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UKRAINIAN IDENTITY IN POETRY: FROM
SHEVCHENKO TO BU-BA-BU AND BEYOND?*

This article analyzes Ukrainian identity in poetry from national bard Taras
Shevchenko to present-day poets writing about the war in Eastern Ukraine.
Shevchenko creates a poetics of Ukrainian identity first and foremost by writing
in Ukrainian (instead of the lingua franca of the Russian Empire) on a lofty
intellectual level that was simultaneously accessible to all layers of Ukrainian
society and not just to the small number of highly educated cultural elite of his
time. Thus, Shevchenko elevated the status of the Ukrainian language as a form
of higher discourse. Magic-like incantation comprises one of the most powerful
aspects of Shevchenko's poetry that generates a message for readers that is felt
aesthetically and that transcends mere semantics. A third method of identity-
building comprises the use of unifying emblems of the "sacred" Ukrainian land,
including the Dnipro River, its steep banks, the wide steppe, and the broad-tilled
fields. Shevchenko also promotes a strategy of focusing on indigenous Ukrainian
folklore and songs of the common people, using folk rhythms such as the
kolomiyka and the genre of the "duma," thereby connecting with people of all
classes of society and elevating "peasant” cultural status to a unifying "national”
level. In the role of the kobzar, he relates the suffering of the Ukrainian people
for healing the past and emotionally connects to readers through archetypes such
as abused young girls, orphaned children, the elderly, and the pejorative image
of the moskal, the Russian soldier exploiting Ukraine. Ivan Franko creates a
multi-genre intellectual primer for the Ukrainian cultural elite to educate the
Western Ukrainian people in the power of literature to shape civic discourse as
well as to show the people's struggles in his realistic depiction of their lives and
their journeys toward self-realization. To promote Ukrainian identity Lesia
Ukrainka utilizes indigenous folklore in "Forest Song" and historical parallels
and allegories with ancient Roman civilization along with Scottish history.

26 My gratitude to Lada Kolomiyets for her comments that have served to improve
this article.
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Volodymyr Sosiura and Maksym Rylsky focus on the melodic nature of the
Ukrainian language in their poetry and also write exhortative statement poetry
during World War Il when Ukraine was under existential threat. Among the
writers of the sixties, Lina Kostenko produced refined Ilyrical poetry with a
profound sound orchestration as well as her masterpiece novel in verse "Marusia
Churai"” that captured the imagination of the reading public. Vasyl Symonenko
focused on sacred Ukrainian nature along with exhortations against the
repressive Soviet regime. Ivan Drach promoted Ukrainian identity through
emotionally charged emblems such as the kalyna (guelder rose) and sunflower. Vasyl
Stus became an open symbol of resistance against the regime. The Bu-Ba-Bu
generation of poets rejected both Socialist Realism and national realism,
preferring instead to parody national emblems such as kozaks and classics such
as Sosiura's "Love Ukraine." Post-glasnost and post-independence Ukrainian
poets also looked to the West for literary and musical models for expansion
beyond the traditional canon, which functioned as an extension of Mykola
Khvylovy's Western orientation in the 1920s. Current poets such as Serhiy
Zhadan, Lyuba Yakimchuk, and Borys Humeniuk return partly to statement
poetry about the war in Eastern Ukraine when the existence of the country is
threatened. Thus, all the poets mentioned to some degree employ strategies for
identity-creation developed by Shevchenko (except for parody), moving back and
forth on a pendulum from the purely aesthetic lyrical on one side to statement
poetry when the nation is most endangered on the other. Parody harkens back to
older genres, particularly Ivan Kotlyarevsky's "The Aeneid"(Eneida) that served
to establish the modern Ukrainian literary language.

Key words: Identity, National Identity, Taras Shevchenko, Volodymyr
Sosiura, Maxym Rylsky, Poets of the Sixies, Lina Kostenko, Ivan Drach, Vasyl
Symonenko, Vasyl Stus, Bu-Ba-Bu, Yuri Andrukhovych, Oleksandr Irvanets,
Viktor Neborak, Lyubov Yakimchuk, Serhiy Zhadan, Borys Humeniuk.

My discussion here will examine notions of how Ukrainian poets
represent and articulate their Ukrainian identity in their poetry from
the nineteenth through the twenty-first centuries. It is a given that
Ukrainian poets have presented their identity first and foremost by the
very fact that they wrote in Ukrainian, a language considered a peasant
dialect by many in the Russian empire, who often historically have
even referred to it as the "quaint" (in their eyes and demeaning to
Ukrainians) term "little" Russian. The Ukrainian language has
survived and ultimately thrived despite being banned in print and in
public discourse during tsarist times as a result of the Ukase at Ems in
1876 and despite considerable repression during the Soviet period
when the Russian language was promoted as the lingua franca of the
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USSR — to the detriment of other minority languages. It has survived, in
fact, largely as a result of the writings and concomitant political
activities of Ukrainian poets, who managed to galvanize support for the
"Ukrainian idea." They accomplished this in large part by their focus on
the beauty of and their love of the Ukrainian land along with a depiction
of the suffering of the indigenous Ukrainian people tied to that land.
While the first great Ukrainian poet Hryhory Skovoroda writes a
considerable amount of poetry focused on the Ukrainian land,
particularly in his Garden of Divine Songs (Sad bozhestvennykh
pisnei), his idyllic vision of nature in his poetry is largely generic
without any specific realia linking it to Ukraine per se. The earth was
sacred to him, but largely as a symbol of the Garden of Eden and God's
creation: it indicates the locus where man can commune with God
most intimately and best see His divine design. Although Ivan
Kotlyarevsky's mock epic Eneida (The Aeneid) occurs on the
backdrop of the Ukrainian land, the poet uses fairly stock nature
imagery and does not raise it up to the level of a symbol. All discussion
on this topic truly begins with the national bard Taras Shevchenko,
who established the paradigm for Ukrainian identity with the
publication of his slim eight-poem collection Kobzar in 1840. In that
volume, he created a poetics of Ukrainian identity first and foremost
by writing in Ukrainian on a lofty intellectual level that was
simultaneously accessible to all layers of Ukrainian society and not
just to the relatively small number of highly educated cultural elite of
his time. In my discussion here, I plan first to present a taxonomy of
the strategies Shevchenko employs in his poetics for identity-building.
Since poets that follow Shevchenko inexorably fall in his long shadow
in the literary tradition, I will discuss ways in which they, perhaps,
appropriate strategies similar to Shevchenko's and develop their own.
I would argue that magic-like incantation comprises the most
powerful aspect of identity-creation in Shevchenko's poetry. By the
nature of his acoustically flawless verbal virtuosity, Shevchenko
connected immediately with his contemporary readers as well as with
future generations of Ukrainians. Through the musicality of his verse he
createsa magic sound that captivates Ukrainian readers on both a visceral
and subliminal level that intertwines with the meaning of the words.
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A few of the main examples, which most Ukrainians know by heart, should
suffice. In "Prychynna" (The Moonstruck Girl), Shevchenko writes:

Pese ma cmoene /{ninp wiupoxuti,
Cepoumuil éimep 3a6usa,
Hooony eepbu ene gucoxi,
Topamu xeunro niditima.

1 6riouii micsayv Ha my nopy
13 xmapu oe-oe suensnoas,
Henaue uosen 6 cunim mopi,
To supumnas, mo nomonas.
Ll]e mpemiii nieni ne cnieanu,
Hixmo nizoe ne 2comotis,
Cuui 6 2aro nepexkauKaIucy,
Ta sicen pa3z i pas ckpunis.

The wide Dnipro roars and moans,

An angry wind whips it up.

It bends the tall willows down,

Lifting waves as high as mountains.

And at that time a pale moon

Peceks from behind a cloud at times

Like a tiny boat in a deep blue sea

1t jumps up and dives down.

The cocks had yet to crow three times,
No one anywhere making a sound,

The owls in the field called to each other,
And from time to time the ash tree creaked

The profound musicality of lines such as these provide a sumptuous
verbal feast for the Ukrainian reader that carries him or her to a deeper
intuitive understanding of how the Ukrainian language comprises an
essential aspect of being. Another prime example can be found in
perhaps Shevchenko's most famous poem that has come to be known
as "Zapovit" (My Testament):

Ak ympy, mo noxoeaiime
Memne na mo2ui,
Cepeo cmeny wupoxoeo,
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Ha Bxpaini muniti,
106 nanu wupoxonoii,
I /[ninpo, i kpyui

byno suono, 6yno uymu,
Ax pese pesyyuii.

When I die, bury me

On a grave mound

Amid the wide-wide steppe

In my beloved Ukraine,

In a place from where the wide-tilled fields
And both the Dnipro, and its steep banks
Can be seen and

1Its roaring rapids heard.

The poem comprises an intimate dialog between Shevchenko the
man contemplating his mortality and the meaning of his life for
posterity. It contains the essential central emblems of the Ukrainian
land in highly compressed form (the wide Dnipro River, its steep
banks, the wide steppe, the broad tilled fields), which largely through
Shevchenko's poetic representations have been elevated to sacred
status for the Ukrainian people.

Shevchenko also promotes a strategy of focusing on indigenous
Ukrainian folklore and songs of the common people, using folk
rhythms such as the kolomiyka and the genre of the "duma," thereby
connecting with people of all classes of society and elevating
"peasant” cultural status to a common "national" level. The majority
of the eight poems of the original Kobzar, in fact, are in the kolomiyka
rhythm, which, according to Mykola Mushinka in an article in 7The
Encyclopedia of Ukraine, consists "usually of two rhyming lines with
a set rhythmic pattern: a 14-syllable line with feminine ending and
a caesura after the eighth syllable (4 + 4 + 6)."*” Even Shevchenko's
quite serious in terms of content "Testament" is written in the

27 http://www.encyclopediaofukraine.com/display.asp?linkpath=pages%5CK%5
CO%5CKolomyikal T.htm
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kolomiyka rhythm, which is traditionally a lively improvisational and
often humorous song that covers myriad topics of everyday life.

Shevchenko additionally appropriates the central image of the
blind Ukrainian minstrel, the Kobzar, who sang of the Kozaks'
(Cossack) courage and glory as well as their shortcomings in
Ukrainian history in poems such as "Ivan Pidkova," "Haidamaky," and
others. He combines several strategies of identity-building in his
historical poems in much the same way that Robert Burns does in his
historical Scottish poems and songs such as "Bannockburn," "The
Battle of Sherramuir,” and "Scots wha Hae." By recreating the
historical past that coalesces in Ukrainian identity, Burns allows for
his readers to recreate it inside themselves through individual as well
as collective (for the Scots people) anamnesis. The sorrowful stories
retold by kobzars such as Perebendya in the eponymous poem (and by
analogy Shevchenko in his hypostasis as the Kobzar in his collection),
allow, according to Natalie Kononenko, listeners and readers to heal
their emotional wounds from past tragedies. At certain moments
Shevchenko's lyrical "I" intervenes to create declarative poetry that
exhorts his fellow-Ukrainians to rise up from their chains and to
generate inside themselves the courage of the Kozak past.
Shevchenko much like Robert Burns strategizes to turn past failure
and loss into eventual success.

Additionally, in a number of his poems Shevchenko portrays the
suffering of his people as well as his own suffering through the
archetypal images of a young girl abused and abandoned by a Russian
soldier, of an orphan, and of the elderly (note particularly the poems
"Prychynna" and "Kateryna" in this regard). The poet emotionally
connects with his readers in the stories he tells of these archetypal lives
and also presents his own psychological state at times when he is
separated from his homeland and people. Although he rarely openly
makes political attacks in his poetry, Shevchenko, in an obvious
allegory for the enlightened reader, does criticize the Russian tsar in
poems such as "The Dream." In that particular poem his discourse
becomes declarative. In his poetry he also consistently rails again the
"moskal™ or "moskali" (the name for a Russian soldier among
Ukrainians in the nineteenth century) that reaches the level of a
pejorative for him and his reader receiving his message.
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Ukrainian poets who followed after Shevchenko on the one hand
both had the obligation to write in Ukrainian and place themselves in
dialog with Shevchenko, and on the other hand to expand on that to
present their Ukrainian identity in variations on the themes. Ivan
Franko, the second major figure in the Ukrainian literary pantheon,
developed a naturalistic trend in his writing that focused on a European
orientation as an integral part of Ukrainian identity. He became a
defender of the downtrodden, particularly exploited workers and
peasants. He conveyed his message of Ukrainianness in openly
allegorical ways such as in his long poem "Moses":

MOHCEH
Ilponoz

Hapooe wiii, 3amyuenuii, pozdoumuti,
Mos napanimux moit Ha po300pPoACIHCY,
Jloocbkum npezupcmeom, Hibu cmpynom, expumuii!

Teoim OyOywum Oyury s1 mpusodicy,
Bio copomy, sixuii nawaokie niznux
THanumume, 3acuymu s He MOXICY.

MOSES
Prologue

My people tormented and broken,
Like a cripple at a crossroads
Covered like a scab with human scorn!

My soul becomes troubled with your future,
I'm unable to fall asleep from the shame
That will continue to scorch your offspring.

Also take note of these lines from Franko's early poem "Kameniari":
Ta cnasu 1100cvKol 308CimM Mu He baxcanu,

bo ne eepoi mu i ne 6ocamupi.

Hi, mu negonvruxu, xou 0006poGinvLHO 835U

Ha cebe nyma. Mu pabamu 6éoni cmanu:

Ha wnaxy nocmyny mu nuw kameHapi.
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1 6ci mu gipunu, wo ceoimu pyxamu
Pos3i6'emo crany, pozopobumo epanim,

LI]o kpos'to enacnoio i enacnumu Kicmkamu
Teepouii 3Mypyemo eocmuneys i 3a Hamu
Tpuiioe Hoge srcumms, 006po Hose Y c8im.

We have not desired earthly fame at all,

Because we are not heroes or bohatyrs.

No, we are slaves, though willingly we've taken

The shackles on ourselves. We became slaves of will;
On the path of progress we are just masons.

And we all believed that with our own hands

We will break apart a cliff, we will shatter granite,
That with our own blood and our own bones

We will lay the bricks of a strong path and after us

A new life will come, a new good into the world.

Franko also shifted to writing naturalistic prose to convey that
direct message in showing the travails of the Ukrainian people. His
extensive writings by and large provide a broadly-based intellectual
primer for the Ukrainian cultural elite to educate the Western
Ukrainian people in the power of literature to shape civic discourse as
well as to show the people's struggles in his realistic depiction of their
lives and their journeys toward self-realization. His message served to
fuse Western Ukrainian intellectual thought with European values and
to unite West Bank and East Bank Ukraine.

Lesia Ukrainka, who ranks third in the pantheon of Ukrainian poets,
resorted to a strategy of making allegorical parallels to the Ukrainian
situation in her long poems that hearken back to ancient history such as
"In the Catacombs" and to heroic actions in other cultures such as the
Scots in her long poem "Robert the Bruce, Scottish King," which
parallels the political situation in Ukraine in search of a strong and
decisive leader, who could call them to action. Additionally, she delves
deeply into Ukrainian folklore and the depiction of Ukrainian nature
in her poetic masterpiece play in verse "Forest Song."

In the modern period, Pavlo Tychyna, the most prominent poet of
the twentieth century, embodied the Ukrainian idea in his early poetry.
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Although many of his early poems were joyful explorations of a
childlike love of life and Ukrainian nature, he later focused on the
tribulations the people during the revolutionary and civil war years,
and embedded his Ukrainian identity in his later period in a more
Aesopian way under repressive Soviet rule. He was, in fact, accused
of bourgeois nationalism for his 1925 poem "Mother Was Peeling
Potatoes" (Maty chystyla kartoplju) for his representation of the
Bolshevik leader Lenin as the Antichrist. His early religiosity and the
moralizing tone found in his masterful cycle Instead of Sonnets and
Octaves gave way to panegyrics to the Soviet state, though in 1942—
1945 he penned a number of pro-Ukrainian anti-fascist statement
poems including "My People" (Mii narod, 1942), "To the Ukrainian
People" (1943), and "Ukraine will shine, will come to life" (Ukraina
zasiaie, ozhyve; 1943). These were sanctioned from above during the
period of the so-called Great Patriotic War (World War II), when
ethnic Ukrainian patriotism was permitted by the Communist Party. In
the same time period Volodymyr Sosiura was able to publish his
sentimental poem "Love Ukraine," for which he was later condemned
by Soviet officials for bourgeois nationalism.

JIFOBITh YKPAIHY

Jlobime Yrpainy, sax conye, 110oimo,
5K eimep, i mpasu, i 600U,
8 200UHY WACAUBY | 8 PAOOCMI MUMb,
a00ims y 200uny He2oou!

JIrobimv Yrpainy y cui i Hassy,

suuiHesy c6or Ykpainy,

Kpacy ii, 61YHO JHCUBY I HOBY, I

i M08y ii conog'iny.

Misic bpamuix HapoOis, MO8 cadOM PACHUM,
cisnie 60Ha HAO GIKAMU...

Jlobimv Yrpainy ecim cepyem ceoim
i scimu ceoimu Oinamu.
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s nac 6ona 6 ceimi eouna, oona
8 NPOCMOPIB CONOOKOMY Hapi...
Bowna y ziprax, i y éepbax éona,

i 8 KOJICHOMY cepysi yoapi...

Yy K6Iimyi, 6 NMAWUHI, 8 eIeKMPOBOCHSX,
Y RICHI Y KOJICHILL, Y OYMi,

6 oumsauull yemiuyi, 8 0i80UUX 0HaAX

i 8 cmsazie bazpsHOMY WYM...

Ak ma Kynuna, wo ecopums — He 320pa,
Jicuee y cmedickax, y 0ibposax,

y 30UiKax yoKis, i y xeuusnx /[ninpa,

i 6 XMapax omux nypnyposux.

6 2POMY KAHOHAO, W0 PO3GIsU 8 NPAX
YYICUHYIB 8 3eEeHUX MYHOUPAX,

6 baznemax, wo 6 momi nPOOUBANTU HAM ULTSX
00 6eceH 1 C8IMAUX, I WUDUX.

FOnaue! Xaii 6yoe ons nei meiti cmix,
i cbo3u, i 6ce 00 3a2uHy ...

He mooicna nrobumu napodis opyaux,
Koau mu He noduw Brpainy!..

Uisuuno! Ax nebo ii conybde,

00U iT KOJICHY X6UNUHY .

Koxanuu nrobume ne 3axoue mebe,
Koau mu He nodouw Brpainy...

JIrobimo y koxanui, 6 mpyoi, y 6010,
5K NICHIO, WO UHE 30pelo...

Bcim cepyem nobimo Yrpainy ceoro —
i giuni mu 6yoemo 3 nerw!

LOVE UKRAINE

Love Ukraine like the sun, o love her,

like the wind, the grass, the water,

in an hour of happiness, in a moment of joy,
love her in a time of disaster.
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Love Ukraine in sleep and awake,
your cherry-red colored Ukraine,

love her beauty, forever alive and new,
as well as her nightingale language.

Like an abundant garden amid brotherly nations,
she shines above the centuries...

Love Ukraine with all your heart

as well as all your deeds!..

For us she's unique in the world, alone
in the sweet charm of open expanses...
She's in the stars, and in the willows,
and in every beat of the heart...

In flowers, in birds, in electric lights,

in every song and thought,

in a child's smile, in a young girl's eyes,
in the crimson rustle of banners...

Like that hillock that burns without burning out,
she lives in footpaths and groves,

in the screeches of whistles, in the waves of the
Dnipro, and in these purple clouds.

In the thunder of cannonades that have scattered
green-uniformed foreigners to dust,

in bayonets that in darkness have hewn a path
for us to bright and open-hearted spring...

Young boy! Let your laughter be for her,
as well as tears, completely till you die...
You cannot love any other nations

until you love your own!..

Young girl! Just like her blue sky,

love her every moment.

Your sweetheart won't want to love you anymore
if you don't love your own Ukraine...
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Love her in love, in your work, and in battle,
like a song that rushes like a star ...
With all your heart love your Ukraine,
And eternal we'll be with her!
1944

In times of existential crisis such as World War II (called the Great
Patriotic War by the Soviet state), when the Ukrainian nation is
threatened with defeat or extinction, the tendency was for poets (with
permission from the authorities) to address the people in a more direct
way and to call on them to save the Ukrainian land as part of their
patriotic duty.

Maksym Rylsky, too, during that same wartime period expressed his
open love for the Ukrainian land in his long poem "Thirst," which later
was attacked for its excessive Ukrainian patriotism. It also extensively
uses religious and folkloric imagery®® with the former considered
anathema in Soviet times other than during World War II. Both Sosiura
and Rylsky, the former of peasant origin and the latter from the recently
formed urban cultural elite, in their later works tended to sublimate their
Ukrainian identity in nature poetry, which was more generic and safer,
as well as in what might be perceived somewhat as a colonial cliché, the
melodiousness of the Ukrainian language.

The Shestydesiatnyky (Poets of the Sixties) expressed their
patriotic fervor somewhat more openly but in various ways, focusing
largely on personal emblems of freedom. Lina Kostenko wrote refined
metaphorical lyric poetry as well as on heroic topics such as the
legendary seventeenth-century songstress in her novel in verse
Marusia Churai and made use of national emblems such as the
Dnipro River, which often appears as an animate allegorical figure
in her poetry, just as it does in Shevchenko's poetry. By expressing
her inner emotional life in poems, she rejected the tenets of Socialist
Realism imposed on her from above. Here is an example of one her
earliest love lyrics:

28For a discussion of these motifs in Rylsky's "Thirst" (Zhaha) see my article
"Fol'klorni, relihiini i literaturni motyvy v poemi Maksyma Ryl's'koho Zhaha". Slovo
i chas 6 (June 1998): 6-11. It has also been republished in Mykhailo M. Naidan, Vid
Hoholia do Andrukhovycha: literaturoznavchi esei. Lviv: Piramida, 2017: 46-55.
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Cxooumb conye, AcHull 00A2PAHOK
3aenadac y 6iui meni:

A yu 006puil y Mene pamox,

Yu ne nnakana s 66i cHi?

Parok — 0o6puil.
A noui, nHoui!
Cruwica mu i uyoici Kpai...

Ilnakanu cumi oui.
IInaxanu cipi oui.
Ilnakana yopni oui.
1 6ci — moi.

1957

The sun rises, a clear bloodred
looks up into my face:

do I have a good morning,
ordid I cry in sleep?

The morning is good.
But the nights, the nights!
1 dream of you and foreign lands...

Blue eyes wept.
Gray eyes wept.
Black eyes wept.
And all of them were mine.
1957

And here is an example of how she connects with her Ukrainian
reader through a deeper musical connection by means of sound
orchestration and verbal virtuosity in her poem "Landscape of Memory":

HEH3AX I3 HAM'ATI

Jledv-1edb mopkaro cio6o akeapeno —
npus'suti panok, muwid, napanem.

3 K1eno06o20 MyMaHHo20 MyHemo
suxooums Punvcokuil, maidice cuiyem.
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Pizvba no neby — depeso uepiene.

A meosc 3 mymany obpucom 3'a61r0cw.
Bin cymno-cymmo oueumscs Ha meHe,—
XmMo 5 Maka, 4020 51 MaxK OUBJIoCh.

A s ousmocsa... A xeuniooce mpoxu...

I posmunynuce. Tinoku cunyem.

Ouye i gce. 3ycmpinucy 08i enoxu.
Ilypue diguamio i cmaputi noem.
Kpyorcnsae nucms, i ne yymuo Kpoxis.

Tletizasc, kompomy pokie, poKie, poKis.

LANDSCAPE FROM MY MEMORY

Just barely I touch a word with watercolor—
faded morning, silence, a parapet.

From a misty tunnel of maples

Rylsky steps out, almost a silhouette.

A woodcarving along the sky—mahogany.

1, too, appear from mists as an outline.
Sadly-sadly he looks at me—

wanting to know who I am and why I stare.
And I continue to gaze... I am somewhat moved...
And we passed each other. Only the silhouette.
This is all. Two epochs met.

A stupid little girl and an old poet.

Leaves circle, and you can't hear the footsteps.

A landscape that is years, years old...
And in what I consider one of her best poems "Van Gogh" (1968),

she deals head on with the issue of madness as a path to personal
creative freedom while living under an authoritarian regime:

Bin boorcesinonuii, kascyme.

FBoorcesinonuii!
Lo orc, mooice bymu. Bin — ye 3nauumo s1.
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Boorce — ginvruil. ..
Boorce, 1 — einvruii!
Ha oobpaniu, Ce06000 mos!

1968
He is a madman, they say a madman!
What else can it be? He—that means me.
Lord—free...
Lord—I am free.
Good night, my Freedom!
1968

"Bozhe-vil'nyi" (madness or literally freedom from one's mind)
leads to the recognition of the centripetal, inwardly directed path of
freedom that madness allows both for the artist (Van Gogh) as well as
for the poet by analogy. Kostenko grew silent in terms of publication
of her poetry for seventeen years rather than acquiesce to the demands
of Soviet authorities.

From among the poet of the sixties Vasyl Symonenko expresses
his Ukrainian identity in nature poetry that focuses on the beauty of
and inherent sufferings witnessed by the Ukrainian land, which exists
as a living, breathing organism in symbiosis with the Ukrainian
people. Note the following brief poem that resonates with a quiet
acoustic power:

4YIO

Yyro, 3emie, meoe OuxamHsi,
Po3zymiro maiii muxuii cym,

Ak na mebe xonooui ceimanms
Ponsmo npucopwamu pocy.

3naro — 3nusu, ma Oyini eposu,
I poca 6 wiymosunni ¢im —

To cupimcoki, 6008UHI CIbO3U,
To 3amyuenux npeoxis nim.

Haszbupana mu ix 6e3 aiky

Ha po3zoonni nonis, 0iopos,

L]o6 acusunu mebe 0086iKy,
Jo0cwvki civosu i 100cbKka 110608.
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I HEAR

1 hear, earth, your breathing,
1 understand your quiet grief,
As cold dawns shed the dew
In handfuls on you.

1 know the downpours and violent storms,
And dew in the rustle of boughs—

First an orphan's, then a widow's tears,
Then the sweat of our tortured ancestors.

You collected them without number
On the expanse of fields and forests of oak,
In order that human tears and human love
Might nourish you for eternity.
January 3, 1961

He also expresses his Ukrainian identity in humanistic appeals and
in powerful statement poems, the latter of which led to him being
crushed by the Soviet state. Note the opening three strophes of his
poem "Prophesy of 1917" (Prorotstvo 17-ho roku):

Tpanimui obenicku, sax medysu,
Tos3nu, nossau i subuUcs 3 CuL.
Ha yeunmapi poscmpinsanux ino3it
Yorce nema micys ona moaun.

Minvspou eip — 3apumi y yopHo3em,

Minvapou wacmo — po3eisni ynpax...
Hywia eopumv, nanae mromuii po3ym,
I nenasucmo pezoue na simpax.

Konu 6 yci o0ypeni npospinu,
Konu 6 yci youmi oxcunu,

To Hebo, 8i0 npoxbOHIE nOCIpine,
Hanesno 6 pennyno 6io copomy i xyau.

Granite obelisks, like medusas,
Crawled and crawled and spent themselves.

90



At the churchyard of executed illusions
There's no more room for the graves.

A billion faiths, dug into the chornozem,
A billion fortunes, scattered to dust...
The soul burns, fierce reason flames,
And hate bellows in the winds.

When all those duped begin to see clearly,
When all those murdered come alive,

The sky all gray from curses

Surely will burst from shame and abuse.

The remainder of the poem continues in an even more elevated tone
to damn the "unnamed" enemies of Symonenko's people, who clearly
are the Soviet oppressors and occupiers of the Ukrainian lands.

The poet of the sixties Ivan Drach, who later turned into a pro-
independence political figure, expresses his Ukrainian identity in
charged Ukrainian nature emblems such as the guelder rose in "Ballad
of the Guelder Rose" (Kalynova ballada, 1962) and sunflowers in
"Ballad of a Sunflower" (Ballada pro soniashnyk).

bAJIAJIA ITPO COHALIHUK

B conawnuka 6yau pyku i Hoeu,
byno mino, wopcmre i 3enene.

Bin 6icas nassunepeoku 3 gimpom,
Bin eunasue na epyusy,

I p8as y nasyxy cHUIuyi,

1 kynascs koo mauna, i 1edicas y nicky,
1 cmpinsas 2opobyis 3 poecamxu.
Bin cmpubaeé na ooHiti Ho3I,

1l]o6 sunumu 3 8yxa 600y,

1 panmom nobauus conye,
Kpacuse 3acmazne conye, —

B 3010mux nepenusax xyuepis,

VY uepeoniii copouyi nasunyck,
Lo ixano na eenocunedi,
Obmunarouu xmapu Ha Heol...
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1 3acmue 6in na poku ii cmonimms
B 30n10momy nimomy 3axonnenni:
— Jlatime noxamamucs, 050bK)!
A ui, mo 6i3bMmimb X0u Ha pamy.
Jls0bky, xiba eam wxooa?!

Toesie, conye moe opanoicese!
Lomumi saKutice X10NYUCLKO
Bioxkpusae mebe ons cebe,

Lob6 cmamu HABIKU COHAUHUKOM.

BALLAD OF A SUNFLOWER

The sunflower had arms and legs,

1t had a body, rough and green.

It tried to outrun the wind,

1t climbed onto a pear tree

and tore wild pears into its lap,

and bathed near a mill, and lay in the sand,
and shot at sparrows from a slingshot.

1t jumped on one leg

To clear out water from its ear

And suddenly saw the sun,

A beautiful bronzed sun,

In the golden modulations a rider,

In a red shirt with tails hanging out,
Riding on a bicycle,

Avoiding the clouds in the sky...

And it froze for years and centuries

In mute golden rapture:

"Let me ride, uncle!

If not, then at least take me on the crossbar.
Uncle, will that be a problem?!"

Poetry, my orange sun!

Each moment a little boy
Discovers you for himself

To become a sunflower forever.
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Vasyl Stus, who experienced imprisonment and ultimately death in
the Soviet GULAG, expresses his Ukrainian identity through his poetry
of personal anguish as a prisoner of conscience. Note the first three
strophes of this poem written in 1963 that harkens back to Kozak times:

Cmo poxie sax ckonana Ciu.

Cubip. I conogeywki xerii,

i enyna obnseae miu

nexkenbHUll Kpati i KPUK neKeabHUll.

Cmo pokie myuenux Haoiil,

i cnodieany, i 6ip, i Kposi

CUHIB, Wo 3a 110606 MABPOBaHi,
CMo cepyb, K CMO NALAXKOMIHb.

Ta supocmaroms 3 1U4aKie,
13 waposap, 3 KypHoi xamu
pabu 3pocmaroms 00 CUHIE
ceoei Ykpainu-mamepi.

A hundred years since Sich perished.
Siberia. And Solovetsky cells,

deep night all around

a hellish land and a hellish scream.

A hundred years of tortured hopes,
expectations, faith, and blood

of sons, who are branded for their love,
a hundred hearts like a hundred blazes.

They grow up out of bast shoes,
sharovary, from a smoky hut
slaves grow up to be sons

of their mother — Ukraine.

The imagery of Ukrainians as having a slave mentality directly echoes
that of the poetry of Shevchenko. Unabashed in his disdain for the Soviet
regime, Stus chose a path of conscience and resistance until the regime
destroyed him. Visuals of the gaunt Stus carried in public demonstrations
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and posted in public places even transcended the power of his often
complex poetry. He became THE living emblem of resistance for
Ukrainians by the unwavering stance he took in his life. His later prison
camp poetry became more inwardly directed, liminal, and hermetic.

What I call the Bu-Ba-Bu generation of poets in the mid-to-late
1980s consciously exhibited its Ukrainian identity by, paradoxically,
openly avoiding it through carnivalization and parody — of Kozaks, of
blatant sentimental Ukrainian nationalism of a type found in Sosiura's
"Love Ukraine," as well as among the Poets of the Sixties. By not
emphasizing the traditional Ukrainian folk song, but rather focusing
on world music instead (particularly rock, jazz, reggae, and rap), they
thereby elevated their Ukrainian identity as part of greater world
citizenship. Instead of centripetal tendencies, centrifugal forces
became more dominant. This also served as a parallel to the European
orientation that has existed at several stages of Ukrainian cultural and
historical development from Mykola Khyvylovy's literary call to the
West in the 1920s to current ideas on Eurointegration that became
pronounced during the Orange Revolution of 2004 and the
Euromaidan of 2014. The West, just as the music of the Beatles did in
the 1960s, for Ukrainian culture represents both abstract and concrete
notions of freedom as well as a higher historical level of democratic
and cultural development. The notion of parody comes full circle to
classical genres in the Ukrainian tradition, particularly to Ivan
Kotlyarevsky's mock-epic The Aeneid (Eneida), which marks the
beginning of the modern Ukrainian literary language.

In a parallel cultural development this need to forge a new path for
the younger generation also occurred in the realm of rock music with
Shevchenko's poetry put to Gothic rock versions by the group Komu
vnyz (For Some It's Down) in their songs "Subotiv" and "Rozryta
mohyla" (The Plundered Grave). Rock versions of Shevchenko's
poetry appeared in versions by Mertvyi piven' (Dead Rooster), Tartak,
and others. These, however, did not represent parody per se, but rather
an updating of Shevchenko's message in a more readily accessible
genre for Ukrainian youth culture.

Note Yuri Andrukhovych's parodic "The Kozak Yamaika"
(Yamaika the Kozak) as well his neo-romantic "The Griffin" (Hryfon),
the latter of which seamlessly has been transformed into the popular
rock song by Taras Chubai of the group Jeremiah's Cry (Plach leremii):
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I'PUOOH

Mii nane, akuu Hepo3ymHuil cgim!..
Axa na pymosuuge cxooums sxcypoa!
11i0 nebom, uopnum, niou epagim,
Konaio 6 nicky. I epugon 3 cepoa.

3 Oepes nozcacnux Kpuvamo Spaxu.
A énas 3 Kons i npoepas mypHip.

Tenep kpizb mene pocmyms 2iIKuU,
npobuswiu 6 nanyupi mpucma oip.

THE GRIFFIN

My Lord, what a foolish world this is!
What anguish falls over the ruins!

Beneath a graphite sky,
1 fall in the sand. A griffin descends from the crest.

Jackdaws crow from the darkened trees.
I've fallen from my steed and lost the joust.
Now branches are growing through me,
driving hundreds of shafts in my armor.

Chubai also later released a CD entitled Nash Ivasiuk (2003) of
Volodmyr Ivasiuk songs that reinvented the latter's artistry in updated
interpretations that resonate with new audiences.

Oleksander Irvanets' "Love!" comprises an outrageous parody
of Sosiura's original, the latter of which is oversaturated with the
image of Ukraine:

JIOBITB!

Jrobims Oxnaxomy! Broui i 6 000,
Ax HenvKy i 0e00i docmomy!

Jo6ims Indiany! M max camo niobimo
Higniuny u Ilisoenny Jlaxomy.
Jrobimb Anabamy 6 3azpasax nosicesic,
JIrobime it 6 paoowi 1 6iou!

Atiogy mr06ims! Kanighoprito meoc!

I nanomu kpucnami @aopiou!
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Hieuurno! Xaii oxo meoe eonybe,

Ta He 3a izuunii 6adu —

Koxanuu nrobumu ne ecmane mebe,
AHrwo mu ne mobuw Hesaou!

FOnaye! Tu mycuw nirobumu cmoxpam
CunbHiwe, Hidc 100U KOXAHY,
Konymbiro-okpye i [{pcopoacito-wumam,
Monmany i Jlyiziany!

Jlrobumu He 3modicewt mu wmamis Opyaux,
Konu mu ne mobuw no-6pamcoku

Tlonie Apizonu it maxux 0opoeux
Ilpocmopie Ansicku ti Hebpacku.

J10006 yro, cunvuiuly, Hidx nomse 00 8y,
Inexaii y Oywi nesHuxomy.
Bipooicinito-wumam, sik Bipoociniio Byngh
Jlioou! I mobu — Oxraxomy!

LOVE!

Love Oklahoma! At night and at supper,
Like your mom and your dad quite equal.
Love Indiana. And the very same way
Love Northern and Southern Dakota!

Love Alabama in the red glow of fires,
Love her in joy in misfortune.

Be sure to love lowa. And California, too.
And the branchy palms of Florida.

Teenybopper! It's not for your eye so blue,
And not for your physical defects,

If you stop loving Nevada

Your love will stop loving you too.

Hey guy! You have to love a hundred times
Stronger than you love your Love,
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The District of Columbia and Georgia the state,
Montana along with Louisiana.

You can't love any other states

If you don't brotherly love

The Arizona fields and the charming
Alaskan Nebraskan wide-open space.

This love is stronger than the yearning for vulvas,
Cultivate the eternal in your soul.

Love Virginia the state like you do Virginia the Woolf.
And be sure to love — Oklahomal! ...

While excluding any mention of Ukraine whatsoever in the poem,
Irvanets even carnivalizes the nature of spiritual love with the image of
"potiah do vul'v" (the yearning for vulvas) in the final strophe. Also
observe Viktor Neborak's many different rock and rap songs in his
collection The Flying Head (Litaiucha holova), which in a way parody
the need of previous generations of Ukrainian poets to focus on
indigenous Ukrainian song and folklore. And in the Kyivan group of
poets particularly take note of Yuri Pozayak's experimental verse and
parodies of an alcoholic in his "Alcohaiku." Bu-Ba-Bu and the post-
independence generation freed themselves of the obligation to save the
nation as Oksana Zabuzhko once stated regarding the status of her
generation of Ukrainian poets following Ukrainian independence.
Centrifugal forces generated a movement away from a microcosmic
understanding of Ukrainian culture into a macrocosmic wider world
culture, which was largely closed off to Ukrainian poets in Soviet times.

In conclusion, [ would argue that Shevchenko set the paradigm for
all Ukrainian poets who followed him with the plethora of strategies
he used to coalesce Ukrainian identity in his poetry. In Shevchenko's
time, when Ukraine was fading into a memory for him in exile and
into a place and entity that existed for him in historical time, there was
a need for a multifaceted strategy to promote that Ukrainian identity,
which was under threat of extinction by being absorbed into Russian
culture. It seems that in times of greatest peril to the very existence of
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Ukraine and the Ukrainian language and culture, poets seem most
intensely to focus on Ukrainian identity in their poetry in a direct way.

During the Soviet period — there was a top-down focus on the
commune and "Soviet" identity, sublimating individual and ethnic
identity for the great homogenizing (and linguistically Russian) good
of the state. Bu-Ba-Bu and its generation of poets was a direct reaction
against coercive identity (both Soviet and the one imposed on them by
the overtly patriotic Shestydesiatnyky, Poets of the Sixties), therefore
they focused on world and individual identity and parodied sharovarna
Ukraina (a Ukraine in Kozak riding pants), a sentimentalized Ukraine.
Their motivation simply seems to have been the fact that a truly free
people should not be forced into accepting a top-down identity. By
carnivalizing identity politics, they were able to carve out their own
new microcosmic as well as expanded macrocosmic identity. While
arguing for aesthetic freedom in their works, Ukrainian poets of the
last twenty-five years, however, uniformly remain staunchly pro-
Ukrainian in their public stances with writers such as Yuri
Andrukhovych, Oksana Zabuzhko, Serhiy Zhadan, and many others
playing active leadership roles during the Orange Revolution in 2004
and on the Maidan during the Revolution of Dignity in 2014 and early
2015 as well as during the current wartime period in Eastern Ukraine.
The war in Eastern Ukraine itself has brought a group of poets
including Serhiy Zhadan, Lyubov Yakimchuk, Borys Humeniuk, as
well as many others to react to the threat to the independence of
Ukraine by the ongoing events of the war in a visceral way. While they
still do focus on the personal in their poetry, they embed that in the
real experiences and effects of the war. Note the recent volume Words
for War: New Poems from Ukraine® that documents poetry in English
translation by Ukrainian poets on the war. Thus, whether they write
statement poetry or parodies, Ukrainian poets by and large inherently
remain staunch defenders of the Ukrainian language, culture, and
independent state. A mature culture should have room for a variety of
approaches to literature for audiences from the most conservative to

29 Oksana Maksymchuk and Max Rosochinsky, eds. Boston: Academic Studies
Press, 2018.
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the avantgarde. That is a natural phenomenon in an open democratic
culture. Thus, all the poets mentioned here to some degree employ
strategies for identity-creation developed by Shevchenko and other
poets who followed him, moving back and forth on a pendulum from
the purely aesthetic lyrical to statement poetry when the nation is most
endangered all the way back to parody.

Hapnifimna no peakonerii 30.09.18
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