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Note
The inclusive, sex-neutral pronoun “he” will be employed in
constructions having the grammatical antecedent “shaman” except
in cases where the sex/gender of the specific shaman being
referenced is fixed and known to be female/feminine. (“Sex” will
be understood as a biological category supporting the dichotomy
or continuum “*male-female, ” as distinct from“gender, ” whichwill
be understood as a cultural category supporting the dichotomy or
continuum “*masculine-feminine.”) Besides being trite, stylist-
ically graceless, and conceptually unhelpful, the construction
“he or she” is avoided on technical grounds. One defining
characteristicof practicing shamans is their propensity to enter
and leave transsexual or transgendered phases, as well as epicene
ones, often without notice. Additionally, a significant number
of cultures tender only female shamans. Thus automatically
assigning the disjunctive pronominal choice in abstract or

generalized discourse is not likely to be dependably accurate.

This one exceptionapart, the present essay follows guidelines set
forth in current manuals of non-sexist usage and style wherever

doing so does not compromise veracity.



ABSTRACT
Shevchenko’smeta-literarystatus asprophet andspiritual avatar
for a large subset of his readers is the consequence of a shamanic
modality in his texts. This modality exhibits extensive common-
alities with the formal shamanic practices described by cultural
andmedical anthropology: trance journey, various trans-rational
cognitive states, and ritualized discourses of healing. It
resides in identifiable verbal constructions, and is a function
of Shevchenko’s own transitions between pairs of strongly opposed
social, intellectual, and emotional states — states which
mirrored the psychic conditions and identity-stabilizing
processes of the incipient Ukrainian né.tional self-awareness of
the nineteenth century.

Literary shamanism in Shevchenko finds expression as a set
of discernable textual patterns: thematic strategies, select
topoi, collocations, imagery, and recurring sequences of these.
More overtly, the poems contain undisguised descriptions of
manifestly shamanic activities such as dream-flying, communion
with personalized forces of nature as a prelude to writing,
spirit-familiars, and detailed descriptions of the poet’s own

shamanic “initiation.”



It can be shown that the poet was aware of being a literary
mediator between standard and non-standard modes of socio-
cultural perception and the world views that each nurtures.
Furthermore, Shevchenko develops and employs a range of textual
markers to alert the audience when his verse should be read in
these terms.

The chief consequences of Shevchenko’s literary shamanism
follow from the texts’ capacity to restructure the “linguistic
spaces” that constitute such cognitive constructs as self-
understanding and (group) identity. To the extent that the
shamanically informed poems do so, they effect rhetorically
mediated shifts in their audiences into diversely beneficial
perceptual states. Insofar as readers associate theseshiftswith
the poet himself, a cult-like adulation of the authorial persona

may ensue.
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Chapter One

INTRODUCTION

“[Shakespeare] was nothing in
himself; but he was all that
others were, or that they could
become.” —William Hazlitt
To the late twentieth-century reader “Shevchenko” appears more as
an argument than as a literary figure or a corpus of texts. For
more than a hundred years, the gamut of Shevchenko studies has run
from the gathering of anecdotes and personal recollections to
relatively sophisticated work based on insights provided by
modern literary theory, cultural anthropology, and other
contemporary cognitive sciences. Most of these perspectives,
however, have bequeathed only monochromatic, highly polarized
portraits of the artist. National bard, prophet, “revolutionary
democrat, ” relentless crusader against serfdom — these and
several other similarly reductive labels have been foisted on the

writer, often with the intent of pressing his texts into the

service of particular belief systems.! Much of what has at times

! Tn his introduction to George S. N. Luckyj (ed.) Shevchenko
and the Critics (Toronto, 1980), Bohdan Rubchak summarizes the
main lines of thinking about Shevchenko from the 1840s to modern
times, focusing in particular on the “struggle” around the poet
(the issue of narodnist', the split into Soviet and émigré
“camps,” etc.). Similar if less extensive surveys may also be
found in other sources, as for example Petro Odar&enko, “Sev&enko
in Soviet Literary Criticism” in Taras Sevéenko: 1814-1861 A
Symposium, Volodymyr Mijakovs'kyj and George Y. Shevelov, eds.
(The Hague, 1962).



passed for scholarship on closer examination resolves into a
veritable battle for the custodianship of Ukraine’s premier
cultural icon, the manifest ideological prerogative which that
icon has always carried, and especially the emergent Ukrainian
consciousness of group-identity which it apparently animates.
The battle itself has been well documented; the sources and
mechanisms of Shevchenko’s iconic privilege typically receive

somewhat less scrutiny.

In its current state, shevchenkoznavstvo emerges as a
reevaluation of several decades of static (and often mutually
antagonistic) characterizations. It is no longer considered
sound academic practice, for example, to call Shevchenko “the
father of” anything, to advance himprimarily or exclusively as,
say, a Ukrainian Byron, or to position him as an apostle of any
sectarian agenda. Preoccupation with details of biography,
textology, and partisan politics has been giving way to analyses
which allow not only multilateral perspectives on the poet, but
also increasingly view their domain-subject as a set of relations
among Shevchenko’ s many facets rather than as acollection of text
objects.

The most significant of these more recent expositions has
been George G. Grabowicz’s mythopoetic approach, wherein

Shevchenko’ s poetry is demonstrated tobebuilt around aninherent



code, one which permits it to be read not only in terms of local
culture or Romantic convention, but also as an inquiry concerning
general human values and preoccupations. This code is myth: “a
multi-tracked narrative constituting a coherent and closed
symbolic system.”? Grabowicz’s method involves characterizing
the component elements of Shevchenko’s model, identifying in the
process such loci as the poet’s implementation of mythic time,

prelapsarian states, and millennial visions .3 A picture emerges

2 George G. Grabowicz, The Poet as Mythmaker: A Study of
Symbolic Meaning in Taras Sevéenko (Cambridge, MA 1982) p. 44,
henceforth PAM. The choice of the term “myth” to discuss a key
aspect of Shevchenko’s work is at once accurate and ambiguous.
Accurate because mythic perception in the poetry does exactly
counterpoise itself to linear, evidence-based accounts of the
world; ambiguous in that myth’s chief connotations remain in the
realmof the false, the unprovable, the fictitious—and therefore
ultimately the irrelevant. Grabowicz takes considerablepains to
distinguish these more general uses of the word from its
technical, structural-anthropological sense (see in particular
PAMpp. 44-45), but the inherent complexity of such a definition,
especially taken together with the word’s popular meaning, has
resulted in no more that a slow acceptance of the nomenclature.

3since its appearance fifteen years ago, Grabowicz’s book has
continuously defined the cutting edge of Shevchenko scholarship.
Before it the overwhelming mass of Shevchenko work had been Soviet
and restricted itself to the following typology:

1. Textology: descriptions and commentary

2. Minutiae of Shevchenko’s biography

3. Epistolographic studies

4. Memoirs about Shevchenko

5. Poems (mostly “political”) mined for their socio-
political significance

6. Periodizations of Shevchenko’s creative life

7. “Tie-ins”: Shevchenko and Belinsky, Shevchenko and
Atheism, Shevchenko and Armenian Literature, etc.

3



tying together the personal and collective spheres, national and
individual traumas, and in so doing elucidates the mechanisms by
which Shevchenko’s cultural “product” is generated. The primary
theoretical considerations throughout are those of reception and
conceptualization, and lead to a radical rethinking of the poet’s
mindset and creative principles. A second (though not secondary)
set of concerns focuses on clarifying the patterns of structural
oppositions with which the poetry is so heavily suffused: the male
and female worlds, structure and communitas, the worlds of serfdom
and the Cossack state.

An enduring aspect of Shevchenko’s literary persona which
the Grabowicz monograph begins to address systematically is his
powerful and prominent position as a cult figure. Traditional
treatments of Shevchenko reinforcing the perennial portrayal of
the poet as a supreme ethical, political, or spiritual standard
have caused some problems, especially for those trying to advance
an academic understanding of this central figure in Ukrainian
literature. On one hand, personal apotheosis has brought about
shifts away from perception of the writer as an empirical

phenomenon. (Grabowicz, by contrast, applies structuralist

The prevailing perspectives involved examining and cataloging
“themes,” folkloric elements, political motifs, and literary
influences and models. Grabowicz holds all these to be surface
features, as opposed to the poetry’s “deep structures” which he

wishes to expose.



conceptual frameworks and methodology in seeking todelineate the
complexrelationships between the collective Ukrainiancultural-
historical construct and its personally mediated expression in
Shevchenko.) Insofar as indulgence in gratuitous mystification
represents subordination of the rational process, it gives
license to emotionalism, which in turn obscures the essential
textual dynamics of Shevchenko’s poetic art. On the other hand,
none of the currently employed structuralist or post-
structuralist exegetic technologies appearsparticularlyableto
account for Shevchenko’s relentless and longstanding function of
cultural avatar.®

Ironically, at the same time as Shevchenko’s Ukrainian-
language poetry 1is being read from various cutting-edge
theoretical perspectives, the point of departure for these more
recent readings remains, in almost every case, precisely a
declaration of conscious distancing from any “cult” of
Shevchenko. Even as early as the 1870s, no lesser authorities than

P. Kulish and M. Drahomanov had independently identified and

! At the end of his book Grabowicz acknowledges the detrimental
aspect of themyth’spopularity, noting for example that it has not
had a positive effect on Ukraine’s socio-political heritage.
“Evenmore questionable, indeedpotentially fatal, was the legacy
of the mythical thinking that Sev&enko inculcated upon the psyche
of succeeding generations of his countrymen. For in direct
proportion to the apotheosis of communitas and the negation of
structure came hypertrophy of the emotional and a blockage of the
rational faculties.” (PAMp. 162)

5



denounced such a cult, already well-developed just a few years
after the poet’s death.® But this merely adds to the evidence of
its tenacity: present-day writers still feel compelled to begin
their ownexpositions by lamentingor at least alludingnegatively
to the simplistic, obsessive adulation of Shevchenko that
continues to constitute the larger part of both popular and
academic Shevchenko-awareness. The abiding import of the
populist, nativist, and identity-(in)forming receptions of the
poetry stands in suspiciously stark opposition to the equally
steadfast and emphatic claims about the same phenomenon’s low
priority and general inconsequentiality. Every commentary which

pointedly deplores the cultic aspects of Shevchenko, labelling

5In the early 1870s Kulish wrote a three-volume study entitled
Istoriia vossoedineniia Rusi (St Petersburg, 1874) which among
other things affirmed the legitimacy of the Imperial status quo.
In it he launches an attack on Shevchenko as a historiographic
authority, partly through impugning the poetry (in particular
Hajdamaky) on factological grounds and partly by castigating the
writer for his “irresponsibility” in encouraging cults of chaos,
blood-lust, and programmaticpolitical disobedience. Drahomanov
too was concerned that Shevchenko’s poetical texts were being
appropriated and distorted for political ends (see “Shevchenko,
ukrainofily i sotsiializm,” Hromada IV (Geneva, 1879)). The
better to contain the harm he saw as deriving from unrestrained
cultification of the poet and politicization of the poetry,
Drahomanov sought to devalorize the former by belittling the
latter. A description of these positions and the attendant
historical details canbe found in Jurij Lawrynenko, “Sev&enko and
His Kobzar in the Intellectual and Political History of a Century”
in Taras Sevéenko: 1814~1861 A Symposium, especiallypp. 184-205.
It is important to note that beyond describing and deploring,
neither thinker was able to explain the phenomenon with which he
was faced. :



them immature, barren, and undesirable, in that very act affirms
their significance. Questions engaging this self-contradictory
state of affairs continue to await formulation.

At an even more basic level, it remains customéry to speak of
(or dismiss) the “cult of Shevchenko” as something well documented
and widelyunderstood. In fact this isonly true in some respects.
A surface, quantificatory view does exist: the ubiquity of
monuments and icons, the mass of eponymous institutions and
organizations, the seemingly endless rituals of celebration and
commemoration. But what has not yet been adequately evidenced is
the scale and scope of the phenomenon, nor has any unified
theoretical treatment emerged from a sociological,
psychological, or even historical point of view. While a
chronicle (and a fortiori an analysis) of the Shevchenko-myth is
neither possible nor appropriate here, it should be noted that the
field is still waiting for a comprehensive, scholarly account of
Shevchenko as acultic construct or cultural complex separate from
his artistic persona. Fierce devotionalism may not appear to be
a seemly or significant topic for scientific inquiry, straddling
as it does the intersection of the anecdotal, the behaviorally

pathological, and the mob-mediated apotheosis of an artist’s



creative existence.® Perhaps this is why habitually the cult of
Shevchenko is either embraced or disclaimed, and thus removed from
serious scrutiny in both cases: by reason of descent into extreme
subjectivity in the first instance, and aspiration to maximum
objectivity in the second. Either way, the cult phenomenon is
constantlyreferencedwithoutbeingsystematicallyinvestigated.

This common inability topass fromsubjective impressions of
the multilevelled artistic force of the poetry to a reasoned,
comprehensive reception of the poet — without in the process
becoming mired in sentimental veneration—may stem in part from
a lack of elucidation of the relationship between the personal and
the collective in Shevchenko. Not yet completely clear are the
processes by which he links or moves between these two domains.
Indeed, if Shevchenko’s Ukrainian poetry evokes audience
responses that are not easily accounted for by existing
theoretical frameworks, it may be taken as evidence that the
writings’ “spiritual” function will not yield to intellectual

analysis, remaining forever beyond the power of rationality to

¢ Serious researchers have been known to avoid the
investigation of certain topics for the very reason that their
subject matter was defined by its anti-rational content. This is
why there exists relatively little scientific treatment of
medieval European alchemy or first-millennium Chinese
immortality cults, for example. Apparently the very fact of
evincing an interest in alien cognitive systems may call into
question the researcher’s commitment to the primacy of the
rational position.



probe. More generally, we encounter an almost total theoretical
vacuum in trying to investigate the processes that inform the
nexus between the collective and the individual. Questions
concerning the limen between subjectivity and symbolic order,
instrumentality and social control, experience and
representation remain interstitial for the moment.

Part of the problem is that some scholars see only or mainly
Shevchenko’s collective-oriented expression. This is the source
of “nationalist” and other agenda-bound, Ukrainian identity-
generating positions on the poet. Others primarily see his texts
as personal. In fact, the task here is to demonstrate that the
complex and subtle quantity known as “Shevchenko” arises out of an
interaction between the two. Just as the academic field may be
seen as polarized between the ideological and the structuralist/
mythical approaches (until very recently this corresponded to a
Soviet-émigrédivision), sothereexists a tensionbetweendenial
of a cult and the perpetuation of that cult through using it as a
baseline orientation. As well, we have a tension (perhaps not so
much tensionasconfusionandlackof clarity) between Shevchenko-
as-text-object and Shevchenko’s words as the spiritual grounding
of Ukrainian identity and consciousness. It isnot sufficient, in
this last regard, simply to note that the poet used folk motifs,

made (perceived) socio-political exhortations, or invoked the



national past. Most of the 19th centuryUkrainian corpus did this,
from Levko Borovykovs 'kyj to Ivan Franko and literati like Lesia
Ukrainka who tried consciously to distance herself and Ukrainian
literature in general from orientation on such limited factors.
Similarly, while it is true that Shevchenko should be seen as a
mythopoeic poet who offers a world made up of archetypes, it
remains necessary to ask what is the source of this activity and
through what mechanisms does it affect its audience in the way that
it does. (It is not, for example, a mere matter of the skillfully
crafted re-telling of historical or oral material, or recurrent
invocation of cultural symbols. This is exactlywhat Shevchenko’s
epigones in the second half of the 19th century did, but none of
them is remembered today. Chapter seven provides case examples
detailing how this might be explained.) In other words, the poet
stands at once maximally revered and only nominally apprehended.
Shevchenko is unquestionably different, powerful — but no one
seems to have fully fathomed why.

As a next-step aid in perhaps eventually resolving some of
these issues, the present thesis proposes a method of examining
the Shevchenko poetic corpus in terms of a hitherto undescribed
but textually intrinsic discursive order, henceforth to be
referred to as the shamanic mode. The word choice is intended to

reflect an overlapping functionality described both by cultural
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(especiallymedical) anthropologyandcertain typesof approaches
to therapeutic counselling. Exact details will emerge as the
model is developed, but in brief summary the “shaman function”
subsumes suchcognitive interventionsasreconfigure, replace, or
reinterpret the ambient symbolic order in terms of which people
(or trans-individual entities such as nations or organizations)
understand themselves. Especially this pertains to evaluations
of merit or appropriateness of hierarchical positions. Thus
“shamanizing” in this sense may be thought of as a class of benign
intercessions into self-perception. Itspurpose is to strengthen
the symbolic cohesions of the group and in so doing to enhance
overall quality of life—for entire civilizations as much as for
their individual members. The central contention of this thesis
is that a clearly demarcated subset of Shevchenko’s poetry
performs in precisely such a shamanic capacity for its readers.
Although adetailed exposition of the term “shaman” occupies
most of chapter two, it may be useful at this time to clarify the
fundamental terminology, in at least a cursory way, as it will be
applied in the immediate instance. As used in this dissertation,
the word “shamanism” refers neither to a subject of research in
cultural anthropology, nor to a New Age metaphor for spiritual
leadership—although, as will be seen, it acknowledges a debt to

these. Instead, shamanismas a concept describing a literary mode

11



needs to be constructed before being implemented, and for this
purpose it abstracts (and to a lesser degree generalizes) some
aspects of how the word may be understood in more popular usage.

A usefully reductive, unencumbered formulation might look
like this: “A shaman is one who helps people in their dealings with
other worlds.”’ Interpreted widely, “other worlds” may mean
psychological as well as more concrete dislocations of
equilibrium in human affairs. The shaman’s aid in managing such
issues flows from his skill at performing “journeys” into these
other realms in order to map, describe and explain the perceived
chaos residing there, and hence to assist people in adapting to (or
at the very least accepting) change through restorationof balance
of the required kind: social, emotional, physiological — or
linguistic. Specific examples of counterparts to each such
“shamanic” mechanism in Shevchenko’s poetry are examined at
length in the following pages; that the overall progression of
such mechanisms in the corpus also resembles a shaman’ s world view
naturally suggests the phrase “shamanic mode” to describe the
textual structures which serve as its vehicle.

It has already been noted that the study of Shevchenko’s

poetic oeuvre is not well served by univariate critical

" Amber Wolfe, The Truth About Shamanism 2nd ed. (St. Paul MN,
1994), p. 1.
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treatments; rather it is more fruitfully investigated as
constituted, at least semiotically, by interactions between
easily identified dipoles: personal and collective, Russian and
Ukrainian, archetypal and literal, to name just a few. These
interactions accord with a shamanic authorial model and express
themselves through identifiable textual reflexes.® Adescription
of the shamanic mode in Shevchenko’s Ukrainian-language poetry
together with a prototypical implementation of its reading
function will make up the substance of this essay. Specific
attentionwill be given to the reception of that poetry, observing
in particular how the texts position their author as a meta-
literary figure.

Of course, no attempt will be made to argue that Shevchenko’s

shamanism was avocational, voluntary, or beholden to any formal

® As will be seen throughout the following discussion, this
essentially defines what shamanism in general means: successful
negotiations of, including transitions between, opposed or
conflicting states of existence.
The word “reflex” as employed here derives from a coinage by
Stephen 0. Glosecki, Shamanism and 01d English Poetry (New York,
1989). On page 1 the author explains:

Some knowledge of shamanismcanenhance our understand-
ing of the earlypoetryas anart formrooted ina tribal
tradition.... Before theMigrations, Germanicartists
had a shamanic worldview; after the Migrations, traces
of the o0ld symbols survived the shift from prehistory
to history to appear as intermittent motifs in the
later literature. These intermittent motifs are what
I call “reflexes” of shamanism.

13



standards. Certainly it was not avowedly religious in the manner
that self-identified shamanic disciplines reveal themselves to
scientists engaged in field research, nor was it informed by any
expressedly mediumistic tradition. Neither is it contended that
Shevchenko was gathering images or other elements previously
identified as shamanic and positioning them within his verse.’
Instead, Shevchenko’s shamanism will be delineated as being
functional in nature and literarywith respect to expression. The
poet actually accesses a non-standard cognitive state and uses
this state to generate his texts; when consumed by a certain
audience, the texts set inmotion a “rhetoric of healing” similar
to that documented in the literature of medical anthropology.
Despite the relatively specialized emphases used todelimit
the denotative scope of “Shevchenko’s literary shamanism” in this
way, the approach adopted here grounds itself in a sufficiently
broad theoretical base. Even when restricted to scholarly

discussion, the notion of “shamanism” can cause some difficulty,

® Phis was exactly what was being done by many Ukrainian poets
throughout most of the 19th century, though not of course with
shamanic items. The pre-Romantics of the Kharkiv School, for
example, depended heavily on an “imagic lexicon” —a programmatic
phraseological aggregate consisting of Cossacks on horses,
banduras, sabres, the steppe, etc. — assembled seemingly
mechanically into rhymes. Since Shevchenko does employ much of
the same lexical repertoire, it is instructive to see why the
poetry of, say, Metlyns'kyj, does not exhibit shamanic
properties. Chapter seven addresses this issue specifically.

14



not primarilydue to the complexity of the concept, but because of
its overly broad usage. Chapter two sets forth the applicable
anthropological background in terms of which literary shamanism
will be positioned, and attempts to abstract the most relevant
features for literary study and for Shevchenko’s case in
particular. Chapter thre.e goes on to trace the relationships
between literature and shamanic practice, focusing especially on
howthe artisticenterprise hasbeenconceptualizedbywriters and
critics in terms directly supporting shamanic readings of
literary texts. With the fourth chapter, Shevchenko’s verse
becomes the target of the theory thus far developed. In
particular, the poetry is shown to contain specific markers —
recurring topoi, fixed images, distinctive collocations —which
indicate a transition to a shamanic modality. Especially
interesting are the poems in which such indicators point to
descriptions of overtly shamanic activities such as trance
journeys or invocations of spirit-familiars.

A somewhat more sophisticated argument makes up the next
chapter. Beyond documenting the comparatively static features of
Shevchenko’s shamanic mode, chapter five attests to a therapeutic
dynamic: not only the author can undertake revitalizing shifts
into non-standard perceptional states — appropriately

constructed texts can effect a salutary cognitive relocation of
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the audience as well. Chapter six takes the methodology derived
in the preceding two and amplifies it through application to some
of Shevchenko’s most manifestly shamanic works: “Perebendia, ”
“Son (Komedia),” and “Iak umru to pokhovajte...” among others.
Comparison of a shamanic reading of Shevchenko to standard
exegesis in terms of Romanticismbegins chapter seven. Attention
is given to other Ukrainian-language poetry of Shevchenko’s time,
and especially to that of his imitators.

Scholarly precedents for a shamanic reception of Shevchenko
are not numerous. To be sure, a wealth of ascriptions of “altered
states of consciousness” to the poet’s creative processes does
exist. A typical example, taken from an early attempt to explain
the affective force of Shevchenko’s poetry, runs as follows:

The true creative process always is connected with

emotional tension, with an accelerated blood pulse.

This was a fact well know to artists even in ancient

times. The ancient prophets, priests, and priestesses

have known, as do the shamans in primitive nations of

our time, how to induce in themselves this state of

elation with the help of narcotics.'®

The article tries to explicate the poetry as a product of

“perceptual-aesthetic emotions,” and comes fairly close to

19 pavlo Zajcev, “Sev&enko’s Creative Process” in Taras
Sevéenko: 1814-1861 A Symposium, page 107. The quote addresses
“creative frenzy.” Later in the piece Zajcev speaks at length
about “aesthetic arousal” and “poetic transport,” but cannot
bring himself to take the next step and place Shevchenko alongside
the “primitive” shamans who serve as the point of departure for his

article.
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positing a trance state as their source. Zajcevalsoobserves that
this was related to Shevchenko’s awareness of a specificavocation
in connection with his poetic writings and that he (Shevchenko)
describes it inprose. That it is alsodescribed in a number of the
poems apparently somehow eluded Zajcev’'s notice.
Inhis diary Sev&enko mentions some irresistible force
(he calls it a vocation) stimulated his imagination,
forced him to “ponder” or “forget what he was
thinking,” and induced in him the process of composing
poems. This happened when he saw the paintings of Karl
Brjullov: “Before his bewitching canvas (sic) I fell
into reveries and evoked inmy heart my blind kobzar and
the bloodthirsty hajdamaky.”**
Grabowicz also refers to this passage, citingitashis firstpiece
of evidence for the poet’s “non-adjusted” self:
Though Sev&enko himself never attempted to provide a
dispassionate analysis, he felt full well the power of
this side of his ego, which in his Diaryhe portrayed as
driven by a “strange and restless calling. n12
Like Zajcev, he misses the point that Shevchenko was very like an
actual shaman in certain key ways (to be fair, Grabowicz adduces
all the right evidence and arguments, but then fails to put them
together into a unified model; occasional examples are given

throughout this dissertation). He even compares Shevchenko to a

shaman, singling out precisely the essential feature that makes

11 page 113. The reference is to the entry in the Diary for July
1st, 1857.

12 paMp. 9. The salient passage reads: “[l[paBo, CTPaHHOe 3TO
HeYI'OMOHHOE NpH3BaHue . "”
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the parallel profoundly valid, but for some reason neglects to

generalize the metaphor.
In his mature poetry...Sev&enko consistently assumes
the role of a prophet who consciously articulates the
myth to his people and both consciously and
unconsciously, like a shaman, serves them as mediator
between past and present, present and future, man and
God...?

Essential though the mythopoetic reading is to a thorough
understanding of Shevchenko’s cultural impact, for all of its
apposite insights into this very idea, it has not yet synthesized
the notion of the artist as a transformer of linguistic space.
Perhaps the most interesting attempt to employ a shamanic
model in shevchenkoznavstvo to date comes from Leonid Pliushch.™
This two-part article, based on a paper presented to the
Shevchenko Scientific Society in New York in 1986, makes use of a
fairly traditional and therefore somewhat limited technique.
Pliushch’s method fundamentally comes down to drawing parallels
between narrative elements loosely associated with what he calls

“shamanic beliefs” (as will be seen in the next chapter, there is

13 pAM, p. 148. Part of the problemmight be that Grabowicz does
not rigorously distinguish a prophet from a mediator. Though
overlapping in their external manifestations, the two functions
spring from entirely different cognitive schemas and operate in
separate symbolic systems.

14 1, I. Pliushch, “Shamanna poetyka T. H. Shevchenka”
Filosofs 'ka i sotsiolohichna dumka, No. 6 p. 130, and No. 7p. 27,
1992.
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no such thing in a strict sense—he actually has inmind the mythic
world view) and select passages from Shevchenko'’s poems. Oftenhe
isquiteright:theideaofacentrallysituatedtree,forexample,
might be cognate with the Tree of Knowledge found in so many
mythological accounts (though whether or how this tree would be
uniquely shamanic is not established). And just possibly some
tree in a poemby Shevchenko canbe related to the one in the Garden
of Eden or the Tree of Life in Norse mythology. However, for
Pliushch any tree seems eligible for interpretation along such
lines. Nor is there any visible attempt to distinguish mere folk
beliefsandsuperstitionsfromgenuinelyandsingularlyshamanic
customs. For the most part, the essay amasses references in the
poetry to supernatural events and folkloric themes and proceeds
to pronounce that they contribute to a “shamanic poetics.” Among
the moreblatant omissions of process is the fact that if shamanism
constitutes a discrete entity, it should display some systematic
features rather than present as a mere bricolage of strange items
and performances. Working from such disjoint ingredients, as an
example, Pliushch concludes on their basis that the topic of
shamanic initiation receives a “complete” treatment in only one

poem in the Kobzar, “vid'ma, ”!® amazingly missing the clearest

15 page 144 of the first article. The case for a shamanic
initiation being described in “Vid'ma” is not especially
convincing.
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(but not sole) enunciation of this watershedevent in Shevchenko’s
life as described in “Meni trynadtsiatyj mynalo...”

For all its shortcomings, Pliushch’s work does make some
important contributions, and these will be brought into evidence
here as the exposition proceeds. His efforts, after all, are
directed along lines which have but barely begun to be explored.
To better ground, understand, and reinterpret (as well as at times
reign in) findings like his requires positing a fairlymeticulous
framework from which to investigate the newly-proposed tools as
well as the territory they are expected to uncover. Therefore,
before moving forward to substantiate the claim that Shevchenko
indeed operated creatively at least some of the time from within
a shamanic sensibility, it will be helpful to show what shamanism
looks like as a generalized cognitive moae, and especially to
offer a sketch of the (as-yet embryonic) shamanology of the

literary creative process.
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Chapter Two

SHAMANISM IN GENERAL

“Shaping one’s story is both a
spiritual as well as an aesthetic
practice.” —Brochure on women’s
writing, University of Alberta
Shaman (-ism, -ic, etc.) as a terminological resource has never
been fully inducted into literary critical usage.! Presently it
takes its denotation from two streams: the academic fields of
anthropology and religious studies, and a more popularized but
much less precise “New Age” labelling wherein almost any non-
standard activity or experience may become the recipient of the
“shaman” tag. Both streams indicate that things shamanic (or more
exactly the idea of such things) command a considerable interest
among professionals and laity alike. A search of the literature,

for example, reveals that in most holdings the number of items

under this rubric easily surpasses that devoted to major world

! Occasional workson literary shamanismhave appeared, but the
approach does not yet have a theoretical presence. Studies of
individual poets aside (and these have been only a few in number),
books attempting toestablish the links between artistic endeavor
and shamanism have been less than rigorous in their treatment of
the subject. However, they do contribute positively to the
formulation of the key questions and identify, even if only by
omission, the many conceptual and methodological weaknesses of
non-anthropological shamanology. Twotypical examples areRobert
Burdette Sweet, Writing Towards Wisdom: The Writer as Shaman
(Carmichael, CA 1990) and Mark Levy, Technicians of Ecstasy:
Shamanism and the Modern Artist (Norfolk, CT 1993). The
discussion of literary shamanism proper occurs in chapter three
of this thesis.



religions.? Moreover, the overwhelming majority of these works
represents only the past three decades or so; the rate at which new
titles are appearing is increasing also.

It is no accident that the very notion of shamanism, however
inexact, should enjoy the broad appeal that it does today. The
need for amulti-function mental buffer against vicissitudes not
covered by measures of physical security has been endemic to all
peoples, and rises sharply in times of threatened or reduced
social cohesiveness. A culture which loses certain parts of its
identity stabilization system through compromise of its self-
integration mechanisms turns to such technologies and strategies
(including textual ones —enacting ad hoc legislation in response
to an unanticipated crisis is one obvious example?®) as promise to
reestablish a sense of control or at least stability. In such
situations shamans or their more secular functional equivalents,

such aspsychiatrists, have always been calleduponto renegotiate

2 A comprehensive published bibliography of shamanistic
studies does not appear to exist. Perhaps the most useful source
at present is the list posted occasionally by Dean Edwards to the
Internet newsgroup soc.religion.shamanism.

3 The announcement at the end of February 1997 of successful
mammalian cloning resulted in an immediate American presidential
banonall federal funding for human cloning research—even though
no such research was being funded (Leon R. Kass, “The Wisdom of
Repugnance” The New Republic June 2, 1997 p. 17). Though largely
irrational, such essentially textual reactions to disturbing
developments in the physical world are not the exception.
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mental health, communal well-being, and its various attendant
continuities (as for example of institutions or identity).

The prevalent spiritual and material conditions in the
Western world may serve as an example. No one can doubt that the
contemporary symbolic order is characterized if not actually
constituted by precisely such factors: a fading of deterministic
world views, the abrogation of traditional gender roles, the
negation of absolutist ethics, and a general collapse of unitary
belief systems. An appeal to shamanicprocess would fit the demand
for cultural homeostasis remarkably well under these particular
circumstances, and this is exactly what we are witnessing taking
place.?! Shevchenko’s time was no less informed by similar and
possiblymore incisivemutability; his response, though literary,
will be shown to fit the shamanic pattern remarkably closely.

Before using the conceptual array subtended by the word
shaman for literary analysis, it is necessary to review both its
scholarly and popular usages. This is not an especially
straightforward task. As a profession or even an ad hoc set of

empirical methods, shamanism has always been totally atomistic

! Instances of corporations willing to underwrite, say, fire-
walking seminars to boost employee productivity are exceedingly
common (see, for example, San Jose Mercury News, August 5, 1996
page F1 for a report on corporate meditation programs). The
February 24, 1997 issue of Time reports that President Clintonhas
hired a feng sui expert — a species of geomantic shaman — to
influence the “vital energies” of the Oval Office (p. 12).
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and unregqulated. It rests on no seminal texts, cultivates no
institutional aspect, recognizes no external authority with
respect to any of its procedures or its definition of itself —nor
does it seek to acquire any of these. No linear tradition is
deferred to, no ranking system is observed, no histories are
kept®. Moreover, these absences likely proceed from inalienable
properties of shamanic practice itself; as such they almost
certainly point to some key aspect of shamanism’s essential self-
definition.

One consequence of this unconstrained state of affairs is
that in cases of dispute, statements made about shamanism cannot
be easily referred to an independent authority for a definitive
ruling; a second result is that whatever authoritative sources are

in the process of becoming established, they continue to pit

’ Shevchenko would likely have been completely at home with such
an arrangement. His own literary output (at least the verse) was
remarkably unencumbered by exterior regulations: there are no
recognizable standard forms (e.g., sonnets, odes) in the poetry,
no authoriallydeclared order to the works, the language itself is
in a sense largely “made up” for the occasion. He did not espe-
ciallydistinguishbetween a “variant” of a poemand anything like
a“final” version, even going so far as tobe unclear about whether
a given poem “existed” or not. (See George G. Grabowicz, “Self-
DefinitionandDecentering: Sev&enko’s “Xiba samomu napysat'” and
the Question of Writing, ” Harvard Ukrainian Studies, Vol. XIVNo.
3-4. Dec. 1990 p. 313 for adiscussion of some extreme examples of
Shevchenko’s “writing under erasure,” especially page 317 and
note 11.) In concert with such an unstructured attitude, to this
day there exists no standard (or even complete) edition of
Shevchenko’s poetry, no authoritative commentary, or any
custodial “estate” governing his legacy.
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scientific inquiry against self-styled “initiates.” And given
that the currently fashionable New Age-stylized promotion of
shamanism (at least as a popular buzzword) gives the whole concept
farmore visibility thandoes formal research, aback-propagation
of vulgarized “knowledge” has increasingly found its way into
serious scholarship.®

Thus it is possible that definition in the sense of strict
language-bound circumscriptionviolates some essential aspect of
genuine shamanicpractice, sothatineffect anycrisp formulation
of the concept nullifies itself in the very act of being
constructed. Beyond that, definition per semayultimatelyprove
not only antithetical to shamanism, but perhaps the least
significant factor in seeking to access and understand it. Past
attempts to pin down this set of practices to a stable and
consistent formula have repeatedly proved either insufficiently

comprehensive or too broad — which might be interpreted as

¢ An excellent example of such inexactitude is the question of
the origin of the word itself. Almost invariably, accounts of
shamanismbeginby informing the reader that “shaman” derives from
the Tungus (Siberian) Saman, in turn related to such “know” words
as the French savoir or Spanish saber via the Indo-European verb
root &a- — possibly cognate with the Sanskrit sSramana, ™“an
ascetic.” Or it may mean “making heat.” The problemwith all this
is that virtually no sources acknowledge that these conjectures
have been decisively discredited by linguistic scholarship
starting with M. Eliade’s own seminal work, Shamanism: Archaic
Techniques of Ecstasy (seebelow), where the questionis addressed
beginning on page 495.
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additional evidence that the subject-domain may contain some
crucial features rendering it immune to verbal binding.
Typically and woefully inadequately, a shaman is identified
as a tribal doctor,’ which phrase subsumes duties elsewhere
classified as sorcerer, oracle, prognosticator, artist,
performer etc. Unfortunately, most of these items in their turn
carry no more precise meaning than the terms which they have been
called upon to clarify. A great deal of intellectual energy has
gone into discussing what distinguishes a “medicine man” from a
“witch doctor” from a shaman (from a priest, magician, etc.)
without noticeably contributing to the exactitude of any of these
words. This terminological vagueness follows from the fact that
the intense anthropological scrutiny given to shamanismin recent
years has focused almost exclusively on pre-urban or proto-
historical societies. The notion that shamanism might find

expression in much less “primitive” settings has found only very

7 “rribal” eludes satisfactory definition to the same degree
and for much the same reasons as does “shaman.” Here “tribe” will
denote a unit of non-urban societal organization where family
equals polity, and “family” means extended family in its most
expansive sense (as in the Latin word gens) so that not all members
of the tribe need be consanguineous. Beyond that, tribe connotes
a sacral head kinsman, totemic rules and rituals, and a pre-
industrial technology.
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occasional mention.® But in fact the phenomenon of shamanism
manages to persist today both openly and in various altered forms
not always easily accessible to the average person. The shamanic
process manifests itself more less continuously, in settings
considerably more immediate than the remotely tribal, and
underlies several aspects of quotidian life not normally
dismissed as illusory (see, e.g., note 4 in this chapter).

A further difficulty with defining shamanism flows from its
sheer ubiquity. Shamanic activity (that is, the modern construct
so called) has been attested in every place on earth and in all
historical periods, as well as in pre-history at least back to
Paleolithic times. The evidence takes a great variety of forms,
being both constrained by cultural and linguistic barriers and
simultaneously transcending them. Much of this substantiationis
not material or fails to meet the scientific criteria for

“evidence.” Still other artifacts of shamanism remain entirely

® As has been already noted, scientific inquiry into shamanism
and matters related has always contained the unstated prejudice
that the topic at hand proceeds and is inseparable fromconditions
informed by superstition, illiteracy, non-scientific world
views, and a generallybackward intellectual state. Shamanismis
seen as arelic of unenlightened times and places, something that
would not and does not survive sophisticated scrutiny if examined
on its own terms in the light of modern scientific knowledge. In
other words, shamanism may be studied as a quaint and even
important artifact of early human evolution, but it is not
accorded full existential status: none of its component elements
is regarded as actually being real.
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dependent on technologies and systems of thought as opaque to
objectivist investigation as the very shamanic practices they
support.

Despite these problems, it remains clear that the word
“shamanism” does denote a set of universal practices, and that at
least some invariant featuresmaybe identified in thesepractices
which would serve to isolate shamanism’s definitive traits. It is
not merely a tag, part of an attempt by anthropologists to super-
impose a classificatory grid on the tribal societies they select
for study. Neither is it just a general pointer to “ecstatic”
conditions for the convenience of contemporary consumers of
spiritual paths. The fact is that shamanism as an observable set
of activities and concomitant results turns out to rest on an
internal and integral cognitive core which is independent of its
performative or taxonomic details. So without necessarily
acceding to a rigid Aristotelian definition of shamanism (i.e.,
assigning something to a class and then differentiating it from
the other members of that class), it is nevertheless possible to

characterize it as a system and from this to extract its essence.’

9 Steven O. Glosecki, in the notes to his Shamanism and 0ld
English Poetry (N.Y., 1989) gives about a dozen “definitions” of
shamanism culled from the academic experts (pp. 212-414), but in
fact these are only descriptions of shamanic techniques or of the
shaman’s position in the social hierarchy. They neither classify
nor attempt to isolate essential characteristics.
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Once this is done, it will become evident that the irreducible
principle of shamanism is experiential.

The widely quoted description of shamanism as a “technique
of ecstasy” comes from a similarly titled book by Mircea Eliade
(Willard R. Trask, transl.), Shamanism: Archaic Techniques of
Ecstasy (Princeton University Press, 1964).'° Beyond being the
source of this accurate if somewhat abstract phrase, Eliade’ s book
provides thedescriptionof generalized shamanismwhichcontinues
to shape our understanding of it today. Most contemporary
popularizations of shamanism, for example, while perhaps
reporting specific additional instances of shamanic practice do
not go beyond Eliade in their interpretations or theoretical
accounting.

Fromits very beginning, Shamanismdeclares itself to be the
work of a religious historian and therefore subject to the
limitations attendant upon this bias. The bulk of the book
consists of analyses of prior field reports by researchers,
folklorists, missionaries, and the like (S. M. Shirokogoroff, W.

Sieroszewski, Wilhelm Schmidt, A. Métraux, V. M. Mikhailowski,

19  First published as Le Chamanisme et les techniques
archaiques de l’extase (Paris, 1951), this intensely academic
tome has become the de facto authoritative study of the magico-
religious complex being considered here. Subsequent references
to “"Eliade” are to the 1964 translation of this work unless
otherwise noted.
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and a host of others). At first the expositional organization is
vocational: separate chaptersdeal with the shaman’s recruitment,
training, initiation, and tools of the trade. From there the
presentation becomes functional and geographic: we learn what it
is that shamans do and how they do it on different continents.
Parallel themes and motif.s are traced with a comparativist’s
exhaustive attention to detail, and continuity with religious
ritual and tribal mythology is found in abundance. Eliade'’'s
conclusions, not surprisingly, partake of the historical and
ethnographic perspective, with considerable attention paid to
“influences.” We must remember too that the book was written in
the 1940s and collates field work done decades earlier, well
before the social sciences came into their own as scientific

disciplines®!.

! These qualifications with respect to the significance of
Eliade’s treatise are factored in only seldom, with even trained
scientists accepting its formulations uncritically for the most
part. Occasional instances of much-needed revisionismdo appear:

A compelling ideal type of Siberian shamanism, defined
by the idea of ecstatic ascent to a celestial supreme
being, was proposed by Eliade ([1951] 1964) and has
been used by countless other authors as a point of
comparison for their own regions. Inconstructinghis
idea of “shamanism in the strict and proper sense,”
Eliade turned the inspirational religious practices of
north Asia into a timelessmystery. Peoples, of whomno
description whatsoever is given, and at no particular
date, are cited as providing examples of this or that
aspect of shamanism, as though shamanism were some
metaphysical entity making its presence felt despite
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Alongside Eliade, the other major explorer in the newly-
recognizedanthropological domainwas Claude Lévi-Strauss. Where
the earlier researcher presented shamanism as an archaic
religious ecstatic technique, Lévi-Strauss saw shamans as the
spiritual ancestors of modern psychotherapists,!? stressing
their healing function over all else.

The modern version of shamanistic technique called
psychotherapy thus derives its specific character-
istics from the fact that in industrial civilizations
there is no longer any room for mythic time, except
within man himself. From this observation, psycho-
analysis candrawconfirmationof itsvalidity, aswell
as hope of strengthening its theoretical foundations
andunderstandingbetter the reasons foritseffective-
ness, by comparing its methods and goals with those of
its precursors, the shamans.®?

history and societies; it was assumed that only a
prototypical form of shamanism located in remote
prehistorical antiquity was genuine.

(Caroline Humphrey, “Shamanic Practices and the State inNorthern
Asia: Views from the Center and Periphery” in Nicholas Thomas and
Caroline Humphrey, eds. Shamanism, History, and the State (Ann

Arbor, 1994) p. 191.)

12 The broader phenomenon of the therapeutic manipulation of
world view in “primitive” as compared with contemporary cultures
is treated in E. Fuller Torrey, Witchdoctors and Psychiatrists:
The Common Roots of Psychotherapy and Its FutureNorthvale, N.J.,
1986). Unlike most accounts of transcultural psychiatry, which
concern themselves with relationships between disease complexes
and acculturation patterns, Torrey’s book examines the actual
treatment methods and the therapists themselves.

13 Claude Lévi-Strauss, Structural Anthropology Claire
Jacobson and Brooke Grundfest Schoepf, transl., (New York 1963),
Vol I p. 204.
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In likening the role of the shaman to that of his present-day
counterpart, Lévi-Strauss points out that both have the intent of
bringing toconscious levels theconflicts and interior obstacles
whose inaccessibility gives rise to the patient’s symptoms.
Specifically, the technique employs words as symbols for the
offending condition. It iseffective not because of the knowledge
as such that the words convey, “but because this knowledge makes
possible a specific experience, in the course of which conflicts
materialize in an order and on a level permitting their free
development and leading to their resolution.” (p. 193) The
therapist correctly names what is wrong, whereupon the client
comes into possession of a stable target for his efforts at
resolution, as well as possibly of an arsenal of techniques by
means of which to implement those efforts. Indiscussing the case
of an Indian woman cured by a shaman, Lévi-Strauss observes:
The shaman provides the sick woman with a language by
means of which unexpressed, and otherwise
inexpressible, psychic states can be immediately
expressed. And it is the transition to this verbal
expression...which induces the release of the psycho-
logical process, that is, the reorganization in a
favorable direction of the process to which the sick
woman is subjected. (p. 193, emphasis in original)
Lévi-Strauss’s approach is also of interest because its inherent

structuralist orientation supports the comparative method. If

universal structures underlie discrete events, then similar
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patterns observed in dissimilar cultures may be profitably
investigated by gradually unearthing the relevant invariances:
coincidingenvironmental influences, commonbrainstructure, and
a shared general semantic design. In Shevchenko’s case this is
particularly interesting, since the relative intercultural
structural identities extend to linguistic processes and
cognitive spaces which exhibit striking parallels between
expressedly shamanic literary works from ancient China and the
Kobzar. Moreover, both sets of verbal patterns appear to address
the needs of a recently-fragmented social hierarchy and the
resulting widespread decomposition of personal identity — an
explicit if less well known function entrusted to the shaman in
general.

Thus a working template of “the shaman in general” can be
educed from the work of these two great anthropologists. Drawing
on both the descriptive/historical and the structuralist
approaches we can map the essential features of shamanic
principles and their implementation, regardless of whether they
present themselves in ritual, political, medical or whatever
other terms at the level of outward manifestation. More current
studies have expanded on these foundations to derive a partial
consensus as to the determinative (if still somewhat abstract)

criteria to be used in shamanism’s definition.
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Considerably superior to the list supplied by Glosecki (see
note 9 in the present chapter), for example, are some suggestions

quoted by Geoffrey Samuel in 1990:

(1) shamans have access to alternate states of con-
sciousness and can produce these states at will, (2)
they fulfill needs of their community which otherwise
are not met, and (3) they are mediators between the
sacred and the profane, they are interpreters and
image-makers.

[shamanism] is a cult whose central idea is the belief
in the ability of some individuals chosen by some
spirits to communicate with them while in a state of
ecstasy and perform the functions of an intermediary
between the world of spirits and the given human
collective (collectivity).?®
Samuel devotes the ninth chapter of this book to “Shamanic
Mechanisms” and also describes the transformative processes
underlying “shamanic societies” on pp. 144-147. In a later work
he examines a specific instance of shamanism as a distinct
societal force, and arrives at a more rigorous characterization.
I use the term “shamanic” as a general term for a

category of practices found in differing degrees in
almost all human societies. This categoryof practices

4 Geoffrey Samuel, Mind, Body and Culture: Anthropology and the
Biological Interface (Cambridge University Press, 1990) p. 107,
citing Ruth-Inge Heinze (ed.), Proceedings of the Second Inter-
national Conference on the Study of Shamanism (Berkeley CA, 1985)
page iii.

* Geoffrey Samuel, Mind, Body and Culturep. 107, citing V. N.
Basilov, “Some Results of the Study of the Vestiges of Shamanism
in Central Asia.” Paper presented at the International Congress
of Anthropological and Ethnological Sciences, Intercongress,
Holland, 1981.
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may be briefly described as the regulation and trans-
formation of human life and human society through the
use (or purported use) of altered states of conscious-
ness by means of which specialist practitioners are
held to communicate with a mode of reality alternative
to, and more fundamental than, the world of everyday
experience.!®

An even more recent study, also scrutinizing Asian religions,
provides a similarly precise delineation, here in the course of
distinguishing shamanism from mediumship and spirit possession.

Adapting Hultkrantz’s definition of a shaman, we may
define a medium as a social functionary whose body
only, the person’s awareness suppressed while in an
ecstatic state, serves as a means for spirits to assist
and/or communicate with members of the medium’s group
in a positive manner. Hence, possession by malevolent
spirits ormalevolent possession is excluded fromthis
definition.?

(Note how the common threads in the above outlines are also bound
together by the shared portrayal of the shaman as a socially

engaged operative.)

On an external level, then, shamanism may be summarily
apprehended as being constituted from, and informed by, the

following three dominant invariances:

16 Geoffrey Samuel, Civilized Shamans: Buddhism in Tibetan
Societies (Washington, 1993) page 8. Emphasis in original.

17 Jordan Paper, The Spirits are Drunk: Comparative Approaches
to Chinese Religion (SUNY, 1995) p. 87, emphasis inoriginal. The
reference is to Ake Hultkrantz, “A Definition of Shamanism”
Temenos No. 9 (1973) p. 25. Although Paper positions her defini-
tion in terms of mediums, the context of the given excerpt and
indeed of the chapter from which it is taken clearly states that
this is specifically her understanding of shamanism per se.
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1. Ecstatic state.!® Also known as trance journey, dream travel,
metempsychotic flight, and by other names which are not exactly
equivalent toone another nor freely interchangeable. The ability
toenter ahighlyspecific conditionof consciousness sets shamans
apart from other ecstatics, healers, mystics, or seers. Other
kinds of practitioners may cultivate altered states, effect
cures, or control elemental forces, but it is the shaman alone who
engages primarily in “journeys of the soul.” Eliade wrote: “As for
the shamanic techniques of ecstasy, they do not exhaust all the
varieties of ecstatic experience documented in the history of
religions and religious ethnology. Hence any ecstatic cannot be
considered a shaman; the shaman specializes in a trance during
which his soul is believed to leave his body and ascend to the sky
or descend to the underworld.” (p. 5) Trance journeys typically
involve meetings with spirit familiars whichmanifest as animals,
usually birds.

Moreover, the shamanic journeys are pragmatic to the point
of being defined by their goals, what are often spoken of by
anthropologists as relating to placating angry spirits, guiding

lost souls, or the tribe’s quest for food. Such surface reportage

18 “Ecstasy” here does not refer to intense joy but to the
condition of “standing outside” of oneself—as the Greek roots of
the word suggest. Dissociation is thus the critical feature of
the shaman’s central act, and fromall reports it is seldom even
remotely pleasurable.

36



misses the deeper mission of the shaman, which is to restore
natural, psychological, or social balances disrupted by
interference from human or divine actions.

Thus an accurate if generalized definition of “shaman” can
be given as: A person who enters an altered state of consciousness
at will for the purpose of healing, gaining power, of acquiring
knowledge. The real-life induction or implementation of this
state, however, varies widely, so that the apparent multiplicity
of shamanic practice/procedure can obscure the essential unity of
the phenomenon. Detailed accounts of drumming, dancing,
chanting, and sensory deprivation £fill volumes of academic work
on the subject (Eliade devotes most of a chapter to the symbology
of the markings on shamans’ rattles, for example). Even more
numerous are studies of ritual drug use and literal dreaming —

natural or psychotropically assisted.!® Again, preoccupation

1 There have been several books devoted solely to religious
ethnobotany. Among the best-known shamanically oriented ones are
Weston LaBarr, The Peyote Cult, 5th edition (University of
Oklahoma, 1989) and Michael J. Harner, ed., Hallucinogens and
Shamanism (Oxford University Press, 1981), as well as the various
popularizations by R. Gordon Wasson. A great deal of public
interest was also generated by the initial volumes of the best-
selling fictional “Don Juan” series by Carlos Castaneda in the
early 1970s, so that in many people’s minds shamanism is
inextricably tied to ceremonial druguse. Current mass market and
academicpublications addressing shamanismcontinue to emphasize
thepresenceof hallucinogenic florainthereligious-ritualistic
experience of aboriginal societies. For a typical treatment of
the issues see Michael Rapinsky-Naxon, The Nature of Shamanism:
Substance and Function of a Religious Metaphor (SUNY, 1993),
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with surface features almost invariably cloaks the core process,
which is not (actual or imaginary) movement through space but
rather through mythic time.

2. Therapy. Of the many possible functions a shaman may
discharge —priest, politician, judge, prognosticator, medium,
and so on — it is his position as doctor that is called up most
often and which therefore defines him functionally above all the
others. Dealing with illness is the shamanic specialty par
excellence. Indeed, successfully dealing with his own inaugural
sickness often constitutes the transitional key in becoming a
shaman.

Although traditional shamans may certainly practice
physical medicine (massage, herbs, surgery) their primary role
always gravitates to psychological interventions — as Lévi-
Strauss observed. Exorcism, cathartic confession, the use of
placebos, and many other techniques have been documented and
described as representative. However, as with our understanding
of shamanic ecstasy, a less superficial operation substructure
awaits discoveryhere. Verygenerally in the shamanic world view,
all forms of suffering and “disease” are diagnosed as power-
lessness secondary to fragmentation or dissociation, be it

individual or transindividual. The remedy in all cases is to

especially chapters 5 and 6.
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restore power to the patient by effecting the peftinent
realignments: dietary, sexual, emotional — and commonly
linguistic. Descriptions of the ritual means include restoring
a vital soul, retrieving a guardian spirit, or instructing in
ceremonial practices that return power. Beneath these metaphors
lie symbolically mediated mechanisms of restoring social health
or political control whenever cultural resources come under
stress or are deleted.
The shaman, then, is recovering and reestablishing
equilibrium in many ways at the same time. As a
connection figure, he is at once the restorer of
balance and the symbol of the balance. In his cosmic
undertakings, his personal destiny mirrors his
profession and the microcosm and macrocosm are united
by his activities.?®
3. Initiation. Like much else, shamanism is often demarcated
through the specifics of its genesis. Standard scholarship
distinguishes several ways a person may become a shaman:

hereditary transmission, formal apprenticeship, and spontaneous

transformation (“calling”) account for the majority of cases. In

%0 Barbara G. Myerhoff, “Shamanic Equilibrium: Balance and
Mediation in Known and Unknown Worlds” in Wayland D. Hand, ed.,
American Folk Medicine: A Symposium (University of California
Press, 1976) p. 100. Asen Balikci gives a similar summary of the
shaman’s pivotal role at the hub of the tribe’s cosmology.
Speaking of (Inuit) Netsilik, he says: “The shamans where the
people who brought the world together.... In his role as
integrator, in a stream of symbolic effusions, the shaman gave
meaning toamultiplicity of situations which would have remained
inexplicable to society without his intervention.” The Netsilik
Eskimo (New York, 1970) pp. 237-238.
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the first two ways, arduous and lengthy training in shamanic
techniques, names and functions of spirits, mythology and
genealogy of the clan, secret language, etc. under the tutelage of
an experienced professional would be followed by additional
instruction directly from the inhabitants of the “spirit world”
with whom the business of the future practitioner will be. This
two-fold course of preparation either constitutes or is followed
by a rite of passage, which consisted perhaps of a protracted
series of ordeals. The ordeals very commonly occur in the context
of a quest, a period of solitary wandering undertaken by the
candidate and characterized by extreme physical hardships,
fasting, sleep deprivation,l and the like. The collective degree
of difficulty of this process stands in direct proportion to the
powers that can be subsequently called upon.

The third main avenue, becoming a shaman through seemingly
spontaneous ordination or self selection, is far from uncommon,
although some cultures believe graduates of this school to be
inherently less potent masters than those of the first two. Here
formal stages of preparation do not occur, the person is suddenly
presented with the ordeal or quest directly and (if they survive)
in consequence finds himself in possession of the appropriate
abilities. Sometimes the entire experience occurs in an ecstatic

or dream state; an 0ld Testament echo of this is in Numbers 12:6—
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“If there is a prophet among you, I the Lord make myself known to
him in a vision, I speak with him in a dream.” Regardless of the
manner of selection, the essence of the shaman’s transitional
ordeal remains a profound personal crisis or trauma, generally
psychic or spiritual, but always with a medical component. The
true significance of this initiatory illness is that the shaman
cures himself as proof of his immanent therapeutic abilities, in
particular the ability tomanage and resolve episodes of distress.
Theinitiationcrisisusuallyannounces itselfshortlyafter
adolescence, with an onslaught of peculiar psychological and
somaticexperiences includingat least heightenedsensitivityand
perception but usually encompassing seizures, unconsciousness,
erratic —even life threatening —behavior and grave idiopathic
intractableillness. Symptoms typicallybecome so severe that the
process is openly referred to as one of death and rebirth.®
Hallucinations of dismemberment and reconstitutionare standard,
and are commonly explicated by psychologists as signs of identity
transformations secondary to real or imagined trauma.

Such, then, are the more-or-less universal surface features

2l phis is exactly the experience Shevchenko describes in his
poem “N. N.” (“Meni trynadtsiatyjmynalo...”); see thediscussion
beginning on page 81 in chapter four.
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of shamanism as they are reported by the scientific literature.??
Of them, the most germane to the question of Shevchenko’s
spiritual-textual faculties turns out to appertain to the
therapeutic aspects —although both the shamanic initiation and
the dream-flight are clearly attested in his verse.

But it is not only these formal isomorphisms which count
towards an understanding of the shamanic literary mode. For
although personal experience is the prime determinant, shamanism
is not mere experience but directed experience. Just as one can
have shamanic experiences without being a shaman, so an
appropriately configured assembly of select sensibilities found
within a given individual may set off a series of effects
consistent with those following “official” shamanic ministra-
tions. Experiential directedness, in other words, provokes
reactive cascades in those exposed to them. The nature of such
reactions will vary with the medium through which the shaman’s

experiential performance is discharged. In the case of

2 widespread and uniform though these features may be, thereis
no evidence that the shamans themselves are a homogenous group.
Beyond the attributes enumerated, a practicing shaman almost
invariably specializes. The degree of a shaman’s personal stake
in the outcome of hisministrations varies from complete altruism
tooutright rapacity, sometimes in the same person. Resistance to
the profession’s summons is common, so that the shaman may
practice only infrequently or with reluctance. An adequate
discussion of these and other circumstances leading to the huge
range of shamanism’s observed instances lies beyond the scope and
purpose of this paper.
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Shevchenko, of course, the medium is literary and hence
linguistic. So the links between shamanism-as-performance and
shamanism-as-(psycho)therapy need to be elucidated beyond the
simple descriptions normally accorded them by religious
historians.

In cultural settings employing shamanism as a primary
bulwarkagainstillness, the therapiesusedtendtobe “religious”
in nature, meaning that the signs and symptoms are accounted for
no so much through the procedures of bioscience (the patient’s
history, examination, andclinical diagnosis) but rather in terms
of “supernatural” forces and entities. It has already been noted
that the shaman’s initiatory illness, while recognized as
madness, has been seen as an inspired condition indicating
blessing andpriestly induction, rather than as a syndrome in need
of a cure. Furthermore, research on “religiously”-based
morbidity and its antidotes indicates that many of the problems
encountered are not strictly speaking psychiatric at all, that
what is regarded as healing does not necessarily extend to removal
of symptoms. Instead, a change in the meaning the patient
attributes to the illness occurs. In other words, in at least some
cases the mechanisms of religious healing and conventional
psychotherapy do not coincide.

This observation corresponds to the distinction between
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“disease” and “illness,” two fundamental categories for
conceptualizing failures of health. Disease refers to the
biophysical condition as interpreted through a medical system’s
paradigm; illnessmeans theindividual’s social andpsychological
response to his or her perceived biophysical condition. Thus it
is possible to have disease without illness (as for example
asymptomatic hypertension), or to experience illness without
disease (hypochondria).®® “Scientific” medical systems are
focused almost exclusively upon diseases, with the social and
psychological components of sickness generallyeither ignored or
delegated toother specialists. Dealingwithillness, bycontrast
(and sometimes by default), is more often the province of non-
allopathic healing systems.

Given that the findings of social constructivism suggest
that all experience is shaped by cognitive schemas and social
practices, illness experience would seem to depend on processes
of interpretation that impart meaning to signs, sensations, and
the accompanying concerns. It does not matter whether these
perceptions are acute and well-formed or indistinct and
subliminal; the meanings given to symptoms and distress can

transmute suffering by modulating the degree of disorder and

23 These and similar ideas are developed more fully in Meredith
B. McGuire, “Words of Power: Personal Empowerment and Healing”
Culture, Medicine and Psychiatryvol. 7 (1983) p. 221.
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confusion that exacerbates affliction. In cases where internal
turmoil alone brings about malaise, recovery should be reducible
to finding ways to restore inner repose and to reorientate the
patient. When imbued with specific meanings, illness becomes in
part metaphor, arhetorical resourceexploitable inthe search for
precisely the alteration in perceptual psycho-social response
which will decisively mitigate the malady.

Shamanic intercession into indisposition, then, becomes
first a search for illness meanings which will minimize
discomfort, and next a way to lend authority to those meanings, to
infuse them with rhetorical force, perhaps by limiting the field
of possible meanings available to a sufferer. Tensionbetween the
patient’s socially-mediated view of his or her ailment and the
healer’s personal authority in co-interpreting that view lies at
the heart of the shamanic negotiation of illness meaning. This
tension exists both between subject and agent, and within each
participant in the therapeutic encounter, since each faces the
problemofclarifyingillnesssignificationpersonally. However,
the fundamental experience is not symmetrical due to the power
disparityof social roles anddifferences in outcome consequences

for doctor and client.?

%4 The above lines of argument are abstracted primarily from
Lawrence J. Kirmayer, “Improvisation and Authority in Illness
Meaning” Culture, Medicine, and Psychiatryvol. 18 (1994) p. 183.
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How do shamans arbitrate the apprehension of illness
meaning? Regardless of the physical paraphernalia employed (and
as attested by Eliade and others, this just by itself allows a
profusion of possibilities), there is invariably also a focus on
ritual language use. In this context, words and speech events are
believed to have special efficacy in themselves — that is, an
inherent power separate from and in addition to their semantic
(meaning) aspect. Insofar as there is growing evidence in the
medical and sociological literature that illness and disease are
closely linked with issues of power and domination,?® it stands to
reason that one of the key factors in treating illness will be the
mobilization of power resources. Reasonably this may involve
enhancing the individual’s sense of personal empowerment —
strengthening existing internal or external sources or finding
new ones.

Ritual language functions as a primary mobilizer of
empowerment because it both represents and objectifies power—in
part areflection of its ontological duality as cultural artifact
and as a sequence of fixed sounds or graphics at once. Ritual
language also sheds light on the operative cosmology of an

individual or group, and produces a sense of power e.g., by naming

23J.D. Freund, The CivilizedBody: Social Domination, Control,
and Health (Temple University Press, 1982).
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the causes of a problem. These two themes of power and order are
critical for interpreting the use of ritual language in healing.

The power brokering and structure/order inducing capacityof
ritual language may be examined in terms of three facets: (1)
language as an objectification of power, (2) transformative
functions of ritual language, and (3) ritual language as healing-
performance .

Power is likely the fundamental commodity in interpretative
healing. From this perspective, the treatment of illness comes
down to the reestablishment of a balance of power by weakening the
antagonist’s potency or by augmenting the victim’s strength. The
process may be arbitratedbyaritual object (as amediumof Grace,
for example) or through ritualized language (prayers, mantras,
spells).

Two properties of language recommend it for embodying power.
On an everyday level, words serve as a vehicle for conveying
emotions, insights, experiences etc., fromon person to another,
thus effectively altering a portion of the audience’s reality
without apparently “touching” it. As threats, exhortations,
entreaties, promises and other sundry utterances, words can

secure astounding and immediate alternations in behavior, also

%6 this formulation is adapted from the discussion on page 222
of Meredith B. McGuire, “Words of Power: Personal Empowerment and
Healing” Culture, Medicine and Psychiatry vol. 7 (1983).
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with no visible physical instrument. Second, language displays
considerable power inits seeming autonomy inexternalizing human
experience. Without necessary basis in the real world, verbal
constructs nevertheless reflect and control it—yet are in no way
beholdentoit. Themanifest power that words possess coupledwith
their ease of creation and transmission give rise to the concepts
of “words of power” and her;ce to their attendant rituals.
Transformation. Ritual words’ metaphoric and metonymic
functions enable them to act as surrogates, having reference both
to the original object and to the symbolic object. A theory of
health may be developed that identifies sickness as the eruption
of conflict and divisiveness of the social system, thus casting
the condition of the sick person as only symbolically expressing
the circumstances in the larger social body. For example,
bringing the “head” of the family (i.e., the proper father/husband
authority figure) into correct alignment with its other members
(the “body”) may serve to alleviate their individual health
problems. Inevoking these dual meanings, ceremoniallypatterned
language uses explicit healingmetaphors. Subjects are typically
instructed to envision something of which they want to be free
(pain, fear), then to manipulate the images so as to “dissolve”
them or “release them into space.” Relief from symptoms follows.

Such guided visualizations employ words at two distinct but
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parallel levels of meaning, with the subject invited toexperience
a change in one as simultaneous with—that is, linked to—a change
in the other. 1In this way, a change in a description is equated
with a change in substance.

Ritual language also transforms perception through its
boundarymaintenance function. If anindividual or group observes
the world as a place of grave disorder, then avoiding pain and
suffering might involve moving the defense perimeter so as to
exclude external chaos. Verbally adjusting the us/them border
serves as a kind of semantic immunology, bolstering the self/non-
self barrier in order to keep out “evil” or competing ideologies.
Exorcisms, affirmations, and manifestos are typical examples of
such formulaically mediated transformations.

Performance. Instances of spoken ritual language may be
viewed as “performative utterances”: saying the words out loud is
an action carrying force which is in addition to their other
properties. In part this is based on a “vibrational” theory of
reality, wherein exposure to specific frequencies of, say, sonic
energy may be baleful or benign. Written down, the potency of
these word sounds is only made latent, not diminished. But more
important is the idea that assertion of order can bring about
administration of order. If illness is not somuch a “thing” as a

way of describing (i.e., speaking about) anindividual’s reaction
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to his or her society’s particular symbolization of power, then
clearly incursions into the integrity of that symbolization (for
example economic stress or rapid social change) will lead to a
sense of powerlessness. Since the basis for the shaman’s
technology is the ability to distinguish key structural symbols
and tomove theminto a proper relationship (that is, to (re)create
order), the capacity to establish order is at the root of the
healing process.

Understanding this process’s efficacy requires the
construction of a hermeneutic of cultural rhetoric at work in the
discourse of healing. The notion of a rhetoric contributes the
acknowledgment that healing is contingent upon a meaningful and
convincing discourse bringing about a transformation of the
phenomenological conditions under which the patient lives and
experiences distress. It can be shown that this rhetoric
redirects supplicants’ attention to new aspects of their actions
and experiences, or persuades them to attend to accustomed
features of action and experience from new perspectives. Since
such attentionconstitutes the meaning of those experiences, this
redirection of focus amounts to the creation of newmeaning for the
supplicant. To the extent that this new meaning encompasses the
person’s life experience, healing creates a new reality or

phenomenological world. As he or she comes to inhabit this newly
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refurbished world, the supplicant is healed not in the sense of
being restored to the state in which he existed prior to the onset
of illness, but to the sense of being rhetorically “*moved” into a
state dissimilar from both pre-illness and illness reality. The
key interpretive task is to show how this reality is constituted
as a consequence of transformation of pre-pathological and
pathological realities.?

In considering the mobilizing link between the rhetorical
aspect of discourse and the therapeutic one, it seems reasonable
to expect the healing-semiotic transformations to operate on
multiple levels. Not only rhetorical, but any appropriately
formulated rearrangement of the symbolicmatrix should act onboth
the social level of persuasion and interpersonal influence, and
the cultural level of meanings, symbols, and styles of argument.
To the extent that the symbolic matrix is textually located, its
custodians include legislators and the judiciary, educators,
priests —and writers. All but the last of these groups either

create, protect, or propagate the status quo, and are therefore

?7 One of the most influential papers describing the above
processes is Michael J. Csordas “The Rhetoric of Transformation
inRitual Healing” Culture, Medicine, and Psychiatryvol. 7 (1983)
p. 333. Csordas describes his field work studying “psycho-
therapeutic ritual” among Catholic Pentecostals, the core tasks
of which are to create 1.) a predisposition to healing 2.) the
experience of empowerment, and 3.) the perception of personal
transformation.
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necessarily conservative; 1literary artists, by contrast,
normally have (and actively exercise) a choice of how they will
relate to the existing cultural environment. Those of them who
experience that environment as unbalanced, polluted, endangered,
or otherwise servingas a source of grief for its inhabitantsmight
be moved to correct —linguistically —its parameters. If they
avail themselves of exterior cognitive spaces in their quests for
corrective counter-parameters, theymaybe dependably identified

as practitioners of literary shamanism.
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Chapter Three

LITERARY SHAMANISM

“In the beginning was the Word...”
—John 1:1

“Literary shamanism” is a union of a critical-theoretical term
withamedical-anthropological one. Together theyconnotearealm
within which it becomes meaningful to discuss what may be regarded
as the “semiotic pathology” of 19th century Ukrainian self-
perception and the impact of Shevchenko’s verse on that
pathology.! It further provides a framework for discussing how
the composition of certain literary artifacts can function to
induce discursive restructuring in their audiences, especially
where such audiences are appropriately predisposed.

Of course, the phrase “semiotic pathology” as applied to

! The notion of a collective deviation from the healthy
development of collective identity among Ukrainians is not
original with this thesis. Ralph Lindheim and George S. N. Lucky]j
(eds.), Towards an Intellectual History of Ukraine: An Anthology
of Ukrainian Thought from 1710 to 1995 (University of Toronto
Press, 1996) have this tosayonp. 46 of their introductory essay:

Healing canonlybegin with courageous admissionby the
Ukrainians of their debilitating psychic malady. If
they no longer deny the extent and complexity of the
disease, then perhaps they will come to feel the shame
that stirred Shevchenko and even the raged ignited in
him whenever he used the word ‘Little Russian.’ Only
after they confront fully the slave mentality imposed
on thembut also supported by them can they beginon the
road back to statehood...

This passage discusses anarticleby IevhenMalaniuk (p. 325 of the
same volume) concerning these and related issues.



representational structures suchasmyths or literary texts isnot
a diagnosis but a metaphor. It furnishes helpful analogies to the
organizing principles that govern an essentially verbal design,
and directs our attention to the dialectic of health and sickness
exhibited by specific poetic objects, as well as the culture’s
responses to them. Theprincipal taskis todistinguishaliterary
modality whose fundamentai characteristicsbring about precisely
the rhetoricallymediated “shift” into defragmented or realigned
cognitive spaces. If the writer is furthermore able to construct
his or her speech acts so as to induce similar perceptual
relocations in the reader, then the process becomes shamanic
throughout.

A systematized understanding of such subtly interstitial
textual modalities is pointedly absent frommainstream literary
studies, possibly because questions of rhetorical import and
poetic psychodynamics have not been traditionally framed in
personal-transformational terms. As seen in the previous
chapter, almost all of the investigative work here has been in
behavioral therapeutics and medical anthropology. This
insufficiency of conceptual framework in turn mirrors the as-yet
inadequate formulation of shamanology as a distinct arena of
scientificinquiry apart fromethnology, and of the shaman-figure

as a legitimate target for hard research (as opposed to the routine
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cataloqguing of shamanic paraphernalia).

The present monograph does not set out to generate a
comprehensive theoretical foundation of this kind. However, in
endeavoring to attest to a shamanic mode in Shevchenko, it can
suggest ways of thinking about a methodological substructure.
Some work, however sporadic, has already been done on literary
texts as shamanic artifacts, and at least a few ideas have been
proposed and positioned. These will serve as a point of departure

for subsequent discussion.

The association between literary creation and ecstatic
transport was intuited from earliest times. Plato was cognizant
of the poet’s role as seer and of that role’s dependence on the

attainment of non-ordinary states.

For the epic poets, all the good ones, have their
excellence, not for art, but are inspired, possessed,
and thus they utter all these admirable poems. So it is
also with the good lyric poets; as the worshiping
Corybantes are not in their senses when they dance, so
the lyric poets are not in their senses when they make
these lovely lyric poems. No, once they launch into
harmony and rhythm, they are seized with the Bacchic
transport and are possessed... [Flor apoet is a light
and winged thing, and holy, and never able to compose
until he has become inspired, and is beside himself and
reason is nolonger inhim. So longas he has this inhis
possession, noman is able to make poetry or tochant in
prophecy.?

2plato, Ion 534ab (Lane Cooper, transl.), inEdithHamiltonand
Huntington Cairns, Plato: The Collected Dialogues Bollingen
Series LXXI (Princeton, 1961) p. 220. Inthis dialogue Plato also
proposes his analogy of the magnet to explain both audience
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Classical antiquity understood art as a product or facet of
“*a man-made dream for waking eyes,” which state arises at the
interface of the physical world and “divine contrivance. "3
Plato’s basic ontology, that of Form or Idea, displays the same
hierarchic structure as shamanic cosmology: events indream-time
have primacy or causative force over events in “real” (ordinary)
life, are prototypes from which the empirical world is fashioned.
The Platonic doctrine of artistic mimesis rests on a similar
model, wherein an object of artistic creation is only a shadow, an

imperfect approximation of an entity at a “higher” plane of

existence.® Thus there is a link between one of the earliest

response and how artists influence one another.

“Well, do you see that the spectator is the last of the
iron rings I spoke of, which receive their force from
one another by virtue of the loadstone? You, the
rhapsodist and actor, are the middle ring, and the
first one is the poet himself. But it is the deity who,
through all the series, draws the spirit of men
wherever hedesires, transmitting the attractive force
from one into another.” (536a, pp. 221-222)

This is not merely an affective theory. Plato suggests that the
quality he calls “possession” is actually transferred to the
audience (he has Socrates explain that this possession is more in
the nature of “being held fast” by, say, Orpheus or Homer) .

3 plato, The Sophist 266bc. Another termused in this passage
is “dream images.”

4 Of course there are differences in intellectual position
between the later and earlier dialogues, the dividing line being
approximately Theaetetus (ca. 368 B.C.). The theory of Forms
belongs to the early period.

56



intellectual formulations of the nature of art and the shamanic
world view. Both posit multiple — or more exactly bipolar —
spheres of reality, and both charge a human intermediary with the
task of making journeys between these spheres to bring something
back with them.

Departing perhaps from this point, some researchers have
essayed arguments for an even more primordial role for shamanism.
According to these, archaic proto-shamanic visual imagery (such
as that in the famous paleolithic cave paintings of western
Europe) may be the antecedents of human speech and hence
consciousness as we know it today.

The mythmaking mind exhibits a sort of consciousness of

therelationshipbetweenits product and the phenomenon

of language, though characteristically it can express

this relationship not in abstract logical terms, but

only in images. It transforms the spiritual dawn which

takes place with the advent of language into an

objective fact... This emergence from the vague full-

ness of existence into a world of clear, verbally
determinable forms, is represented in the mythic

mode .’

A related but somewhat more plausible idea coming fromE. T. Kirby
(as one example among many others) situates shamanic ritual as the
forerunner of the dramatic literary forms. He actually argues

that historically allentertainment arts—puppetry, acrobatics,

SErnst Cassirer, Language and Myth (N.Y. 1946) p. 81. See also
Anne Bancroft, Origins of the Sacred: The Spiritual Journey in
Western Tradition (London, 1987) for an argument submitting a
shamanic origin for all religion.
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conjuring, ventriloquism, clowning (to say nothing of dance and
stagecraft) —established themselves as adaptations of shamanic
activities. ™“In a sense, shamanistic ritual was the "“great
unitarian artwork” that fragmented into a number of performance
arts, much as Wagner believed had been the case with ancient Greek
tragedy.”® Kirby clearly lays out the affinity of the core
mechanism underlying both pursuits: “The fundamental relation-
ship of shamanism to the performing arts of aprimitive culture is
most often established by its relationship to the dream and to the

dream-like psychotic episode which lie at the source of

creativity.”’

Kirby also ties together the curative and audience-response
aspects of the two performative modalities.

That shamanic performance may be considered the ur-
theatre or prototheatre implies a very important
distinction. Shamanistic ritual is unlike rites-of-
passage or other forms of what may be called ceremonial
ritual in that it depends upon the immediate and direct
manifestation to the audience of supernatural pres-
ence, rather than its symbolization. All ritual and
ceremony can be theatrical, but the theatricality of
shamanistic ritual is related to its function in a
particular way. In order to effect a cure of the
patient, belief in what is happening must be held,

®E. T. Kirby, “The Shamanistic Origins of Theatre” The Drama
Reviewvol. 18 (March, 1974) p. 6. Kirbyrejects theories of drama
as rooted in mime or play as not having “actual anthropological

validity.” (p. 14)

" E. T. Kirby, Ur-Drama: The Origins of Theatre (New York
University Press, 1975) p.20.
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reinforced, and intensified, not only in the patient,
but in the audience as well, for their experience con-
tributes directly to theeffect. The audience actively
reinforces the experience of the patient, and its own
belief in a particular world view or cosmology is in
turn reinforced by direct experience of it. Shaman-
istic theatre, founded upon manifestation of super-
natural presence, developed fromasmall curing seance,
which in effect needs only patient and shaman as par-
ticipants, but actuallydepends upon anaudience. This
leads to more elaborate curing ceremonies and to
rituals and trance dances for curing, exorcism, and
other purposes. This complex develops finally into
performances which are purely theatre, spectacles from
which the functional element has disappeared. (Kirby,
Ur-Drama pp. 2-3)

Despite the questionable claim that “the functional element
has disappeared” from theatrical performance, ideas like Kirby’s
are completely congruent with the Platonic account of artistic
genesis, an account which influenced subsequent thinking on the
subject very deeply.

A widespread initiative towards geographical exploration
and description of remote lands in the early 18th century quickly
led to an intense interest in things shamanic, especially among
European intellectuals .® Johann Gottfried Herder was one of the
first to introduce the newly-arrived information into his
theories of literature. In his impassioned and influential

privileging of the Volksgeistwhen laying the foundations for what

® A very detailed study of the entry of the shamanic phenomenon
into the consciousness and academic practice of Europe can be
found in Gloria Flaherty, Shamanism and the Eighteenth Century
(Princeton University Press, 1992).
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would become nationalistic-Romanticism, Herder located in the
shaman precisely Plato’s divinely magnetized intermediary
responsible for binding together human culture.
Do you believe that Orpheus, the great Orpheus,
eternallyworthyof mankind, the poet inwhose interior
remnants the entire soul of nature lives, that he was
originallysomethingother thanthenoblest shamanthat

Thrace, at the time also northern Tatary, could have
seen?’

Herder’s thesis propounded shamanism as a factor crucial to the
survival of all human societies. He considered shamans
responsible for creating order out of chaos, for originating
music, medicine, codes of behavior, writing—all the things that
contributed to stable social frameworks.!® As the inventor of the
alphabet, the shaman retained control over magic words, spells,
incantations, a legacy that Herder saw passing from the ancient
sacerdote into the hands of the contemporary bard in an unbroken
line. In an essay appearing in Deutsches Museum in 1777 (“Von
Ahnlichkeit der mittlern englischen und deutschen Dichtkunst,
nebst Verschiednem, das daraus folget”) he equated writers like

Chaucer, Spenser, and Shakespeare with the magically empowered

9 Johann Herder, Sdmmtliche Werke, Bernhard Suphan, ed.
(Berlin, 1883) vol. 25p. 84. The English translations are taken
fromGloria Flaherty, Shamanism and the Eighteenth Century. Here
and elsewhere when referring to shamans Herder used the German
word edel to mean not merely “noble” but also just, humane, and

magnanimous.
1 Herder, Sdmmtliche Werke, Vol. 6, pp. 284-5
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skalds and bards of earlier ages in northern Europe. Herder even
postulated a line of descent from the most archaic shamans of the
East to those like Orpheus and then on to the Romans, and from them
to the troubadours and minstrels of the European Middle Ages.!!
In addition to producing, nurturing, and protecting
civilization, Herder’s shaman-poet could also have positive
effects on an individual’s psychology and even physiology. In
Ueber die Wiirkung der Dichtkunst aufdie Sittender Vilker inalten
und neuen Zeitenhe conflated the poet, shaman, andmediator as the
channeler of language that enables human beings to open up to
things greater than themselves. Such collective participation,
he argued, increased the profundity of the poetic experience.?
Herder’s preoccupation with the promotion of the shaman’s

role in human culture and especially language did much to position

! Herder, S&mmtliche Werke, Vol 9, p 531.

For Herder, the artist was a shaman, that is, a poet,
singer, actor, prophet, seer, healer. He cited numerous
illustrations from different cultures in several
epochs, but he repeatedly came back to the original
singer, Orpheus, as the epitome of the shaman. ..
[Tlhe Greekpoets, hemaintained, were never completely
separated from nature, they were all “edle griechische
Schamanen.”

(Gloria Flaherty, “The Performing Artist as the Shaman of Higher
Civilization” MLNvol. 103 no. 3 (April, 1988) p. 535.)

12 Herder, Sdmmtliche Werke, vol. 8, p. 340. The original work
was composed in 1778.
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the poet as the carrier-expounder of themythical, theirrational,
and the natural. His most complete summary of shamanism, Ideen zu
einer Philosophie der Geschichte der Menschheit, was if not
actually written with Goethe’s help, then at least regularly
discussed with Goethe during its composition and re-read by the

poet in its published version.?®?

For his own part, Goethe also believed firmly in the role of
spiritual forces in literary creativity, and spoke of this in a
manner similar to that of Plato in the Ion. “Inpoetry, especially
in that which 1is unconscious, before which reason and
understanding fall short, and which therefore produces effects
far surpassing all conception, there 1is always something
demonic.”!* 1In this connection Goethe named Raphael, Shake-
speare, and Mozart, as well as Benvenuto Cellini, a writer who
described his visions and out-of-body experiences in his
autobiography (which was translated by Goethe) as “movements
between worlds.”

Goethe familiarizedhimselfwithshamanismthroughboth fact

and fiction, and freely availed himself of this knowledge in his

13 petailed in Goethe’s letter to Wieland of April 1776; Werner
Dankert, Goethe: Der Mythische Urgrund seiner Weltschau (Berlin,
1951) p. 163.

4 Goethe, Conversationsp. 527. Gedenkausgabe March 8, 1831,
24:472
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own literary productions. The protagonist of his famous Die
Leiden des jungen Werthers, for example, exhibits a veritable
catalogue of easily recognized shamanic characteristics,
including the propensity to ritualized play-acting, fantasy,
excessive emotional introspection, trances, animistic beliefs,
flight dreams, somnambulism... All of Werther’s existence is
suffused with the very elements which to the 18th century mind
constituted the essence of shamanism. In fact, Goethe’s fictional
characterexemplifiesexactlyanunsuccessful shamanas described
by participants of the numerous “academic” expeditions of the
time.

All the trancelike states that Goethe has his Werther

work himself into fail to unleash the kind of poetic,

musical, mimetic, and dramatic gifts that might enable

him to cure his own self-induced madness and self-

destructive tendencies. Nor is Werther capable of

transmitting his trance to others so that something

generally beneficial results for the whole tribe or

society.!®
Quite a number of Goethe’s works (Der Zauberlehrling, Epimenides
Erwachen, Wilhelm Meisters Lehrjahre, to name just a few) abound
in shamanic themes and motifs, especially those having to dowith

acting and drama. Examining the interplay of these elements

allows a subspecies of myth-critical or archetypal hermeneutics,

15 Gloria Flaherty, Shamanism and the Eighteenth Century p.
178. As will be seen, Shevchenko also shows some clear
characteristics of a shaman manqué.
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which may point to the presence of shamanic conditions in the
writer’sown life, and hence to shamanic circumstances contribut-
ing to a given work’s composition.!®

If writers like Goethe could mine their own (largely
intellectual) understanding of shamanism to create correspond-
ingly endowed characters and situations, it was not a great feat
for others to essay recreating the shamanic experience for and
within themselves in order to enhance literary creativity. An
almost studied example is that of Arthur Rimbaud. Where “tradi-
tional” shamans expanded and strengthened their perceptual
faculties through hallucinogens, solitude, and sensory depriva-
tion, Rimbaud used opium, hashish, alcohol, and sex in order to
circumvent the rational mind and thus to obtain a vision of non-
ordinaryreality. In a letter tohismentor Georges Izambard, the
poet wrote:

I am degrading myself as much as possible. Why? I want

to be a poet, and I amworking to make myself a seer....

It is aquestion of reaching the unknown by the derange-

ment of all the senses. The sufferings are enormous,

but one has to be strong, one has to be born a poet, and

I know I am a poet. This is not at all my fault. It is
wrong to say: I think. One ought to say:; people think

¢ Goethe’s Faust is examined in exactly this way in chapter
eight (“Faust, the Modern Shaman”) of Flaherty’s book. Brief
summaries of shamanic readings of some of his other works appear
in the 7th chapter (“Shamans in Goethe”) as well.
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me. Pardon the pun.'’
Rimbaud’s ensuing ecstatic experiences find concentrated
expression in the fragmentary and highly ambiguous Illuminations
(1872), a book which changed the course of French poetry in the
late nineteenth century. Rimbaud understood that the visions he
brought back necessitated a new language, one which would reflect
whatever non-ordinary reality needed to be interpolated into the
existing symbolic order. The “Illuminations” are a series of
flashes, similar to stream-of-consciousness, which are in part a
rendering of the author’s hallucinatory voyages to the lower and
upper realms of non-ordinary reality, and are comparable to
shamanic accounts of similar journeys.

At a tremendous distance above my subterranean room,

houses grow like plants, and fogs gather. The mud is

red or black. Monstrous city! Endless night!

Not so high up are the sewers.... Perhaps there are pits

7 Arthur Rimbaud, Complete Works, Selected Poems, Wallace
Fowlie, transl. (University of Chicago Press, 1967) p. 303.

Maintenant, jem’encrapule lepluspossible. Pourquoi?
Je veux étre poéte, et je travaille a me rendre
voyant... Il s’agit d’arriver & 1l’inconnu par le
déréglement de tous les sens. Les souffrances sont
énormes, mais il faut étre fort, étre né podte, et je me
suis reconnu poéte. Ce n’est pas du tout ma faute.
C’est faux de dire: Je pense. On devrait dire: On me
pense. Pardon du jeu de mots.

The pun is “penser” (to think) and “panser” (to groom a horse) .
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of azure and wells of fire?'®
Rimbaud’s poetic narrative is correlative to a shamanic trance-
journey not only in its description of the upper and lower regions
of consciousness and myth-time, but also because he saw these
regions as structured into various levels.

Another shamanic theme in the “Illuminations” is the poet’s
taking on animal forms, the very shape-shifting that figures so
prominently in the practices of professional shamans.

Reality being too prickly for my lofty character, I

became at my lady’s a big blue-grey bird flying up near

the moldings of the ceiling and dragging my wings after

me in the shadows of the evening.

At the foot of the baldaquino supporting her precious

jewels and her physical masterpieces I was a fat bear

with purple gums and thick sorry-looking fur, my eyes

of crystal and silver from the consoles.!®
Shevchenko’s descriptions in this regard include conversations
with animal spirit-familiars, receiving counsel from them with
respect to specific questions.

Rimbaud could not sustain the intensity of the transitions
between worlds and instead opted for a career as gunrunner and
slave trader. In the “Farewell” section of “Une Saison en Enfer”

he noted: “I who call myself magus or angel, exempt from all

morality, am thrown back to the earth, with a duty to find, and

'® Rimbaud, Complete Worksp. 175, 177.
¥p. 227
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rough reality to embrace! Peasant!”?® Although no longer
interested in undergoing a “derangement of all the senses”
himself, Rimbaud still held to the idea, shared with Baudelaire,
that genius lies not so much in the power of invention as in the
faculty of perception. Speaking about Baudelaire in one of his
letters, Rimbaud shows his awareness of the difficulties innate
in inhabiting multiple worlds and having to struggle with novel
ways of expressing what he finds in the “unknown” ones among them.
But since inspecting the invisible and hearing the
unheard of is different from recovering the spirit of
dead things, Baudelaire is the first seer, king of
poets, a real god! And yet he lived in too artistic a
world; and the formsohighlypraisedinhimis trivial.
Inventions of the unknown call for new forms.?
Rimbaud’s vision of the poet as a trance-journeying seer are
consonant with (and indeed contribute to) the standard features
to which the poetics of late Romanticism lay claim. How such an
insight may also transcend these claims will be examined in
chapter seven.
The validity of shamanic reading of literary texts grounds

itself not only in attesting elements identified by anthropol-

ogists as belonging to a particular magico-religious repertoire,

20 p. 209. Shevchenko too had the peasant as one of his two
antipodes which between them generated his shamanic states.

21p. 311. In the same letter Rimbaud talks about the perils of
poetic soul-journeys, explaining that when a writer reaches “the
unknown, “ “he ends by losing the intelligence of his visions.”
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but also in confirming that those elements relate to one another
in explicit ways, i.e. participate in a system exhibiting
functional shamanic traits. Thus it is not enough that a literary
character or his creator should enter trance states or consort
with animals; the trance has to be a quest-for-knowledge journey,
and the animals should performduties of guides or teachers. Where
such schemes can be demonstrated, there is a prima facie case for
examining the text from a shaman-oriented perspective.

Even more usefully than pointing out the reflexes of
shamanism in collections of literary objects, a shamanically-
oriented hermeneutics correlates these textual loci with social
or psychological contexts which might be expected to call for
restorative manoeuvers. Such contextsmight locate themselves in
the writer’s psychology or political situation, with the former
at times being induced by the latter. Typically, this dynamic
manifests duringperiods of excessivelyrapid or intense metamor-
phosis, change which does not allow for timely assimilation and
thus threatens to disrupt the stability of prevailing arrange-
ments. When the disruption affects a symbolic order (personal,
institutional) and grows severe enough, the underlying myth-
structures may be threatened. The disruption may be quelled and
mythic integrity restored by enlisting the services of a

mythopoetic specialist, one skilled in reconditioning outdated
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symbolic structures to better accord with immediate circum-
stances: a priest, psychiatrist, prophet —or poet.

Such situations arise particularly in times of crisis,
moments of (perhaps ritual) progressionbetween structural states
or in the decisive “rites of passage” in personal or collective
history. Established systems find the lability of such moments
threatening, and try to counter their effects by turning to (or
establishing) stable social structures, such as churches or other
tradition-oriented institutions. Yet during the passage between
structural states —when a culture is in rapid disintegration or
historical flux—the individual visionary can provide solutions
to social problems with which the establishment seems ill-
equipped to deal. During the visionary trance such a person
manages to formulate the internally satisfying patterns he needs
to achieve equilibrium. If enoughelements of this new structure
attract the wider community and awaken sympathetic responses
through the visionary’s charisma or (as in the case of Shevchenko)
a written account of his experiences, a coterie of devotees forms
and a cult following ensues.

Modern scholarly investigations of literary shamanism are

neither widespread nor entirely unknown.?* One eminent poet to

22 A few poets have had monographs devoted to the shamanic
aspects of their poetry (for example George B. Hutchison, The
EcstaticWhitman: Literary Shamanismand the Crisis of Union, Ohio
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whom all the above parameters-—shamanic motifs, experiences, and
function (i.e., that of restoring original personal and public
psychological balance) —have been shown to apply is W. B. Yeats.
Ted Spivey details Yeats'’s technique of cyclic withdrawal and
return to the world, his awareness of the relationship between
personal purification (struggle withpsychic illness) and liter-
ary creation, and specific instances of trance-journey later
described in numerous poems.
Yeats records in “Demon and Beast,” and other poems,
moments of liberty and joy, which testify to his
ability to enter, briefly at least, into the shamanic
ecstasy.... Byending the poemwith a reference to St.
Anthony, Yeats reveals the kind of modern shamanic
vision that we find in both Eliade and Jung, a vision
which allows them in their work to move freely from
their own moments of higher consciousness to inspired
insights into many different spiritual traditions.?®
Spivey also finds recreations of shamanic rituals in “Sailing to

Byzantium,” personal experience of apocalyptic death-and-~

rebirth in “The Second Coming,” and the practice of meditation

State University Press, 1986). For the most part these have been
hampered by the assumption that the.poet is a “modern” man who
“uses” tribal myths and rituals, sprinkling them throughout the
verse as pointers to the exotic but without invoking any of their
original spiritual significance. Thus the “shamanic” content of
such poetry becomes reducible to its being a display-case of the
appropriate objects.

3 Ted R. Spivey, Beyond Modernism: Towards a NewMyth Criticism
(University Press of America, Lantham MD 1988) p. 86. Separate
chapters are devoted to shamanically oriented discussions of
Yeats, T. S. Eliot, Dylan Thomas, and Wallace Stevens.
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used by the poet to induce shamanic visions for composing works
like “Leda and the Swan.”

Whether the relatively mechanical gathering of parallels of
this typemeaningfullytranslates intoa “shamanic” understanding
of awriter or literary work remains contentious. Objections have
been raised to the effect that shamanism became a “hot topic” in
academic terminology at least as far back as the 1960s merely in
response to mass media popularization. Gloria Flaherty writes:

By the mid 1970’s, French intellectuals had so often

invoked the word “shaman” in their debates as tomake it

a kind of theoretical buzz word. Roland Barthes,

focussing on the subject of voice in “The Death of the

Author,” for example, had written that “in primitive

societies, narrative is never undertaken by a person,

but by a mediator, a shaman or speaker, whose

‘performance’ may be admired (that is, his mastery of

the narrative code), but not his ‘genius.’ ” Barthes

does not, however, detail what he understood or meant

by that still rather elusive word “shaman. "%

Flaherty goes on toexcoriate a number of commentators who have co-
opted the term as a key ingredient in their discussions of post-
modernism, charging that none of them “has, however, shown any

historical accountability for their use of that vocabulary. Not

one of themhas offered a precise explanation of just what ismeant

24 Gloria Flaherty, “The Performing Artist” p. 523. The
embedded quote is from Roland Barthes, “The Death of the Author,”
Richard Howard transl. [Aspen Magazine, III, 5-6 (1968)], The
Discontinuous Universe, Selected Writings in Contemporary
Consciousness Sallie Sears and GeorgiannaW. Lordeds., (NewYork,

1972) p. 8.
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within which context.” (“The Performing Artist,” pp. 523-525)
The reception of the writer as a shamanic figure, then, is not
particularly well conceptualized in academic practice. What has
been accomplished is a thorough and systematic description of the
shaman’s characteristics, his tools and methods, and the all-
important soul-journey that is deliberately undertaken with
express intent and uniform- outcome. But it is one thing to attest
the presence of shamanic reflexes, and quite another to map these
reflexes onto a textually operating sociocultural mode in any
independently meaningful way. The present discussion of
Shevchenko, therefore, begins by building the evidence that
literary shamanism functions very much like “regular” shamanism,
at least at a deep structural level. Just as certain classes of
compromised health states can be mitigated through methodical
restructuring of personal or tribal illness-myths, so the trauma
of destabilized symbolic environments (secondary to social or
political upheavals) is amenable to rhetorical palliation and
cure. The rules of perception-manipulation are much the same;
what differs is which tokens are being moved around in each case.
A tribal shaman first names, then exorcises the malevolent
influence via restoration of pre-illness patient empowerment. A
literary shaman effects a similar re-ordering of the symbolic

milieu by means of rhetorical shifts between incompatible textual

12



spaces — perhaps by creating or implementing “new” language

resources. Both offer cognitively mediated interventions into

mythic impairments.

How exactly this takes place in the case of Shevchenko is

presented in some detail in the next two chapters.
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Chapter Four

SHEVCHENKO AS SHAMAN

“Poetry is the displaced prophetic
vocation.” —Ernst Bloch

To ask whether Taras Shevchenko formally practiced or received
training in any traditional version of tribal shamanism would be
to misapprehend the central methodology submitted by the present
inquiry. The question is not whether Shevchenko “was a shaman” in
the literal sense. What is at issue is how a knowledge of certain
determinant characteristics of the multiform phenomenon
collectively and somewhat loosely known as shamanism might lead
to an enhanced understanding of specific aspects of Shevchenko
reception. To this end the poet’s shamanic modality may be
discerned at two levels. The more superficial level of the two
involves reviewing the evidence in Shevchenko’s texts which
indicate circumstances of composition congruent with a shaman’s
distinctive inner state and personal development history: a
deeper dynamic reveals shamanic functionality in discrete text
elements, their interrelationships, and reception.

The first stage of Shevchenko’s shamanic literary mode roots
itself inaspecialized applicationof mythcriticism. We already
have a mythopoetic understanding of Shevchenko, pioneered by
George Grabowicz in his book The Poet As Mythmaker: A Study of

Symbolic Meaning in Taras Sev&enko, where he details the code



structures built into the poetry. Central among these structures
is the notion of communitas —a notion formulated by anthropol-
ogist Victor Turner referring to a vision of human society that is
undifferentiated and ideal, not marked by hierarchic categories,
regulatory policing, or private property.' As such, communitas
opposes itself to structure; one of Turner’s terms for communitas
is in fact “anti-structure.”

Grabowicz devotes considerable space to the role of
communitas in Shevchenko’ s poetry, analyzing some of the numerous
passages which describe this non-structured state and showing how
they tend to mold an aggregate image of the Ukrainian past.

Y KueBi Ha [opgoni

10 BpaTepcChKkas Hama BOJIA
Bes xonona i 6es naxna,
Cama cobi y xynasi
PoaBepHYJlacs Becena,

AKCaAaMHMTOM MJIAAXYU CcTerne,
15 A egBabHOM 3acCTHIAE

1 A good source on the concept of communitas is Victor Turner,
The Ritual Process (Chicago, 1969). For example on page 126:

communitas breaks in through the interstices of
structure, inliminality; at the edges of structure, in
marginality; and frombeneath structure, in inferior-
ity. It is almost everywhere held to be sacred or
“holy, ” possible because it transgresses or dissolves
the norms that govern structuredand institutionalized
relationships and is accompanied by experiences of
unprecedented potency.
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I HixoMy He 3BepTac.?
(lines 9-16)

Lines 10 and 11 from “UepHeus” (“The Monk”) above characterize the
“free fraternity” as having “no serf or lord, ” exactly the social
leveling that defines communitas. As Grabowicz notes, the poem
goes beyond capturing an ethos of deep-rooted freedom,
spontaneous equality, and expansive emotion. It shows its
protagonist, Palij, as one who in the isolation of amonk’s cell is
able to bring to life persons and events constituting a vanished

Cossack past.

I B xenii, HeHave B Ciui,
90 BpaTepcTBO CllaBHe OXHBA .
A cUBMH rreTbMaH, MOB COBAa,
Uennesi sasupae B Biui.
(lines 89-92)

According to Grabowicz “these and other features make Palij ... a
symbolic projection of the poet himself.” (PAMp. 83). It is also
worth observing that this activity is overtly shamanic, including
as it does such standard items as the appearance of the old
Cossack’s hetman in the formof the spirit-familiar owl (line 91).
We will examine the shamanic architecture of “The Monk” more

closely in later chapters.

The systemic function of the communitas concept in the Kobzar

2 Unless otherwise specified, the source of Shevchenko’s
original texts is Povne zibrannia tvoriv u dvanadtsiaty tomax
(Kyiv, 1989) volumes one and two. Where supplied, all
translations of this material into English are my own.
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as it relates to shamanism eventually warrants a much deeper
commentary, but for now it will suffice to point out that
communitas, in Turner’s formulation as well as in Grabowicz’s,
emerges fromthe limen, the state of transition brought out during
the rites of passage identified by studies of cultures and
societies.? In this context Turner proposes an interplay of two
opposed schemata governing human relations.
The first is of society as a structured, differen-
tiated, and often hierarchical system of politico-
legal-economic positions with many types of evalua-
tion, separating men in terms of “more” or “less.” The
second, which emerges recognizably in the liminal
period, is of society as an unstructured or rudimen-
tarily structured and relatively undifferentiated
comitatus, community, or even communion of equal

individuals...*¢

Thus for Shevchenko “[Ukraine’s] passage into a different state

3 The term “limen” is taken here from its use in the
psychological sciences. It refers to a threshold in the sense of
a point at which the quantity of a stimulus or other input becomes
sufficient to begin to register a response. In Turner’s applica-
tion, the reference is to collective behavior.

“It means a moment when things are betwixt and between,
when old structures have broken down and new ones have
not yet been created. Historically, these times of
change are the times of greatest cultural creativity...
[N]Jew cultural symbols and meanings can emerge.
Liminal moments are times of tension, extreme reac-
tions, and great opportunity.”

Sherry Turkle, quoted in Jill Greenberqg, “Sex, Lies, and Avatars”
Wired (4.04, April 1996) page 108.

Y The Ritual Process, p.96. Emphasis in original.
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of being,” as Grabowicz puts it, is what produces the focus on
liminality.?

The “different state of being” that Shevchenko was almost
certainly responding to had both personal and historic
components. Ukraine’spolitical identityinthe early nineteenth
century was almost entirely informed by the aftershocks of the
liquidation of the hetm;an state in the 1775-1778 period,
especially the ensuing incursions into Ukrainian sovereignty by
neighbouring powers. Sudden military impotence, the loss of all
property and personal freedoms attendant on the institution of
serfdom, a draconian abridgement of rights and opportunities
coupled with a real and perceived annulment of past attainments
placed the country’s sense of internal order into crisis—to say
the least. Concurrently, Shevchenko was personally experiencing
a no lesser (and in some ways opposite) transition, proceeding
from his birth-legacy as a slave to claimhis place in the system
that had enslaved him. Just as Shevchenko experienced two
distinct spheres of existence in his own 1life, so his country was
concurrently undergoing (or attempting to adjust after the fact)

aharsh transition froma state of self-determination and power to

> PAMp.78. In anote on this same page Grabowicz quotes Victor
Turner: “Liminality, marginality, and structural inferiorityare
conditions in which are frequently generated myths, symbols,
rituals, philosophical systems, and works of art.” (The Ritual
Process, p. 128)
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one of subjugated, colonial status. The poet’s serf/Ukrainian
self as opposed to his St. Petersburg identity as a celebrity-
socialite is the communitas-structure dichotomy paralleled by
Ukraine’s unresolved discord between a “Cossack past” self-
perception and her newly acquired station of exploited, state-
less nation.

Investigating the relationship between these two sets of
polarized identities (Shevchenko’s and Ukraine’s) yields rich
insights into the principles determining Shevchenko’s creative
world. The evidence for “adjusted” vs. “non-adjusted” selves in
the poetry has already been presented by Grabowicz.® A 1990
article by Oksana Zabuzhko in Slovo i chas, after summarizing
Ukraine’s transition from a period of flourishing military and
political growth in the 18th century to one of “being swallowed and
digested by Russia” by the early 19th (centralization and
bureaucratization of education, religious life, etc.) makes the
following observation:

Put differently, at the beginning of the 19th century

—at the time of the formation of Shevchenko’'s artistic

individuality—Ukraine presented a classic example of
an “ahistorical people.” In such apeople the place of

¢ PAM, especiallypp. 8-10. Additional examples of exactly this
duality maybe found in the prose works as well. Inthe short piece
entitled “Autobiography, ” for instance, the third-person subject
(i.e., Shevchenko) is referred to by hyphenated labels when
describing his serf years, but only by the pronoun “he” in the
sections speaking of his life in St. Petersburg.
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historical consciousness is invariably taken by
mythopoesis, as compensation for fear before history

(M. Eliade).’

It fell to Shevchenko, then, to act as intermediary between
a vanished world —not a historical period but an ideal, utopian
state of being — and the then-current circumstances of being
Ukrainian. Thedifficulties of thisdislocation, bothindividual
and transpersonal, were to be mitigated by re-entering the state
of communitas and obtaining re-empowerment there. Bringing the
results of this exercise to his people took the shape of poetry
production, and completed the standard progression of shamanic
intervention.

As has been discussed earlier, a key invariant of the
shaman’s specialized abilities is their link to the “call” or
initiation that such individuals receive, often apparently

spontaneously and usually early in their lives, and commonly

7 Oksana Zabuzhko, “Demifolohizatsiia istorii” Slovo i chas
(No. 3, 1990) p. 37.

IHaKme XaxyuH, Ha novaroxk XIX cT. —Ha vac QOpMyBaHHS
Micreuxol ocobuctroci lleBueHka—YKpaiHa ABJIATIa KJIaCHU~
HHMII B3ipeur «HeicTopHuHOro HapoAy». Micue icropuunoi
cBinoMocTi B Taxoro Hapoady HeMHHyUe 3acTynae
MidoTBOpUiCcTE — K KOMNeHcauia crpaxy nepen icropiew
(M. Eniane) .

Thus for example the systematic reshaping of Ukrainianhistorical
memory by Imperial Russianhistoriography resulted in the kobzari
becoming the chief line of transmission of intergenerational

information.
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associated with transformatory trauma followed by recovery
through reconstitution. Shevchenko’s short pseudo-biographical
piece “N. N.” (“Meni trynadtsiatyj mynalo”) may be construed as a
stylized account of shamanic initiation. The requisite elements
appear in perfect textbook sequence: the young, marginally
socialized candidate, psycho-physical trauma, symbolic rebirth,

a spirit-guide helper, followed by shamanic service to the

community.

MeHi TpUHaOUATHH MHHAJIO .
A nac ArHsATa 3a CeJIoM.
Uy TO Tax COHeuYko cisano,
Uy Tax MeHi woro 6yno?
5 MeHi Taxk ymbo, rmobo crasno,
Henavue B 6ora...
Yxe NpOoKJIMXAaJH OO naio,
A acobi y6byp'saHi
Mormocst 6ory. .. I He 3Haw,
10 Joro MajsyiIeHbKOMY MeHi
Tongi Tax NpUA3HO MOJIMJIIOCH,
Yoro Taxk Beceno 6yino.
I'ocniogHe Hebo, i cemno,
ArHsa, 30ac€ThCs, BECEeJMocCh!
(lines 1-14)

Line one fixes the time in terms of the boy’s age® (youth, on the
edge of transition to puberty), line two establishes place as

outside the village, away from people but in the company of

animals. Lines 3-6 describe the inner state: nominally inex-

® This title is often translated incorrectly as something like
“I Was Just Thirteen.” But because Ukrainian age-reckoning is
inclusive, the “rpunagusarun” of the title refers to someone who is
only twelve. Amore accurate rendering would thus be “I Was Almost
Thirteen.”
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plicable rapture, perhaps spontaneous (line 4) but more likely
somehow effected by heaven (the sun) and “likebeing with God.” He
ignores offers of earthly nourishment (line 7) in favor of praying
“in the weeds.”? Characteristically, Shevchenko denies once
again (beginning in line 9) any knowledge of his ecstasy’s cause,
which is a gently transparent device to better draw attention to
it: “God’s sky and the village” (line 13).
Then comes the near-ubiquitous crisis which is so typical of

the shaman’s pre-initiation sickness:

Ta HeQOBI'O COHle rpino,

HepoBro MOJHIIOCH. . .

3anexJsio, IovepBOHiJIO

I payx 3anasMsio.

20 MOB NPOXMHYBCSI, OUBJIOCS :
Cerno nouopHino,

Boxe Hebo romnybee
I Te noMapHino

(lines 16-23)
The link between the state of beatitude (here rendered “prayer”)
and the benevolent sky is reaffirmed in lines 15-16 —and then
ruptured. Amajor traumatizing cognitive shift, mainly visual at

first, occurs: the village and “God’s sky” turn black and faded.

The perceptual fracture is tantamount to an awakening and new way

% The topos “B 6yp'AHi” (“in/among the weeds”) is a shamanic
part of Shevchenko’s self-perception code. Besides the obvious
denotation of retreat into primal uninhabited space, there is the
connotation of mandatory artistic seclusion. For details see the
analysis of “A. 0. KozaukoBcbKoMy” below, especially lines 12-18,
and the discussiononp. 97 and following.
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of seeing (line 19). And the materialized vision goes well beyond
color shifts, it is a reorganization of class-membership

relations.

[lornaHye A Ha ArHATA —
He Mol sarusral

25 O6epHYBCSH 7 HA XaTH —
Hema B MeHe xaTu!
He nas mMeHi 6or Hiyoro!..
I XJIMHYJIM CJILO3H,

Taxxi cnpos3u! ..
(lines 23-29)

Specifically, the poet’s self-perception is violently crystal-
lized as categorical non-belonging. He comes to a sudden
awareness of his separateness and essential estrangedness, not
only from the ordinary, immediate world (the lambs he is tending,
line 24) but also from anything he can turn to for safety and succor
—his “xaTa, ” one of the handful of pivotal terms governing all of
Shevchenko’s poetry. As will be argued below, this “house/home”
is the main symbol for the all-important state of communitas with
which so much of the Ukrainian language oeuvre is concerned.

“I have no home!” (“xama,” line 26) is elucidated in the
following line as not having been given anything by God —an odd
statement from a man all too cognizant of his uncommon artistic
gifts. In fact the observation is ironic, for in not receiving a
house with sheep to tend, i.e. the lot of ordinary men, he has also

been apparently excluded from the edenic simplicity of such a

83



life. “God gave me nothing!...” (line 27) is sardonic as well,
because he has been endowed with extraordinary faculties —which
have led only to tears (lines 28-29). “Cnwpo3u” here have two
distinct meanings, the painful outcome of being profoundly
isolated and alienated from the world in which he must live, and
the act of shamanically creating poetic texts of a certain kind.
Once having entered into the shaman’s hallucinatorypsychic

turbulence (and experiencing there the very rupture he will later
be called upon to heal), the young Shevchenko encounters the
expected spirit-qguide in the form of a girl gathering flax by the
side of the road:*°

A giBuMHa

30 [lpu camii gopos3i

Hepanexo XoJyo MeHe

OnockiHp BUGHpana,

Ta # nouyrna, mo f mnavy.

[purmna, npuBiTana,

35 Yrepana Mol ClbO3H

I nouinyeana. ..
(line 29-36)

10 compare Livia Kohn, Early Chinese Mysticism: Philosophy and
Soteriology in the Taoist Tradition (Princeton University Press,
1992) p. 81: “Shamans usually have spirit assistants, who appear
in human form of the opposite sex, as animals, birds of prey, or
powerful beasts. Shamans undergo initiation on two levels: a
supernatural initiation in dreams and visions of the otherworld,
in which they often experience the complete dissolution and
reconstitution of themselves; and a human initiation through
instruction in the lore and legends of the community, whichenable
them to find the unknown land beyond and identify their
inhabitants properly.” The first half of the initiation matches
perfectly the events depicted in the present poem.
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The guide’s ministrations have an effect out of all proportion to
their simplicity. She greets him, dries his tears, a kiss —and
everything instantlyreverses itself. The faded sunshines again,
the alienation from the surrounding world is repaired (lines 37-
38, and together with his familiar he herds the lambs (“someone
else’s lambs”) to the water, which in the shamanic mode of writing
is yet another reference to poetry’s creation.

HeHaue coOHue 3acisano,

HeHaue Bce Ha cBirTi crano

Moe. .. nanu ral, cagu!

40 I MM, XapTYIOUH, [NOrHAJIM
Yyxi Ar”eAaTa 0o BOOH.
(lines 37-41)

The poem’s concluding eight lines are a meditation on this event
from the perspective of the poet’s present.

BpugHs! .. A i goci, AKX 3ragamo,

To ceple wiaue Ta 6onuTk,

UoMy rocrnogpr He OaB JOXMUTH

45 Marnoro Bixy y TiuM pawo.
Yuep 6H, opsiuM Ha HMBI,
Hiuvoro 6 Ha cBiTi He 3HaB.

He 6yB 61 B cBiTi iopoouBHM.
Jiope i 6ora He NMPOXNAB.

(lines 42-49)
Significantly, the assessment is enti;'ely negative. Although the
episode resolves happily, Shevchenko sums it up as “unpleasant.”
Even the memory of it continues tobring himpain (“my heart weeps”

again has the double meaning of poetic creation as well as grief).

He rails at God for not permittinghimto live out his life “in that
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paradise”—inspite of the fact that everything has been seemingly
restored inlines 37-41. Soit isnot reallyrestored; the poet was
changed in some essential way by what transpired.

What essential way? Lines 46-48 are the key, as much to the
poem as to Shevchenko’s own understanding of himself, his life,
and his art. "I would have died plowing the fields” refers to
spiritual death, an extreme abridgement of perception and
response, as much as to the literal fate of a typical serf. For in
that eventuality he “would not have known anything” (line 47),
which by the parallel structure of the following line suggests
that it is precisely knowing that made himwhat he is: a holy fool,
jurodyvyj, which in East Slavic culture is equivalent all but in
name to being an actual shaman. Knowledge born of a single
shattering experience clearly marks that event as the “cause” of
his special status and indeed informs his entire 1life’s course.
Shevchenko is not only aware of what he is, but also knows when and
how he came to be that way.

“Meni trynadtsiatyj mynalo” appears to be a good start
towards describing Shevchenko in terms of shamanic traits. It
presents, in a well-known sequence, the steps commonly taken by
apprentices and others who receive the call. More importantly,
the piece is autobiographical. Rather than remarking on another

writer or literary art in general, he is explicitly talking about
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his own vocation and life path. However, the significance of this
short work extends much further. Besides providing a list of the
expected motifs and images, it suggests which specific items in
Shevchenko’ s mythopoetic code signal the presence of the shamanic
mode. Because he comprehends the relationship between his
“knowledge” (he realizes that it is a special type) and his art,
his art and his status, his status and his role, Shevchenko might
reasonably be expected to be conscious of moments when the
alignments in question occur and to indicate them in some way.
Conversely, the audience’s ability to locate markers of this kind
can signal opportunities to adjust reading conventions.

The elements comprising “Meni trynadtsiatyj mynalo” can
serve to begin reconstituting other poems in shamanic terms. In
it, Shevchenko has described the circumstances that made him a
poet, and also the kind of poet that he consequently is. It turns
out that he often places material at the commencement of his poems
(especially longer ones) which deals with the outer factors and
internal states that acted on him at the time of the work’s
composition.!* It therefore stands to reason that if a given

poem’s functionality was going tobe primarily shamanic, evidence

1 Initself this is nothingunusual. Artists inall media often
begin a work by commenting on their creative state. What is
significant in Shevchenko’s case is the specific invariants which
recur and the properties of the poems in which they are found.

87



for this would be found precisely in its introductory section.
And so it often is. The opening thirty-two lines of
“Kniazhna,” for example —a typographic break indicates the start
of the narrative proper —describe the poet’s preparation for and
entry into shamanic work. The invocation of the evening star is
Shevchenko’s summoning of natural forces (as spirit familiars),
here made entirely explicit by 1line three’s “[lorosopmm

THXeCeHbKO” — Shevchenko’s standard code phrase for shamanic

communion.!?

3ope MoAa BeuipHnasn,
3ivau Hag ropoio,
[loroBoOpHM THXECEHBKO
B HeBoJi 3 ToboOD.
5 Po3xaxH, AKX 3a ropoio
CoHeuko cipae,
Sk y OHinpa Becenouka
Bony nosuuac.
JK mMHpOXa COKOpPHHa
10 BiTu posnycTuna. . .
A Hafg caMol BOLOI
Bepba noxununacsk;
Ax no Bogi posicnana
3eneHii BsiTH,
15 A Ha BiTax romganThsCca
HexpemeHi giTu.
sIx y noni Ha Mormni
BoBkyJiak HOUYE,
A cuu B nici ra Ha crpici
20 Hepormo Bimye.
X COH-TpaBa IpY QONHHIL
BHoul pozusirae.. .
(lines 1-22)

121t is not just that theywill speak “quietly, “but that it will
be wordless, silent, not partaking in normal human discourse.
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Lines 5 through 22 petition (“Po3kaxu”) the spirit gquide for
certain information. In order, the poet inquires after the sun
(lines 5-6), water (lines 7-8), two kinds of trees (lines 9-14),
followed by the portrayal of a trance world listing among its
inhabitants the undead, werewolves, prophet-birds, and halluci-
nogenic plants—the usual shamanic stock-in-trade (lines 16-22).
This is the world he visits, the one he gets certain kinds of
knowledge from, the state he enters in order to convert that
knowledge into verbal form. And it is a sphere in part defined by
its categorical removal from people, at whose very mention the
diction and imagery abruptly change:

A npo smoaer. .. Ta Hexam iM.

A ix, nobpux, 3Hab.

25 Jobpe 3Haw. 3ope Mos!

Mix apyXe €OQHHHH.

I XTO 3Ha€E, Wo gierecs

B Hac Ha YKpaiHi?

A g 3Ha. I po3Kaxy

30 Tob6i: & cnaTH He JIAXY.
A TH 3aBTpa THUXECEHBKO
Borosi posxaxem.
(lines 23-32)

While the natural forces and familiars feed him their knowledge,
Shevchenko for hispart lays claimto a unique understanding of the
human world. “Who knows,” he asks, “what is going on?” and
answers: “I know.” (line 29) Further, he offers an exchange of

information with the evening star and charges it with conveying

this information to God. In so doing the poet displays incredible
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power: not only does he learn and nourish himself in the elemental
world, he is able to pay it back in kind, to shape and direct it to
some extent —a power not usually given even to shamans.

A similar sequence of images occurs in “N. N.” (“Coxue
3axXOOUTh, WOPH WOpHilTe”), which deals solely with the issue of
shamanic composition.

HHHY;I, TIMHY, AYMY ragamo,

I Hibu ceple OANOUHBAE.

UopHxie none, i ram, i ropu,

Ha cuHe He60 BHXOOHUTH 30PS.

10 Om 3ope! 30pe! —i CNBO3H KAHYTH.
(lines 6-10)

Line six refers to (shamanic) flight as something that occurs
together with—is in some way equivalent to—poetic creation. The
densely polysemous “ayMy ragaio” suggests once again that
Shevchenko was uncommonly sensitive to the unusual nature of his
art. “Jlyma” is of course simply a thought, especially a weighty
one, but equally alludes to the quintessential Ukrainiannational
(though not folkloric) genre, through which key elements of
historical memory were popularly transmitted. It is also the
poet’s chosen code-word for his writings in general (as in “[Oyun
Moi, OyuMH Moi”). And “raparu” merges the meanings of think,
imagine, guess, and prophesy. Line 7 further associates the

flying (state of artistic creativity) with a repose —a change of

state of the heart. As in “Meni trynadtsiatyj mynalo,” a darkness
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grows, followed by the appearance of the familiar (again the
evening star as in “Kniazhna”). Tears —the symbol for poetry —
begin to fall in the very next line (10).

But then just before ending thisbrief mood piece, Shevchenko
makes a seemingly romantic allusion to someone, perhaps a girl he
has left behind (the stock phrase “oui xapi” would suggest this),
wondering if that person sees the star too.

Uy t¢ 3ifmna Bxe i Ha YxpaniHi?

Ux oui Xxapi Tebe myxawoTb

Ha He6i cuniM? Uu 3abyBanThk?

Konu sabymu, 6oman 3acHYIH,

15 [Ilpo Moo OOoNeHbKY Mob 1 He WyJIH.
(lines 11-15)

But the alternative to seeing the star is “forgetting” it (line
13). Not forgetting him (the poet), rather forgetting or not
bothering to look for the evening star. Thus Shevchenko deflects
the expected folk song formulaby conflating the star—in fact the
spirit that guides him — with himself; forgetting one becomes
equivalent to forgetting the other. Too, the penalty for such
disregard seems anomalously harsh: “may you go to sleep,” i.e.
die, “so that you don’t even hear of my fate.”

Given the date of composition (1847) and the anonymously
dedicatory “N. N.” of the title, it is tempting to see the poem as

nothing more than a note of mild reproach to, say, the Countess

Repnina. But in fact it refers to personal matters only super-
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ficially. Equally present is a shamanic-compositional overlay,
one which speaks to the very act of writing poetry.

Lines 1 and 2 with their commonplace visual and aural nature
images signal an essential phase change: day turning into night
corresponds to the poet’s inner transition from a relatively
temporal state to one of readiness for specialized and unusual

work.

CoHlle 3aXOnUTh, 'OPH YOPHiTH,
[ITrameyxa THXHe, none HiuMie,
PanioTek ymofe, MO OANOYHHYTH,

A A OUBJIOCA . . . 1 cepueM JIMHY

5 B TeMHHH cagouox Ha YKpaiHy.
(lines 1-5)

The contrasts between heaven and earth (coxue/ropn), day and
night, sound and silence in these two lines are continued in the
divergence of “people” (mmonoH, a key shamanic marker), and the “s”
that follows. They are permitted to rest and to derive simple
happiness fromdoing so; my lot, determined by looking/observing
(line4), lieswith somethingelse: the “littie garden” inUkraine
which, alongwith “xara, ” is one of Shevchenko’ s chief expressions
for the altered state (communitas) he seeks to restore and must

access in his quest for that restoration.!?

13 The classic of the use of this term to indicate communitas is
in the [10th] section of “V Kazemati,” normally referred to as
“Sadok vyshnevyj kolo khaty.”

260 Cagox BHOHEBHH KOJIO XaTH,
Xpymi Hag BHIHAMH 'YOAYThH.
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Acomparisonof thispoemwithVasilij Zhukovsky’'s “Ho"tzb" may
help clarify these points. Shevchenko could hardly have been
unfamiliar with the famous elegy written nearly a quarter century
earlier and outwardly appearing so similar to his own “Sonce

zaxodyt'...”

Yxe yTOMHBIHHCS OEHb
CxJnoHMIIcA B 6arpsiHele BOOHI,
TeMHelT Nna3yYpHEE CBOOH,
[lpoxnanHasa cTenieTcHa TeHb;

5 M HOUb MOJINaryIMBas MUPHO
[lomna ro gopore 3$HPHOH,
H T'ecnep neTHT nepen HeH
C nNnpekpaCHOK 3BE€34010 CBOeH.

Coiou, o HebecHasi, K HaM

10 C BoNmeOHEIM TBOMM [NOKPHBAJIOM,
C uenebHrM 3abBeHbsT UATIOM,
Jay Mupa ycTaskM cephdaM.
CBOMM MHMPOTBOPHEIM AABNIEHBEM,
CBOMM YCHIIHTEJIEHHM IeHbEeM

15 ToMHMYI0 OyY TOCKOH,

[Inyrarapi 3 nnyradu AQyThb,
CnisawTk, igyum, giBuara,
A MaTepi BeuepATh XOYTH.

265 CeM'’sa Beuepsa KOJIO XaTH,
BeuipHsa 3ipoHBEKa BCTAE.
(lines 260 -266)

The end of the day, people getting ready to rest, the evening star
all present in these seven lines coalesce into the single word
“canouok” in “Sonce zaxodyt'...” and thus determine it as a
pointer to communitas. Grabowicz discusses the above fragment as
“[a] very similar case” to the opening section of “Kniazhna,”
which poemhe explicates as being “not anexemple or illustration,
but an encapsulation of the essential meaning; in terms of
Shevchenko’ s poetic code it is a standardized symbol, and hence an
icon of the meaning he seeks toconvey.” (PAMp. 54, emphasis in the
original)

93



Kak MaTepb OHTA, YCIIOKOH.
As in the Shevchenko piece, we find a description of approaching
dusk, respite fromweariness, and the all-important supplication
to the evening star. Both poems open with acronical images, speak
of a tired heart finding peace, introduce the “rising star”
exactly half way through, and are of nearly identical length. But
these similarities at the lével of surface structure nevertheless
proceed from different aesthetic systems and, more generally,
diverse compositional principles. Zhukovsky is academic, almost
pedanticinhis formality: twobilaterally symmetric octaves with
exactly mirrored 13-17-17-13 word counts, classical amphibracic
tetrameter throughout with alternating masculine and feminine
rhymes, a one-noun-one-adjective scheme, grammatical rhymes, a
stark paucity of tropes. By contrast, Shevchenko makes no
particular bid at a consistent rhyme scheme, does not “section”
the poem, and outside of a consistent meter, seems little
concerned with the verse’s structure at all. Where Zhukovsky
reaches for an elevated tone through use of “high-register”
words/epithets (e.g. mnasypHhe cBogel, “cerulean vault”) and
Classical allusions, Shevchenko permits himself diminutives and
generally partakes of a folk-level vocabulary (6omam, nuHY).
Zhukovskyconstructsaformal elegy, thematicallyacontemplation

of and emotional response to the end (i.e. death) of the day as a
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discrete event; Shevchenko focuses instead on the consequences of
the transition fromday to night, from the quotidian condition to
a transcendental phase.

The key difference between these two outwardly comparable
works lies in how each relates to its central entity — the
authorially summoned Evening Star. Bothpoets generally treat the
star as a kind of Muse, but the resemblance ends there. For the
Russian writer the star is the object of supplication. Stanza two
amounts to a frank prayer containing a list of related requests:
the author asks for obliviousness, peace, sleep, and calm for the
heart and soul on the collective behalf (the final line is an
unmistakably Christian image). In the Ukrainian poem the star is
the object of interrogation, at whompointed queries are directed
and through whom conditions are dictated. Where Shevchenko
commands his quiding star, Zhukovsky submits toher. In “Hous” the
author does not appear:; in “N. N.” Shevchenko is not only a
dominant presence, he positions himself (or more exactly his
“fate”) at the end of the poem as being more significant than
anyone else.

Yet no concrete reason for this eminence is given. Acluemay
be found in the poem’s opening lines, which are usually not
regarded as anything more than a standard nature-scene

preliminary, a point of departure exploring the interior world of
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one’s feelings, exactly as in the Zhukovsky poem. But “CoHle
3aXOOHTH...” was written in exile, in the middle of a desert.
There are no mountains, no bird songs, no literally visible
peasants returning from their work in the fields. Shevchenko is
creating this scene, immersing himself in the practice of
shamanic “seeing” (explicitlymentionedinline4), andthen using
it as point of departure for his trance-flight ("cepueum JMHY”) to
Ukraine’s “little garden.” It is this trance-journey that also
creates the Evening Star'® (line 9), which is why he has to ask it
if it has “also” risen in Ukraine: it is not the same star, not the
same state of being. Shevchenko canconceive his ownguide; others
(“oui xapi,” a standard synecdoche for Ukrainians in general, as
well as another allusion to sight) have to look for it. If they
fail to, if they forget the mythic component of their lives, then
they will be spiritually dead and therefore unable to share in the
poet’s “fate,” his ability to see.

This detailed look at how markers of the shamanic creative
mode may be found in a poen’ s incipit has focusedmainlyona single

topos, that of the Evening Star. Mention has been made of the

14 zhukovsky introduces the Evening Star formally, through the
vehicle of Greek mythology. “Tecnep” may refer to Hespera, one of
the names for Eos, who crosses the sky (as Hemera) in Helios's
chariot and brings evening on arrival on the western shore of
Ocean. Another possibility is Hespere and her sisters Aegle and
Erytheis, the Daughters of the Night, whose names refer to the
three colors of the sunset.
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presence of some of the other more obvious elements from the
shamanic repertoire, such as spirit-guides in the formof birds or
other animals. But the purpose of adducing these instances goes
well beyond pointing out that Shevchenko speaks of things
associated with shamans; it can also be seen that when (and
eventually it will be argued because) he does so, the text which
subsequently emerges is of a particular type: it either discusses
the restructuring of collective memory and self-perception, or
actually does so through repeated rhetorical shifts. Compiling
cases where text is generated in this manner reveals the details
of the shamanic modality.

A typical instance of such a marker may be seen in the
already—-discussed initiatory poem “N. N.” (“Meni trynadtsiatyj
mynalo...”). Here, themarker functions as an indicator of state:
the poet’s, the character’s, or the “state” —that is to say type
— of the text being generated. The example here is the “weed”-
word, 6yp'sH, which is collective (“weeds”) in the singular and
locational (“a place where there are weeds”) in the plural,
6yp'saxHu. Either way the reference is to unpeopled space, literal
seclusionaway fromothersor aconditionof being temperamentally

removed fromthe thinkingpatterns and attitudes of the “ordinary”
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people, the “ymwoge” who appear so regularly in Shevchenko’s
poetry.!® What the function of this particular marker entails may
be gleaned from the various instances of its use.

There are 19 occurrences of the “6yp'sau”-word in the poetic
corpus. Five appear as nominative/accusative singular forms, and
as such don’t seem to participate nearly as distinctly in this
particular meaning-subsystem.!®* Of the remaining 14, however,
twelve have todo with location: they all take the formof locative

singular cases with B/y or instrumental plurals governed by the

15 The extended associations around the word “6yp'an/6yp ' saHR”
in Ukrainian culture go beyond the idea of simple isolation or a
desolate area. Because the areas immediately around dwellings
were kept clear of weeds, “6yp'sH” indicates distance from the
“xara” — itself a metonym for collective society, one used by
Shevchenko in a highly specialized way. Thus “6yp'ax” represents
distancing from (common) humanity and hence from human concerns.
Given also that in Ukraine in Shevchenko’s time weeded-over areas
were used in the absence of outhouse facilities as well as for sex,
the implication of weeds becomes “activity one does not engage in
around other people,” i.e., privacy. Additionally, areas
designated as “6yp'sun” had connotative links with the condition
of communitas: they were no one’ s property, were not seen as having
any value, and represented the primordial, undeveloped state of
the land. Besides this they suggest the neglected and the
abandoned, but also something that can function as a place of

shelter.

16 These five instances are found in the following four poems and
line numbers: “CoBa” (243); “A. 0. KozaukoBcbxoMy” (69); “¥ 6ora
3a OBepMM Jexarnia cokupa...” (42); and “Mapis” (505 and 565).
Rather than being neutral examples of flora in descriptions of
natural settings, the references to weeds here have their own
typology which is not strictly separate fromthat detailed below.
For the moment the only point being made with respect to this issue
ishow clearly we can discernmarker functionally through surface
features such as grammatical number and case.
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prepositionMix; the remaining two are instrumental singulars and
therefore do not indicate location, but nonetheless contribute to
the delineation of this marker in ways similar to the other
instances. Thus “weeds” for Shevchenko directly represent places
shunned or neglected by people, and somewhat more obliquely
signals cognitive spaces which are for the most part similarly
unfrequented. The “weed” topos also consistently presents
related circumstances for entering such spaces, of which a
detailed discussion follows.

Although the three cases of the “weed”-word in the
instrumental plural (“Mix6yp'sHaMu”—Shevchenko actuallywrites
“Mex” instead of “mMix” twice and “noMix” once) are too small a
sample to provide convincing evidence just by themselves,
together with thenine locative singular examples they contribute
toaunified pattern. Two of the instances ere from the same poem,
“Lichu v nevoli dni i nochi...”! and participate in two separate
passages which are constructed much alike.

KanamyTHmMM 60J10TaMu,
Mex 6yp 'siHaMH, 3a rogaMH
15 Tpu rofia CyMHO NPOTEXIIH .

BaraTo gevoro B3sAJIH
3 Mo€l reMHOI KOMOPH

7 The 1858 version. Lines 1-12, set off from the rest of the
text, are the same as in the 1850 version, but the remainder is
quite different from and much shorter than in the earlier work.
Both speak about time passing in the context of the poet’s creative
process.
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I B MOpe HHIKOM OOHECITIH.
I HMIIXOM HNPOKOBTHYJIO MOpe
20 Moe He 3maTo-cepebpo —

Moi nira, Moe gobpo,

Moo HyAbry, Mol nevani,

Tii gespuMmil cxpuxani,

HespuMuM nucaHi nepom.

(Lines 13 - 24)

As in “Sonce zaxodyt'...,” it must be noted that there were no
literal swamps or weeds (lines 13 and 14) in the desert where this
poem was composed. It is another example of creation through
shamanic “seeing,” in this case focusing on the act of making
poetry itself. As described towards the end of this chapter,
flowing-water imagery connotes both the creation of verse and the
instruction or knowledge contained within it. In the present
example, it is time that flows, but the identification of the
passing years with water/poetry remains overt, since the flowgoes
“to the sea” and carries with it most if not all of the poet’s
creative resources. “In the weeds” (line 14) thus refers to the
altered state inwhichpoetry is written, and “murky swamps” (line
13, water in stasis) implies its torpid articulation given the
circumstances of exile. More than a melancholy comment on the
inclement conditions of his exile, this passage develops a frank
affirmationof Shevchenko’s special status: he speaks of his “dark

storehouse” which holds goods more valuable than mere gold or

silver, and which culminate in nothing less than a legacy
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comparable to that of the Law handed down by Moses. In these two
lines, 23 and 24, the unmistakable reference to the tablets
(“cxkpuxani”) received on Mount Sinai plainly shows Shevchenko’s
perception of himself not as just a storyteller, bard, or another
Kulturtridger. He is not only empowered to instruct and counsel,
even legislate, at the same level as major prophets, he proceeds
to do so —at least in this case —solely on the basis of his own
repository (one of the meanings of xoMopa is “granary,” hence a
source of nourishment) of knowledge derived from the specific
types of experience listed in lines 21 and 22. In this Shevchenko
announces a power even greater than Moses’s, who had to take his
authority from a Higher Being. Moreover, these tablets are as
invisible as the penthatwrites them; theirdirectivesexplicitly
partake of the textual —1line 24 specifies writing with a pen—and
also explicitly non-textual in that they cannot be read. His
testament arises “in the weeds, ” flows into the sea, is contingent

upon suffering/sadness (line 22), but is not essentiallyverbal.!®

'® The single adjective “mespmamit” unfolds into a range of
overlapping possibilities. It is literally “not seen,” which
could mean invisible, or visible but unnoticed, or seen (i.e.,
read) but not understood, or unreadable for a variety of reasons:
unknown language, illiterate or indifferent audience, and so on.
All apply. Shared among these possible variants is Shevchenko’s
momentary de-privileging of text(uality) in favor of focusing on
the inner particulars of securing and encoding his message. The
“unseeable” aspect of this distinct creative mode along with
Shevchenko’s comments on how it arises marks it as shamanic.
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In the nine lines (the poem’s final ones) immediately
following this passage, Shevchenkoexpandsalittleonthe typical
components of this mode and how its shamanic genesis engenders
poetic activity.

25 Hexan rHWMH So0oTaMH

TeuyTh cobi Mex 6yp ' aHaMM

Jlita HeBOTIBHMUL. A g!

Taxkas 3anosinb Mos!

[locuxy TPOMKH, NOr'YJIAIL,

30 Ha cTern, Ha MOpe NOAMUBINOCH,

3ragan gemo, 3acnisaw,

Ta 7 3HOB MepeXaTb 3aXOXyChb

Opi6HEeHBEKO KHMREUKY. Pymaio.

(lines 25-33)

The first three lines here, 25-27, appear to mimic lines 13-15
above. But whereas the earlier section was followed by a rueful
account of his problems around the entire poetic enterprise, this
second instance of very similar wording signals acceptance
(“Hexamn,” line 25) and sets forth the details of what is actually
happening. After reiterating the swamps-weeds-time flowing
sequence, Shevchenko identifies the whole matter as his personal
vocation. Line 28’s “s3anoBigp” reinforces line 23’s “cxpumani”
and positions himself, at least potentially, as a giver of
commandments. He then lists exactly what goes into the process:
solitary time spent sitting or walking (line 29), more shamanic

“seeing” perhaps as a consequence of this (line 30), the journey

through mythic time and its resulting artistic creation
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(“srapaio/3acnisaio, ” line 31), and the fruition of this course of
events, the “lacework” that is the physical making of a book.**
What caps the association between the “in the weeds” state
and the “embroidering” that is specialized (shamanic) creativity
is the following lines from “A. O. Kozachkovs'komu.” Shevchenko
has been speaking about how as a child he would fashion “little
books” out of sheets of paper (the “"MaryieHbKy KHUXEeUKY” in this poem
resonates closes with the “npi6HeHbko xHuxeuky” of line 33 in the

last quote above), after which

Ta caM cobi y Oyp 'aui,

Mo6 He nouyB XToO, He nobavuus,
Bucnisylo Ta nnavy.

15 I noBenocs 3HOB MeHi
Ha cTapicTh 3 BipmaMy XOBaTHChH,
MepexaThb KHMXEUKM, cniBaTu

I nnakatu y 6yp 'gaHi.
(lines 12-18)

Besides confirming the link between the weeds topos and a select

subset of artisticactivity, this passage offers further evidence

197t is interesting that the final outcome of all this shouldbe
precisely a book, rather than individual poems, perhaps cycles of
songs, or simply occasional poetry — all that Shevchenko could
realistically expect under the circumstances. No such unity of
endeavor is ever mentioned with regard to the graphic art which he
was also working on at the time, for example. The writer clearly
views his work as a single, ongoing project to which he returns
repeatedly (line 32). Even the idea of a unified, named book of
poetry by one author was still fairly new in Slavic literature at
the time, the first such one by a major poet being Baratynsky's
Cymepxu in 1842. (Before that an anthologymight have been simply
called something like “CTHXOoTBOpEeHHS.”) Given this poem’s
oblique reference to the Commandments of Moses, the “little book”
of line 34 might in fact be a pointer to a somewhat larger Book.
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for a shamanic nature of this particular writing mode: line 13 is
taken straight from “Perebendia,” which will be examined in
chapter six.

Further substantiations of theweed-marker’s functionmaybe
found among the other instances of its use, especially with the
preposition-plus-locative construction. In the epic poem
“Maria,” for example, the solitarymeditative habits of the child
Jesus are described as Him spending time alone in the weeds and
engaging in creative activities there:

AHi norpaeTbcs 3 iTBMH,
AHi nobirae; camumi,
600 OpuH-ogHiciHwbkuE, 6yBaino,
CunuThk cobi y 6yp'axi
Ta KJjienky Teme.
(Lines 5398-602)
At the end of this poem Shevchenko places the Virgin’s death “in
the weeds” and links it with another marker of shamanic
creativity-state, the wattle fence (“TuxH"”) around a peasant’s
house.
JioboB i npaBay po3HeCH
[lo BcroMy cBiTy. TH X nig THHOM,
745 CymyiouH, y 6yp'aHi
Yuepna 3 rosiony. AMiHB.

(Lines 743-746)%°

A similar association between weeds and a rejected woman’s death

20 In the edition of Shevchenko’s works used throughout this
monograph, these are the poem’s final lines. Many other editions,
however, append an additional eleven lines concerning posthumous
abuse visited upon the Virgin Mary.
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appears in “The Witch,” and “"The Owl” concludes with a similarly
outcast female ending her days in the weeds under people’s fences.

A BXe HiKOJNH He NPOCIUIOCH .

Orax ge~Hebyawk i 3aruHy

Yy béyp'saHi...

(“*TheWitch” lines 146-148)
240 Jhogu nasnH... Bo, baure,

CnaTe iIM He gaBana

Ta xponusy nig ix THHOM

I 6yp'sH TonTana.

(“The Owl” lines 240-243)

It is clear that marginality, especially the socially defined
periphery of the normal human condition, partakes of exalted and
transcendent states as much as it does of aberrance, banishment,
and death. The fence, the estrangement from “people” (as in line
240 above), the isolation of repeatedly spending time “in the
weeds” all symbolize the opposition of the poet-shaman and the
community (rpomagna), both as a source of artistic empowerment and
as apossible condition of dementia and disease. Fences demarcate
human i.e., communal space from the weeds that are the province of
holy fools and visionaries, both keeping themout as undesirables
and permitting them the solitude their work requires. The seer’s
job is to bring the benefits of being at the interface (“by the
fence”) into the community (house, xara) without dying first. No

better example of this need be sought than in the lines following

the prefatory section of “Son (Komedia)”:
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Orax, igyuu pgoniQTHHEO
50 3 beHkeTy I’ AHHWHK yYHOUi,
1 uipxyBaB cobi moyuwu,
[loxu OOIUJIeHTABCH OO XaTHUHH.
(Lines 49-52)

This poem (“Son”) exemplifies the shamanic mode in Shevchenko’s
poetryparticularlywell, andpointedlyelucidates several of its
details. A more complete analysis begins on page 190 of chapter
six.

In the instrumental singular, the weed-topos links up with
swamps just as meaningfully as it did in “Lichu v nevoli...,”
combining these images with that of a Ukraine “in ruins.” Most
significantly, the ruined state of the country seems to occasion
both the holy fool (wponuBuir) status of the poet and the words
(tears, cnpo3H) that are supposed to wake up Ukraine (“3acHyna
Bxpaina”) from her “weed covered” and “swamp rotted” condition.
This function is explicitly shamanic: restoring a previously
healthy communal state through word-weaving as rhetorical
intervention.

A g, OPOOMBHM, Ha TBOIX pyiHax

MapHO CNbO3H Tpauy: 3acHyna BxpaiHa,

Byp'’ AHOM yKpunachk, UBliumo saueina,

B xasmoxi, B 6omoTi cepue nporxroina
(“Chyhyryne, Chyhyryne...” lines 26~29)

No less notable in this respect are the lines in “I vyris ia

na chuzhyni...”; the white-washed “houses” falleninto disrepair
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echo the “ruins” in “Chyhyryne...” above, as the “ponds overgrown
with weeds” do the swamp and decay images. All of it proposes the
loss of a definite constitution (perhaps sanity, line 30) among
the people. Line 29 pronounces Shevchenko’s ability to see this
loss to be decidedly shamanic, because it is just line 20 from “N.
N.” (“Meni trynadtsiatyj mynalo...”) with the modal adverb
“wenaue” added to indicate interior vision —as it does in the
following line (30) as well.
25 BrnyxaioTh JIOOQH, [OBCHXAaNH
Cagu 3erneHi, NOrHUIM
BineHbki xaTH, NOBAJIATIHCE,
CraBu 6yp ' SHOM [TIOPOCJTIH.
Ceno HeHaue noropino,
30 Henaue moge noaypinu,
(Lines 25 - 30)
Two lines later the shamanic mode is again affirmed through
reference to the whole vision having been the outcome of a
journey,? from which the poet promptly returns at this point
after an appropriate creative outpouring —again, as elsewhere,

of “tears” (line 34).

I a, 3amwlakaBmy, Hasafg

2 Early in the poem Shevchenkomentions the start of his voyage:

.. .B JIUXYy rogHHY,
AXoCh HeLABHO OOBEJIOCH
10 MeHni 3aixark B YXpalHy,
(Lines 8-10)

These lines and 33-34 frame the shamanic-journey portion of the
text.
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[loixaB 3HOBY Ha UYXHHY.
(Lines 34-35)

His return is “to a foreign land, ” the inner state he inhabits when
not himself making the trance-journeys that give birth to the
shamanic mode poems.

Structurally this poem is also shamanic in that the
progression of its images recapitulates some of the main sections
of the initiatory “Meni trynadtsiatyj mynalo...” work. At the
outset we again find Shevchenko in solitary contemplation of the
“seeming” perfection around him—the same word, “3gaerecs, ” as in
line 20 of “N. N.” is used, and there is a mention of God as well.

To OOMHOKOMY MeHi

30aeThca — Kpamoro HeMac

5 Hivoro B 6ora, ax Ouinpo
Ta Hama cJlaBHasl KpaiHa.. .
(Lines 3-6)

This is followed by the shamanic journey as mentioned above, which
renders a dream-like vision of the suddenly devastated and
depopulated village. Instead of being aided by a spirit familiar
as he was on that first occasion (the girl by the side of the road
intheearlier poem), Shevchenko simply terminates the experience
as he now knows how to do. The dozen lines after line 34 are
therefore in a much more literal, even journalistic mode. None of

the standard shamanic image-indicators appear, instead it is a

direct reportage on conditions of serfdom in Ukraine. Then after
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a typographic break following line 46 he shifts back into

considerations of modes of seeing.

A ax He 6auyum TOro nuxa,
50 To cKpisp 3maeTncs ymobo, THUXO,
I Ha Yxpaini gobpo.
(Lines 49-51)
Accordingly, the language becomes again full of now-familiar
tropes at this point, and the image of the village-as-communitas
is reinstated.

But the barrier to (re)creating this condition, the poet
suggests in the concluding three lines, is the presence of the
feudal order in Ukraine. More exactly, it is the passing of this
order (“if no trace remained...” lines 61-62), and specifically
on Ukrainian territory, that would make the difference. In this
way, Shevchenko focuses attentionon the transitionsbetween sets
of social conditions asmuch as on the conditions themselves. Here
are the poem’s final seven lines:

A noHan HHM 3eJIeHiTb
Mupoxkii cena,
A y cenax y BeCcenmux
I mmone Beceni.

60 Boro 6, Moxe, Tak i cranocs,
SIx6u He OCTaJIoCh

Cnigy naHCeXoOro B Yxkpamsi.
(Lines 56-62)

When he does provide the particulars of his country’s predicament
(lines 36 - 43), he does so precisely in the terms of communitas’

antipode, structure: the essence of the problem is that people
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have been enslaved and objectified. As noted, this passage is
delivered “straight,” with few details and no nature tropes.

I He B OOHiM oTiM cerni,

A CKXpi3b Ha CnaBHiR YXpalHi

Jionen y SpMa 3alpArif

auu nykaBi... P'uHyTh! PHHYTB!

40 Y ApMax JMIapcbKi CHHH,
A npenoraHii naHu

¥unmaMm, 6paTaMm CBOIM XOpPOHNHM,

OcTaTHi npopaloTk MTAHH. . .
(Lines 36-43)

In making the transitions between this (real) world and the
idealized one of communitas, Shevchenko engages in shamanic
activity which can be mapped textually. His return from the scene
of oppression and exploitationparallels the exit from the trauma
of initiation in “N. N.,” including a correlative to the word
“water” in line 41 of that poem.

Mex ropamu crapu# QHinpo,

HeHaue B MOnoui OUTHHA,

Kpacyerbca, mobyerbcs

55 Ha Bclo Ykpainy.
(Lines 52-595)

The lengthy treatment just accorded to the word “weeds” is
indispensable for identifying the main vocabulary around which
Shevchenko constructs instances of his literary shamanism. As is
becoming apparent, however, “6yp'sH” operates within a larger
systemof such locutions toinitialize the shamanicmode. Inorder
to secure the tools for a shamanically-mediated reading of these

texts, additional marker-words need to be certified. Some of
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these markers may seem only peripheral to the shamanic nature of
the discourse; others inhere in and partially constitute it.
Items like the above-mentioned “fence”-word (TuH), for example,
appear more as instances of Shevchenko’s general myth(opoet)ic
code?® than as principal indices of shamanic mechanics at work.??
Chief among the shamanic mode-markers are locutions built
around such semantic fields as xara (“house, hut”), uyxuHa
(“foreign place,” especially in the combination uyxi mogu,
“foreignpeople”), gpona (“fate”), water images (especiallyrivers
[ including references toweeping as acode for adistinct category
of poetic writing), moruna (“burial mound”), and a handful of
others. Each of these needs to be at least briefly considered and
exemplified in order to make sense of the shamanically informed
poems —even if only at the level of the lexicon of markers.
Substantives based on the root yyx- (which encompasses the
meanings alien, foreign, pertaining or belonging to someone else)

occur 153 times in Shevchenko’s poetry, roughly twice per every

2 gshevchenko actually has more than one operative code (put
another way, the code is polysemous), so the specifics of
Shevchenko’s mythopoesis as set forth by George Grabowicz in PAM
may not always coincide with my elucidations. This does not
necessarily indicate conflicting interpretations, but rather a
complementary adduction of some symbols’ aspects.

3 The line is not always sharp. Although the “fence”-word
mainly belongs to the class of terms that help shape the various
descriptions of communitas in the poetry , communitas itself as a
poetic topos is pivotal for delineating the shamanic moment.
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thousand words he wrote.? Of these, some thirty instances or
twenty percent collocate within one line with the word “people, ”
almost always as the combination “uyxi smogu/e” and often including
also a phrase meaning “foreign land” — typically but not always
“yy®uHa.”?®> In most cases the literal interpretations of these
words produce viable readings:; indeed, understanding the text at
this level contributes to the common conceptualizations of
Shevchenko as a “nationalist” writer or at least a politically
engaged one.

Looking more closely, however, it is possible to discern
another layer of signification: “foreign people/land” turns out
to be one of Shevchenko’s more common markers for alluding to one
of the two interior conditions between which he moves in the

production of his shamanically-informed verse.

24 In case an absolute frequency of almost one-fifth of one
percent does not seem particularly significant, consider how
counterintuitive this is from the traditional or populist
perspective on Shevchenko. If askedwhich is likely more numerous
in the Kobzar, words based on “uyxun” or words formed from
“OHinpo,” most people familiar with Shevchenko’s oeuvre would
readily say the latter. In fact the river’s name comes up exactly
87 times in all its permutations. Anevenmore striking example is
the “cossack”-word, which even including its diminutives and
hyphenated forms occurs only 143 times. Thus at a count of 153, the
“uyxHMR“-series commands a telling if perhaps unobvious
preeminence.

% For lexical data of this type see Oleh S. Ilnytzkyj and George
Hawrysch, A Concordance to the Poetic Works of Taras Shevchenko
(University of Toronto Press, 1997).
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Specifically, the word “uyxuHa” and its cognates refer to
states which are somehow wrong: out of harmony, lacking a
correctness of outlook and action. At first an apparently
geographical designation, it points in fact to a psychic
displacement, a loss of spiritual balance or receptive order—all
the while retaining the option to denote non-Ukrainians. The
opening two lines of the poem just discussed, “I vyris ia na
chuzhyni...” illustrate the general idea.

I BUpicC 8 Ha UyAHHIi,
I cuBilo B UYyXOMY Kpai:

Inpoint of fact, Shevchenko did not “growup in a foreign land” as
stated in the first line; quite the contrary, he was born and spent
the first nearly twenty years of his 1life in his beloved Ukraine.
So in this case the reference is to his profound sense of
alienation, undiminished since childhood, from those around him
and from his fellow Ukrainians in particular.?® His entire life
is spanned in the above couplet: the first line summarizes
metaphorically the overarchingpsychic awareness whichpermeated
his youth, and the second encapsulates the central fact of his
immediatecircumstances—circumstances whichat least indirectly
resulted from that earlier awareness. Between them, these two

lines effectively generate the poem in that the transitions

%6 “Foreign land” in this usage may also refer to a Ukraine
thoroughly subject to the occupying (Russian) power.
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described in it occur precisely between the two kinds of
alienation they connote. (The apparent inconsistency of
referring to his own country as “foreign” can be perfectly
paralleled by an alternate reading of the famous lines from
Shevchenko’ s “Testament” which speak about how “*enemyblood” will

be required toreturna lost state of beatitude both to the poet and

to his country(men).

fIx rioHece 3 YKpaiHH

10 Y cuHEE Mope
KpoB BOpOAY. .. oTonni s
I nauu i ropu—
Bce NOKHHY, i NoyMHY
IJo camoro bora

15 MonuTHCcs... a GO Toro
A He 3Hal bora.
[loxoBanTe Ta BCTaBauTe,
KanpgauHu noppiTe
I BpaxoK 371010 KpoB' o

20 Boro oxpomnire.

Normally these two instances of the “foe”-word are understood to
mean the expulsion of Ukraine’s foreign occupiers by force of
arms, but they may equally allude to the internecine “bad blood”
that causes Ukrainians to function as their own worst enemies—as
for example through chronically unresolved internal conflicts.?
Such a reading may represent a refinement over the more literal
interpretation.)

Shevchenko’s relentless cognizance of his personal

27 T am indebted to George Grabowicz for this idea (personal
communication, May 1990).
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separateness — spiritual, political, perceptual —rests’'at the
root of his artistic persona in its shamanic manifestation. This
is no mere “otherness,” no cultural disenfranchisement of the
hypersensitive aesthete. Far beyond being an instance of
psychological fragility or social maladjustment, the poet’s
essential spiritual estrangement and resultant internal solitude
come from a unique perceptual configuration coexisting with the
disposition to present that gestalt as a personally-mediated
reconfiguring of the world.

Much of the affective power of Shevchenko’s writings needs
to be understood in these terms. The fundamental rift that somuch
of the poetry strives to mitigate carries at least double force,
since Shevchenko is twice removed from having a normal chance at
social integration and hence personal collectedness: once
occasioned by the chronically unsettled dichotomy of his
Ukrainian-serf origins and his later Russian-celebrity persona,
and again due to an inherent alienation from each of them in turn.
Further, these two sources of distancing are bound together in the
fact that Shevchenko sees the social and spiritual incursions into
his country’s “identity” as being projected onto his own psyche.
George Grabowicz’s postulating of adjusted and non-adjusted

“personalities” in the poet’s creativity (PAMp. 8 and passim)
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captures a part of this dynamic, 2% but beyond the specific output
associated with each of these two expressive modes lie the texts
generated by the interplay, the inevitable collisions between
unbalanced self and ineffectual collective on one hand, and a
foreign, emotionally unsupportive, politically hostile social
order on the other. Polarities of this magnitude bring pain and
exhaustion to both the individuals and societies they afflict.
Resolution is often sought, as it is in this case, through
manipulation of the narratives that account for, describe, or
otherwise comment on these polarities.

Hence Shevchenko’ spreoccupationwith the uyxuii-locus inhis
poetry, a focus which stems from a need to understand and from
there to release the tensions built into a culture’s transition-
caused instability and the reflexes thereof in the poet’s own
mental makeup. Thebasic schema is fairly straightforward: uyxuHa
and related word-forms refer to material or spiritual conditions
and artifacts identified by the writer as unhealthy, dangerous,
unproductive, injurious, or otherwise undesirable, as much tohis

polity as to himself personally. These qualities associate

22 Grabowicz’s formulation is accurate and useful, but
restricts itself toexamining eachmode seperately. (Onpage 9 the
writer mentions that “[t]here is considerable interplay or
“leakage” between the twomodes by way common themes, experiences,
and values, ” but does not develop or illustrate this idea.) Yet so
much of the poetry clearly proceeds from an attempt to close the
distance between the two states.
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tightly with structure, both as a “non-Ukrainian” import and as a
specific socio-emotional pathology manifesting in some
Ukrainians; they oppose communitas and the integrated state
Ukrainians are posited to have had in the past.

It would be natural to expect the word(s) signaling the
binary pairing of the “uyxHHa” series to relate to “cBoe€,” and to
some degree this is so. However, at least equally prominent in
this capacity are the words formed from “xara.“ For Shevchenko,
xXama or XamuHa serve as pointers to the cognitive “spaces” or
states aperson inhabits. Without amodifier or in the combination
“cBosa xaT(HH)a” these coextend with the state of communitas:;
otherwise the allusion is to structure, the generallyundesirable
sources of identity.? Indeed, the very presence of a modifier
for “xara” other than “cBoa” signals a problemwith respect to the
maintenance of communitas.

A common epithet for lost communitas (or similar degraded

internal configurations which had previously been healthy and

2 tn the famous political poem “Son (Komedia)” Shevchenko
presents a thoroughly shamanic vision of St. Petersburg. Part of
the description of its architecture reads:

HepxBH, Ta najnaTH,
275 Ta na”" nysari,
I Hi ogHiciHBKOI xXaTH.

That “xaTu” in line 276 refers to communitas, whose complete
absence is underscored by the encroachment of edifices serving
hierarchical interests (government, commerce, the church).
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balanced) is precisely “uyxa xara,” a phrase that binds closely
with images of aging and death, as in these two excepts from
“Najmychka”:

Taxxo, Karpe, yMHpaTH
B wuyxin; rerina xari!

[IpocTu MeHe! S xaparnachk

Beck BiK B uyxim xaTi...
(Lines 455-456 and 543-544)
The opposition between xama and uyxe can be documented at length
in the interests of certifying the poetry’s shamanic mode.
However, the relationship between these two topoi is not limited
to simple antithesis. Two additional lexical markers closely
adhere to this pair: none and domsa. Together, these four words
indicate the perimeters of the “force field” that subtends so much

of Shevchenko’s shamanic poetics.

Words formed from “none” occur in the texts with almost
exactly the same frequency as the “uyx-” series: 154 times.

Exactly one-seventh of these (22 instances) collocate within two

lines?*® with the word “monsa.” (It may be tempting to explain this

3¢ collocation within two lines means an instance in
Shevchenko’s text where a formof the word “gona” occurs no further
away than the second line following or the second line preceding
the line inwhich a form of “none” was found. This is an arbitrary
limit set by the particular search method employed (specifically
it is the one used by Ilnytzkyj and Hawrysch, A Concordance...).
As such it indicates only the lower limit of an imagic affinity
between a pair of words, because a semantic linkage may exist at a
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as a consequence of rhyme, but in fact at most three of the
collocations can be accounted for this way.) “Ione” also has the
exact same one-in-seven degree of collocation with “uyxe” as
“poinsi” does with it. Typically, the combination here is “uyxe
none” 1in the locative: Shevchenko uses the phrase “B/Ha
yyxiM/uyxoMy noni” 19 times but does not bring the two words

together in any other cases.? Moreover, virtually all of these

moments refer to death:

Opesn BHHHSIB Kapil oui
Ha uyxomy noni,
Bine Tino BoBk# 3’ inu—
40 Taxka #Oro gons.
(Lines 37-40)

Torpi HecH MoK Oymy
30 Tyau, Oe Miy MMIIHH,
UepBOHOK KAJIMHOIO
[locTaB Ha MOr'uini.
Byne nerme B WyXiM noni
CupoTi nexaTH,
(Lines 29-34)

remove of more than two lines. Thus the collocations quoted here
are quite likely to be underestimations of the full extent of the
actual symbolic linkages among various topoi.

31 A lone accusative constitutes an exception, but it appears
solely due to the presence of a verb of motion:

I npoxeHe OoOJIo
590 3 uii xaru Becesnol
Ha yyxee nosne.

Note that these three lines from “HeBoneHHK” contain all four of
the key lexical markers under discussion in a cluster of just ten

words.
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[limoB KO3axK, CYMYIOUH,
35 Hikoro He XHUHYB,
Dyxas goni B wyxim noni
Ta TaM 1 3arvHyB.
(Lines 34-36)

A XTO MeHe noxosac?
2395 Ha uyxomy noni

XTo 3amnnave Hago MHOKW?

Jone Mos1, gone!
(Lines 2394-2397)

Ymep Hebopaxka.

Hygera goroc sagasuia
Ha yuyxoMy noni,

B uyRy 3eMIIo [IOJIOKHIIA :

2510 Taxa #oro pons!
(Lines 2506-2510)32

Such close and consistent correlation of theme and (not
particularly expected) lexical markers suggests that the “death”
referred to here is not (necessarily) physical. Inthese examples
and in several others not reproduced here, it appears that the
mere fact of the person’s presence in the “foreign field” brings
about their “death.” Just that circumstance alone, simply being
in foreign territory is equivalent to (i.e. the cause of) a state
of death. And if the territory is cognitive, then the death is
spiritual. These are descriptions of people, invariably

Ukrainians, who have strayed from their own “xara” and their own

32 the first three excerpts are from “[puunHHa, ” “[yMKa (BiTpe
6yiuuit, BiTpe O6ydHuMI...),” and “JyMka (TAXKO-Baxko B ceiTi
XUTH...)” respectively; the final two are from “langamaxu.” Note
that Jdosns is referenced in 4 of the 5 quotes. The remaining
examples with “Ha uyxoMmy noni” are quite similar to the ones given

here.
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field, and have thereby lost some essential integral conditions
—perhaps those of communitas.

Pursuing this idea further, we can see references to this
very problem when Shevchenko speaks about “uyxa xata” as opposed
to “cBos xara.” The lines from “Najmychka” quoted above mention
death explicitly,?? but in other poems the relationship between
“foreign” situation and being in a moribund spiritual state
emerges from abandoning the “xara”-identified state.

220 I uyxoOMy HaydJanTecCh,
A cBoro He uypanrechb.
Bo xTo MaTip sabymae,
Toro 6or xapae,
Toro giT UypawThCsH,

225 B xaTy He [IyCKawThb.
Yyxi symoou NpoOraHAwThb,
I HeMa€E 3JIOMY

Ha Bcimi zemni 6e3xoHeuHin

Becesnioro oMy -
(Lines 220-229)

These very famous lines from“llocnanie” (“The Epistle”) are almost

always quoted to convey a call to patriotism, to “sticking with

3 Another example from “Hajdamaky” speaks of death as
necessitatingarelocationintoalienterrain, aswell aspossibly
being a consequence of that relocation.

CrosB noBro. “CnouuMHb, 6aTbKy,
2520 Ha wyxoMy noji,

Bo Ha cBoiM HeMa Micus,

Hema Micus Boni. ..

That one’s own field-home lacks “Bons” in this context is
significant because of that word’s connection with “pgona,”
concerning which see below.
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what is one’s own,” and regularly find considerable resonance
among Ukrainians through reinforcing precisely this thought. But
this very appeal might better be understood in terms of the texts’
shamanic structure.? Surely Shevchenko was not attempting to
explain that the consequences of distancing oneself from “one’s
own” — read Ukrainian-ness — (line 221) would be familial and
social, that that person’s “children will shun them, and bar them
from their house” (lines 224-225). Much more likely the poet is
explicating the psychological dynamic (here, trauma) involved in
losing the primal wholeness born of original identity. The “cBoro
He uypafirecs” of line 221 resolves into “forgetting one’s mother”
— one’s origins and their attendant cognitive modes —in the line
following. “God’s punishment” (line 223) thus ensues, the agency
of which turns out to be one’s “children.”?® But Shevchenko often
uses the word “miTu” to mean the products of his thinking, both

artifacts and attitudes. Evenwithout such obvious and well-known

34 por now I am documenting only the salient vocabulary of the
poetry’s shamanic mechanisms, so the passage quoted here contains
only the description of the polarizations involved. How
Shevchenko composes — or fails to compose — their textually-
mediated resolution is examined in detail in the next chapter.

35 A discussion of Shevchenko’s relation to and use of the word
“God” lies beyond the scope of this monograph, but clearly this is
not always a Christian or even theological God. In the present
example “God” seems to function more as an impersonal, amoral
agency, akin to fate or karma. The poet’s use of “nona”in this way
is briefly considered below.
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examples as “Jymu Moi, oyMmu Moi...” we can still find powerful
confirmations of this relationship, as in the opening five lines
of “HeBONBHHK."”

Oymu MoI Momonii —

Norypil mirn,

I BK MeHe NOKHHYNH! ..

[lycTKYy HATONHTH

5 Hema xoMmy. ..

Here being abandoned by one’s children-thoughts explicitly
results in losing the state of having a “xara”; it has become an
“unheated empty house” (nycTkxa) instead. In “The Epistle” it is
not that your children are not letting you into the house; it is
what you are thinking (like) that does not permit you entry into
the balanced and contented state that Shevchenko so commonly codes
as “xara.”

Another example, also taken from “The Epistle,” clearly
establishes the “uyxe nosne” as the antipode of the (healthful)
conditions identified with “cBos xara.”

He myxaHTe, He MUTAHTE
Toro, mo HeMac
I Ha He6i, a He Tinkko
30 Ha wyxomy noni.
B cBoin xarTi cBos # npaBha,

I cuna, i BonA.
(Lines 27-32)

As mentioned in note {35]), Shevchenko is greatly concerned with
the presence or absence of “Bosna” in the “(cBos) xara”-condition,

among others, as evidenced in lines 31-32 above. The word has
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commonly been viewed as referring to political freedom (with its
secondary meaning of power of volition), and this remains an
entirely valid reading. But additionally, and especially in the
shamanic dimension of the texts, “Bona” identifies itself with
“nonsa”: by sound, by appearing in hyphenated forms (gomns-sonsa),
and through functional proximity.

The issues surroundi;1g Shevchenko’s use of “momnsa” really
require a separate dissertation, but since it functions as one of
the chief indices of shamanic modality a few summary observations
need to be made. Although generally (and largely accurately)
translated as “fate/fortune/destiny,” the word takes on an
exceptional scope over the course of its implementation by
Shevchenko — particularly where it combines closely with the
“yyxuHa" and “xara” fields as in the foregoing examples.
Repeatedly, the writer focuses on the unsuccessful quest for
dons®® in certain distinct and reiterated cases, specifically
those that follow the pattern already outlined: “uyxmuua” (or its

common, more intense equivalents “uyxe nosie” and “uyxa xara”) is

3¢ Rather than trying to decide on a single-word equivalent, I
will simply use the Ukrainian word dons in italicized Cyrillic.
Inpart this is intended to signal the likelihood of misleading the
reader in fixing a one-to-one mapping when discussing
Shevchenko’s (and Ukrainian folkloric) usage of this word. 1In
particular I want to avoid explicitly identifying Jdoss with
“fate,”whichistheconventional translationinEnglish-language

Shevchenko studies.
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identifiedwith a “*diseased” personal or cultural configuration,
which subsumes at least the spiritual and psychological, and
likely the social and physical realms as well. This configuration
is described in terms of grief, general impotence, and death. Its
polar opposite, sometimes explicitly cast as the sought-after
resolution to the “uyxuHa“-configurations, habitually signals
itself through references to returning to one’s xara and finding
one’s Jdosa (there). “lomna,” that is, finding it, in some
generalized sense is the progression from dissonance to harmony,
the elimination or reduction of hierarchically-mediated discord
which results from the loss of communitas. But in individual
instances of its useby Shevchenko it displays anundifferentiated
polysemy whose total import must be assembled by the reader over
the entire corpus.

Even the folkloric genres present dosa as something charged
with inflectional complexity. Ukrainian sayings, folk songs and
tales do not primarily cast Jdosig as pertaining to destiny—though
that meaning is not absent, of course. Rather the sense of dons
tends towards various degrees of personification of an external
force that acts throughout aperson’s 1life, but it is a force which
the person can influence too. (The personification is invariably
female and often takes the shape of the person’s mother.) There

may not be a single term for such an agency: the notion of “karma”
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—itself not always clearly defined within the various teachings
that use it —may appertain here to some extent. Certainly it is
that which one get’s fromone’s mother at birth, i.e. material and
cultural legacy, including (indeed emphasizing) debts both
concrete and intangible.

[lopoaniia MeHe MaTH

Ha cBaTy Heaimo,

Jarna MeH1 nMXy AoJmo

Hivoro ue Bain.?Y
The above example epitomizes the typical folkloric formulationof
the Ukrainian “birth-debt, ” commonly followed by descriptions of
attempts, virtually never successful, tomitigate it—exactly as
in Shevchenko.?® Unlike the template texts that speak about the
birth of the dons-problems, depictions of efforts at resolution
are not standardized. Consider the continuation of the above
text:

[loBe3y A JIMXY QOO0

B MicTO npomaBaTH,

KaxyTs JHOOH, JIHXa JOJIA,

He XTATH KYNIyBaTH.

Oi xyny#iTe, smogu nobpi,

Most mons gobpa,

S yn’ eThCcsl, 3 KoXHMM 6’ eTbCA,
He Houye OQoMa.

3 nicui ABJoxu 3yixu (Kyiv, 1965) p. 684

3% pgain, a full comparison of the use of dosir in Ukrainian folk
songs with Shevchenko’s remains outside of the scope of this work.
Some preliminary discussion of these relationships is found in
chapter seven.
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Interpretation here must become wide, if not actually
problematic. The transparent reference to prostitution
reinforces a conceptualization of Jdoms as a woman, one who
concentrates within herself the adversities at the interface
between the “a” and “ymog#, ” the “MicTo" and the “nimM.” At the same
time this avowedlyevil entity (“ymxa gons”) will turn good (“mona
mobpa”) if it is transferred to the “moam mobpi,” presumably in
consequence of the shift to the “other,” alien perspective or
value system. Further, this qualitative shift is attributed
solely to dona’s capacity for drunken promiscuity. While such
folkloric constituting of the term is recognizable in
Shevchenko’s usage, the two differ in crucial ways. For now it is
important only to establish the word’s relevance in the (thus far
restricted) set of shamanic markers, and the need for caution and
latitude in its explication.

One more topos particularly relevant to Shevchenko’s
literary shamanism needs to be sketched in before proceeding with
in-depth analyses of the major texts that operate in this mode.
Like the xara-uymuna and related dichotomies reviewed above,
images of water play a major role in shamanically-mediated
narrative. Unlike the former, however, the water—-series resides
in a much broader group of tokens. "“Water,” especially flowing

water, and “sea” occur often in the poems and present no
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difficulties, but this category also includes such words as “dew”
and “tears” (or references to weeping), which makes for a less
crisp lexical array. Still, the water-related body of images can
be profitably ordered for purposes of revealing the poetry’s
shamanic structure.

It turns out from studies of songs composed under declared
shamanic conditions that water imagery commonly serves as a
metaphor for the creation of verse itself.*® Shevchenko has this
too, though in his case flowing water seems to connote the stream
of (poetic) knowledge that leads to empowering or integrated
states —or outright shamanic trance —in an individual. We have
already seen examples of this in lines 7 to 14 of “Kniazhna” and in
the water images of “Meni trynadtsiatyj mynalo.” But the clearest
prototype for such functionality happens to constitute wholly one
of the later poems, “Teche voda z-pid iavora...” (“Water Flows
from Beneath the sycamore...”), which follows in its entirety.

Teue BOga 3-ning asopa
SApOM Ha OOJINHY .
[IumaeTbCcsa HAL BOLOK
YepBOHAa KaJlMHA.

S [InmaeTbCcA KAJIMHOHBKA,
siBop MoJoaie,

A xpyroum ix Bepbornosu
7 no3u zeneHioTsb.

3 Or generative acts in general. See for example Carol Clover
wSkaldic Sensibility” Arkiv for nordsk filologi No. 93 (1978) p.
68.
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Teue BOga i3-3a ramo

10 Ta nonipg ropoio.
XmonomyThCs KadaTouka
[IoMex OCOKOW.
A xaveuka BHUIUIMBAE
3 xauypoM 3a HHMH,

15 JIOBUTH PSCKY, PO3MOBIAEC
3 mirTxaMu cBOIMH.

Teue Boga Kpay ropoga.

Bopga cTaBOM cTana.

Npurmsio nisua Boay SpaTH,
20 Bparno, 3acniearno.

BUAmIHM 3 XaTH 6aTbKO A MaTH

B capoxk noryiaATH,

[lopanuTHCk, Xoro 6 To im

CBOIiM 3ATEM 3BaTH?

Although he does not discuss this particular text, it is very
likely that Pliushch would have identified it as highly charged
with shamanic elements: the sycamore tree'® of the first line can
no doubt do service as an “allomorph of the shamanic tree of 1ife,”

and similarly with the sBip/kanuia pairing of lines 4-6.%' But

0 wgpip” translates as both “maple” and “sycamore.” However,
the more common word for maple, both in Ukrainian and Russian
(though with different pronunciations), is “knen.”

1 p1iushch, “Shamanna poetyka...” p. 137 and footnote. These
are the exact same male-female plant dyads that round out the
symbolism at the end of “Prychynna” where they are further paired
with two specific birds.

[locanunu Hag XO03aKOoM
215 fBip Ta ANMHY,

A B ronoBax y AiBuMHH

UepBOHY KAJIMHY .

Pliushch (moreor less plausibly) identifies thebirds as shamanic
too, although he mistakenly says that the plants grew next to the
graves by themselves, p. 137-38, something clearly contradicted

129



the poem’s shamanic functionality goes well beyond such loose
associations.

Each of the three octaves begins with “Water flows...” but
shows this occurring under different circumstances. In the first
line it comes from under a tree which is already in a low-lying
area, hence it is a spring, the source. Apparently thanks to this
water, the guelder rose shows herself off, the maple stays
youthful/is rejuvenated, the smaller flora around them thrive
too. Water flows to bring about a state of harmony based on
complementarity in the plant world.

Second octave: the water continues to flow, and does the same
thing in the animal world. The male and female ducks abide with
their brood, communing (po3MoBJisfi€) in consonance and unity.*

But in the final section, the world of people, things change.
Now the water’s flow has reached the edge (!) of a human construct
—and it stops! (lines 17~-18). As she “takes” the water, the girl
starts tosing, which is to say that poetic expressionresults from
partaking of the elemental stream. Clearly Shevchenko, who so
often casts himself in his poetry as the unmarried girl, can

identify to some degree with this female figure. Inpart we do have

by the first word in line 214 above.

2 yust as at the conclusion of “Prychynna,” the paired plants
are followed by paired birds.
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the unified male-female symmetry here in the human world, but it
is only in the parents, i.e. the past, who reside in the communitas
of the “xara” (line 21) and the “camox.” Their daughter, the
present generation, has not attracted a son-in-law for them and
thus has not completed the requirements of balance and wholeness
of the poem’s first two stanzas. Is this because the water has
ceased flowing here? Is that why she is accessing the water, to
start singing to attract her mate-complement and thereby restore
the communitas state? Shevchenko does not explicitly say, only
arranges the elements in their causal sequence: everything in the
poemexists solely tounderscore the absence revealedinits final
line. Canthisdeficiencybe rectified, and if sohow? The thrice-
repeated reference to water flowing, prominently placed in the
first position in each octet, might be a clue. Other poems hint at
the solution much more resolutely.

Another major water image with shamanic import is that of the
sea. Pliushch correctly notes that “curee Mope” symbolizes the
boundary between the ordinary world and the one to which the shaman
travels in his trance-journey, and also functions as a “road” for

carrying out this journey.*® But this fixed epithet of the “blue

9 plijushch, “Shamanna poetyka...” p. 136. He ascribes similar
functions to forests and rivers in Shevchenko, thus possibly
undermining the strength of his own argument by making it tooall-
inclusive.
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sea” encompasses considerably more, as subsequent analyses will
show. For now, the circuit of lexical marker examples will be
concluded by examining a brief work which ties together the main
ones marshalled in this chapter, and to show how they inter-
penetrate with one another to shape shamanically framed passages
or even whole texts such as this one.

Teye BOOA B CHHE MoOpe€e,
Ta He BHUTikKac€,
Ilyka Kxo3aK CBOI0 A0JIO,
A goni HeMmac.
5 Mimos xo3ak cBiT 3a oui;
I'pae CHHE MoOpe,
T'pae ceplle Ko3aUbKeeE,
A JyMKa roBOpPHTb:
“Kyou TH AOel, He CIHTaBHHCH?
10 Ha xoro noxkuHyB
BaTbka, HEHbKY CTapeHbKYIO,
Monony AiBuHHY?
Ha yyxuHi He Ti /moge —
TAXKO 3 HUMH XHUTH!
15 Hi 3 xum 6yne nomnaxaTH,
Hi nororopurH.”

CUOMTL KO3aK Ha TiM boui,

I'pae cHHE MoOpe .

OyMaB, pons 3ycTpiHeTbCsa —
20 Cnirxa’snocs rope.

A xypaBii sneTaTe cobi

JoooMy KJIOUaMH .

[lnave xo3ax —WIAXH 6HUTi

3apoCiM TEepPHaMH .

This is the complete second piece in the conventionally ordered
Kobzar, one of four poems titled “Dumka.” Standard exegesis of
this short poemmakes it out to be “patriotic” in ahortatory sort

of way. Ukraine is where Ukrainians belong; foreign people and
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places will treat you badly; grief follows leaving the family.
Shevchenko is thought to be promoting traditional values in a
national context and expressing themin structures reminiscent of
Ukrainian folk songs or sayings. But besides the unquestionably
effective marriage of formwith message that ensues, “Dumka” also
offers a simple paradigm for a shamanic understanding of much of
the rest of the corpus. The particular images that these lines
employ — flowing water, blue sea, the cossack, old mother/young
girl, “fate,” etc.—and their arrangement constitute a key to the
shamanic code or subtext of much of Shevchenko’s poetry in
general.

We have seen that the first two words (“Teue Boga”) of the
first line refer to a free movement of a vital quality which
supports conditions of peace and harmony, and that the remainder
of the line (“into the blue sea”) suggests the human attempt to
access the flow and hence the state it engenders. So if the first
line alludes to the successful shamanic entry into, say,
collective memory or a condition of communitas or personal
wholeness, then the second line (“But does not flow out”) means
that the transfer of shamanic knowledge does not occur out the
other side, i.e. it does not move from that world through to the
world of ordinary people. Lines 3 and 4 affirm this inter-

pretation: the human being (here a Cossack, a common synecdoche
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for the generic Ukrainian) searches but cannot find his donst.
After line 5 confirms that the Cossack is lost and cannot find his
place in the world, the parallel established in the first four
lines is reinforced in lines 6-7: the “playing” of the sea is
echoed in the heart (play being associated with a free and
unencumbered state, somethinglikeor identical with communitas) .
But the heart’s apparent urge to merge with the state of the sea is
countermanded by the mind, the voice of structure, which
appropriately enough suggests that he has not asked permission
(lines 8-9). This voice continues for another seven lines,
outlining the difficulties of the cossack’s sundered internal
state. Lines 10-12 invoke precisely the incomplete trio of the
third stanza of “Teche voda z-pid iavora...” (he is clearly the
missing son-in-law who would complete the family) .

The “uyxuHa” and “ue Ti 5moge” of line 13 do not refer only, as
is commonly made out, to physical displacement of Shevchenko
outside of Ukraine’sborders, although this was indeed the case at
the time and the poem may be received at this level as well. In
fact “He Ti rmome” are people who are not as they shouldbe, who have
losteistatetheyoncehadandarenowconsequentlysomewhereelse,
“[u]a uyxMHi.” Thus the following line (“It’s difficult to live
with them!”) alludes not only to the difficulties experienced by

a Ukrainian abroad but also to the poet’s (for one example)
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alienation fromhis own compatriots who do not have the vital link
that he does. Lines 15-16 (“Hi 3 xmm 6yme nomnakaTH,/ Hi
rnoroBopuTH.”) will be echoed in such shamanically oriented
passages as lines 81-84 and 87 of “Son, ” as analyzed below.

The concluding quatrain recapitulates the situation: the
poignancy of his separation fromhis ideal state (“"CuOouThk KO3aK Ha
miM 6oui,” —emphasis supplied) is heightened by the presence of
the “playing blue sea” right at hand but unaccessed. “Jymas” is
juxtaposed with “cniTxanocs rope,” reiterating the cause-effect
relationshipbetween thinking (i.e. structure) and the “calamity”
(loss of communitas). Meanwhile the cranes are flying “home” —
another blatantly shamanic topos. For the Cossack the “beaten
paths” — presumably roads home (again, communitas) — have been
obstructed, and hence his grief. This closing couplet correlates
with the poem’s opening one and in so doing frames the text,
stating in human-world terms what was initially stated in shaman-
world language. Inapparently stringing together some stock items
(a Cossack, the sea, crying over one’s unhappy lot, some birds in
flight) Shevchenko has presented the essence of his own
predicament and perhaps that of many Ukrainians in shamanic terms:

separation from one’s own root.
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Chapter Five

THE POETRY AS NARRATIVE THERAPY

“In all the world, past and

present, even among saints and

wise men, there has never been

anyone who could understand what

I say, andeven I myself, thoughI

am saying it, donot understand.”

—Moriheli Ueshiba

In the preceding chapter we identified some of the main items in

Shevchenko’s inventory of shamanic markers —lexical aggregates

functioning to signal instances of that distinct literary

modality. These coded but largely consistent indicators track

moments at which the text turns to an alternate signifying order,

one where the arrangement of seemingly commonplace poetic or

“folkloric” objects reveals a non-standard psychological

register addressing Shevchenko’s owncreative process/method and

the perceptional apparatus of Ukrainians at the time in general.

Simply put, these textual structures point out where the writing

has become shamanic, and the analyses of the foregoing poems show
the details of this aspect’s implementation.

But Shevchenko’s literary shamanism is not limited to the
mere presence of verbal subroutines of this kind. For beyond
displaying these specialized features of poetic self-
constitution, his verse also organizes itself along lines of

larger discourse acts: the on-going “rhetoric of healing” first

mentioned in chapter one. As already discussed, the arguments



around Shevchenko’s stature as a writer are far too polarized and
protracted to be plausibly attributable to inquiry in terms of
standard measures of literary merit, i.e., issues of
periodization, prosody, genre, formal devices, “themes,”
language, and the like. Reasoning that tries to place Shevchenko
definitively as political, a “folk poet,” or hold him to some
equally prefabricated category continues to fail to account for
his disproportionate impression onhis audience. There have been
many folk poets; most literature has a political dimension; but
none (at least in Ukrainian letters) has inspired even remotely
the amount and intensity of critical response—extra-literary as
well as academic — associated with Shevchenko. After all, V.
Belinsky’s assessment of Shevchenko’s poetry as at best mediocre
is directly subverted by the quantity of resources he expended in
making and subsequently defending this position.! The popular
iconic portrayal of the writer as a folk minstrel extolling
Ukrainian pastoral and Cossack life does not explain repeated
Imperial interdictions on commemorating anniversaries of his
death—he was far fromthe only one writing about these topics—or
for that matter the scaleofparticipationin these commemorations

regardless of the bans. Examples of similar inconsistencies can

! Victor Swoboda, “Shevchenko and Belinsky” in Shevchenko and
the Critics George S. N Luckyj, ed. (Toronto, 1980) p. 303
summarizes the relationship between the two writers.
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be easilymultiplied, of course, but what unites themis precisely
that they exemplify the struggle for ownership of the authority
that Shevchenko’s writings have held in the Ukrainian
consciousness-forming process that was mentioned at the very
outset of this monograph. At issue here is simply power: the
potency gained and the vitality returned following identity
restabilization or reinterpretation, be it for individuals or in
larger social units. Shevchenko’s shamanic discourse turns out
to mediate directly in the brokering of that power.

Shamanically negotiated empowerment and modern literary
theory intersect in a particularly productive way in Michel
Foucault’s discussion of “knowledge as power. ~#2 pccording to the
French thinker’s understanding, power is not an empirical,
objective fact bearing controllingor nurturing force. Ratherits
constitutive and shaping influences reside in specifically
constructed ideas, which in turn arrange themselves into
narratives — the “stories” into which individuals and groups
organize their day-to-day life experiences. These narratives, in
turn, operate as the “truths” which actually specify people’s

lives, delineating a formof individuality that forges persons as

2 These issues lie at the centre of Foucault’s thought and
philosophical career, and are amply and thoroughly documented.
The partial summary given here comes mainly fromMichel Foucault,
Power/Knowledge: Selected Interviews and Other Writings (N.Y.
1980).
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“docile bodies” and co-opts them into behaviors that support the
propagation of “global” and “unitary” knowledge. As subjects of
the power concomitant with this knowleage, we are "“judged,
condemned, classified, determined inourundertaking, destinedto
a certain mode of living or dying, as a function of the true

discourses which are the bearers of the specific effects of

power. "3

Foucault further argues that the deliberate isolation of
specific knowledges from ambient information structures in
general invests their discourses! with the means of power. He is
speaking of the development of “objective reality” discourses
that qualifycertain knowledge constructs forpositions at the top
of the hierarchy, the “dominant” stories or Grand Narratives that
control the perceptions and responses of individuals and entire
cultures. Opposed to these are the “subjugated knowledges,” of
which Foucault distinguishes twomain classes: one that has been
displaced from its earlier privileged position and perhaps even
written out of the record by the ascendance of a competing set of
discourses (he calls the supplanted class “erudite” knowledges),

and another whose members maintain a degree of circulation but

3 Foucault, Power/Knowledge, p. 94.

i“piscourses ... [are] ... practices that systematically form
the objects of which they speak.” M. Foucault, The Archeology of
Knowledge and the Discourse on Language (N.Y. 1972) p. 49.
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survive only in marginalized, lowly ranked forms (“indigenous”
knowledges) .>

Now the recovery of such disqualified if autonomous
knowledges depends on the presence of an adequate cognitive,
especially recollective, space in which their details can be
“performed” (recall fromchapter two that the performative aspect
of ritual language contributes to its power-inducing function).
This secured, the primacy of the dominant knowledges can be
challenged. Foucault uses the word “criticism” to describe this
activity, criticism “whose validity is not dependent on the
approval of the established regimes of thought.”

I also believe that it is through the re-emergence of

these low-ranking knowledges, these unqualified, even

directlydisqualified knowledges ... andwhichinvolve

what I would call a popular knowledge ... that it is

through the re-appearance of this knowledge, of these

local popular knowledges, these disqualified

knowledges, that criticism performs its work.

(Power/Knowledge, p. 82)

Such “insurrection” of subjugated knowledge has a direct
counterpart in the shaman’s signature task of replacing one

cognitive order with another, preferable one. Both processes

strive to restructure experience through rewriting the stories

5 Examples of the former might be the ideas central to the
afrocentric viewpoint, or the postulated value systems of
putativelypre-patriarchal societies. Inthe popular/indigenous
class are the therapeutic practices relegated to the unreassuring
status of “alternative” by the rise and entrenchment of
“conventional” allopathic medicine.
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(especially of hierarchy and identity) in such a manner as to
redistribute the power they confer on their subscribers.
Specifically, the shaman identifies a disruption in the symbolic
order, and attempts a shift either back to the original
equilibrium or to an alternate story designed to correct a
condition of relative powerlessness and thus to bring about a
“cure.” In doing so he avails himself of a stock of culturally
availablediscoursesthat are considered appropriateandrelevant
to the goal of restoring the “health” of the overarching identity
narrative.

As explained in chapter two, the key insight here is that
problems associated with identity illness, power depletion, and
psychic or spiritual trauma can be mediated through language. At
the very least the shaman (exactly like the psychiatrist) names
the problem, next externalizes it, and then provides a specific
language through which rhetorical relocationmaybe effected. The
externalization step tries to induce a separation of the clients
from the dominant “truth” discourses that repress or injure them,
so that what had previously been perceived as “inherent facts” now
becomes merely a range of options to chose from, a collection of
objects existing outside of the people theyaffect. Opportunities
appear for selecting replacement objects in place of the current

offendingones, or for rearranging their order and relationships,
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which amounts to a therapybased on the manipulation of linguistic
entities.

This is where securing a customized language comes in. In
practice the desirable outcome of therapymanifests as generation
of alternate stories that incorporate vital, indeed privileged,
but hitherto neglected aspects of past or present 1life experience,
and insofar as these stori;es embody “other” (in fact displaced)
knowledge, it canbe argued that the identification and provision
of the space for the performance of these stories/knowledges makes
up the central focus of the therapeutic endeavor. Such
performance of alternate meaning provides a basis for the
identification, then regeneration of subjugated stories, from
where one can open up a rhetorical space for the circulation of the
knowledge they carry.

Formal therapies based on the abové ideas do exist and enjoy
substantial clinical success. One of the most relevant ones for
the model of shamanic re-empowerment practices goes by the name of
Narrative Therapy (also known as Re-authoring Therapy), and whose

leading exponents include Edward Bruner and Michael White.® Its

¢ Por some reason this variety of psychological treatment is
especially popular in New Zealand and Australia. A good account,
completewithdetailedclinical case studies, isMichael White and
David Epston, Narrative Means to Therapeutic Ends (New York 1990):
see alsoMichael White, Re-Authoring Lives: Interviews andEssays

(Adelaide, 1995).
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principal tenets build on Foucault essentially as follows: Lives
are constituted through narrative: a personal story (self-
narrative) determines the shape of the expression of our lived
experience.’ Externalizing conversation provides an account of
how item x has been affecting patients’ lives and relationships.
Toenter such a conversationamounts tomaking amental-perceptual
shift, one involving substantial deconstructionandre-storying.
The re-storied account then leads to an abatement of crisis in
consequence of the arrival of a co-interpreted understanding of
one’s status and a revised outlook for the future.

If the stories we have about lives or certain aspects of
existence in general are negotiated and distributed within
communities of people, then it makes sense to engage communities-
as-units in the renegotiations of identity. A population can
jointly develop a “counter-" or “alternative plot, ” complete with

a distinctive name, or may simply rename the dominant plot. This

7 wrhese stories are neither a description of a life nor a
reflection of it. They are not a map of a territory. Nor is it a
perspectival notion, that a specific life-story is just one of
many equally valid perspectives onlife, so that if persons relate
painful experiences, all we need do is to encourage them to enter
intoadifferent perspective ontheirlives and to tell adifferent
story. These are representationalist assumptions that are based
on the tradition of fundamentalist thought, not on the
constructionist orientation that accompanies the narrative
metaphor. I’mnot talking about a description of life, but about
the structure of 1ife itself.” Michael White, Re-AuthoringLives,

p. 14.
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process of naming and renaming of alterrate stories greatly
facilitates the ascription of meaning to a whole range of
experiences—includingpast ones. ® For the task of arrangingboth
individuals’ and societies’ experiences across time must proceed
in such a way as to arrive at a coherent account of themselves and
the world around them, so that todevelop this account the specific
experiences of events of the past and present as well as those
predicted to occur in the future have to be connected (and
explicated) in a linear sequence. The resulting discourse is
called a story or “self-narrative, ~%, when successful, it
provides its subscribers with a sense of continuity and meaning in
their lives, which then forms the basis for the interpretation
(and further storying) of subsequent experience. Inother words,
the reception of any emergent event is as much future-shaped as it
is past-determined.

How these facts can be engaged for purposes of therapeutic

re-storying is illustrated in the results of some of Edward

8 “It has been argued that memory is structured according to
narrative, and in this [therapeutic] work we so often see a
restructuring of memory.” M. White, Re-Authoring Lives, p. 28

M. M. Gergen and K. J. Gergen, “The Social Construction of
Narrative Accounts” in M. M. Gergen and K. J. Gergen (eds.),
Historical Social Psychology (Hillsdale, 1984).
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Bruner’s field work with Native North Americans.® In discussing
his subjects’ ethnographic stories, Bruner reveals how the global
understanding and interpretation of their living circumstances
shifted radically with the generation of a new story that proposed
an alternate history and future. 1In the 1930s and "40s the
dominant story summarizing the Native North American constructed
the past as glorious and the future as assimilation. In
attributing meaning toprevailing conditions through the prismof
this story, anthropologists and Native North Americans alike
interpreted the “facts” of the daily lives of these peoples as
reflective of breakdown and disorganization, as a transitional
state along the route from glory to assimilation. This
interpretation led to “knowledge” which in turn engendered
significant real-world effects, for example justifying certain
interventions of the dominant culture, including those relating
to the appropriation of territories.

Then in the 1950s a new story emerged, one that constructed
the past as exploitation and the future as resurgence. It has not
been shown nor is it likely to be shown that the “facts” of
quotidian existence changed significantly for Native North

Americans in this period, yet with the advent of the revised

19 pdward Bruner, “Ethnography as Narrative” in Victor Turner
and Edward Bruner (eds.), The Anthropology of Experience
(University of Illinois, 1986).
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dominant story, a new interpretation of these facts arose. No
longer did they reflect disorganization, but rather resistance.
This new perception also led to real-life effects, such as the
development of a movement that confronted the dominant culture

with the issue of land rights. Bruner concludes:

In my view, we began with a narrative that already
contains a beginning and an ending, which frame and
hence enable us to interpret the present. It is not
that we initially have a body of data, the facts, and we
must then construct a story or theory to account for
them. Instead. .. thenarrative structureswe construct
are not secondary narratives about data but primary
narratives that establish what is to count as data. New
narratives yield newvocabulary, syntax, andmeaningin
our ethnographic accounts; theydefine what constitute
the data of those accounts. (The Anthropology of

Experience, p. 143)

Drawing the parallels between this example and the prevailing
psycho-social dynamics in the Ukraine of Shevchenko’s time
requires no great modification of detail.

Nor are additional instances of such narrative-mediated
transitions rare in the anthropological literature in general.
Therapeutic approaches like Michael White’s draw heavily on
scholarly examinations of ritual process of the “rite of passage”
variety as described in seminal works by Arnold van Gennep and

Victor Turner.!! Known collectively as “the transition model,”

11 phe classical studies underlying Re-authoring and other
rhetorically situated therapies are Arnold van Gennep (Monika B.
Vizedom and Gabrielle Cafee, transl.) The Rites of Passage
(London, 1960), and V. Turner, TheRitual Process (Chicago, 1969) .
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these strategies share a three-point description of their

essential stages, commonly identifying a:
1. separation phase—role/identity determined tobe no

longer viable:
2. liminal (betwixt and between) phase — trauma,

confusion, disorganization;

3. reincorporation phase — arrival at new status and

attendant understanding thereof.

Presenting crises are engaged and managed by locating them in
relation to these phases.!?

Proceeding from precisely these ideas, Thomas Csordas
developed the model of “rhetorical healing” described in chapter
twobasedonhis fieldworkwithritual(ized) treatment procedures
employed by Catholic Pentecostals in the United States. His
methodology served as a template for many other researchers, among
them Sidney Greenfield investigating Spiritist ritual healing in
Rio de Janeiro, whereinpatients are “moved” fromone social world
to another by means of a rhetorical and symbolic transformation of

self-perception.?® Greenfield notes that this rearrangement has

salient features in common with the three-step religious

12This schema is taken fromMichael White’s Narrative Means, p-
7. A more detailed exposition, including clinical applications
and case studies, may be found in Experience, Contradiction,
Narrative, & Imagination: Selected Papers of Michael White & David
Epston 1989-1991 (Adelaide, 1992) pp. 12-16 and passim.

13 sidneyM. Greenfield, “Legacies Fromthe Past and Transitions
to a “Healed” Future in Brazilian Spiritist Therapy”
Anthropologica ¥XXV (1993) p. 23.
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conversion processes described by Turner and summarized above.
Turner’s point is that when individuals go through a
ritual transition they leave what for them is ordinary
society with its normative rules and behaviors and
enter what he refers to as liminality, a state that is
betwixt and between, full of ambiguity and
characterized by communitas — and anti-structure —
before returning eventually to what is a new state with
new rules, behaviors, and expectations. (pp. 34-35)*"
The author further arques that the massive interest in Spiritism
and similar religious groups proceeds from the “symptoms” caused
by large scale political, economic, demographic and other changes
undergone by Brazilian society in a remarkably short span of time:
massunemployment, malnutrition, uncheckedcrime, uncontrollable
reversals of positionandprivilege. Subscribers tothe Spiritist
movement experience relief from these symptoms (that is, fromthe
anxiety and personal instability they cause) after receiving
exposure to ritualized language of co-interpretation, identity
definition and re-classification. Above all, they are slowly

inducted into the religious life of the Spiritist community

itself, where moral precepts are expressed as political order.

4 Grabowicz also invokes the Turner/van Gennep three-phase
model in describing Shevchenko’s mythopoesis (e.g. page 121 of
PAM), but only to map the poet’s non-historical depiction of time
onto real, or chronological, time. He does note on p. 148 that
“Ukraine’s movement through these states clearly constitutes a
rite of passage,” but does not draw any connections between
specific texts and any of the states. Neither is there any
commentaryonthe passage itself beyond observing, appropriately,
that Shevchenko’s own time was “a world in profound disharmony,
suspended in injustice and abnormality.”
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“At first contact the [Spiritist] centre with its many activities
appears to them to be a community characterized, in contrast with
their ordinary world of hierarchy, power, and authority, by
egalitarianism. In contrast with the growing impersonalism of
urban Brazil, the newcomer experiences much of what Turner meant

by communitas.”*®

In Csordas’s words, theparticular kind of rhetoric employed
here “redirects the supplicant’s attention to new aspects of
actions and experiences.” Applied to the case of Shevchenko, this
would mean that readers are exposed, perhaps for the first time in
a way that is meaningful to them, not only to the dual nature of the
sources of Ukrainian sociocultural identity, but also to
mythically determined concepts of Cossackdom, serfdom, and
personal or national victimization. Even his use of the word

“Ukraine” —YxpaiHa—was a novel implementation in contemporary

15 Greenfield, p. 35. This reincorporation phase, the article
goes on to say, culminates in the petitioner being fully
reintegrated into a new socialmilieu andbeing redefined in terms
of it perceptions and mindset. He or she leaves the ambiguity and
distress of the liminal stage to emerge with an altered outlook,
including new boundaries of consciousness, in which both the
patient and the illness have been conceptually reframed. This
sort of linguistic (and hence cognitive) reformulationappliesat
least in part to the shamanic function of Shevchenko’s verse, as
will be seen below.
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practice.!® Furthermore, the new worldview’s presentation
registers with the audience in such a way as to relate directly to
the sense of loss, pain, and social destabilization that it was
experiencing. Reframed this way, the readers’ perception-
response apparatus (as Csordasputs it, their “thinking”) becomes
directed away from their former understanding of their condition
to an integrated, healed one.!

Besides the tension between the perspectives of past
autonomy and present servitude, Shevchenko was faced with an
absence of a unified Ukrainian identity in the early 19th

century.'® Aside from the instability ensuing from inversions of

'® Shevchenko’s contemporary, the pre-Romantic (“Kharkiv
school”) poet Levko Borovykovs'kyj, for example, does not use the
word “Yxpaiwa” at all in the whole of his Ukrainian-language
poetic output. Another pre-Romantic, A. Metlyns'kyj, who
published approximately a decade later than Borovykovs'kyj,
employs the Ukraine-word a total of six times.

7 The disempowering events in Ukrainian history to which much
of Shevchenko’s shamanic poetry appears to be a response is well
documented and continues to receive considerable scholarly
attention. Aseriesof sixarticles addressing the question “Does
Ukraine Have a History?” (the title of the first article by Mark
Von Hagen) begins on p. 658 of Slavic Review vol. 54 no. 3 (Fall
1995) and treats this topic in some detail. A comprehensive study
is Zenon E. Kohut, Russian Centralism and Ukrainian Autonomy:
Imperial Absorption of the Hetmanate 1760s-1830s (Cambridge MA,

1988).

' This fact is generally much underappreciated. The received
opinion, popular but inaccurate, is that the “Ukraine” of which
Shevchenko speaks constituted a clearly defined country and
nation (though not, of course, state) at the time —a perception
which follows, ironically, almost entirely from the iterative
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military and political fortunes, the people living on the
territory we now call Ukraine variously called themselves
Ruthenians, South Russians, Little Russians (the standard but
not-quite-correct translation for “Manopoccu”), Roxolanians—to
say nothing of names for the various Carpathian groupings. A
correspondingabsence of linguisticstandardizationdidnot help.
Further hindering discrete, unitary self-perception was the fact
that Russian and Polish cultural and political identities were
muchmore stronglydefined at that time than the Ukrainian one, and
were in fact providing their own written versions of Ukraine’s
place in the order of things.' It is this background of poorly
delineated social identity commingled with the specific
historical dislocations outlined in the previous chapter that
Shevchenko’s poetry appears to engage with restitutive effect.
Shevchenko begins the process of rhetorical restructuring
by setting forth in opposition the two states whose inherent
discord is to be resolved. First, he clearly and repeatedly

establishes that there do in fact exist these two antipodes, which

processing in the collective awareness of Shevchenko’s poetry.

! These and several other such factors, highly integral to the
dynamics of the Ukrainian national revival in which Shevchenko’s
contributionis socrucial, are summarized in the first chapter of
Andrew Wilson, Ukrainian Nationalism in the 1990s: A Minority
Faith (Cambridge University Press, 1997). The endnotes to this
section of the book provide a somewhat wider set of references.
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for our purposes can be best represented by the “past glory,
present grief” formulation.?® This would correspond to the first
of the three stages in the Van Gennep-Turner transition model:
separation. At this level the reader is simply made aware of a
proposed schema wherein two states have been antagonistically
situated, wusually in mythical-temporal (as described by
Grabowicz) terms.

It is telling that some of Shevchenko’s most quoted lines
originate from one or another of the many poems addressing this
dual character of the contemporary Ukrainian experience. “Do
Osnov"ianenka” serves as anexcellent example, inpart because its
shamanic features provide most of the poem’s textual content in
addition to establishing its primary modality. Already in its
famous opening line (B’0Tb NOPOrH; MicAlb CXOOHUTH) wWe see a
compression of the essential images from the first 8 lines of

“Prychynna.”?* Both the terrestrial and celestial entities

2 As already described, the polarity to which Shevchenko’s
poetry responds therapeutically has been characterized in a
number of ways: adjusted/non-adjusted selves, the St. Petersburg
persona versus the peasant one, the tension between conditions of
serfdom and a free Cossack state. Singling out one specific dyad
from among these is not crucial to demonstrating the presence and
action of rhetorical healing, so the generalized duality that
Shevchenko addresses will be taken to be the past-present one
unless otherwise noted.

% perhaps because these words make up the “gateway” into the
rest of the oeuvre, they have invited a great deal of grandiose
commentary, much of it oriented on issues relevant to a shamanic
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partake in the systemics set forth in the previous chapter:
flowing water as shamanically generated writing, and rising moon
inthespirit-familiarinvocation functionelsewhere performedby
the evening star (e.g. “Kniazhna”). Leonid Pliushch in his essay
on Shevchenko’s shamanic poetics offers a parallel passage to
illustrate this function for the moon exactly as it behaves in the
introductory section of “Kniazhna, ” and several other places. He
begins by quoting lines 15 - 18 of “Hajdamaky, ” which refer to the
moon, and adds the relevant explication.
Ty Biunum 6e3 kpawo! .. Mobrmo pO3MOBNATD,
SIk 3 6paToM, 3 CeCTpoK, PO3MOBJIATL 3 T060I0,
CniBark To6i QyMy, MO TH X HalleNTas.
llopan MeH]i me pas3, Ae BiTucek 3 xypbow? (I, 71)
“MicAub TYT HESABHO OB’ A3aHUA 3 THM CBiToM, 3 paeM: 3-
3a “Kpa” JOCHTbL MPO3OPO BH3HPAOTk obpa3u. TOMY it MOXe
MicAub pagHTH-PasATH NOETOBiL, fAK TBOpYUO cybnimyBaTu
CBOI0 3eMHY, KpanoBy, obMexeHy xypby. [loeT Bimsymioe

MicauesBi-JlyHi HHMM-Helo HamenTaHy nicHo-gyMy. Micsausb,
OTXe, I'pa€ mMOOO noeTa poJiyb [lepBomaMaHa, Mysu uu 'eHis,

reading of Shevchenko. For example, Ievhen Sverstiuk in his
recent collection of essays Shevchenko i chas (Kyiv, 1996) imputes
anelemental collective social force towhat are arguably standard

Romantic nature images.

«leBUESHKO MOuAaB nucarH cBoi obypmmei TBopu Big 1837
POKY», — BH3HAUAaJIM XKaHOaApMH NpH apemTi noera. Bxe
nepmi BinoMi HaM psagku lleBueHKa —

PeBe Ta cTorxe JHinp mupoxum,
CepouTur Birep 3aBHBa —

BpamaloTh BEJIMUWO H CTPHMAHOKW MOIYTHBOK CHJIOKL. Y
KOHTexcTl «Kob3aps» — e CUMBOMiuHMA 3acnipe o nicui
[IpO I'Pi3HHM KJIeKiT 3akyTol cHnM Hapony. (page 14)
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maMaHHOI'O AyXa-IOKpOBHUTEens . 22

Pliushch’s observations continue to apply to the poem as it
unfolds. Reeds ask questions of the river, a sea gull echoes them,
burial mounds converse with the wind... All these reveal the
shamanic status of the poem’ s beginning. But the separation phase
takes up a stark centrality as early as the third line.

B’10Tb NOporu; Micsaub CXOOHUTH,

AK i nepme cxogus. ..

Hema Ciui, npomnas i Toi,

XTo BciM BepxoBoaus!

5 Hema Ciui; oyepern

Y OHinpa nHTanTh:
«lle-To Hami niTm ginuce,

L. I. Pliushch, “Shamanna poetyka T. H. Shevchenka”
Filosofs'ka i sotsiolohichna dumka, No. 6, 1992 p. 140. (The
notation I, 71 refers to the article’s source of text, the six-
volume 1963 Kyiv edition.) The parallel with “Do Osnov"ianenka”
becomes even clearer when we compare that poem’s first two lines

B’ 10Tk noporu; Micsaup CXOOHUTH
Ax i nepme CXOHOUB. ..

with lines 7 to 10 of “Hajdamaky” which come right before the
passage cited by Pliushch:

A COHeukoO BCTaHe, X neple BCTABAaso,

I 3opi uepBoOHi, fAK nepme MM,

NomnusyTe i norimM, i T, 6inonmumix,
10 [lo curboMy Heby BHIIAEm NOryJATh,

Thus the functional equivalence of the sun, moon, and stars is
established. Both passages appear at the very outset of their
respective poems, and so serve as markers of shamanic modality.
The word “nepme,” also common to both excerpts, points not to
historyi.e. “the past, ” as is so often assumed of these poems, but
to the primordial and unchanging nature of the world fromwhich the
poet is presently speaking; the real-world sun, after all, cannot
not rise (cf. line 7 above).
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{le BOHHU I'YJISoThE?»
(lines 1-8)

“"The Sich is gone.” This abrupt statement of pivotal absence
generates the rest of the poem as a response to itself, starting
with it being positioned as perhaps the reason for a leaderless
condition (lines 3 - 4). Line 5 says it again: the loss of the Sich
means a loss of both “him who headed everything”??® (line 4) and of
“our children”?® (line 7), i.e. the family has been lost.
Shevchenko is speaking here not of the disappearance of the
Zaporozhian island fortress, but of a vanished internal stance or
state, that of acommunitas-like salutaryorder, and couching this
communication in folklorically stylized words about Cossacks and
broad, non-specifichistorical references. Throughaspecialized
manipulation of this display case of stock images he is actually
shamanizing a meliorative linguistic response to at least his
personal psychicmalaise. Normally, areference to the historical
events culminating in the dismantlement of the Sich settlements

in 1775 might be expected to allude to something specifically

23 Namely, a father-function. Shevchenko will refer to this
figure as “6aTbxo” several times later in the poem. That he also
calls him “6arbko-oTamMan” (line 57) lends support to the common
surface reading of this piece as a “historical” lament.

% For reasons of space, the “children” topos was not included
in chapter four’s survey of shamanic markers. For a brief
explanation and examples, see the discussion of “Dumy moi” in
chapter seven.
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associated with them: a proper name or particular event, perhaps.
Yet for all the significance of there being “no more Sich,” in
spite of thisbeing the avowed subject of the poem, Shevchenko does
nothing of the sort. Instead he produces a text on the topic of
trying (partly resolving, mostly failing) to talk about—that is,
to process cognitively —whatever it was that happened. True, he
does use the departed world of the Cossacks as a metaphoric framing
device—hence the mention of unspecified battles with collective
foes (e.g. lines 23-24: [Je xpoB nsaxa, TaTtapuHa // Mopem
yepBoHina...). This practice, hardly restricted to the present
poem, accounts for the persistence of a “historical”

classification of “Do Osnov"ianenka” and similar pieces;? it may

* For example, “Ivan Pidkova” or several passages in
“Hajdamaky.” Referring to a particular class of verse of this
type, G. Grabowicz notes in PAM that “[t]hese poems are either
exclusively or largely meditations or reflections on history,
that is, either on the Ukrainian past, most often the decline and
fall of a formerly free existence, or on a specific moment.” But
faced with questions about the specific, objective referents of
these texts, he allows that

“the poems here do not tell a story, they are not
constructed around a real or fictional event. By that
very reason, perhaps, by the absence of what some might
call the epic factor, they gain in emotional and
especially symbolic intensity; as such they constitute
some of the most politically and rhetorically charged
of Sev&enko’s works.” (p. 25)

Grabowicz goes on to conclude that a “transmission of sacred
knowledge” takes place here, and the determinant thereof lies in
“modality of approach” as well as form/genre, among other factors
(p. 28) . The whole issue of Shevchenko’s historical mode receives
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be more accurate to say that such works are historicized
performance-texts operating shamanically.

Performance, in fact, emerges as a dominant feature of the
poem under discussion. The “thematic” assertion that the Sich is
gone is followed immediately by a series of ritualized questions
posed, significantly, by and amid natural phenomena, questions
which act to reinforce further the absence of the “children”
(lines 8 and 10). These questions intensify into the anaphora of
lines 16-18, where they form a contentless lament addressing the
“Hami” (clearly opposed to “uyxi,” as in line 62: Kpyrom uyxi
mmoge. ..) and demanding that they come back (lines 19 and 25).

Ja¥ixa CKHI'JINTE J1iTaouH,

10 MoB 3a giTeMH IINNave;
CoHue rpie, Birep Bic
Ha creny xos3auim.
Ha TiM cTeny cxpis3s Morunu
CToATh Ta CYMYKOTh;

15 [IuranTbesa y 6yiHoro:
«Je Hami naHywoThb?
Jde naHyoTs, 6€HKeTyoTh?
Je BH 3abapwiuch?
BepHiTecs! QuBiTecs —

(lines 9-19)

Like the missing “children” from the generalized Cossack past, no

humans are currently present either.?® So unconditional is their

a solid treatment beginning on page 24 of PAM.

26 Phis lack of human agency may be seen as further evidence that
Shevchenko does not want to discuss the historical Sich here
literally. Itisnota“real” worldhe isdescribing; a scenebuilt
up as a single tableau opens with the moon rising but has the sun
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absence that the Cossacks themselves are not even mentioned
directly —a further indication that the “historical” motifs of
this poem should not be understood as literal. And just as the
absence-questions were introduced bybirds and burial mounds, the
answers when they finally come in line 25 and following are

provided by the sea i.e. the shaman-world.?

25 Beprirecs!» —«He BepHyTBECA! —
3arparno, ckasa’rno
CuHe Mope .— He BepHYThCH,
HaBiku nponanu!»
[lpaBna, Mope, npaBna, CHHE!
30 Taxas ix gons:
He mepHyTbCs cnogiBamni,
He BepHeTHCs BOJA.
He BepHYTBCs 3anopoxui,
He BcTaHyTb reTbMaHH,
35 He noxpmioTe Yxpainy

UepBoHi xynaHu!
(lines 25-36)

The case for the shamanic nature and origin of the sea’s voice in
these lines finds support in the parallel between line 29 and a
passage from near the end of “Perebendia,” examined in detail in

the following chapter. There Shevchenko addresses his

shining ten lines later. Instead, sections of the poem perform
transitions between different forms of identity-informing

cognition.

?7 We have seen on pp. 133-134 of this thesis how Shevchenko’s
use of the fixed epithet “cuHe (€) Mope” often signals a transition
fromthe “ordinary” world to the shamanic one. When found together
with the “playing”-verb, as in lines 26-27 (3arpano, ckasano /
CuHe Mope .—He BepHYTbLCSH, ), the meaning becomes that of knowledge
being conveyed from the shamanic world.
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quintessential shaman-bard with an authorial evaluation:
Jobpe ecn, Mift kob63api,
Jobpe, 6arbky, pobum,

Ho cniBaT™H, pO3MOBJIATH

Ha Moruny xonum!2®
(Perebendia, lines 80-83)

It is in this 29th line of “Do Osnov"ianenka” (llpaBga, Mope,
npasga, cHHe!) too that Shevchenko switches to the author’s own
voice, or at least to a narrational s. As the blue sea “plays-
speaks” (line 26), so does the minstrel-shaman figure. His first
statement confirms the absences spoken of by the natural phenomena
inthe first 24 lines, nowusing an anaphora of five lines (31-35).
Moreover, these are introduced as a consequence of their dong in
line 30, which is another demonstrated marker of shamanic

modality. These five lines, in emphatically denying the

%8 gignificantly, the lines immediately following these in
“Perebendia”

Xonu cobi, mim ronybe,
85 [loxu He 3aCHYNO
TBOE ceplie, Ta BHCNiBYH,

approximate those that also close out “Do Osnov"ianenka.”

Hexan me pas ycMixHerTbCcs
Ceple Ha UyxHHi,
[IOKH 51AXe B UYXKY 3eMII0
B yyxix OOMOBHHI .
(lines 101-104)

The surface structures here make reference to death, but the
shamanically defined meanings allude to undesirable
transformations of spirit. These ideas are developed more fully

in chapter six.
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possibility of returning (or returning to) a departed order,
actually function as a prelude to an attempt to recapture at least
the symbolic structure of the lost psychic state. Shevchenko does
this to varying degrees in several poems; an example very close to
the one given here uses the same “returning”-verb to a similar
purpose:

Y KueBi Ha logomni

By7no Xonuchk... I Hikonm

He BepHeThCs, MO OiANOCH,

He BepHeThCs crniogiBaHe,

5 He BepHeTbCs. .. A 7, 6bpaTe,
Taxu 6yny crnogiBaTucCh,
Taxu Syny BUrJsigaTH,

Xarmo ceplpo 3aBnaBaTH.
(Chernets', lines 1-8)

An almost identical anaphora (lines 3-5) confirms the
impossibility of reinstating “mo misnocek,” what was going on,?®
but then the immediately following words declare the poet’s firm
(“raxu”) intention to await/expect precisely what he has just
insisted is irretrievable. His response to the tension between
the irrevocable and the anticipated/envisioned is the spiritual
pain of line eight. This is the stark realization of the

separation phase and the start of the liminal phase with its

% These two words in the Ukrainian text, meaning “what was
happening” or “what the situation was,” are curiously indefinite
given that they refer to the ostensible topic at hand. Shevchenko
goes on to £ill in some details, but the undetermined and perhaps
unknown nature of that which “will not come back” suggests that it
might be an internal state as much as a set of outer circumstances.
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heartache, sense of breakdown and possible collapse.?

In “Do Osnov"ianenka” the description of the liminal phase
occupiesonlylines 37 to 41 and is not developed to nearly the same
extent as in many of the other poems.

O6igpaHa, CHpPOTOK

lloHan Ouinpowm nnaue;

TAXXO~BaXKO CHPOTHHI,

40 A HixTO He 6aUUTH. ..

Tinbxo Bopor, mo cMieTwcsH. . .
Shevchenko’s standard image of the orphan transparently
symbolizes Ukraine (since line 38 locates it “by the Dnipro”), and
the fact that “nobody sees” (line 40) the orphan’s plight
indicates that the problem does not lie in an external set of
circumstances. That “only the enemy” (line 41) can see the
suffering corroborates the internal nature of this foe, similar
to the “Bpaxa xpoB” in line 19 of “Zapovit.” Furthermore, the
transition from the poem’s liminal section to one bidding for a
reincorporation phase begins with direct speech to this enemy
(line 42: Cwmimicss, mmoru;r Bpaxe!), and from there proceeds to
construct itself entirely as an address directed at that persona.

Thirteen lines following this juncture (44-56) set forth the

third phase of the van Gennep/Turner model as it applies to the

30 other moments in Shevchenko’s text which follow a virtually
identical patternare lines 15-16 of “Tarasovanich” («Byra KOJHCb
reTbMaHmyHa / Ta BXe He BepHeTbes! .. ), and 27-28 of “N. Markevychu
(«Bymo xonuce —MHHYTIOCH, / He BepHeThLCs 3HOBY». ) . Both poems are
thoroughly shamanic in the same way as “Do Osnov"ianenka.”
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poem under consideration. Here Shevchenko tries to provide a
receiving context for the crisis he has brought to light, the
better to reconstruct it within terms that are empowering rather

than debilitated and devitalized — but without necessarily

denying its distressing features.

Cuimcsi, rmoTHH Bpaxe!
Ta He Ooyxe, 60 BCce Ir'uHe —
CriaBpa He IIOJIAXe;
45 He nonsixe, a po3kKaxe,
Mo misyiock B cBiTi,
Uua mpaBOa, UHs XpHBOA
I yul M giTH.
Hama nyMa, Hama nicHsa
50 He BMpe, He 3aruse...
OTr ne, ymoge, Hama ciaBba,
Cnasa Yxpalixu!
Bes 3o5noTa, 6e3 xaMeHo,
Be3 XUTpoi MOBH,
55 A roJylocHa Ta NnpaBOuBa,

AKX rocrioga cnoBo.
(Do Osnov"ianenka, lines 42-56)

Essentially, this passage affirms the source of the renegotiation
of Ukrainian identity and unequivocally names the conduit which
leads to that source. The foundation of re-apprehended self-
perception is located in cnasa, and the access to cmasa will be
verbal or at least something closely associated with verbal

creation (not only is “cnaBa” phonetically similar to “cnoso” but

31 As with the word dosns in chapter four, csasa will not be held
to any single translation, but will simply be given in Cyrillic
italics. Of course the meaning “glory” is primary, but
Shevchenko’s usage is so layered and idiosyncratic as to make a
one-word equivalent misleading. See also the subsequent
discussion.
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these two words frame the passage in question). The progression
of words signifying cnaBa’s orality moves from the mundane to the
divine: po3kxaxe, ayMa, nicHsa, rocmnoga cnoso. But it does not
include “crafty” language®? (line 54), nor will it depend on
external wealth or power (line 53).

In fact the entity Shevchenko has chosen to call crnasa has
remarkable properties, far beyond the normal domain of the word’s
denotations. First, in line 43 the author notes that “everything
perishes” —but not cmaBa. More, crnaBa has the power to speak of
the world’ s workings (line 46), to sort out justice frominjustice
and to reveal lineage (lines 47 and 48) . The next two lines repeat
the idea that this sort of discourse is immortal —in conspicuous
contrast to the earlier listing of what has perished with the
passing of the Sich. Finally, lines 51 and 52 drive the point home:
what is gone—be it understood as the historical Cossack state or
a state of spiritual grace—must be weighed in terms of what is not
gone, what can be recovered and used from that earlier situation,
andwhat isultimately significant and potent. The poet rounds out
this central idea in the last four lines of the reincorporation
section of the work (53-56) by reminding his reader that this key

resource — cjlaBa —draws its merit neither from the material nor

3 The phrase “xurpaMoBa” immediately suggests a cardinal point
make by Ivan Vyshens'kyj in the defense of “true” faith as opposed
to false, deceitful ones.
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the intellectual (that is, not from the usual human world), but
instead resembles the clear, true “word of the Lord.” Thus this
cnaBa-cnoBo refers to no ordinary verbal artifact, but to a
telescoping of both domains, with the latter contributing its
sense of logos —the primordial creative principle.

Up to the end of line 56, then, the tripartite transition
model fits “Do Osnov"ianenka” quite well. Lines 3 to 36 cover the
separation stage, setting forth a series of absences that
suggests, through a set of shamanically marked voices, a
discontinuityof national identity; lines 37-41 briefly sketch in
the pain and disenfranchisement of the liminal phase:; and the
reincorporation phase spanning lines 42 to 56 proposes a way to
proceed by salvaging the core excellence of what has (apparently)
been lost. This last step, in addition, is presented as being at
least partly linguistic in nature; there seems to be an awareness
here that the problemrequires amanipulation of a symbolic order.

But then Shevchenko does an extraordinary thing. From this
point and to the end of the piece, nearly half the poem’s length,
he enters into a meta-discussion of what he has just projected.
His interlocutor, moreover, is nothing less than the vanished
internal state at issue, personified here as the father-otaman
presumably referred to in lines 3-4. Having described a shamanic

negotiation of a rite-of-passage crisis, the poet goes on to
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comment on the actual implementation of the rhetorical move he has
recommended, especially for himself.

Two things are taking place here. One is that the writer is
trying out the performance space he has created, testing the
viability of the rhetoric shifts it contains. Second, we are
witnessing a bifurcation of the poet: the otaman being addressed
throughout this section corresponds to the shaman in him, and the
first person narrator is Shevchenko the ordinary man, an artist
perhaps, but nevertheless an instantiation of the mid-nineteenth
century Ukrainian who has to palliate his sociocultural
predicament. (While the fit with Grabowicz’s adjusted and non-
adjusted selves is not perfect, there does exist evidence of a
divided self-perception. A clearer duality in this passage
derives from imperfectly reconciled personal and collective
obligations.)

Shevchenko’s seemingly monologic address to his inner
shaman-figure, the father-otaman, in fact displays some features
of adialogue. He beginsby speakingdirectly to the personage who
likely best represents the sought-after state, and asking if the
first half of the poem has validity.

Uu rax, 6aTbKy oTaMaHe?
Uu npasay cnipawo?
Ex, axbu-ro!.. Ta mo & xazars?

60 KebeTH He Mal0.
A 1o Toro —MoCKoOBUHHA,
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KpyrouM uyxi rmoge. ..
(lines 57-62)

The question is to some degree an affectation, however, because he
has already placed his discourse into a privileged, shamanically
tagged category in line 58 by referring to it as “singing.” Too,
he is speaking to himself, albeit to an alternate facet of his
identity. Line 59 offers an enigmatic reply (the unfinished “if
only!..” and the equally cryptic “What can I say?” allude to
something obviously crucial without stating what it is) to a
different question: not “Is this the truth?” but “Can I deliver a
performance of the truth?” Shevchenkoclearlypresumes apositive
reply tohis stated question, but then unexpectedly denies what he
has just granted, and indeed appears to repudiate what he has been
doing for the poem’s first 56 lines. He disqualifies himself on
the grounds of not having “xeberH, ” a word conveying the idea of
intelligence expressing itself as ability, and one taken from a
much lower lexical register than the surrounding text. This
denying voice of line 60 with its markedly coarser word choice is
that of the poet’s “Ukrainian peasant” self. Perhaps not finding
this first disavowal of competence to be enough, it adds being
intimidated or discomfited by Muscovy (line 61) and the fact of
being surrounded by “uyxi rmoge” (line 62) —exactly the “wrong kind

of people” whose misaligned spirit it is the shaman’s job to
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correct.

Line 63 (“Do not give in”) provides the only instance of
direct speech fromthe “other” self in the poem. Shevchenko’s text
constructs this persona very like the shaman-figure whose spirit
it attempts to invoke, the missing leader mentioned inline 4. And
the faux “I'm-just-a-peasant” self submits a ready response: even
if he performed his truth-song, it would be laughed at (lines 65

and 67) .

«He norypar»,—MOXe, cKaxel,
Ta mo 3 Toro 6yne?
65 HacMmiloThbCcsa Ha ncajioM ToH,

0o BIWIULO CJIBO3aMH;

HacumioTecsa. .. TAXKO, 6ATBKY,

¥uTH 3 BOporaMu!

(lines 63-68)

Now the proposed speech act has become a psalm (1line 65), a sacred
song “poured out through tears” (line 66). First he said he was
unable todo it; then the people around him were the problem, which
subverts the ineptitude argument, since the second point would be
moot if he were truly incompetent; then the obstacle becomes being
laughed at, againundermining the first twoobjectionsby implying
that he can in fact conceive of producing something for them to
ridicule; and finally, in spite of all the demurrals, he has at
some level composed nothing less than a psalm.

This cascade of deconstructions serves to promote the poet’s

commoner self to a self that utters divine words — a function
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usually reserved for someone at the level of a prophet. Having
described the linguistic performance space for inscribing the
older, subjugated “knowledge” reinterpreted in lines 44 to 56,
Shevchenko proceeds to shamanize himself into the role of one who
will resurrect, following his own formula, that displaced
discourse. To do this, he needs to become “the one who headed up
everything” (line 4), tobe able to speak with that kind of voice,
and hence the dialogue with the otaman within in an attempt to
harmonize that character’s speaking mode with the poet’s own.

Interestingly, he does not entirely succeed. Even after
having managed topositionhimself as an inspired revelator in the
midst of protesting his inadequacy to the task, he devotes the
poem’s remaining 36 lines, a full third of the work, to keeping
himself effectively separate from the very discursive mode he
keeps insisting is so badly needed. His main contention invokes
his lack of strength and authority (lines 70 and 77-79), precisely
the qualities of the Ukrainian persona described in the liminal
phase’s text (here lines 37-41); Shevchenko is identifying
strictly and personally with the exact disempowered condition
which he feels duty-bound to rectify.

[loboposcs 6 i 51, MOXe,
70  sIx6u MayIOCh CHIIH;
3acniBae 6u—6yB royoCcok,

Ta NO3UUKH 3’ Inu.
OTaxe-To JIUXO TAXKeE,
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Barsky TH MiR, Oopyxe!
75 Bnyxy B cHirax ra cam cobi:
«OA He myMH, Jyxe!»
He BTHY 6inecme. A T, 6aTbkKy,
JAX caM, 300poB, 3Hacl,
Tebe yrone NOBaxawThb,
80 Jobpuit ronoc Maem;
(lines 69-80)

Lines 69-72 equate his impotence with voicelessness, which loss
of voice in turn follows from repeatedly “lending” something,
perhaps an allusion to exhaustion precipitated by too many
underappreciated literary efforts. In anyevent, he continues to
devalue his talent for literary craft. Wandering “in the snow,”

i.e. isolated fromnormal life, a folk song®? sung only to himself

33 shevchenko could count on his 19th century reader to expand
thisbit of intertextuality intoa fuller text. The first verse of
the folk song is as follows:

O He WyMH, JIyXe, -
3eneHun Hbarpave.
He nnau, He xypucs,
Monoaou# Ko3aue.

Thematically, this 1lyric belongs with lucidly shamanic
compositions like “Dumka” (“Teche voda v synie more...”). It is
a crucial aspect of Shevchenko’s artistic adeptness to adapt folk
idioms like the above for inclusion into shamanically operative
verse. A second use of this same intertextuality would be in the
poet’s own “Tarasova nich”:

SIK XOBanM Ko3aueHbKa
B 3enenim bafpani.
I'pae xobzap, BHCniByE,
AX JINXO CMieThCH. . .
(lines 11-14)

This thoroughly shamanic poem, which has much in common with “Do
Osnov"ianenka,” is examined briefly at the end of the present
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as the limit of his capacity (lines 76-78) — all this further
designates these words as the voice of Shevchenko the serf-
identified, the one who needs succor from the father-otaman and
the power-restoring knowledge carried in the shaman’s song. The
father-figure, by contrast, commands people’s respect by virtue
of having a “good voice” (the connection of line 79 with line 80 is
almost certainly causal), suggesting that this might be
Shevchenko’s high-society St. Petersburg self.

The remainder of the poemdivides evenly into two sections of
twelve lines each. Each section begins with an exhortation to the
otaman to sing, inboth cases addressinghimas abird (lines 81 and
93).3 The first section consists of several fairly detailed
instructions from the poet to his spirit-bard concerning what to
say and to what effect. He recapitulates the Sich and burial
mounds motifs fromthe poem’s early lines, building from them “the
object of wonder” (line 85) that has been lost. Singing of these

things, he avers in line 87, will overcome the resistance

chapter.

3 By now it should not be necessary to continue pointing out
that these references tobirds are not accidentally placed images
from folklore or other sources of stock phrases. Here, for
example, it must be noted that the otaman takes the form of a
spirit-familiar bird precisely at those moments when he is being
called upon to perform in a shamanic capacity. Furthermore,
neither the dove of line 81 nor the eagle of line 93 are birds that
actually sing, which gives additional weight to the notion that
these epithets may not be innocently avian.
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(“HexoTaA”) to the perception (“nouynHu,” line 88) of the state

indicated by cnasa.

Cnipaw xe iM, Mil ronybe,
[po Ciy, mpo Morwm,
Konu AKXy HacHnang,
Koro nonoxui.

85 [Ipo cTapuHy, NpPo TEe OHBO,
Mo 6yno, MMHYJO. ..
yruHu, 6aTbKxy, mob HexoTs
Ha Bech cBiT nouyny,
Mo pisnocek B YXpaiHi,

90 3a mo norubana,
3a mo crnaea xosalubkas
Ha BciM cBiTi crana!

(lines 81-92)

As in the earlier passage where Shevchenko claims to be
unable to do the very thing he is in the act of doing, these lines
betray what they profess on the surface in at least two ways. By
counselling his shaman-bard to the extent that he does, the writer
actually asserts an authoritative preeminence over this supposed
“leader.” He clearly possesses the knowledge of everything that
needs to be said; he even explains the mechanism by which the
discourse will function and what its effects will be. Secondly,
this is the author of the Kobzar speaking. He has not lost his
voice, in fact quite the opposite. In enjoining an “other” to
speak on his behalf, Shevchenko actually addresses an alter ego
with the purpose of defining/constructing it, investing it with

authority while reserving the option to disclaim anything it may

say.
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The second set of 12 lines, the final ones in the poem, turn
to commentary concerning the effects of the shamanizing
utterances on the narrator, Shevchenko in his affected peasant
persona. Here too the choice of words belies an outwardly
subordinate stance. All of the consequences of the otaman’s song
will be shamanic for Shevchenko the listener: he will weep (line
94: in shamanic mode, write poetry), hear the “playing sea” (line
98), his “heartwill smile while abidingina foreignplace” (lines
101-102);® all of these are the defining abilities of a shaman.
More importantly, he will do these things “again”; the expression
“me pa3” comes up three times in these dozen lines. Hence he has
done it all before. He has shamanic powers himself, even to demand

recitals from other shamans.

YTHH, 6aThKy, Oopile CH3uMt!
Hexan s sannauy,
95 Hexan cBoio Ykpainy
1 me pas nobauy,
Hexay me pas nocrnyxaio,
JX Te Mope rpae,
fIx piBumHa nip Bepboiw
100 I'puys z3acnieae.
Hexam me pa3 yCMixHeTbCs
CepLe Ha UyxMHi,
[Iox¥u nsAXe B UYXYy 3I€MII0

B uyxif QOMOBHHI .
(lines 93-104)

3 The poem’s closing words concerning a coffin are of course
entirely symbolic, referring to the state of spiritual death
rather than to a physical demise —much as in “Meni trynadtsiatyj
mynalo...” and elsewhere.
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Thus Shevchenko has arranged to have it both ways. He gets to
exercise two voices at the same time: one fully empowered and
transcendent, able to conjure key states of consciousness and the
links among them, the other specifically if unconvincingly
disowning any such facility. Regardless of which mode dominates
during the course of the text’s reception, the result remains
clear: he does not succeed in actually laying full claim to the
shamanic force of his words, preferring instead to keepadistinct
part of himself separate, protesting and declining, right to the
end of the piece. So while the work displays strong shamanic
qualities throughout, it does not bring to realization the full
capacity of its primarymode. In “Do Osnov"ianenka” as well as in
a number of other poems not examined here Shevchenko seems to stop
deliberately short of total identificationwith his rhetorically
shifted state. At such moments the shamanic mode, while perhaps
sustained, appears unwilling to find a closure and thus to affirm
the absolute correctness of the very function it is performing.

The above lengthy analysis of a single title from the Kobzar
has been given indetail because it presents a textbook case of the
dynamics of rhetorical healing. But besides affording a lucid
case study, “Do Osnov"ianenka” may be seen as an interesting
example of how such therapeutic re-authoring might continue to

operate beyond the immediate text. Although there will be no
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attempt to follow through on the observation at this time, it
should be noted that parts of the Ukrainian national anthem’s
lyrics consist mainly of the same shamanic markers as form the
reincorporation section in lines 42-56 above. Considering only
the first two lines of the anthem,

Ile He BMepJia YXpaiHa,
I cnaea, i Bons

reveals a strong parallelism in terms of line structure, use of a
common verb and substantives, and implied audience (e.g. both
texts address “the people” and are written in the first person
plural) with lines 49-52:

Hama nyMa, Hama nicHsa

50 He BMpe, He 3aruHe. ..

OT ne, suode, Hama criaBa,

Cnapa Yxpaiuu!
Even the words “Hama nicHa” in line 49 has resonance with the fact
that the national anthem is by definition “our song.” More thana
few other ideas, phrasings, and individual key words are common to

“Me He BMepsna Yxpaina” and the pertinent fifteen-line segment of

“Do Osnov"ianenka.”*® In any event, the relationship of the two

3¢ 1t would be possible to argue that the Ukrainian national
anthem functions as a shamanic text throughout, at least to the
degree that it transparently recapitulates the reincorporation
phase of the transition model as it is given expression in “Do
Osnov"ianenka” and a number of other locations throughout
Shevchenko’s verse. For the moment, however, it is more important
tounderstand that the lyricexplicitlycrafted toembody national
aspirations, self-perception, and identity (for example, the
anthem concludes with words affirming — “noxaxem” — Cossack
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texts is not theoretical only. Such was the associative cohesion
between contemporary national identity formation and
Shevchenko’s cultural re-storying formulations that a
contemporary issue of Meta, aL'vivperiodical, felt confident in
informing its readers that Shevchenko was the author of “le He
BMepna Yxkpaira.”? The misconception that Shevchenko wrote the
Ukrainian national anthem continues to enjoy some currency even
today.

Although several other poems share in the same textual
mechanics as “Do Osnov"ianenka, ” not all do so to the same degree.
As already noted, closure of the discursive relocations at issue
seldom feels complete. Shevchenko seems to need a rhetorical
distance between himself as a constructed Ukrainian identity and
the shamanic re-authoring of exactly this self-perception even
while engaging in performing it; certainly he sometimes goes to
considerable lengths tomaintainsuch. Also, the transitionmodel
which “Do Osnov"ianenka” exemplifies so well often appears only

very briefly or as fragments, so that its operative force must be

lineage, which mimics how cnaBa “pos3xaxe...uul Mu gire” in the
present poem) takes its lexical and formal features not just from
the poetic idiom of Shevchenko, but specifically from the
shamanically associated topoi of that idiom.

37 Meta, December 1863 (No. 4) p. 271. A year later the same
periodical reported on the first public performance of the work,
with music by M. Verbyts'kyj and lyrics correctly ascribed to
Pavlo Chubyns'kyj.
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collected mainly through intertextuality — allusions to other
poems by Shevchenko.

Some pieces, however, articulate narrative-therapeutic
shifts quite directly. One such, the 1840 “N. Markevychu, ”
follows a functionality closely related to that of ™Do
Osnov"ianenka,” and so will be considered only in a summary way.

Unlike the main work discussed in this chapter, "N.
Markevychu” addresses itself more toministering to the poet’s own
difficulties with phase transitions than to those of his people in
general, but otherwise the modality remains thoroughly shamanic.
The poem opens with an immediate appeal to the shamanic self to
performthe trance-journey on the writer’sbehalf, followed right
away by a claim that he would do it himself if he could. (In the
previously examined work this voice began only from the poem’s
middle.)

BaHOoypHCTe, OpJie CH3HH,
Jobpe T0b6i, 6pare,
Maem KpHria, Macm CHIlY,
€ KXoy niTaTH.

S Tenep neTum B YKpaiHy,
Tebe BUINISQAI0TH.
Moneris 61 3a Tobo0,
Ta xTo npueirae?

(lines 1-8)
Flying is mentioned directly or indirectly five times in these

eight lines, the destination is Ukraine, and the addressee is

called a “bandurist,” i.e. a kobzar, Shevchenko’s unmediated
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shaman-figure. Line 6 privileges the shaman’s speech the same way
line 79 did in “Do Osnov"ianenka” (there “Tefe rmoge nosaxawThb, ”
here “Tebe BurnspaioThr”), and lines 7-8 devalue the authorial
self’s own just as was alsodoneearlier. Lines 9 to 14 approximate
the liminal phase —the order of the phases will not be sequential
here —by portraying the poet’s personal distress in response to
dislocation and alienation.

S A TYT UYXKHR, OQHHOKHH,

10 I Ha YxpaiHi
51 cupoTa, Min ronybe,
SIK i Ha WyxHHi.
(lines 9-12)

He says that his psychic isolation (“orphan” is the key word, line
11) remains constant regardless of being in Ukraine or not, but the
claim does not ring true. When he begins to expand upon the
specifics of this “Ukraine” from line 15 on, it is not the (more
literally) geographical Ukraine, not likely the Ukraine of line
10 —rather the inner state he associates with poetic creativity
of a certain kind. He evokes no people or places or events (even
though he has just finished complaining that he does not have the
right kind of people around him), only the now-standard tableau of
nebulous wind-swept plains, wordlessly conversing winds, the
near-mandatory play-speak of the “blue sea” (lines 20-21).

A cTenu mHpoKi!

Tam nosie OyrHeCeHbKHHA,
sIx 6paT 3aroBOpPHTH,
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TaM B MHPOKiM noni Bosns,
20 TaM CHHEE Mope
Burpapae, xBajnuTb Hora,
Tyry po3raHse,
(lines 16-22)

Passages of this kind deliver a fairly full complement of the
verbal markers of Shevchenko’s literary shamanism. Inthe present
case, lines 15 to 22 also correspond to a reincorporation phase.
Certainly the last line -of this section mentions successful
“dispelling of grief” as an explicit function of the playing blue
sea. He also finds “freedom” by locating himself in the steppe
(line 19) and also a semblance of family relationship in line 18.
Overall, however, this is not strictly arrival at a new status but
only a description of the means to do so. Shevchenko conducts a
cogitation on the difficulty of shamanizing more than an actual
re-authoring of an inappropriate identity narrative .3® Besides,
the initial separation phase to which the poemwould normally have
been a response does not appear until the end, and even then
consists of only two lines (27-28).

TaM MOrWIH 3 6YAHMM BiTpoM

B cTeny po3MoOBIISIOTE,

25 PO3MOBJIAIOTE, CYMYIOUH,
Oraka ix MoBa:

38 aAlthoughinanoddly self~referential way Shevchenko does re-
storyhis identity narrative as a shaman, at least to the extent of
trying to deny that faculty in himself. There is nothing
therapeutic or inherently shamanic about this activity, however,
only a continued insistence (possibly contrived) on keeping
separate two generative facets of one poetic voice.
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«ByJi0 KOJNIMCh —MHHYTIOCH,
He BepHeTbCsI 3HOBY».
(lines 23-28)

This passage makes only oblique reference to the Cossack past in
that it mentions burial mounds (line 23); otherwise the “6yno
KOJINCh — MHHYTIoCH” points to a generalized loss of propitious
linguistic space (lines 24-26 contain three references to spoken
language) .

Shevchenko closes the poemby suggesting that while the loss
can be recouped, he will not be the one to do it—regardless of the
fact that he has just given a performance of exactly such shamanic
flight, including reporting on the precise words of the symbolic
entities he encountered in the journey. His excuse hinges on the
claim that dons has “clipped his wings” (line 31)3*by placing him
among people “foreign” to his sensibilities and perceptual
patterns.

lloneris 6u, nocnyxas 6H,
30 3amnaxaB 6U 3 HAMM.
Ta 6a, monsa nmpubopkana
Mex JIOOBMH WYXHMH .
(lines 29-32)

Repeated instances of professed inability or unwillingness

to engage in shamanic verbalization, when found immediately

3% In Shevchenko’s time this would certainly have been the
meaning of “npubopxkana,” rather than the more modern denotation
of taming or controlling. See for example Borys Hrinchenko,
Slovar' ukrains'koi movy tom III (Kyiv, 1909) p. 407.
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alongside texts openly executing just that function, might lead
to an image of the poet as a shaman manqué. After all, much of the
substance of works like “N. Markevychu” and “Do Osnov"ianenka”
consists of submissions of writerly impuissance and literary
self-deprecation, even though the very existence—to say nothing
of the shamanic features —of the poem would seem to negate such a
possibility. Much more likely, however, is the probability that
Shevchenko continues to simulate (or simply indulge 1in)
unreconciled dialogic impulses because a) it serves a model for
the shifting, uncompleted transitions of Ukrainian self-
perception, andb) what he wants to say canbe so readily generated
from the tension between the two voices. He proclaims his
ineptitude for poetically-mediated rhetorical shifts precisely
so that he can go onmaking them in the name of aneffort to correct
the stated insufficiency.

Traditional scholarship finds the above two poems
significant because they introduce the theme of writing and
literary community as such into Ukrainian literature (similarly,
“Na vichnu pam"iat' Kotliarevs'komy” wouldbe included here). No
doubt the dedicatory titles have functionality at this level.
However, apart from a few lines towards the middle of the third
mentioned poem, the named addressee does not personally

participate in the text itself; instead there is a broad appeal to
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a generalizedpoetic power toperformspecific tasks, tasks which
Shevchenko actually intends to realize himself.

A number of works in Shevchenko’s poetic production wholly
or in part effect language-mediated cognitive shifts aimed at
providing empowering narratives. Most often, these involve
linguistic repossessions of the Cossack past —not the factology
of history, but an alternate and probably older way of perceiving
and speaking about lived experience. Taken together with a good
working knowledge of mode-shift markers, an understanding of
these excursions into the re-authoring of stories reveals the
systemics of Shevchenko’s literary shamanism. The next chapter

furnishes some additional case studies manifesting this same

modality.
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Chapter Six

SOME CASE STUDIES

“[The study of shamanism] might
elucidate the process whereby
cultural icons have been formed

and are still being formed.”
—Gloria Flaherty
While not every poem Shevchenko wrote functions from within the
shamanic mode, there appears tobe a positive correlationbetween
the degree to which a given text exhibits the above-described
rhetorical-shifting properties and the veneration it has been
traditionally accorded. Without engaging the question of how one
would measure adulation, it remains true that notwithstanding
Shevchenko’s unequalled renown and overall prodigious role in
shaping Ukrainian culture past and present, a significant number
of his poetic works are simply not known to his readers. The same
culture’s members who have the words to “The Testament” memorized
(and sing it as a kind of unofficial anthem at Ukrainian public
gatherings) would almost certainly be unable to recognize, say,
the short poem “Barvinok tsviv i zeleniv...” as being by the same
author.! The extraordinary effect of Shevchenko’s verse emerges

from only a limited subset of the canon—something not generally

acknowledged or viewed as particularly significant. Yet this

! This particular text will be examined at the end of this
chapter as an example of how despite the presence of some
suggestive surface features, the shamanic mode does not apply.



subset holds the highest concentration of the shamanic markers
identified here. A detailed analysis of a few such passages (for
Shevchenko is received in terms of the episode more than he is
through the poem-as-a-whole) enhances the case for reading him
from a shamanically oriented position, and should provide addi-
tional insights into the textual mechanisms already examined.

The early poem “Perebendia,” one that contains a number of
transparently shamanic qualities, represents one of the clearest
instances of the poet’s self-portrayal.? Although the populist
version of Shevchenko presented him as a man of the common people
(a view that begins with Kulish), here he is seen as strongly
distanced from the rest of society even as he interacts closely
with it. A sharp sense of duality arises as the poem unfolds; in
fact, the increasingly detailed elaboration of this divide in the
artist’sroleand (self-)perceptionconstitutes themainthematic
impulse of “Perebendia.”

Shevchenko’s strategy involves introducing the titular

character as a fairly commonplace figure, if a bit odd, and then

2 In the changes he made for the Chyhyryn Kobzar of 1844,
Shevchenko altered the title of this poem to “Kob6zsapb.” The
meaning of the word nepebends itself is given as “6anaxyua smoauHa,
BepenyH,” which latter term denotes a person who constantly
changes the topic or manner of his discourse and is therefore
difficult to understand. It is this changeability that is being
underscored: the minstrel is one thing for people, another for

himself.
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graduallydefamiliarizinghimuntil he becomes someone almost not
of this world, certainly marginalized and displaced by his own
community. A deliberate irony starts being set up as early as the
first two lines, portraying Perebendia (even the name is vaguely
comical) as old and blind, and hence harmless, and “known to
everyone” (line 2, repeated in line 5); certainly nothing
remarkable or mysterious about this fellow.

NepebeHnns crapuit, cininui—

XT0O OO He 3Hac?

BiH ycioo# BemTacTscsAa

Ta Ha X0631i rpae.

S A XTO rpae, TOro 3HawTb

I g0aKyloThb Jnoge;

BiH iM TYr'y po3rassic,

XoThb caM CBiTOM HYOHTH .

(lines 1-8)
His comings and goings are dismissed through the low-register word
“pemTaeTbcs, ” which carries a meaning somewhere between “hanging
out” and “wandering around pointlessly,” and the unspecified
“everywhere” of line 3. Line 4 reduces his existence to a neutral
function: he simply “plays the kobza” (anearlier, less developed
version of the bandura).
The unproblematic, even inconsequential character depicted

in the first four lines does interact with others, however, at
least to the extent that “people are thankful” for his playing

(line 6). And the first hint that Perebendia may not be totally

uncomplicated comes with the revelation that although he cheers
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people up (line 7), his own lot in life is not a happy one (line 8).
The next dozen lines provide the particulars of his “world-weary”
existence and his response to it:
NonigruHHio cipoMaxa
10 I QHIOE ¥ HOUYE;
Hema fioMy B cBiTi xaTH,
Hepornsa xapTye
Hap crapoio rosoeolo,
A oMy 6annyxe! ..
15 Csape cobi, 3acniBae:
«Of He myMH, JNyxe!»
3acnisae Ta ¥ 3rajae,
Do BiH cupoTHHA,
[IOXYPHUTBECH, INOCYMYE,
20 CuOsauM nin THHOM.
(lines 9-20)
Shamanic elements begin to appear at this point. Both the first
and last lines of the above segment mention that he spends a lot of
time by the “TuH, ” the wattle fence that represents the boundary
between the “weed”-state and the “xara”-state (compare the note
on the final lines of “Maria, ” page 104, and the discussion on pp.
105-106). Not having his own “xara” (line 11) repeats the motif
found inpoems dealing with Shevchenko’s shamanic self-awareness,
for example line 26 (“Hema B MeHe xatu!”) of “Meni trynadtsiatyj

mynalo...” or the whole short piece “L.” (“Postavliu khatu i

kimnatu...”).?® “Song” and memory are linked in line 17. The

3 This remarkable text, considered further beginning on page
201, deals with the poet’s sense of shamanic transition into
communitas. It provides, among others, onemore excellent example
of a textual marker of trance-journey mode: its final line reads
“3ananum paf Mik caMOTHHI” —exactly the transition into shamanic
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significance of the folk song “Oi He myMH, nvxke!” has already been
mentioned in note 33 to chapter five.

The next twenty lines, not reproduced here (21-40, set off
typographically), enumerate the categories of people with whom
Perebendia interacts in an orphic capacity. All of society turns
out tobe included, but he sings to each type of person separately,
on different topics, and for every such instance in a different
physical setting. His domain encompasses everyone, and his
function is to provide a range of verbal instruction, from folk
songs to history and the Bible, dispensing a communal narrative
balanced between laughter and tears. Shevchenko’s harmless old
kobza-player extends his authority tomemory and social function,
and (this above all) to the relations between those functions and
the parts of the story they will be targeted to receive. He is, in
short, depicted as the keeper of the narrative order.

Then everything changes starting at line 41. Solitude
replaces the social situation, even to the point of obscuring
identity: called by his name up to this point, Perebendia now
becomes abstracted, spoken of as just “the kobzar” —a force more
than person. His communion too shifts from people to elemental

forces, prominent among which are the wind, burial mounds, the

initiation-trauma described in line 19 (“I paf sanmamwio”) of
“N.N.” (However, see page 203).
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steppe “like the wide blue sea” — all indicators of shamanic
composition. (Theseelements correspondremarkably faithfullyto
a “traditional” shaman’s practices. For example, shamans regu-
larly go on retreats into the mountains for purposes of restoring
the integrity of their own internal cohesion.* Mountains in this
usage can be literal, or figurative in the sense of places to be
alone; but if they are actual mountains, the recluse will indeed
sit on a summit, either to maximize seclusion or as a symbol of
being closer to Heaven. The steppe’s closest equivalent of a
mountain would be the burial mound, and appropriately enough
Shevchenko’s blind singer places himself at the top of one.)

BiTep Bie-noBiBae,

[lIo nosmo rynae.

Ha Mormni xo63ap CHOHUTH

Ta Ha xob3i rpae.

45 Kpyrou™ pfioro cTer, K Mope
Mupoxe, CHHiE:

* The literature on the relationship between mountains (and
especially their peaks) and shamanism is considerable. Eliade,
for instance, repeatedly lists mountains among “the shaman’s
sources of power,” as on pp. 90 and 106. One case particularly
pertinent to images like the one dominating the second half of
“Perebendia” is described in Appendix 1 of John Matthews The
Celtic Shaman: A Handbook (Rockport MA, 1992). At issue are the
formations known as “longbarrows”: “[F]lor many years referred to
as burial mounds, these have, in more recent times, been
recognized as ritual places.... [W]lithin the confines of such a
space. . .the shaman would have been able to act out his or her role
as mediator between the worlds and the sacred powers of the wheel”
(p. 180). Matthews goes on to give details concerning how each
such mound was constructed so as to represent the axis mundi, the
central mountain of the world, or the pillars that hold up the sky,

depending on local interpretation.
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3a MOIHJION MOrwia,
A raM—Tinbko Mpie.
(lines 41-48)
Here some of the elements characterizing a “holy fool, ” who while
isolated from his social milieu also acts as the carrier of its
deeper truths and the gateway to them, are summarily set out. It
is clear that the power to discharge these responsibilities, the
influence with which his poetry is laden, comes from the actively
sought isolation—both the literal seclusionof the steppe and the
inner distance between the kobzar and life of ordinary people. He
not only speaks with nature, but also subordinates its voice to
his, sothateventhewinddiesdownto listentohim (lines 50-52).
CupuH yC, CcTapy UYNIpHHY
50 Birep pozBiBae;
To npunaxe Ta nNocnyxa,
SIx xob63ap cnieae,
SIx cepue cMieTbcs, cnini oui mwavyTh. ..
locnyxa, nosie...
55 CrapuH 3aXOBaBCH
B creny Ha Morwii, mob HixTo He 6auus,
Ho6 BiTep Mo noyuo CloBa po3Maxas,
Mo6 rmope He uynu, 60 To 60xe CNOoBO,
To cepue no Boni 3 6oroM po3MOBJA,
60 To cepue mebeue roCrnogHOK CrlaBy,
A gyMKa Kpa¥ cBiTa Ha xMapi ryns.
(lines 49-61)
The better to conduct his shamanizing sessions, the old bard sets
apart a consecrated space (lines 55-56), and uses it to enter a

spirit-journey through which he will obtain what will eventually

be passed on to his people. Significantly, it is essential that
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these very people, who will shortly receive what he learns, not
hear the original dialogue (line 58); it is in another language,
a “divine discourse”® which the shaman translates into forms more
appropriate for them.

Manifest shamanic images begin to appear with increased
density once the trance-journey itself is broached in line 61.
Clouds, the mandatory eagle-familiar, the “boundary between
worlds,” and psychic flight occur in the space of only two lines.
Shevchenko seems to have adirect grasp of the shaman’s technique:
he signals a knowledge of the operational split by assigning the
symbolic tasks to the emotional aspect (“the heart” performs the
language function in lines 59 and 60), and the cognitive ones to
the mental aspect (“amyMka” commences the trance-journey in line
61) .

OpJiOM CH3OKPHIIMM JliTae, mUpse,
Ax Hebo OnakuTHe MUPOKMMHU 6 €;
CrnounHe Ha COHIli, MOro samurac,

65 e BOHO HOUy€E, sIK BOHO BCTAcE;
[locnyxae MoOpsi, MO BOHO 'OBOPHTH,
CnuTa JYOpHY ropy: «4oro tu HiMa?»

I 3HOBY Ha Heb6o, 60 Ha 3emni rope,
Bo Ha ii, mHpoxi#, XyTouxka HeMa

70 ToMy, XTO BCe 3Ha€, TOMY, XTO BCe UyeE:

Mo MOpe rOBOPHTHL, A€ COHIle HOWYE —

Aoro Ha ciM cBiTi HiXTO He nmpuiMa;
OOouH BiH MixX HMMH, SIK COHIle BHCOKEe,

> The “6oxe cnoBo” of line 58 is not likely the word of a
theological God, but rather the articulated expression of sacred
agency. The same thing holds true for the use of the “God”-word in
the next two lines as well.
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Aoro 3HaioTh ymoge, 60 HOCHTH 3eMIis;
75 A aK6H NMOouyny, mO BiH, OOHHOKHA,

CniBa Ha MOrusi, 3 MOpeM pO3MOBIIsS,—

Ha 6oxee cnoBo BoHH 6 HacMisymCh,

OypuuM 6u HaszBanu, of cebe 6 MporHasu.

Hexa# noHang MopeM, ckasaymu 6, ryns!

(lines 62-79)
The power infusing the old man grows until it includes not

just human concerns but the entire world, from the heights of the
heavens to the depths of the sea (lines 64-66). Knowledge is what
he seeks to obtain from the sun and the sea, measures not only of
high and low but also of time and distance (space). Knowledge of
adifferent kind betokens the culmination of his shamanic task: he

is able to access collective memory through direct petition of the

burial mounds which literally contain the past itself (line 67).°

¢ The “black mountain” in this line refers to the burial mound
on which the bard is sitting. Being able to put questions to this
symbolic and literal repository of the past is, of course, power-
fully and perhaps uniquely shamanic, but may be slightly oblique
in “Perebendia.” In other poems, notably Hajdamaky, the ability
not just to access history but to consult directly with those who
made it expands into a major topos.

3acrnisaio —poO3BepHYach
Bucoxka Moruia,
115 Ax [o MOpSs 3anopomui
CTell MHPOKHAN BKPHIIH.
(Hajdamaky, lines 113-116)

BucTynaioTe OTaMaHH,
COTHHKH 3 NNaHaMH
I rerbMaHH —BCi B 307071,
¥ MO0 XaTHHY

135 [puamrm, CinM XoJIi0 MeHe
I npo ¥Yxpainy
PO3MOBIIAKTL, PO3KA3YIOTh,
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And precisely through these activities he sets himself apart
from the rest of humanity, for what he comes to know and perceive
(line 70: “ToMy, XTo BCe uye”) is not understandable “in this
world” (line 72) —because “there is calamity on earth” (line 68).
People cannot recognize and do not accept the material and ideas
he is proposing, especially not from the source he consults. So
the poet’s real responsibility lies in reshaping the knowledge
into a version more appropriate for the given circumstances and
audience, all the while concealing the process whereby he comes by
it. It is not so much that the world rejects his rendering of
“God’s word”; the act of entering the shamanic state itself
inspires derision, scorn, and ultimately alienation (lines 75-
79). A unified discourse amounts to a private language; supreme
power entails supreme loneliness.

The poem closes with an authorial address to the minstrel
similar in tone (and in wording: see for example line 29 —quoted
on page 155 —of the latter work) to parts of “Do Osnov"ianenka.”
Being in a position to approve of and advise his shaman-figure

imbues Shevchenko-the-poet with an authority greater still. The

fx Ciu 6ynorany,
(Hajdamaky, lines 131-138)

More than 150 following lines (up to the “Introduktsia”) are in the
shamanicmode, including straightforwarddetailingof theprocess
by which lost knowledge available only to the shaman-poet is
brought to his fellow Ukrainians.
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suggestion for solving the problem of rejection by the masses is
a direct one: play along with them (lines 89-91). These lines,
effectively the final ones of the poem (lines 92-95 simply imitate
the refrain of lines 21-22 and 37-40) may be seen as Shevchenko’s
own resolution of the divide between the poetic and “ordinary”
spheres of his personal life. They follow from the fundamental
sanction he gives to the shamanic activity in lines 80-87.
80 Jobpe ecu, Mink xob63apio,
Hobpe, 6aTbky, pobum,
Mo cniBaTH#, PO3MOBIJIATH
Ha Moruny xonwm!
Xopu cobi, ui#é ronybe,
85 [lox# He 3aCHYJIO
TBOE ceplLe, Ta BHCIiBYH,
Mob6 rmone He UyJH.
A mo6 Tebe He UYPAJIHCH,
Norypai iM, 6bpare!
90 Crauy, Bpaxe, fK IaH Kaxe:

Ha Te BiH 6ararum.
(lines 80-91)

Although these lines represent Shevchenko’s early poetry, an
awareness of his duality was already taking shape.’ But in ex-
pressing those very realizations, “Perebendia” concerns itself
with a being who functions as a tribal medium in a way consistent
with shamanicpractices: collectivebut perhaps obscure knowledge

manifesting through private vernacular, a sense of poetic power

7 shevchenko does not develop his “views” or “vision” over the
course of his literary career, rather they seem to spring into
existence full-blown right fromthe earliest works. The method of
delivering the ideas, of course, did not remain uniform.
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linked to personal seclusion.

Another poemwhose considerable popularityproceeds largely
from its conspicuously shamanic character, one often classified
among the so-called “political” works, is "“Son (Komedia). ”8
Dreams, especiallydreams of f£lying, are archetypal in the Jungian
sense for purposes of individual psychology,’but also carry some
of this quality over into the collective case. The poem concerns
itself explicitly with the two worlds the poet inhabits—in this
instance directly rendered as Ukraine and St. Petersburg—and his
journeys (the dream-flight) between them. Throughout the poem
Shevchenko either alternates plain references to these worlds or
actually moves to occupy them in alternation in marked ways.

Reference to the dichotomy comes up as early as the poem’s
epigraph (the beginning of John 14:17), which opposes the mundane
state of being to whatever state of grace is understood by “Spirit

of truth.”® It also resonates with the ordinary world’s

® Three pieces by Shevchenko bear the title “The Dream,” but
this one is by far the best known. The other two are not examined
here, so “Son” will always refer to the poem subtitled “Komedia.”

® The Freudian interpretation of flying dreams as essentially
sexual does not serve as well here as Jung’s explication of libido
being the energies of creativity in general. In “flying” as he
does here Shevchenkomakes contact with thesedeepenergieswithin

himself.

19 The second half of the verse, not quoted by Shevchenko, spells
out the connection between them: “...but ye shall know him, for he
dwelleth in you, and shall be in you.” In some measure, “Son”
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rejection of the seer’s “higher reality,” as presented in
“Perebendia” and elsewhere.

Much as in “Perebendia, ” the introductory thirty or so lines
of “Son” comprise an enumeration of what different people are
targeted to obtain, in this case from their dosss. The first dozen
lines provide a typical example of the style and content.?

Y BCAKOr'o CBOS JOJIA

I cBif misIX MUPOKUHA,
To# MypY€E€, TOH PYHHYE,
Tort HECHUTHM OKOM —

) 3a xpa# cBitTa sasupac,
Uy HeMa KpalHH,
Mo6 zarapbare i 3 cobow
B3ATb Yy OOMOBHHY .
Toit Ty3aMy obHpae

10 CeaTa B HOr'o xari,
A TOHW HHIKOM Y KYTOUKY
TocTpuTh Hix Ha OpaTa.

These reflections make up more than a catalogue of human iniquity:;
they are a list of the specific failings and difficulties that
characterized, at least within the figurative parameters of
poeticexpression, theplight of Ukrainians at the time Shevchenko
was writing. The passage speaks about something similar to the
separation phase, since it distinctly describes dislocation of

fixed social relationships — Shevchenko mostly tabulates the

furnishes an amplification of this notion.

1 This broadly ironic opening section loosely imitates the
structure of H. Skovoroda’s ninth song in The Garden of Divine

Songs.
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familial ones—and thedisintegrationof conventional roles (e.g,
lines 9-10 and 12).

Then, having apprised his countrymen of their powerlessness
through these initial examples, the poet decries their defeatism
(line 30) and castigates them for placing their hopes for improve-
ment in an afterlife (lines 34-37).

A 6paTisa MoBUHMTH cObi,
BuTpimuBmy oui!
AKX Ar”HATa; Hexam, Kaxe,

30 Moxe, Tak i Tpeba.
Tax i Tpeba! 60 HeMae
Tocnopja Ha Hebi!
A BH B AIpMi najaectre
Ta AKOrocCh paw

35 Ha T7iM cBiTi 6naraere?
Hemae! Hemace!
MixoZa © npaui. CxaMeHiTHCH.

(lines 27-37)

The answer to their woes, he maintains, lies in the hierarchical
leveling born of communitas (lines 38-40) —although he is quick
to distance himself fromboth the exploiters and the exploited in
the half-dozen lines immediately following.

Y¥ci Ha ciM cBiTi —
I yapara, i crapuara—
40 AnamoBi pniruH.
I Tof.... iTo®... Amo X TO A?
Ocb mo, nobpi ymonou:
A rynsio, 6eHKeTyO
B Hegimo i B 6yneHsb.
45 A BaM HyOHoO! xanxyere!
€n-6ory, He uyo.
I He xpuuiThk! 5 cBOW NI’ IO,
A He KpPOB JIOACBKYO!
(lines 38-48)
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Shevchenko spent most of his life between the “unapsra” and the
“crapuaTa” (line 39), and in trying to reconcile these two worlds
(at least within himself) functioned as an intermediary between
them. The shift that occurs inthemiddle of 1ine 41 beginning with
“A mo X To 1?” again raises the question of his relationship to the
people who exhibit alternating (or even simultaneous) helpless-
ness and the predatory behavior he has just finished addressing.
He re-affirms his essential separateness from them, just as in
“Perebendia, ” and notes that the standard human boundaries, such
as the one between a holy day and a regular day (line 44), don't
apply to him. Neither do the categories he has listed above: he is
neither predator nor prey (lines 47-48).%

At the outset of the dream story proper, starting with line
49, the poet gives several clues that he will be speaking from an
altered, not-belonging state. “loniaTuxmio” alludes to homeless-
ness as well as to shamanic activity; he is drunk; he is on his way
to his “xarTuHa, ” a word which in Shevchenko’s use does not mean his

domicile but rather identifies strongly with both communitas and

12 Also like Perebendia, he uses “people” (ymonH) as an interface
between the public and private spheres within himself. Lines 42-
44 give the outer picture of a man whose life is festive and cele-
bratory, followed immediately by a much more somber image, that of
the poet “drinking his own blood” (lines 47-48) —although blood
as such is not explicitlymentioned, and the reference can just as
readily be to drinking alcohol. A transition between these two
states is often found described at the beginning of poems (such as
“Son”) whose primary mode will be shamanic.
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the poet’s own inner state of return to this condition. And in fact
the lines immediately following the use of this word in line 52
describe exactly such a set of circumstances:
Orak, inyu¥ nomnigTHHHIO
50 3 6eHKkeTy I’ AHHUI YHOUL,
S MmipkyBaB cobi fnyuw,
[loxu QOIUIEHTABCE OO XaTHUHHU.
A B MeHe iTH He XpHUaThb
I XiHKa He nae,
55 Tuxo, aAx y pai,
Yciogu 6oxa 6narogars —
I Bcepui, i B xari.
(lines 49-57)
(The last line quoted above is alsosignificant inthat it confirms
once more the identification of the xama-communitas state with a
specific inner configuration.)

That Shevchenko should take the next ten lines to say that he
is going to sleep signifies more than an emphasis on a device
commonly used tomitigate the repercussions of publishing polit-
ically controversial poetry. It also discloses at least a rudi-
mentary awareness of a shaman-like process, the dream-journey to
another world. The first line actually recounting the dream
experience (line 68: “QuBmocs: Tax 6yuiMm coBa”) even has the
standard tribal shaman’s familiar spirit appearing in the formof

anowl. Immediately following this come six lines describing the

flying itself —again, exactly the typical shamanic sequence —
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after which Shevchenko inserts 20 lines of direct speech?®?

spelling out the nature of what he is doing.

75 [lpomai, ceiTe, npomam, semie,
HenpuasxHui xpalo,
Moi MyxH, Mol mori
B xMapi zaxoBaw.
A TH, MoAf YKpaiHo,
80 Bes3TananHa BooBo,
A no rebe nirarmMmy
3 XMapH Ha pO3MOBY .
Ha poaMoBy THXO-CYMHY,
Ha pany 3 Tobow;

85 OniBHoul nagaTumy
PsacHOW0 pocow.
[lopaguMochk, nocyMyew,
[loxu coHue BCcTaHe;

[loxu TBOY Mani girnu

90 Ha Bopora cranyTs.
[lpoman Xe TH, MOSA HeHe,
Ynoso-Heboro,

Togy#m niTok; ®uBa npasfa
¥ rocnopa 6ora!
(lines 75-94)

The diction changes. Introducing an oral narrative device —
paratactic build-up of rhymes echoing the tone of the dumalt
(itself arecapitulation of collective memory) —marks this point
as the beginning of something very important. In this brief

exXcursus Shevchenko reveals how the shamanic mechanism of his

> Almost all editions of the Kobzar put quotation marks around
this section. The Povne zibrannia tvoriv does not.

' The implicit model here is not only folklore but the Bible,
one of whose favorite devices is also repetition of this kind.
Beyondmarkingashift indiction, beyond establishing a duma-like
sonority, Shevchenko hereby moves into the mode of scriptural
discourse.
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creative process molds the structure of his text. The trance-
Jjourney sequence is: 1) leave-taking of the earth; 2) going to a
"cloud”; 3) going from the cloud to “Ukraine”;!® 4) holding
council with Ukraine; 5) leave-taking of Ukraine. Departing the
“ill-disposed land” (line 76) leaving behind its troubles to
enter/become a cloud corresponds to the shaman passing into his
altered state; the transformation from cloud to falling dew
(equivalent to rain) may be understood as the actual visitation of
another realm while in that state:; conferring together is the
process of imbuing oneself with the properties (in this case the

sense or “wisdom” of communitas) of the other world: and the

' The imperfective “nirarmuy” indicates that Shevchenko
understands this to be his function and his mission: he will make
this journey repeatedly —i.e., create his poetry —until “your
little children / rise against the foe” (lines 89-90). But it has
been shown that “Bopor” here and in other poems (most clearly in
“Zapovit”: “fk noHece 3 Yxpaiuu / ¥ cHHee Mope / KpoB BOPORY...")
is much more likely to refer to the “bad blood” found in his own
countrymen; this is discussed on page 114. Here as in “Son” the
image is of flying, of challenging God (lines following 149 in
“Son”: “Um 6bor GauuTe isz-3a xXMapH...”) and of continuing to
operate in this way until Ukrainians find a way back to what they

have lost.

[...] oroni s
I nauu, i ropu—
Bce noxuuy i nommuy
Ho camoro 6ora
15 MonuTucs... a go Toro
5l He 3Haw Hora.
(“Zapovit,” lines 11-16)

The “family” mentioned at poem’s close is a reference to a re-
established communitas.
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parting exhortation to “feed your children” (line 93) is a
conscious affirmation of the purpose of the exercise. “Until the
sun rises” (line 88) at once evokes an association with folk
sorcery (cf. “At midnight” in line 85) and also refers to the
eventual “enlightenment” —i.e., return to their true nature—of
his countrymen through tho poet’s efforts. Shevchenko’s trans-—
formations into or identification with clouds, rain/dew, and the
sun is also powerfully elemental (“the sun” in line 88 is again a
reference to the person of Shevchenko, a common way he had of
alluding tohimself inhis function as poet; see Hajdamaky line 46,
or line 74 in “Perebendia” for instances of this usage) .

“Son (Komedia)” continues for nearly another five hundred
lines, but the analysis given above should be sufficient to
confirm the shamanic grounding of its composition. Overall, the
poet establishes his power as being equal to that of the whole
collective, which here is called simply “Ukraine, ” by personal-
izing it as a woman, his mother, and becoming a spokesman for it.
Actually the collective here is also collective memory and tribal
history, so Shevchenko’s claim to spokesman status is trans-
generational —precisely as in the case of a professional shaman.

Compositions like “Perebendia” and “Son” furnishespecially
transparent illustrations of the shamanic modality and its

attendant markers. Not coincidentally, they (along with some of
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the other strongly shamanic poems examined earlier) continue to
serve as sources for Shevchenko’s most commonly quoted lines.
Additional equally obvious examples could easily be multiplied,
but doing so would not likely substantially extend or elaborate on
the arguments being advanced. More productive, perhaps, would be
to inspect some texts where the shamanicmode is either not primary
or only partially in effect —the better to understand its possi-
bilities and limitations. A summary look at two poems mentioned
earlier, writtenless than two weeks apart and apparently inspired
by a single set of events, may yield some insights into the bound-
aries of shamanic reading.

“Postavliu khatu i kimnatu...”'* begins with a textbook case
of communitas portrayed through standard shamanic topoi: the xama
(line 1),' the garden-paradise (line 2), the dream-children that
normally symbolize his thoughts/poems (line 7). As in so much of
his shamanic work, freedomand loneliness will coexist. All of it
culminates in the “clear, ancient dream” (lines 9-10) —another

pointer to the shaman’s central trance-journey. And in themiddle

* The titular “L.” of “Postavliu khatu i kimnatu...” is almost
certainly Lykera Polusmakova, a woman Shevchenko courted and
apparently expected to marry in 1860. By the time this poem was
written the relationship had deteriorated considerably.

" The word “ximHara” in Shevchenko’s time did not mean only “a
room, “ but referred to a part of the house speciallymaintained for
socializing, hence meaning approximately “parlor.” Thus he has
inmind a space not only of familial but also communal harmony.
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of this line everything suddenly shifts to negation, discord, and

ruin. Here is the entire poem:
[locrasrmo xary i xiMHaTy,
Canok-parouoK Hacaxy .
[locuxy g i noxoxy
B cBoiix ManeHbpxif 6n1arogatTi.
5 Ta B oguH1-caMoTHHi
B cagouxy 6yny cnouMBaTH,
[IpUCHATBCA OiTOUKH MeHi,
Becenaa npHCHHUTLCS MaTH,
JaBHE-KOJNMIHIA Ta ACHUK
10 [IpucHUTBCA COHMeHi!.. i Tu! ..
Hi, s He 6yny cnoumusarTH,
Bo i T nmpucHumcs. I [B] Maruix
Parouoxk Mi¥ cnigruxa-Tuxa
[linxpagemcs, Hapobum uxa. . .
15 3ananum payt Mif CaMOTHHH.
This item is instructive because the jump that occurs in line 10
alsoentails a transition out of the shamanicmodality. True, the
topic being considered continues unchanged: the writer’s plans
for ordering his inner state. But the textual register no longer
depends on any of the markers used up to this point, and the pro-
gression from “xara” to “con” (i.e., fromachieving communitas to
poeticcreativityor dream-journey) simply ceases being the issue
—or, more exactly, can no longer be positioned in shamanic terms.
The reason involves the fact that the agent of the break in line 10
(the “tu”) is a specific external intrusion —not something like
“structure” or “uyxi ymone” or even the internal conflict between

Shevchenko’s paired-but-opposed identities.

Which leaves the final line, an echo of line 19 in “N.N.”
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(“*Meni trynadtsiatyj mynalo”). 1In the passage from the éarlier
poem, quoted on page 81, the image of “setting paradise on fire” is
followed by a description of the consequences: traumatic
cognitive shifts constituting shamanic sickness-crisis and
leading to initiation with the help of a spirit-quide in the form
of ayounggirl; alifetime of literary creativityensues. In*“L.”
the image of Edenic conflagration literally terminates the poem.
Thereisnoinitiation-crisis, noresolution, no poetrytofollow.
The elements appear as in “N.N.”: a harmonious state, fire in
paradise, a girl; but their interrelationships are not the same.
In the former piece they were shamanic in their arrangement and
functionality; here the final five lines are only a personal
lyric.

Finally, a poem whose deep structure cannot be said to be
shamanic, regardless of the presence of elements which may suggest
otherwise. Written just thirteen days prior to “L.,” the eight-
line “Barvinok tsviv i zeleniv...” certainly may have thematic
continuities with the later work —though these may not be imme-
diately obvious.!® Chronologically it falls between “Lykeri,”

written about five weeks previously, and “L.”

1% The dedication is to N. Ia. Makarov, an acquaintance of
Shevchenko’s. Makarov’s sister employed Lykera Polusmakova as a
domestic servant at the time.
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BapeiHok uBiB i 3eneHisB,
CnaBcs, pO3CTHNABCAH:;

Ta HeRocBiT nepenceiTom
B cagouoK yKpaBCs.

S [loTonTae Becesni kBirH,
[lobus. .. [loMOpPO3HUB. . .
Ixona Toro 6apBiHouka
I HepocBiTa mxoga!

At first glance, the text appears unremarkable until the
final line, with its unexpected and seeminglyunwarranted expres-
sion of pity for the destroying frost. One could attempt to force
a shamanic reading by invoking extremelybrief correspondences to
the transition model. Lines 3 and 4 could thus be perceived as a
separation phase, 5-6 as traumatic liminality, and 7-8 being a
“newunderstanding” of what has transpired. However, such a read-
ing would not be justified beyond proposing the schema. No shift
in perceptual method is evident, no mention of anything like a
journey or crisis indeed of any of the markers associated with
Shevchenko’s literary shamanism.

Instead, this poem’s modality is just what it appears to be
— folkloric. The key to its code is sexual, involving little
beyond realizing that the periwinkle was the flower used for the
crowns worn by girls during their weddings, and thus symbolized
virginity. The time of the frost’s arrival (before dawn, line 3)

suggests the moment before the young woman would blossom into the

world (also a common assignation time for village boys and girls),
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and lines 5-6 may well refer to a forced “deflowering” (so to
speak), a loss of the girl in some sense.

The anomalous last line is what distinguishes complex poetic
art from a mere folk ditty. Equal compassion or sadness for both
the destroyer and the destroyed is not easy toexplain, and remains
a matter for speculation. Possibly the male damages himself in
perpetuating violence as much as hedoes her; if the verse is at all
autobiographical and Shevchenko was feeling betrayed, he may
equally have expected her to betray the next man in her life as
well, and was therefore signaling having made his peace with
losing her. The text simply does not provide more guidance on the
point made in its final word.

In any case, “Barvinok tsviv i zeleniv...” indicates the
approximate line beyond which reading Shevchenko from a shamanic
perspective ceases to be particularly useful. Possibilities for
locating markers similar to those indicating a full shamanic
textual functionality do not vanish: we still see in line four’s
“cagouokx” an echo of the “camouok-paiouok” in lines 2 and 13 of
“L.” The “sneaking in/up” verbs carry over too. But the core
structure no longer follows from the shamanic mechanismthe way it
does in the paradigmatic examples adduced earlier. Shevchenko’s
shamanicmode is not abinary property in that it either applies or

does not, rather it can shade off into relative insignificance
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within any given poem. The difference between “L.” and “Barvinok
tsvivizeleniv...” exemplifies thelimit of the shamanic function
without invalidating its traces within works primarily informed

by other poetic modalities.
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Chapter Seven
THE COMPARATIVE MOMENT

We must close our eyes and invoke
anewmanner of seeing.—Plotinus

This chapter addresses some additional arguments around
Shevchenko’s literary shamanism, both those that further
elucidate and illustrateits functionality, and those which raise
possible challenges. Whenexamined in the context of parallel (or
at least ambient) literary traditions, the case for a shamanic
mode can be positioned differently than when it is being made
solely with reference to the texts themselves —as it has been up
to this point. Further, some intriguing patterns are revealed
when examples of texts composed under plausibly shamanic
conditions'® are compared directly with Shevchenko’s. In order to
expand upon and perhaps preemptorily defend this dissertation’s
chief claims, three sets of comparative issues are reviewed
herewith: 1.) the extent towhichRomanticismalone, as a movement
and set of conventions in arts and letters, can account for the
shamanic elements presented in Shevchenko; 2.) how the other
Ukrainian Romantic poetry — particularly that of the Kharkiv

School —of Shevchenko’s time contrasts with his in the salient

! Ideally, these would be texts which have been accepted by the
scholarly community as shamanic. Unfortunately, no such category
of writings exists. Comments on the still inchoate but currently
evolving nature of this entire class of investigative methodology
may be found in chapters two and three.



respects; and 3.) the significance of an extensive homology
between a passage in “Hajdamaky” and a section of the Tao Teh
Ching, an acknowledged shamanic text from 5th centuryB.C. China.

With respect to Romanticism as a set of literary practices
and sensibilities, the relevant questions may be best addressed
by placing a few of Shevchenko’s unmistakably shamanic passages
(as that quality stands delineated here) next to similar ones by
writers positively associated with Romanticism. This study will
not concern itself with whether or to what extent Shevchenko may
be regarded as a “Romantic” poet:;? rather the question will be
whether what we have been calling Shevchenko’s “shamanism” can be
reduced to the stock ingredients of literary Romanticism widely
prevailing at the time.

As a collection of values and attitudes, Romanticism (at
least in Europe) manifested as a universal and trans-temporal
phenomenon, but at the same time an intricate and multiplex one.?

Commonly it is described in terms of a standard set of surface

2 This topic has generated a considerable body of commentary.
See, for example, Lisa Efimov Schneider, “An Examination of
Shevchenko’s Romanticism” in Shevchenko and the Critics p. 430.
The article examines a few of the major western European Romantic
writers in this context as well.

* Lilian R. Furst (The Critical Idiom series, John D. Jump,
ed.), Romanticism (London, 1969) gives beginningonp. 2 a 23-word
list of “synonyms” for Romanticism, followed a long inventory of
collected “definitions.”
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characteristics: a heightened interest in the occult, folklore,
history, and the like. Deeper issues include apotheosis of self
(and especially of the poet), division of the world into polar
opposites, a focus on “the other” (e.g., Byronic heroes or the
poéte maudit), a predominantly metaphoric rather than metonymic
style, and a strong privileging of intuition and imagination over
reasoning and rules —hence an emphasis on symbols and mythical
thinking. All of this applies to Shevchenko without constituting
his shamanicmodality. Conversely, the mode-shifting functionin
Shevchenko’s texts does not depend on the presence of Romanticist-
identified elements as such. Neither would it be correct to infer
a similarity in underlying mechanism where partially coinciding

outer structures are observed.

These points warrant some amplification. It is abundantly
obvious that many of the “set items” of Shevchenko’s thematic and
imagic repertoire coincide with those contained in the general
description of the Romantic Movement: emotionally intensified
presentation of personal experience, association of human feel-
ings with forces of Nature, preoccupationwiththemelancholicand
the sentimental —among many others. Of these, a number appear to
be superficially the same as the contexts in which Shevchenko’s
shamanicmode isbeingclaimed to operate. Of particular note here

are nostalgia for childhood or the past, a heightened interest in
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the irrational realms of dreams, delirium, or folk superstition,
and perhaps most importantly anorientation on the newly-emerging
ideas of “nation” and their rootedness in posited spiritual and
linguistic attributes of various “peoples.” This naturally
raises questions concerning whether the parameters here iden-
tified as shamanic may simply turn out to be Romanticism renamed.

Although it should be sufficiently plain from the evidence
adduced thus far that what has been called Shevchenko’s shamanic
mode extends well beyond the kind of literary dynamics normally
explained in terms of Romantic characteristics, there would be no
inconsistency in acknowledging a commonality at the surface level
of, say, themes or some formal devices.* It is also possible that
Shevchenko was not the only Romantic poet whose verse evinces a
shamanicmode. But the points beingelaborated here are in support
of the contention that Romanticism per se is not equivalent to
literary shamanism, and that in spite of some shared features the

two phenomena are not homologous. And much of the supporting data

‘ Alternatively, we have the view that a correct, up-to-date
definition of Romanticism inherently embraces the primacy of
mystical and visionary cognition, and naturally expresses itself
in literarily vatic terms. Harold Bloom, The Visionary Company:
A Reading of English Romantic Poetry revised and enlarged edition
(Cornell University Press, 1971), propounds such a position: “But
the Romantic assertion is not just an assertion; it is a meta-
physic, a theory of history, and much more important than either
of these, it is what all of the Romantics~—but Blake in particular
—a vision, a way of seeing, and of living...” (page xxiii)
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for demonstrating these points are situated in poems exhibiting
precisely such features.

Remarkable congruences to some of Shevchenko’s passages,
especially with respect to shaping the concept of a nation and its
people, may be found in the works of leading English Romantics of
the late 18th and early 19th centuries. As in the case of the
Ukrainian poet, William Wordsworth’s writings gave form and
direction to subsequent notions about his country’s status as a
nation-state, andits self-perceptioninparticular. For him, the
mediating action of “the folk” enables anorganic-pastoral vision
of nationality rooted in a natural attachment to physical land.
He is also able to correlate the personal with the political, the
national cause with the native son. “Home” equals pastoral
harmony, the result of aperfect unionbetween the people and their
territory, which in turn produces the essential “Englishness” of
the situation.

Here, on our native soil, we breathe once more.
The cock that crows, the smoke that curls, that sound
Of bells; —those boys who in yon meadow-ground
In white-sleeved shirts are playing; and the roar
5 Of the waves breaking on the chalky shore; —

All, all are English.’

Comparison with Shevchenko’s quintessential description of a

*William Wordsworth, Poetical Works (Thomas Hutchison, ed.),
Oxford University Press, 1904, p. 243. This sonnet, “Composed in
the Valley near Dover, on the Day of Landing, ” was written on the
occasion of the poet’s return from a four-week stay in France.
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harmonious societal order reveals unlike sources for outwardly
comparable tableaus. Where one poet speaks to a literal set of
correlatives linking local habitat to ongoing patriotic pride,
the other educes an internal configuration whose unity inheres in
its freedom from relational rigidityi.e., in communitas-—not in
an avowed social or political order.
260 Canox BHENHEBHM KOJIO XaTH,

Xpymi Han BHMHAMHM 'YAYTH .

[Inyrarapi 3 nnyraMs agyTh,

CnipaloTh, igyuH, miBuyara,

A MaTepl BeUEepPATH XQYTh.
(“V kazemati” lines 260-264)

Wordsworth portrays a literal scenario, a specific and tangible
external setting in which he names what he sees — there is no
explicit artistic motive beyond listing the items before him.
Shevchenko, on the other hand, intends to reveal the state (of
mind) of the poet, the direction of his attention, and to share
this condition with the reader. Where the English poem locates
itself in time and space,® the Ukrainian one is generalized and
therefore potentially more inclusive. The “cherry orchard by the
house” of line 260 not only references a common image in Ukrainian
folk songs (“O®, y BHIIHEBOMY canouky / TaMm corioBeiko meberaB” and

many others):; it also acts as a synecdoche for the Ukrainian lands.

¢ The next quatrain begins: “All, all are English. Oft have I
looked round / With joy in Kent’s green vales; but never found /
Myself so satisfied in heart before.”

212



The evening scene may be from any part of the country; it intimates
no particular era; no specific individual or perspective is
identified. Significance arises from a progressive layering of
non-binding and not necessarily reciprocally supportive rela-
tionships. The cherry trees provide shade and shelter for the
house, and attract the smaller insects for the beetles (line 261)
to feed on, but do these things passively and without restitutive
requirements. Similar relations are echoed in the placement of
themales and females in the next two lines. They eachperformwork
of a separate but mutually interdependent nature. The women do not
plough, for example, but their labor completes the agricultural
task. The older women (the “mothers” in line 264) also contribute
to the overall enterprise by providing nourishment. Just as
Nature constantly dispenses without asking anything inreturn, so
the undemanding affinity of the flowers and insects is reflected
in the human world. No one is depicted as actually doing anything,
but clearly much has been accomplished. The absence of direct and
hierarchical effort reinforces the larger picture of communitas
that Shevchenko builds in this section of the poem. Wordsworth’s
lines, though superficially similar in that they also portray a
restful bucolic vista, have no such signifying strata. Theirs is
amoredirect call toconnect images of contentment in the country-

side with a sense of national belonging.
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In her "Examination of Shevchenko’s Romanticism” (starting
on p. 439 of Shevchenko and the Critics) Lisa Efimov Schneider
contrasts “Perebendia” with the beginning of Walter Scott’s The
Lay of the Last Minstrel, a book-length epic poem.

The way was long, the wind was cold,
The Minstrel was infirm and old;
His withered cheek, and tresses gray,
Seemed to have known a better day:;
5 The harp, his sole remaining joy,
Was carried by an orphan boy.
The last of all the bards was he,
Who sung of Border chivalry;

A wandering harper, scorned and poor,
He begged his bread from door to door;
25 And tuned, to please a peasant’s ear,
The harp a king had loved to hear.’
(Lines 1-8 and 23-26)

Schneider finds that the surface similarities between the two

works cloak a markedly diverse poetics. As in Wordsworth’s case,

" Walter Scott, The Lay of the Last Minstrel, 3rd ed. (London,
1806) pp. 11 and 12. (Schneider quotes these two excerpts as if
they were one contiguous passage, and does not provide line
numbering.) A text like this stands much closer to the Kharkiv
pre-Romantics than it does to Shevchenko. Compare, for example,
these lines by Iakiv Shchoholev, taken fromapoemtitled, signif-
icantly, “Kobzar”:

Hesumomun i yborui,

10 3 6igHHM rparyioM 3a IUIeueM,
BiH uBanae nonoxnuBeo
3a MarnMM NoBOOHPEM.

Shchoholev’s work may well owe a direct debt to Walter Scott, for
its final line reads “I'paf, ocrauHiit 3 Mmorikau!” For further
comment on the text see page 227 below.
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Scott writes about concrete referents, carefully described with
respect todetails regarding actual places and events. According
to Schneider, the Layat times comes down to “almost a catalogue of
such details” (p. 440), and as such should be seen as an attempt to
convey real history, if in a mythologized (though not stylized)
manner. Shevchenko’s piece, on the other hand, reflects “the
relationship between the history of a culture and its identity” as
something which can only be grasped fully through “authentic folk
speech” —a thoroughly Herderian notion (p. 441).

The Romantic capacity of the Lay does reside to a consider-
able extent in its exterior elements: the elevation of tradition,
a loyalty to the past, an appeal to lost values which are never-
theless concentratedinaidealized artist-figqure who can recover
them for a select audience as required. These images are assembled
in a more-or-less linear array to create mood, advance the nar-
rative, and perhaps examine a historical theme. “Perebendia”
certainly displays the same peripheral constituents, but their
arrangement and highlighted interrelationships does not suggest
aliteral handling. Instead theyconstitute apowerful meditation
on the process of poetic evocation and the social difficulties
surrounding it. The “themes” concern themselves much less with
what the bard expresses than with how he accesses his material.

Both the English poets and Shevchenko make liberal use of the
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literaryconventionscollectivelydescribedasRomanticism. Both
present clear instances of addressing the reader’s sense of socio-
political self. The former, however, do so mainly through direct
assertionof theirpoints as surface-level intellectual arguments
put forward for the reader’s consideration. Changes in point of
view, emotional quality, and temporal perspective are all brought
about, of course, but not through any local or global alteration
of deep structure. Shevchenko’s verse, by contrast, achieves its
'shifts by transforming the entire linguistic dimension in which
it happens to be operating, and hence secures modifications in
“perception rules.” These shifts occur in series within a given
poem, so that the overall effect is a succession of perceptual
states corresponding to the shamanic technique of cognitive
impairment resolution. Simply put, nothing comparable takes
place in the works of the English Romantics, who are much more
likely to employ straightforward dialectic devices for purposes
of varying tone, mood, voice, authorial outlook, and the like.
While a full treatment of possible literary shamanismin the
works of other European Romantics lies outside the tasks of this
monograph, such a study would be well justified in the interests
of a deeper understanding of vatic poetry in general. Visionary
poets from a number of national traditions may well have direct

parallels with the modality being documented, and a detailed
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inquiry should be undertaken eventually. Nevertheless, the
immediate indications are that at best such moments do not figure
significantly in standard Romantic poetics, and major contrib-
utors to that poetics like Wordsworth may not exhibit a similar
modality even in externally analogous passages. When in his
famous sonnet “Composed on Westminster Bridge, September 3, 1802”
we read “Ships, towers, domes, theatres, and temples lie / Open
unto the fields and to the sky” (lines 6-7), the artistic device
functions literally: an urban vista of human works joined in a
harmony of sacred and secular, mercantile and military — all
enveloped by benign Nature. But comparing this vision of London
to Shevchenko’s of St. Petersburg in “Son” shows an entirely
different internal apparatus. The shamanic marker “xaru” in line
276 refers to an absence of communitas and a preponderance of power
structures residing in institutional hierarchies (line 274).
[lepxBH{, Ta anyaTH,
275 Ta nauu nysari,
I Hi ogHiciHbkoOi xaTH.

The minimal overlap of shamanic and Romantic mechanisms in

Shevchenko’ s poetry becomes clearer in juxtaposing it with texts

fromother Ukrainian writers of the period. Two classes of poetic

endeavor appertain here in particular: the “pre—Romantics”El of

8 Phis period designation arises because the writers it refers
to largely failed to satisfy the broader criteria (mentioned on
pp. 208-209 above) associated with the Romantic movement in
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the so-called Kharkiv School,®and Shevchenko’ s numerous epigones
both during his lifetime and right into the twentieth century.

If to some extent the fragments from Scott and Wordsworth
given above depend on sequences of specific images for their claim
to the Romantic label, then the Kharkiv poets elevate this re-
source to the status of a compositional principle. Writing about
the “graveyard school” inEnglishpoetry, CleanthBrooks notes the
perfunctory nature of some of these verses:

With many of the [English] pre-Romantics, it is almost

sufficient merely to point to the new poetic ocbjects —

owls, ivy, ruined towers, and yew trees. Indeed, some

of their poems may be considered as little more than

display cases filled with collections of such objects

tied loosely together with appropriate
interjections.®®

European literature in general. At the same time, these writers
do base their verse on a resurgence of interest in the idea of a
Hapod (“the people”), a Volksgeist, and hence folkloric linguis-
tic artifacts, especially as these matters were framed by Herder
and the German Idealist philosophers. A broad summary of pre-
Romanticism as a taxonomic category may be found on pp. 24-25 of
Lilian R. Furst, Romanticism.

% The group was called thus because its three major members (L.
Borovykovs'kyj, A. Metlyns'kyj, andM. Kostomarov) either studied
or taught at the University of Kharkiv. Other contributors such
as Ia. Shchoholev and M. Maksymovych (an amateur ethnographer)
were also based there. George Grabowicz argues for a rethinking
of Shchoholev’s place among the Kharkiv Circle poets on p. 66 of
Toward a History of Ukrainian Literature.

10 cleanth Brooks, “Notes for a Revised History of English
Poetry,” in Modern Poetry and the Tradition (Chapel Hill, 1939) p.
233, quoted in George G. Grabowicz, Toward a History of Ukrainian
Literature (Cambridge MA, 1981) p. 65.
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George Grabowicz applies this observation to the works of the
Kharkiv circle, stating that “[tlhe corresponding Ukrainian
“display cases” containthe steppe, burial mounds, Cossack lances
and sabres, and banduras.”'' He then gives a further quote from
Brooks, one intended to apply equally to the Ukrainian poetry:
“Perhaps never before or since have poetic terms become cliches so
rapidly:; and this is a measure of the dependence placed upon them
in securing the poetic effect.”!?

A simple perusal of the names of the pre-Romantics’ poems
already confirms the essential correctness of this appraisal. A
partial list from Metlyns'kyj, as one instance, would include
“Baunoypa,” “Cren,” “Cnxc,” “Ko3axk, ramgaMak, uyMak,” “I'eTbMaH, ”
“Kozaua cMepThb, “ and “CMepTh 6aHOypHcTa” —and the pattern extends
to the other poets as well. Certain titles, especially those
strongly identified with Shevchenko’s major shamanic markers,
almost seem to be requisite. Thus we see “Moruna” appearingas the
title of works by Kostomarov, Oleksandr Afanas'iev-
Chuzhbyns'kyj, Korsun, and Shchoholev; “BaHoypHCT” names pieces

by Borovykovs'kyj, Afanas'iev-Chuzhbyns'kyj, and Shashkevych

11 George G. Grabowicz, Toward a History, p. 65.

12 Grabowicz, Toward a History of Ukrainian Literature, p. 66,
taken from p. 234 of Brooks, “Notes for a Revised History...”
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among others.!? There are also several minor variants and
combinations of these (e.g., “Kob3ap HaMoruni” by H. Andruz'kyj) .
But as already noted, the mere presence of such poetic topoi,
while perhaps bringing the verses closer to textbook ideals of
Romantic literature, do not of themselves constitute a shamanic
mode. It ispossible tohave poetrywhichconsistsalmost entirely
of these components, yet does not perform any of the shamanically
mediated consciousness-shifting that occurs in Shevchenko’s
works. Consider in this connection the opening fifteen lines of
“Baunypuct” by Levko Borovykovs'kyj.
Ha nepeBi XOBKHe 10 oceHi mmmcT. ..
CBiM Bik nepexuBmH, cigum 6aHOYpPUCT
NipBixoHH0 nicHi cnieae.
BixuTe yepenon 3a HUM aiTBopa,
5 Cinoro npoBoasaTe 3 ABOpa OO ABOPA,
A nip Ha 6aHAypy iM rpae:
[Iin n3BOHKiI CTPYHH reThbMaHH BCTAOTh,

I npaningu B cTpyHax 6aHOYPH XHBYTH,
I QUmYyTE XOJIOOHI MOIHIIM:

13 Titles equivalent to “BaugypHcT” also exist in profusion:
“lleBey” by Mykola Markevych, “Cniseur” by Mykola Kostomarov, and
many others. Virtuallyall of themdepict prototypically Romantic
bards addressing more-or-less Herderian issues. Here is an
excerpt from Markevych, marrying Platonic ideas with socio-
political ones & la Wordsworth:

[leBeu BOOXHOBEHHHUA Ha3HaueH cyasbomw,
UT06 rosIoCOM OUBHEIM TPEBOXHTL MEUTY,
UTo6 neTh K BEHUATh 6J1aropodHOR PYKo0

20 OruuzHy, cBobony, JmobOBBL, XPacoTy.
(“Pevec, ” lines 17-20)

M. T. Iatsenko, ed., Ukrains'ki poety-romantyky (Kiev, 1987) pp.
101-102.
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10 BpHHATL, — K KO3aK¥ 60pOMCE 3 Bparom. . . .
I 9X nig MHPOXKHM MOCKOBCBHKHM ODPJIOM,
Ko3axy Harpinuce, CIIOUHIH. —
Ti mapHi Habiru, Ti naBHi 6opbu
OcTanmMchb y rojoBax crapuis cigux —
15 Tam niniBckKa AaBHicTb CxoBaHa. . .
The remaining sixty or so lines of the poem are the actual song the
minstrel sings taken in direct quotes, and relate specific events
in Cossack history from the time of Bohdan Khmel'nyts'kyj. The
form becomes a stylized folk song in five-line verses complete
with repeating refrains.

Written in 1830, this passage may well have served as inspi-
ration for Shevchenko; certainly he was not adverse to reworking
the first section of Borovykovs'kyj’s 1828 “"Molodytsia” for the
opening of his own “Prychynna, ” for example. But Borovykovs'kyj,
like Scott and Wordsworth, limits himself to a literal retelling
of a narrative. The crucial (for purposes of this discussion)
lines 7 to 9 lead up to a mere story. Line 9 says that “the cold
burial mounds breathe” i.e., come to 1life, but the poet takes care
to keep this at the level of a metaphor for the movement and sound
of the instrument’s strings —made explicit by the first word in
line 10. He refers unequivocally and only tomusic and song; there
is no actual access to the past as such, its mental states or other

cognitive qualities. More importantly, the author himself never

appears in any agential capacity, and hence can neither model nor
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effect transitions between perceptual modes.

Shevchenko, by contrast, appears as the active agent in a
textually mediated journey from present to past and back again.
Borovykovs 'kyj’s bard is able to “raise the hetmans” in line 7
above, but stops at that: these avatars of power and political
self-sufficiency do not receive a voice, nor any opportunity to
influence the inner conditions of even the writer —much less,
then, of the reader. In Shevchenko’s texts, these very same beings
are permitted — indeed commanded —to commune with the authorial
identity to the extent of actually blending with it, so that the
poet can subsequently speak directly with their voice. Witness
the already-quoted passage from “Hajdamaky” (page 190, note 6):

3acnipaio —Mope rpae,
110 Birep noeiBae,

Cren YopHie, i Moruna

3 BiTpPOM PO3MOBIJISIE .

3acnieaio —po3BEepHYJack

Bucoxka Moruna,

115 Ax oo MoOpsa 3anopoxui
CTer MHUPOKHH BKDHIIH.
OTaMaH¥ Ha BOPOHHX
[lepen 6yHUyKaMmu

BurpaBsawThb. . .
(lines 109-119)

As in the Borovykovs'kyj piece, theburial mound is brought to life
(lines 113-114), but while there it does nothing further, in the
later work the same event reifies the people and mind-set of the

time to which it alludes. Beyond this, the symbolic resources
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personified by the Cossack-figuresof lines 115and 117 enter into
(that is, blend with) the narrator’s inner state —his xamuna,

lines 134-135—and shape it accordingly.

BHrpaBawTk. . . A IOPOrH
120 Mex oueperaMmu
PeBYTh, CTOrHYTh, PO3CEepPAHIINCE,
HDock cTpamHe CriiBanTh.
[locnyxaio, noxypiocs,
Y crapux cnuTamn:
125 «Uoro, 6aTbkH, cyMyeTe?»
«HeBecerno, cuHy!
Juinpo Ha Hac po3cepauBCsH,
[Inave YxpaiHa...»
I 7 mriauy. A THM YyacoM
130 [umHHMHK psOaMH
BHCTynawoTb OTaMaHH,
COTHHXH 3 NaHaMmu
I reTbMaHH —BCi B 305071,
¥ Mol XaTHHY
135 [purmum, cinm xono MeHe
I npo Yxpairy
PO3MOBIJIAIOTE, PO3Kal3yioTh,
(“Hajdamaky, ” 1ines 119-137)

This shift of cognitive perspective froma Ukrainian (and perhaps
peasant) -identified narrator to a shamanic one is brokered
precisely by the poet’s power to open up the past, here trans-
parently represented by burial mounds, in this special way. The
remainder of the epic thus emerges as the direct product of this
initial shamanizing on the part of the artist. Listening to the
shamanically obligatory rapids and reeds (lines 119-120) who are
“singing something terrible/frightful” (line 122), he also

consults with his conjured familiars as to what the problemmight
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be. In lines 125-129 he receives a minimal outline of a liminal
state: the river is angry with us, and the country is in tears.
Shevchenko fuses himself with Ukraine and enters the identical
condition (lines 128-129: “lInave Yxpaika... /I amwiauy.”), but in
the middle of 1line 129 he begins a shamanic process by bringing the
Cossack-familiars into his “house” to receive instruction from
them (line 132 on).

And the instruction is considerable. For the next 35 or so
lines the Cossacks explain the Ukrainian past, perform for him,
bring him into their company, and in the process demonstrate a
tremendous levelingof generational (line 162) andadministrative
(lines 165-169) divides.

«T'ynay, nare, 6e3 mynaua,
T'ynan, BiTpe, nonem,
Ipai, xob63apio, NMHA, WMUHXApPIO,
160 Ioxu BCTaHe OOJIA».
B3aBmuChk B 6OKH, HaAaBIPHCiOKH
[Napy6xu 3 gigamu.
«Orax, gitu! nobpe, miTu!
ByoeTe naHaMm» .
165 Oramanu Ha 6eHkerTi,
HeHaue Ha pani,
lloxoXawoThb, PO3MOBJIAITE
BensMoxHa rpoudana

He BTepnina, ynapuna

170 CrapyMu HOr'aMu.
(lines 157-170)

The resulting picture embodies a situation of consummate
communitas in part predicated on shamanic ecstasy (e.g., lines

157-160), until a transition into a fully reincorporated phase on
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Shevchenko’s part occurs in lines 173-180:
Ousrmocs, cMikcsa, OpibHi yTHpaio —
51 He OOWHOKHH, € 3 KMM B cBiTi ®MTh;
175 ¥ Moim xaTuHi, fK B cTreny 6esxkpaim,
Kosaurso rynae, 6afpak 'OMOHHTD,
Y Moinl xaTHHi CHHE Mope rpae,
Moruna cy™Mye, TONOJIA MYMHTb,
TuxeceHbKo I'pHLA NiBUHHA cniBae —
180 S He OOMHOKMII, € 3 KMM BiK JOXHTE.
Internal balance has now been completely restored through having
internalized the essential characteristics symbolized in the
steppe, Cossackdom, the sea, and so on. From here the poet, now
cognizant of his corrected constitution (line 182: “Or me MosA
cnaea.”), canundertake to send his verses into the world to bring
about similar states in other people, even if only by being recog-
nized for what they are.
[Iiny CHHiB BHIPOBOXATb
190 B panexy mopory.
Hexan inyTh —MOXe, HanOyTb
Kosaxa craporo,

Mo npuBiTa Moix pmiTok

CTap¥MH CITIbO3aMH .
(lines 189-194)

These lines implement Shevchenko’s famous poems-as-children
metaphor, usually associated with his two “Dumy moi” texts.
However, the trope also forms the substance of the lines following
the above passage and set is off with a blank line. Especially in
the section comprised of lines 202-194 (not reproduced here), the

writer ruminates on the method and consequences of what he is about
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todo, and even supplies instructions on the mode the reader should

assume while reading.
€CTh Yy MeHe MUPHI 6aThKO
230 (PimgHOro HeMac) —
JacTb BiH MeHi paay 3 BaMH,
Bo caMm, 3gopoB, 3Hae,
SIk To Tsamxo 6nykare B cBiTi
CupotTi 6e3 pony:
(lines 229-243)
Only then does he start the “Introduktsia” section. Almost all of
what has gone before partakes of preparation for shamanic work.
Clearly, nothing remotely similar takes place at the level
of deep structure in the Borovykovs'ky]j piece, nor indeed in any
other Ukrainian poet who may be considered a Romantic. In fact, a
number of compositions which overflow with bardic imagery and
references to Cossacks actually obtain the opposite effect of
Shevchenko’s rhetorical shifts: they emphasize and describe at
length the poet’s inability to evoke anything worthwhile from
seemingly promising kobza-players. Here is a Petrarchan sonnet
by Ambrosij Metlyns'ky]j entitled “Bandura.”
Ta yKx BH Bxe, 6paTls, He UyBanH
[ipo craporo xosaxa-cnibsaxy?
BcrnioM’ sHiM mum fioro AoMy X B OAKY!
Bo BXe AKi & uynu, nosabyeainu. ..
5 [lpo reTeMaHa UM Npo rangaMaky
Jig sacniBae, B baHaoypy 3alpae, —
[nave 6aHoypa, MOB OXHBAaE:

¥ane BiszbpMe AUTHHY, BisbMe i 6yprnaxy!

Woro 6aHmypa, cxoue BiH, 3aBHE,
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10 Yoro 6annypa i BOPOHOM 3axpfue,
MoB Ta AUTHHA, XanibHo mnave. ..

CrnpO3H NOJULNOTHCH, CePOeHbKO HHE,

Je x TH giBaBCcHa, Ta CTapu® cnimauve?

O 3acriBai HaM PO XHUTTH Ko3aue!
The closing tercet underscores the absence of the very voice the
communal reader is being asked to praise in line 3. After spending
the entire poem describing the musician’s abilities, no actual
song or playing has been obtained or appears obtainable. The point
emerges that there is no voice of Ukrainian self-description —
which ironically happens to be one marker of the separation state
in Shevchenko’s treatment of the same material, and a problem he
consciously sets out to correct.

An even more egregious example of “muting the bard” appears
in Ia. Shchoholev’s poem “Kobzar, ” already mentioned in note 5 of
this chapter. The piece deliberateiy invokes “Perebendia” —
recall fromnote 2 onpage 183 that “Kob63ape” was the name given for
a time by Shevchenko to that work—with such lines as:

I 3 gBOopa y OBip 3axoge,
Ha 6angypi Burpasa,

15 I nig O3HKH CTPYH TO NICaybMYy,

To npo Jlazaps cniea...
(lines 13-16)

But where Shevchenko’s minstrel controls a gamut of genres and

topics corresponding to the various social segments he addresses,
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‘ The poet-

Shchoholev’s is competent only in jocular ditties.?
narrator specifically requests historical material (lines 18-
20), but the singer pleads unfamiliarity with such matters and
instead offers a program of folksy doggerel.

«A 3arpap MeHi, xob63apo,

[Ipo [linxoBy Ta CoMka,

[Ipo Xmerns, npo JopomeHKa,

20 Mle % npo rpisHoro Cipka!»

«Hi, He 3Hawo! Moxe, rpatu

NlonageBoi 6igu,

[Ipo XoMy, Ta npo fApemy,

Ta xi6a CkoBopoomu?®

(lines 17-24)

After hearing a few more suggestions in the same vein, the poet-
listener gives up: “I'pair, mo xou; 60 & Te isrune” (line 29). What
could and should have been uplifting and instructive instead has
produced only indifference and pessimism.

Vatic incompetence of this kind, then, comes forward as a
primary indicator of the difference between Shevchenko and his
fellow Romantic and pre-Romantic poets, as well as his myriad
imitators. Concerning the latter group, the same skaldic insuf-

ficiency exhibited by the bards depicted in the poems examined

above shows itself in their creators as well. A wonderfully

¥ The allusion to Skovoroda in line 24 may seem out of place
among the other facetious references, but in fact may not be. His
texts appear in the operetta Natalka poltavka, for example.

15 A. I. Kostenko, compiler, Poety poshevchenkivs'koli doby
(Kyiv, 1961) p. 224.
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telling case in point, not fully developed here, resides in the
several attempts to mimic — or, more accurately, plagiarize —
Shevchenko’s “Dumy moi, ” especially the 1840 poem of that name.
The work is densely shamanic in that it addresses the interaction
of the author’s thought-poems with the perceptual modes of groups
of readers. It also details Shevchenko’s acute awareness of the
shamanic origin and function of his poetry, especially in the
first and last fifteen lines, respectively.'®
And it is exactly these passages that the epigones chose for

their assembly line emulations. In 1848, one Mykhajlo Petrenko
produced a poem beginning

dyMu MOI, AyMH MOI,

e Bu nogipanmuce,

Hamo MeHe NOKHUHYIIH,

JOMY OOLYPAJIHChH?
and ending “Hamo MeHe NOXMHYNH, / JyMu Moi, aymu!” Forty lines of
alternating, plaintive vocatives and interrogatives end exactly
where they started with no intervening variation of any kind —a
truly exemplary “display case” containing a single artifact.

There exists a startling quantity of such material. Some

slavishly imitate the form, perhaps substituting some other key

Shevchenko-artifact in place of the “aymMu.” Thus Shyshats'kyj-

¢ shevchenko covers this same territory using essentially
identical verbal formulations in “Hajdamaky” lines 37-48 and 202~
248. If anything, the scrutiny here is even more intense than in
“Dumy moi” (“Lykho meni z vamy”).
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Illich copies Petrenko’s copy in 1855, right down to the number of
lines and typographic style, but using dosa as the title.

Jorne Mos, foJe Mo,

HeHe MoOs pigHa,

Je Tu B cBiTi THHAEMCH,

Mo Tebe 1 He BHOHO?. .
Others prefer to stay closer to Shevchenko in both topics and
formalities of expression. Here is the first quatrain of H.
Vorobkevych’s “Moi dumy”:

PoanycTHB 1 MOI nyMH

rio ceiry 6bnyxarTH,

a He HanAyTh NpaBOu-BOJi,

Hazaj [noBepTaTH.
Even as notable a name as Iurij Fed'kovych duplicates Shevchenko
at least twice, once in “Dumy moi” (“OyMu MOI, OyMHM PYCbK1l, BiOku
BM ca B3enu?”), and again in the amazing “Dumy moi, dity moi,”
where he simply 1lifts Shevchenko’s wording verbatim:

OyuMu Moi, mniTu Moi,

Jluxo MeHi 3 BaMH!

[oxnas 6u Bac, K XOBHApPE,

[TMIHAMY pAgaMH

Nor is this kind of reproduction limited to “Dumymoi” alone.

Many of Shevchenko’s titles, images, and verbal patterns recur in
the writers mentioned and in many of their contemporaries. Yet in
spite of the crudity of most such textual simulation, it is by no

means a trivial phenomenon. While a shamanicallyoriented reading

of Shevchenko can shed 1light on the linguistic and semantic struc-

230



tures of these verses and their relationships to the broader
literary process, the necessary detail of study lies beyond the
scope of the present paper.

Another fascinating if forbiddingly multifarious source of
insight into the shamanic character of Shevchenko’s opus lies at
the unexpected interface between the 19th century Ukrainian poet
and a body of literature not only shamanically inspired and
created, but one alsobased on an underlying communitas/structure
dichotomy —the earliest writings associated with the system of
precepts and methods known as Taoism, and in particular its
central text, the Tao Teh Ching (hereafter abbreviated as TTC),
putatively written down around 500 B.C.'” Although this is not
the place for a full exposition, a brief characterization of
Taoist philosophy (or more exactly world view) may be in order
beforedetailing the associations between Shevchenko and the TTC.

Like shamanism, Taoist beliefs and practices are older than
recorded civilization, originating in an age when humans were

likely much less dependent on formally symbolic, linear, or

17 T1ssues surrounding the dating and authorship of the TTC
partake of some of the most contentious questions inall of Chinese
literature. Not the least source of difficulty is that the book we
now knowby that name likely came into existence over a substantial
period of time and may have had multiple contributors. A somewhat
popularized overview of these problems may be found in Ellen M.
Chen, The Tao Teh Ching: A New Translation with Commentary (New

York, 1989) pp. 4-22.
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evidence-based constructs for their everyday cognition needs.
Perhaps in direct consequence of this, the very object of the
system’s attention is exceedingly difficuit to define, and “the
manner of its expression varies so greatly that there is no con-
ceptual framework that will encompass all the manifestations of
thought and action commonly referred to as Taoist.”!® At the same
time, “[{t]lhe general idea of Tao is beyond a doubt the most funda-
mental and pervasive concept to be found in Chinese thought, and
as such lends itself touse inalmost any context.” In fact, it may
be said that “Chinese civilization was originally a product of
Taoism in the sense that like all successful original cultures it
was originated and guided by people in contact with the Tao or
universal law.”'®

Some time after the sixth century B.C. the diffuse ideas of
this hitherto unnamed teaching were brought together and written
down by a person or persons unknown but traditionally referred to

as “Lao Tzu, ” the 0l1d Master, by which name the TTC also goes. In

spite of its relative brevity (81 “chapters” — actually short

18 Thomas Cleary, transl., The Book of Balance and Harmony, (San
Francisco, 1989) p. vii.

% cleary, pp. vii-vii and ix. The Chinese word tao (i:E) is
generally left untranslated, but its commondictionarymeaningis
“path” or, more poetically, The Way. In its broadest connotation
it refers to the underlying, comprehensive, primordial state and
process of everything and of every thing.
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poems seldom exceeding twenty lines — totaling fewer than five
thousand words) the TTC’'s status inworld culture is comparable to
that of the Bible, the Koran, or the Vedas. (After theBible, it is
the most frequently translated book in the world and the one that
has engendered the most commentary.?’) Like other seminal texts
of the various world religions, the TTC derives much of its force
from a protean quality in its style. Condensed to the point of
obscurity, heavily allusive, deliberately ambiguous and
paradoxical, ituses its own tightly constructed indeterminacy to
reflect not so much Truth as ways in which a precept may be
considered true, and thus supplies insights at whatever level a
given reader (or age) needs or is able to accommodate them.

Some internal evidence suggests that the book may have been
addressed to the ruler of a country, but it functions at many other
levels as well. BAmong other applications, it is a treatise on the
art of government, of a person as well as of a state. While not a
manual of the esoteric Taoist trance practices, it is intended to
show how the Power (one translation of the title’s Teh {# char-

acter) accessed in the trance state gives control over one’s

20 Holmes Welch, Taoism: The Parting of the Way (Boston, 1965)
p. 4. Welchgives a list of scriptural quotations of Jesus’s words
inparallel withvirtually identical passages fromthe TTC (pp. 5~
6). This book is one of the best synopses of Taoism written in
English; a fuller and more technical treatment can be found in
Henri Maspero, Taoism (MIT Press, 1981).
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material circumstances and forms the basis for a metaphysic.
Moreover, the verymethod of composition suggests a spirit medium
authorship.?* Preliminary investigations indicate that the
correspondences between the TTC and the Kobzarmerit a monograph-
length treatment; the present observations are adduced only in
order to support the trance-medium hypothesis.

Both the TTC and Shevchenko’s book bear marks of having been
composed in response tomajor socio-political transitions. China
was moving from a loosely organized society to formal feudalism;
a document appeared defining the parameters of this passage and
providing instruction in how to best adapt to it. Ukraine had
already undergone a transformation from a self-determining to a
vassal state; a poet emerges whose writings point to ways of

mitigating the ensuing trauma. Both works orient themselves on a

21 wphe extent to which shamans and spirit mediums have exerted
an influence on Chinese literature is not generally appreciated.
The early development of the Chinese written language is directly
linked to a spirit medium cult... [I]n one popular technique the
medium wrote with a stylus on a table or tray covered with sand.”
(Gary Seaman, Journey to the North: An Ethnohistorical Analysis
and Annotated Translation of the Chinese Folk Novel Pei-yu-chi.
[University of California Press, 1987]) p. 12.) Almost all of the
Taoist canon, including much of the TTC itself, was composed by
tranced mediums using this sand-stylus method. Furthermore, the
declared objectives of spirit medium cults was and is to produce
“tract literature to morally inform and uplift the masses.”
(Seaman, p.l12.) Although Shevchenko was not a professional
medium, the similarities of his poetry’s “purpose,” formal
features, and reader response to those of the Chinese texts
continues to suggest at common — specifically shamanic —
functionality.
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prior state of harmonious simplicity: communitas in Shevchenko
and the Tao in the Chinese case.? Besides the dichotomy of
natural state/artificial civilization, the TTC can often be
interpreted as opposing the Confucian (heavily structured)
political order to the Taoist one. (“*Govern a large country as you
would cook a small fish” [TTC 60] — that is, with a minimum of
interference.)?®® Similarly, Shevchenko ties the Ukrainian loss
of primal beatitude to forced inclusion into the Imperial order
(e.g., the description of St. Petersburg in “Son.")

Consistent with certain similar political and (perhaps)
compositional circumstances under which the two books of poetry
were written are their textual parallels. Some express identical
philosophical positions, such as the commzntary on the world’'s
reactions to shamanic art:

When a foolish scholar hears of Tao
He laughs out loud.
But if he did not laugh at it,

It would not be Tao.
(TTC, 41)

These lines not onlyreiterate the intercultural adage that “Great

2 The Lao Tzu makes reference to such a state at least as
frequently as Shevchenko does. Chapter 80 of the ITTC inparticular
is devoted in its entirely to a description of communitas and its
several benefits, using much the same wording as the Kobzar.

23 Many instances of such Taoist/Confucian conflict are found
throughout the TTC. Some of themparallel Shevchenko’s Russian/-
Ukrainian political oppositions as alluded to in the poetry.
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wisdom seems like great stupidity,” but also find affirmation of
the elemental wisdom in common people’s reaction to it. Shev-
chenko also confirms that his minstrel is on the right track
precisely when he is being ridiculed for wandering along the

sea(!)shore:

Ha 6oxee crioBO BOHY 6 HacMisrmch
IypuuM 64 HaszBanu, ox cebe MporHany,
«Hexaf noHang MopeM, —ckasamu 6, —rynsal»

80 [JOobpe ecu, Min xobsapio,
Ilobpe, Barbky, pobum
(“Perebendia, ” lines 77-81)

Other instances of textual correspondence extendbeyond identical
precepts to duplications of form and tropes in the context of
setting forth these precepts. One particularly striking example
involves lines 104-110 of Hajdamaky together with the second half
of Chapter 20 in the TTC.

B pO3yMHK1 JIogH —
105 A s nypeHb; o&uH cobi

Y Moik xaTHHi

3acnisapw, 3IapHian,

JX Mana gOUTHHA.

3acniBaw —Mope rpae,
110 Birep noeiBac

In translation, the matching section of the Lao Tzu reads:

Like a baby that has not yet learned to smile,
Listless as one who has no home to return to.

.............................

What a fool am I'!
What a muddled mind I have!
Most people are bright, bright:
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I alone amdim, dim.

All men are sharp, sharp:

I alone am mum, mum!

Calm like the sea,

Ceaseless like a high wafting wind.?*
Both texts make reference to a small child, being at home, and
where one has “not smiling” the other has “crying.” Both have a
contiguous “you’re smart, I'm stupid” assertions in the sense of
counterpoising the shaman-sage-bard to the common crowd. And
finally both follow this with immediate references to sea and
wind. All in some 8-10 lines each! Such extensive, maximally
dense (in the sense that neither text interposes any non-mutual
material over the range of lines selected) correlationinpassages
produced by unrelated cultures and separated by more than two

millennia is difficult to explain without positing a common ex-

perience not bound by the literary conventions or extra-literary

2 ZBESTERI
MBRZRZ
&S5 ERME
RANEH&
EBAZLOHER
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Both the original and the translation are taken fromJohnC. H. Wu,
transl., Tao Teh Ching, (N.Y. 1961) pp. 40 and 41.
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realia of any given time or place.

This common experience appears to be precisely that of the
seeminglymuddled shaman-in-trance, the internal situationof one
who is in the act of availing himself of a power state which those
around himdo not understandbut will later access and use through
him. Further, descriptions of such experiences appear to lie at
the root of at least some archetypes. In this connection it is
worth noting that more than any other literary texts, both the

Kobzar and the Lao Tzu define their respective cultures.

238



Chapter Eight
SUMMARY AND CONCLUSIONS

“[I]t is time for a shamanology.”
—Glorila Flaherty

One of the enduring paradoxes bequeathed by Taras Shevchenko is
the fact that as his oeuvre passes repeatedly through layers of
commentary and analysis over successive generations of readers,
the goal of a full understanding of this material seems to recede.
The nature of the internal programming in Shevchenko’s poetic art
becomes more hidden with growing explication, and the core
mechanisms via which his works exert the authority they do remain
as elusive as ever. It is almost as if the texts had been
deliberately furnishedwithhidden featuresdesigned to frustrate
a frontal diagnostic assault.

One set of responses to this compléx and sometimes confusing
state of affairs has been to keep the discussion at the level of the
verbal sign.! Another, rejecting such reductive simplifications,
supplemented the surface level with investigations of deep
structure; attempts to chart the mythic patterns, to apply the

techniques of psychoanalyticcriticismto Shevchenko’ s verse have

! For instance, the Soviet position on Shevchenko’s theology
has been to cite the passages in which he challenges God, and on
their basis to declare that the writer was an atheist, hence
necessarily a materialist. G. Grabowicz gives some additional
examples of this kind of approach on pp. 159-161 of PAM.



begun to gain acceptance with the current generationof scholars. 2
However, even these methods are yielding less than a lucid de-
lineation of the deeper principles of the poetry’s composition.
In the preamble to an article on the poet’s self-perception,
George Grabowicz writes: “The thematic and conceptual structures
... do appear as discrete forces. But the psychological ground,
the actual matter on and in which they work, seems disconcertingly
fluid.” And later in the same paragraph, “There is never a thing,
an attitude, or a belief, but a concatenation of responses to it,
a force field.”? Note that the use of the word “force” in both
passages moves the writings from the realm of the purely literary
object (that is, the symbolic verbal artifact) to the arena of
physical phenomena. The recourse tometaphors fromphysics hints
at the inadequacy of mere textual description and analysis.

And on the following page Grabowicz does admit to precisely
such an inadequacy. “An inevitable consequence of this
existential precocity ... was the opaqueness, at times the virtual
invisibility, of major features of his poetry for the convention-

and tradition-bound reader and critic.” Grabowicz then broaches

¢ Examples include Leonid Pliushch’s Ekzod Tarasa Shevchenka:
Navkolo “Moskalevoi krynytsi”: Dvanadtsiat' stativ (Edmonton,
1986), and George Grabowicz’s PAM.

3 George G. Grabowicz, "“Self-Definition and Decentering:
Sev&enko’s “Xiba samomu napysat'” and the Question of Writing,”
Harvard Ukrainian Studies, Vol. XIVNo. 3-4. Dec. 1990 p. 313.
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the need for additional or alternate tools, such as examining the
texts in terms of their mythic codes or from a non-linear, non-
deterministic point of view. Other (post-)structuralist and
archetypal critical approaches have been suggested by various

scholars as well.?®

The present work tenders a further extension of the tool-set
for handling Shevchenko’s literary corpus, and sets forth in some
detail one specific implementation of it. At issue is the notion
of amode within which the poetry constitutes itself: acollection
of distinct textual properties and attributes together with the
relationships into which they arrange themselves. Some of the
modes in Shevchenko’s verse are well-known, such as the lyrical or
the political. These are distinguished by means of particular
thematic/stylistic features, identified with individual poems,
and generally serve as a primary buffer for classification and
apperception of any given piece. However, neither the modes as
they are currently conceived nor the narratives for which they
serve as vehicles or frameworks supply a full and adequate
explanation for the enduring transcendent venerationaccorded the

poet, or the transcendental influence of the poetry on the entire

‘For example, George S. N. Luckyj “Sev&enko and Blake, ” Harvard
Ukrainian Studies vol. 2 no.1 (1978) p. 94. The article compares
how the two poets each presented a vision of life based on
mythopoetic and archetypal perception.
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spectrum of Ukrainian culture.’®

Accordingly, a more refined instrument might be conceived
for discerning hidden modalities in Shevchenko’s literary art.
One such modality, based on rhetorical transformation of per-
ceptual space, may be demonstrated to inhere in at least some of
the poems. Although previously undocumented, this functional
complex undoubtedly plays a considerable role in Shevchenko
reception. This paper labels it the shamanic mode (alongside the
better-known ones like the historical, lyrical, folkloric, etc.
modes) and has been concerned with procedurally defining it, then
attesting to its manifestations along with the textual dynamics
thereof.

The term “shamanic” has been employed in literary studies
only occasionally, and even then not consistently. Most
commentators simplypoint to the presencé of shamanism’s reflexes
in a literary work, especially as these were described by M.

Eliade: ritual objects or descriptions of shamanic ecstasy.

5 speaking about the great 13th century Sufi mystic and poet,
Jalal-ud-DinRumi, Andrew Harveywrites, “Nootherpoet inhistory
— not even Shakespeare or Dante — has had so exalted and com-
prehensive an impact on the civilization he adorned, and no other
poet has aroused such ecstatic and intimate adoration.” (The Way
of Passion: A Celebration of Rumi (Berkeley, 1994) p. 1) Harvey
does not exaggerate in his assessment, but leaving aside the
question of how such things are to be quantified, it is safe to say
that Shevchenko easily surpasses Rumi with respect to the above
impact statement.
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Others, like Leonid Pliushch in his major article on Shevchenko
and shamanism examined in chapter one, end up equating the
function of the shaman with any supernatural agency, super-
stition, folk beliefs, or simply odd behavior. 1In part these
failings flow from the prevailing state of scholarship in the
fields examining shamanism: confusion of fact and fiction,
process with product, and a general lack of historic account-
ability when citing previously published material.

The present study does not discount the existence of shamanic
reflexes in Shevchenko’s works. References to animal spirit-
familiars, for example, are intriguingpointers toaltered states
of consciousness that appear to be common to most shamanically
inspired literature-—especially when the animal-familiar topoi
consistently appear alongside other shamanically-identified
images and allusions. However, in this monograph “shamanic” is
mainly used in a much stricter sense, one more closely modelled on
the structuralist’s approach.

First, “shaman” is generalized approximately as follows. It
is now posited by cognition theorists ranging from exponents of
gynocriticism to artificial intelligence researchers that all
self-identified social units (tribes, countries, individuals)
need stories — binding narratives which function to prevent

dissolution of people and resources, to focus effort, and to
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preserve what is already achieved. When these stories (that is,
myths) are forgotten, changed, or growoutmoded, it is the shamans’
job to reinstate, repair, or replace them. Whether the persons
charged with this task are formally called “shamans” or are
officially recognized as performing maintenance on the aggregate
discursive order/code — this does not change the essential
dynamics of their duties. In historically remote or pre-
industrial societies, the “shaman function” —basically that of
preserving the collective sanity of apeople throughmanipulation
of the shared symbolic system — was explicitly entrusted to
professionals: the various species of “dream doctor” later
classified under the broad heading of shaman by missionaries,
travellers, and anthropologists.

There is evidence that originally the shaman function was
multiplex, inherently equipped to express itself as liturgy,
dance, divination, spell-weaving, herbalism, or assorted per-
formative utterances —to name just a few of its aspects —as the
situation required. With time, this formerly undifferentiated
art appears to have gradually fragmented into a number of more-
specialized practices. Some “shamans” in effect became pro-
gnosticators, others acted as counsels and arbiters, still others
settled into primarily priestly roles; but all remained account-

able to the fundamental directive of re-establishing the major
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part of the symbolically-mediated equilibrium immediately
responsible for society’s healthandvitalitywhenever it was seen
to be threatened. One such branch of the original shamanic
functionevolved intomodern psychotherapy. Another (as detailed
in chapter two) probably provided the basis for ancient theatre
and hence literature as we now know it.

Second, the central dynamic of literature-as-shamanism is
taken to be the “trance-journey” undertaken by the shamanically-
orientedpractitioner (here, literaryartist), sometimesatwill,
for purposes of securing a verbalization (elsewhere called
“sacred knowledge”) of the desired symbolic order. Jacques Lacan
is most famous for observing that “the unconscious is structured
like a language.” It also appears to be structured like a
narrative. This narrative goes verballyunarticulatedmost of the
time, expressing itself sporadically in fixed, ritualized
utterances (prayers, oaths, proverbs, e.g.) or perhaps the cross-
cultural legends and fairy-~tales which lend credibility to the
Jungian theory of archetypes. For the most part, these utterances
serve to support sociallyconstructed realitywell enough for day-
to-day living. Occasionally, however, someone will learn or be
compelled to go beyond the ritual forms of expression — while

possibly being gquided by them — to the direct, unconscious
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narrative that is the source of the ritualized narrative.® When
such a journey occurs with the apparent aim (or result) of re-
storing a failing group-story (be it a tribe’s unclear under-
standing of its origins or a company’s weak “corporate vision”),
adirect patch to that story obtained from the journey—supplying
a foundation myth, creating a “mission statement” —constitutes
a shamanic intervention. If the agent happens to be a writer and
performs such discursive interventions repeatedly, we can speak
meaningfully of literary shamanism, not just as some parallel
surface features, but as an integral functional mode.

As described throughout this thesis, Shevchenko does give
signs of making shamanic excursions, thus defined, in a sig-
nificant subset of his poetry. Where does he go? Arguably, to a
different cognitive space. Inaliterateculture, everycognitive
space generates its own linguistic space; the linguistic space,
in turn, can act as a pointer back to the original cognitive

space.’” This mechanism allows those members of society who are

€A1l this implies, & la Jung, the existence of an archetypal ur-
text underlying the collective experience of a people or even
humanity in general. It is not the purpose of this thesis to
demonstrate the reality of such an ur-text. Instead, it posits
such an entity and describes how some of its features would
manifest themselves if it had an objective referent.

7 Such processes are well-documented as the basis of several
psychotherapeutic technologies, ashasbeen mentionedinchapters

two and five.
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unable to visit the desired internal states to partake of them
regardless via the linguistic territory constructedby the poems.
Doing so, especially more than once, leads to at least a partial
restructuring of the individual’s cognitive resources, and hence
to a reinterpretation of his or her circumstances. Such revision
constitutes a textually-mediated “shift” to (in this case) an
improved world view. If the poet manages to incline his audience
towards the use of certain word and phrase associations, or to see
relations among them and certain events differently, then he has
achieved a “rhetoric of healing”: unity/belonging instead of
fragmentation, empowerment rather than victimhood, and so on.
Arrival at this linquistic space as it is exemplified in the
poems may be signaled by means of a number of verbal markers:
distinctive items from an imagic lexicon, recurrent topoi,
specific collocations and associations. Some of the more import-
ant ones have been treated in considerable detail in this thesis:
xaTa, uyXMHa, JoJyig, invocations to the Evening Star, burial
mounds, weeds, water (especially as “cuHee Mmope”), and select
allusions to the state of communitas. Others such as dream £1ight,
nyMma, and bird-familiars receive less attention, but are posi-
tioned within the system of shamanic indices in groups of poems.
Demonstrating the pertinence of such items, determining their

patterns of interaction, and discovering new instances thereof
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has been a pivotal task of this thesis.® Once it is in place,
buildingonthis systemreveals a structuredprogramof textually-
mediated cognitive reauthoring inherent in the poetic corpus as
a whole.

The most important among these textual signposts come from
passages popularly regarded as “historical,” or at least evoca-
tive of the glorious Cossack “past” (MuHyne), which had led some
readers to believe that Shevchenko was concerned mainly with an
accurate representationof historiographic details. But in fact,
as Grabowicz and others have taken pains to demonstrate, the poet
operated inside of mythic rather than chronological time. The
excursions into Cossack settings actually correspond, in many
instances, toentry into altered but highly specialized states of
awareness, mental configurations in which time and memory behave
in non-standard ways. Such journeys may also take place without
any dimension of Cossackdom or historicized narrative being
present. But wherever they do occur, they are presaged by defined

textual indicators and give rise to passages with similar

® For example, an anthropological description of shamanic
initiation points us to N. N. (“Meni trynadtsiaty]j mynalo...”),
which same structure, albeit slightly mutated, is then also
noticed in “Lichy v nevoli...” But the essentially shamanic
passages in this second poem repeatedly make mention of weeds. A
search for more references to weeds in other poems uncovers
passages which yield additional collocations with shamanizing,
and thus expands the repertoire of relevant markers.
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structural characteristics. Because these textual structures
lead the reader through specific stages of perception,
interpretation, and redefinition (of personal and communal
identity, role, purpose, etc.), they can bring about
corresponding mental alignments in the audience as well. To the
extent that such poetically-mediated realignments relieve
anxiety, fear, or confusion brought on by sudden intractable
upheavals of the social system, they constitute a therapeutic
intervention into “failures of symbolic order.” Insofar as the
texts effecting such mediation are written under conditions of
trance-journey, they form the basis for a poetic shamanism.
Shevchenko’s implementation of mythic time in this manner
accords with well-know examples of shamanic world view construc-
tion in some Asian cultures —which perhaps helps to account for
the strong resemblance to the Daoist verses discussed at the end
of chapter seven. Writing about Tibetan society as the product of
an interplay between clerical and shamanic (Tantric) Buddhism,
Geoffrey Samuel observes that the latter tradition viewed its
(oral) teachings as having originatedina “primal time” or “Great
Time” of myth. “It is not seen as a text composed by a human author

but as a revelation from the primal time.”® The shamanic perspec-

9 Geoffrey Samuel, Civilized Shamans: Buddhism in Tibetan
Societies (Washington, 1993) p.19.
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tive here holds that sufficiently powerful lamas/shamans can
always reestablish direct contact with bodhisattvas (specific
founding figures of Buddhism who are understood to be earthly
projections or emanations of universal archetypes),

who exist, rather like the Dreaming beings of the

Australian Aborigines, onadifferent plane of reality

that interpenetratesourordinaryreality. The lineage

of teachings is therefore in the shamanic Buddhist view

not simply a heritage handed on from the distance past,

it is something that is being constantly recreated and

revalidated through the experiences of contemporary

lamas and yogic practitioners.

In this way the lamas, like the Siberian shaman or
“diviners” or “prophets” of sub-Saharan Africa, can
realign human beings with their society and with the
universe in which they live by producing a new and
contemporary reading of the tradition.?®

Something similar may be postulated as the psychosocial basis of
Shevchenko’s own forays into non-chronological time and the
mythic constructs obtained while governed by its cognitive
conditions.

The application of a shamanic model in shevchenkoznavstvo
sets forth less than a paradigm shift but more than just a new
reading. As an interpretive frame through which to apprehend the
complexities of Shevchenko’s poetic legacy, it may serve to
identifypatterns which, whenmapped via the principles suggested

here, reveal layers in the texts that are not easily otherwise

discernable. As an investigative approach to the questions of

19 Geoffrey Samuel, Civilized Shamansp. 21.
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Shevchenko reception, it can illuminate factors other than the
ones traditionally called upon to explain the poetry’s almost
preternatural effect on its readers, especially Ukrainian ones.

Beyond the issues of close reading, reader response, or
ethnopsychology, there lies the whole domainof literaryprocess.
If, as we have seen, the shamanic mode is not active in the works of
Shevchenko’s predecessors or those who attempted to follow inhis
footsteps, could any semblance of it be detected in, say, ritual
folkloric lyrics or the dumy? Does the shamanicmodality reappear
anywhere in Ukrainian literature after Shevchenko? Arguably, it
does. Ivan Drach’s remarkable 1964 boem “Kryla” (“The Wings”),
for example, overtly describes the spontaneous calling of an
unwilling subject topoetic shamanizing, and the social aftermath
thereof. Yet the compositional principleshere are largelyunlike
Shevchenko’s. Without committing at this point to a technical
argument, it seems very likely that some of Lina Kostenko’s poetry
could benefit frombeing reviewed in shamanic terms, as could the
compositions of the early (1920s) Pavlo Tychyna.

It has been the burden of this dissertation to expose' a
heretofore essentially unknown discursive modality in the verse
canon of Ukraine’s most influential cultural figure, and to
demonstrate some of its textual manifestations in a systematic

manner. At theminimum, the result yields a technical methodology
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not inferior to that put forward by, say, some flavors of Jungian
psychology. Beyond critical device, a shamanological specifica-
tion for Shevchenko studies provides a set of “filters” through
which relationships between the divers segments of the field may
be scrutinized for congruences or inconsistencies.

Finally, not the least interesting consequence of the
schemata unearthed in the present study is the sheer fact that
after numerous decades of being the object of some of the most
intense scholarly investigations in literary science, the words
of Taras Shevchenko retain the power to present researchers with
yet another facet. While not itself shamanic, this quality does
testify to an additional dimension in an already sufficiently
profound corpus. Thus, if complexity escalation of this type can
be shown to be recursive, the receding comprehension anomaly

remarked on at the start of this chapter will stand explained.
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