor Zarets’kyi,
Halyna Sevruk, Anatolii Zubko, Veniamin Kushnir, Liudmyla Semykina, and Panas
Zalyvakha; and the composer Leonid Hrabovs’kyi. The more radical members of the
Generation of the Sixties sought to continue the project initiated by the modernists of the
1920s, whom Stalin’s terror had silenced. Their first goal was to retrieve Ukrainian
literature from a “closed circle” and to draw it closer to Europe. However, their efforts
were cut short during Leonid Brezhnev’s regime (1964-82). Many of them were arrested
and sent to prisons or psychiatric wards, penal colonies, as well as forced exile. They
were also forbidden to publish.

Even at the height of the thaw, censorship was a fact of life in the USSR. It
became much more pronounced after the mass arrests of 1972. To counter censorship, the
members of the Generation of the Sixties organized an underground publishing system,
called samvydav, which is better known in Western scholarship by its Russian name
samizdat. Ivan Svitlychnyi was deeply engaged in the samvydav, serving as a literary

critic and advisor to his colleagues.
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The twice-incarcerated Svitlychnyi also wrote poetry. Regrettably, his poetic
legacy remains unstudied and overlooked by scholars. This might arise from the fact that
most of his early poems were never published, presumably because the author himself did
not hold them in high regard. Before his arrest in 1965, only some poems had appeared in
print. In the period between his release in 1966 and second arrest in 1972, Svitlychnyi
published under pseudonyms or in the underground press. During his second
incarceration, a collection—consisting mostly of sonnets—appeared clandestinely in the
West, bearing the author’s name and titled Gratovani sonety [Sonnets behind Bars]
(henceforth, Gs). This edition was prepared by the prominent émigré critic and editor,
Ivan Koshelivets”.'

My thesis considers Svitlychnyi primarily as a poet and focuses on the sonnets he
wrote between 1972 and 1977, the year of the publication of Gs. I maintain that
Svitlychnyi was inspired by the cycle “Tiuremni sonety” [Prison Sonnets] of Ivan
Franko, a prominent nineteenth-century author, scholar and socialist thinker.

Although there are times when Svitlychnyi cites Franko, the epigraphs to his
prison poems are never drawn from his predecessor’s sonnets of incarceration. And yet,
there are significant parallel themes in the prison poetry of both authors. Moreover, in
Svitlychnyi’s works there are many allusions to Franko’s prison poetry. I believe that
“Tiuremni sonety” plays an important intertextual role in Svitlychnyi’s collection. Thus,
the main goal of my exercise is to flesh out those aspects in his poetry which, in my

opinion, are indebted to Franko’s poetry of incarceration. When discussing this

! Ivan Svitlychnyi, Gratovani sonetv [Sonnets behind Bars], ed. Ivan Koshelivets’ (Miinchen: Suchasnist’,
1977).
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relationship, I will juxtapose the sonnets in question as a convenient reference for the
reader.

This thesis is comprised of four Chapters, a section devoted to Concluding
Remarks, and two Appendices. Chapter One presents a brief biographical excursus that
concludes with my analysis of Svitlychnyi’s literary criticism, which focuses on the
manner in which he evaluates other poets. The goal of this analysis is to comprehend the
expectations that Svitlychnyi might have had when writing his own poetry.

Chapter Two describes in general terms Svitlychnyi’s poetic output between
1972-77. Its main focus, however, are the differences among the three known redactions
of Svitlychnyi’s prison poetry: the 1977 edition of Gs; the redaction that he envisioned
while in exile, in 1980-81, when introducing handwritten corrections on a copy of Gs;
and the material included in U mene til ’ky slovo: Virshi, poemy, poetychni pereklady [1
Possess only the Word: Verses, Poems, Translated Poetry] (henceforth, UmtS), a
posthumous collection, compiled by his younger sister, Nadia Svitlychna, and his wife,
Leonida Svitlychna, which appeared two years after his death.? Two appendices support
this chapter. The first consists of a Xerox copy of the corrections that Svitlychnyi wrote
on the pages of Gs. The second appendix outlines the structural differences among the
redactions of 1977, 1980-81 and 1994.

Chapter Two also includes an overview of the criticism dedicated to Svitlychnyi
as a poet.

Chapter Three begins with a brief discussion of the tradition of writing sonnets in

prison and attempts to explain why Svitlychnyi might have turned to the genre. The

? Ivan Svitlychnyi, U mene til kv slovo: Virshi, poemy, poetychni pereklady [1 Possess only the Word:
Verses, Poems, Translated Poetry], uporiadnyky Leonida i Nadia Svitlychni (Kharkiv: Folio, 1994).
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Chapter enumerates those authors whom Svitlychnyi cites in the epigraphs to his prison
sonnets, while noting that he avoids citing Franko’s sonnets of incarceration. Although at
least three other authors have suggested as much, not one of them has supported their
ideas with sustained arguments or considered the nature of the textual relationship
between Franko and Svitlychnyi. In the attempt to fill this gap, I turn to the theory of
intertextuality and the model for the discovery of poetic allusion proposed by Ziva Ben-
Porat. Then I describe the method I devised in order to discover both intertexts and poetic
allusions. My discussion in this chapter, based on the abovementioned theories, illustrates
in capsule form the manner in which Svitlychnyi’s sonnets are part of a larger “universe
of texts.”

Chapter Four focuses strictly on the intertextual relations between the prison
sonnets of Svitlychnyi and Franko. Here, I present my reading of those sonnets by
Svitlychnyi where I see allusions to Franko’s sonnets. The chapter concludes with an
analysis of the similarities and differences in the concemns that both prisoners raise in
their sonnets. The main goal of the chapter is to explicate what, in my view, appears to be
Svitlychnyi’s covert debt to Franko’s prison poetry.

In the section devoted to Concluding Remarks, I summarize my findings and
propose topics for further research.

I am very grateful to Nadia Svitlychna for lending me her copy of Ivan
Svitlychnyi’s corrections to Gs, which now comprise Appendix I of this thesis. This
invaluable document sheds significant light on the travails that Svitlychnyi’s prison
sonnets underwent at a time when their author had no control over their publication and,

perhaps, little hope that they would ever see the light of day. Although the document
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could not become the focus of my research for this thesis, because it reached me in mid-
June of 2005, it is offered here in the hope that it will assist future scholarship on
Svitlychnyi.

I also thank the prominent critic and scholar Mykhailyna Kotsiubyns’ka whom I
visited in Kyiv, upon my supervisor’s invitation. Ms. Kotsiubyns’ka pointed me in the
direction of various publications and a dissertation devoted to Svitlychnyi. She graciously
shared with me her own views of Svitlychnyi’s poetry.

I am indebted to Natalia Pylypiuk, my supervisor, for guiding me throughout the
entire period of writing the thesis. Owing to her course on Diaspora and Dissent, which I
took in fall of 2004 and our subsequent discussions, I learned much about the literature of
dissent. This led me to dedicate my research to the oeuvre of one of the most prominent
Ukrainian dissidents. I sincerely thank Dr. Pylypiuk for editing several layers of my work
and for transforming all those translations in this study that are mine, into idiomatic
English. I am also grateful to my supervisor for assisting me with structuring the work
and selecting the theoretical basis of the research. My understanding of Ukrainian culture
has changed radically thanks to her. Her work has inspired me to learn more about a field
that remains underrepresented in my native country.

I am also grateful to Alla Nedashkivska for providing me with constructive
feedback and for detailed comments and suggestions on the improvement of the

organization of my thesis. To be sure, all shortcomings are solely mine.
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CHAPTER 1.
Ivan Svitlychnyi’s Biography and Critical Activity
1.1 Biographical Excursus
Ivan Svitlychnyi was born on September 20, 1929, in the village of Polovynkyne,
Luhans’k region, to a family of kolhospnyky, i.e., collective farmers. His mother was
deeply committed to Ivan’s education: “cama HerpamMoTHa, 3aMiCTh HYKEPOK, KyNyBaia
cuHoBi kHmxku” [while illiterate herself, she bought books for her son, instead of
candies.]’

Svitlychnyi survived the Great Famine of 1932-33, during which almost one third
of his village’s population died. Nadia Svitlychna, his younger sister, recalls:

ITin wac romomy 1932-33 poky IBaHOBI Oyn0 TpPH—TpH 3 NOJOBHHOIO
poxu. baTbku He manu HoMy MOMepTH, 60, 3MAETHCS, NIBUAIIE IIOMEPIH O
cami, pATYIOYH AUTHHY. 3pewitoro, 6aTbKo, Bl MPHUPOIM MAIOYH KBOJE
370pOB’s, OYB y)Ke CIyXJiii Bif ronoay i moMep 6H, skOu #oro He B3sB 10
cebe B JIyraucek Monommait Mamus Opart I[letpo TBepzoxnib... yepe3 Taxky
CKpYTHY CHTyauiro [BaH 3 MajeyKky MYCHB 4UacTO BHKOHYBaTH B
TOCIIONApCTBi BaxkKi 40710Bi4i 0608’ A3KH.*

During the years of 1932-33 Ivan was three—three and a half years old.
Our parents did not let him die, because it seems that they would have
rather died themselves to save the child. Our father, having inherited weak
health, was already swollen from hunger, and would have died had not our
mother’s younger brother, Petro Tverdokhlib, taken him to live in
Luhans’k... because of this complicated situation, Ivan had to assume a
husband’s difficult household chores from the early years of his life.”

3 L(eonida?—SP) Tereshchenko, “Khto vin, Ivan Svitlychnyi?” [Who Is He, Ivan Svitlychnyi?] Dyvoslovo
12 (1997): 40.

* Nadia Svitlychna, “Rodynnyi spohad” [Reminiscences of My Family], in Dobrookyi: Spohady pro Ivana
Svitlychnoho [The Man with Kind Eyes: Reminiscences about Ivan Svitlychnyi}, uporiadnyky Leonida i
Nadia Svitlychni (Kyiv: Chas, 1998), 10-11.

3 Unless otherwise noted, translations in this study, including poetic texts, are mine. I sincerely thank Dr.
Natalia Pylypiuk for transforming my translations into idiomatic English.
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In 1937, Svitlychnyi began elementary schooling in his native Polovynkyne.
However, to attend secondary school, he had to walk six kilometers to Starobil’s’k. He
fought in World War II. In 1943, as he was trying to blow up an enemy car, his fingers
were severely injured. Upon finishing secondary school in 1947, Svitlychnyi was
awarded a gold medal for his studies and soon enrolled in the Ukrainian Studies Program
at the Department of Philology of Kharkiv University. In 1950-51, while still a student,
he taught Ukrainian language and literature at a secondary school in Kharkiv, but had to
quit this job because of aggravated tuberculosis.

Svitlychnyi successfully graduated from Kharkiv University in 1952. That very
year he passed entrance examinations and was enrolled in the graduate program
(aspirantura) of the Taras Shevchenko Institute of Literature in Kyiv. Because of his
independent behavior, he was prevented from teaching as a junior instructor in the
Department of Philology of Kharkiv University, a job that—under normal
circumstances—would have been given to any graduate student.

In 1955, Svitlychnyi became the head of the department of literary criticism of the
journal Dnipro. The subsequent year he married Leonida Tereshchenko, whom he had
met in 1953 at the Library of the Academy of Sciences. In 1957, Svitlychnyi occupied the
position of junior associate of the department of Literary Theory at the Institute of
Literature. At the same time, he worked as the secretary of the journal Radians’ke
Literaturoznavstvo, a joint publication of the Institute of Literature and the Ukrainian
Writers’ Union. Throughout this period (1957-63), he also worked as a literary critic.

In 1964, Svitlychnyi changed his place of employment, and went to work at the

Institute of Philosophy in the Academy of Sciences at the similar position of junior
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associate. At the same time, his critical articles caught the eye of authority. For a brief
while, he also worked for the Ukrainian Association for the Protection of Nature, then, as
Mykhailyna Kotsiubyns’ka states in her foreword to the collection U mene til’ky slovo,
“BUMYIICHO “BiNbHUII XyHOXXHHK,” nepe0uBaBCAd BHUIIAJKOBHMH 3apo0iTKaMH, dac BiX
Yacy IpYKyBaBcs B Ipeci miJ nceBaoHiMoM abo min uyxxum npisuinem” [was forced to
become “a free artist,” got by changing occasional jobs, from time to time published his
works under pseudonym or someone else’s name.]®

Svitlychnyi was first arrested in 1965 under the charge of anti-Soviet agitation
and propaganda. He was held in custody for eight months. Beginning with this period, he
was not able to continue his literary career and to publish critical works. Although
Svitlychnyi was released on April 30, 1966, the authorities kept a watchful eye on his
works. This led him to become active in the samvydav.

Svitlychnyi was arrested again on January 12, 1972, during the wave of mass
arrests engulfing the USSR and particularly Ukraine.” He was accused of anti-Soviet
agitation and propaganda again and sentenced to seven years of concentration camps of
severe regime and five years of forced exile. On August 20, 1981, Svitlychnyi suffered a
stroke and was designated within the first group of disability. Nonetheless, he was made
to serve his full sentence and was released only on January 23, 1983. He lived as a “free
man” for eleven more years, but poor health did not allow him to return to work.
Svitlychnyi died on October 25, 1992, in Kyiv. He was buried in the prestigious Baikove

cemetery.

® Mykhailyna Kotsiubynska, “Ivan Svitlychnyi, shistdesiatyk™ [Ivan Svitlychnyi, a Member of the
Generation of the Sixties], foreword to U mene til 'ky slovo..., 12.

7 Heorhii Kasianov, Nezhodni: ukrains 'ka intelihentsiia v rusi oporu 1960-80-kh rokiv [In Disagreement:
the Ukrainian Intelligentsia in the Opposition Movement of the 1960-80s] (Kyiv: “Lybid’,” 1995), 121.
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For additional bibliographical details, please refer to one of the largest collections
of articles about Ivan Svitlychnyi, which appeared in 1998 under the title Dobrookyi:
spohady pro Ivana Svitlychnoho [The Man with Kind Eyes: Reminiscences about Ivan
Svitlychnyi].® Compiled by Leonida Svitlychna and Nadia Svitlychna, this volume
contains seventy-four articles, a bibliography of Svitlychnyi’s works and illustrations.
Comprising, for the most part, memoirs by family members, relatives, friends and
colleagues, the articles in this collection offer glimpses into Svitlychnyi’s personal life,
literary work and his role in the cultural and social ferment of Ukraine, as well as in the
history of the human rights movement of the 1960-80s.

Two years before Svitlychnyi’s death, a collection of his works, Sertse dlia kul’ i
dlia rym: Poezii, poetychni pereklady, statti [A Heart for Bullets and Rhymes: Poetry,
Translated Poetry, Articles] appeared.” Subsequently, the following collections were
published posthumously: lak husak hovoryv: tak-tak-tak: Virshi dlia ditei [Gander Talk:
Tack-Tack-Tack: Poetry for Children],' and Um:S. However, before discussing

Svitlychnyi’s poetry, I would like to devote a brief discussion to his critical works.

1.2 Overview of Svitlychnyi’s Literary Criticism
Svitlychnyi is best known in post-Soviet Ukrainian society as a literary critic. I believe
that on the basis of his literary criticism we may better grasp his own poetry and

comprehend the demands, which Svitlychnyi the prisoner placed upon himself when he

% Leonida i Nadia Svitlychni, uporiadnyky, Dobrookyi: Spohady pro Ivana Svitlychnoho [The Man with
Kind Eyes: Reminiscences about Ivan Svitlychnyi] (Kyiv: Vydavnytstvo “Chas,™ 1998).

? Ivan Svitlychnyi, Sertse dlia kul’ i dlia rym: Poezii, poetvchni pereklady, statti [A Heart for Bullets and
Rhymes: Poetry, Translated Poetry, Articles], ed. V. Mishchenko, (uporiadnyk Leonida Svitlychna?—SP)
(Kyiv: Radians’kyi pys’mennyk, 1990).

' Ivan Svitlychnyi, Jak husak hovoryv: tak-tak-tak: Virshi dlia ditei [Gander Talk: Tack-Tack-Tack: Poetry
for Children] (Kyiv: Veselka, 1992).
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wrote poetry. For this reason, my analysis will be limited to those critical articles by
Svitlychnyi, which are dedicated to poetry. However, I begin this discussion by
presenting articles that give a broader overview of Svitlychnyi’s critical activity.

Hryhorii Kostiuk in a 1983 article, titled “Pidniatysia vyshche i litaty shvydshe...
(Ivan Svitlychnyi iak literaturnyi krytyk)” [To Rise Higher and to Fly Faster... (Ivan
Svitlychnyi as a Literary Critic)], provides a general overview of Svitlychnyi’s critical
activity, starting from his very first articles and concluding with his final, “Vidkrytyi lyst
Mykoli Bazhanu.”'' In a 1997 article, Halyna Kovalenko investigates Svitlychnyi’s
critical research on Shevchenko’s oeuvre.'?

Other authors haye provided general overviews, touching on various aspects of
Svitlychnyi’s literary activity. Thus, Ivan Dziuba’s foreword to Sertse dlia kul’ i dlia
rvm: Poezii, poetychni pereklady, statti, “Dusha, rozplastana na plasi...” [The Soul on the
Executioner’s Block...],"> and Mykhailyna Kotsiubyns’ka in the abovementioned
foreword to UmtS, focus primarily on Svitlychnyi’s work as a critic. They offer
biographical commentary and a detailed discussion of his reviews and articles, providing
only short analyses of Svitlychnyi’s poetry.

The most sustained work on Svitlychnyi as a critic is the thesis by H.V. Taiovych,
“Literaturno-krytychna diial’nist’ Ivana Svitlychnoho” [The Critical Activity of Ivan
Svitlychnyi].'* In her thesis, H.V. Taiovych organizes the dissident’s life as a critic into

three discrete periods: 1950-64; the period until his second arrest; and the period between

" Hryhorii Kostiuk, “Pidniatysia vyshche i litaty shvydshe... (Ivan Svitlychnyi iak literaturnyi krytyk)” [To
Rise Higher and to Fly Faster... (Ivan Svitlychnyi as a Literary Critic)], Suchasnist’ 1-2 (1983): 29-44,

2 Halyna Kovalenko, “Shevchenkoznavchi rozvidky I. Svitlychnoho™ {I. Svitlychnyi’s Research on
Shevchenko], Slovo i chas 3 (1997); 9-12.

** van Dziuba, “Dusha, rozplastana na plasi...” [The Soul on the Executioner’s Block...], foreword to
Sertse dlia kul” i dlia rym..., 5-20.

'“ H. V. Taiovych, “Literaturno-krytychna diial nist” Ivana Svitlychnoho™ [Critical Activity of Ivan
Svitlychnyi] (Ph.D. diss., Taras Shevchenko Institute of Literature, 2000), 30.

10
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1972 and 1981, the year that a stroke incapacitated him from engaging in creative work.

My subsequent discussion observes the periodization proposed by Taiovych.

1.2.1 Svitlychnyi’s Criticism until 1964
During his first years of graduate training at the Taras Shevchenko Institute of Literature,
Svitlychnyi studied literary theory and dedicated his Kandydats 'ka project to the theory
of the literary image (“Teopis Xymoxusoro obpasy”).” He never defended his thesis.
While still at the institute, Svitlychnyi began publishing in literary periodicals. According
to Ivan Dziuba, Svitlychnyi’s first critical articles show that he was a mature literary
critic with a serious interest in questions of aesthetics. '®

Svitlychnyi’s earliest articles, e.g., “Pytannia teorii khudozhn’oho obrazu”
[Aspects of the Theory of the Literary Image]'” and “Pro vnutrishniu superechnist’
khudozhn’oho obrazu” [On the Internal Contradictions of the Literary Image),'® were
intimately related to the research topic of his Kandydats’ka project. As Mykhailyna
Kotsiubyns’ka states in her foreword to the collection U mene til 'ky slovo, these articles
included a comparison between the individual versus the general aspect of the literary
image, between the positive and negative hero, and between Realism and Romanticism,
etc. She also notes that Svitlychnyi was forced to base his theoretical assumptions on
sanctioned authorities—such as Lessing, Engels and Hegel—because he would not have
been published otherwise. According to her, Svitlychnyi was forced to idealize Socialist

Realism. Kotsiubyns’ka affirms that these limitations notwithstanding, Svitlychnyi—by

'3 Ivan Dziuba, “Dusha, rozplastana na plasi...” [The Soul on the Executioner’s Block...], foreword to
Sertse dlia kul’ i dlia rym..., 6.

' Dziuba, “Dusha, rozplastana na plasi...,” foreword to Sertse dlia kul’ i dlia rym..., 6.

"7 Vitchyzna 6 (1957), 167-76.

'8 Radians 'ke literaturoznavstvo 5 (1958), 30-43.

11
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emphasizing the individualism and uniqueness of the artist—found a unique approach for
discussing vital social issues, such as the relationship between literary tendencies and the
problems of society’s development, as well as questions of artistic freedom.'® These
topics are broached in his article “Bilia pochatkiv literatury sotsialistychnoho realismu”
[At the Cradle of the Literature of Socialist Realism]* and the review “Tvorchi problemy
realizmu” {Creative Issues of Realism], which were written respectively in 1961 and
1962.%'

One of Svitlychnyi’s critical techniques was the use of humor and irony while
reviewing a literary work. Sometimes his irony grows into sarcastic criticism of the
predominant pseudo-academism and pseudo-philosophy, which guided Soviet art and
society. For example, “Harmoniia i alhebra” [Harmony and Algebra] criticized the works
by P.O. Petrova, B.S. Vashchenko and LK. Bilodid on Shevchenko’s usage of language
for being imitative and superficial. Here, Svitlychnyi poked fun at the shallow approach
of mainstream researchers who attempt to apply science, math in particular, to the study
of Shevchenko’s works without providing a proper, conceptual analysis or without using
the gathered information to reach adequate conclusions. Svitlychnyi states: “Iluppa cama
o cobi e He 3HaunTh Hiyoro. TpeGa BMiTH GauuTH i mupy, i TE, MO 3a HEIO CTOITH~
[The number alone means nothing. It is necessary to see both the number and what it
stands for.]* While commenting on the works of the critics, Svitlychnyi tried to
differentiate the ones from the others, and to find the individual characteristics of each

critical work. But, as he states, this was a difficult task, because the reviewed works were

' Mykhailyna Kotsiubyns’ka, “Ivan Svitlychnyi, shistdesiatnyk™ [Ivan Svitlychnyi, a Member of the
Generation of the Sixties), foreword to U mene til &y slovo..., 12-13.

0 Radians ke literaturoznavstvo 6 (1961), 10-24.

2! Radians ’ke literaturoznavstvo 6 (1962), 134-37.

2 Tvan Svitlychnyi, “Harmoniia i alhebra,” Dnipro 13 (1963): 146.
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almost identical, each one attempting to count how many times in the Kobzar
Shevchenko used a selected part of speech (i.e., how many pronouns, how many nouns,
etc.). Svitlychnyi concluded that such critical works, albeit authored by known literary
critics, were useless, because in general they presented little more than empty figures and
classifications, and were void of scholarly analysis. Svitlychnyi considered such works to
be “...xnacudikauis 6e3 cucreMu, cucTeMarmsauis 0e3 OyIb-SKOTO CTPMXKHS, IOOIp
Marepially i NmOAiN Martepiany 3a MPUHUMIOM LIO Teplle MJ pyKy MOTpamurs” [...a
classification without system, a systematization without any core, a selection and
organization of material according to the principle “whatever is at hand”].>* These critical
works shaped the basis of scholarly research on Shevchenko and yet they were mere
rubber stamps, lacking any scholarly characteristic. Svitlychnyi also criticized harshly the
fact that all the researchers presented their works as works in progress, requiring a deeper
investigation. He stated that a good researcher should not even consider publishing, let
alone being paid for, anything that is not worth seeing the light of day.

Another article was “A, B, V, H... abo zh “rozhortannia” fraz, tez 1 abzatsiv u
naukovi traktaty: K. Storchak. Pyrannia poetyky dramy” [A, B, C, D... or “the
Development” of Phrases, Arguments and Paragraphs into Scientific Treatises: K.
Storchak. The Question of the Poetics of the Dramal. Here Svitlychnyi criticized the
work of Storchak as an exercise in verbosity.*

Svitlychnyi participated in the new “Anti-cult” wave of literary criticism. While
working as a critic for the journals: Vitchyzna, Prapor, Dnipro, and Radians’ke

Literaturoznavstvo, he criticized schematic work by rote, which acted as rubber stamping

2 Svitlychnyi, “Harmoniia i alhebra,” 148.
* Vitchvzna 1 (1960), 210-12.
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and engaged in the deliberate embellishment of reality in prose. One of his major articles
of this period is “Bohy i navoloch: M. Stel’makh. Pravda i kryvda” [Gods and
Scoundrels: M. Stel’makh. Justice and Injustice), which comprised a review of a novel
by the well-known Soviet Ukrainian author, Mykhailo Stel’makh. While praising
moments in his prose, which reflected true reality, Svitlychnyi also criticized Stel’makh’s
idealization of the “masses,” the so-called narod. Svitlychnyi found Stel’makh’s division
of the world into white and black, good and evil, “Gods” and “Scoundrels,” weak, naive
and rather utopian.”

In the articles I have read, Svitlychnyi always defends young poets, such
nonconformists like Ivan Drach, Lina Kostenko, Mykola Vinhranovs’kyi, Vasyl’
Symonenko, etc., who refused to write according to the accepted, propagandistic norms
of Socialist Realism.

Owing to his non-traditionalism, erudition, and the harmonious relationship
between his education and his academic professionalism, Svitlychnyi became famous in

literary circles. For these very reasons, he also captured the attention of the authorities.

1.2.2 Svitiychnyi’s Critical Activity between 1965-72

After his first arrest in 1965, Svitlychnyi was not able to publish. His critical articles
appeared now under the pseudonyms of Ivan Sirko?®, Volodymyr Tverdokhlib and Ivan
Rivnyi. He also published under the names of his friends: D. Palamarchuk (see the

translations in the eighth volume of Guy de Maupassant’s Collected Works),”" Viktor

3 Vitchvzna 12 (1961), 159-66.

% Ivan Sirko [Ivan Svitlychnyi], “Vsi my opryshky,” [We Are All Social Bandits], in Persteni molodosti
[Rings of Youth], by Bohdan-Ihor Antonych (Présov: Slovenské pedagogické nakladatel’stvo, 1966.)

*" Hi de Mopasan, Tvorv u vos my tomakh [Works in Eight Volumes], (Kyiv: Dnipro, 1969-72).
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Petrovs’kyi®® and Anatol’ Perepadia. Under the latter name, Svitlychnyi published a
significant critical work, namely his review of the three-volume Russian-Ukrainian
dictionary, which had appeared in 1970. Titled “Slovnykovi kholodyny” [Dictionary
Chills] or “Novyi slovnyk, iakyi vin?” [The New Dictionary, What Is It Like?], the
review portrayed Soviet Justification practices and criticized the careless attitude of the
compilers towards authentic, Ukrainian words and expressions, as well as their attempt to
minimize the differences between Russian and Ukrainian.”®

Finding it ever more difficult to publish original works, Svitlychnyi became
interested in translation. He began working under the supervision of the preeminent
translator Hryhorii Kochur, and very quickly became his best disciple. Among
Svitlychnyi’s major achievements is the translation of Guy de Maupassant’s Collected
Works, which came out in eight volumes between 1968-72. Inasmuch as Svitlychnyi was
already under arrest when the last volume came out, his authorship of the translations
contained therein was also silenced.

Svitlychnyi translated other French poets and writers, such as Pierre Beranger,
Charles Baudelaire, Paul Verlaine, Louis Aragon, Paul Eluard, Jean de La Fontaine, and
Jules Supervielle. He also translated many Slavic authors: the Czech writers Vit€zslav
Nezval, FrantiSek Halas, Josef Hanzlik, Jifi Mahen; the Serbian Desanka Maksimovi¢;

and the Poles Juliusz Stowacki and Cyprian Norwid. These translations became available

3 Viktor Petrovs’kyi [Ivan Svitlychnyi], “Boris Suchkov. Istoricheskiie sud by realizma. Razmyshleniia o
tvorcheskom metode™ [Boris Suchkov. Historical Destinies of Realism. Contemplations on the Artistic
Method], Ukrains 'ka mova i literatura v shkoli 2 (1968): 84-86.

¥ Anatol’ Perepadia [Ivan Svitlychnyi], “Novyi slovnyk, iakyi vin?” [The New Dictionary, What Is It
Like?], Zhovten' 7 (1970): 139-51.
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in the posthumous collection of Svitlychnyi’s works, U mene til ky slovo: Virshi, poemy,
poetychni pereklady.

Svitlychnyi devoted himself to the samvydav, the success of which resulted from
the quality of materials that were written in the late 1960s and early 1970s. However,
none of his own works was published in the samvydav. In this period, Svitlychnyi

focused on publishing the works of literary colleagues whose values he shared.

1.2.3 Svitlychnyi’s Criticism after His Second Incarceration

As stated earlier, Svitlychnyi was sentenced to seven years of imprisonment and five
years of forced exile. He became actively engaged in underground work. In prison, he
assumed responsibility for samvydav’s functioning and its distribution to colleagues and
compatriots abroad. Svitlychnyi worked as a literary critic, becoming the primary advisor
and editor of his fellow prisoners—e.g., Ihor Kalynets’, Valerii Marchenko, Stefan
Sapeliak, Mykola Horbal’, Semen Hluzman, Ivan Kovalenko, and others.

In 1976, while still serving his term in the KGB prison, Svitlychnyl wrote one of
his best literary articles, “Dukhovna drama Shevchenka” [The Spiritual Drama of
Shevchenko], which appeared in the journal Slove i chas (formerly Radians’ke
literaturoznavstvo) in 1990, seven years after his return from exile. There he debated
against dividing the characters portrayed in the Kobzar into two categories, the so-called
dobri liudy [good people] and Iykhi liudy [evil people]. He maintained that the moral
degradation of people was the result of the inhuman conditions forced upon them.
Svitlychnyi argued that people cannot be just good or bad by themselves and that there

were causes that turned them into the one or the other.
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Svitlychnyi also worked on a dictionary of Ukrainian synonyms. After reaching
forced exile, Svitlychnyi continued working on the dictionary and began composing his
own rendition of the (now highly contested) Tale of Ihor’s Campaign, attempting to
provide his own explanations of the most difficult places in the work. Svitlychnyi did not

finish this project because of extremely poor health.

1.3 Svitlychnyi’s Vision of a Poet
As my discussion of the articles “Harmoniia i alhebra” and “A, B, V, H... abo zh
“rozhortannia” fraz, tez i abzatsiv u naukovi traktaty: K. Storchak. Pytannia poetyky
dramy” suggests, Svitlychnyi’s main criteria, not only for the poet, but also the writer and
literary critic, are uniqueness and freshness of conceptualization. His major concern is to
avoid rubber stamping and the repetition of common ideas and generalizations. He also
demands full responsibility from individuals for their published work. In his own words:
“Bu IpeTeHIyETe HA YMTALBKY YBary, Ha BY€Hi 3BaHH:, Ha KOINTH. Bu npeTeHayeTe—i
KOXKEH MOKe CYIWTH Bac BIAIOBIOHO A0 LMX BalMX NpeteHsii™ [You are claiming the
reader’s attention, scientific titles, and a salary. You are claiming them, and thus
everyone can judge you according to your claims].*® The sarcasm and use of irony that
make these articles so powerful surfaces many years later in Svitlychnyi’s own prison
sonnets.

Let us now look at Svitlychnyi’s articles regarding poetry. One of the most
important among them is an internal pre-publication review, “Persha zbirka poeta: I
Drach. Soniashnyk” [The First Collection of a Poet: I. Drach. Sunflower], which was

written in 1961, but saw the light of day only in 1997. Svitlychnyi starts his article with a

%0 Svitlychnyi, “Harmoniia i alhebra,” 146.
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critical comment on the feedback given by mainstream literary critics, who found Ivan
Drach’s collection anti-poetical, over tragic, and rather odd: “Jlronu HenoGpo3UwIMBI YK
npocTo Oalimyxi xo moesii... moeTHyHy ckiagHicte I. [paya HasBanid MaHipHICTIO,
YMHCHICTIO, a caMe€ IparHeHHs IIoeTa [0 OpHTiHAIBHOCTIi—Haiepina O3HaKa
CIPaBXHbOI Noe3ii—3naBanack YMMCh HeHopManbHUM [People who are malevolent or
just indifferent towards poetry... called the poetic complexity of Drach an affectation, a
premeditation, whereas the urge of a poet for originality, which is the first sign of real
poetry, has appeared to them as something weird, abnormal.]*' Svitlychnyi does not agree
with colleagues who base their judgment on the norms of the Socialist Realism; he
vehemently rejects the constant application of this method to every literary work.
Svitlychnyi considers Drach’s proposed collection, Sunflower, as the
manifestation of an original and very talented author. He starts with an overview of the
structure of the collection. His first idea is that the longer>poems should be separated
from shorter poems, so that the former do not undermine the latter: “...xBa—Ttpu Bipmi
IOpyd 3 BEIMKMMK IOoeMaMH OyIyTh MO4dyBaTH cebe HAOTO CaMiTHBO 1 CHPOTIHBO”
[...two or three short poems (placed) next to a majority of longer poems will appear
lonely and abandoned].*® In addition, Svitlychnyi suggests that poems should not be too
long, and also advises the poet to refrain from exercise in verbosity. He thinks that a
poem should be to the point, and should carry a message: “...Bunarox Tyt [B 30ipMi]
CTaHOBUTH nume “OciHHA cOHaTa —TBip, HE3BAXKAIOWH HAa BEAMYHICTH TEMH, HANTO
po3cnabieHuii, KBOJMM, PO3TArHeHu#. SIKIO aBTOpPOBI HE BAACTBCA CTHCHYTH #HOro,

BApTO MOPANMTH 3HATH 30BCIM—IMKI Bix Toro Tineky Burpae” [...The exception here (in

3! Ivan Svitlychnyi, “Persha zbirka poeta: I. Drach. Soniashnyk” [The First Collection of a Poet: I. Drach.
Sunflower], Slovo i chas 7 (1997): 33.
32 Svitlychnyi, “Persha zbirka poeta...,” 34.
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the collection) is the poem “Osinnia sonata” (Autumnal Sonata), which, notwithstanding
the sublimity of the theme, is too relaxed, pale, verbose. If the author does not succeed in
condensing it, I will advise that it be removed from the collection altogether; the cycle
will ultimately only win from this].® I believe that Svitlychnyi follows such advice in his
own prison sonnets, separating shorter works from longer ones. Moreover, given his
emphasis on verbal discipline, this might be one of the reasons why he was compelled to
write sonnets.

Svitlychnyi also advises Drach to remove his early poetry from the proposed
collection, so as to enhance the overall impression created by the mature poetry. He
states:

Beci iHmi Bipimi HpOro HHKIY TEX pa/Ky BHIIyYMTH i3 30ipku. O4YeBHIHO

BOHM HaIMCaHi JABHO... i H2 HUX TTOMITHO CJIIM YYHIBCTBA 1 BXOIDKEHHA B

noesito... Axmo Bxe . J[pay yBilIIoOB B JTEpaTypy TaK TBEPHAO 1 BUCOKO,

TO HOMY He CJIiJ MOJaBaTH YUTA4YeBl TE, IO BXKE 3apa3 CTOITh HIXKYe HOro

piBHS.

I also advise that all the remaining poems of this cycle be removed from

the collection. Apparently, they were written a while ago... and one can

notice the traces of apprenticeship and initiation into poetry... since L

Drach has already entered literature so firmly and highly, he should not

give the reader works, which now are below his current level >
Worthy of note at this point is the fact that Svitlychnyi himself prohibited family
members from publishing his early collection of poetry, “Ridnyi korin™” [Native Root],
which he composed in the 1950s.*

Svitlychnyi suggests that since every poet is an individual, the critic should find

an individual approach to assess poetic works. Artistic freedom is a dominant criterion in

33 Svitlychnyi, “Persha zbirka poeta...,” 34.

* Svitlychnyi, “Persha zbirka poeta...,” 34.

35 Leonida and Nadia Svitlychni, uporiadnyky, Dobrookyi: Spohady pro vana Svitlvchnoho, [The Man
with Kind Eyes: Reminiscences about Ivan Svitlychnyi] (Kyiv: Chas, 1998), 562.
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his criticism. For instance, while criticizing some parts of Drach’s longer poems,
Svitlychnyi is still willing to respect the author’s original intention: “SIk Ha Miit mornsz,
JELO 3HMKEHO, HE B CTHJI IOEMHM HAIMCaHO po3zin “Jlpyre MapeHHs.” Ane Le Bke
CrIpaBa aBTOpa: TaKUM, O4YeBHIHO, OyB XymOXHii 3axym” [From my point of view, the
second part of the poem “Druhe marennia” (Second Dream) is written in a somewhat
lower style, not in the same manner as the rest of the poem. However, it is up to the
author to decide; apparently, this was his original artistic vision].*® Thus, Svitlychnyi’s
foremost rule is to respect creative freedom.

In his internal review of Drach, Svitlychnyi suggests that the poet substitute some
of the Russianisms with Ukrainian lexical material: “Il{ono cTumo, TO TyT PeXaKTOPOBi
Oyne HebaraTo po6OTH. 3BMYAlHO, CJIiJ 3BLTBHUTH Bipii Bill PYyCH3MIB (TPHBOXYYHH,
PBYUHMii, KIIOIOYHif, KpIIOCTh, TOWIO) Ta JEAKMX HEBJANMX CHiB (Y TEKCTI BOHH
niaxpecneni), ane ix y noesii Jlpaya—oaunuui” [As for the style, there will not be much
work for the editor here. Of course, the Russianisms (tryvozhuchyi, rvuchyi, kliviuchyi,
kripost’, and so on) and some mal-a-propos words (they have been underlined in the text)
should be removed from the poems, but there are only few of them in Drach’s poetry].”’
It is plausible that Svitlychnyi was guided by similar rules when he was selecting
vocabulary for his prison sonnets.

Svitlychnyi’s last comment is about the name of the collection. He suggests that

the poet should refrain from using traditional names that are not commensurate with his

3 Svitlychnyi, “Persha zbirka poeta...,” 34.
3 Svitlychnyi, “Persha zbirka poeta...,” 35.
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poetic profile: “ne mnst Tony i cTumo noesii I. Jlpaua HagTo TpamuuiiHo...” [this is too
traditional for the tone and style of I. Drach’s poetry...].%8

Another critical article worthy of note is “Slovo pro poeta (Vasyl’ Symonenko)”
[A Word about a Poet (Vasyl’ Symonenko)], first published in Cherkas’ka pravda in
1964. In this article Svitlychnyi calls Symonenko a hero of his nation and a true poet. His
major argument is that Symonenko’s words complemented his actions. His love for
Ukraine is not just an empty word: “...B #oro [B. CuMOHEHKa] rOTOBHOCTI “IIpOJUIATHCS
KanejabKow KpoBi Ha 1l [YKpainu| cBAlneHHE 3HaMeHO” He Oyjno # rpama mpo3u H
aekTauii” [...in (V. Symonenko’s) readiness to “fall like a drop of blood on (Ukraine’s)
sacred flag” there was hot a gram of prose and affectation].® Most of Symonenko’s
poetry lacks exuberant intonations and presents mostly severe reality. To prove this
hypothesis, Svitlychnyi draws an example from Symonenko’s poems. Indicating that at a
time when the trend among poets was to praise astronauts, Symonenko paid honor to
simple people, who—while having nothing to eat—gave their life and labour to their
country: “KoiH B KOCMiuHM NpocTip BupuBanucs Hawi [arapinu i ITomoswudi, Bacwmib
3aXOITIOBABCS THMHM IIOABUTAMH, ajie IIHCaB, 1O “B KOCMOC KpELIyThb HE PaKeTH, ale
IPY’KHI iIBKK MOJIOKa,” HAaJOEHOTO KOITOCIHHULEIO, SKil T€ MOJIOKO IEPEnanac, Moxe, i
He uyacto” [when our Gagarins and Popovyches were breaking through outer space,
Vasyl” was fond of such feats, but wrote that “into the cosmos struck not rockets but the
mighty streams of milk,” milked by the collective farmer, who herself benefited from that

milk rather infrequently] A0 At this point, Svitlychnyi counsels that, rather than writing

3% Svitlychnyi, “Persha zbirka poeta...,” 35.

% Cited according to Ivan Svitlychnyi, “Slovo pro poeta (Vasyl” Symonenko)” [A Word about a Poet
(Vasyl’ Symonenko)), Slovo i chas 7 (1997): 35.

0 Svitlychnyi, “Slovo pro poeta (Vasyl” Symonenko),” 36.
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artificial odes and other panegyric genres to the regime, poets should focus their attention
on what is important, without ever betraying their conscience. Symonenko’s focus on
simple people, which Svitlychnyi called a “rigorous realism,” and his courage and refusal
to compromise made a great impression on his colleagues:

lumMm cBoiM CyBOpMM peami3MOM, TIPOMAJCBbKOIO MYXHICTIO H

KaTeropu4Howo Oe3xomrpoMicHicTio Baciunpe CHUMOHEHKO CIIpaBUB BETHKE

Bpa)XEHHS Ha BCIX, XTO MaB INacTs HOro CIyxaTH, BIUIMBAB Ha TaJaHTH,

MOXe, H CHUNBHIII 3a HBOTO YHUCTO XYROXKHBO, ale He yCTaleHi H He

ninkoM chOpMOBaHi CyCIiNBHO, 34aTHI HTH Ha JIETKOBaXXHI KOMIIPOMICH,

Ha BTPATY BipH, BaraHHs i 3puBH.

Vasyl’ Symonenko’s rigorous realism, civic virtue and strict,

uncompromising stance made a great impression on those who had the

good fortune of hearing him; he influenced the gifted ones, which may

have been stronger than him on a purely artistic level, but were not

constituted civically, being inclined to make lighthearted compromises,
lose their faith, hesitate, and break down."!

These very qualities prevented Symonenko from being officially published. For
this reason, Svitlychnyi advised the reader to look for his works in the samvydav “...ToH,
xTo 3Ha€ Bacuns CHMOHEHKa TiNBKM 3 IpecH, cripaBxHporo CHMOHEHKa He 3Hae, abo
3Ha€ Horo MizepHo Mano” [...those who know Vasyl’ Symonenko only from the press, do
not know the real Symonenko, or know very little about him]. Svitlychnyi emphasizes
that Symonenko was very demanding toward the self (“JIronvna Ge3nomanHoi BUMOTH 10
cebe...” [A man of pitiless expectations of himself...] and could thus serve as an example
of a true poet to future generations. *?

Svitlychnyi states that Symonenko’s poetry woke in the hearts of his younger
colleagues, especially among the dissident members of the Generation of the Sixties,

patriotic feelings of public morality, boundless dedication to work and eagerness for

*! Svitlychnyi, “Slovo pro poeta (Vasyl” Symonenko),” 36.
2 Svitlychnyi, “Slovo pro poeta (Vasyl’ Symonenko),” 36.
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heroic feats: “...[B. CumoHneHK0] rmuboKo 3anaB y Aylli,... OyIHB... BACOKY TPOMAACHKY
COBICTb, O0€3MeXHY BiIgaHICTh YMOOJEHiil cnpaBi, NMOCTiiiHY TOTOBHICTH OO HOIBHTY”
[...(V.Symonenko) became ingrained in (our) souls,... he awakened a high civic
conscience, boundless devotion to one’s favorite occupation, a constant readiness for
heroism].*

In the underground article “Novi poezii: virshi N’iu-Iorks’koi hrupy poetiv”’ [New
Poetry: Poems by the Poets of the New York Group], which was written in 1966, but
published only in 1990, Svitlychnyi contemplates on the political tones in émigré
Ukrainian poetry, and praises the New York Group for avoiding such topics. In his
opinion, those removed from life in Ukraine do not comprehend what is politically
important there. The only politicized poetry which Svitlychnyi accepts is the one written
by Ukrainian dissidents and members of the Generation of the Sixties because, as
inhabitants of Ukraine, they are directly aware of what transpires in Ukraine: “Te, mo B
OIHHX yMOBaX, CKaxiMo B TBopyocti B. CuMonenka, Oysae Onarom, B ymoBax
BiAIPBaHHOCTI Bil pIAHOrO rPYHTY 3BOAMTH Moe3ito HaHiBeus” [That which given a set of
particular circumstances—let us say in the works of V. Symonenko—is a blessing, under
conditions of detachment from the native ground can reduce the poetry to nothing] ha

Svitlychnyi lauds the poetry of the New York group and appreciates the fact that
its poets avoid political agendas in their works: “TloeTH HBIO-HOPKCBHKOI IpymH
YTPUMYIOTBCS Bi CYCHNBHMX UM €CTETHUHMX AEKIapauiil... i... IParHyTh PO3B’A3yBaTH
CYyTO TOETHYHI 3aBJaHHA: MOEIHATH Tpamvuii yKpaiHChKOi moesii 3 MHCTEUBKHM

HanGauuaMm immmx Hapoxie” [Poets of the New York Group refrain from public and

 Svitlychnyi, “Slovo pro poeta (Vasyl’ Symonenko),” 37.
* Cited according to Sertse dlia kul’ i dlia rym, 515.
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aesthetic declarations... and... they aspire to solve purely artistic issues: to connect the
traditions of Ukrainian poetry with the artistic heritage of other peoples].*

As it will become evident in my subsequent chapter, Svitlychnyi in his own Gs
does turn to political topics while resolving artistic issues. Like Symonenko, attached as
he is to the native ground, he has no other choice.

Svitlychnyi maintains that the poetry of the New York group is not intended for
the mass reader, but rather for the highly educated individual. Thus, Svitlychnyi rejects
the tenets of Socialist Realism, which do not posit the possibility of poetry for a select,
privileged audience.

In “Vsi my opryshky: Dovbush B.-I. Antonycha” [We Are All Social Bandits:
Dovbush by B.-1. Antonych], which was written in 1966 but published only
posthumously, Svitlychnyi introduces Bohdan-Ihor Antonych’s opera libretto Dovbush.
Praising the author’s ability to integrate folk elements into a literary work, Svitlychnyi
maintains that Antonych does not simply imitate folkloric motifs and poetics, but
reinterprets in a very modernist way folk songs and narratives, turning them into one
integral, literary work: “AHTOHMY... CTaBUTh 1 pO3B’A3y€ OpHIiHANBbHI XYNOXHi
npoGiemMu, Hi6H TPOAOBKYIOUM i pO3BUBAIOYH Te, IO B HAPOIHIH TBOPYOCTI BUABHIIOCS
TinpKu HaTaxoM...” [Antonych... posits and solves original artistic problems, as if
continuing and developing that which in the folklore was merely a hint.. .1.% According
to Svitlychnyi, Antonych provides a psychological portrait of legendary characters, thus,
taking folklore motifs to a higher level. He, moreover, does not neglect history, having

thoroughly studied the historical documents of the opryshky [social banditry] movement.

% Svitlychnyi, Sertse dlia kul® i dlia rym, 516.
% Ivan Svitlychnyi, “Vsi my opryshky: Dovbush B.-1. Antonycha” [We Are All Social Bandits: Dovbush
by B.-1. Antonych], Suchasnist’ 2 (1994): 144.
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Another article worthy of mention is “Na kalyni svit klynom ziishovsia: Thor
Kalynets’.” [The World Has Wedged Itself into the Kalyna Tree: Thor Kalynets’], which
was written in 1968 but published only in 1990. In this article, Svitlychnyi attempts to
define the ethical credo of yet another prominent dissident and poet, thor Kalynets’,
whose literary works he is reviewing. Svitlychnyi discusses the poetic world of Kalynets’
and indicates that, although it is inhabited with mythical and folk images, it is also part of
the real world: “..midonoriunuit cpit moesii I. Kanuunga ne 3amkHeHmni#t y cobi, He
i30MBOBaHK#M BiX CBITY pealsHOro, cydacHoro, 3nobomeHHoro” [...the mythological
world of I. Kalynets’ pbetxy is neither closed into itself nor isolated from the real,
modern, actual world].*’

The critic also discusses the bond of Kalynets’ with the Ukrainian past, and
praises his selection of events from the past which he seeks to bring alive in his work.
Svitlychnyi states that Kalynets® does not use the past as a means of escaping the present.
On the contrary, he returns to the past just to remind us of immortal things that can be
contrasted with the ephemeral present: “..]. Kamunens... ocBoioe [MuHyne] i
Cy4yacHOCTi, Gepe 3 HBOrO TpPHBKE 1 CTaje, Te, IO CA€ “TUCAUONITHIM OpeonoM,” i
IIPOTHCTABIIIE HOTO IITMHHOMY, OYIEHHOMY, HEBapTICHOMY, X04a 6 BOHO ¥ BHCTYNaio B
marax rncesgocydacuocti” [...I. Kalynets’ domesticates (the past) for the present, takes
from it the durable and the constant, that which shines with a “thousand-year-old halo”
and sets it off against what is transient, routine, and worthless, albeit dressed in the
garments of the pseudo-present].*® The poetical symbolism of Kalynets’—comprised of

folkloric images as well as historical figures of Ukraine’s national heroes—is contrasted

*7 Ivan Svitlychnyi, “Na kalyni svit klynom ziishovsia: [hor Kalynets’,” [The World Has Wedged Itself into
the Kalyna Tree: Ihor Kalynets’], Slovo i chas 4 (1990): 30.
* Svitlychnyi, “Na kalyni svit klynom ziishovsia: Thor Kalynets’,” 32.
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with the prosaic symbolism of such Socialist Realist mainstays as tractor-drivers, the
proletariat, miners, pilots, etc.

Kalynets’ is not interested in the technical progress of the century as are some of
his Soviet coevals. He considers technical progress to be an ephemeral moment in
history, while viewing folk traditions and literature as an eternal heritage. For this reason,
Svitlychnyi considers him a great inventor.

Kalynets’ meditates on Ukraine as a world that is being ruined in the present:
“...ue¥ CBIT—XO0Y SKHHA BIH KpacuBWii i NpPHBaONHMBHIA, X0Y 3a HHM THCSYONITHA
icTopis—ruHe # BMHpae Ha Hamux oyax...” [...this world, no matter how beautiful and
attractive, and although it has a thousand-year-old history behind it, is dying in front of
our eyes...].* Kalynets® grief, Svitlychnyi argues, is not expressed hysterically. He
accepts everything with stoic calmness, distancing himself from everyday hustles: “...ne
CyM He HaJpHBHMI, He NMaHiYHWH, Ile came CyM, a HE XaxX 1 He po3lad, CyM MYIpoi
JIOMHH, IO BCE 3p0O3YMiNa, BCe YCBIIOMMJIA i, MOXeE, HaBiTh nepexbadunia, ToMy BCE
CrIpuiiMae No-CKOBOPOIMHCHKH CIIOKiHHO, Oe3 3aifBoi MeTymHi # po3apaToBaHOCTI”
[...this grief is neither hj/sterical nor filled with panic; it is real grief, not fear or despair;
it is the grief of a wise human being who has comprehended and realized everything, and
maybe even foreseen it; that is why this person accepts everything with Skovorodian
calmness, without any excess agitation and irritation].”

Svitlychnyi, nonetheless, finds optimistic notes in Kalynets’ work—for example,

his belief in his own power, in his own devotion to the spiritual traditions of his people.

“ Svitlychnyi, “Na kalyni svit klynom ziishovsia: Ihor Kalynets’,” 33.
%0 Svitlychnyi, “Na kalyni svit klynom ziishovsia: Thor Kalynets’,” 34.
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Svitlychnyi calls him a real patriot, who is willing to be with his country not only when it
is in the midst of its success and fame, but also when it is dying.

The last article I would like to summarize here is “Vidkrytyi lyst M. Bazhanu”
[An Open Letter to M(ykola) Bazhan], which was published clandestinely in 1977, in the
émigré journal, Suchasnist’. In this letter to the prominent poet and representative of the
1920’s renascence in Ukraine and, subsequently, a major editor of various encyclopedic
works, Svitlychnyi—writing from exile—presents his vision of the Generation of the
Sixties and contemplates on its destiny. In particular, he tries to identify the reasons why
so many writers, poets and literary critics of the 1960s were sent to prison, even though—
as he argues on the basis of his own case—there was no direct evidence of their
participation in anti-Soviet agitation and propaganda.

According to Svitlychnyi, his colleagues were prosecuted by the regime mainly
for being unusual individuals, whose works stood out from the crowd. Their talent was
considered “odd, incomprehensible by the masses™ and thus, was treated as a threat to
socialist society:

Bixe Te, wo Jpa4yi—BiHrpaHoBChKi Ucany He NPOCTO, HE 3BUYHO 1, 00

3pO3YMITH 1X, a TUM TNaye CIOPHUHATH H OLIHHUTH, OTPiOHA Oyna JOCHTH

BHCOKa KyJbTypa, THM dacoM sk JmuTepkiB 1 Yamux BIIBHO MOITH
CIIOXKHBATH W NpHMITHBHI aHanbpaberd, Bke Le OJHO—B KpaiHi, Ae

CODOPHO-MITHYHUH “HApOX”’ OTOJOHICHO HAHBUIINM XyZOXKHIM CYANEI0, a
IIPOCTOTA i 3aranbHOIPHCTYIHICTb—AaNb()OI0 H OMETOI0 COLITICTHYHOrO
peanizmy, poGunu mepioro-jiinmoro nikHeniBcbkoro IOxmuMoBuua HiGH
Hafepeld HapOMHHUM, BUIBHMM Bif OyIap-AKkuxX “I3MiB” 1 JaBalu IIpaBO
BHCTYNaTH mpotH JlpauiB Bix iMeHi Hapomy i moOMBaTH iX KO3HPHHM

TY30M HapOJIHOCTH.

Already the fact that the Draches—Vinhranovs’kyis did not write in a
simple, usual style, and that to understand them one would need a fairly
high level of culture, while the writings of the Dmyterkos and Chalyis
could be easily consumed by primitive, illiterate people, such a fact by
itself in a country where the mythically united “people” were proclaimed
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to be the highest arbiter of art, whereas simplicity and universal
accessibility [were proclaimed] the alpha and omega of Socialist Realism,
such a fact made the first-come [product of the] Liknep [school],
Iukhymovych, an a-priori national poet, free of any “isms,” and gave him

the right to act against the Draches on behalf of the people and to

overcome them with the trump card of narodnist”>'

The highly talented Drach and Vinhranovs’kyi (and others like them) were not
supported by their more orthodox colleagues, who understood very well their talent but
regarded them as foes, who—if allowed—would quickly occupy their place in society.

In the letter to Bazhan, Svitlychnyi also offers his opinion about the poetry of
Lina Kostenko, Vasyl’ Symonenko and Vasyl’ Stus, the critical articles of Mykhailyna
Kotsiubyns’ka and Ievhen Sverstiuk, and the prose of Mykhailo Osadchyi and Valentyn
Moroz, to name just a fe§v. Svitlychnyi thinks that these individuals have taken Ukrainian
literature to a higher level, having freed it from the tenets of Socialist Realism through
experimentation and innovative ideas: “Ta niHis B yKpaiHCBKIH moe3ii... KapAMHAIBLHO
MIHSIOYM TEMH, CTWIb, JITEparypHY TEXHIKy, 3MiHIOBala MW caMme YSBJIEHHS @po
niTepaTypy, il NpU3HAYEHHS, 11 MOXKIIUBY POJIO B CYCIiNpHOMY JkutTi...” [This stream in
Ukrainian literature... while cardinally changing themes, style, literary technique, was at
the same time gradually changing the vision of literature, its predestination, its possible
role in the life of the society...].”? Svitlychnyi also mentions the samvydav where most of

the dissent literature was published, identifying it as his major source of inspiration.

5! Jvan Svitlychnyi, “Vidkrytyi lyst M. Bazhanu™ [An Open Letter to M(ykola) Bazhan], Suchasnist’ 4
(1977), 37. Liknep refers to the early Soviet campaign to establish schools that would liquidate illiteracy.
Narodnist’ (i.e., the positive depiction of the masses representing the “national” Soviet character) was one
of the three constituent parts of the Socialist Realist method. The other two were ideinist’ (ideological
content) and partiinist’ (loyalty to the Communist Party). I thank Dr. Natalia Pylypiuk for explaining these
terms to me.

52 Tvan Svitlychnyi, “Vidkrytyi lyst M. Bazhanu,” 37.
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1.4 Conclusion
It was my intention to present in this chapter the criteria by which Svitlychnyi the critic
judges other poets.

As I have discovered from his critical articles, the most important task for
Svitlychnyi is to avoid exercises in verbosity and to write poems that are to the point. He
also specifies that early poems should not be published together with more mature poetry.
He also puts a premium on uniqueness and originality, and thus he urges poets to avoid
traditionalism. No less importantly, in several articles he praises the poetry of Vasyl’
Symonenko, mainly for his ability to be honest with the self and loyal to his own
conscience. It is my contention that these very norms guide the composition of
Svitlychnyi’s sonnets of incarceration. My subsequent chapter provides a detailed

discussion of Svitlychnyi’s sonnets.
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CHAPTER 2.

Three Redactions of Svitlychnyi’s Prison Poetry

2.1 A Comparison of the Three Redactions

This Chapter focuses on the poetry that Ivan Svitlychnyi wrote after his arrest in 1972
and before the publicatién in the West of Gs, a collection that often has been called his
prison diary. Very little is known about the channels by which this “diary” was
transported to the West. As Iryna Dobrians’ka states: “Iloe3ii 3 yB’si3HEHHSI HENErajbHO
nepeBo3uia ApyxuHa noera Jleonina Ceitnnysa. [HKonn aBTOp nepecunas ix y JUCTax, a
3aKOpIOH, 3a cBixueHHsM Jleoninu Critnuunoi, ix nepemnparnsB Jles Konenes” [The
poetry was transported illegally from the place of Svitlychnyi’s imprisonment by his
wife, Leonida Svitlychna. Sometimes, the author sent his poems in the letters, and they
were smuggled abroad by Lev Kopelev].”> However, we will never know whether his
“diary” was transported in segments or as an integral whole. It is highly probable that the
collection did not reach Ivan Koshelivets’, the Minich-based editor ultimately
responsible for Gs, in fhe manner in which Svitlychnyi had originally organized it.
Moreover, it appears that the collection underwent some editorial manipulation by the
well-intentioned Koshelivets’. This can be deduced from the fact that Svitlychnyi
introduced copious hand-written corrections on a copy of Gs, which had reached him

iR 2

some time in 1980. He named this redaction “Kozhen den’—Velykden’” [Everyday is an
Easter] (henceforth, Kd—V). The original document of this redaction survived in the
family archive of the poet, but never saw the light of day as a separate publication. A

Xerox copy of Kd—V appears in Appendix L.

53 Iryna Dobrians’ka, “Pratsia nad slovom—tse styl” ioho zhyttia” [Labouring on the Word Was the Style
of His Life], Dzvin 8 (1997): 154. Lev Kopelev is a Ukrainian dissident, writer and scholar (1912-97).
Since 1978 Kopelev lived in Kéln, Germany.
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At the time when Svitlychnyi envisioned Kd—V, he was already in forced exile,
in the Gorno-Altaisk region of the USSR, where he had arrived in 1978. It is possible that
he worked on the corrections up to August 20, 1981, the day he had suffered a
debilitating stroke. Some of the discrepancies between Gs and Kd—V resulted—in part—
from the fact that Svitlychnyi decided to include additional poetry. I do not know whether
these additions represent poetry written in 1972-77, but which never made it to the West,
or whether they represent material that Svitlychnyi had composed subsequently. It is
worth noting that at least four years separate Ké@—V from Gs.

Nadia Svitlychna indicates that it became possible to work with Svitlychnyi’s
corrections only after perebudova (i.e., Ukrainian for perestroika) began in the USSR.
They were taken into account by her and Svitlychnyi’s wife, Leonida, when preparing
UmtS, a compilation that includes various other texts and which appeared in 1994.%*

We will never know the exact organization of Svitlychnyi’s prison collection as
he envisioned it before 1977. But now we can appreciate the structural differences among
Gs, Kd—V, and UmtS. A schematic overview of these is presented in Appendix II. My
subsequent discussion here details some of these differences and aspires to introduce the
thematic profile of Svitlychnyi’s prison poetry. Inasmuch as the incarcerated author did

not always date his compositions, my discussion will privilege the contents of Gs as

5 In addition to Svitlychnyi’s prison poetry, UmtS contains such works as: (1) the poems “Archimedes”
(based on le. Pluzhnyk’s poem “Galileo”), “Ryl’s’ki oktavy™ [Ryl’s’kyi Octaves], and “Kurbas™; (2) his
rendition of The Tale of Thor’s Campaign, titled *“Slovo pro Thorevu sitch” [Discourse on Ihor’s Sitch]; and
(3) his translations. The latter group represents the Poles Juliusz Stowacki and Cyprian Norwid; the
Slovene Oton Zupanii¢; the Serb Desanka Maksimovi¢; the Slovaks Stefan Zary and Milan Rufus; the
Czech writers FrantiSek Halas, Josef Hanzlik, Jifi Mahen, and Vitézslav Nezval; the Belarusian Rihor
Baradulin; the French poets Paul Scarron, Pierre de Ronsard, Jean de La Fontaine, Pierre Beranger, Charles
Leconte De Lisle, Charles Baudelaire, Paul Verlaine, Louis Aragon, Paul Eluard, Henri Michaux, Rene
Char, and Jules Supervielle; the Italian Lodovico Ariosto; and the Turkish poet Orhan Veli Kanik.
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documenting what he wrote in 1972-77. To be sure, we might never learn whether the
poems absent from Gs but present in Kd—V originated in this period or later.

Comprising nine parts, each with its own individual meaning and purpose, the
collection Gs begins with the sonnet “Introduktsiia” [Introduction], placed separately in
anterior position. Kd—V does the same. UmtS, on the other hand, integrates
“Introduktsiia” within the first part of the collection, titled “Kamerni motyvy” [Chamber
Motifs]. This first part appears in all three redactions. However, in Gs “Kamerni motyvy”
consists of eighteen sonnets, whereas in Kd—V it has eighteen sonnets and two poems.
Kd—V does not contain the sonnet “Vid’oms’kyi shabash” [Witches’ Sabbath]. The last
edition, UmtS as well as Kd—V have a sonnet titled “Kozats’ka holova—na pali...” [A
Cossack’s Head Impaled...], which is absent from Gs. The first part of the collection
UmtS has twenty sonnets and two poems.

“Kamemi motyvy” plays on the polysemy of the word “kamera,” a borrowing
from the Latin term for a small, private room. Hence, the Ukrainian adjective
“kamernyi,” like its English counterpart, implies intimacy. In Ukrainian, the noun
“kamera” also signifies a chamber or prisoner’s cell. Under this title, Svitlychnyi presents
sonnets that include many lexical items from the language of prisoners. However, the
sonnets of this part also contain Biblical and Greek references as well as numerous
intertextual allusions, among them to Shakespeare’s sonnets. For these reasons, “Kamerni
motyvy” may be viewed as poetry intended solely for an intimate, privileged audience.

In both Kd—V and UmtS the second part is titled “Vitchyzna” [Fatherland], which
I number as Part 1a (see Appendix II), because it does not exist in Gs. According to Kd—

V, “Vitchyzna” would have contained two sonnets and two poems. This indeed happens
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in UmtS, except that it is missing the poem “Skify” [Scythians]. The two sonnets in this
part were included in Gs, but at the end of the collection, within a separate part, titled
“Poza sonetamy” [Beyond Sonnets], which comes at the very end and contains altogether

twelve pieces. Six of these pieces are sonnets but, interestingly, Koshelivets’ published

them without graphically representing sonnets as such.

Let us consider the first of these two sonnets, “My—dereva” [We are Trees],

which I cite here according to UmtS>:

MHU—/JEPEBA

C. Kupuuenxo

[enrouyTth xMapy... XmMapaM CKpYTHO,
JlonouyTb 6inMMHU KpHIbMHK:

[Mopa!.. ¥ supiiil.. Xax 3umu

KpyTum He3Binauum mapuipyTom

Xene cBit 32 oui. A MU—
Hepesa. Pin Tepmyunii, rayTui,
KopiuHs—B 3emto, HibU cnpyTH,
A KpoHa—Bropy, a rpyasmu—

Jo wkeany, 10 Tepnkoi noni.
Ham nucts pee, Mu oyOHewm, romni,
A—<croimMo. Morau 6, Mornn 6—

Ha yac e TinbKH, 10KU CKPYTH,
[alinyT B BHpiii... nepebyTy...
Brpusaemocs Brau® i Braud.

WE ARE TREES

To S. Kyrychenko

The clouds cackle... The clouds are hard up,

They flap with their white wings:

It’s time!.. To warmer climes!.. The horror of winter
Along the winding, unexplored route

Drives them to the end of the earth. But we are

Trees. An enduring, experienced kind.

[Our] roots [are aimed] toward the ground, like octopuses,
[Our] crowns upward bound, our chests

[Face] the squall [and] bitter fortune.
Our leaves are torn away, we grow stiff, naked,
But we stand. We could, we could

For some time only while the distress lasts,
Fly away to warmer climes... to wait until it is over...
[But] we gnaw our way deeper and deeper [into the soil].

As we can see, in this sonnet Svitlychnyi compares himself and fellow dissidents

to deeply rooted trees which, unlike seasonal birds, do not depart to warmer climes with

the arrival of inclement, winter weather.

55 Svitlychnyi, U mene til 'ky slovo..., 46. Subsequent quotes drawn from Svitlychnyi’s works will identify
the source in parenthesis, pointing to the relevant publication with the abbreviation adopted in this thesis,
followed by a colon and the page number, for example: (Um:S: 46).
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The second sonnet, “Nostal’hia” [Nostalgia], which is dedicated to the historian
Mykhailo Braichevs’kyi, compares words to warriors, whereas the last poem “Liubliu
Vitchyznu” [I Love My Country] assumes a Shevchenkian tone.

The next part in éll three redactions is called “Try svobody” [Three Liberties] and
consists of three sonnets. Here Svitlychnyi poses the question: what does freedom mean?
To a slave it may mean one thing, to a free person another. And to someone living in a
dominated society, it means something quite different. Svitlychnyi reveals his own
understanding of freedom, one that entails being honest with the self and true to one’s

own conscience. Let us consider, for example, the third sonnet, “Moia svoboda” [My

Liberty]:

MOs CBOBOJA

Haiime meni c60600y
Abo oatime meni emepmu.

Csobony He Brikat 3 6010,
Csobony uecHOCTH B 6010,
JTioBuTH Te, IO caM HOONO,
A He niakaszaHe T06010.

CsoGoay 3a nto60B MO0
Xou i HaKIaCTH roaoBOIO,
A OyTH BCe % caMiM CO00I0
He npomiHsi0 Ha TBOIO,

JliBpeicbKy, )xeOpaHy, nexayy,
Beptky. 3ansnany, sk 31auy,
CBoGony xama i xomys.

Hecy cBoGony B cya, 3a rpaty,
Moto Bia MeHe He 3abpaTtu
[ 3m0xHy, a BOHa—Mos. (Gs: 39)

MY LIBERTY
Give me liberty
Or give me death.

The liberty not to run away from battle,
The liberty to remain honest in battle,
To love that, which I love myself,

And not something, suggested by you.

Liberty for my love

Even if it means to lose my life,
And [the liberty] to be myself

I will not trade for yours,

A servant’s, mendicant’s, lazy [liberty],
Unsteady, filthy, like a petty coin,
The liberty of a cad and groveller.

I carry my liberty to the court, to prison,
My liberty cannot be taken away from me,
When I croak, she will still be mine.

Addressing an entity whose values are radically different than his, the lyrical

voice defiantly claims that he will not be dispossessed of his own right to make honest

choices. Interestingly, the epigraph to this sonnet, which is drawn from a statement
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attributed to Patrick Heﬁry (an attorney, a statesman, the first governor of Virginia, and
one of the first politicians of the emerging United States), does not appear in UmtS, even
though Svitlychnyi did not cross it out in Kd—V.

All three pieces of “Try svobody” address a second person. In the first two
sonnets, Svitlychnyi’s deictic marker signals an internal monologue and is a strategy for
enforcing and welcoming the reader’s participation. In the third sonnet, quoted above, the
second-person address serves to poke fun at cads and grovellers.

The third part of Gs, “Imenni sonety” [Personal/Name Sonnets], consists of seven
pieces. Svitlychnyi in Kd—V renames this part as “Imenni sonety i posviaty” [Name
Sonnets and Dedications] and includes therein eighteen sonnets and two poems. In UmtS
this part bears the title .“Personalii 1 posviaty” [Personalities and Dedications] and is
comprised of twenty-three poems, nineteen of which are sonnets.

In Gs four of the “Imenni sonety” are dedicated respectively to Vasyl’
Symonenko, Ievhen Sverstiuk, Nadia Svitlychna, and Vasyl’ Stus, all of whom the author
addresses directly. It is evident that he respects these individuals for their talent and
considers them to be national heroes. The remaining three sonnets are dedicated to Iurii
Gagarin (the first Soviet astronaut), to Zina Franko (whom Svitlychnyi accuses of selling
her soul to the regime ,% and to Taras Bul’ba (a fictional character in the eponymous
novel by Nikolai Gogol’).

In Kd—V Svitlychnyi seeks to enlarge this part with additional, dedicatory
sonnets, all of which appear in UmtS. Structurally, however, this part in Kd—V is closer

to Gs.

3¢ Zina Franko was the granddaughter of Ivan Franko. She recanted during the interrogations that followed
the 1972 arrests.
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In addition to the seven sonnets, included in Gs, UmtS contains poems dedicated
to many other individuals. First there is a cycle of three sonnets and one poem dedicated
to his wife, Leonida Svitlychna. (In Kd—V Svitlychnyi proposed a cycle of only three
sonnets to his wife. Of these the first two appear in Gs, but under the rubric “Poza
sonetamy.”) The other sonnets in UmtS are dedicated to S. Mamchur (“Pam’iati S.
Mamchura” [In Memory of S. Mamchur]), to B. D. Antonenko-Davydovych
(“Vypadkovyi sonet” [Accidental Sonnet]), to Viktor Petrovs’kyi (“Moiemu zemliakovi”
[To My Compatriot]), to Halyna Sevruk, to Raisa Moroz (“laroslavna™), to Olena
Antoniv (“Moii kumi” [To My Kuma}), and to V. Zakharchenko. Also, there are a sonnet
titled “Moim liubaskam” [To My Beloved Women], a poem dedicated to Mykhailyna
Kotsiubyns’ka and another to Liudmyla Semykina. (In Gs, the poem to L. Semykina
appears in the last part of “Poza sonetamy”). The last poem in UmtS bears a Serbian title
(“Trazhim kazhnavanie” [I Beg for Punishment]) and is dedicated to Desanka
Maksimovié. This poem does not appear in either Gs or Kd—V.

The fourth part, “Bezbozhni sonety” [Godless Sonnets], contains six sonnets in
both Gs and Kd—V. Its counterpart in UmtS, having allocated the sonnet “Vydybai,
Bozhe” [Emerge, Oh God], which is dedicated to Halyna Sevruk, to the preceding part—
“Personalii i posviaty”—éhas only five sonnets.

Svitlychnyi begins “Bezbozhni sonety” by exploring the divine world. He states
that this world can be attained only if the evil that constantly seduces the flesh is
defeated. In the sonnet, “Chemets’” [Monk] Svitlychnyi declares that “TBilf HalimoTiIH#H

BOpor—Tino...” [your most implacable enemy is the body...]:
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YEPHEILD

Buil noknonu
I nnoms cmapevy yemupsii,
T. Ulesyenro

Taifl HaWMOTIWHHA BOPOr—Tino
3HOB 3aMeTanocs, MOB 3Bip.

B crapim i Bucxnim Ha nanip
Toscrano Bce, o neaBe TAINO.

I cnaGHe snana # oyx ogip,

| HukHe Bipa. 3aKopTino
Crokyc i Buaus—(uopHe gino!).
Monucs i xan. Monucs i sip.

Monwuce! Monncs! Hemae mupy
B camoTuHi Bin cBiTY-BUpPY
W nusiBosIbCBKOT CyeTH!

Bce Ta x onna Hazis H Bipa:
VY BnacHiit nnoti B6uTH 3Bipa
I nyx npeuncruii 36epertu. (UmtS: 68)

MONK

Bow low to the ground
And suppress yvour senile flesh.
T. Shevchenko

Your most implacable enemy, the body

Has tossed about again, like a beast.

In the old and dried up like paper [body]
Everything, which barely smoldered, has rebelled.

Self control and the spirit of the offerings weaken,
And faith vanishes. [You are] gripped by a desire for
Temptation and spectacle—(black deed!).

Pray and wait. Pray and believe.

Pray! Pray! There is no peace
In seclusion from the world-vortex
And diabolical vanity!

Still the same and only hope and faith
To kill the beast in one’s own flesh
And to preserve the immaculate spirit.

As the poet continues to examine the divine world, he realizes that true divinity

has been supplanted by empty ritual and obscurantism. The epigraph to “Sonet

bezbozhnosty” [Sonnet of Godlessness] is drawn from Shevchenko:

COHET BE3BbO0KHOCTH

Uyraio boza, a suaxodsicy
Taxe, wo yyp itomy it kasame.
T. [lleguenxo

Borie Hema. Cami ikOHH.
Cropoxa 10rM, CMHEIpioH
3akys cesare [TUCbMO B KaHOH.
Cami nony Bxe 6’HOTb MOKNOHH.

CBiTa BOJla—SK CaMOTrOH:

XTo0 Xoy€ Ta He OyPEeHb, FOHHUTD
[ nynnuts OyTasmu. 3aKoHH
B:ke He HacTapuaTh 3a00pOH.

CriycTing Xpamu BenenionHi,
[ oumanini sigui OmyaHi
Ix nanaTe. CMopig—AaK o1 KHHT

Ha xocrpHiuax B cepeaHboBiuyi.
[TanatoTh Xpamu, HiOH CBiui,
Komy Buaniwae on vux? (Gs: 55)

SCNNET OF GODLESSNESS

I am looking for God but I find
Something so ugly that it is even
embarrassing to say.
T. Shevchenko
There are no Gods. Only icons.
The guards of dogmas, the Sanhedrin
Has enchained Holy Scripture into a canon.
The priests themselves take low bows.

Holy Water is like moonshine:

Who wants it and is not a fool—distils it
And guzzles it by the bottle. The laws
Will no longer supply enough interdicts.

The crowded temples have grown empty,
And the stupefied sheep are dissolute,
They burn them. The stench is like that of burning books

At the pyres in the Middle Ages.
The temples are on fire like candles
But who becomes illuminated by them?
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The persecutions witnessed by Svitlychnyi are compared to the Inquisition. The

Soviet ruling elite, having designated itself as divine, seeks to strengthen its power by

promoting fear. Thus, innocent people are accused of betraying the nation. Let us

consider his sonnet “Mesii” [To the Messiah]:

MECII
Omooic nputiwosg bopodamuii IoHaK
Ta i kaxce: " [Apacmyiime, s—ecis.”
J1. Koctenko

Boris He cTano ¥ ang po3eony:
[lepeBenucs A0 HOTH.

A cMepTHi BUGHNMCH B Gory,
[notoTh Ha 3eMito 3 Hebo3BoaY.

Hesronxy rHyTb y Tpu oyri,
Jai0Tb 3aKOH, AUKTYIOTH MOLY,
3 eMHOBIpLIB BapsATh BOLY,
11106 HauyBanuch BOPOTH.

Hema M Hatol nacii,
Sk parysatH cBit. Mecii!
Ha cgiit konun. Yce—Ha CBiii.

CoHOOAATH, fe 1 KOO 3irHyTH.
Hi nmucHyTH, aHl JUXHYTH
Bin narentoBanux Mmeciid. (Gs: 56)

TO THE MESSIAH
And so came a bearded youth
And savs “Good dav, I am the Messiah.”
L. Kostenko

There are no longer enough gods even for breeding:
They have ceased to exist to the last.

And mortals have turned into gods,

[They] spit at the earth from the dome of the sky.

They bend discord into three arches,

[They] proclaim the law, dictate the fashion,
They boil water out of their coreligionists
To scare away their enemies.

They do not have our passion,
On how to save the world. Messiahs!
In their own style. Everything in their own [style].

They care whom to bend and where.
One cannot utter a word or take a breath
Because of these patented Messiahs.

In the last sonnet of this part, “Dobre!” [Good!], Svitlychnyi parodies a line from

Genesis in order to treat the idea of a Soviet paradise with bitter irony, suggesting that the

citizenry do not apprehend what has gone wrong in the country:

J1OBPE!
1 iodinue boz nebo 6id 3emni
i nobauus, ujo 60Ho 0obpe.
(Cesare [TucbMmo)

GOOD!

And God separated the heavens from the earth
and saw that it was good.
(Genesis)

How nice that, having outlined the horizon,
God separated the heavens and the earth,
[He] lit up the stars in the sky,

And on earth, so that good people

Slk no6pe, 110, NPOBIBILK OOpiH,
Bor HeGo i 3eMmto po3ninus,
Ha neGi 30pi 3ananus, ‘
A Ha 3emni, wo6 moau noobpi

Do not perish, he populated [the land with] animals.
And it is good that bad people are in prisons

He ru6nu, »uBHicTb po3cenus.
I noGpe, 1o Henoopi B JCIIPi
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CHUIOTH | THHYT, aKK O0OpH.
A noGpux Bor onpezinue

[Where] they rot and perish, like the Avars,
Whereas the good ones God has assigned

To paradise. And it is good that not in vain
For Adam (Let him reign!)
God created Eve from a rib,

Y paii. I nobpe, wo He Bcye
Anamosi (Hexait uapcTBye)
Bor €8y BHUTBOPUB 3 pebpa,

[ noGpe Bce, WO HENOraHo.
I, 32 CBATHM BCEBHULUHIM IJIAHOM,
Hema Hiuoro, kpim nodpa. (Gs: 58)

And everything is good, which is not bad,
And according to the holy almighty plan
There is nothing but well-being.

The overall effect of “Bezbozhni sonety” [Godless Sonnets] suggests that totalitarianism
is the new state religion.

The fifth part in Gs, “Muzy i gratsii” [Muses and Graces], consists of six sonnets,
whereas Kd—V envisions seven sonnets and one poem. UmtS closely follows Kd—V with
one exception. It retains the sonnet “Mytusa,” which Svitlychnyi in his corrections
changed, retitled into “Vin syn harmonii” [He is the Son of Harmony] and placed in the
next part, “Ars Poetica.”

The theater is the governing metaphor in “Muzy i gratsii.” By alluding to
Shakespeare’s famous dictum that the entire world is a stage, Svitlychnyi compares his
own world with a theater where the Soviet regime is the director, while the intellectual
elite performs under its direction. If anyone wishes to step out of their role, they will be

destroyed. Let us consider his sonnet “Rolia” [Role]:

POJIA

Yee posnucano 3apani.
BEM.

Vce po3nucaHo, ik HOTH:

Konu 1 AK MOBHHEH TH

Ha cueHy BuiiTH, B posib BBIliTH
I ne ckasatH “3a,” ne “npoty,”

Sk nomaraTHca MeTH,
SIki 3ur3ary i NoBOpoTH
Cninot noni no6opoTy,
3i cuenu gk i ne 3iiTh.

ROLE

Everything has been directed beforehand.
B(orvs) M{amaisur)

Everything is written out like sheet music:

When and how you should

Come onto the stage, assume the part

And when [you should] say *“for,” when “against,”

How to struggle for your goal,
Which zigzags and turns

Of blind fortune to overcome,
Where and how to get off the stage.
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Je canb, ae NSk, ae cTaHb 10 6010, Where to sit, where to lie down, where to do battle,
Bce BuzHaueHe He TO6O10. Nothing is determined by you.

A 10Ch HE Te, a WOCh He TaK And if something is wrong, and something is off
(HeTtouHe cnoBo, xecT, MaHepH), (An inaccurate word, gesture, [or] manners),

I K 4opTy posib, NpoLLAli Kap epa, To hell with the part; farewell, career,

3 toboto 3irpanuii cnekrakib. (Gs: 62) The spectacle is done with you.

In the sonnet “Statysty” [Supernumeraries] (Gs: 63), the lyrical voice argues that
in case of disobedience, an actor can be substituted by the supernumerary, without the
audience ever noticing ilt, because it is a passive and uneducated crowd (“a rasmadi—
nacus, 3aran” (“Hliadachi” [Spectators], (Gs: 64)). In the last sonnet of this part, “Kino”
[The Cinema], Svitlychnyi ironically discusses the optimism of the masses who accept a
reverse (“maBmaku”) reality (Gs: 66), without understanding the seriousness of the
repressions transpiring in Ukraine.

In Gs the sixth part of the collection, “Ars Poetica,” consists of only three sonnets.
Svitlychnyi in his Ké—V corrections proposes to include six sonnets and one poem.
UmztS, on the other hand, has eight sonnets and one poem. In “Ars Poetica” Svitlychnyi
explores his own poetic credo and emphasizes the importance of artistic freedom. I will
discuss this part more ful_ly in the subsequent chapter.

The seventh part, “Plener” [Plein-air], contains six sonnets in Gs, whereas UmtS
takes into account Svitlychnyi’s Kd—V, offering eight sonnets and three poems. The title
of this part comes from the French expression en plein air [(in) the open air] and usually
refers to “a style of painting produced out of doors in natural light.” The term can also

refer to an activity that takes place outdoors.’>’

5T On-line Webster’s Revised Unabridged Dictionary, Lexico Publishing Group, LLC., 2005, s.v. “plein
air,” http://dictionary.reference.com/search?r=2&q=plein%20air (accessed 18 Apr 2005).
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In this part, Svitlychnyi includes sonnets about nature. At first, it appears that the
poet simply observes changes in the four seasons and the inevitable consequences that
they bring. He starts with spring when nature wakes up from a long sleep. However, it is
possible that this might be a covert reference to Khrushchev’s thaw and the rebirth of
intellectual activity. I believe that in the sonnet “lazychnyts’ka vesna” [Pagan Spring]
(Gs: 76), in the last line “Ilopa onoBnensns... Ilopa!” [The time of renewal... It’s time!]
Svitlychnyi plays with the homonymic meaning of *“pora,” which can mean both
“season” and “a call for action.” His next sonnets “Prymorozok™ [First Frost], “Orel” [An
Eagle], and “Sl’ota” [Rainy Weather] (incorrectly titled as “Sl’0za” [A Tear] in Gs) can
be viewed as metaphors about the post-Stalinist thaw coming to a halt with a tremendous
wave of arrests.

The eighth part, “Mefisto—Favst” [Mephistopheles—Faust], contains fourteen
sonnets in Gs and thirteen sonnets in UmtS. The only difference between Gs and
Svitlychnyi’s Kd—V and posthumous UmsS is that the first sonnet, “Mefisto—Favst,” is
transformed into an epigraph to the whole part. Its title does not appear in the Indices of
Kd—V and Um:S.

“Mefisto—Favst” is a symbolical reference to the 1960-80s through the prism of
Goethe’s heroes. Svitlychnyi assigns a different meaning to Mephistopheles’ credo “Y
KOIO Culla—B TOro Bnaja../ Baxnuso wo, Gaiimyxe sx” [He who has the might,
possesses power.../ It is the what that matters, not the sow] (Gs: 83). In this manner,
Svitlychnyi establishes a parallel between Mephistopheles and the Soviet functionary’s

unstoppable desire to accumulate power. Svitlychnyi also suggests that Mephistopheles
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and Faust are part of a single continuum. Both are to be blamed, the first for his insatiable
desire of power, and the other one for his indifference.

As already indicated, the final part of Gs, “Poza sonetamy,” contains twelve
poems, six of which are in fact sonnets. Svitlychnyi removes this part from Kd—V and
transfers its sonnets to preceding parts. The compilers of UmtS observe this preference.

The next three parts of the Um:tS do not have a counterpart in Gs, but reflect the
vision Svitlychnyi expressed in Kd—V. The ninth part of Um:S is titled “la—dysydent” I
am a Dissident] and contains seven sonnets, grouped under one theme—namely, the
dissident movement and Svitlychnyi’s participation in it, as well as the reason why he has
chosen the path of dissent.

The tenth part of UmsS, titled “Variatsii na vyspivani temy” [Varations on
Known Topics], presents Svitlychnyi’s reworking of poetry by Horace, Paul Verlaine,
Galaktion Tabidze, Tamaz Chanturashvili, Evgenius Matuziavichus, Pierre Beranger,
Marina Tsvetaeva, and Charles Baudelaire, the treatises of Pliphone and the works of
Richard Kipling. The structure of this part differs from Kd—V.

The eleventh part in UmtS, which is the last section containing his poetry, is titled
“Halycheve” [From Galicia). There is no unifying thread in this part.

We can safely assume that whatever Svitlychnyi’s output during his second
incarceration, it consisted mostly of sonnets. In summary, Gs is comprised of seventy
sonnets and six poems, which are preceded by an introductory sonnet. With the exception
of the last section, “Poza sonetamy,” the entire collection consists of sonnets. In Kd—V

Svitlychnyi envisioned the publication of eighty-nine sonnets, seventeen poems and
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fifteen renditions of poetry by other authors. The posthumous UmtS contains ninety-four
sonnets, twenty poems, and fifteen renditions of poetry by other authors.

Although his amended collection, Kd—V, is much bigger and thus resembles
UmtS, it is closer in structure to Gs. The compilers of UmsS changed the order of the
poems in almost all parts of the collection.

For an overview of the order, please refer to Appendix II.

2.2 Scholarship on Svitlychnyi as a Poet
Svitlychnyi’s oeuvre has drawn the attention of a few scholars, but his poetry has not
been subjected to sustained research and analysis. My subsequent discussion describes
the material that has been published thus far.

The first published discussion of Svitlychnyi as a poet appeared in the foreword to
Gs by Ivan Koshelivets’. Introducing his subject to the Western reader, the author first
gives a brief biography of the poet. Then he addresses Svitlychnyi’s work as a literary
critic and succinctly reviews his prison oeuvre. In particular, Koshelivets’ emphasizes the
intellectual discipline necessary for composing sonnets:

s

3naeTbes MeHi, WO # BuOip came ¢opmu conera (y uii 36ipii JMine
Kilpka 1I0e€3ifi “mo3a coneTamu’’) He BUIIQNKOBMH: L Oe3cMepTHa
YOTHPHANUATHPAIKOBA CTpoda HAacThCs HAJEHKHO ONaHyBaTH cede juine
JONAM ~ TEBHOrO  piBHA  KyJABTYpH, 3OI0HHM  IHTENEKTyalbHO
nucuMILTiHyBaTH cebe. CBITNHYHMI 3aCBiYHB HAABHICTD LMX IPHKMET,
00 omaHyBaB TeXHIKy coHera fockoHano. (Gs: 11)

It seems to me that the choice of the sonnet (in this collection, only several
poems are “beyond sonnets”) is not accidental: this immortal fourteen-line

strophe can be decently mastered only by people of a certain level of
intelligence, who can discipline themselves intellectually.
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In 1979, Petro Roienko’s article “Gratovani sonety 1. Svitlychnoho™ [
Svitlychnyi’s Sonnets behind Bars] appeared in an émigré journal, providing biographic
details and discussing the political context behind Gs, without offering a truly literary
pe:rspective.58 Roienko considers excerpts of the sonnets “Shmon” [Search], “Moia
svoboda” [My Liberty], “Svoboda samokrytyky” [Liberty of Self-criticism], “Samota”
[Loneliness], “Vidchai” [Despair], “Sonet vdiachnosty” [Sonnet of Thankfulness],
“Velykyi pist” [Lent], “Sonet bezbozhnosty” [Sonnet of Godlessness], “Mesii” [To the
Messiah], and “Molytva pospolytykh” [Commoners’ Prayer], merely emphasizing the
political circumstances which, in his opinion, led Svitlychnyi to create his prison diary.

Natalia Livyts’ka-Kholodna, in a 1980 article, titled “Poet pro poeta” [A Poet
about a Poet], draws a parallel between Svitlychnyi and Shevchenko as prisoners:
“HaiiGinpiouM 3 Hamux “rparoBaHux” OyB Oesmepeuno Tapac Ilepuenxo. Jlo cBoOel
“3axaJIIBHOIT” KHMKEUYKH BiH CKIIAJAE YBECH TArap CBOET COLIATCHKOT JOJII, YCi CBOT OyMH,
mpii i cmpo3u” [The most important {(poet) among our “behind-bars” poets was,
undoubtedly, Taras Shevchenko. He collected into his “bootleg” book all the burdens of
his fate as a recruit, all his thoughts, dreams and tears].>® Livyts’ka-Kholodna briefly
discusses the history of the prison sonnet, and names several of its Ukrainian
practitioners: Ivan Franko, Mykhailo Orest, Vasyl’ Chaplenko, Bohdan Kravtsiv, and
Volodymyr Ianiv. Then, after providing some biographical details about Svitlychnyi, she
considers Gs from the perspective of a poet, offering comments about excerpts drawn

from the sonnets “Shmon” [Search], “Vid’oms’kyi shabash” [Witches’ Sabbath],

58 Petro Roienko, “Gratovani sonety 1. Svitlychnoho™ [I. Svitlychnyi’s Sonnets behind Bars), Novi dni 8
(1979): 17-20.

%9 Natalia Livyts’ka-Kholodna, “Poet pro poeta” [A Poet about a Poet], Vyzvol 'nyi shliakh 3 (1980): 359-
65.

44

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



“Zhalisnyi sonet” [Sorrowful Sonnet], “Vidchai” [Despair], “Movchannia™ [Silence],

29

“lazyk” [A Tongue], “Zavzhdy v’iazen’ [Always a Prisoner], “Tiurma” [Prison],
“Provyna” [Guilt], “Sonet vdiachnosty” [Sonnet of Gratitude], “Moia svoboda”™ [My
Liberty], “Taras Bul’ba,” “Rolia” [Role], “Hliadachi” [Spectators], “Kino” [The
Cinema], “Mefistofel’” [Mephistopheles], “Favst—progresyst” [Faust—The
Progressive], “Samota” [Loneliness], “Orel” [Eagle], “Sl’ota” [Rainy Weather],
“Vechirnia misteriia” [Evening Mistery], “Parnas™ [Parnassus], and “Vidbii” [Retreat)].
Her analysis does not eschew the political context that generated Svitlychnyi’s sonnets.
She discovers several voices in Svitlychnyi’s collection, the strongest of which is
Shevchenkian. Livyts’ka-Kholodna concludes her article by considering Svitlychnyi’s
poem “Ryl’s’ki oktavy” [Ryl’s’kyi Octaves].

Another article on Svitlychnyi the poet, titled “Poeziia Ivana Svitlychnoho”
[Poetry of Ivan Svitlychnyi], was written by lar Slavutych and published in 1981.%° This
is an attempt to analyze Gs. After briefly describing the political processes that engulfed
the USSR in the 1960s, Slavutych provides some biographical comments and lists the
poetry, which was published in the West. He begins his analysis by focusing on the poem
“Ryl’s’ki oktavy” and continues with the description of the Gs. Although Slavutych
provides a few linguistic comments, as well as a brief theoretical analysis and comparison
with the sonnets of Svitlychnyi’s literary predecessors, his article is mostly dedicated to
the political context of Svitlychnyi’s oeuvre. Slavutych concludes with an analysis of the
cycle “Variatsii na vyspivani temy,” discussing in much detail the political satire in

Svitlychnyi’s works. He is particularly impressed with Svitlychnyi’s satirical treatment of

% Iar Slavutych, “Poeziia Ivana Svitlychnoho” [Poetry of Ivan Svitlychnyi], Slovo: Zbirnyk [The Word:
Almanac] 9 (1981): 249-61.
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the regime. Slavutych also mentions the echoes of other authors in the sonnets and poems
by Svitlychnyi, especially Shevchenko, Mykola Bazhan, Maksym Ryl’s’kyi, and Mykola
Zerov. Slavutych includes Ivan Franko among those who influenced Svitlychnyi’s
sonnets, but he does not address the question of allusion as one of the mechanisms
pointing toward Franko in Svitlychnyi’s texts. Slavutych’s article is one of the first
general synopses of the sonnets by Svitlychnyi.

The subsequent article dedicated to Svitlychnyi the poet appeared in 1992.
Written by the Ukrainian scholar Eleonora Solovei, this is a review of Svitlychnyi’s
collection Sertse dlia kul’ i dlia rym: Poezii, poetychni pereklady, literaturno-krytychni
starti.®' This article has much in common with the analysis by Iar Slavutych. It also
presents a rather political interpretation of Gs. Solovei addresses the social aspect of
Svitlychnyi’s poetry and his indignation at the regime. However, she also mentions, ever
so briefly, the unique simple style of Svitlychnyi’s sonnets, their prisoner’s vocabulary,
and the refined sarcasm in his oeuvre. With great acumen Solovei also speaks about the
hidden subtexts in Svitlychnyi’s oeuvre, which only the educated reader can access:

V nopy, Koau He 3 I0OpOro XHTTA “eKONOriuHy HHImY” B JiTeparypi

cTaHoBUNA Xifa 1O moe3is BUTOHYEHO-(iNONOriyHa, It HEMIMPOKOTO

KOJ1a BTaeEMHAYeHUX,—CBiTnHuHmil obupac GopMy, CTHIICTHIHHH TOH Ha

HepliNii TWOTNSA YKpaif mpocTi, nemokpatuuHi. Jlume 3ariubnene

YWTAHHA BiOKPUBAE TOTY)XKHHM IDap JITEpaTypHUX pPeMiHICHEHLIH,

NpUXOBaHWX MOCHJIaHb Ta LMTAUiH, sK “00J0THa JOKpo3a” y Bipimi

“CnpoTa,” 5K nepuma ¢paza Bipua “C. Mamayposi™—“Csiua ropina...” 4u

“nepeui” Ta “excrasa BuOyxy” y Bipmi “Tlozask.” Inakme y moemi

“Kypbac™: TOHKO 3alyieTeHMii Y BHYTPIIUHIM MOHOJIOr Tepos MOIOMO-

TuumHiBCHKHH BiTep 3 YKpalHu Aalli pO3IPOCTOPIOETHCS LITHM KMYTOM

acomiauiii Ta mapagpas, obirpyeTbcs BiAMOBimHO mO iHmOi momi i poui,

OOMi-aHTUIOJA 1 HOJIi TEX MOASPHOI.

At a time when, not because of a good life, the “ecological niche” in
literature was represented only by refined philological poetry [intended]

¢! Eleonora Solovei, “Poet” [The Poet), Slovo i chas 3 (1992): 69-72.
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for a closed circle of esoteric individuals—Svitlychnyi chooses a form and
stylistic tone which, at first sight, might appear very simple and
democratic. And only a close reading reveals a powerful layer of literary
reminiscences, hidden references and quotations, such as “muddy lucrose™
in the poem “Sl’ota,” such as the first phrase in the poem “To S.

Mamchur”—"“A candle was burning” or “elements” and “the ecstasy of

explosion” in the poem “Pozaiak.” Something different happens in the

poem “Kurbas™: finely interwoven into an internal monologue of the main

character, the young Tychynian “wind from Ukraine” subsequently bursts

into an entire sheaf of associations and paraphrases, [and] is played in

accordance to its {new] fate and role, the fate of an antipode, which is

polar.®?
Unfortunately, Solovei does not develop her tantalizing and important suggestion
concerning the intertexts in Svitlychnyi’s poetry. Interestingly, she also mentions that
Svitlychnyi’s poetry is probably a conscious variation of Ivan Franko’s cycle “Tiuremni
sonety” [Prison Sonnets]: “cBimoMa, 1u0OHb, Bapiauis DpaHKOBHX ‘"nopexvxmzrx.”’63
However, she does not substantiate her statement with any textual evidence. It is
plausible that this fine critique arrived at her conclusion intuitively.

In 1997, there appeared an article by Iryna Dobrians’ka, titled “Pratsia nad
slovom—tse styl’ ioho zhyttia” [Labouring on the Word Was the Style of His Life]. This
article provides a short history of the creation of Gs and lists the main parts of the
collection.* Dobrians’ka mentions that Svitlychnyi introduced numerous corrections to
Gs, indicating that he paid much attention to questions of language. She also notes that

Svitlychnyi envisioned a more inclusive publication, and enumerates the published

collections of his poetry. She, however, does not address the discrepancies among them.

52 Eleonora Solovei, “Poet™ [The Poet], 71.

% Eleonora Solovei, “Poet” [The Poet], 69.

% Iryna Dobrians’ka, “Pratsia nad slovom—tse styl’ ioho zhyttia” [Labouring on the Word Was the Style
of His Life], Dzvin 8 (1997): 154-56.
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Dobrians’ka devotes some attention to the cycle “la—dysydent” [I am a
Dissident], acknowledging its strong political profile.

At the beginning of her article, Dobrians’ka mentions that Gs is analogous to
Franko’s “Tiuremni sonety”:

HaiiGnmxuoro aHanoriero no uiei 36ipku € uuka “Tiopemui conetu” (45

COHeTiB 3 emintoroM) y 36ipui 3 éepwun i nusun IBana ®panxa. Obunsa

apXWTBOpH YKpalHCBKOI IOE3ii HHCATHCI B ONHAKOBHX YMOBax 1 3a

OIHAaKOBUX 00CTaBUH—Y TIOpeMHil Kamepi. BOHH MOXYTh BBaXXKaTHUCS

XYIOXHBOK HOKYMEHTATICTHKOIO CBOE NOOW, aBTEHTHYHHM CBiTYEHHIM

[IOMITB SI3HS IPO YMOBH nepeOyBanHs y B’ s3unni.>

The closest analog to this collection is the cycle “Prison sonnets™ (45

sonnets with an epilogue) in the collection From Peaks and Lowlands by

Ivan Franko. Both master works of Ukrainian poetry were written under

the same conditions and circumstances, in a prison cell. They can be

considered as artistic documentation of their epoch, an authentic testimony

of a political prisoner about the conditions of his incarceration.

Dobrians’ka does not go beyond establishing this analogy, but does mention briefly the

similarities between Franko and Svitlychnyi in the use of vulgar, prison vocabulary.

2.3 Conclusion

In this chapter I have described in detail the three redactions of Svitlychnyi’s prison
poetry, namely Gs, Kd—V, and UmtS. 1 have also summarized scholarship devoted to
Svitlychnyi as a poet. As can be surmised from my summary, there has been no
scholarship devoted to the role of intertextuality in the prison oeuvre of Svitlychnyi.
While Solovei and Dobrians’ka suggest that there is a relationship between Svitlychnyi’s
prison sonnets and Franko’s, the topic does not constitute the focus of their articles,

which pay more attention to the analysis of Svitlychnyi’s texts, rather than discovering

% Iryna Dobrianska, “Pratsia nad slovom—tse styl” ioho zhyttia,” 154.
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the intertexts and literary allusions within. Thus, it should not surprise us that the literary
critic Mykhailyna Kotsiubyns’ka should call—en passant—for research on this topic in
her foreword to UmtS, “Ivan Svitlychnyi, shistdesiatnyk” [Ivan Svitlychnyi, a Member of
the Generation of the Sixties]:

...JocuTh 3ranatd “TropemHui conetn” ®panka (10 peui, s MaiOyTHIX
JOCTIIHUKIB 3ICTaBICHHS—HA [IMPOKOMY ICTOPHUKO-TITEpaTypHOMY TJi, B
mIaHi [CHXoorii TBOPYOCTI—IMX HBOX JOKYMEHTIB TIOpEeMHOI moesil
MOYe JIaTH QYyXKe LiKaBHii MaTepian s PO3XyMiB).

...it suffices to mention Franko’s “Prison sonnets” (by the way, for future
researchers the comparison—from a broad historical and literary
perspective, and based on the psychology of their works—of these two
documents of prison poetry can produce very interesting material for
deliberation). (UmtS: 20)

My subsequent chapter is dedicated to the discussion of Franko’s prison sonnets as

intertexts in Svitlychnyi’s sonnets.
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CHAPTER 3.
Franko’s and Svitlychnyi’s Poetry of Incarceration:
Toward a Study of Intertextuality.

...a text is made of multiple writings,
drawn from many cultures and entering
into mutual relations of dialogue, parody,
contestation, but there is one place where
this multiplicity is focused and that place
is the reader, not, as was hitherto said,
the author... Classic criticism has never
paid any attention to the reader; for it,
the writer is the only person in
literature...

Roland Barthes, “Death of the Author™

3.1 Franko’s “Tiuremni Sonety” and Svitlychnyi’s Familiarity with Them

Ivan Svitlychnyi is not the first poet to write sonnets in prison. Many writers, who were
incarcerated for various political reasons, turned to this kind of poetry.67 In the history of
Ukrainian literature, a prominent late-nineteenth century author who also wrote sonnets
in prison is Ivan Franko (1856-1919). A native of Halychyna, he played an important role

in the development of the genre.’® His prison sonnets were the product of a two-month

% Roland Barthes, “Death of Author,” in Jmage, Music, Text, ed. and trans. Stephen Heath (London: Harper
Collins, 1977), 148.

7 Among those writing in the modemn period we could name the following: the Polish poet Jan
Kasprowicz, who produced the coilection Z wiezienia [From Imprisonment] while serving time between
September 1888 and May 1889 for his socialist activity (Tomasz Jodelka, Jan Kasprowicz: zarys biografi,
(Warszawa: Ludowa Spétdzielnia Wydawnicza, 1964), 97); the Englishman, Lord Alfred Douglas, whose
In Excelsis: A Poem (Consisting of Seventeen Sonnets) was written during the six months he spent in
Wormwood Scrubs Prison, in 1923 (Montgomery H. Hyde, Lord Alfred Douglas: A Bibliography,
(London: Methuen, 1984), 266-67); the Welsh poet, preacher and communist activist, T. E. Nicholas, who
produced 150 sonnets while serving four months in 1940 (David W. Howell, “Nicholas of Glais: The
People’s Champion,” The Town of Ammanford Website, http://www.terrynorm.ic24.net/nicholas%20glais.
htm (accessed June 15, 2005)); and the geographer Albrecht Haushofer, a member of the German
resistance, whose incarceration in 1944-45 led to Moabit Sonnets (Arvid Brodersen, “Biographical Essay,”
in Moabit Sonnets, by Albrecht Haushofer (New York: W W Norton and Company, 1978), 165).

% Although the sonnet was known to early-modern Ukrainians both in its Latin and Polish redactions, the
genre has a comparatively short history in Ukrainian literature where it surfaced only in the middle of the
19™ century. The best-known sonneteers—besides Franko—were, for the most part, modernist poets, such
as Lesia Ukrainka, Maksym Ryl’s’kyi, Mykola Zerov, Mykola Bazhan, Mykhailo Drai-Khmara, Pavlo
Fylypovych, and Iurii Klen. These authors, as well as Mykhailo Orest and some other neoclassicists, also
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imprisonment in 1889 for maintaining political contacts with a group of Kyiv students
who were visiting Halychyna. When Franko went with this group on a trip, the Austrian
government saw in this an attempt to separate Halychyna from the Austro-Hungarian
Empire. Franko and the students were arrested and stayed in prison for 10 weeks, after
which he was released without ever undergoing a trial. His incarceration resulted in the
famous cycles “Tiuremni sonety” [Prison Sonnets] and “Vol’ni sonety” [Free Sonnets],
which in 1893 were included in the second edition of his collection Z vershyn i nyzyn
[From Peaks and Lowlands].®® The cycle “Tiuremni sonety” consists of thirty-nine
sonnets and an epilogue written in the form of a sonnet. The unifying thread in this cycle
is the theme of prison. Besides prison motifs, Franko also addresses the issue of the
inhuman treatment of prisoners, the regime’s corruption and immorality, the subject of
love and hatred, and Biblical motifs (subsection “Lehendy pro Pilata™ [Legends about
Pilates], “Kryvavi sny” [Bloody Dreams]). The cycle “Vol’ni sonety” contains nineteen
sonnets. Here, Franko contemplates on the topics of the sonnet and reveals his devotion
to the genre. He has one dedication in sonnet form addressed to Ivan Kotliarevs’kyi, a
prominent early-nineteenth century author, credited for initiating belles-letteres in the
Ukrainian vernacular. Franko in this cycle has many folklore motifs, as well as several
love sonnets where he reveals his attitude toward women as a poetic subject.

As indicated in the preceding chapter, a few critics have suggested that there is a

relationship between the prison poetry of Svitlychnyi and his famous, nineteenth-century

translated sonnets from world literature into Ukrainian. For more details, see Thor Kachurovs’kyi, Strofika,
(Instytut literatury im. Mykhaila Oresta: Minchen, 1967), 158-60). A significant group of modernists,
among them the neoclassicist Mykola Zerov, suffered repressions under Stalin and were sent to the Gulag.
6 According to Vasyl’ Shchurat, Franko first scratched his sonnets with a needle on the wall of his prison
cell, and later rewrote them “Ha KpaAx rpamartuku redpaiicbkoi MOBH, OQMHOKOI JIEKTYpH YB SI3HEHOTO
noeta” [on the margins of a Hebrew grammar book, the only reading material of the imprisoned poet]. See
Vasyl’ Shchurat, /van Franko: Literaturoznavchi studii [Ivan Franko: Literary Studies], (Drohobych:
Vymir, 2001), 175.
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predecessor. This relationship, however, has not been studied or defended on a textual
level. Independently from the critics, I have also intuited this relationship. My goal in this
chapter is to move beyond suppositions, and to devise a mechanism by which the
relationship between the two poets can be fleshed out on a textual level.

Before proceeding, it is necessary to recall that, inasmuch as Franko was a
socialist and his poetry of incarceration was an indictment of the political and legal
system of the Austro-Hungarian empire, he—unlike many subsequent modernists—was
not a proscribed author in the Ukrainian SSR. Although at times Soviet editions tampered
with his texts, Franko’s oeuvre was accessible to Svitlychnyi and his coevals. Moreover,
as Nadia Svitlychna attests in an e-mail, dated 27 June 2005, her brother was acquainted
with and very much liked Franko’s prison poetry:

Tiuremni sonety Iv. Franka vin, zvychajno zh, znav i, napevno, vony jomu

podobalysia. Iz Frankovyx tvoriv vin ne raz robyv zapozychennia dlia

riznyx perespiviv, chy oryginal’nykh virshiv. Najkrashchyj pryklad:

Peresylayuchy v lystakh tsykl svoyikh virshiv “Ya—dysydent”, vin pysav

“Ya—decadent” (za Frankom), spodivayuchysia, shcho my z Lioleyu

zrozumiyemo joho zadum.™

[The prison sonnets of Ivan Franko he surely knew, and definitely liked

them as well. Not once did he borrow motifs from Franko’s works for

various renditions or his own poems. The best example is that while

sending a cycle of his own poems “I am a Dissident” in a letter, he wrote

“] am a Decadent” (imitating Franko), hoping that L’olia and I would

understand his intention. ]

It is equally important to note that Svitlychnyi never cites any of his predecessor’s

sonnets, not even those written in prison. This is especially curious because he frequently

begins his own poetry with epigraphs drawn from the Bible and the works of various

" Cited without any modifications from an e-mail to Natalia Pylypiuk.
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Ukrainian, Russian and German authors.”" Svitlychnyi does quote Franko three times but,
in each case, the quotations are drawn from other works, not the prison sonnets. Thus, in
“Son” [Dream] (Gs: 24) the epigraph is taken from the long poem “Kameniari” [The
Stone Crushers]; in the sonnet “Orel” [Eagle] (Gs: 78) the epigraph is taken from the
novel Zakhar Berkut; and in the sonnet “Favst pokaiannyi” [Faust Penitent] (Gs: 90) the
epigraph is taken from the poem “I znov refleksii™” [And Again Reflections].

This silence on the part of Svitlychnyi does not negate the possibility that
Franko’s prison collection plays an important intertextual role in his sonnets. Harold
Bloom, in his seminal work, The Anxiety of Influence: A Theory of Poetry, proposes that
the most vivid influence by one author upon another is often the most hidden. To put it
into the words of Dan Geddes, the reviewer of Bloom’s work: “Conscious admission of
the precursors’ influence can be the death-knell for the ephebe’s own self-confidence as a
unique and unprecedented creator.”’> Bloom’s theoretical model may—or may not—
explain the reason why Svitlychnyi never acknowledges Franko’s prison sonnets.

By proposing, as I do in this thesis, that Svitlychnyi, like other incarcerated poets,
might have chosen the “prison” of the sonnet as a way of liberating the self from actual
prison, I suggest a psychological motive. However, I have no expertise in the type of
psychoanalytical approach necessary to adapt Bloom’s theory of influence, which is one of
many equally valid models for the study of the relationship among poetic texts. I propose

instead to study what I perceive to be Franko’s presence in Svitlychnyi’s oeuvre by applying

! The names whom Svitlychnyi identifies in his epigraphs include: Taras Shevchenko, Vasyl” Stus, Nikolai
Lermontov, Ivan Drach, Luisa Michel, Lesia Ukrainka, Patrick Henry, Hryhorii Skovoroda, Rainer Maria
Rilke, Marina Tsvetaeva, Vasyl’ Symonenko, Lina Kostenko, Borys Mamaisur, Eduard Bagritsky,
Aleksandr Pushkin, Nikolaev [a mystification?—SP], Vladimir Maiakovskii, Aleksandr Blok, Pavlo
Tychyna, Boris Pasternak, Mykola Bazhan, Johann Wolfgang von Goethe, and Pavlo Zahrebel’nyi.
Interestingly, some epigraphs, which appear in Gs, are missing from the collection Um:S and vice versa.

™ Dan Geddes, Review of Harold Bloom, The Anxietv of Influence: A Theory of Poetry (New York, Oxford
University Press, 1973), http://www.thesatirist.com/books/anxiety of influence.html (accessed 5 Jul 2005).
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the theory of intertextuality, a theoretical model that is not dependent on psychoanalysis but
rather on the comparison of texts.

Among various types of intertextual units there are the quotation, both direct and
hidden, and the literary allusion. I maintain that Franko’s presence in the sonnets of
Svitlychnyi exists at the level of the latter, which is less readily recognizable, a fact that
might explain why, thus far, there have been no textual studies comparing Franko and
Svitlychnyi. Before explicating these two intertextual units, it makes sense to explain

“intertextuality,” inasmuch as the term is often used to mean different things.

3.2 The Theory of Intertextuality
The German theoretician, Heinrich F. Plett, explains that the term “intertextuality” was
coined in the 1960s. Originally it was used by representatives of the critical avant-garde
to protest and rebel against established cultural and social norms that focus on the author
when analyzing a literary work.” As Graham Allen phrased it:

...intertextuality as a concept, signals the death of the Romantic notion of

what Barthes calls the “Author-God” (the author as origin of all textual

meaning) since it recognizes that the language an author employs is taken

from the vast interconnecting discursive fields of signification and

meaning within which both the author and the reader exist and come to
consciousness.’*

Today there are two groups of intertextualists: the progressives and the
traditionalists. The progressives are engaged in the continuous quoting of the works of

Mikhail Bakhtin, Julia Kristeva, Jacques Derrida and other authorities. According to

™ Heinrich F. Plett, “Intertextualities,” in Intertextuality, ed. H. F. Plett New York: Walter de Gruyter,
1991), 3.

™ Graham Allen, “Intertextuality (1960),” The Literary Encyclopedia, ed. Robert Clark, Emory Elliott and
Janet Todd, date of publication: 24/01/2005, London: The Literary Dictionary Company,
http://www.litencyc.com/php/stopics.php?rec=true&UID=1229 (accessed 14 Jun 2005).
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Plett, their ideas are understood only by a small number of scholars.”” This school,
however, has not yet developed a comprehensive method of textual analysis. The
traditionalists, on the other hand, also attempt to apply intertextual theory to their
research, but their systematic analysis often leads to a scholastic nomenclature devoid of
content. Plett further Qbserves that nowadays many scholars use the vogue term
“intertextuality” without a thorough study of the concept, just to appear up-to-date. A
third group, represented by the anti-intertextualists, opposes the progressives and
traditionalists. They believe that the former group presents a vague set of ideas,
incomprehensible to scholars, whereas the latter group places an old concept of
interweaving of literary works under a new name.’®

For Plett the “intertext” is one of the key concepts of the theory of intertextuality:
“Etymologically, intertext is a text between other texts.” He defines the difference
between texts and intertexts, indicating that all intertexts are texts, whereas the latter do
not always serve as intertexts. Text is a coherent structure, whose boundaries are
characterized by a beginning, middle and end, and its coherence by the interrelation of its
constituents. Intertext, on the other hand, possesses a twofold coherence: “intratextual,”
which assures the inner integrity of a text, and “intertextual,” which is responsible for the
relationships between the text itself and other texts. Worthy of note at this point is the
fact that neither the text nor the intertext can exist per se.’’

In Plett’s opinion, it is difficult to systematize an intertext. For it to be classified,

it would have to be limited by certain norms and rules, which would contradict the

75 Plett, “Intertextualities,” 3.
76 Plett, “Intertextualities,” 3-4.
77 Plett, “Intertextualities,” 5.
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original premise of intertextual theory that an intertext cannot be pinned down.”® This
statement is especially applicable for this study, because Svitlychnyi in his poetic oeuvre
does not merely reproduce Franko. In his prison collection there are many intertexts,
which can be easily identified, because they reside on the surface. One such intertext, for
example, is Taras Shevchenko whom Svitlychnyi quotes both directly and indirectly.
Among other poets whom he quotes and to whom he alludes are Bohdan-Thor Antonych
and Pavlo Tychyna.

In order to identify and analyze intertext as well as structure its theoretical model,
Plett proposes to consider intertext as sign. Basing himself on the assumption that signs
are parts of codes, which have beside signs another component, rules, Plett
conceptualizes intertextuality according to the following code components: material
(repetition of signs, i.e, quotation); structural (repetition of rules); and material-structural

intertextuality, which he considers the most common occurrence.

3.2 Types of Intertext
In Plett’s model there exist different types of intertext, such as quotations, structural
repetitions, literary allusions and pseudo-inte:rtext.79 As far as I am able to ascertain, the
intertexts linking Svitlychnyi and Franko are for the most covert quotations and literary
allusions, although there appears one case of structural repetition. Thus, my subsequent
discussion will focus on quotation and literary allusion.

Quotation represents a material kind of intertextuality because it reproduces a

textual sign. Plett views quotation as one concept and only briefly discusses its subtypes:

7 Plett, “Intertextualities,” 6.
7 Plett, “Intertextualities,” 7.
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overt and covert. He proposes to analyze quotation from two angles: its grammar and its
pragmatics (functional and perceptional). The grammar (structure) of quotation depends
upon the following structural elements: the quotation text, the pre-text, and the quotation
proper. It must be analyzed according to the following guiding principles: quantity,
quality, distribution, frequency, interference, and markers of quotations.80

As for quantity of quotation, there exists a great variability: it is usually just
several words or sentences, and more rarely larger selection of texts. As for quality, the
quotation may either pass from the original text to the target text unchanged—as it does
in scientific, scholarly, and judicial texts—or, as in the case of poetic texts, can be
reshaped and supplied with a new meaning. The latter often occurs with epigraphs. Plett
proposes to analyze such intertextual deviation according to its “surface structure” and
“deep structure.” Some of the transformations that can occur in the former are addition,
subtraction, substitution, permutation, and repetition. In “deep structure” deviation can
entail the transformation of meaning or several levels of meaning that need to be
interpreted by the recipient.®’

The other criteria of the structure of quotation, distribution and frequency, are
simple, at first sight. But they become more complex when interrelated with other
features. In terms of distribution, two positions in the text are very important for the
understanding of the entire work when supplied with quotation: the beginning (title,
motto and/or first sentence) and the final position (concluding aphorism). As for
frequency, depending on the amount of quotation in the text, the context of the text where

the quotations occur can be stronger than the quotations themselves, if there are only few

%0 Plett, “Intertextualities,” 8-9.
8! Plett, “Intertextualities,” 9-10.
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quotations. Alternately, if there are many quotations, the context can be assimilated into
the multiplication of quotations’ contexts. In such a case, the structure of the text is called
collage and the procedure—montage.*

Another criterion is interference. This is a conflict between the quotation-text
context and the pre-text context, e.g., when quotation and context differ in terms of
language, dialect, etc. Sometimes quotation is translated into the language of a target text.
Such a process aims at assimilation of the quotation to its new context and reduces
interference.®®

The last structural criterion of a quotation are markers, which help to distinguish
the quotation from the new context. There exist overt and covert markers because there
are overt and covert quotations. Plett offers a scale of distinctness of quotation markers:
they can be (1) explicit, i.e., they indicate quotation directly by a verb, standardized
formula and/or by naming the source), or (2) implicit, but manifested on a graphical level
(inverted commas, colons, italics and/or empty spaces) which could be very ambiguous,
or (3) non-existent. There is also a special class of misleading and pseudo-marke:rs.84

As Plett states, “it is up to the recipient’s “quotation competence” to decide
whether or not a quofation is quotation. The quotation competence is especially
challenged when a text lacks both explicit and implicit quotation markers. In this case the
quotational character of linguistic segment only emerges on the basis of “pragmatic
presupposition,” which—besides the communicating individual—includes the concrete

evidence of the pre-text as well.”®

82 Plett, “Intertextualities,” 10-11.
8 Plett, “Intertextualities,” 11.
8 Plett, “Intertextualities,” 1 [-12.
55 Plett, “Intertextualities,” 12.
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The pragmatics of quotation signifies the communication of quotations. It is often
the case that the receiver may or may not notice the quotation, depending on how the
author of the text presents it. For this reason, states Plett, both must possess sufficient
knowledge of literary history. According to him, the reception of quotation texts does not
proceed evenly but is delayed due to “quotation thresholds.”®® Because of this, the
process of perceiving where quotation occurs in a text proceeds in three stages: noticing
of a quotation within the text; identifying the quotation; and integrating the quotation into
the text. If the quotation cannot be integrated into the text, the unity of a work of art
ceases to exist. However, in some cases, it may concur with the author’s artistic
intentions.”’

Sometimes, when quotations become well-known, they become autonomous
language units, i.e., aphorisms. However, devoid of original pre-text, they may become
“dead metaphors.” For this reason, they have to be revitalized.®

As stated earlier, Svitlychnyi’s sonnets often begin with epigraphs, i.e., brief
excerpts cited from other works. Plett’s model does not address this type of overt
quotation, because the epigraph always stands outside the text proper. However, another
critic, Patricia Tallakson, suggests that the epigraph while “distinct” from the text is still
“a part of the text.” She also identifies the challenge that the reader may encounter in
terms of determining the relationship between the text and its epigraph:

Unlike a typical quotation, which dwells in the midst of the text,

illuminating one point in the argument, the epigraph’s unique positioning

prior to the body of the text highlights particular ideas, words, or images

and thereby guides the reading of the entire argument. In essence, its
shadow falls across and affects the reading of the text it precedes. This

8 plett, “Intertextualities,” 15.
87 Plett, “Intertextualities,” 16.
88 Plett, “Intertextualities,” 17.
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shadow looms large because it is formed not only by the body of the

epigraph but also by the scholar, philosopher, or poet, and textual source

from which it is taken. Like all citations, the epigraph creates an

intertextuality and a dialogue with another author.®®

Taking into consideration Tallakson’s explanation, it can be argued that an
epigraph does much more than reflect the quoted author’s “reputation of power and
wisdom,” to borrow a phrase from Tom Reedy.90 In fact it can be treated as a quotation
whose primary function is, according to Tallakson, to control the reading and meaning of
an entire text and to help the scholar establish an ethos.”!

Let us now consider the sixth part of Svitlychnyi’s Gs, which is titled “Ars

Poetica” and consists of only three sonnets. In this part, I propose, Svitlychnyi intimates

his poetic choices by using a title that is in itself a quotation and by his choice of

epigraphs.

3.3 Svitlychnyi’s “Ars Poetica”

The title of this part makes reference to one of the earliest poetic theories, the Ars Poetica
of Horace, an outstanding Latin lyric poet and critic. In this work Horace introduces
himself as both a poet and critic. As Edward Hirsch states in his critical essay “Poet’s
Choice,” the Ars Poetica “is an eloquent defense of liberty at a time when freedom was

imperiled in Rome. Horace speaks of art and ingenuity, of the poet’s need to fuse unity

% Patricia Tallakson, “Epigraph: Citation as Authorial Guide,” Abstract, The Citation Functions: Literary
Production and Reception, by The (In)Citers, Roundtable discussion at the University of Tulsa’s 1998
conference, “The  Sociomaterial Turn: Excavating Modernism,” held March 5-7,
http://english.ttu.edwKkairos/3.1/coverweb/ipc/epicite.htm (accessed 15 Jun 2005).

% Tom Reedy, “Ethos and the Use of Citation as Revision,” Abstract, The Citation Functions: Literary
Production and Reception, by The (In)Citers, Roundtable discussion at the University of Tulsa’s 1998
conference, “The  Sociomaterial Turn: Excavating Modemism,” held March 5-7,
http://english.ttu.edwkairos/3. 1/coverweb/ipc/epicite.htm (accessed 15 Jun 2005).

%' Tallakson, “Epigraph: Citation as Authorial Guide,” Abstract,

http://english.ttu.edu/kairos/3. 1 /coverweb/ipc/epicite.htm (accessed 15 Jun 2005).
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and variety, to delight as well as to be useful. He wittily defends the usefulness of artistic
constraints and the necessity for creative freedom.”* I believe that, following Horace’s
example, Svitlychnyi’s eponymous part of Gs encapsulates his own poetic choices and
manifests his ideas concerning the importance of artistic freedom. The reader acquainted
with Horace’s work, will recognize that Svitlychnyi is also introducing himself as a poet
and critic and alluding to the political situation in his own country.

The genre of the sonnet approaches an idea, a thought, or an issue from two
dialectical perspectives. The issue is posed in the first eight verses, be they organized into
an octave or two quatrains. The issue is then in some way reconsidered, resolved or
contradicted in the last six verses, be they organized into a sextet or two tercets.
Svitlychnyi’s sonnets are no exception. Let us consider the first poem of his “Ars
Poetica,” which bears the simple title “Sonet” [Sonnet] and is preceded by an epigraph

taken from a sonnet by Aleksandr Pushkin, which I quote in full:

COHET

Scorn not the sonnet, critic
Wordsworth

Cyposslii [laHT He npe3upan coHeTa;
B nem xap no68h [letpapra m3sausan;
WUrpy ero awodun tBopeu Makbera;

Nm crop6HyY Mbicab KamoaHc obnexan.

W B waut aHi NIEHSET OK M03Ta:
Bopaceopr ero opyanem u3bpan,
Koraa Baanu oT CyeTHOTO ¢BETA
TITpupoasl OH puUCyeT Haea.

Mo cenbto rop TaBpuabl OTAANCHHO#M
MMeseu JITBbI B pa3mep €ro CTECHEHHbIH
CBOI MEYTH! MTHOBEHHO 3aKntoual.

SONNET

Scorn rot the sonnet, critic
Wordsworth

Stern Dante did not scorn the sonnet;
Petrarch poured his burning love into it;
Macbeth’s creator loved its game;
Camoens poured his grief within its form.

Even in our days it captivates the poet:
Wordsworth has chosen it as his tool.
When far from deceiving light,

He sketches the ideal of Nature.

In the shadow of Taurida’s mountains.
The singer of Lithuania, bounded by its norms,
Surrendered his dreams into its form.

%2 Edward Hirsch, “Poet’s Choice,” Washington Post 5.8 (2003), Abstract,
http://www.washingtonpost.com/ac2/wp-dyn?pagename=article&contentld=A21687-

2003Jun5&notFound=true (accessed 11 May 2005).

61

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



http://www.washingtonpost.com/ac2/wp-dyn?pagename=article&contentId=A21687-

V Hac etlie ero He 3HANH ASBbI.

Kak ans Hero yx denseur 3a0biBan
93

[MexzaMeTpa CBRLUCHHbBIC HANEBBI. .

Here, it was not yet known by maidens,
When Delvig was already forgetting for its sake
The sacred rhythm of hexameter.

In turn, Pushkin’s sonnet has an epigraph drawn from a sonnet by William

Wordsworth, in which he admonishes critics not to scom the sonnet and also enumerates

those poets who, in his opinion, were master sonneteers:

SCORN NOT THE SONNET, CRITIC

Scorn not the Sonnet; Critic, you have frowned,
Mindless of its just honours; with this key
Shakespeare unlocked his heart; the melody

Of this small lute gave ease to Petrarch’s wound;
A thousand times this pipe did Tasso sound;
Camoens soothed with it an exile’s grief;

The Sonnet glittered a gay myrtle leaf

Amid the cypress with which Dante crowned
His visionary brow: a glow—worm lamp,

It cheered mild Spenser, called from Faeryland
To struggle through dark ways; and, when a damp
Fell round the path of Milton, in his hand

The Thing became a trumpet, whence he blew
Soul-animating strains—alas, too few!”*

By referring to Pushkin’s sonnet and, thus, alluding to Wordsworth’s, Svitlychnyi

underscores the manner in which Soviet sonneteers trivialized the genre. He also

communicates his reasons for choosing this kind of poetry. Let us consider Svitlychnyi’s

text in full:

COHET
Cypoaviit laum ne npesupan conema.
O. Mywkin
O, JJanT He 3HeBa)kaB COHETA.
MaremaTuyH U )KaHp—COHET.
CoHet BaroMui, K CTHJIET.
B HiM BONA CTAPTY, NPYKHICTH 31ETY,

SONNET
Stern Dante did not scorn the sonnet.
O. Pushkin
Oh, Dante did not scorn the sonnet.
A mathematical genre is the sonnet.
The sonnet is important like a stiletto.
Within it are the will to take-off, the elasticity of flight,

% Aleksandr S. Pushkin, Sobraniie sochinenii. V 10-ti tomakh. T.2. Stikhotvoreniia 1825-1836 [Collection
of Poetry. In 10 Volumes. V.2. Poetry of the Period 1825-1836], (Moskva: “Khudozhestvennaia literatura,”

1974), 219.

% William Wordsworth, Poetic Works. With Introduction and Notes, 15" ed., ed. Thomas Hutchinson

(London: Oxford University Press, 1971), 206.

62

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




CkynbntypHa (inirpass paker, A sculptural filigree of rockets,

Lo, cniparni Heba, cnparni ney, That long for the sky, thirsting to fly,

Criwats 3 MisHETH HA NASHETY That hasten from planet to planet,

[ToB3 HenpuKasHiCTb KOMET. Past the restlessness of comets.

A HaM NpUNUCaHO Ji€Ty But to us has been prescribed a diet

I3 kaHTiB, ox i nieTety Of cantos, odes and piety,

BererepbsHcbkuit Binerper! A vegetarian salad!

Aute... NaHO 3 aBTODUTETY. Still... it’s a panel of authority.

1 JauT He 3HeBRKAB COHETA. And Dante did not scorn the sonnet.

I mu e npotu. INapu-ter! (Gs: 69) And we are not averse to it. [Let us have] Parity!

As we see, Svitlychnyi views the sonnet as a type of poem that can be incisive,
vigorously elastic and exact, rather than the medium for panegyric praise. In this poem he
rejects the praise of officialdom, which was required by Socialist Realism. His
expectations are presented in the first eight lines. The problem in this sonnet is posed in
the first tercet and even spills over into the first line of the second tercet. The surprise
turn occurs only in the last two lines, where he calls for parity. By making this call,
Svitlychnyi reserves for himself the right to write sonnets that do not conform to the
poetry of praise practiced by his mainstream colleagues.

An epigraph by Svitlychnyi leads us directly to Pushkin and indirectly to

Wordsworth, thus opening up the possibility of more covert types of intertextuality in his

poetry.

3.4 Literary Allusion

Overtly, on the level of direct quotation, the epigraph in the first sonnet of Svitlychnyi’s
“Ars poetica” does not lead to Franko. I believe, however, that this sonnet makes a
literary allusion to Ivan Franko’s sonnet from the collection Sonety, which begins with

the verse “Kolys’ v sonetakh Dante i Petrarka” [In Sonnets Once Did Dante and
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Petrarch].95 Before developing this argument, it is necessary to consider the poetics of
literary allusion as proposed by the Israeli scholar Ziva Ben-Porat.

According to Ben-Porat, allusion is often taken for granted because it is such a
common feature of language. Literary critics base their usage of this term more on
intuition rather than a clear notion of what “allusion™ signifies: *“Critical intuition
implicitly conceived of literary allusion as an indirect reference to a known fact to be
found in works of literature.” However, the term “literary allusion” is misleading, firstly
because it seems to imply that such allusions occur only in literature and secondly
because it implies that all allusions operating in a literary text belong to this class. Such
implications are by all means false. However, the problem is that “literary allusion” has
not as yet been clearly defined by scholars. Thus, the theory of allusions remains implicit.
The critical works that already exist only deal with allusions in their specific context and
rather intuitively.”®

Ben-Porat defines literary allusion as “a device for the simultaneous activation of
two texts.” Such activation can be achieved through the manipulation of a special signal:
a sign (simple or complex) in a given text characterized by an additional larger “referent”
(an alluding text). The scholar proposes to call such a signal “a marker,” i.e., the element
or pattern belonging to another independent text. The marker is commonly used for

activation of independent elements from the evoked text, which are never referred to

% Ivan Franko, Sonety [Sonnets] (Kyiv: “Dnipro,” 1984), 39. Subsequently, in the text of this thesis the
goetry of Ivan Franko will be quoted according to this edition in the following manner: (S: page).

¢ Ziva Ben-Porat, “The Poetics of Literary Allusion,” PTL: 4 Journal for Descriptive Poetics and Theory
of Literature 1 (1976): 105-6.

64

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



directly. Such elements of indirect reference are a common base of all allusions and
usually lead to a larger scholarly discovery.”’

The process of actualizing a literary allusion starts with the recognition of the
marker and ends with the formation of intertextual pattern. Ben-Porat specifies that the
reader has to perceive the existence of a marker before any further activity can take
place.” The process of actualizing a literary allusion can be summarized in four steps:

1. Recognition of a Marker in a Given Sign. Ben-Porat states that such recognition
presupposes the identification of the marking elements as belonging or related to
an independent referent text. Such identification does not depend on formal
identity. “A distorted quotation or a unique noun in a new declension are
examples of markers that are recognizable as belonging to a certain system in
spite of a new form.” For this reason Ben-Porat proposes to distinguish between
“the marker” (the marking elements as they appear in the alluding text) and “the
marked” (the same elements as they appear in the evoked text). The marker and
the marked can also be formally identical, e.g., an exact quotation or a name.”

2. Identification of the Evoked Text. This stage appears as a result of the first stage.

3. Modification of the Initial Local Interpretation of the Signal. Such modification is
usually a result of the interaction between the two texts and reveals the formation
of at least one intertextual pattern. The local interpretation of the marked must be

different from that of the marker because of the different context. The pattering of

%7 Ben-Porat, “The Poetics of Literary Allusion,” 107-8.
% Ben-Porat, “The Poetics of Literary Allusion,” 109-10.
% Ben-Porat, “The Poetics of Literary Allusion,” 110.
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the two independent interpretations yields the modified version needed for the
fuller interpretation of the alluding text.'®
4. Activation of the Evoked Text as a Whole, in an Attempt to Form Maximum

Intertextual Patterns. Here, attention is paid to the further activation of the

elements, which ére hidden and may lead to a larger discovery.'""

According to Udo J. Hebel, allusions help us observe the development of literary
history and literature itself, as well as to engage into a study of an internal dialogue
between the authors: “...allusional studies [or déja of the texte général] with a firm
footing in intertextual theory may not only (re)constitute a text’s verticality, but may also
allow for the study of a text’s metatextual dimension as manifestation of its active
participation in the ongoing dialogic process of literary history.”'%

Keeping in mind these theoretical discussions on the pattern of discovery of
literary allusions, I will proceed with my consideration of Franko’s presence in
Svitlychnyi’s poetry of incarceration. But first it is necessary to describe the method I
devised for juxtaposing texts by Svitlychnyi with Franko’s. When I became familiar with
Svitlychnyi’s sonnets, I intuitively felt that there was a relationship between the two
poets. Upon rereading Franko’s sonnets, which I had read long ago, I noticed
considerable similarity in the topics broached by both poets in their prison oeuvre. For
this reason, I chose the sonnets where each author addresses a related topic and

juxtaposed them. Then I sought to identify the markers in Svitlychnyi’s sonnets that

intimate Franko’s “Tiuremni sonety.” The latter—according to the theory of

100 Ben-Porat, “The Poetics of Literary Allusion,” 110-11.

"' Ben-Porat, “The Poetics of Literary Allusion,” 111.

192 Jdo J. Hebel, “Towards a Descriptive Poetics of Allusion,” in Intertextuality, ed. H. F. Plett (Berlin:
Walter de Gruyter, 1991), 158.
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intertextuality—can be designated as Svitlychnyi’s “pre-text.” On the basis of the

identified markers, I began to study the manner in which Svitlychnyi’s sonnets revoke the

sonnets of his nineteenth-century predecessor.

Thus, for example, I propose that “Sonet” in Svitlychnyi’s “Ars poetica” employs

a metaphorical allusion to activate Franko’s sonnet “Kolys’ v sonetakh Dante i Petrarka”

[In Sonnets Once Did Dante and Petrarch]. Let us now juxtapose and compare both

sonnets:
ek COHET
I. ®panxo I. Ceitimunnii

Konucs B conerax daure i [TeTpapka,
IWexcnip i CrieHcep kpacoTy cniBan,

B dopmy maiictepHy, MOB pi3bOneHa yapka,
Ceoto 10008, MOB LIYM-BMHO, BIIMBA/IH.

Ty uapKy HiMLIi B Me4 NEPEKYBANH,
Konu 3"anack naTpioTutina cBapka;
“TTaHUMpHUIA" TX COHET, AK Kanpas, rapka,
JInw Kpacky Kposi 1i0GUTS | GHCK CTai.

Ham, xniGopo6am, 1o 3 Meyem nouatn?
[puiineck HOBY 3po0UTH NEPEKOBY:
[TarpioTuHnii Med NEPEKyBaTH

Ha nayr—o6nir OyayLw1Hl opaTH,
Ha cepn, 106 %WUTO KaTb, SKUTTA OCHOBY,
Ha Bunu—uHuCTHTS CTailiHIO aBriifoBy. (S: 39)

Cyvposviit Janm He npe3upan conema.
O. IMywkix

O, HaHT He 3HEeBaXKaB COHETA.
MaremaTHUHUH )KaHP—COHET.
CoHer BaroMuit, 1K CTUJET.

B HiM BOJIA CTapTy, APYKHICTh 371ETY,

CkynbnrypHa dinirpaib paxer,
Ilfo, cnparni ueGa, cnparai nery,
Cnilars 3 MISHETH HA NISHETY
IMoB3 HENPUKAaAHICTh KOMET.

A HaM NPUNUCAHO Oi€Ty
I3 xanTis, on i nieTety
BereTepbauchkuii BiHerper!

Age... NaHO 3 aBTOPUTETY.
1 aHT He 3HeBaXaB COHETA.
I My He npotu. [Mapu-ter!

sewk

I. Franko

In sonnets once did Dante and Petrarch,
Shakespeare, and Spenser, all of beauty sing.
In forms, like goblets of the highest mark,
They poured their love in phrases glittering.

The Germans forged those goblets into swords
When they expressed their patriotism stark.

Their “armored sonnets” like their corporals bark,

The lust of blood and steel is in their words.

But what have peasants with such swords to do?

We need new weapons for our coming strife.
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Our people’s swords must be reforged anew

Into a plough—to till the future scene,
A sickle—to reap harvests for new life,
A fork—to make Augean stables clean.'”

According to Ben-Porat’s model, the process of identifying literary allusion
begins with the identification and isolation of the marker signal and the marked signal. I
propose that the former, in this case, are the references in Svitlychnyi’s introductory
poem of “Ars poetica” to Janm (verse 1), conem (verse 2), A nam (verse 9). The marked
signal in Franko’s sonnet are its references to 6 conemax Jaume (verse 1), Ham (verse 9).
When we compare the marked and the marker signals, each has its own independent
existence: Svitlychnyi is more interested in praising the qualities of the sonnet as a genre
than in enumerating the most prominent sonneteers. His predecessor, on the other hand,
discusses the transformation of Dante’s and Petrarch’s love sonnet into a patriotic genre
in the hands of German sonneteers. Svitlychnyi’s sonnet, by means of its epigraph, a
direct quotation, explicitly follows in the steps of Pusilkin and implicitly Wordsworth, to
contribute toward the tradition of defending the sonnet genre. Franko, as is evident, also
contributes toward this tradition. However, he adds one more component by musing on
the service that the sonnet could play in Ukrainian literature. Herein lies the similarity
between Svitlychnyi and Franko: both poets seek to discover the proper role of the sonnet
genre for their own nation, which is inclusively expressed through the first-person plural
pronoun in the dative. Compare and contrast Franko’s question in verse 9—Hanm,

xnibopobam, wo 3 meuem nowamu—with Svitlychnyi’s declaration in the first tercet: 4

13 Cited according to anonymous translation taken from the pilot internet project “Ivan Franko—uwriter,
thinker, citizen™ of Ivan Franko National University of L’viv. The supervisor of the project is Orest Stiahar.
http://www.franko.lviv.ua/ifranko/english/from_prison_sonnets.htm (accessed 25 Jun 2005).
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Ham npunucaro diemy/ I3 kanmis, 00 i nicmemy... In essence, both poets are concerned
with the function of various poetic genres in their current culture. Franko suggests that
the patriotic mode of the German sonnet is premature for Ukrainians in the Austro-
Hungarian empire, because they still need to do much spade work. Svitlychnyi’s
statement, on the other hand, indirectly leads to the question: “How can “we” struggle if
we consume a diet of panegyric genres?” Both poets covertly draw the reader’s attention
to the predominantly low quality of the literature available. In Franko’s sonnet this is
conveyed through the metaphor of “the Augean stable,” and in Svitlychnyi’s through the
metaphor of the meatless fare. By ironically posing the question what can peasant-
farmers do with the sonnet, Franko introduces an agricultural metaphor with a double
edge. One edge of this metaphor intimates that Ukrainians need not limit themselves to
folkloric genres, whereas the other intimates that there is need to cultivate one’s own
literary field.'® Svitlychnyi, in turn, proposes the image of the punitive stiletto—a
metaphor for sharp, critical poetry that can offset uncritical writings, such as odes and
cantos.

The other two sonnets in Svitlychnyi’s “Ars Poetica” are titled “Kliasychnyi
virsh” [Classical Verse] and “Verlibr” [Vers Libre]. These titles suggest a contradiction.
At first, it might appear that Svitlychnyi will prefer vers libre rather than the classical
verse. [ propose that the author treats each type with parity, and his manner of allowing
two contradicting modes is delivered with a great degree of irony.

Let us consider the sonnet “Kliasychnyi virsh” first:

14 thank Dr. Natalia Pylypiuk for this idea.
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KIBICUYHHUH BIPL CLASSICAL VERSE
Fe3 komanow y napoda Without an order,
Ymepmensemes ceobooda. the freedom of people passes away.
Hikonaes Nikolaev
I'sapniiicbka Bunpaska iznef. A military bearing of ideas.
[lapan puMOBaHHX TIyMOK. - A parade of rhymed thoughts.
Crona B crony, pAIOK B PAIOK Goose step after goose step, file after file,
Kap6ytoTs aMGH 1 Xopel Enchase the iambs and trochees
CBiii uepeMOHisnbHUHA KPOK. Their ceremonial march.
Cnosa—Ha Buwkin! V kape ix! Words—to the muster! Line them up in formation!
B katpeH csasinbHi emmipei [Place] into quatrains the rebellious empyreans
Poskysepasnenux 6apok! Of the overflowery baroques.
Excrasn—- purm! HanxHenus B umknu. Ecstasies into rhythm! Inspirations into cycles.
[Tin meTp po3xnadaHuX, HE3BRKIIUX The disheveled, unaccustomed ones
PyGaru TBepIo, sk B CTPOIO, Trim decisively, as if into ranks,
Komannuuii put™, cTaTyTHHIT po3mip. The commanding rhythm, the decreed measure.
A 32 nipuuHuii BiacTYN—po3cTpin, And execute each lyrical digression
Ak ninnum 3panHukam B 6oto. (Gs: 70) Like a base traitor in battle.

As we can see, Svitlychnyi starts with a description of the rigid norms and terms
that a poem needs in order to be considered “classical.” From one perspective the poem
describes the rules of a classical poem. From another it could also be argued that
Svitlychnyi metaphorically depicts the Soviet practice of regimenting artistic creativity.
He ironically compares the poem to an army: “rBapnifickka BUIpaBka imei” [a military
bearing of ideas], thus suggesting that Soviet authors do not select ideas independently,
but rather thyme them into a parade. Everything has been decided above, as in the
military. With the phrases “mapan pumosanux xyMok™ [a parade of rhymed thoughts],
“cTOma B CTONY, PANOK B pANOK” [goose step after goose step, file after file] Svitlychnyi
might be poking fun at Soviet official culture, which he then compares to the harness of
classicism constraining a luxuriant and playful baroque.

I propose that Svitlychnyi’s “Kliasychnyi virsh™ also makes a literary allusion to

Franko’s sonnet “Kolys’ v sonetakh Dante i Petrarka.” Let us compare both poems:
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ek KJISICUYBHIA BIPII
I. ®paunxo 1. CeiTnnunnit
bes komanoer y napoda
Vmepmensemces ceoboda.
Hikonaes
Konuch B coHetax Hanre i [Terpapka, ['sapnaificbka BUNpaska inei.
LLlekcnip i Cniexcep kpacoTy crisany, [Napan puMOBaHUX AYMOK.
B dopmy malicTepHy, MOB pi3bOnieHa uapka, Crona B crorny, psiioK B psaOK
Csoto mo6oB, MOB LIyM-BHHO, BIHBAH. Kap6ytoTb aMOH i xopel
Ty uapky HiMUI B Mey nepexysany, Caiii LepeMOHIsUTbHHUH KPOK.
Konu 3usnach naTpioTHuHA CBapKa; CnoBa—na Buuikin! Y kape ix!
“TlaHuupHHIA™ IX COHET, SIK Kanpan, rapka, B xarpeH csaBinbHi emnipei
JIuul KpacKy KpoBi toGuTh i GaKCK cTai. Poskyuepaenenux 6apok!
Ham, xni6opo6am, 110 3 meuem nouatn? Ekcrasu—s putm! HaaxHeHHs B LMKIH.
[Mpuiinec, HOBY 3pOOUTH NEPEKOBY: [lix MeTp po3xnabaHuX, HE3BUKITUX
[MaTpioTHuHuKit Mey nepeKyBaTu PyGaru TBEpAO, AK B CTPOIO,
Ha nnyr—o6air 6yaywuHu opaty, KoMaHaHui pUTM, CTaTyTHHI1 pO3MIp.
Ha cepn, wo0 XUTO %kaTb, dKUTTA OCHOBY, A 3a nipuyHuil BiACTYN—pO3CTpin,
Ha Bunu—uuncTuTh CTaiiHIO aBrifioRy. Sk nianuM 3panHukam B 6010.

Even though Svitlychnyi does not repeat any signs from Franko, he relies on military
metaphors that evoke his predecessor’s imagery, especially in the second quatrain.
Compare and contrast Franko’s reference to the “military character of a sonnet™—
“ITanyupHuil” ix conem, AK Kanpan, 2apka,/ JTuut kpacky kposi nobums i 6auck cmani—
with the following phrases from Svitlychnyi’s sonnet: B kampen ceasineni emnipei/
Posxyuepsienenux 6apox!—and—Pybamu meepdo, ax 6 cmporo. Svitlychnyi
crossreferences Franko’s military imagery by stating that the genre of the sonnet cannot
withstand baroque deviations from the classical norm. In Franko’s own words, the sonnet
likes only the color of blood and the lustre of steel. In Svitlychnyi’s sonnet the military
imagery is conveyed through the disciplining of ecstatic baroque verses into quatrains

and the trimming of disheveled lines.
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In both “Sonet™ and “Kliasychnyi virsh” Svitlychnyi alludes to yet another sonnet
by Franko, one which begins with the verse “Sonety—se raby. U formy puta” [Sonnets

Are Slaves. In the Fetters of Form]:

Fdkew Fedore

I. ®panko I. Franko

Coneru—ce padu. ¥V ¢opmu nyta Sonnets are slaves. In the fetters of form
CpoGinHa oymKa B HUX TPEMTHTB 3aKyTa, Free thought trembles enchained,

[MpumipeHa, sk MipsiOTh pekpyTa, Measured as recruits are measured,

| B yHidopM Tax, K pekpyT, YNXHyTa. Squeezed into the uniform like the recruits.
ConeTu—ce nauu. B Hux Mucnb Big poay Sonnets are masters. For form’s sake, the thought
[MpurnyweHo ansg GopM; BOHU BUTORY, Has been muffled in them for ages; forsaken
[To>XMTOK KHHYTb, LUOO JJOBUTH MOLY: Was profit and gain in pursuit of fashion.

Ce rapHuii UBIT, 110 HE NPHHOCUTD IUIONY. They are pretty flowers which bear no fruit.

Pa6u i1 nanu! Exctpemu cs cTpivaioTsb. Slaves and masters! The extremes meet.

Hecmini we ix nornsau, ix pedi, Their gazes, their speeches are still timid,

Bo cBoi cunu e pabu He 3HAIOTD. For the slaves do not yet know their strength.
“Tlpoctyiica! B paa!” Xmon B xsona, nneui B | “Forward march! Straighten the rows!” Choice of
nneui men, shoulder to shoulder,

[HeTb CTaHyTh, CBIZOMI OZHOT METH, Soon they will become aware of their common goal,
XKusi, rpi3Hi, orpomHii conetH... (S:19) Living, formidable, enormous sonnets.'®

In “Kliasychnyi virsh” the marker is the phrase “Crona B cToIy, psioK B paaoK,”
which evokes the marked structure in verse 9 of Franko’s sonnet: “Xnomn B xjona, mnnedi B
mieui.” Once again, Svitlychnyi, like his predecessor, marshals a military theme to
convey the idea that the structure of a sonnet is very rigid, and that the discipline it offers
is akin to the discipline observed in the army.

Let me note at this point that, by all appearances, Svitlychnyi’s Russian epigraph
in “Kliasychnyi virsh” might be a mystification. I have not found any poet called
Nikolaev. This can serve as an example of another type of intertext, the pseudo-quotation.

Piett indicates that pseudo-intertextuality (i.e., when a text refers to another text, which

15 Cited according to Assya Humesky, “Sound Expressivity in the Poetry of Ivan Franko,” Slavic and East
European Journal vol. 27 (1983): 246.
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does not exist) is considered the climax of the fashion of post-modernism.'® Patricia
Tallakson also draws attention to the phenomenon of pseudo-epigraphs, purposely coined
by an author. Giving an example from Middlemarch by T. S. Eliot, Tallakson states that
the tradition of providing epigraphs-mystifications arose with the attempt to undermine
the power of the tradition that upholds the epigraph as an argument from authority. 107

In “Kliasychnyi ;/irsh” Svitlychnyi introduces the conflict in the second quatrain
and expands on it in the first tercet, when the voice calls for severe disciplinary measures
against disheveled, unusual, ecstatic forms. The second tercet ends by recommending a
more radical approach toward any deviation from the norm (A 3a mipwuHHrit BigcTyIm—
posctpin/ Sk mignuMm 3panuukam B 60r0). This sonnet is a good example of the tensions
in Svitlychnyi’s collection of sonnets. While practicing a highly disciplined form of
writing, the sonnet, Svitlychnyi acknowledges that classical verse is a tyrannical form.

In this particular sonnet, there is a double reversal. On the one hand, Svitlychnyi
seems to be praising the sonnet’s form of incarceration. In this, he has many literary
predecessors. Let us consider, for example, Wordsworth’s “Nuns Fret Not at Their

Convent’s Narrow Room”'%:

Nuns fret not at their convent’s narrow room
And hermits are contented with their cells;
And students with their pensive citadels;
Maids at the wheel, the weaver at his loom,
Sit blithe and happy; bees that soar for bloom,
High as the highest Peak of Furness—fells,
Will murmur by the hour in foxglove bells:
In truth the prison, into which we doom
Ourselves, no prison is: and hence for me,
In sundry moods, ‘twas pastime to be bound
Within the Sonnet’s scanty plot of ground;

106 plett, “Intertextualities,” 26.

197 Tallakson, “Epigraph: Citation as Authorial Guide,” Abstract,
http://english.ttu.edw/kairos/3.1/coverweb/ipc/epicite.htm (accessed 15 Jun 2005).

19 William Wordsworth, Poetic Works. With Introduction and Notes, 15" ed., ed. Thomas Hutchinson
(London: Oxford University Press, 1971), 199.
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Pleased if some Souls (for such there needs must be)
Who have felt the weight of too much liberty,
Should find brief solace there, as I have found.

In this sonnet, Wordsworth compares the genre of the sonnet with a prison that assists
souls, which are lost thanks to unlimited liberty and deficiency of stable form. This
positive prison provides, in Wordsworth’s own words, a comforting “solace.” As I have
suggested earlier, it is precisely this type of solace, which Svitlychnyi seeks during his
physical incarceration.

On the other hand, Svitlychnyi, however, also condemns any limitations placed
upon the poet. It would therefore appear that to him the only acceptable limitations are
those poetic rules he chooses for himself.

In Gs, the last sonnet of “Ars Poetica,” is titled “Verlibr” [Vers Libre] and begins
with an epigraph drawn from Vladimir Maiakovskii’s “Neokonchennoe” [Unfinished],

which I cite here only in part:

|HEOKOHYEHHOE]

I
JIroGut? He Mo6UT? 51 pyKH noMato
1 nasbUb!

[UNFINISHED)]

She loves me=loves me not. My hands I pick
and having broken my fingers

pa3dpachiBaio pazioMaBlun
TaK PBYT 3arafas U MycKaloT
1o Maio

BEHYUKH BCTPEUHBIX pOMALICK
[Tyckaii cenntbl OOHapYXKHBaeT CTPIKKA 1 OpuThe
[TycTb cepebpo ronoB BbI3BAHHBACT

yHMOIO
HaJEIOCh BEPYIO BOBEKHU HE MpHAET

KO MHe no3opHoe Gaaropasymue [...] '%

fling away
So the first daisy-heads one happens to flick
are plucked and guessing
scattered into May

Let a cut and shave reveal my grey hairs
Let the silver of the years ring out

endlessly
Shameful common sense I ho(Pe I swear
Will never come to me [...]"!

199y, E. Kholshevnikov, sostavitel’, avtor statei i primechanii, Mysl’, vooruzhennaia rifmami:
Poeticheskaia antologiia po istorii russkogo stikha [A Thought, Armored with Rhymes: Poetical
Anthology on the History of the Russian Poem], 2" ed. (Leningrad: Izdatel’stvo Leningradskogo

universiteta, 1987), 405.

1% A nonymous translation taken from the internet poetry collection of V. Maiakovskii.
http://www.mayakovsky.com/maya/unfinished-en.htm (accessed 25 Jun 2005).
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In this poem the lyrical voice of the Russian futurist proclaims that he prefers the state of
craziness (i.e., the natural elements of free verse) over disgraceful prudence. In the text
proper of “Verlibr” Svitlychnyi gives an example of his idea of the parity, for which he

clamored in the first sonnet:

VERS LIBRE
Shameful common sense I hope I swear
Will never come to me.
V. Maiakovskii

BEPJIIGP
Haoeiocw, sepyro! Bo gexu He npudem
Ko mre nosoproe brazopazymuee.
B. Maskosckuii

HyptvioTs npucrpacri 6e3 nany—
I put™ TpiwmTh. Sk He Gyno
[opauiis i Byanso.

CTuxia cniB AMKTYE Bnany.

[ymurs kKacTanbCcbke Axeperno.
KaHoHH AHXaloTh Ha JIafaH. -
Ha 3510 Adinam i ITannanam
Po3muno, 3anusno, 3Mesno

Bci pumu, puTMH, LIMKIH, CTPOdH.
[Napnac—Hna rpasi karactpodu,
Cruxis x He TBepesi€.

HypTye BUp, HanXHEeHHHH, N’ AHUH.

Passions whirl at random—

And rhyme cracks, as if there were no
Horaces or Boileaus.

Spontaneous words establish rules.

The Castalian spring foams.

Canons are at their last gasp.

To spite Athena and Pallas

Were washed away, flooded and swept off

All rhymes, thythms, cycles, strophes.
Parnassus is on the edge of a catastrophe,
The natural forces are not sobering up.

The vortex roars, inspired, drunk,

Verses libres! Free citizens of
The Republic of Poetry!

Bepniopu! BinbHi rpoManssu
Pecniyoniku [oesis! (Gs: 71)

This poem stresses the possibilities offered by free verse, a kind of writing where
spontaneous, natural forces eradicate the formal rules of classical poetry. In an ironic tone
akin to the one in the preceding text, “Classical Verse,” the voice of this poem describes
the main principles of vers libre. In the closing tercet he designates free verses as citizens
in his republic. It is plausible that Svitlychnyi might be referring to the dissidents of the
Soviet Union, who were often silenced or executed for transgressing established norms.
Svitlychnyi’s praise of vers libre is not written in free verse. This leads me to
posit the question whether the contradictions inherent in the second and third poems of

Svitlychnyi’s “Ars poetica”—contradictions that result from their ironic stance, one
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which I cannot fully resolve here—are not an allusion to the bifurcated nature of Franko’s

own prison cycle, which consists of both “Tiuremni sonety” and “Vol’ni sonety”?

3.5 Conclusion

Plett, relying on Charles Grivel, states that no text exists in isolation but is always
connected to a “universe of texts.” He also maintains that every new text is somehow
related to previous texts and becomes also a precursor of subsequent texts; in other words
it is simultaneously post-text and pre-text. Consequently, every text is always subjected
to a process of repetition. It exists as a perennial interplay between identity and
difference. It is this phenomenon that constitutes its intertextuality.'"!

Both Plett’s understanding of intertextuality and Ben-Porat’s discussion of literary
allusion have allowed me to discover the manner in which Svitlychnyi’s sonnets are part
of a larger “universe of texts.” In this chapter I have attempted to show that Svitlychnyi’s
prison sonnets contain multitudinous intertextual references, both overt and covert, to
world literature. Among the covert references, I have identified Wordsworth and Franko.
I have also discovered a pseudo-intertext in the epigraph to “Kliasychnyi virsh.” To be
sure, all the intertexts in Svitlychnyi’s sonnets are of equal significance because they

uncover his literary horizon. In this project I decided to focus strictly on the intertexts

linking Svitlychnyi and Franko as imprisoned poets.

11 plett, “Intertextualities,” 17.
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CHAPTER 4.
The Intertextual Relationships between

Franko’s and Svitlychnyi’s Sonnets of Incarceration.

Here they guard the foundations, but the foundation
Of all foundations—the language of the human heart,
And liberty, and thought they despise like rags.

Ivan Franko (S: 41)

[...] The bucket, peephole

and bars soldered up forever.

Wake up, shaker of foundations!
Ivan Svitlychnyi (Gs: 24)

4.1 Discussion of Common Themes in Franko’s and Svitlychnyi’s Prison Sonnets

In this chapter I will compare the manner in which Franko and Svitlychnyi address the
reality of prison: their description of the search; their attitudes toward guards, judges,
officials, and the regime in general; and finally the manner in which they treat women in
their poetry. The goal of this exercise is to identify the intertexts in Svitlychnyi’s sonnets
of incarcerations that allude to those by his famous predecessor.

The sonnet involves a stable frame and a rigid rthyme scheme. Creating a sonnet is
akin to living in prison: both the sonneteer and the prisoner must function within limited
space and work under strict restrictions. The intellectual discipline required to write
sonnets can offer a means of escaping from the spiritual and intellectual degradation of
imprisonment. Writing sonnets under such conditions is both a challenge and a form of
defiance. I suggest that this is why Franko organizes his collection into “prison sonnets”
and “free sonnets.” And this might be the reason why Svitlychnyi’s introductory part in
Gs simultaneously alludes to—as the polysemy of the adjective kamernyi suggests—the
restrictive and degrading environment in prison as well as the privileged ambience of

artistic performance.
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In their sonnets Franko and Svitlychnyi simultaneously describe and distance
themselves from the harsh reality around them. They create their own world, a special
chamber, which paradoxically is a liberating prison, because it is framed by cultural
traditions and accepted norms, rather than by human brutality. A key toward
understanding their sonnets is located in this very special chamber, one that can be
accessed only by a well-read audience.

The sonnets of both poets inhabit an entire universe of texts. At the same time,
however, they also address the reality of prison and include much vocabulary from the
language of prisoners. In fact, Franko is credited with introducing into Ukrainian poetry
lexical material that, until his time, was considered non-poetical. As Hanna Popadynets’
recently stated in an article about the collection From Peaks and Lowlands:

IMoeT cMiMBO BBOMHUTE Y TIOETHYHY TKAHHHY “HENOCTHYHY JIEKCHKY —TO

NOJIITHYHY, EKOHOMIUHY, TO IOOYTOBY. BaraTo ciiB Takoro THITY 3aBISKH

®pankoBi B YKpaiHCBKY moesiro ysifiuuu Bnepme. Ili  cMinusi
EKCIIEPHMEHTH HE BHKJIMKAIOTh BPaXXEHHS IHCOHAHCIB,—HABNAaKH, BOHU

e

aKTHBI3yIOTb YHMTAUbKy YyBary i CHpaBIfIOTH €CTETHYHHH €(heKT
: . 12
HECHOAIBaHKH, III0 € B3araii 03HaKOIO IOETHYHOIO HOBATOPCTBA.

The poet boldly introduces into the poetic fabric “non-poetic vocabulary,”
be it political, economic and everyday. Many such words, owing to
Franko, entered Ukrainian poetry for the first time. These bold
experiments do not create the impression of dissonance; on the contrary,
they activate the reader’s attention and produce the aesthetic effect of a
surprise, which altogether is a sign of poetic innovation.

A contemporary of Franko put it differently in 1910:

[Hiit, cmopin, 3amyxa, OYIIEBHI MYKH, 3HACHIyBAaHHS BOJNI IIOAMHH,—
BCHO, TIPOTH 40T0 OYHTY€EThCS MOACHKA JyMKa,—OTCE HAaCTPiH TIOPEMHMX
conetiB ®panka... TiLIBKH TOM 3MOXeE 3PO3YMITH IXHIO NOABY, XTO 3HAE
JKUTTS HAUIOrO "Hapoja, CKUNBKM HaBKpamux CHHIiB, HaifqimpHIMMX,

112

Hanna Popadynets’, “Zhanrotvorcha i styletvorcha rol” avtolohichnoho slova u zbirtsi Ivana Franka

Z vershyn i nvzyn™ [The Genre-creating and Style-creating Role of the Author’s Word in the Collection of
Ivan Franko From Peaks and Lowlands], (Drohobych: Drohobych Ivan Franko State Pedagogical
University), http://www.franko.lviv.ua/nd_ch/66-1.doc (accessed 14 Jun 2005).
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IHTENreHTHUX yMIB 1 HaMBIZOMIIIMX OJMHHMLB i3-TII CiNBCBKOI CTPIXH

TPaTUTh MAapHO HajiKpalli JIiTa y TIopMax I10 ceif i 1o Toit Gik KOpIoHY.

113

Rot, stench, stale air, spiritual tortures, the rape of the individual’s will,
everything against which human thought rebels. All this represents the

mood of Franko’s prison sonnets..

. Only those will understand their

appearance, who know the life of our people and how many of our best
sons, the most prominent, intelligent minds and best known villagers
waste the best years of their life in prisons on both sides of the border.

The legacy of Franko and subsequent poets notwithstanding, the tenets of

Socialist Realism frowned upon the incorporation of non-poetic material into poetry and,

especially, genres like the sonnet. Svitlychnyi, who had no hope of being published after

his second incarceration, chose to reflect upon his prison experiences with appropriately

colloquial vocabulary. In my subsequent discussion I will suggest that Svitlychnyi was

inspired by Franko’s example. But before I marshal my evidence, I propose to consider

his sonnet “Son” [Dream], which appears in the first part of Gs, “Kamerni motyvy,” and

which draws attention to the harsh details of a cell’s interior in order to emphasize the

predicament of its inhabitant.

Con

L. Ceitanynuii
A bauue ouenuii CoH...
I. ©panxo

KyMmu o necHy i o wyto.

A wym! A ram! A wan! A wksan!
A cMmix i rpix? des’satuit san!.
Benuke TaiHCTBO Bepuy 4,

[octeii crryBaro Hanosan,
locreit uactyio i BiHWY!O,
Cynsio, OpaTTs, po3KOLLYIO.
... npocunatocs. KapHasan

3akinuyeno. [Mapauua, “siuko”
i rpaTy, BriasiHi HaBiuHo.
[Tigfiom, po3xuTyBay OCHOB!

Dream
I. Svitlychnyi
1 saw an astonishing dream...
1. Franko

My relations to the right and left.

What noise! A hubbub! An uproar! A squall!
To laugh or cry? A decuman wave!

I am imparting a great sacrament,

I make my guests imbibe,

1 treat the guests and wish them well,

1 party, my brothers, surrendering to pleasures.
And then... wake up. The carnival

is finished. The shit bucket, peephole
and bars soldered up forever.
Wake up, shaker of foundations!

'3 Antin Krushelnytskyi, Ivan Franko. Poeziia [Ivan Franko: Poetry] (Kolomyia, 1910), 112.
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Hiuoro. flkocek nepedyay. It is fine. I will live through it somehow.
I 3 Houi 3HOBY Haiizne mony, And at night people will come again,
I Bce Mo€e nmounerbcs 3HOB. (Gs: 24) And my [party] will begin again.

The epigraph to this sonnet is from the first verse of Franko’s frequently anthologized
“Kameniari” [The Stone Crushers]. In this poem the speaker sees himself at the head of
thousands of enchained Aworkers whose task is to cut a road through granite rock. The
speaker acknowledges that they are not heroes or epic warriors, but slaves who have
freely put on chains to become servants of liberty, mere stone crushers making the way of
progress (“Hi, MH HEeBONBHUKH, X04 T0OPOBinbHO B3sinu/ Ha cebe myta. Mu pabamu Bomi
cranu:/ Ha muisxy noctymy mu jum kamerspi” [No, we are slaves, although we freely
took/ The bonds upon ourselves. We became the slaves of liberty:/ On the path of

" The speaker also acknowledges that

progress we are merely stone crashers.])
recognition of their labour and their community’s happiness will occur only after their
deaths.

The epigraph from “Kameniari” allows us to posit that the party in the dream of
Svitlychnyi’s speaker is attended by fellow dissidents (kumy, as he calls them) who are
also prisoners of conscience. And, as we can see, the poem’s dreamer wakes up to
discover that there is no one else in the cell, but a parasha (shit-bucket, according to the
language of English-speaking prisoners), peephole, and permanently soldered bars.

The image of the parasha reappears in “Samota” [Loneliness] where it serves to

emphasize, once again, the prisoner’s solitude and the hopelessness of his situation:

"4 Ivan Franko, Vvbrani tvory u triokh tomakh [Selected Works in Three Volumes], uporiadnyk A. A.
Kaspruk (Kyiv: Vydavnytstvo khudozhn’of literatury “Dnipro,” 1973), 1: 86.
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CAMOTA
I. CeiTinunui

Mapawa. ['patu. Criny roni.

I cam Tu—Dboxuit nepcr. Cuan
I HivoriciHbKo He xau

I3 3arparosaHof Boni.

Tu cam TyT. Cam. Knenwu # cynu
[puMacy, KN1HU, NPUMXH JONI—
Uysxi Hi pazowi, Hi 6oni

He npoGueaioTbes cronu.

Tu—cam. Tu—cam, TH cam 3 co6oto!
["aTu 06 cTiHy ronogoto,
Kpuuu, 6narait, mopay¥ics, kKnud,—

A Bin nipiiomy 1o Bigboro
HenpemHe oko Han Tob0K0
BinbMacTo raunae, MoB cud. (Gs: 26)

LONELINESS
I. Svitlychnyi

A shit bucket. Bars. Naked walls.
And you are like a God’s thumb. Sit
And expect nothing

From freedom behind bars.

You are here alone. By yourself. Curse and judge
The grimaces, the jeering, the caprices of fortune—
No outside joy or pain

Can force their way in here.

You are alone. You are alone, alone with yourself!
Strike your head against the wall,
Yell, beg, suffer, call,—

And from dawn till dusk
The vigilant eye over you
Blinks like a wall-eye, like an owl.

In my opinion, “Son” and “Samota”—when taken together—offer covert

allusions to the first sonnet in Franko’s prison collection:

sk

I. ®pankxo

Ce nim mnauy, i CMyTKY, 1 3iTXaHHS,
[Hisno rpwxi, i 3oncyTTs, i MyKku!

XTO TyT BBIiiLUOB, 3UiNK i 3yOH, 1 PyKH,
CnuHU OyMKH, 1 peui, i GakaHHs!

KyKinb TyT NOMIOTH 3 KUTa, BUAAETHCHA,
Ta pisHO4YaCHO CBIXMH 32CiBalOTD;

ITo naparpadam npasay BUMipsIOTb,
Ane HenipaBga i 6e3 MipH ANETbCA.

TyT cTepesxyTh OCHOB, ane OCHOBY
Veix 0CHOB—IONCHKOTO Ceplis MOBY,
1 Bomo, /i MUCAIb 3HEBAKYHOTb, K JAPaHTS.

Bu, o nonasiuK B 3aNaAHIO TY, XTUIH
HaliTy B Hill MOACLKMIH 3MUCI | NIOACHKI Witi,—
Lasciate ogni speranza,—mosus Jfaure. (S: 41)

e e

I. Franko

This is a house of weeping, sorrow, and sighing,

A nest of distress, of depravity and of suffering!
You, who entered here, clench your teeth and fists,
Halt your thoughts, and talks, and desires!

It seems that they grind the tare out of the rye here,
And at the same time they sow new [rye];

They measure justice here according to articles of law,
But injustice flows without measure.

Here they guard the foundations, but the foundation
Of all foundations—the language of the human heart,
And liberty, and thought they despise like rags.

You who, having fallen into this abyss, wanted
To find here human sense and human goals,
Lasciate ogni speranza,—said Dante.

In Franko’s sonnet the lyrical voice portrays prison and, by extension, the legal system as

a site of injustice, where the most important social foundations—

3

‘the language of the
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human heart,/ And libefty, and thought...”—are systematically destroyed. The lyrical
voice concludes that it is impossible to escape prison’s dehumanizing effect and quotes—
in part—Dante’s exhortation from the Divine Comedy: “Leave every hope behind, Ye,
who enter here.” These words are evoked in Svitlychnyi’s “Samota,” in the line Cuou/ I
Hiozicinbko He dcou/ I3 3arpamoeanoi eoni, which declares the prisoner’s sense of
hopelessness.

However, if we read from this perspective Svitlychnyi’s sonnet “Son,” we may
discover that his speaker acquires a new dimension. Let us recall that when the latter is
awakened, the guard calls him a “shaker of foundations.”'"® Thus, besides engaging in
irony, a tool Svitlychnyi wields dexterously, the lyrical voice makes an allusion to
Franko’s opening sonnét, by countering the prisoner’s perspective with that of the
institution. In the eyes of Soviet officialdom, it is the dissenting dreamer who undermines
the foundations of society. The stark details of the cell remind him of his situation.

In “Zavzhdy v’iazen™ [Always a Prisoner] Svitlychnyi argues that actual prisons
are nothing but extensions of what already exists in everyday life. Thus he expands on the
theme of hopelessness, which Franko introduced in “Se dim plachu, i smutku, i
zitkhannia” [This Is a House of Weeping, Sorrow, and Sighing] with the help of a quote

from Dante’s Divine Comedy.

3ABXKJU B’ SI3EHDb ALWAYS A PRISONER
I. Svitlychnyi I. Svitlychnyi

Cawmi cobi 6ynyem TIopMH, We build our own prisons,

CaMmi B HUX NOTIM XMBEMO, And we live there afterwards,
Cami cebe crepexeMo. We guard each other.

'S This image is repeated in another sonnet of Svitlychnyi, titled “Quod Licet Jovi, Non Licet Bovi” [From
Latin: What Is Permitted to Jupiter Is Not Permitted to the Ox]: “—Hy x1o T4 npotn Bnagu? I'nuaa./ Xoris
ocHoBu noTpsictu!!” [Well, who are you against the regime? A nit./ You wanted to shake the foundations!!]
(Gs: 20).
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Bxe TiopeM—TbMa, i B TIOPMaX—IOPMH.

A mu—a=iyvoro. XXenemo

3a MypoM Myp, 32 MypOM MYp MHQ.
Cy6otuukn! Aspamu! [Utypmu!
Bxe i Myu—He MH. BoHo camo

Tak ciianocs; Tak noBesnocs
| Tak BeneTbCA 3naBHa i gOCi.
Cnino HapomKeHi B TIOPM,

Komy nockapxumocs? Ha koro?
Ha uopta nucoro? Ha bora?
Tiopma x—cBos. [ Mu—cawmi. (Gs: 30)

Already the prisons are countless, and in prisons
there are hordes of people.

And we do nothing. [We] build

Wall after wall, wall after wall we stand.

[We conduct] Subbotniks! Rush jobs! Stormings!
And we are no longer ourselves. It has

So happened on its own, so come about,
And so it has been going on from ancient times till now.
Born blind in prison,

To whom will we complain? Against whom?
The dam devil? God?
The prison is ours. And we are ail alone.

Both Franko and Svitlychnyi address the brutal searches to which they are
subjected, expressing disgust at the soldiers who conduct them. Franko’s antipathy
towards guards (and officialdom in general) is shared by Svitlychnyi. Let us compare

Franko’s “Hei, opysaly nas nemov khudobu” [Hey, They Registered Us Like Cattle] with

116,

Svitlychnyi’s introductory poem in Gs, “Shmon” [The Search] :

*kv

IBan ®panko

[Ceii, onucanu Hac, HeMoB XyLo0y:

[ nasBy, i BiK, 1 picT, i Bcto nonoby,
Bonoces, oui, 3y0u, BCi MpUMIiTH—
Tenep xo4 B Binexs Hac Ha Topr rodite!

e, oOwykany Hac, HeMOB 6aHIUTH:
Bci kuiueHi, BCIO 01K, BCIO 0COBY,
Hosxi, TioTIOH, i rpolui, BCio 03100y
3abpanu—xo4 B TypeubKuii pait senire!

Hy, oT Tenep mu uucri! Inyni-rayni!
Hooxi, 031100H i ckapOu Hawi 3 Hamy,

BHIMOH
IBan CeiTnnunnii

Crot0—sK MaTH Hapoouna:

Bes Tpycukis, 6e3 naHTanoH.
Toy4uiCiHbKO, SK AMOJUIOH,
Beznuusuid. A cepxanT 63 Muna

[Toniz y pot, y apenpoH.
IMunsHYyE, cTEpBO, U100 Oauus
AHTUPEXKUMHOCTH HE 3BUIIA
[CHizna xpamonu. ILIMOH € wumMoH.

CepsKaHT LUMOHAE NO NOPAIKY
1 KOXXHY JIaTKy, KOXHY CKJ1aJKY,

' The noun “shmon” implies a rather brutal form of “search” and “frisk.” To the best of my knowledge
there is no exact equivalent in English. For a description of a “shmon,” see the book by Ivan Kostrov,
which appeared on the internet under the title I ravnodushno smotriat nebesa: Zapiski zakliuchennogo [The
Heavens Watch Emotionless: Prisoner’s Notes]. Kostrov’s book may be downloaded from:
http://www.media-objektiv.com/spezproekts/book/17.php

83

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.


http://www.media-objektiv.com/spezproekts/book/17.php

Tux BaM He B3ATh OAHANTCHKUMH pyKamu! I ko*eH pyOUHK, KOXEH LUOB,

I po3Benu Hac y anapTamMeHTH LlITanu, TpycH, MaTHIO, KanoLti,
JepragHi. 3nHIIHI TYT BCi KOMITIMEHTH! Hemop—napaos—IuyKae Bouli,

Canow, inanbus, cnanbHs i ¢... —Bce BKyni. (5:43) Ta yopTa myxnoro 3Haiwos. (Gs: 17)
oy THE SEARCH

Ivan Franko Ivan Svitlychnyi

Hey, they registered us like cattle: Here I stand, naked, as I was born,

Our name, our age, our height, and the entire body, Without briefs, without pantaloons,

Our hair, eyes, teeth, all marks— Exactly like Apollo,

Might as well drive us to the market in Vienna. Shameless. And the corporal

Hey, they searched us as if we were bandits: Got into my mouth, my anus.

All our pockets, clothes, the entire person, He watches, the scoundrel, so that the bacillus
Knives, tobacco, and money, all our adornments Of dissent does not make its

They removed. Might as well lead us to Nest of revolt. A search is a search.
Turkish paradise!

Now then we are clean! Fools, fools! The corporal searches inch by inch

Our knives, adornments and treasures are still with us, | Every patch, every crease,

Those you cannot remove with criminal hands! Every seam, every stitch,

And they separated us, leading us to our state rooms. | The pants, the briefs, the pucker, the galoshes,
Here all compliments are superfluous! As if looking for—beg your pardon—Tlice,
The living room, dining-room, bedroom, and sh.. | But, he got found nothing but a darn devil.
[bucket] are all together [in one place].

Both poems detail the invasion of privacy that transpires during the prison search. Neither
Franko nor Svitlychnyi avoids vulgar vocabulary. Although Franko coyly abbreviates his
vulgar designation for toilet (cparsns [shit bucket]), he intends it to beread in full, as the
metre of the poem suggests. Svitlychnyi, in turn, uses a rather vulgar term to refer to the
search itself (umon). But when the lyrical voice describes the body search, he resorts to a
medical term (agedpon), which is drawn from the Greek. This tension between prison
argo and the formal language of the anatomy class is highly ironic in its compliance with

the “classical” rules of the sonnet.'"’

L1

"7 1t can be said that Svitlychnyi’s choice of genre builds on the legacy of the Ukrainian “Neoclassicists.
Where he departs from his modemist predecessors is in his willingness to introduce vocabulary from the
lower registers when addressing certain realities.
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Let us now consider Svitlychnyi’s sonnet “Vidbii” [Retreat] where the lyrical

voice states that his sonnets will not be understood by his judges and those who conduct

searches:

BIABIM RETREAT

IBan CBiTnnyHui Ivan Svitlychnyi
Bbayumu eiunuii nporpec—s3nauume To see eternal progress means
npomazoM Kinekox 200uH for several hours

JICUMU BIYHUM JICUMMSIM.
Jlroiza Mitens

Binbiii—akoro im Binboto?
Berynae ryna Hivu B npasa,

I Tuwa—cipa, HeXxUBa—
CeunueM. Bin6iit? Xa-xa! Padoi

Kobunu cos. TBoi npasa

Ha yects 1 rianicts BCi 3 T00O0H0:
ix He BinGuTH. Put™ nBOGOIO
IMynscye B cepu, i cnosa—

He 3pamxyBaHi i He 3panHi—
@opmyoTh CTpodH, He MinBnanHi
[lIMonanbHuKaM i cyniam.

Kyuse BapTa 3a a1BepuMa,
A Bi4HICTb—30psHa, HE3pHUMa—
Inuee, i MuTs ii—Tso4. (Gs: 23)

to lead an eternal life.
Luisa Michel"'®

Retreat—what kind of retreat do they want?
Deep night assumes its power,

And silence—grey, dead—

Is like lead. Retreat! Ha-ha! It is the

Dream of a skewbald mare. Your right

To honor and dignity are all with you:

They cannot be taken away. The rhythm of a duel
Pulsates in the heart, and the words—

Unbetraying and unbetrayed—
Shape the strophes, independent of
Searchers and judges.

The guards doze behind the doors,
And eternity—starry, invisible—
Floats, and its instant is yours.

The second stanza of this sonnet—"*Your right/ To honor and dignity are all with you:/

They cannot be taken away...”—constitutes a literary allusion to Franko’s sonnet which

begins with the verse “Hei, opysaly nas nemov khudobu.” In that sonnet the lyrical voice

proclaims in the first tercet: “Fools, fools!/ Our knives, adornments and treasures are still

with us,/ Those you cannot remove with criminal hands

'9’

Svitlychnyi does not reproduce Franko and thus his imagery is very different.

Both he and his predecessor consider searches a brutal intrusion. Franko sees in them the

'8 1 could neither locate nor identify the original text from which this passage by Luisa Michel is drawn.
Thus, my translation is based on the Ukrainian version provided by Svitlychnyi. Michel was a socialist

heroine of the 1871 Paris Commune.
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destruction of both dignity and creative impulses. In the sonnet that begins with the verse
“Zamovkla pisnia. Chy zh to ii, svobidnii” [The Song Has Grown Silent. Should She, a
Free Bird], the prisoner’s voice wonders whether he should be describing the indignity of

searches, and compares them to the barbaric destruction of a nightingale’s nest:

Ktk *ekk

Isan ®@panko Ivan Franko

3amoBxna nicHs. Yu x 1o 1it, cBOGIDHII, The song has grown silent. Should she, a free
3070TOKpUAI# NTaLIL, TYT BiTaTH, Bird with golden wings, hover here,

B Tiit 3ananui noHypiii, HENPURBITHIH, Over this depressed, morose abyss,

Ile 4onoBik noTONTaHMii, MPOKNATHH? Where the human being is trampled down, cursed?
Yu x it oruanuii o6pas Toi nucaty, Should she depict that repugnant image

Sk cTpaxk BCTPOMJISE CBOT Nanu MiHi How the guard sticks his coppery paws

B Moo kuiueHro, 4060TH, B NOCNiBHiH Into my pockets, my boots, into the last

PyGeub onexi i nocniasi tumaru? Hem of my clothing and my last rags?

TtOTIOH, OTOHb, Nanip i oniBets— Tobacco, fuel, paper and pencil—

Ocb 40Oro BAACTb LYKAE TaK MUALHEHHKO, This is what the authorities look for so thoroughly
Lo snizna 6 ax B HyTpo TOG, 30a€ThCA. That it seems they would crawl into your entrails.
I moBkHe micHs. Tak i conoseiiko And the song grows silent. Just as the nightingale
Brikae Big rHizaa, NUCKIAT, S€Ub, Flies away from the nest, nestlings, eggs,

Konn moaceka pyka ix 10TOpKHeTbes. (St 58) When a human hand touches them.

In Gs, besides describing the physical search (see “Shmon,” above), Svitlychnyi
also addresses the invasion of one’s “own thoughts.” In “Vichnyi shmon™ (Eternal
Search), as the title suggests, the lyrical voice intimates that what goes on in prison is

merely a continuation of what goes on in life outside:

BIYHHH IIIMOCH ETERNAL SEARCH
IBan CBiTaHYHHHA Ivan Svitlychnyi
He Ti, cepskaHTe, BXXE LIMOHAMH, Different people, corporal, have searched me,
Tv NpoTH HUX CMapKay €CcH, Compared to them, you are a snot-nosed kid.
CneuHaTpeHOBaHi HOCH Specially trained noses
BuHiOXyBanu KpMMiHay, Have already sniffed out the crime.
Penakropu—caHoBHi ncH, They are the editors—functionary dogs,
| LeH30pH, CTapi LaKany, And censors, old jackals,
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He B 3ani, B 3agymax wiykanu, They searched not in my ass, but in my concepts.
A e # aMaTopH KpacH They are also the [self-appointed] lovers of beauty
B uuBinbHOMY... Ta wkona i npatii. Wearing civilian attire... I’'m sorry for their labour.
CoGaunii Tpya mig xsicT cobai. Rubbish work brings no success.

A MoXe... TaM Oauuib HEMa, But what if... there is no bacillus there,

1 Hac Ha noHT 6epyTh AapemHe. And they scare us in vain.

Bo wo sk ckaxyTs: “dino TemHe, ‘Cause what if someone says: “It is a shady deed,

I cnatu Hikyan.—i mycra Tiopma.” (Gs: 18) There is nowhere to send, and the prison is empty.”

The prisoner in this sonnet turns the tables on the sergeant conducting the search. He
suggests that various functionaries and critics—whom he equates with dogs and
jackals—are more experienced than he is in conducting searchers.

Let us recall Franko’s introductory sonnet, where the voice maintains that prison
authorities and the entire legal system have nothing to do with the observance of liberty
for they destroy the “foundation/ Of all, the language of the human heart.” Let us also
recall the sonnet that begins with the verse “Hei, opysaly nas nemov khudobu.” In both
texts the authorities dehumanize prisoners, treating them like cattle. Svitlychnyi’s
“Vichnyi shmon” can be viewed as a literary allusion to Franko’s prison sonnets, one that
reverses his predecessor’s perspective, by treating prison staff and Soviet functionaries as
dogs and jackals. Such reversals in the poetry of Svitlychnyi are one aspect of his ironic
style.

Iryna Dobrians’ka, comparing Franko and Svitlychnyi, states: “Bonu [conern 1.
Ceitnmuunoro Ta 1. ®pamka], 3pelITOl0, CTBOPIOIOTH Yy3aralbHIOIOYHM 00pa3
YKPaiHCHKOTO MOMITB A3Hs, Kkl OYB 0HaKoBO HebesnedHuM M Oyab-aKoi iMIepii—
Y4 TO aBCTPIMCHKOI, uM TO pociiicekol” [They [the sonnets of Svitlychnyi and Franko],

create the summative image of the Ukrainian political prisoner, which was equally
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dangerous for any empire, be it the Austrian or the Russian one].'" Dobrians’ka is
correct to the degree that both empires viewed themselves as the foundation of society—
osnovy, to cite Franko’s and Svitlychnyi’s lyrical voices. However, the critical reader

should note that Franko’s incarceration lasted two months and that he was able to publish

his prison sonnets. Svitlychnyi, on the other hand, was a prisoner for eleven years. His

poetry, moreover, was published in Ukraine only after the USSR began falling apart.

In the sonnet that begins with the verse “Nezriachi holovy nash vik klenut’

[Blind Heads Curse Our Epoch], Franko asks himself why power is better respected than

the law:

*kk

IBas ®panko

Hespaui ronosu Hau Bik KNeHYTb,

B koTpiM, FOBOPATD, NEpen NPaBoM Cuia,
A yecHiit Qymui nepeTaTi Kpuna,

A npasny i BOJO, AK 3Bipa, HKEHYTh.

Ta wo x To—npaso? [1paBo—ce 1L cuna.
A cuna—rnpaso, CE 3aKOH NPHPOIH.

B >KMTTi UL CHNa IOMUTb NEPELKOH,

o nety Bropy po3rnyckae kpuia.

Ta w0 x ce—cuna? Jiuw n’acTyk Ta 30pys?
A cepus BauOro Orodb CBATHH,
A IyMKa, WO CBiTH HOBI Oynye,

A Bofi BalLOT 3aNi3Hi Kpuna,
A nepekoHaHb, NPaBax ONUCK APKHI—
Yu x ce He TakoX Henponauia cuna? (S: 24)

Fekk

Ivan Franko

Blind heads curse our epoch,

In which, they say, power precedes the law,

And honest thought has its wings cut short,

Whereas justice and freedom are driven away like a
beast.

So what is the law? The law is only power.
And power is the law, this is the law of nature.
In life, only power removes obstacles,

And lets wings spread to the flight upward.

So what is power? Just a fist and a weapon?
But what about the sacred fire of your heart,
And the thought that constructs new worlds,

And the iron wings of your freedom,
And convictions, the bright lustre of justice—
Is not this also an unconquerable power?

Svitlychnyi broaches the theme of power in “Mefisto—Favst” [Mephistopheles—

Faust] which, as I argued in Chapter II, treats these two entities as part of one continuum.

Let us consider the poem:

"9 Iryna Dobrians’ka, “Pratsia nad slovom—tse styl’ ioho zhyttia,” 154.
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ME®ICTO—®ABCT
(Hosi Bapisuii Ha cTapy Temy)
IBan CeiTanynui
[Tpucesma Muxoni JIykawesi,
YKpaincbikoMy inmepnpemamoposi
Temegozo “®ascma.”

Mesi. Muxkono, Ginbwe a0 Bnogo6u Medictodens.
Bin npuHaiMHi He KPYTHTb XBOCTOM i BUCNOBTHOETHCS
connagoHCbKU NPOCTO:

V koro cuna, B TOro Bnaaa...
Baxnuso o, 6ainyxe sx.

A ®agcr crtyxae i MOBYKTb. MU, MOBIAB, 3 iHLUOIO TiCTa
3MiMJIEH], X0Ua 3HAE ), FEMOHCbKa NyLua,

- . ) . 0an120
4HE cano icTh, Xiba He Tak? (Gs: 83)

MEPHISTOPHELES—FAUST
(New Variations on an Old Theme)

Ivan Svitlychnyi
Dedication to Mykola Lukash,
the Ukrainian interpreter
of Goethe’s “Faust.”

Mykola, I like Mephistopheles more.
At least he does not wag his tail, and he
expresses himself simply, like a soldier:

He who has the might, possesses power...
It is the what that matters, not the how.

Whereas Faust listens and keeps silent. He
claims to be made not of the same mould,
although he, a demoniacal soul, knows whose
food he eats, does he not?

Svitlychnyi praises Mephistopheles for his candid admission: *Y xoro cuna, B
TOro Biana.../ Baxmueo wo, Gaitnyxe sx” [He who has the might, possesses power.../ It
is the what that matters, not the sow]. By implication, Faust in the eyes of Svitlychnyi
represents those intellectuals who turn a blind eye to the excesses of the Soviet regime, its
use of totalitarian power, its threats, its negation of morality or—to phrase it in Franko’s
terms—its placing power ahead of the law.

A remarkable difference between Franko and Svitlychnyi is the manner in which
their lyrical voices treat prison guards and injustice in general. The former, ever the
revolutionary, is overtly angered by injustice. In Svitlychnyi’s sonnets, on the other hand,
the speaker accepts his lot with humour and ironic distance. The judges, who tried him,
elicit disdain from Svitlychnyi. Let us consider Franko’s sonnet, which begins with the
verse “Jak ia nenavydzhu vas, vy mashyny” [Oh, How Much I Hate You, You Are

Machines] and Svitlychnyi’s “Zhalisnyi sonnet” [A Sorrowful Sonnet]:

120 This short text performs the role of epigraph to the section “Mefisto—Faust” [Mephistopheles—Faust]

in UmtS, in accordance to Svitlychnyi’s Kd—V
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ek KAIICHUU COHET

I. ®panko I. CeiTauunmnii

Sk 7 HeHABUIDKY BaC, BU MALUMHH, VYmiii cynaio cBoro xaniTi,

[1lo TpeTe KoOCTi, pBETE CEple B rpyasx, Tskki rpixy oMy npocri,
BOuBaeTe xuBYIO AyLly B IOAAX Ta x BiH MOOHHA, 9K | TH;

I notim kaxere: “ILo %, Mn He BUHHI! YV HBOro  OoMa XKiHKa, iTH.

Hac Ha Taki 3aBeneHo npyxuHH, im Tpeba rpowueli npuHectH,

Mu mycumo! B camux He pas Bca ¢yTh, ax, I TpeGa—Hine npaBau QiTH—
Byuryerbes... Ta wo po6uts! He Gyas, ax, 3 naitHa cobauoro 3ymiTH

V Hac THX NyT, CTaHOBHLUA, POAMHH...” JepxaBHuii 3104MHH DOBECTH.

Sk 1 neHaBUIKY Bac, 006pi, WHpi, Xotis 61 TH B Tiil LWUKYpi O6yTH?
Lo cnyxwure Henpaeni, nianoTi— B nyry cBiii ropG i coBicTb rHyTH?
Yu cnysxure y 37iH, un B 100pii Bipil.. Cobaua nons! 3po3yvmili

Hi, Ti, wo B noOpiit Bipi cnyxc_a'rb,—ri | He Tonyu 6arso B 601070,
HenasucHi MeHi B HaltGinbwii Mipi, HKaniii cynnto cBoro, 10CTOTY

Sk Ha paGi TiM MyTa 3010Ti. Ak My xaniemo nosiit.

Fokk SORROWFUL SONNET

I. Franko I. Svitlychnyi

Oh, how much I hate you, you are machines Leam to pity your judge,

That grate the bones and tear apart the heart, Forgive his mortal sins,

You kill the living soul in people After all he is 2 human, like yourself;
And then say “Well, we are not guilty! He has a wife and children at home.
Our springs have been so setup, He needs to bring them money,

We must! Our entire essence And has to—one can’t conceal the truth—
Rebels not once... But what can you do! If only we | Be able to transform dog’s shit

had no fetters, positions, families...” Into a state crime.

Oh, how much I hate you, who are kind, generous, | Would you like to be in his shoes?
Who serve injustice, meanness, To bend your back and conscience?
Whether you serve in good or bad faith!.. It's a dog’s lot! Understand

No. Those who serve in good faith, those And with your feet do not press mud into a swamp,
Are most hateful to me, Pity your judge, just

Like golden chains on a slave. Like we pity whores.

The first-person voice in Franko’s sonnet turns this work into the invective of a prophet
who stands apart from the community. The speaker in Svitlychnyi’s sonnet maintains an
ironic stance throughout by addressing the self in the second-person. In this manner he
makes the reader a participant, something that, as a rule, does not occur in Svitlychnyi’s

collection. Notwithstanding these differences, his argument that the judges act the way

90

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



they do because they must support their families (“He has a wife and children at home./
He needs to bring them money...”), appears to be a literary allusion to the arguments
posited by officials in Franko’s sonnet (“ ‘But what can you do! If only we had no fetters,

positions, families...” ).

In the sonnet that begins with the verse “Ni, vy ne maly zhliadu nado mnoiu!”
[No, You Did Not Watch over Me!], Franko’s speaker reflects on the manner in which he

was charged and tried, accusing his judges for using the law to cover up their unjust

behaviour:

kekek

IBan ®panko

Hi, Bu He Manu 3riany Hano MHOW!
Xo04 OKO B OKO BH HE CMiNu CTaTH,

He cminu cBoi npaBay Ham cka3aTH—
Bu ninctynom no6unu ma oe3 6oto!

1106 Han Ge3cubHKUM, XOPHM MOKa3aTH
3Bipsuy cuiy, BH 00G0B HIUHOIO
Hananu M5, MOB BOBK 3a 3BipHHOIO,

By uaryBanu Ha noposi xaru.

Bu npasa cropoxi? Hi, npaso B Bac
JInw wuT, KOTpuM 6e3npas’s 3aKpHUBaECh!
CyniTte MeHe, Ta BaC OCyIMTs 4ac!

Hexa¥i renep 6escunpHo po30HBacch
Miit KpuK O 31MHI CTiHM, NpeLidb pa3
BiH BupBech, i Baw coH Horo 3nskaecs. (S: 70)

Rk

Ivan Franko

No, you did not watch over me!

Although you could not appear vis-a-vis,
[And] did not dare tell us your truth—

You beat me in an ambush without a battle!

To show over a weak, sick human

Bestial power, you at night time

Attacked me, like a wolf attacks an animal,
You stalked me on the threshold of my house.

You are the guardians of the law? No, your law is
Just a shield, with which you cover up injustice!
Judge me, and time will be your judge!

Let my scream now break powerlessly
Against cold walls, but once
It escapes, your sleep will be terrified by it.

The speaker in Svitlychnyi’s sonnet “Provyna” [Guilt] does not speak about his

particular case, but intimates that his individual fate is part of a larger panorama of

repression. He accuses the whole society of behaving like obedient slaves and for tacitly

approving political persecution throughout the history of the USSR:
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IIPOBHHA GUILT

IBan CeiTnnunmnii Ivan Svitlychnyi

51 BuneH, bparTa. Bei My BuHHI, I am guilty, brothers. We are all guilty.

Hawt rpix cyauTHMYTh BikH Our sin will be judged by the centuries

3a bepiis, 3a Conorku, ’ For the Berias, for Solovky,

3a 4opHi, 3raHbGEH], 3T04HHHI For the dark, dishonored, criminal,
[NepersanToBaHi pokw, Constantly raped years,

3a Kyui iCTHHH HI3UHMHI, For meaningless, tasteless truths,

3a Te. O YHTEPH NPHUHHHI For the fact that insane underlings

Ham kacTpyBafu A3UKH, Castrated our own tongues,

3a nosdaHi B KaTiBHAX pedpa. For the ribs, gouged in torture chambers,

3a peabiniTaHcbKi KepTBH, For the victims of rehabilitation,

3a He6o, rpatamu pade,— For the sky, darkened with prison bars,—
Cyanitb meHe. CyniTh 6e3 3HUXKY, Judge me. Sentence me without reduction,
CyniTb—s BUHEH—XO04 10 “BHUIKK” I am guilty. Sentence me even with the death penalty,
MeHe, a 3200H0 ii cede. (Gs: 33) [Sentence] me and simultaneously yourselves.

Both Franko and Svitlychnyi include in their prison collections sonnets written to
women. In “Vol’ni sonety” and “Tiuremni sonety” Franko dedicates respectively four
and three sonnets to a woman. Svitlychnyi addresses a woman in eleven sonnets and two
poems (counted according to the most inclusive edition of Svitlychnyi’s oeuvre, UmzS). It
is here that the most striking differences between the two poets surface. These differences
are probably predicated by the cultural norms and literary conventions prevalent in their
respective epochs. These differences might also reflect the individual disposition of each
author toward the women in their immediate environment.

Let us first consider Franko’s attitude toward women. His sonnets dedicated to the
topic of love, are dominated by a romantic mood. For him women are either objects of
intimate desire or treacherous enemies. He has several sonnets devoted to his mysterious
lovers. He never treats women on par with men and is often perplexed by them. Witness,
for example, the sonnet that begins with the verse “Zhinoche sertse! Chy ty lid studenyi”

[A Woman’s Heart! Are You a Frozen Ice]:
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s *kk

IBan ®panko Ivan Franko

XKinoue cepue! Uu Tu nig cTyAeHH#H, A woman’s heart! Are you a frozen ice,

YUy 3analuHui, 4yZ0BUH UBIT BECHH? Or a fragrant, beautiful spring blossom?

Uu ceitno micaua? Orous cTpalleHHUi, Or moonlight? A dreadful fire

[11o HumTb Bce? Un TH—AK THXI CHU That destroys everything? Are you like the peaceful
dreams

HeunHocTi? Yu gK TO CTAT BOEHHUH, Of innocence? Or like that military flag

Lo 1o noGizu xnnue? Yu rephu, That calls to victory? Do you bring forth thorns

Un poxi roami? AHren TH Hag3eMHuH Or roses? Are you a celestial angel

Un neMoH oTuii 3 nekna rauduHu? Or a ferocious demon from the depths of hell?

Yum 6 eucs tH? Ska TBOA MoGoB? What makes your heart beat? What is your love like?

B wo sipuiu? Yum xusew? Yoro 6axaew? What do you believe? What guides your life? What do

B uim 3minHe TH, a B yiM nmocTiline? Mos! you desire?
When are you instable and when constant? Tell me!

TH oKeaH: MaHMLU i MOTOMSEL; You are an ocean: you allure and sink [me];

Tu paii, noGyTHii 32 LiHy OKOB. You are paradise, obtained in exchange for freedom.

Twu nito: rpiew Bpas i rpomom y6usaew. (S: 25) | You are summer: you warm up at once and kill with a

' thunderstorm.

Svitlychnyi dedicates a number of prison sonnets to his wife, Leonida (L’olia), his
sister Nadia, and various women friends, members of the Generation of Sixties. There are
no love sonnets in his prison collection. Although his speaker addresses women and talks
about them, his vision is hardly romanticized. A woman is an equal partner, a friend. He
treats women as colleagues, not as objects of desire. Let us consider the sonnet “Ty vsim,
chym lysh mohla, bula meni” [You Have Been All You Could Be to Me], in which

Svitlychnyi expresses his appreciation for the moral support he has obtained from his

wife:

*kk ek

IBan CBiTanYHHHA ‘ Ivan Svitiychnyi

T BCiM, YHM JHLLI MOTNa, Oysla MeHi: You have been all you could be to me:
Byna BenukonHewm i 6ynxem, You’ve been my Easter and my everyday,
Tapantom “6yaem—nepebyneM,” My guarantor of “we’ll get over it,”

Byna pocuHoto Ha kameHi A drop of dew on a stone

I KamMeHeM—TBEepaAMM KOPYHAOM. And a stone—solid corundum.

A pyKH, TYTO 3aNaMaHi,— And your arms, tightly wrapped—
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Hemos uaiHi nBa kpuna MeHi
Han oyponoMoM BeNeTIORHHUM.

Like the wings of a gull—around me
[To protect me] from the deception of the world.

Byna 3ursuueto i Jlanoto,
JKuBuiero Ha paHy, Blago0—
€anHoto Ha BCA i BCe.

You were my dove and my Lada,
Balsam on my wound, my power—
The only one for everything.

I kM ToGi—He 3nar0!—OyTH Lue,
Konu kpyTe xureiicbke HyTpuule
Hac uoproBuHamu Hece. (Gs: 104)

And—I do not know—whom else should you be,
When harsh life’s viscera
Carry us along devilish crevices.

Worthy of note in this context is the fact that Svitlychnyi’s title for the collection he
amended while in exile, Kozhen den '—Velykden’, alludes to this particular sonnet.

In the sonnet “Moim liubaskam” [To My Beloved Women], Svitlychnyi rejects
literary heroines deified by the great sonneteers Dante and Petrarch, in order to elevate
his own friends and fellow dissidents: Lada (Svitlychnyi gives his wife, Leonida, the

name of a pagan Goddess), Mykhailyna Kotsiubyns’ka, Svitlana Kyrychenko and Halyna

Sevruk:
MOIM JIOBACKAM TO MY BELOVED WOMEN
IBaH CBITAHYHHH Ivan Svitlychnyi

Jlaypu cnasHi! bearpiue!

Boruui B npodins i andac!

A xait Bam! Bubaure, s—nac.

51 Tpuui BMpY # BOCKpECHY TpHui,

A He 3p06nr0 KyMHpa 3 Bac. .
BesxuBHi 8H, GOKHCTO-Bi4HI,
Bu ineansHo-iguniuni,

Hexaii Bu—cynep, ekcTpa-knac,

A B meHe Jlana—anaii Bor inwmm!
Kymu i niakyMxn... S rpitnui,
51k 3 pato BUTHaHH Anam.

3a cnoso-ycMiliky Muxaci,
Ta Csity, Ta l'anuHKkH—Bac 1,
VYcix Bac ramysom Bignam. (UmsS: 63)

Glorious Lauras! Beatrices!

Goddesses in profile and full face!

Have it your way! Forgive me, but I’ll pass.
I will die and resurrect three times

But will not idealize you.

You are lifeless, divinely eternal,
You are ideally idyllic,

Let you be super, extra class,

But I have Lada—may others be so fortunate!
Relatives and relations... I am sinful
Like Adam expelled from paradise.

For a word or a smile of Mykhasia,
And Svita, and Halynka—I will
Give up all of you altogether.
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Svitlychnyi also has a sonnet titled “Epitafia” [Epitaph], dedicated to Ivan
Franko’s granddaughter, Zinoviia, who, under the regime’s pressure, recanted her views

and betrayed her dissident colleagues:

EIIITA®IS (3IHI ®PAHKO) EPITAPH (TO ZINA FRANKO)
IBan CeiTinynmii : Ivan Svitlychnyi

MuHynu 3axBar i 3aB397TTH, Emhuéiasm and courage have passed,
Harxuenus, camo3alyTrs, [Along with] Inspiration {and] self-oblivion,

| rpiM He BAapus 10 MyTTH, And thunder has struck not for a good purpose,
A Ha raHL00BHLIE-PO3N ATTA But onto disgrace, crucifixion

TH KHHyna CBOE KUTTA. You have thrown your life.

[ nyury reantoM pBYTh Ha LIMAaTTA And your soul is torn apart forcefully
CaMONOKasHHA NPOKNATTH, By the curses of self-repentance,
CaMonpoknbOHHI KasTTs. By the repentance of self-curses.

Aurne MuHae Bee. Ocane But everything passes. Passion

[ BLLyXHe npucTpacTs i gocana, and disappointment will settle and calm down,
O6paz3a i rHiB, po3nyKa if TOTh. [Along with] the insult and rage, the despair and fury.
Ta TinbKK He BOCKpeCHe Brnana But the fallen soul will not resurrect:

Jyuwa: T B Hel HaloBana, You have spit at it,

A 4L 3BUKITH #i Tex TUTOI0Th. (Gs: 48) And others, having grown accustomed, also spit.

In this sonnet, Svitlychnyi condemns Zinoviia Franko the way he would condemn

any man for unethical behaviour.

4.2 Conclusion

In this chapter I have compared and contrasted the topics Svitlychnyi and Franko broach
in their prison oeuvre. I have focused in greater detail on the reasons that led each
prisoner to turn to the sonnet and the “prison-related” themes in their oeuvre, such as
guards and injustice, brutal prison searches, the prison environment and its interior. To a
lesser degree I have also considered the differences in the manner in which each author
treats women. A detailed study of the topic is outside the scope of this paper. For my

purposes, however, it is interesting to note that the critic Alan Nadel allows the
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possibility that literary allusions can serve as a revocation of the pre-text, as well as a
form of criticism: “Litérary allusions, in other words, are a covert form of literary
criticism, in that they force us to reconsider the allude-to text and request us to alter our
understanding of it.”"*'

[ propose, therefore, that Svitlychnyi’s prison sonnets, while revoking Franko’s

poetry of incarceration, subtly criticize his predecessor, particularly when it comes to his

poetic treatment of women.

2! Alan Nadel, “Translating the Past: Literary Allusions as Covert Criticism,” Georgia Review 36 (1982):
650.
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Concluding Remarks

In this thesis I have attempted to flesh out the relationship between two legendary figures
in the history of Ukrainian culture, the twentieth-century dissident and literary critic, Ivan
Svitlychnyi, and the nineteenth-century poet, prose writer, political activist and thinker,
Ivan Franko. The relationship between their sonnets of incarceration has been mentioned
by several critics, but has never been analyzed textually. Mine is the first attempt to
define the nature of this relationship and to present the critical tools that might help us
discuss the relationship without engaging in theories of influence.

My analysis has sought to identify hidden literary allusions in the works of
Svitlychnyi, which point to Franko’s prison sonnets as a form of pre-text. This pre-text is
implicitly an object of critical praise and inspiration, especially when it comes to
Franko’s revolutionary stance, a stance attenuated by Svitlychnyi’s ironic distance. It is
also an object of dispraise, especially when it comes to Franko’s attitudes toward women.
By extension, Svitlychnyi’s allusions to Franko on this topic are also a criticism of an
entire tradition of love sonnets.

There are many overt intertexts in Svitlychnyi’s oeuvre. I decided to focus on the
covert intertexts leading to Franko, precisely because Svitlychnyi never acknowledged
his famous predecessor’s prison sonnets. The motives behind this can be the subject of
further study. I believe that Svitlychnyi’s poetry is most deserving of scholarly attention.

In the preliminary course of my investigation, I discovered that Svitlychnyi did
not have control over the publication of his poetry, be it in the West or in Ukraine. We
will probably never know the nature of his original vision for the collection at the time he

began writing sonnets in prison or at the time he surrendered them to the courier. The
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only tangible document of his vision, which is included in Appendix I, reflects his views
from 1980-81. My comparison shows that the posthumous edition of 1994 is close, but
not completely true, to that vision.

Svitlychnyi’s poetic prison “diary” represents a critic’s attempt to channel his
creativity into a new genre, after being forbidden to write and publish literary criticism.
In Gs he criticizes the poets who accept politically imposed guidelines. The only rules
Svitlychnyi accepts are those he chooses for himself. By experimenting with the sonnet,
Svitlychnyi defiantly chooses his own “prison.” Thus, he frees himself from the site that
subjects him to spiritual and intellectual degradation.

Literary allusion to Franko’s prison sonnets in the poetry of Svitlychnyi
represents only one aspect of intertextuality. My introduction to the similarities and
differences between his sonnets and Franko’s can serve as a starting point for further
comparisons and, among others, toward a study of the sonnet in Ukrainian literature.
With the exception of a brief section devoted to the Ukrainian sonnet in Thor
Kachurovs’kyi’s work Strofika, there is no significant discussion in Ukrainian
scholarship devoted to the sonnet of incarceration, let alone comparative research on the
Ukrainian prison sonnet and its counterpart in world literature. I envision this
comparative analysis as a starting point for future research.

Ivan Svitlychnyi was one of the main literary critics of Ukraine’s samvydav. His
choices and deliberate separation between critical and creative activity was a new
phenomenon for Ukraine of the 1960s-80s. At this time there was no clear distinction
between critical and creative work; consider, for example, the fact that the Writers’

Union also included critics among its members. As an example of this phenomenon, we
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can mention the journal Radians ke literaturoznavstvo, which was a joint publication of
the Ukrainian Institute of Literature and the Writers’ Union of Ukraine.

Svitlychnyi was the first critic to observe the boundaries between criticism and
poetic activity. For this reason, it would also be rewarding to research the manner in
which the institution of official literary criticism functioned in Soviet Ukraine of 1960s-
80s and to compare and contrast it with the practices of dissident authors.

Although there have been histories of literary criticism in Ukraine, in which more
recent material has been included, no one has studied the institution of literary criticism
as it functioned in the underground, especially in the period between 1960 and 1986. 1 am
particularly interested in comparing and contrasting the practices of dissident critics with
those of official Soviet critics. I am also interested in comparing the Ukrainian case with
the Russian one. Ukrainian literary scholars have barely looked at the role of the critic
during the Soviet periqd, while Slavists have not engaged in comparisons between

Russian and Ukrainian critics within the USSR.
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Appendix L.

Appendix I comprises a Xerox copy of the corrections that Svitlychnyi wrote on the
pages of Gratovani sonety in approximately 1980-81, while in exile in the Gorno-Altaisk
region of the USSR. This copy, which never saw the light of day as a separate
publication, survived in the family archive of the poet and has been provided for this
research by the courtesy of Nadia Svitlychna, his younger sister. Svitlychnyi named this

’

redaction “Kozhen den’—Velykden’.’
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i, BoHa ninHOCHTLCA Han HuM ceinomicTio Toro, wo alevocn, a

:nina  HuwleHa cwna vakoi csilnomocTt no3aGaaneHa. Tax
SelTNMUHUA,  yB'RIHOHMA  NaNiBHOIO CHRIOKD  HEHABUCTH A
IMUBHHA, MBPOXAIOUIt COHOTH | CATMPHUHO 300paxyloun i
WRHO 3 Harnanavamm, cninuumu, crykauamn R lHwkMu §
NYraMy, NIQHOCHTLCA HBRA HBKD CBOEID MIOACHLKOK NPABAOKD.
‘a ue He bce. ¥ noeaiax yiel 36ipku € wiocs, 6araro Ginble: ¥ HIR

.InBusca anacHiA coly noava, NoavKK, Wo aGeperna ceolo rip-
cTe y rpauuudlil curyauli HachnboTea.

{aan Kowseniseyb
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IHTPOAYKUIA

He dnn modev,misl cnasu
Mepeoxcan! m/ xywapAas!
Qul sipus! sipwyro a,
Ann ce0e, O6pamlé MOA.

T. Weauanko

f"aHeGHHA 3eK, nepx(gmuuﬁ anonin
{ soneto Goris ecrev,,

MHuauem sMyposaHui y cxnen,
Al anun no syxa. Conit Foalt

Ane 8 MeHl 0XHB 6CTeT,
3aGar eachonli | menonli,

| KOMPIOHYIO, X04 M8 8 MOAI
Tenep rparosanuit coHer,

Komy? fna uoro? Wo us — ro66i?
foxusa AnNA TySinutnx cHobin?
U nna cynoaux excneprua?

...} yoMy ain He menoalAHuA,
3rpaBuun win, Herpeunni min  RL ==

naroHaninHHUA 8CTETHIM?



KAMEPHI MOTHBM

e W et em st At & e v

R T I A o -

Reproduced with permission of the copyright owner.

115

Further reproduction prohibited without permission.




L1

"80MUBHE 0J0UXAY eidon )
aNAm ~— woldpy — 80nep
‘tmoy 'OtH1BW ‘udAd) ‘WHeam

‘8OM HBWON ‘NungAd HBMON | !
‘Atteuno AHWON *Anipy Anson |
Axrudou oy 3eHOWm 1Hewde) )
’

., "HOWm 3 Howy “Huowedy Buem )
e R BUHEE oy Eoo:::ioa::& :
R BUKNeg gom ‘oadeys UL ;

‘HodWedhe £ '1od £ €juoy

BUMW €89 (Hewmdan V ‘UHMHhuucog

— TTHouuouY wy "ON9HBD|HKO |

‘HOUBiHBY €89 ‘a)nuaAd. €ag .
. ‘BUNTOdEH Hiew wy — 0101 ’

3
[=]
]

{owaouy 8lyan)
‘8weQpene ¢ swoendry

116

' ! ibi i rmission.
Reproduced with permission of the copyright owner. Further reproduction prohibited without pe



61

L4018X W18D 61T M1 AN euy,
"HWLAQNOMOW BH i BWOH wWo Y

‘HOBEH
.e.a@ox

‘n1 Juw aen 90 om ‘otene Y
‘uinuju osphee WattAg oy

“1 WIAN
Leytd

- ———
. v e 4 S -

—

84

‘ewdous e104u o

suHwoL oully,, 1914KB)0 nu om 09

ad:zm%q q14doQ LHOU. BH JBH |

‘eQOoD 100X UjusdAdL ¥HhegoD
) hedu it eyonm ey AvioHsulenn g

noeds wdoiewe y em vy
*‘uuexAm xewAUuE @ ‘|IUBE @ 9
‘wuexem (de1d ‘ndoeHen |
*HOU |He0HED — HdoiNedad

‘HueHwudN HUBBAXOIHUG
HOOH (HeaoHadleHnauD

‘M3 ..mxamz@;x:: viodu my
'HUBHOWM 9O "S1HEMUIDD ‘11 8H

HOWM v“Hhig

117

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-uolssiwad 1noyum payqiyold uoionpoidal Jayung JSUMO WBLAdoo sy} Jo uoissiuad yrm paonpoiday

811

QUOD LICET JOVI, NON LICET BOVI

— Hy xvo 4 nporu snanu? Tuuna.

Xorvls ocxoau norpacTull
— A ™M? — mmraio A, — XT0 TH?
(o npapviy iHWKM nanaxuaun

( remeu‘ Mapy Ta xpecyu?
Ocuoen! X10 1061 iX ovpas

B openay? Xro ix tak 3fruaua,
o am‘g He 3MUThL, HI JiKpebTH?

Mosunwi? 3auinuno? Hi cnosa?
Moe kBOuYKA BClACA Ha OcHOBaXx,

3a npaso B3RBWKM BNacHHA G3nk,

1} KMAAEW cnona na obivap.
Ta n Mix IHuum e 10nivep.
LIGA M')K THWHM, rem He GHK.

—— ar— o - -

- —————
— e - — - f——

XANICHUWA COHET

YMi cynaio csoro xanitu,
Trxkl rpixn fioMy npocry,
Tam siM noarHa, AK | !,

Y Hboro nomMa XiHka, fitw.

M Tpeba rpowen npuHecTs,

I rpeba — Hine npasau Airn —
3 nanHa co6auoro 3ymirn
NepXaBHUA 3NOUUH 10BECTH,

Xorvis 61 T4 8 Tin wrypl 6yTn?
B8 ayry cain rop06 | cosicth ruytu?
Co6Gaua nonal 3po3ymin

| He Tonuy GarHo B Gonorvo,
¥anin cyanro ceoro, nocroty
Ak My xaniemo nosin.

21



BEYIPHA MICTEPIA

BIABIH

Ha piani Boxcux "BPm'U'BYPm bayumu slunud nporpec — anavums
. Rpau

NPOMAOM KinbKox 200un

NCUMUY BIUHUM IICUMMAM,
O6Cinu MOPOKH — XHMepH,

Mroiza Mhwens
CHYETLCA CYTiHb cnpokeona...
Tywasie aparnucra mia,
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NprHIKNK KaMepH — nedepu.

| pantoM — BiudicTe oxunal
3apurHynucA HebecHi cdepu, .
A 30pA pocToTHicTio Bevepn
Hap venesamelo 3inwna,

A notim — ppyra.. n'aTa.. CoTa..
Xopanu Baxal Ha sucorax,
Ha pleni Boxux napruryp!

A nomix ¢ Hamu nir oGnaram
3a6yTun cdrepamu | Borom
O6NYNNeHWA TIOPEMHUH MYD.

22

Blnﬁm‘,— AKOro M Bin6oo?
Becrynae rnyna wiy 8 npaea,

| tmua — cipa, Hexusa —
Ceaunuem. BIn6in? Xa-xal PaGoi

KoGunnn coH.’ Teoi npaga

Ha vectn | riguicts 8¢l 3 To60t0:
Tx ve slnGutn. PUTM nBOGOIO
Nynscye 8 capul, | chnona —

He 3panxysanl | He apanni —
opmytoTh cTpodin, He ninsnani
UlMonaneHikam | cyninm.

Kynne sapra 3a neepuma,
A giuHicTe — 30pAHa, He3puma —
finuse, | MUTL 11 — TBONA,

23
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COH

fl Gavue duenuld coi...
i. panko

Kymu 0 necuy i o wyio,

A wymt A raml A want A wikeant
A cmix | rpix¥ Oeshrin sanl
Benuke raincieo sepuy n,

focver cnysaio Hanosan,
focren uacrtyto i slnwyio,
T'ynalo, 6parin, po3koiyio.
.. npocuﬂa»oca; Kapuasan

3akinueno, Mapatwa, "sluko”
| rpatu, BnaAkl Haeiuno,
Ninitom, poaxutysau ocHos!

Hivoro. Akock nepebyay.
3 Houl 3HoBy Hanne nioay,
| BC8 MOE NOYHBTHLCA 3HOB,

24
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NAPHAC

H 8 neGecax a suxcy boza.
M. Nepmontos

| spa3 ni cvin, Ml ¢par, 1l creni.
Xroceu Heawnumun [36ynus
Ceit Kannnuyesux Bi3tin-pnus,
Opauesl knokoty | xmenl,

Pif BinrpanoscbKkux IHBeKTHA,
Yaknyncraso Ninn, Hepeceni
Fono6Goponskosl nacren)

| Crycis Gac-paunrarus.

Mapnacl | wo ri wmonn A ponur?
He sipio 8 6ynerb, nobyr, knonit —
B mizeplio, apiGuity ni.

Buiyxae cyertna vpusora,
| 8 Heecax A Gauy Bora
| Boxe cnoso Ha 3emnl.

NS

it
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CAMOTA

Camoma camomu,
By3on muwi...
B. Cryc

Napawa. parn. Crinn roni.

| cam ™M — Boxuit nepcr. Cuaun
| Hivoricinbko He wawn

13 3arparosaHoi soni.

Tu cam Tyr. Cam. Knenn i cyau
I'puMacw, KMuHW, Npumxu noni —
Yymi Hi panowi, Hi Goni
He npobusaioteca cionm.

Tv — cam. Tu — camiTh cam 3 coGoroi 1
atu 06 cTiHy ronosoio,

Kpuuw, Gnaran, mopaywnca, knuu, —

¥

A Bin ninroMy no ein6oio
Henpemxe oko Han 106010
binbmacTo rnunae, Mos cHu.

26

BIOYAH

1 A nodymaro, uto 8 ceimi ace maHa
| na 3eMni Hide HOMa CBAMUHI.
fMecn YKpaiHka

Mos wattine,, TOUKMTL AyMKa niana:
"Bech ceit — MapHora | MaHa.
WnaHa u4 nuuap — uecTb oaHa:
puayTuen BCi 3a nanky inna!

| BigUYPAETHLCA XOHa,

| apyr nponacTs 3a Kony cpi6Gna.
Becb cBitT rapmoHii 1 ceitna

He papTH# Mep3INnoro nanna’.

Hine Hi cepTowis, Hi ceava...
Oywa 3ackiMNuTbL, 3 TAMK cTATA.
Ta, Focnoan, He nosenm

— 3 po3nykw, 3 sinualo, 3) crpaxy —
foknacTy yecTb CBOKO HA nnaxy
Bxe Kpatue ronosy knaaw.
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MOBYAHHRA

Kpos'o aycma o0i3sanucs
! 2spudanu — mosyanHAM,
NecA Ykpaiuxa

Cnosa — nna no6nactu, ana YHHY —
Hypryloth, peyTecA Ha AanK.
MNpopsaruc, 8 3ayki Npopsatucs a KpuK!
Xou nowenkn! Xou anas nounny!

A Tam.., HB BTBPNUTL EPATHK,
CnoBsa nockouyts, rony6uny
Haiaxict ayct. Hema ni anuuy,
Hi crpumy im, a8 TH He 38HK

Ix. cywmx y 180in nono6i,
Qywnry 8 3aponky, B yrpo6i.
CueprefitHUA 3awmMopr — HiMora,

Cnoea kHNnATeL, 3yxaani, ropal.
Ta KNANOM BKNAK A3UK Yy ropnli,
| KPOR'ID 3aNeKNKUCL ycra.

28
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A3UK

— Aaux 0o Kuesa Oosade.
— Koz20 00 Kuesa, a x020 00 mopmu.
{Nincnyxana podoss)

Inem y Kuia, ax npouauw,

Kpiat Herpi, Geabay, KpanwvKoma,
A BOMAL — A3WUHUK, | napMo
IO CxHMH Hexpucra npuauanu.

Bl Ge3 kictok! Bl Ge3 xepmal
TpyGuTh PEUNUCTHMH pBUAMH,
Ciue cnosamu, AK Meuamu.

He Kuis }fe Aora — viopMma.

Bin — epertuk. Moauatb He 381K Bik.
Tox BIAKYCH ROro | BUKKHL
| A y Kuin HasNPOWKKA.

Ta uye ame — ninnasku | G3anku: —
Notpiben Kuis Gea'auxmml
AK AnkatnM — Conosku!
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3ABXAM B'A3EHL '

Caml co6i Gyayem viopmu,
Cami 8 HUX noTiM wusemo,
Cami ce6e crepexemo.

Bxe TIoOpeM — TbMma, | B riIopMax —

A My — niuoro. Xeyemo

3Ja MypoM Myp, 33 MypOM Myp mMu.
CyGorHnxnt Aspanul Wrypmul

Bwe A Mu — ne mu. Bono camo,

Tax cunanocn;‘ﬁu NOBENOCA ,
| vak seperucasanasva i pocl.
Cninwaponmenl a vopmi,

KoMy nockapmxumocs? Ha Koro?
Ha uopra nucoro? Ha Bora?

Tiopma "\—- €80A. | MK — cami.

30

LRI

10PMH,

TIOPMA

Mu cspuem zonl dozona.
T. WeBuaHKO

B miopml, 3a rpatamu, 8 Heaoni
MeHl npucHuNaca... TIopma.
Ane He un. Ht rpat Hema,

Hi sapTi. | BCHOro AoBONI.

{ caly — ipunia cama. .

| niogW — croBnKlLe Moronis
3 kokapfiamn, a cepuem roni:
Kpuuatb, 8 MOBA B HWUX Hima.

fonypna oul 3acTynuna,
Ha cait iM rNAHYTH HE cHna.
B¢l AyTh.., NOUATKY uUn xlnur?

BinnyieHHa rpixia uy crparn?
I rynatots ofy pedpa-rparm
Besnuuno-;anul cepun,

) )
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B. CHMMOHEHKOSI

Ha ve6e vex sinkpunu cn aay?
TH He yHHK cBOro xpecra
Tepnki sropbosani ycra

He cnuUHWNKU Kanpasy cnasy

nA BceskasipHoro nepcra.
WonHA KoHBOEM HA KpuBpasy
BeantonHy, toauHy poanpasy
Ine myxuuya npasna-mMcra.

Wonka Ttaspye — aitncs Hine! =
X¥epuia ocninnoi Teminu
TeiR ruls, T8I cyn, 180€ IM'A.

™ — 1y7? A crtykaio. Hi asyky.
T — 1y1? Xi6a He uyew crykyl
..CaMOTHA Kamepa TBOA.

; 193 L

€. CBEPCTIOKOBI

Eorane! fle TM Tam, €srexe?

Aros, cycinel Oaosucsl

Akuwo He B Asepi, TO) AKEMHUC

(o apesy, KPi3b BIKHO A N0 MeHe,

Lo, sapta? MnioHb | oasepHKUCH.
3uenax 1. T X — rvuab, rieHH,
To He AnA Te6e i He ANA MeHe.
Bona — maHa. ToX He 6apuch.

€ TOCT ANA NPUN'ATCLKOrO Mao:?
"Crto tucay pokis”., I'al Hemano.
Al sce, wo Hucnocnas Focnoasb

(Ta flbonA), BC@ HA CTIN BHIAMALO,
Ha ctin... A crony X | Hemae...

Hivoro. Bce oaHO npuxofs. ]‘5'}-9\

Motmy remnarelt B A heSebonony -
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1 NEBEAUHA NICHA

Y calvi nowecti i amopy,
HimorHoctu | riyxorm,

e myapl mywrpoo minti
Ninuyrote aywi 693 poaGopy,

Tam nicHn, BuTaip BucoTw,
CsoGonu i npyxHoro npocropy,
WyrKyna aineHum nraxom sropy,
Y eup! Y nebo! Y caitul

Pvaxkom sinuaevoro tina
PoxopaHo 3aneGegina
B centin rotosnocTti ogip,

Ta 6pPaKoHLENCLKUM 3annom P ueb
fNiatata — nereHaapHuii neGenb =
Ynana HagTiopemMumii aeip. N

Ugo me mme Sw—“o,"d’w}“ ‘W’(W)
B taapr, 130 MMMWZ‘:-M'
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8. CTyCoOB!

Y Hac Hema ¥
3apHa Henpasdu 1a co0010.
T. Wesuenko

Konu 1ein BitcTpaxnanun 3NOUMH, we=s
Teon okpanexa ntoGos,

Tonl Hexan 8 wany o6mos

fauubnate 1668 ransGoio 3Gouens,

Bincrynunurea, | 3pan, | amon, —
Toi Yopuun cyn 106! Hi no uim,
1 v 8 nycrl A xonoawui oul,

ik 8 nplpay, rnAalew 3HoB | 3HO8,

| 6ynytb rnyay, rnym, noroppna —
ToGi HansKWwa Haropoaa, ~=_
| THyHa epgdu A rapr rovos,

Mplsb&o/pnoaﬁ # Cubipn
Hecrumelws ropao ceitno sipu
B caolo HeapapxeHy noGos,

19%3

s, We NARG
B TE
“m ™ ead .
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Tontuguth wa chumests
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En\TAW ®PAHKO)

Munynu 3axear | 3asaarvva,
Hanxnennn, camoaabyrra,
| rpiM He bpapue no nyrrA,
A Ha ranb60o8vie-po3IN'ATTA

TW KHHYNa caoe JKMTTA,

| Aywy reantom pByTh Ha WMATTA
CamonokefjHl npoKnATTA,
CaMonpoKnLoHHI KaATTA.

Ane muxae ace, Ocane
! BiyxHe npucrpacTtb | gocana,
OGpa3a ® rHis, poanyka i NOTh,

Ta vinukW He BocKkpecHe Bnana
fAywa: v 8 Hei Hanniosana,
A lHl 3BUKAKU A TEX NNOIOTDL,

) 972

48

TAPAC BYIbBA

Tn uyews, cuHy? Ykpainy
finouppye vopHa varapsa,

A MU — XO4Y He pocTH rpasa.
Mu, NaTpioTH, CRKHUM CNUHY:

AGKH, mosnnae, Gyna Xusa.

CyTyX, 7a Tpeta — uyein, CuHy[ ==
(Ha uacl) alrdyt (vpoxul) cnuny,
Ulo6 He anerina ronosea. "

A tam... vam e G6yne suao.
{ FHOTLCA nowp}h‘.sbxe 6uano.
He3snanux npeaxis kKneHyuw,

Y AHWYADPY NPYTL, ArHATA,
i HikoMy meua nigHATK...
Ty uyely, cudy? He mosun.

preslSURRUNRRPF S R
pp——— - m
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BENWKKWA NICT

KpyTui pexum Bennwkonoctyl

AHI cKOpoMHOro a ycra,

Hi cksepHut 3 ycr. MunbHy ycras
Mawnactupis, mos mapxky FOCTy,

Teopu monursey, caluky cras,
Taspy# kpamony, AK KOPOCTY.

- Bee nicT i nocnyx, nict | nocnyx,

Nos3anepxnusicTb | uucToTa

Crapoi niau.unnx ANTUMHI —
3 Bepur, 1a CXUM, Ta eniTumin,
I3 Borom B NiXMYpKHU He rpan,

3a pan KUTTAM NNaTUTH Tpeda!
be3 3pnavi. Morim, 3 nacku Heba,
TeGe — MOXNHUBO — NYCTATL B pan.
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YEPHEUL

Eud noxnonu

| nnoms cmapevy ycmupaa,

T. (enuenko

Tain HannoTiwun sopor — tino
3Hos 3ameranocs, pon aelp,

B crapim i sucxniM Ha nanip
Ngerago ace, ulo nenee Thino.
I cnaGxe snana @ ayx odip,

| HukHe sipa. 3axoprino

Cnokyc i suans — (uope ninol).
Monuce i xam. Monucs | aip.

Monucs! Monuce! Hemae mupy
B camortuHi sin ceity — anpy
1 AMARBONLCHLKOT gyeTHl

]
Bce ra x oana[{Ianm " sipa e

Y snacglin nnovi a6utu 3eipa
| pyx npeuncrni sGeperry,

54
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COHET BE3BOXHOCTU *

Wyxao Boza, a sHax0dxcy
Tane, wWo uyp domy 0 Kaiams.
T. Wenuenko

Boria Hema. Cami iKoHH.
Cropoxa gorm, cuHeapion
3akys cBATE [TMCLMO B KAHOH.
Cami nonu Bxe 6't0Tb NOKNOHY,

CoaTa BOAAa — AK CAMOTOH:
X10 Xoue 1a He AypeHb, FOHWTH
| ayanute GyTnAMH. 3aKOHW
Bxe He HacTapuaTth 3aGOpPOH.

Cnycrtini# xpamy senentoiii,
| oumanini sisui 6nyaui
X NnanATbL. Cmopia — AK O KHHF

Ha xocTpuiyax 8 cepefHbosiuyi,
ManatoTb xpamu, HIGK coiul,e.

v« KoMy Buaniwae on Hux?
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PONA

Yce poinucano 3spanl,

Yce po3nucano, Ak Hotu:
Konn | AK noauHen

Ha cueHy BuiTH, ¥ pont esliity
! ne ckasavn "3a", pe “npou”,

AK nomaratica Mary,

Akl 3ur3ary & noaoporu
Cninoi nonl noGoporn,
3i cueHu aK i ne alirw,

e canb, ne nax, pe cramn no 6010
Bce an3anaueHs He TO6010,

A wocb He 18, a WOCL He TaK

{HerouHe cnoso, xecr, MaHepq)),
I’k uapty pans, npouwain Kap'epa,
3 106010 3lrpanni cnekvaxne.
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CTATUCTH -

CraTUCTH YUMCNATLCA B AaPTUCTAX,
A ponei 8 HUX Hema... Boun —

Axcecyap, ana L™ W
Ana 6yradopli. HI npudrpacre, !

HI 6ink Tpariunoi suUnu,

HI nopanrk — Ha anA crarucria.
Mepen nioauMH | Borom uucri,
Fnyxi Torepl, MOBUYHH,

Heneuru, pnén — Hl 3annauyrs,
Hi 3acmitoteca acmak, Oanaue
¥usereca, w06 vam He Gyno,

CraticTam nerko, CUTO, CNanNo.
Crarucram rpowl NNATATL CRPABHO
3a grpact, 3a Herpy, 3a Tno.

feygar

* Tyr | pani vak nosvausHs 1epoiBipHs cNosoc.
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COHET

Cypossit Qanm ne npe3upan cowema.
O. Nywkin

O, fany e 3venpamas coHeTa.
MavemaTHUHKA KBHP — COMar.
CoHer saroMur, AK cTuner,

B Him sona crapry, npyxHicrts 3nety,

CkynbntypHa dinirpass paker,
Wlo, cnparni He6Ga, cnparni nery,
Cniwarb 3 NNAHBTH Ha NNRHETY
Moe3 HenpuUKaAHICTL KOMerT.

A Ham npunucaHo fieTy
13 Kauria, on | nievery.

BeraetepbaHcuKUi BiHerper!
Unpro
Ane... naxe™3 antopuvery! -

| DaHT He 3Henmaxas couergr)
| MW He npoTH. ngn-ter!
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KNACUUHWUIA BIPW

563 xomaHOm y Hapola

ynepmenremca cao8oda.

Hikonaea

{'sapalficbka sunpaska inei.
Mapan puMobanux Mok,
Crona 8 crony, pRAOK B PANOK
Kap6Byiote AMGH | xopei

Csift yspeMOHIANLHUA KPOK,

Cnosa — Ha entwkini Y kape ix! "
B xarpen csasinbhi emnipei
Po3kyuepraneHix 6apox!

Ekcray — B pUTM! Hanxnemmﬂmxnu
Nin MeTp po3axnAGAHKX, HB3IBUKNUX
Pybatu vBOPNO, AK B CTPOIO,

Ko“uaunnuﬂ PHUTM, CTaTYTHHA poamip.
A 3a nipuunui sincryn — poascrpin,
Ak nianum 3pagHHKam B 600,

70

BEPNIGP

Haoderocs, sepyrol Bo sexu ne npudam
Ko mue nosoproe Bnazoposymus.

B. ManAkoackun

Hypryiotu fipucrpacti 6ea nany —
I purM TplwMTL, RK He Gyno
Fopauiia | Byanuo.

Cruxin cnis aukTye. enany.

LymuTs KecTanbchke MMepeno.
Kanonu anxatots Ha nanad.

Ha 3no Adinam i Nannanam
Poamuno, 3anuno, ameno

Bcl prmu, prrmn, uvknm, crpogm,
NapHac — Ha rpaui kavacrpochu,
Crnxia w He TBepesie,

Hyprye sup, Hanxueuuu% AHKA.
Bepni6pHl Bineri rpoManatn
Pecny6niku Moe3sint
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ASNUHWULILKA BECHA
~HR-Alr—

BecHa pa3zsepHyna
3eneH0o IHaMA.
E. Barpnubxni

»

Apmana aitpy BUWEHT, 3 PO3ITrOHy
3acunnna cHiry poamena,
HACUCTHA rpimM TpyOuTb 31 3na
HeueH3ypopaHi pe3aoHy,

3enona oprin 3enal
loBcTani Tpasu pBYTL rYAPOHW.
v TpAne, 3MiTalouH KOPAOHU,
'; l. . * OpAavHcobKa apmMia crebna.

. Pyarosiwe cHiris | nboay
. -¢ Bpa3 nepexkMHYNoCb Ha sony
P | xony, xoay Ao Axinpa.

A coHue ctano cepepn HeGa,
HewanwHe,cmanurb, Tak | Tpela.
i MNopa oxosnausa... Mopal

P

. 76

Ry

NPUMOPO30K

Byna eecHa. Byna ainnura.
| — Bowa 6naronats 6yna,
CHiru poacravynu. Cnnusna
Y HeGyTTA Hensura-Kpura.

Toni cn'axinum sln venna,

HaisHui, Ak poakpuva kuwra,

3 GPYHLOK NPUHUILKNWA KBiT oKnurase,
| suwHA GyHo 3Jausina. wE

Ta B UOpHY HiY 3HenalbK aitep
Ownapue namoposaio sity,

ByGHnsy 3ar’Aab, alsuu-xeir.

Momepknui, BUGUTUA MOPO3IOM,
Mos 6inl cnbo3n, Ha yopHoaem
Cnanae ksip{@®vepnnux air.
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MEBIOFE~—ABET -
(Hoel-eapinyi-Ha-erapy-Temy)

MNpucseara Mukoni fyxawesi,
yKpaiHCbKOMy iHmepnpsmamoposi
femosozo "@ascma”.

Meni, Mukono, Ginbwe no snogo6u Medicrodens.
BiH nprHafimMHi He KPYTHTL XBOCTOM | BUCNOBMIOETLCA
connadioHCLKH NPOCTO:

Y KOro cvna, B TOro snapa...

Baxnueo wo, 6annyKe Ax,
A ©aBcT cnyxae | MoBuuTb. Mn, MOBNAB, 3 iHWworo vicTa
aninnexi, xoua 3HaE X, reMOHCLKa Aywa,
uMe cano icte Xi6a He Tak?
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AHTHU-CKOBOPOAA
(Moxonor Medicrodenn)

Huwezo A He acenamens,
Kpome xneGa u 800M ,

BiN HocuTb BCO*CBOE 3 coGono!
HocwH, neGepuKy, Hocu.
I aBinkK ™M TAKUA €cw,
Myaposauuif Ha npio 3 noGoio

Crae oauH. He i uacu.‘
Komanpa Gyne — | Ges Goiwo
Yce, wo Ha 706l 1 3 TO6010,
Cam noGposinbHo sinnacy.

Ta we A nopAkyew 3a myapy
TypGory. Kaxei, HI? A 8 Tynapy,
Benmenis nactu He xotis?

Fan-raal Bynu, wo He xotinm,
| 3 TMxUxX ronosu nerinu,
A 3 Hecnyxis — | nororis.

. Ckosopona

CAKNA

Bono uyxce — | ceimosnady
B8io meao Hi6u mpauy A,

Binkonu ceir croiTth, Binkonu
Han BowxuM ceitom snana e,
fapwma Hixvo He Blunae.

| caknnl Caknal Qui kone

| 8 ropni klcrkoo crae.

Bona uyxa. Uywxa? Hikonu!
Bona iM cykom suinel Konoml
Aros, Medbictol le ™4 €7

o6 snani cakna Ha 3asani?
MaHw6a takin anuneHHin snani.
yYnaab Ho... CROcoGy aHanaM,

Ynanus! BodesinbHui, nanurs!
3 monen, | cakni aanola_ganmb
BoroHb, cmc‘nnmua"ﬂ aumM.
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AOCNONMTI

Ta # BAATHE X NeM'na — NOCNoOnuTi,

.He nocnonuri — Gnaroaarb!

KicTtkamu suMouleHq rato,

Kananu' Kposio nonmi'

Mo cyny-siky NpocroaTs.

A nocnonuti -—— ManuMm cuTi,
AGH HE NOPOKHLO B KOPHTIL.
Py6atote nic — TPiCKK neTATh.

Nerars Tpick — A AyOH 3 rplcxamu,
Kictkn — | ronoby 3 KiCTKaMH.
Binvomcbkui wabawl Oukui cTpec.

Tpiwatse XpeGTH | FHYTLCA CNKHHMU...
Hix10, HifiK, HiYAM HEe CNUHUTL
JlionbMK YrHo€HUn nporpec.

¢

92

®ABCT — NPOI'PECUCT ~

A Ha voni nporpecy... xTo ram?
Medicto? aycr? Bee oawo.
Hyprtye 3Gypena panno
ApiAcuKa Kpos ¥y wunax rorva.

HapKoTuk snagn — Ak eMHO:

Yum Ginbiwe n'ew, Tum Ginbw oxora,
Y ¢éairi — pensax: € poGoral

Camy Icropito pavo

NepeivakumTe. BonA nesa,
Pyka, Ak Gynaea ctanesa,
Hepxasxo cnpyxena s xynax,

B cepuax HOBUM NMOPALOK KPINUTD,
Becb cait aGepe nin Mynpuit ckinerp.
Baxnuso wo. Gannyme Ax.
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SSI

MONUTBA NOCMONHUTUX

Axwo mene cmseopus boez, 00Hakos0
Hexal nocyHemscA | 0acmb MeHl micue.
1. 3arpeSenbHun

He cnoxkywan Hac, j5oxe, paem,
Brovosanum anA Hac 6e3 Hac.

| rak nosctony, NOBCAKuAC

Hac owacnuseniotots. My rpaem

XKUTTA, WO NpaBuUTL (pamo%c. .
| amnnioa He BUGHpaEM,

I3 palo B8 pan e ¥ NoTpannAEM,

Komeqin rotosux mack!

Tak ocroruany oni & poni,
He Hamn nuncaui. Qosont
CueHapHux wWacTb, NPOEKTHHUX ausl

He man Hac, Boxe, 3a xyno6y,
Akwo Tu Ha csoio noaody
| oGpa3 csin nioaen nnoaus.

94

CYNEPMEH
(Monor}or Medictodenn)

A npunic He mup, a mev.
{Cante Mucbmo)

Wo sapt MinbiAoHu cBUHONAacia?
Nanno BOHH, CBUHER nacyTs,
A TW faew im cuny, CyThb,

Merta — 11 cam, MinboHu — 3aci6.

Beau — Minbionu NoHecyTh
Ce6e Ha CMepTb, KpUBasuni 3acis,
Bnanyvs minbiionu, a a 3anaci
Hosi Minbitonu HapocTyTs.,

M!nbﬁouu — nocnin, cnaGogyxw,
Minbionu — kinpep, Kipxe, Kioxe.
A TH B HUX BXMBNIOEL] KiCTAK,

Poctuw xpeGer s amopdHin macl,
CHary uTTa 8 rapmarHiMm M'aci.
Baxnueo wo. Bannywke ax.
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TEOPIA BIAHOCHOCTH

B ceiti sce sigHocHe. WogHux aGconiorvia.
Wo ana mexe ceitno, cninuoMy — nitbma.

A panlio panui, BIH NOTye NIOTHA,

| HiYOro, CnNiNLHOroO 8 Hac HemMma.

CninuoMy 3n8eTLCA, WO B MBHe XKWka Baaua,
CniguviA meHl THUe GPAHCHLKOro BOBKA.

A MeHl 3naeTLCA, WO BAaya Ta ArHAuUa

| Wwo cningunin xoue wawnuka,

- Cniguomy 3naeTbeA, WO ANA MOro 3N0POB'A

Han yci «pai | scl marepukn

Ceputo Hanmuniwa tpynosa Mopposin,

A MeHl 3naeTLCA — Hasnaku,

Xouerte, AK xoueTe, A BAC HE HEBOJIO,
Tinbknu HB CcTpauHa BOHA, NPOKNATA TIOPMA.
CninuoMy 3maeTbecA, WO A 8Tpauato BOnMo,
A MeHi — wo A ii He mas.
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651

NOKAAHHR

A, 3suyanio, sepGnion,

A nincrynuo ([ 3noumiHo

B ayWKo ronku UKMrancekoi nia, AR MaHbAK.

A cnuraetae uoM? Ta xoTvis caMOUWHHO
KoHTpaGaHnol 8 pan NPOWMUIHYTL Ha RYPHAK.
A, 3anuanio, sepbnion, A, IBHUANHO, Te BUaHasg,
iilo, 6yBanc, ANKOBAB HA CAHOBHWX NIONBA.

A cnuraeve ne? Tak y Hac, y BiTunani

3onoroi Mopani # anmaannx inen, ,

A, 3suuanio, sepbmon. A, 3pnuanHo, ABoropbum.
Ta i#Gory A cam Tux rop6Gis He xorie.

A canvaeve: Hy? A amGithui | ropaun, .
Ta Ak Tpa6a, 10 R Npoxusy © Gea ropbina.
A, 3onuanHo, eep6nion, FpomannannHe cninuun,
A npowy, t monio, | Gnarato oave,
A cnuraere: wo? Kputi Hivoro A Hiunm,
Ta noMunyite 3a NOKAARHHA MOBHS,

v

.

AOPLIIAMM

1
He nyxe wenpo, ans i He cKyno,
Cutum He Gynety, xoua i He aMpety.
Mopula xniGa, nopuin cyny,
Hasive nosirpa nopuin rex.
Ha ace € Hopmu. Ha ace € mips.
Bararo? Mano? He 8 ToMy CyThb.
Mopuin uscty, nopuia sipu
| ipasaa nopuiaMy, Ak cyn.
Mopuinri no3u navploTuamy
Ta Hopmatnau npas | csoboa:
NMio6utn nopuiamy BITUKIHY
| 3HaTH 3 Aoasony csin wapoq.
Ha S & M, aTECu, g, .
?;er § muf R e~ megran cama

SR god i oo
CHaS Sl erasa 1 KA
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191

MU/NEPEBA .
z(l/c. Kt pr e Vo )

lenrouyts xMaph... XMapam CKpyTHo,

NonouyTte 6INHMK KpUNLMK:
Mopal.. ¥ supinl.Jax aumu
KpyTum neasinannm mapwpyrom
XeHe cair-3aoul. A My —

fepeoa. Pin vepnyuni, ruytun,
Kopinna ~ B 3emnio, HiGH cnpyTH,
A Kpoxa — Bropy,h rpynbmm —
No wksany, no vepnxoi pont.

Ham nucra pae, Mu ayGusm, roni,
A — croiMo. Mornu 6, MmornH 6 —

Ha vac xe TinbkK, nokyu cupyt(u&“

FavuyTi 8 Bupid...nepaGyTH...
Brpu3aemoca srnub | srnu6,

1974

¢

106

HOCTANrA

I rpymo-axi, & ABOKUNLHI THIKHI,
| cluka = npoGOTHA CeKyHA
{Qamoknis mMeu Ha sBonockyl),

A KypaHnTi BiUHOCTH BCEBMILNI,

| nipaminamn nicky

Bikn 1 Biky¥ CKOPONOCTHKHI,
HacyuwHi xni6 | cinb, npecTumui
na nuuapis | ans nackyn,
Cnosa, RK 80OIHW, CRNOABNXKHI,

| myapowi 8enUKOKHWKHI, —
Yce — 3a npanuM CUHbL-Gy3K
Ha snpyGeuuKoMy yasmusiui,

3a namMopouHy 3aB’'A3bL BUWHI

B tpasxeso n'AHOMY coky.

1974

107



PMOHUU, NnO3m,
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p b0 o A
A Sea 2 - na nA-aAy

(O~ HA

MOIM NIOBACKAM

Naypit cnasnil Bearpiuel

Boruni B npodins | audpac! ~
A xai eaml BuGaute, —rrac A AL
A Tprul emMpy 1 BOCKpPEcHY Tpwui,
A He 3pobnio Kymupa 3 eac.
BoeaxusHl BM, 60XHCTO-BIYHI,

Bu ineansbHo-iaunivui, -
Hexai B — cynep, éxcrpaﬁnac
A B MeHe Napa — nan Bor lHwnmI
Kymu | nigkymkn... A rplwnun,

AK 3 pato surHannit Anam,

3a cnoso-ycmiwKky Muxaci,

Ta Caitu, Ta ManuHKku — pac A,
Ycix nac ramy3om sinnam.
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Appendix IL.

Current appendix compares three redactions of Svitlychnyi’s poetic oeuvre: Gratovani
sonety, which was clandestinely smuggled to the West and published in Miinchen in
1977, Kozhen den’—Velykden’, which is the redaction that Svitlychnyi envisioned while
in exile, in 1980-81, when introducing handwritten corrections on a copy of Gs, and the
posthumous publication U mene til'ky slovo: Virshi, poemy, poetychni pereklady that
appeared in Kharkiv in 1994. All the collections contain sonnets that Svitlychnyi wrote in
incarceration between the years of 1972-77. Apparently, each of the two published
collections underwent editorial manipulations. Although the second (hand-written) and
third redactions are biggér and contain other works by Svitlychnyi, besides his sonnets,
they will be compared bearing in mind the goal of demonstrating structural differences.
Only Svitlychnyi’s own poetry from the redaction UmtS will be presented in this
Appendix.'

In this appendix, Koshelivets’ redaction is treated as a default collection, one that
has the potential to identify works, which were written between 1972 and 77. I have
arbitrarily accepted its basic structure as the basis for comparison. Sonnets that saw the
light of day only in Svitlychnyi’s corrections and the Kharkiv redaction are identified
with a “+” sign. Such sonnets might have been created in this period but did not reach the
West, or were rejected by Koshelivets’. They also might have been written later. For such
sonnets the order of Kd;V has been accepted as a default arbitrarily. Those sonnets that

do not appear in the same place in UmsS have been indicated with an indentation. The

! As mentioned in Chapter Two of this thesis, the posthumous publication UmtS in addition to Svitlychnyi’s
own poetry, contains also his translations.

167
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sonnets or poems that saw the light of day for the first time only in UmtS are indicated
with a “+” sign and are not indented.
For some of the sonnets, where available, a year of creation is indicated, which is

taken from Kd—V and Um:S.
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691

Ipamogani conemu

Koacen oenne—Benurxoeno

Y mene minoku cnoso: Bipuii, noemu,
noemuuni nepexnadu

Intponykuis—1973

Inrpoaykuis—1973

I. Kamepui MmoTHBH

Himon
BiunHii 11MoH
BiasoMmcbkuii adain

Quod Licet Jovi, Non Licet Bovi
XKanicuuii coner

Beuipus micTepis

Bin6iii

Con

[lapnac
Camora

Binguaii
MoBuanHs

S3uk

3aBx/au B’f3€Hb
Tiopma
JlyuwieBuuit coner

IIpoBuHa
CoHert BAAHYHOCTH

HImon
Biunuii mimon

Quod Licet Jovi, Non Licet Bovi
Xanicunii coner

BeuipHs micrepis

Binbiii

Con

Iapnac

Camota

Binuatii

MoBsuanus

S3uk

3apxaH B’A3eHb

Tiopma

JlywieBHuii coHer

+“Ko3aupka rojosa—Hha naji...”
[TpoBuHa

CoHeT Bg4HOCTH

+“B cuTiM Tini—cutnii ayx"—ns—1977
+3asppouti—ns—1977

InTponykunis—1973
Himon
Biunuii mon

Cawmora
IMapuac

Beuipus micrepis

BinGik

Con
Biapomcbkuit mabatm
Quod Licet Jovi, Non Licet Bovi
Xanicunii coner

Binguaii

Moguanns

S3nk

3asxau B’s13eHb

Tiopma

JyuesHnii coner

+“Ko3aupka rojopa—Ha naini...”
ITpoBuna

Couer BAA4HOCTI

+“B curim Tini—curnii nyx”—ns—1977
+3asapouti—ns—1977
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Ia. BiTunsua

Mu—nepesa—1974

Hocranbris—1974
+Ckiu (cannot be located)
+Jliobo BiTuusny...

Mu—npepesa—1974
Hocraneris—1974

+Jli06510 BiTyu3sny...

IL. Tpu cBoGoan

Mos cBobona
Cgobopa cHy
CB060/1a CAMOKPHTHKH

Mos cBoBona
Csobojia cHy
Cso6osaa CaMOKPUTHKH

Mos cBoOopna
Csobona cny
CBobojia caMOKPUTHKH

III. Imenni conern

{I1. Imenni conern i nocBATH

I11. Tlepconadii i nocssTh

10. arapiny

B. CumoneHkoBi—1972

€. CeepcriokoBi—1972

Jle6eauna nicus (H. Ceitnuuniit)—1974

B. Ctycoi—1973

Eniradis (3ini ®panko)—1972

Tapac Bynnb6a

1. JI. Ceitnnunin—1974
2. JI. Citnuuniti—1974
3. JL. Ceitnuuuiit—1974

10. I'arapin

B. CumonenkoBi—1972

€. CiepcriokoBi—1972

Jlebequna nicua (H. Ceitnununiit)—1974
+ Hagit (Citanuniit)—1974

+Moiii kyMi—1972

B. CrycoBi—1973
+B. 3axapuenkosi—1977

Eniradis (3ini dpanko)—1972
+ITam’ati C. Mamuypa
Tapac bysnba

1. JI. Ceitanuuiii—1974

2. JI. Ceitsmuniii—1974

3. J1. Ceitmuuniii—1974
+4. J1. CBitnuuniii—-1974

Jlebenuna nicus (H. Ceitanuniii)}—1974
+ Hanii (Citnnuniit)—1974

B. CumMonenkosi—1972
B. Crycoi—1973

€. CsepcriokoBi—1972
+Ilam’sti C. Mamuypa
+BunagkoBuii coHer
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+MoeMy 3eMNIsnKoBI
+JIunrux (P. Mopo3)
+BunagkoBuii coler

JI. Cemukiniit—ns
+M. Kouobuncbkiii—ns—1977

+MoeMy 3eMAfNKoBi
Tapac Byns6a
I". CeBpyk
+Apocnasna (P. Mopo3)

+M. Kowobunenkifi—ns—1977
JI. Cemukinii—ns

+Moiiil kKyMi-—1972

Moim mobackam

10. I'arapiny

+B. 3axapuenkoBi-—1977

Enirtadis (3ini ®panko)—1972
+Tpaxum KaxkupaBaHbe—ns

IV. Beztoxni conern (1974-1975)

Benukuii nict

Benukuit nicr

Coner 6e360xHo0CTi

YepHeyb UepHenp Uephenb
Benukuii nict

Coner 6e300)KHOCTH Comner 6€360KHOCTH
Mecii Mecii Mecii
Buaubaii, boxe (I'. Cenpyk) Buaunbaii, boxe (I'. Ceppyx)
Jobpe! Jlo6pe! Hobpe!

V. Mysu i rpanii
I'nuHa I'nuHa anna
Pons Poss Ponb
Craruer CraTnuctu CratHcTH
Cnspavi Cnapaui Cnspaui
A 1o kos 6... A 1o Konu 6... A wmo xonu 6...
Kiuo

+Kns3b Irop
+*Jlonoku rparucs B Illekcnipa?”’

+Kusasb frop
+*“Jlonoku rparucs B llekcnipa?”




‘uolssiwiad noyum paugiyosd uononpoidal Jayun 1aumo ybuAdoo ayj Jo uoissiwiad yum paonpoiday

LT

+Anacionara (3a 10. Mapyinksieivycoar)—
ns

Muryca—1974
+Anacionara (3a 10. Mapyinksigiuycorr)—ns

VI. Ars Poetica
Coner Coner Coner
Knscuunnii Bipin Knscnuunii Bip Knacuunuii Bipui
Bepni6p Bepnibp Bepnibp
+“Moiii cyuacuuui Iloesii...” +“Moiit cyuacunui [oesif...”
‘ +Hloe3is '

+CHH rapMoHit

+Vita brevis, ars longa OKuTr4 kopotke, a
MMCTELITBO BiUHE)

+Hasio Tpiosnern icrn?—ns

+“SIkux e 3a3uaio kap?”
+CHH rapMoHii
+)XKuTTs KOpOTKE, a MUCTEUTBO BiuHe

+Tpioser - i1s

VIL Ilaenep

CyTiHb
SI3nunuLbKa BeCHa

[Tpumoposox

Open

Cnbola

Ociub y yuii-Boanui

Cyrinb

SI3nunuibKa BecHa
+bepe3sn—ns—1978
[Tpumopo3sok

Open

+Cmepeka (cannot be located)

Cnbota (Cnpo3a)

+I1posopito. Hanesne, ociub, (Ilanacosi
3anusaci)

+Ponpens—1977

Ociub y [ywi-Boauui

+3ais—ns

CyTiHb

S13nunnubKa BecHa
+bepesn—ns—1978
Ipumopozox

Open

+CocHa—ns
Cabota (Cnbo3a)

+Poupenb—1977
Ocinp y [Tywi-Boauui
+3aBis—mns.
+ITanacosi 3anusaci
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VI, Medicro—®aycr (~1973)

Megicro—DascT—ns—1973
Medictodens

Peunekcii (Mononor dascra)
Anru-lamner

Bceenencbka PobinzoHana
Anrtu-Crosopona

Caxns

(dascT ROKAAHHUINA

AHuwnoc

IMocnoawTi
MapcT—nporpecuct
Monursa nocnoauTux

Cynepmen
dasctT MHOXKUHHUH

Medicrodhens
Pednekcii
Autu-I'amner
Bceeneuncnbka Pobinzonana
Antu-Crosoposa
Caxnsa

dascrt nokasHHUi
Anmnoc

[Mocnonuti
(DascT—nporpecucr
Monursa HOCMOAUTHX

Cynepnen
dascT MHOXHHHUA

Medicrodens
Pednekcit (Mononor daycra)
Anrtu-Iamner

Cakns

DaycT nokasHHHHA

Anuinoc

Hocnonuri

®aycr—nporpecucr

MonutBa nocrnonuTux
AnTH-CKOBOpO/1a

Cynepmen

daycT MHOXHHIIMIH
Bcenencbka Pobinzonana

IX. ITo3a coneramn

Teopist BitHOCHOCTH

J1. Cemukiniii

TMokasuns

[Mopuismu

Tu BCiM, UMM nHW Morna, Gyna Mewi
Konu nomepkHyTb 30pi

Mu nepesa

Hocranris

Muryca

Moim moGackam

[ToginHIO KBiTiB OYyiiti0-MaxpoBoIo
Hpimaiors 3anymani Gpecku

The section “Poza sonetamy” was removed
by Svitlychnyi.

N/A
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+ X, SI—anengent.

Svitlychnyi does not specify the sonnets of
this cycle in his corrections.

+1. “Sl—nucupent. INpu Beix 3pikaiocs Bipw...”
+1. “Sl—nucnpent. A Bu? Bu—npasosipni?”
+I. “S—nucupenr. Ce Hosuna ins te6e?”
+1V. “Cro10 nig rpoMoBep)keHHAM aHaTeM...”
+V. “Sl—aucupenr. [ nyna asromaris...”

+V1 “Sl—nucunent. Ta ue 3pikaiocs poay...”
+VIL “I 6yne Tak: Henpasi Bauii xeprBu...”

+ XI. Bapiauii na Bucnisani remu

+ INam’sTuk (lCopauiere)
+Inidon. I'imu Goram.

+CkoBopojintcske—(cannot be located)
+Ipopoxk (I'lywkincske)—(cannot be
located)

+Y nepion pecraspauii (bepatxkiscbke)—
1977

+11esuenkiB TpunTHx—(cannot be located)
+llo3asnk (Bepneniscbke)—1978
+Mu—myxuunn (Kinninrose)

+lMoesis—nepenycim, nonan yce (3a I
Tabinze)
+Apximen ([nysxuukose) [long poem—SP]
+Punbebki oktasu [long poem—SP]
+Bbosu (3a M. baxkxanom)—(cannot be
located)
+1Beracee—1978
+51 yacom BTomaiotock (I3 €.
Martysasuuyca)
“IToBiHHIO KBiTiB OyiiHO-
maxpopoio...” (3 T. Yantypauibini)

+“Ars Poetica” (3 Iopautist)
+I'imuu Boram i3 Tpaktarty I'. I'. Inidona
“3akonu”

+llo3ask (3a Bepnenom)—1978
+Mu—nmyxunnu (3a Kinninrom)
+Hopuuii rop6 (3a Kintinrom)
+Ioesis—nepenycim, nonan yce (3aT.
Tabinze)

“TTosiHHio KBiTIB Oy#HO-
maxpoBolo...” (3a T. Yantypausini)
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“JIpiMaloTh 3ayMaHi

¢pecku” (3 T. Yantypauisini)

+“Hartonrauux Morun HiMOTHHI cTorin...”(3a
T. Yanrypaiusini)
“Hlpimaiots 3anymani gpeckn”
(3a T. Yanrypawsini)
+ “Tak Bce He3puuHo!..” (3a T, Yantypauisini)
+ 51 yvacom BTOoMImoIOCh (32 €.
Marysssiuycom)
+V enoxy Pecrappaunii (Bapisuii

Ha TeMy bepanxe)—1977

+1{Beraece—1978
+3unato cam (3a oanepom)
+Take xurra (3a boanepom)

+XII. 'anuuene

+He noxonith HeHanucaHi JMCTH

+He poxoadarhb HeHanucani JIHCTH

+CMepTHHKH +CMepTHUKH
+I"onoBH
Teopis BigHOCHOCTI Teopis BisHOCHOCTI
IMopuiaMu
Fokasnus Hoxasnus
[Mopuismu
+lonoBu
+Cynnika 0 naHa pepakropa—1975
+Cyninika rpagomana-aeMokpara
XIIL Ioemn X1 Ioemu

+Kypbac

+Apximen (3a [nyKHHKOBHM
“I"'anineem”)

+Punscbki okraBn—1977-78,
+Kypbac




