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Many of the lyrics of Lina Kostenko are so immediately engaging that a reader may fail to notice their great complexity and internal
structure. In the present article, the author analyzes two such lyrics in some detail, using techniques that might be called
structuralist. The analyses, however, begin with no pre-selected methodological framework, but simply start where the lyrics
themselves seem to suggest and follow that thread of thought, examining various aspects of the poems. The interpretations built on
these analyses are significantly richer than a superficial reading would allow, and therefore, the results may be of interest not only to
scholars of Ukrainian poetry, but to the general reader, as well. In the first lyric examined, two lines that are almost lexically identical
lead to an examination of a complex mirror-structure that reveals a picture of a continuum between the extremes of metaphor and
metonym. A morphological peculiarity of the poem then reveals that it is a response and rebuke to a lyric by the Russian poet
Fyodor Tyutchev. With attention paid to the poem’s intricate structure and to the work to which it is a response, the analysis reveals
that Kostenko’s lyric may have an anti-imperial meaning that was invisible to the authorities at the time of its publication.

In the analysis of the second lyrics, the author begins with a large and memorable rhyme-set, examination of which leads to
observations that reveal the unusual self-similar structure of the poem. Further analysis reveals the poem to be a work of verbal art
that functions on multiple levels of organization at the same time. After the two analyses, the author makes broader remarks about
his general impression of Kostenko’s extremely masterful work, a brief suggestion about introducing this work to anglophone

students of Ukrainian literature, and a suggestion for future work on Kostenko'’s poetry.
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Introduction

Having begun at last in my middle years to
study Ukrainian poetry, | am struck by the
complexity and beauty found therein. The notes that
follow in this article are concerned with two lyrics
by Lina Kostenko. Only two — but in these twenty
lines are found worlds of remarkable thought and
feeling. | offer the notes below in the hope that they
will be useful to scholars and to the general reader.
For each poem, my notes will be given in a few
separate sections for clarity of organization,
although | am convinced that the observations in
each section are relevant to those in the others.

My approach to poetry has been called
structuralist. Despite the well-known tradition of
structuralist readings of lyric poetry, it is possible
that some of my methods may seem unusual. | can
say nothing better in their defense than to quote
Halina Kosharska’s remarks from her monograph
on Kostenko: “SIcHa pid, 51 B3s1acst 1OCIIKyBaTH
tBOpuicts Jlinm Koctenko He 3amnst Toro, o0
IMPpOACMOHCTPYBATU MOJKJIMBOCTI MOT'O HiI[XOILy Ha
BIITIOMY JIJISl ITHOTO MaTepiaii, a ToMy, IIo il moe3ist
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notpedye MOKIAMHOTO [JIIOOKOr0 BHBYCHHS, SIK 1
TBOPYICTh KOXHOTO HemepeciuHoro asropa.” [2, p. 9]

Notes on “FOxo0ub niavy, 3emJisi Mosl, IJIaHeTa”

Kostenko’s poem “lOmons mmady, 3emis Mos,
miadera,” from her 1980 collection Henosémopuicme,
has a striking internal structure invisible to any casual
reading. The details of this structure may be considered
a meaningful addition to the superficial sense of the
text.

Section 1: A most unusual mirror-symmetry

The text of the poem is given here with Latin
letters that denote the distance of each line from the
center of the poem.

IOmons mawy, 3emis Mos, TUIaHeTa, D
OJlakWTHA 3ipKa B 4acy Ha IUIaBy, C
Miii OLTHI CBIT, MiI[HI TBOT TECHETA, — B
CTpaXkJar, My4ych, TUHY, a XKUBY! A
A
B
C
D

Crpaxxnalo, My4dych, i )KUBY, 1 THHY,
6J1arocIIOBIISIIO O171b TBOTX TEHET.

Iro rpynouky teruia — y BeecBiti — moauny!
I BeecBirt 11eit — akBapiyM IIaHerT.

[1, p. 8]
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I will first make basic remarks about the
features of each pair of lines (the A-pair, and so on),
then go into more detail about the relationships
between the pairs.

A-pair: We find here near-perfect lexical
identity. This much is obvious even to a casual
reading.

B-pair: Here, we have significant, but reduced,
lexical identity: menema | menem and 6inuii | 6ine.
The lexeme 6in, however, may be interpreted as
‘the color white, whiteness’ or as ‘pain,” both of
which seem plausible in context.

C-pair: These lines are related in two ways.
First, each C-line contains one of the two
morphological diminutives in the poem (3ipka,
2pyoouxy). Second, the first of the C-lines refers to
time as a medium of existence (¢ wacy na niasy),
while the second refers to space (y Bcecsimi). Space
and time, naturally, are the aspects of space-time
(npocmip-uac, which term does not occur in the
poem).

D-pair: These lines, the first and final of the
poem, are related by lexically obvious synecdoche
(nnanema | axeapiym naianem).

What | have outlined above may seem to be
mere curious coincidence until the reader notes how
these line-pairs are related to each other: from A to
D, the pairs describe a stepwise motion from
metaphor to metonym.

A-pair: This is almost perfect lexical similarity
(four words) and therefore is a strong example of
likeness (metaphor).

B-pair: Here we see recognizable, but
diminished, likeness (two words). Nominative
menema is imperfectly like genitive menem, and the
adjective 6inua is imperfectly like the noun 6izs.
Further, 6izs (whiteness / pain), depending on its
interpretation, may or may not be etymologically
related to 6inui. The root-vowel for the sense
‘whiteness’ has its source in ancient b (Proto-Slavic
bélv), while the i in the sense ‘pain’ is from ancient
o, which still appears as o in Ukrainian in open
syllables, as in genitive 6oo.

In the B-pair, then, we have still-visible
metaphor in the first stages of decay (imperfect
likeness) with a seed of metonym beginning to
sprout (the differing case-forms of menema, along
with the possibly different origins of 6iaui / 6ixw,
mean that they belong to ‘sets’ in addition to
looking similar).

C-pair: Metaphor is significantly reduced now,
as the abstract notion of morphological diminution
(3ipka, epyoouxy) is the central similarity between
these lines. They are, however, united
metonymically by participation of space and time in
the notion of spacetime, familiar enough even to the
non-physicist.

D-pair: A shred of metaphor remains in the
similarity between the nominative nzanema and
genitive nranem, but it is felt primarily as a support

to the now-dominant synecdoche (nianema | axsapiym
nianem).

The remarks above may be summarized in this
way: the poem contains an almost-repeated line that
alerts us to the possibility of a mirror-symmetry. On
examining the other lines, we find that they are easily
understood as a set of pairings. At the center of the
poem, the A-pair is strongly metaphoric. On the ‘edges’
of the poem, the D-pair is strongly metonymic.
Between them, the B-pair and C-pair display falling
metaphor and rising metonym, metaphor still dominant
in the B-pair and metonym already dominant in the C-
pair.

This first intriguing aspect of Kostenko’s poem
may bring to mind Efim Etkind’s monograph on
symmetry in the poetry of Aleksandr Pushkin [3]. As it
seems to me, however, the mirror-symmetry in “FOmnosb
mjaady, 3eMis Mosl, IulaHera’ contains features not
explored in those twenty intriguing studies.

Section 2: Rhyme

The poem contains four masculine and four
feminine rhyme-words, a familiar enough setup.
However, we may also divide those words into two
other sets, each of which contains four items. The first
is the set of rhyme-words related to each other by being
forms of the same lemma, or dictionary form: naanema,
meHnema, meHnem, niaHem.

The second set contains the masculine rhymes of
the first stanza (nzasy, srcusy) and the feminine rhymes
of the second stanza (euny, moouny). These words are
linked together by the shift in position of ocusy
between lines 4 and 5:

CTpaXkJar, My4Jych, THHY, a )KHUBY!

Crpaxaaio, My4ycCh, 1 )KUBY, 1 THHY,

arcusy ‘would have been’ at the end of line 5, but
changes places with zuny. The swapping of orcuey and
euny creates a link between the masculine rhymes of
stanza 1 and the feminine rhymes of stanza 2.

So we may arrange the rhymes in this table:

Feminine Masculine Related by | Related by
lemma shift

IUIaHETa nJiaBy IJIaHETa I1aBy

TECHETa )KI/IBy TEHETa )KI/IBy

T'HHYy TEHET TEHET TUHY

JIOAUHY IUIQHET IUIAHET JIIOJUHY

It is curious that the two unusual groups (lemma,
shift) easily bring to mind metaphor and metonym, the
twin qualities of rhyme. The ‘lemma’ group brings to
mind likeness (metaphor) with all its similarity, but
shows participation (metonym) as well, as the different
case-forms are parts of the same paradigm. The ‘shift’
group brings to mind metonym first, as varied elements
are joined in a set, but also has identity (likeness,
metaphor) at its core: the group is created by the shift
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of the second orcusy, which is identical to one of the
members of the group.

Section 3: Morphological
vocative

Kostenko’s poem contains five nouns that
appear to have a vocative function and might be
expected to have the appropriate endings of the
vocative case. However, they appear in forms
morphologically identical to the nominative (r00ozs,
semnst, naiawema, 3ipka, ceim). They are
functionally vocative, but formally identical to the
nominative. This situation creates a degree of
memorable tension.

The nominative / vocative tension recalls to
mind Fyodor Tiutchev’s “/Iyma mMos — Dnu3iymp
ThHe#.”

Hymra most — Dnu3iyms ThHEH,

Thueit 0€3MOJIBHBIXb, cBBTABIXD "
MPEKPACHBIXb,

Hwu 3ampIciaMb roquHbl OyHHOU Ceid,

Hu panoctsaMsb, HU rOpr0 HENIPUYACTHBIXb.

nominative for

Hyma most, Dnuziyms Thaeit!

Yt0 00111aro MeXsb KU3HELI0 ¥ TOOOIO,

Mexb BaMu, IPU3paKd MUHYBIIUXb, JIy4IIUXb
JTHEH,

U ceii 6e3uyBcTBeHHOM TOMOIO?. .. [4].

In Tiutchev’s poem, a similar tension between
nominative and vocative is created by different
means. The two stanzas begin with lexically
identical lines, but punctuation and intonation
indicate that in the first instance, we have two
nominative phrases joined by a zero copula, and in
the second, the same words must be understood as
having a vocative function.

And so, the two poems have the following in
common:

1) the nominative / vocative tension described
above

2) iambic pentameter (but see below), with
alternating masculine and feminine rhymes
(although the masculine and feminine clausulae
have switched places in Kostenko’s poem)

3) the phrases Dnusiyms ThHel and akBapiym
wiaer (metrically identical nouns in -iym +
disyllabic feminine genitive plural stressed on the
final syllable)

4) line 7 is exceptional, hexameter where we
expect pentameter (Tiutchev then uses tetrameter in
line 8, as if having stolen a foot from it, while
Kostenko does not)

It is therefore reasonable to read Kostenko’s
poem as a reply to Tiutchev’s. And Tiutchev does
pose a rhetorical question: “Urto oOmaro Mexsb
XKHU3HBIO M TO00K0, / MeXb BaMmH, NPHU3PAKH
MHHYBIIMXb, JIydmnxb gHed, [ W cei
0e3uyBcTBeHHOH Tomoro?...” This question even
shows another tension of number: mo6orw | eamu
(nnanema | axeapiym nnarer).

In considering Kostenko’s poem as a reply to
Tiutchev, it may be useful to dismiss the words
metaphor and metonym and to substitute the terms,

less familiar in studies of poetry, likeness and partness.
After all, when Tiutchev asks “Uro o00maro Mexsb
KHM3HBIO ¥ TOO010?” we see easily that the very phrasing
of the question points to participation (metonym), while
its ‘paraphrasable’ content is about similarity
(metaphor).

Kostenko’s poem can be taken as a thorough,
although indirect, answer to this rhetorical question. Its
complex mirror-symmetry and the organization of its
rhymes all point clearly to the interaction of likeness
and partness, to their ability to replace and give birth to
each other. They cannot truly be separated, although
they can be distinguished clearly for purposes of
analysis.

Section 4: Interpretation

To offer even a simplistic interpretation of
Kostenko’s poem in relation to Tiutchev’s, it is
necessary first to note one syntactical item: zpyoouxy is
clearly in apposition to soduny, and both seem to be in
apposition to 6izs. This brings us back to the question
of the meaning of 6izs in line 6.

o If s is glossed as ‘pain,” then siroduny is in
apposition to the ‘pain’ of the menema (net, spiderweb,
situation that restricts movement). The knot of painful
experience then ‘is’ the human person.

e If 6inw is glossed as ‘white thread’ or even ‘the
color white,” then the apposition appears more positive,
as the human is the very fabric of the ‘network,’
although the network is primarily a trap.

I am inclined to take the very tension between these
two senses of 6z as part of the meaning of the poem:
the human ‘is” pain and ‘is’ the material of which the
network / trap of the world is made—yet is still the
object of 6racocnosnso. Below, | will refer to this
complex notion simply as zoouna.

This moouna is a component of the ‘world’ that is
the addressee of the poem. But the final line states that
the universe is axsapiym naamem. SO we can see an
inequality of participation, of components. Humans are
the components of the world, while the world is one of
many such in the cosmos.

moouna < ceim < Bcecgim

But then, we recall that this poem is a response to
Tiutchev, in whose poem the soul itself contains many
mrenu. Viewed through the cosmology of Kostenko’s
poem, Tiutchev’s dywa, apparently a human ‘unit,” is
itself at the level of ‘planet’ and contains many other
human figures. And recalling Kostenko’s carefully-
woven polarity of metaphor and metonym, we are
easily led to the notion that worlds and the intelligences
that populate them are fractal-like, self-similar at any
level of magnification.

Taken at face value, Tiutchev’s poem is not
solipsistic in the strict sense, as it supposes a world
outside the soul. Yet it wishes to ignore that world.
Kostenko’s cosmology, however, prefers a picture of
complex relationship rather than opposition (between
metaphor and metonym, between components of the
world, between levels of magnification, between senses
of words).
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Section 5: Metaphor and metonym, revisited

After the intertextual focus of the previous
section, | wish to return to the striking complexity
of the mirror-symmetry discussed in Section 1. To
me, this symmetry and the relationships between its
elements are the most memorable aspect of the
poem.

Kostenko’s unusual picture of the relationships
between units at various levels of magnification
(m00una, (perhaps implicit kpaina), csim, Beeceim),
and the relationships among those relationships
may be part of a greater concern with relationships
between humans and larger units, such as countries
and empires. Halina Kosharska writes that

“Iloctittmi  Temu TBOpiB JliHm KocreHko B
3arajqbHOMY IUIaHl MOYKHA 00’eHaTH
‘BU3HAYCHHSAM BIJICYTHICTH IHIWBIIyalbHOI Ta

HanioHanpHOI cBoOomu.”” [2, p. 15-16] Perhaps
after this attempt at somewhat detailed analysis, we
might allow ourselves a moment for a more relaxed
and intuitive interpretation of the poem. If
Kostenko’s “KOmonp mmady, 3emiisi Mosi, miaHera”
is an answer or correction to Tiutchev’s semi-
solipsism, perhaps it contains an implied rebuke to
that poet’s well-known political views, as well.

“IlpaBocnaBHass ~ IEpKOBb  HHUKOIZa  Ha
oTyamMBajach Bb 3ToMb Hcmbienin [the proposed
reunion of Rome with the Orthodox Church]. Ona
KACTb €ro, pPa3CUYUTbIBACTHL HaAa HEro—HE Cb
HAJIeXKIIOW TONMBKO, HO Chb yBbpeHHOCTRIO. Kakp
TOMY, 4YTO €AWHO 1O CYHCCTBY, YTO CIAUHO B
B’]S‘IHOCTI/I, HE BOCTOPKECTBOBATH Haab
pa3beauHeHieMb BO Bpemenu?” writes Tiutchev in
“ITamcTBO M PUMCKIH BONPOCH Cb PYCCKOM TOUKH
3pbuis” [4, p. 323]. The sentiment is consonant
with his political views, which might be called
imperial. Earlier in the same essay, he writes that
“Ucxomp atoTh [the attempts at reform leading to
the loss of authority of, and schism within, the
Roman Church] O6bure  Hem3Obxkens, 100
yenopbueckoe s, mpemocraBneHHOE caMomy ceOk,
NPOTHBHO XPHUCTIaHCTBY MO cymiectBy” [4, p. 312].
Tiutchev, whose poetry reveals experience of a rich
internal world, here appears completely dedicated
to imperial ambition and to the dismissal of the
human individual outside of the context of the
Russian Orthodox Church and Russian Empire.

If this is the context in which Tiutchev’s
readers find his remarkable lyric poetry, then it is
also the context for Kostenko’s rebuke to Tiutchev.
Her poem, masterful to an almost unbelievable
degree, destroys the very terms of his argument: in
her cosmology, items of various sizes are not
subjected to one another, but exist on a continuum,
and even the very ideas of similarity and
participation become aspects of each other. It is
possible, therefore, to see this apparently
astronomical lyric as political in its context,
although its politics were surely invisible to any
censor.

Naturally, any of the remarks above that seem
fruitful to the reader will show that there is plenty of
room for further work on the poem examined here, and
on its relationship to Tiutchev’s “/lyma mos —
Ommsiymb ThHEH.” One topic for more concentrated
research, of course, is the place of this poem in
Kostenko’s work in the Soviet period, and her
relationship to the censors of that era.

The poet spoke at a symposium on February 10,
1990 in Ann Arbor, Michigan, saying “Tenep s MOXKY
CKa3aTu BaM, IO Mos KHIXKa ‘HenortopHicts’ Oyma
ory0JlikoBaHa JIMIIIE B pe3ynbrari MOTO
FOJ'IOI[yBaHHH...qOMy MMpoTAroM BCbOT'O MOT'O JKUTTA
JKOJTHA 3 MOTX KHH)KOK HE BHHIIIA B TOMY BHTIISII, 5K S
npononysaia” [2, p. 23]. This short lyric, contained in
that very collection, has well-hidden poetic art and far-
ranging concerns about the relationship between the
human person and the wider world. Surely it is a part of
the author’s response to the circumstances of the time,
including the imperial attitudes of Soviet authorities,
and is worth further study.

Notes on “Ouuma TH cka3aB MeHi: J1100/110”

Jlemu, dywa, y conaumi kpai,

¥V 8UpIti MUCAi, y Kpainy cuosa.

Kostenko’s lyric “Ounma TH ckazaB MeHi: Jt00110”
has been performed as a pop song, but among the
secondary literature at my disposal, there is no attempt
at a full analysis. As | offer these notes to those who
have an interest in Kostenko’s poetry, I hope that they
will not overlap too greatly with observations already
made by others. My remarks in the early sections of
this article will be concise and | shall endeavor to make
them clear, as well. In the later sections, | shall allow
myself to essay an interpretation on the basis of my
observations.

OunMa TH CKa3aB MEHI: JIIO0ITIO.

Jyma ckiajana cBiif TSOKKUI eK3aMeH.

MoB TuXui 13BiH TipCHKOTO KPHUIITAIIIO,

HECKa3aHC JIMIIHNIJIOCh HECKa3aHHHUM.

KuTts inwio, MUHYIO TOW TIEPOH,
ryKaja THUILIa pylopoM BOK3aJdbHUM.
Bararo ciiB HanucaHo nepom.
HeckazaHe numuinoch HeCKa3aHHUM.

Cgitanu HOYi, BEYOPIIIH JHi.

He pa3 xutHyna nons repe3amu.

CoBa SIK COHIIE CXOIWIN B MEHI.

Heckazane nuiminock Heckaszanuum [1, p. 379].

Section 1: Rhyme

The poem’s rhymes contain one obvious special
ornament, the rhyme-set of all the B-rhymes (each
stanza is ABAB) that rhyme with neckazannum, the
final word in each stanza: exzamewn, eoxzanvHum,
mepesamu. That is, we have the following rhyme-pairs
as the B-rhymes:

eK3aMeH

HECKa3aHHIM

BOK3aJIbHUM
HCCKa3saHHUM
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Tepe3aMu

HCCKa3aHHUM

Seeing this as a large rhyme-set, we may note
that exsamen, eoxsanvmum, and mepezamu are
different kinds of rhymes for weckazannum.
Consider the rhyming syllables, counting from the
stressed vowel: -amen, -amphHuM, -amu. The first
contains only part of a stem. The second contains
part of a stem and an ending. The third contains
only an ending.

Syllables that rhyme with —annum

Stanza 1 Stanza 2 Stanza 3

part of stem part of stem +

ending

ending

One thing on each end and both in the middle
gives us a suggestion of balance, or a pair of
balances: a scale.

Section 2: Scales

Of course, we see that the poem mentions a
scale explicitly in the final stanza (mepesamu, the
final of the three rhyme-words discussed above).
But that is not the only scale in the text. exzamen,
the first-stanza counterpart of mepezamu, is also a
scale: although the meaning in Ukrainian is ‘an
exam,” Latin examen has the additional meaning ‘a
scale,” or ‘the pointer on the scale that helps to
determine fine differences in weight.” ckradamu
exzamen, therefore, might mean ‘to take an exam’
or ‘to assemble a scale.’

In Section 1, we found a notion of balance after
a glance at the rhymes. Here, we see that this notion
is deeper than it appeared at first: stanzas 1 and 3,
the two °‘sides’ of the scale, have scales in them.
Further, each ‘scale’ has two meanings or
suggestions (exam / scale, physical scale / the scale
in the structure of the poem ), contributing further
to the notion of balance. But what of their friend in
stanza 2, soxzanvHum?

On thinking of eoxsansnum, we may note that
all four distinct rhyme-words in this large set are
supported before the stressed vowel with the
consonant 3: €K3dMEH, GB6OK3AJIIbHUM, mepe3amu,
neckazannum. Having understood this, we
immediately think of eoxzarenum without the
supporting consonant: goxarenum. This is a
legitimate word, although it does not quite fit the
context in its Ukrainian sense. But it points us to
the obvious source-word, Latin vox.

Stanza 1 Stanza 2 Stanza 3
ek3amMeH - can | 1) Bok3anbHUM Tepe3aMu
mean 2) BOKaJIbHHMY,

1) ictiut from Latin vox, | 1) ascale

2) in a Latin
context, Tepesu

‘voice’ 2) the ‘scale’ that
is depicted in the

very features of

the poem

exsamen in stanza 1 offers a choice of senses, one
of them self-referential (may point to the ‘scale’ that is
the poem). mepeszamu in stanza 3 offers a choice of
referents, one of them self-referential (again, the scale
of the poem). Stanza 2, between them, has a ghost-
image of another word arise when we look at the
rhyme-set as a whole.

The ‘scale’ of the poem becomes self-referential:
each of its balances contains a lexical ‘scale,” each of
which contains two elements (another scale). Any of
these ‘scales’ can suggest the largest ‘scale’ of the
poem, and therefore might ‘contain’ the whole poem.
Magnifying a portion of the poem, we find the poem
itself encoded inside...itself. It is self-similar (exactly
or approximately similar to a part of itself) and gives a
suggestion of infinite depth, infinitely many scales
weighing each other. We are dealing, after all, with a
msockuit exzamen (a difficult exam / a heavy scale).

We see some even more noteworthy matters in
stanza 2. If this were a real scale, we would find
between the (roughly) evenly-weighted balances the
tongue of the scale (a sense of exsamen) that would
help us to make a very fine judgment about the weight.
And indeed, in stanza 2, we need fairly fine judgment.
sokzanenum in the context of the rhyme-set suggests
soxanvnum, from the Latin vox. So, is this ‘voice’ here
or not? Everything points to it, but it is not actually
present in the text (eyxara muwa).

This notion, attention on the idea of ‘voice’ while
the voice is in fact absent, is consistent with the
superficially visible ideas within the poem, particularly
the idea common to these lines, the first and last in the

poem:
OunrMma TH cKa3aB MeHi: 000, (voice notably
absent)
Heckazane nummiocs  HeckaszanHum.  (VOice

notably absent)

Section 3: Balance and Recursion

We have seen above that the poem can be
conceived as a set of self-similar scales. In this section,
I will mention another kind of balance that can be
found within each stanza. Each stanza contains a fairly
obvious ‘contradiction’ or ‘balanced phrase.” These
three contradictions increase in ‘intensity’ as we move
through the poem. muxuii 036in, eyxana muwa, and then
stanza 3 is practically a feast of impossible
contradiction, as we shall see below. These three
contradictions increase in ‘intensity’ as we move
through the poem.

In stanza 1, muxuii o3ein is simple enough, a
humble and everyday contradiction: a sound, but a
quiet sound.

In stanza 2, eykaza muwa is stronger, a true
contradiction: quiet itself is shouting.

In stanza 3, we have something very strange that
requires commentary. The two parts of the line
Csimanu noui, eevopinu oui look balanced, but in fact
one is ‘worse’ than the other. The verb csimamu at least
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can take a nominative subject in the sense ‘to grow
lighter.” So there is a balance of senses in Cgeimanu
noui: something dark becomes light. But sevopimu
should be impersonal. Yet here it is personal, with a
nominative subject. The very nature of the verb is
altered. These two phrases describe the cycle of day
and night, but defeat our grammatical expectations.

Then we have the line He pas xummuyna dons
mepesamu. The adverbial phrase ne paz almost
requires the imperfective aspect, but here has a
perfective verb, xummuyna. Here, our aspectual
expectations are shaken.

Once we have felt this disturbance of time and
aspect, the very concepts that we use to track and
understand the cycle of day and night, the text has
shaken our sense of whether something happened
once or endlessly many times, in time or in eternity.
Then we read the following line: Crosa sx conye
cxoounu 6 meni. NOw that time and aspect have
been shaken like the ‘scale’ (xummuynra oOons
mepezamu), We have a metaphorical sunset of
words themselves. This verbal sunset is itself a
scale, as the symbol for Tepesu (the sign of the
zodiac) is £, a rising or setting sun. Here again, a
part of the poem returns us to the whole poem, and
the self-similarity of the text is reinforced:
recursion.

Section 4: meni

We may note further that, despite the
apparently personal topic of the poem, there is very
little of the first grammatical person: no verbs and
only two formally identical pronouns: meni, dative
(maBanpuuit) in the first stanza and locative
(micuesuit) in the third. These are also the only
instances of dative and locative in the entire poem,
which gives them a bit more weight: they are
graphically the same, they are the only direct
representation of the grammatical first person, and
they are the only instances of those two cases. The
grammatical first person is completely absent from
the second stanza.

This is another display of balance in the poem.
The two bowls of the scale have ‘equal amounts’
(rather little) of the first-person. In the middle of the
poem, at the ‘tongue’ of the scale (again, Latin
examen), there is a conspicuous absence of the first
person.

JKutta into, MEHYIIO TOH TIEpPOH,

ryKaja TUIIa pyIOpOM BOK3aJIbHUM.

Bararo caiB HanucaHo epom.

Heckaszane naumunock HeckasanauM [1, p. 379].

Who lives this life? Who hears the ‘loud
silence’? Who moves the nepo that appears here as
the instrumental agent? Our intuition says that the
speaker does these things, but there is no mention
of the speaker.

There is little of the speaker here, and no
speaker at all in the very center. There are
experiences, but no subject to experience them.

Section 5: Subject and Object / Aspect

We have seen a fair amount of Latin in this poem
already: examen in stanza 1 and the ghostly presence of
vox in stanza 2. With Latin in mind, the extreme
presence of ‘scales’ and balances of various kinds
throughout the poem, and with the day-cycle and the
sunset (L) in the final stanza, the word Libra (for the
astrological sign) naturally comes to mind. Libra can
mean ‘scale’ (mepesu) or, in medieval and New Latin
usage, any unit of weight (0ozs), such as one might use
on a scale.

The line He paz xumnyna dons mepezamu, then, is
even more unusual than it looks at first. Not only are
aspectual expectations broken, but dors and mepesu
resemble each other in the Latin to which the poem
refers us.

Of course, being named by the same word does not
make two objects or concepts identical. In the line,
however, we see two sections, verbal and nominal:

He pa3 xurtHyna | nons tepe3amu

In the first, as discussed above, we have the
smearing of verbal aspect. In the second, the two words
resemble each other in the Latin outside the Ukrainian
text. We might say that both halves of the line smear
some kind of suo: verbal aspect or a rarer sense of suo,
‘appearance’ (BurJIsi, 30BHiMHICTE). Boundedness and
unboundedness in time, subject and object—these basic
categories of language and perception are disturbed in
the very description of the process of disturbance.

Finally, we may recall another meaning of oo,
‘ymoBH kuTT4,” that can fall into the line as well. The
gloss of the line, with all these suggestions, becomes
unwieldy: ‘Once or more than once, a weight or life
itself unbalanced the scales, which are self-similar and
also may be indistinguishable from the poem and from
the weight or the life that unbalanced them.” But taking
this information in while reading the poem is not
awkward at all.

Section 6: Interpretation

The observations in the preceding sections look
rather structural and abstract. In this section, | will
build on them to suggest a brief and somewhat more
human-sounding interpretation.

Recall the complex self-similar and self-describing
structure we have seen. This entire intellectual-looking
structure is, however, a kind of container for and
interpreter of grief. Within the ‘plot’ described in the
poem, what do we have?

Two people part at a train station. The man uses
only his eyes to say he loves the speaker. What was not
said remains unsaid.

Just about everything else is in the realm of
memory about this incident or even interpretation on
the part of the reader. Here is such an interpretation.

Stanza 1: The male party says with his eyes that he
loves the speaker. (Her) soul experiences a kind of
examination / is already in the process of constructing a
balancing-device, this poem, by which to contain and
measure the grief of this parting. The unspoken words
are real, but extremely subtle, as if they were radio-
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waves converted to sound by the quartz crystal in
an old radio receiver (kpucTamiyHUi IETEKTOP
pamionpuiimaua): they are still inaudible without
amplification. To a human ear, they are an
abstraction that cannot be experienced directly.

Stanza 2: Life goes on, like the train one of
them boarded, and leaves the platform behind.
What sound there is at the station seems silent,
inaccessible to the mind, but also jarring and loud at
the same time. Much has been written (in life, in
this poem), but what was unsaid remains unsaid.

Stanza 3: Memory of this experience is so
overwhelming that basic categories of perception
and language are smeared. The cycle of day and
night continues, or perhaps it happens just once.
The carefully-constructed scales for examination of
grief and fine interpretation of the past are shaken
by life and by their own contents, but distinctions
between basic categories of perception are smeared.
Words may set like the sun, or they may set and
(implicitly) rise like the sun in a cycle, but
regardless of time and aspect, what was unsaid
remains unsaid.

The astounding structures examined in the first
five sections of this article act as a kind of
distraction from the apparent content of the poem: a
grief that seems to be outside of time itself. In
examining this structure attentively, like a radio
enthusiast carefully adjusting his crystal set (muxuii
036in 2ipcvkozo kpuwmanio), the reader seems to
participate in the very composition of the poem.
This is appropriate, as there is so little of the first
person in the poem: it is as if the reader’s
consciousness is recruited to fill in for the absent
poetic speaker. The poem contains experience with
very little self to experience it, and the reader acts
as a substitute for the original experiencer / author /
speaker.

In this interpretation, the smearing of the
boundary between author and reader is only one of
many smearings. The examples given in parenthesis
are not the only examples in the poem.

e sound and silence (muxuii 036in, yxana

muua)

e speech and writing (Pacamo cnie
nanucano  nepom. / Heckaszane — muwunocw
HeCKA3aHHUM)

e time and timelessness (He pasz xumuyna
00151 mepe3amu)

e presence and absence (technical presence
of a first-person speaker / absence of direct
statements of experience, first-person verbs or
pronouns in the nominative case, or explicit
rumination. Also, eeuvopinu oni: a impersonal verb
with a subject)

e subject and object (0o mepezamu—their
similar appearance in the implicit Latin word libra)

e distinction and non-distinction (dors
mepesamu  Clearly distinguished lexically in
Ukrainian text, but not in implicit Latin)

e life and work (the poem is a “heavy” self-
similar scale that seems to contain the entirety of life)

e part and whole (again, dozs and mepezamu:
the weight is part of the whole ‘set’ of the scales, but
then may be named with the same name as the scales,
which themselves are similar to the poem itself)

Overall, we have a picture of a grief so terrible that
it shakes the very foundations of perception, being, and
language.

But despite that great disturbance, the poem itself is
an unusually rich example of verbal art. Even as the
poem demonstrates its own complexity and carefully
organized self-similarity, it claims that the very
distinctions that allow such organization are blurred.

Interpretation might go on forever. But in an article,
interpretation must come to an end that may feel
premature. However, the author of this article hopes
that the analysis presented here will be of some use to
readers and scholars of Kostenko’s poetry.

Section 7: Brief Notes on Intertextual Possibilities

Kostenko’s “He roBopu neyajpHUMH ounuMa’ may
appear to address some of the same topics. Surely,
more work on the interpretation of “Ounma Th cka3zaB
MeHi: sro0r0” will help readers to understand it as a
part of the Kostenko’s larger body of work.

He TOBOpH MNCHAJIbHUMU OYUMa

TC, I10 00 TECS BUMOBHTH CJIOBA.

Tax BUHUKA€ HIXKHICTb CAMOYHHHA.

Tax BHHHKa€E THIIIA T'po30Ba.

Uwu TH Mili COH, UM TH MOS YsIBa,

YH IPOCTO YOPHA Marist 4oJia...

Slka M HaMU paiiayra crosiial

Slka mix Hamu nipipBa npossiral [1, p. 11]

Also, since “OunMa TH CKa3aB MeHi: 100J10” does
appear to make references to non-Ukrainian texts,
perhaps brief mention of a thematically-similar English
work, Canto V of Alfred Tennyson’s long English-
language poem “In Memoriam A.H.H.” (first published
in 1850), is appropriate.

| sometimes hold it half a sin

To put in words the grief | feel;
For words, like Nature, half reveal
And half conceal the Soul within.

But, for the unquiet heart and brain,
A use in measured language lies;
The sad mechanic exercise,

Like dull narcotics, numbing pain.

In words, like weeds, I'll wrap me o'er,
Like coarsest clothes against the cold;
But that large grief which these enfold
Is given in outline and no more.

I will refrain from extended ruminations about
Tennyon’s canto and will say only that the lines “But,
for the unquiet heart and brain, / A use in measured
language lies” capture neatly the common human
impulse that is one of the sources and topics of
Kostenko’s poem: using verbal art to express or contain
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powerful ~ emotion, wusing external  verbal
organization to hold that which cannot be held or
consciously understood by the mind.

I do not suggest that Kostenko’s poem
examined here is in any way a deliberate response
to Tennyson’s Canto V. I say only that Tennyson’s
poem states on its surface part of what Kostenko’s
demonstrates more subtly. Should anyone wish to
present “OumMa TH CKa3aB MeHi: Jr00II0” to
anglophone students of Ukrainian, perhaps
Tennyson’s Canto V might be used as a brief
preparation or epigraph.

Final Remarks

As the second of these two readings comes to
its end, | understand that to some readers, such fine
analysis seems to ‘kill’ the work examined. Suffice
it to say that it is not so for me. Rather, what looks
to some like an autopsy is actually a celebration of
the vitality of the work. If anyone who finds such
analysis inappropriate has read this far, | suggest
that that person simply consider the remarks | have
made, and then return to the poem itself, which is
the beginning and end of any attempt at exegesis.
Analysis and interpretation can present only a part
of what is contained within such works of art.

I will make only a few more remarks. The
works of the great anglophone poets Tennyson,
Keats, and Coleridge contain fine examples of
poetic art that consciously considers the
phenomenal world as a kind of shell. Coleridge has
a memorable couplet in “Dejection: An Ode”:

I may not hope from outward forms to win

The passion and the life, whose fountains are
within.

Changes in literary fashion within the
anglophone world have led to a great loss of
interest in our poetic tradition, and the would-be
poets of today have no one of their parents’
generation or even their great-grandparents’
generation to learn from. Our consciousness and
our relationship to speech have changed remarkably
since that time. It seems to grow ever more difficult
to address the concerns of our own Romantic poets:
their concern with the ‘inwardness’ of phenomena
becomes ever less useful to us, as we continue to

walk a path that leads us to take each phenomenon not
merely as a phenomenon, but as an idol (in Owen
Barfield’s definition, “a representation or image which
is not experienced as such” [5, p. 110]).

It is from this perspective that | make the following
remark: Lina Kostenko’s lyrics seem to embody a kind
of poetic consciousness | have not seen before. My
sense is that it is not a remnant of the past, but a guide
to a future in which the participatory consciousness of
the past may be resurrected to even greater vitality. The
first poem in her collection “HenoBropHicTts” makes a
suggestion in this direction:

Bce, 1o 0yze, Oyiio i 1110 € Ha 3eMTi,

1 CTO THCSY pa3iB yxe OadeHe i gyTe,
Cipi By3JIHKH paHKY — TBOi COJIOB',
BCE IIe TIJIbKU OJTHE HEepOo3raJaHe 4yJIo.

3Hato ckiraj 6iochepu, CTPYKTypH KUCIIOT,

BCE, 110 € Y MPUPO/Ii, MPUAMAIO SIK TAHICTh.

51, AroaMHA IBAALSATOTO BIKY, — 1 OT,
3a4yoBaHa, 0ady Juiie nepBosaanHicTs! [1, 280]

Her poem Esonoyii idona is even clearer in its
characterization of the speaker as one in touch with
ancient forms of perception. Given the quality of
Kostenko’s verbal art, it is easy to take this claim as
truth and not an affectation on the part of the lyrical
persona.

Most BUHa — MOs HaJMipHa Bipa,

1503111 HemoraiieHa 30psi.

He Moy 13 mOraHChbKOro KyMupa
3poOuTH CBATI BopoTa onrtaps. [1, p. 181]

imo3itl nenocawena 3ops — We modern humans
sometimes imagine that our own very young children,
or perhaps those who lived in the distant past, knew this
state. Yet Lina Kostenko is a modern human, not a
ghost of our prehistoric or medieval past. Therefore, |
suggest that her unusually finely wrought verbal art and
her deliberate hearkening to the more participatory
consciousness of the past be considered together in new
analyses, to see what hope they may contain for the
future of literature.
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Mpo aBa Bipwi Jlinn KocteHko

[Jeski nipnyHi Bipwi JNiHn KocTeHko Tak 3axonmionTb yuTava, Lo iXHS CKNagHa BHYTPILHS CTPYKTYpa 3anuwwaeTbC HEMOMIYEHOI Ta HEBMBYEHOH. Lis
CTaTTS NPONOHYE aHani3 ABOX BipLwiB J1. KOCTEHKO, ANs YOro BUKOPUCTAHO CTPYKTYpanicTchbki mpuitomu. OfHaK Liel aHanis He 3yMOBNEHWIA | He Bif3HaYeHni
AKOKCb YNEpepKEHO0 METOAOMOMYHOI0 MO3NLED, BiH NOYMHAETLCA 3 JOCUTL O4EBUAHUX NPUIOMIB, AKi MM 3HAXOAWUMO Y PO3rNsAyBaHUX TBOpPax. ABTOp
CTaTTi 3OINCHIOE Ll aHania, Hamaraluucb BWSBUTW, HACKiNbku Lie MOXMWBO, Xif OyMKW, MPOOEHMA MOeTOM y TBOPYOMY npoueci. PesynbTatn
iHTepnpeTaLji 3HauHo BaraTLui, Hix iHTepnpeTaLii, 6a3oBaHoi Ha NOBEPXOBOMY MPOYMTAHHI KOXHOTO 3 BipLLIB.

MepLunit aHani3 NOYMHAETLCA 3 O4EBIAHOTO (haKTy: 1Ba PAAKM Malike iAEHTUYHI B IEKCMYHOMY NnnaHi. Taka CXOXiCTb PO3KpUBAE BCO A3epKaribHy CTPYKTYPY
TEKCTY 3 BENUKWM JAiana3oHoM, Nofocamu sikoro € MeTacopa it MeToHiMmisl. Ha gogaTok Ao Lisoro oaHa MopdonoriyHa 0cobnmBicTb TBOPY Bifcunae yntava
o Bigomoro Biplwa degopa Tiotyesa. Hagani ctae 3po3ymino, wwo J1. KocteHko Hibu gopikae ®. TroT4eBy 3a 0ro NOMITUYHI ifei, Xo4a TeKCT HanncaHuii Tak,
L0 AOTO aHTMiIMMEePianiCTYHMIA 3MiCT ByB HEOUEBMAHNM [N18 BNAAM Ta LEH3ypu TOro yacy.

[pyrvii 3anponoHoBaHWUI aHania NOYNHAETLCS 3 BENMKOI rPYMM pUM, PO3rNSA SAKOi PO3KpUBAE caMomnogibHy CTPYKTYpy BCbOro BipLua. [oaanblue BUBYEHHS
[0BOANTD, L0 B NNaHi 3MICTy XOBaeTbCsi 0cobucTe rope, sike 6e3nagHo NoeaHye MpoLecy NIOACLKAX MOBW Ta MUCTEHHs. Takwii niaxin € GesnepeyHo
nepcnekTMBHAM Anst MaitbyTHboro aocnimxeHHs nipuki JNikn KocteHko. Lis cTypis moxe GyTi BCTYNOM [0 BUBYEHHS YKPAIHCHKOI MipUKN aHrMOMOBHUMM
HaykoBLAMM, 60 aBTOpP CTaTTi TakOX MPOMOHYE MOPIBHAHHA [APYroro Biplia 3 OAHIEl0 BAOMOK MOESiEK B aHIMINChKi NiTepaTypHii cnagwwki. CratTa
appecoBaHa (inonoram, ki BUBYaOTb MipUKy MOETECH, i BCIM, XTO LiKaBUTLCS YKPaiHCbKM MCHMEHCTBOM.

KnroyoBi cnosa: JliHa KocteHko, MeTadhopa, MeToHiMisi, caMonofoGHiCTb, Nipuka
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