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This article reflects upon the different stylistic and thematic embodiments of the
neomodernist paradigm in Ukrainian poetry of the late Soviet period, with peculiar attention to
Vasyl Stus, Thor Kalynets, Mykola Vorobiov and Mykhailo Hryhoriv. The author stresses the
necessity of a re-evaluation of the history of Modernism in 20"-century Ukrainian literature,
showing the survival of a modernist poetic mind in underground Ukrainian Soviet poetry
and the complexity of the adaptation of Modernism during the Stagnation.
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The revolutionary contribution of the generation born between the 1930s and the 1940s
towards a global renewal of both society and the arts in Ukraine would be incomplete without
taking into account its revival of the modernist paradigm in continental Ukrainian poetry.
According to Solomia Pavlychko, after the deaths of Bohdan-Thor Antonych in and Volodymyr
Svidzinskyi in 1937 and 1941 respectively and the cultural epoché of the mature Stalinist
period, modernist poetry in Ukrainian language allegedly had the chance to thrive only
outside of Soviet Ukraine, in the poetic production of the New York Group, and especially
in its first phase [6].

The adaptation of the modernist artistic mind to the cultural conditions of the late Thaw
and the Stagnation, a phenomenon that not all scholars of Ukrainian modernism have observed
and aptly described, brought to different aesthetic results, which may nonetheless be subsumed
under the common aesthetic denominator of Neomodernism. In the context of Eastern Europe,
an adaptation of the tenets of the modernist idea of literature during the first decades of the
century in the social and cultural environment of the post-World War II era resulted in a
peculiar literary culture, a one which is to be partially distinguished from its equivalent in the
West. While in most of the literary histories of Western Europe and the anglophone world in
the second half of the century modernist writers and poets were generally free to draw from
the legacy of the first part of the century and to develop it in a political and social context
that had either seen no fundamental changes or even enjoyed an experience of liberalization
and democratization, the situation in Eastern Europe was much more complex or possibly
reversed. In the Soviet area, the inebriating artistic of the years 1900-1930 approximately
had been merciless brought to an end by the introduction of Socialist Realism as the only
official artistic doctrine, as well as by the brutal physical elimination of an entire cultural
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elite. While some scholars of Western literatures have written about “late modernist” trends
in the artistic culture of the decades following the half of the century (see Anthony Mellors’s
monograph) [10], the term Nemodernism, which implies a more drastic break with the tradition
that preceded it, seems to be much more correct in the context of Eastern European literary
history (see Aleksandr Zhitenev’s book) [4]. Neomodernist features are to be encountered in
the production of several of those poets who would be later considered as among the most
significant literary voices of the period, such as Vasyl Stus, Thor Kalynets and the major
representatives of the Kyiv School of poetry, including at least Mykola Vorobiov and Mykhailo
Hryhoriv (see Taras Pastukh’s monograph) [7].

In the artistic path of Thor Kalynets one encounters several examples of a raw and
(apparently) chaotic poetic language of postmodern intonation and construction. An example
of'this tendency in Kalynets’ poetry can be found the «Intermediia: Kalynovyi herb», part of
his 1967 cycle «Vidchynennia vertepu»:

Sasuuit

Kupuno Meroniit
IO CHITY

FOCH ITOBUBOJIUB

JIEMEHTYIOTh
KyIIl Ha Bidi
O HaBIIIIO K
TO HaM
HaBIIIO

HaIleBHE

10 HaIi AyIri
IHKBI3HIIiS

3 PYLIHULIMH
PYLINTH

HAa CHITY
MIPOYUTAE TICATIMHU
400iThbMU

1 mcamu

HaM Ou

Ta BOBYI 3yOu
Mu 0

Kupunna Metonist
cami 30y

a renep
OparoBe
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Xal KOKEeH
PATYETBCS
sIK Moxe [5., p. 83]

The playful attitude with historic figures and sacred things (see the consonance psalmy-
psamy), which can be interpreted as a refined mocking of the contempt for sacredness in the
Soviet narrative, the strong focus on the significant itself and the formal aspect of the poem
are among the elements that allow to put the stylistic nature of this text in the context of
early Postmodernism.

At the same time, however, these experiments with the style of the postmodernist zeitgeist
in Kalynets’s work are carried out alongside other, utterly and strikingly different stylistic
choices. Looking for an answer to Kalynets’s astounding multifacetedness, scholars such as
Marko Pavlyshyn and Danylo Struk came to define his poetics as intrinsically (neo)baroque.
According to the playful yearning for experimentation of both Baroque and Postmodernism,
Kalynets’ has also been the author of pure neomodernist texts. His neomodernist inspiration
can be for example fully appreciated in Lito, a poem which is part of the same complex
textual structure of baroque and postmodernist inspiration that is «Vidchynennia vertepuy,
with plentiful neomodernist notes:

Byxamu nommyxiB ciryxar MyIIDTIO THIII,
MpUYacHUH 1 OLTMMHU KpOHAMH Kyiib0a0.
3a pO3IyKH 1€ OJMH JOBTHH THXICHb,

0 Ha nudepOnari consxa godirae, mpoday.

S Tenep y JKMEITUHE TPEMOJIO

3aciayXxaHui OUTbIIe, HiXK Y BIaCHE €CTBO.

Ta iHKONH, B CIIOTaiB 10Ny OOMOKITHA,
TpiroCs i/ )KUBOTBOPHUM OMO(GOpOM CTpod.

1 Toai TH MEHE TO IMiJHOCHIII, TO HHIIMIII,
CIIANTIOENT Ha 3eJICHOIE3UX BaTPHILAX TPAaB.

I my>xe mkoma MeHi JOOPOT MYTILTI THIIII,
HaHOLIBIIOT BTPATH cepel] TUCAYi BTpat 5, p. 72].

This poem represents an excellent manifestation of the neomodernist spirit: it features the
idea of the poetic text as a refined and sacred construction, hermeticism as an elitist strategy
of signification, and a strong focus on subjectivity as a unifying, stabilizing principle defined
by clear poetological traits. The energy of the subject — which in this poem appears to be
stronger and more self-confident than in most neomodernist texts, although being subjected
to the ambiguous inebriating force of music — is once again guaranteed by his allegiance to
the poetic word and its magic power. The symbiotic relationship between the subject and
the artistic force that enables it to accomplish itself is a clear marker of the neomodernist
weltanschauung that informs the text.

Kalynets’s kaleidoscopic poetics, in which neomodernist texts such as «Lito» can coexist
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with poetic prose and monoverses in the context of a complex poetic world tending to both
Neobaroque and Postmodernism, is often compared to the art of some other representatives
of the underground literature during the Stagnation period, including representatives of the
Kyiv school. Similarly to Kalynets’s poetics, the poetry of some representatives of the Kyiv
School such as Mykola Vorobiov and Mykhailo Hryhoriv shows neomodernist elements as
a part of a many-sided poetic world.

The most complete realization of the neomodernist paradigm in Ukrainian poetry is
probably to be found in the later phase of Vasyl Stus’s poetry. Although Stus’s poetry shows
a remarkable variety of thematic and stylistic trends, both in its initial phase and in its more
mature realizations, the general evolution of his writing from his beginnings in the late
1950s to the late 1970s is to be ascribable to the neomodernist paradigm. Stus’s mature
lyric experience is centred around the exceptional strength of its subject, who, in spite of the
devastating effect of history on himself, fights to maintain his identity and his uniqueness
both as a human being and as a poet, and eventually succeeds in this task. Several examples
of neomodernist are can be encountered in «Chas tvorchosti / Dichtenszeit», Stus’s most
coherent neomodernist poetry collection from 1972, and «Palimpsesty», the impressive
summa of his poetic legacy. In Stus’s production, the neomodernist conception of poetry can
translate itself into different stylistic and thematic choices, as shown by the two following
poems from «Chas tvorchosti / Dichtenszeity:

VYce — B HApOKEeHHI, yce — y IJIO0Ti i KpOBi.
Jlomae cMepTh OJTHE KHUBE YKHUTTSL.

Te, 1110 KOJUCH, TOCTABIIIH 13 JIFOOOBI,
aHi IIpo CIHH, aHi PO BOPOTTA

He Biae. OHOBJICHHS TUIAHETH —

Yy CMEpTi CMEpTi, B paJOCTi YNHIHb.
Orax i Td IoCcTaHe 3HOB, TOETe,

3 Maii0yTHBOTO BHCOKUX OJaroCTUHb,
KOJIM HABUYHIIICS OAUUTH ¥ JTIOOUTH,
paliTH BECHaM, MEpIIOMY 3eITy.

JIumie 30aruu: aroauHa — HeOOKUTED,
HE BiIJaHWUH aHi 700pY, Hi 31y,

JIUIIIE )KHBOMY — TOMY, IO Y pyci
IIyKa€, parae, TBOPUTHCS, KAIIHTE.
Keityii xe criomiBaHHsIM, 00 B OKPYy3i
yce 3anparyio TJIiH CBill IIEpPEXUTh,
abu ceOe TOIOBXKUTH Y JIETi

TOIINH, 3ipOK, TAJIAKTHK 1 CUCTEM.
BnarocnoBenHa x Oy/b, MOS TUIAHETO,
OJIarOCIIOBEHHUH Ceplis BIYHHUH IIEM,
OyarocioBeHHi 30pi HaJ BOJOKO,

1 paiityKHe CyuBiTTS IO 101,

1 KpOIIJIEHE YKHUBJIIOLIOI0 POCOIO
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OaxaHHS HEBraMOBHOT JTyIITi,

1 ycMix Marepi, 1 Tutad JUTHHH,

1 ITaxX BUILHOI BUCOKHUI JIET

00 iCHYBaHHS 30psIHI TOIWHU

TiAHOCATH HAac yropy i Buepex [8, p. 132].

()

Bo TH ecu ymaMok mijioTy,

SIK BUCKaJIOK 0€3MEKHOTO MOBUYAHHS,
ICHYEII TiTbKH, SIK CIIITIEC CBIYAIO,

10 BIJUI3EPKAJIIOE BCEICHCHKY CMEPTh,
MoI00y raJIaKTUYHOI CTHXIi.

I cHOBUTAIOTH TiHI IO TOOI

HeNIoBIiNOMHX pyXiB. | uyxi

3BaJIALIYIOTH Te0E HATY>KHI KPUKH,

a TH — JIMII OKO — MOAMBIISEN Oe3yM,
KOTpPHIA — 11032 TOOO0 i B TOOI —

JIOXOJIUTh BIIACHUX BUBEPIICHb. OMPOTH —
HE BHUCTOSTH JyXOBi. €1Halics

13 HIMOTO10. B miTbMi — Mmoue3aii,
BCEBJIACHO{ TIKaBIIM MOPOXKHEYI.

Je Geper T8I, mronunao? Beper — ne? [8, p. 245]

These two poems, both taken from Stus’s most purely neomodernist collection, confront
the reader with two different realisations of the subject’s quest for itself in his poetry. In «Use
— u narodzhenni, use — u ploti i krovi» the subject openly celebrates, in Goethean terms in
accordance with the extraordinary presence of Goethe in the collection, the greatness of both
himself and mankind, whose primary task and predestination is continuous and unstoppable
progress. Moreover, the reference to mankind’s ascent to heaven in the last line of the poem
seems in this case not to be an instance of the modernist and neomodernist topos of escape
from earth in the reassuring but thanatological realm of the sky, as in several other poems by
Stus, but an image of humanistic growth. In the second text quoted, which is the final part
of a longer poem which begins by the line «Kudy tobi prybytysia, liudyno», the subject is
seemingly condemned to madness, decay and death. The subject’s alleged dismemberment in
the great Nothing clashes with his invincibility as a poetic voice, in the context of a profound
metaphoricity in which triumphant poetology appears to be the main — albeit concealed —
thematic axe of the poem. The muteness, the obscurity and the void which mark the end of
the poem and also, on a superficial level, the seeming dissolution of the subject as a human
being are rather to be read as metaphoric manifestations of the subject’s poetic apotheosis, in
the context of the romantic, symbolist and modernist tradition of an ideal identity of poetry,
music and silence.

In other cases, especially in the more complex stylistic and thematic landscape of
Palimpsesty, it’s Stus’s experimentation with hermeticism, frequently elaborated in an
expressionistic fashion, that defines his embracement of neomodernist poetics:
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VY Himiii, HiIO1 cMepTh, TOPOXKHEU] CBiYa]]
nepecoxJia imMja mepedepnTh, MOB ITiCOK,
1 BUCOKHH, SIK 30HK, TOHKOTOPJIUH CITiBaK
CTaB IIUPSATH HAJ] TIJIOM CBOIM.

Jyx migHOCUTBCS J'TOpi. Y 3ammop3i 011
a) 3alIIIOBCS KPUBUH O BOJIAHHS OOpIIaK,
a) OTPaHHAM JI3epKaJI 3apOCHIIacs KPoB!
Hig 3cimaeTbes1, Haue KPUIITAIb.
Hauysatiich, HaBiXkeHa, CKakeHa Jymie!

Bo BnuBIsHHS, BCayXaHHs, 3HEHAIbKA YO 1OTh!
I 3BepecHyna HepBiB yTpara cTpyHa,

1 3BePECKHYB IYTKHUI HAITIBCOH KPHUIIITAIO,
1 3BepecKHy/a mycTKa cBivazn [9, p. 23].

In the context of hermetic poetics, the neomodernist idea lies in the opportunity of
constructing meaning out of both apparent semantic short-circuit or semantic overload,
that is difficulty, thus reaffirming the supremacy of logos and interpretation over chaos and
confusion. A poem such as this one also once again shows the subject’s ability to maintain
his individuality in spite of the threats deriving from both the outer world and his own poetic
gift, which at the same time defines him as a poet and gives him eternity, on the one hand, and
jeopardizes his survival as a human being, on the other hand. Stus’s complex, contradictory
poetology, torn between triumphalism and melancholy, is one more fundamental feature of
his neomodernist poetic worldview.

In the early poetry of Mykola Vorobiov, whose literary legacy spans several decades,
collections and artistic choices, the subject’s obsession with his own eye sight and his
apprehension of the world is to be seen in the context of the modernist and neomodernist
subject’s struggle for the preservation of its own identity and personality. This is evident, for
example, in a poem from Vorobiov’s third printed collection «Ozhyna obriiu» from 1988:

[1In0Oka 0OIUTH iHEEM.

[IpoTuparo i 6ady Ty camy TOpOry.
[IpoTuparo cebe caMoro, CBITIIIO.

Posrana mmoka — ToO MO€ 3IIJIEHHS.
JpiMirBe COHIIE OCeHi,

[ muCTS posiMH CHITUTH IO HOTO KpasX.

"V KOXKHOTO — 3€JICHHUM JINCTOK,

[[To6 BCTHTHYTH HAOIH3UTHUCH IO TITEH.

€ B MeHe noTpeda NPOTHPATH BIKHO.

AJDKe THITBHICTE CHIriB HeHacuTHa [ 1, p. 13].

The subject of «Shybka bolyt’ ineiem» repeatedly stresses his own impellent need
of understanding both himself and the outer reality, grasping their hidden meaning and
reaffirming his nature as a living being capable of understanding and creating significance.
Meaning is difficult to reach, retain and express, but its ultimate existence is not denied and
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exactly in this regard Neomodernism distinguishes itself from the disintegrating, dislocating
and centrifuge, although possibly cheerful and seducing, power of Postmodernism.

A slightly different manifestation of Neomodernism in Vorobiov’s poetry can be
appreciated in «Trykutnyk zhyttia», a poem taken from his fourth collection «Prohulianka
odyntsem» from 1990:

Taka 6€3MOBHICTb [ILOTO TPUKYTHHKA,

1110 3apa3 s 3aMuIly CKapry npo OuIb i )Kab,
1 Tak caMo IMOCITIIHO BIICTYIUIIO JIO KUTT,
JIOTaHsTH ¥oro, 60 mam’sitato, o OyB s
BECh Yac IiJ KOJIECOM, OKPIM IIi€l MHUTI,

1 HE 3HAI0, 3BIJIKH I MUTh, I 3BICTKA

PO MEHE B CBITI, 1100 MIT 51 HAPEIITi
3amucaTy CKapry npo Oijb i kans... [2, p. 35]

As in the case of the previous poem, it is the dynamics of negation and affirmation that
forms the semantic pivot of the text, torn between silence («bezmovnist’») and the will to
reconquer and reembrace the long awaited poetic word. A poem such as this one and several
others in Vorobiov’s poetic legacy, torn between recognition and bewilderment, impulse and
confusion, is actually to be situated at the crossroad of Neomodernism and Postmodernism.
Nonetheless, the difficult persistence of the subjective principle as the centre of the poetic
world, albeit uncertain of his own possibilities and even of its own existence, keeps the text
within the boundaries of the neomodernist idea of art.

The poetry of Mykhailo Hryhoriv offers a different realization of neomodernist poetics.
The extreme concentration of his poetic world, based on a reduced number of motifs and
on the purification of poetic language from anything superfluous, draws on the idea of the
sacredness of the word and of its cathartic, purifying power. What at a first glance might appear
as an embodiment of early postmodernist devaluation of the word is actually its opposite, a
genuine re-evaluation of the modernist and neomodernist cult for words and their combination.

This is evident in the first poem of Hryhoriv’s first collection «Sporudzhennia khramuy,
which came out as late as 1992, and which title is per se a tribute to neomodernist poetics:

Mpmu noBro TKamu
3 onuX

KpOKIB

po3IIoTy CiTh

3aB35TO
JIOTOYYyBaJIN
HapBaHi Kpai

1 kpai

caMoi cepeuHU
siKa BHCJIM3aja
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3 IaJIbIIB
po3BisiHA

MoOpeM

Ta 1HIIOO IUIOTTIO
KpUBABHX 3MOB;

B OTOUYCHHI

MepIINX MapoCTKIB

MOXY

TIOBHHJIH

6e3rosiocy MopoKHETy
MIEPEKOHYIOUYH

cebe

KOKHOTO pazy

CHOYaTKy

HiOW MU cIIpaBau peabHi
Ha BICTP1 CBIYKOBOTO TJIOMEHS
JIe 3aBKIH

MOCTiifHa JIUIIE CBiYKa
OJTHAK

MM 1I1€ pa3 BEpHYJIH
YUICh XPECTU

JepeBa

00014 KaHaITy

SIKMM BHBOJIWJIH

Boay [3, p. 3]

The extremely careful weighing of each word in Hryhoriv’s text, which clearly emerges
from the alternation of one-word lines with more traditional ones, is a clear marker of
neomodernist orientation, although at a first glance the very visual structure of the text might
suggest exactly the opposite. Not less fundamental for the definition of Hryhoriv’s orientation
in this poem and more in general in his art is the treatment of the subject. The most striking
feature of the construction of subjectivity in this poem is the use of the first person plural. As
frequently in subject-centered modernist and neomodernist poetry, it is not clear whether the
first person singular or plural refers to man and mankind or to the poet(s). On a more general
level, the dynamics of emptiness and fullness, danger and salvation, decay and fulfillment in
the poem testifies to its belonging to a neomodernist literary worldview, a one based on the
constant search for meaning, in spite of the of the consuming action of the outer world on
the subject and of his own inner laceration.

The richness, variety and aesthetic value of the several concrete textual embodiments of
a literary trend that is neither an unproblematic continuation of the modernist aesthetics of
the first half of the 20" century nor a set of literary devices generally definable in postmodern
terms still awaits a full appreciation of its relevance for the literary history of the 20" century,
both in Ukraine and, at a more general level, in European culture.
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HEOMOJIEPHICTCBHKI TEHAEHIIIT
B YKPAIHCBKIN MOE3Ii HI3BHBOPAISTHCHKOTI'O IIEPIOY

Aneccanapo AKIJIJII
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Llxona mos, niimepamyp, Kyivmyp ma aiHeGiCMUKU,
Benninrmoun-poeo, Knetimon, Bikmopis, 3800, Ascmpanis,
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30cepemKeHo yBary Ha CKJIaJHOCTI i OpUTiHAIBHOCTI HEOMOZIEPHOT Tedil B yKpaiHChKii
noesii mi3HbOPaSTHCHKOTO Tepioy. ABTOp aKIEHTYBaB BIAMIHHICTh CUTyalill y 3aximHii
ta CxigHili €Bporni micns Jpyroi cBiTOBOI BifHM, HAroJIOCHB Ha BIUIMBOBI IOJIITHYHHX
obcraBuH (y Nepioay BiJUTUTH 1 3aCTOI0) Ta pO3ipBaHOCTI MOZIEPHOT TpauLii B YKPaTHCHKIH
JiTeparypi. YMOTHBOBYIOUH ITOTPeOy JOCHTIIKYBaTH PO3BHTOK MOJIEPHICTCHKOT ITOe3il B icTopil
YKpaTHCBKOI JIITepaTypy MiCISCTAaIiHCHKOI T00H, BOIHOYAC 3yITHHUBCS HA TEOPETHIHOMY
0oOTpyHTYBaHHI HEOMOJIEPHI3MY SIK HEJJOOLIHEHOT CKIIaOBO1 JTiTeparypHOro mpomuecy XX
cromitTs. Y miteparypax CximHoi €Bpomu i komunraboro PagsHcskoro Coro3y 30kpema,
HEOMOJICPHI3M YCIIaAKOBYBaB BiJl TOMEPEAHBOI MOJCPHICTCHKOI TPa MLl EPIIOi TOJIOBUHU
CTOpiyus il HAWTOJIOBHIIII €CTETUYHI PUCH, TaKi SIK BU3HAYAIBHICTD CY0’ €KTUBHOTO IPHUHIIUILY,
eJTiTapHy KOHLIETILIIO JIITepaTypPHOTO TEKCTY, sIKa MPOSABIAETHCS Y BUILIYKAHOCTI, cakpastiamii
{ repMeTH3allii TOETHYHOTO MOBJICHHS, Ta CKJIA/IHICTh HOTO KOHCTPYIOBaHHS, OHAK MyCUB
iX azanTyBaTH B yMOBaX TOTaJiTAPHOTO TUCKY HA MUCTELTBO. B yKpalHChKiii moesii moTyxHi
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€JIEMEHTH HEOMOJIEPHOTO XYA0XKHBOTO CBITOOAYEHHS CIIOCTEPIraloThes y TBOpUOoCTi Bacuis
Cryca 1t noetiB KuiBcpkoi mxonu Ta ii orouenHs. [IpoananizoBano tBopu Bacuns Cryca,
Irops Kanuans, Mukonu Bopo6iioBa Ta Muxaiina ['puropisa 3 MeTOI0 BUSBIEHHS B HUX
Ppi3HUX MaHi(ecTaIiii HEOMOIEPHOI TOCTHKH.

Kniouoei cnosa: ykpaiHcbka moesis, HeomonepHizMm, Bacws Cryc, Irop Kanunenp,
KuiBcpka nikona.



