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WHAT IS A UKRAINIAN MODERNIST POEM?

The methodological' premise for this study is founded on the belief
that periodization of literature into movements such as romanticism,
realism, modernism and the like is based on observable and identifiable
features common to most of the works produced within that period.
They are, in fact, what makes the given period distinct and unique. That
is not to say that there are no singular traits for individual authors. There
definitely are, and the better the author the more pronounced the indi-
vidual signature. In the extreme, an author is so unique and individual
that he/she falls out of a given period and either creates within the very
period his/her own variant or starts a new one. In the period of 'canon-
ical' modernism? there were authors with pronounced ,signatures"”
(Franko, Lesia Ukrainka, Oles) but none so individual as to be separate
from the movement.

The object of this study is, therefore, to identify some of the specif-
ic features which make a ,modernist” poem in Ukrainian literature dif-
ferent from the poems which were written in the preceding and follow-
ing periods. Every poem, of course, has two major components: form and
content, and it is in these realms that the specific features of a modernist
poem must be found. There are many general observations about mod-
ernist poetry. In order to set the proper frame for this inquiry it would
be advantageous to recall some of these. Halyna Sydorenko discusses
the formal differences between previous and modernist versification:

"In comparison with the previous state of affairs, in the 2nd half of the
19th and the beginning of the 20th centuries all five basic meters of syl-
Iabo-tonic metrics become commonplace in Ukrainian literature. The most
frequently used, as previously, remain the iamb and the trochee, of the
three syllable ones - the amphibrach and the anapest, the dactyl is less
frequent although it too has fundamental usage. In the sphere of the basic
five meters there occurs such a magnitude of rhythmic combinations that
it becomes impossible to cover them in a general survey... . [but]... Along-
side the syllabo-tonic meters the vers libre appears in Ukrainian litera-
ture..."

Sydorenko does not mention it, but alongside the vers libre poetic
prose also made its appearance at this time. Following Sydorenko's
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observations one can proceed to separate modernist poetry from what
went before (syllabic, early syllabo-tonic, the famous ,kolomyika" struc-
ture used by Shevchenko). Outside the scope of this paper, but a finer
formal analysis of vocabulary and specific imagery is necessary to sep-
arate modernist poetry from what follows, since all of the major meters
as well as vers libre and poetic prose continue to the present day. It is,
however, in the realm of content, in the themes, chosen by the mod-
ernist poets, that the major group of features can be found. Many more
generalizations have been made about the content of modernist poetry
than about its form. The modernists themselves saw their poetry pro-
viding , new melodies" and ,new descriptions":

«The new literary and philosophical currents do not by-pass also our
literature; here and there we come across something new in the realm of
conception and form, new melodies, new descriptions. In the [realm of]
content the old dry descriptions and solutions of various 'questions' are
replaced here-and-there by psychological understanding and feeling,
again the mood of the [present] current; and in place of the old topo-
graphic or ethnographic notations we find a new combination of lines,
spots, and sunny reflections*". .

Franko, sensitive to the changes of the day, but unable to condone
what he saw as a ,frivolous” approach to the duty of the poet-enlight-
ener, paraphrased the above into rhymed lines:

ITicens gaBalime nHaM, noemu,

Be3 mengenyuiitoi npuxmemu,
FBes cBapis Mygpeyis i gypnis,
Be3 ropoXanchXux mux komypHis/
Iicenn cBoGignux i Gesnevnux,

Aobymux i3 TAuGUH cepgeiHux,
Ae o cywacruk rpusxeio 6umui

Ayuteio xuAsKy mir cnovumul’®

Serhii Iefrernov, however, saw nothing new or positive in these
attempts. His condemnation is quite categorical:

"The creations of Ukrainian modernism consist in the most part of a
desire, calculated for {the sole purpose of] being original, to say a new
word where long ago it ceased being new; of discovering Americas in an
emply space; of a struggle with so called literary cliches, but actually
employing cliches to do so; of grinding out endlessly the same phrases
about beauty, ... phrases lacking not only creativity but often devoid of
literary decency®".

There are other such summations of modernist poetry. The most
recent history of Ukrainian literature, although not as critical as lefre-
mov, is also not too positive or specific:

"A given segment of Ukrainian poetry was overcome with a decadent
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worldview - moods of doom, decline, [and] death, [the latter] moreover
consists not only of an objective description of dying, but of an empha-
sis on death's aesthetic value, uniquely reveling in it... . A given segment
of the creative legacy of such poets as P. Karmansky, S. Tverdokhlib, M.
Filiansky, K. Hrynevycheva, F. Kokovsky, S. Charnetsky, M. Kichura are
characterized by moods of disillusion and loneliness, by mystical longing
for a 'higher truth' and an unearthly beauty, the cult of individualism. The
Iyrical heroes of such poets, as a rule, exist as captives of fluid moods,
murky memories, exalted cosmic associations’”.

All of us who have studied modernism have read such statements and
some of us have also made similar ones. Yet there is a certain vagueness
in all of the above descriptions. It seems that in the mind of every schol-
ar of Ukrainian literature there is a firm image of the type of poetry
which existed in the baroque, of the type which existed in early roman-
ticism before Shevchenko, of the type which existed during the positivist
period, and of modern poetry after Tychyna. The image is not as firm or
clear in relation to canonic modernist poetry. This will be an attempt to
pin down some definite unifying and identifying features in order to
have also a more specific image of Ukrainian modernist poetry.

To make this a more 'scientific' and manageable task, as in the case
of any study based on deductions from sampling, one had to limit the
possible sample. It would not do to examine the poetry of a single
author, for it would be impossible to separate his own peculiar features
from those pertaining to all. An anthology of poetry is a better sample.
An anthology provides a limited and random selection, albeit skewered
by the organizer's own preferences. In an anthology the poets are usu-
ally arranged chronologically and one should be able to discern if there
were indeed features which appeared in the works of the known mod-
ernist poets and also in the works of poets from a previous or a later
period who write during the time of canonical modernism. Such poems
would ,prove" that a literary period existed, that there was a specific
perception prevalent at the given time. There might be, however, dif-
ferences between poems which are motivated not by a different percep-
tion but by the very choice of subject. Orest Zilynsky's anthology of
Ukrainian lyric poetry provides the necessary correction. Zilynsky orga-
nized his anthology by grouping the poems not only chronologically but
also by the themes of love, fate, people, land, the past, the horizons, city,
moments, creativity, and struggle. Chronologically his selections range
from the earliest known literary works up to the 1920s. The theme of
love was chosen as the most appropriate. It was felt that by examining
the treatment of love by the poets in Zilynsky's anthology one should

219



be able to identify certain features which would be specifically mod-
ernist. In turn, at least theoretically, one could ,measure” if a poem is
modernist by gaging the presence or absence of these features.

Zilynsky's anthology was further narrowed for this analysis. It begins
with the 9th selection, from Kotliarevsky, and ends with poem 63, from
Oles. The sample chosen for this study thus contains 54 poems and 26
authors, spanning one hundred years and several literary periods.
Although the sample reflects Zilynsky's personal taste and bias, it is, as
shall be seen, nonetheless useful and revealing in establishing some def-
inite points about Ukrainian modernist poetry.

Discernible immediately is the fact that the approach to the theme of
love undergoes a definite development, a development which coincides
with the progression of literary periods. Up to and including
Shevchenko, love lyrics emphasized primarily the temporary absence of
and the longing for the beloved. The heritage of the Cossack days, the
frequent departure of the men to fight wars or, later, to earn some
money, make a fortune in a distant land, is reflected in these poems as
it is also in many Ukrainian folk songs. In the samples from
Kotliarevsky, Pysarevsky, Zabila, Shashkevych, and Ustiianovych the
similarities to Ukrainian folk songs are very evident and the theme very
similar from one poem to another:

Ae mu, murudi, woprnoGpusuii? Ae mu? — ososucs!
Ax 5, 6igna, mym ropioro, npuiigu NOGUBUCSL.

IMoaemira 6 s go mebe, ma KPUAAR He MO,
IIJo6 nobauus, ax Ges mebe 3 ropa BUCUXAIO®,

Ocs, 3a Hemans igew, MeHe noxugaew:
Yoro x mu, Miti muaull, cobi mam 6axacw?
Xi6a x mo6i xpawa wyxxa CMOPOHA,

Caoei Munitie pogunu BoHa?’

Conuge 3ilige — a Hygxycs,
I saxogums — naauy:
Kompy Al06A10 giBYUHOHAKY,
Tief ne 6auy.

Aosro it yymxu Bxe He M@0
Ilpo muay giBiuny;

Iiauil Bix cBili yce naauych
Ha auxy roguny'.

Kob6u meHi Kpuanysa Mamu,
CoxoroM 3remimu,

TsRKy myry i3 cepgeHbKa
Ipu muaiili po36umul
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Ax, a 6igruli, Hewacausuil,
Aa U xpuaeus He Maio,
Coxay, HaxHy B gaAe4uHi,
Beax gens ymupaio!"!

Hro mu myxso 3a Becroo,
IIJo max 60p3o0 nepeuysiara:
Kyga rasary mucaeRrnxowo —
Hema moro, ujo-m Ao6uaa'®.

Individual traits (mainly dialectal) aside, all of the quoted poems
treat the absence (the departure) of the loved one be it the male, as in
the first two, or female, as in the rest. In days of arranged marriages,
love and marriage did not necessarily go together. This gave rise to the
theme of unhappy love which appears in the following sample:

Hi, mamo, He MoXHa Heaio6a Ato6ums!
Heutachan goaa i3 HeAl060M Xumb.

Ox, msAXKO, OX, BAKKO 3 HUM piu poamopasunu!
Xaii Ayuue s 6ygy BBecs Bix gisopamu/"

Shevchenko caps this early period and presents not only the theme
of absence:

Bimpe Gyiinuii, Bimpe Gyiinuii!
Tu 3 Mopem rosopuul.

36ygu Uoro, 3arpali mu 3 RuM,
Cnumaili curne mope.

Bono 3Hae, ge milli Muaui,

bBo itioro rocuno,

BoHo cKkaxe, cuHe Mope,

Ae tioro nogiro™.

The unmistakable 8+6 syllable kolomyika rhythm, the elemental
force of nature (here the sea) and, as typical for Shevchenko, the lyrical
voice here is a female. Shevehenko is the first, however, to bring in the
aspect of missed chances, of opportunities wasted:

Ta wo 3 morof He no6Gpaaucs.
Positliulaucs, MOB He 3HAAUCS.
A mum wacom goporil

Aima mii moaogif

Mapne nponecaucs®.

Another poet picks up the theme of missed opportunity but the
emphasis is on the ill-fated:

Tu ne Mos, roaybxo cusal
IJacausBa goaeREKQ MBOA.
Mos Xe goas Hewjacausd,

Bo mu, gisuuxo, Re Mos!'®
The same motif of lost love continues with the late romantics, Fed-
kovych and Hlibov, although in Fedkovych's case the loss is definitely
due to death while for Hlibov the lover dies 'symbolically’ in the arms
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of another:

"Cecmpo x Mo, AeaieHKo GiAg,
Ynosix mu, ge mu ca nogira?”
B raio, 6pame, B raio, B raio,
ITig moruaoB npoGysaio,

Bce o mo6i poamosorsxy maio” 7,
Tuos xo3ax goporowo

He B Kpum, He no cias,
3ycmpirdca npurogoHsxa —

Bgosuna nocmias'®,

Mykhailo Starytsky the next author in the sample has two poems in
the anthology. This turns out to be a very important happenstance of the
Zilynsky selection. One poem is from 1870 and another from 1900.
Although both are by the same author the treatment of love is different
in both and as such the two poems seem to show two different literary
periods: populist-realist and modernist. Although the realist-populist
poets had little use for love poetry, Starytsky's 1870 poem does bring in
a new element to the love theme: love is, after all, the only thing left for
the poor and downtrodden:

Cnaams Boporu msoi, 3HygXeHI npayelo,
Hac ne cnoaoxa ix cmix...

Yu X HAM, OKDUBGIKEHUM GOAEI0 KAAMOIO,
H xBuAs xoxarna — 3a rpix®.

The next poem by Starytsky in the anthology, however, deserves spe-
cial attention for it is the first poem in this sampling that falls within the
modernist time period. It is even more noteworthy since Starytsky is not
known as a modernist poet. Yet this poem is quite different from poems
Starytsky wrote earlier. An examination of the differences points to fea-
tures which can be explained primarily by the changes in the author's
perception. Changes, one can argue, which are born from the aesthetic
perceptions of the day, that is, from modernism.

The poem is titled Monolohy pro kokhannia (Monologues on Love)
and the title in itself is revealing. Up to this time, as seen from the sam-
ple, there were no poems about love (kokhannia) as such, rather about
a lover (mylyi/myla) absent for one reason or another. Furthermore,
Starytsky's poem is full of vocabulary not encountered before. There is
a definite attempt to create an exotic atmosphere with such words as:
pyshnotu dolyn; sadiv-vertohradiv; pakhuche dykhannia; zbeshchenyi
Nil; rozpalenykh skel’, sribloshatyi Livan; zharkyi kolir; vust tvoiikh pal
zapashnishyi troiand Dagastanu; persa tvoii solodoshchiv i vtikhy
povnishi; mliie pal'ma; lotos poven taiin; Edem; bud’ moieiu ,khanym"...
and such lines as:

Yu mu 3xHaew moii xpaii, ge roaybumsnca 36eujenuti Hia
go posnareHux cxeas i wenoye npo AoGowji n'axe? [Koxauna]™
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And what is even more interesting is the appearance of a complete-
ly new treatment of the theme of love. For the first time in the sample,
there is an attempt to portray the object of the love, the beloved, to
describe in the most flattering terms:

Olf mam 3opi Achi i nuwa MIX AcKpaBux Gaiguil,
Axe oui msoi 3a mi 30pi ackpasi AcHiwi;
Y nycmeai naaxili mimams gywy gxepead Bogu,
Axe nepca msoi corogouyis i Bmixu nosriuti®',

Similarly in the following sample:
Bucoxa Ui roxa, MOB mONoAs;
I'nyuxa, X BoceHU mMaAadq,
Tu cepeg nuuwHOro po3gosrn

Ao mere pyxu npocmaraa®.
Further development of the ,love theme" in the sample is very rapid.
. In the very ie poem something new appears toward the end — a certain
abrupt disillusionment, all is not as beautiful as it seemed:
A nasuy, wo nosrull 6yB XxBimxamu,

Tenep naogus XyGad Iagiox,
I nag nompirumu Ayramu

3 cocHu gpanexHuil Xapxas KpIoK...

Coupled with this disillusionment is the feeling of being somehow
out of kilter in life, of being lost, not only in love relations (since most
often love is the cause of this orientation) but in general:

A BMOMUBCA, OXARB, Cepeg WAAXY Nnpucmas
I mpusoxao wyxao goporu®.

Love becomes a prime cause of suffering. Love for the one who loves
causes pain in the soul, in the heart. Such statements as Franko's vid
liutoho bolin, shcho sertse moie rozryvaie or se rozpuka moia, nev-

tushyma toska, are expanded in the following metaphor of pain:
T'ruGoxull nayr npoliwos noAsmu
Moei muxoi gyuii,

Cxaxu X Meri... Axe He mpeba:
Cama mu nAyr moil HaseAd... »°

or similarly:
Tu mMoraa MeHe 3HAMb NOHAG 3eMHI cBimMU
I pyunums camum iKapoM-60roM,
A menep s cainyem Boaouych 6e3 Memu,
A Miill AaH cnowusae oB6aorom™,

It was not long before the blame on the beloved who causes pain is
pushed one step farther and the beloved woman (usually it is the man
who is suffering) is seen as inconstant, a deceiver, and finally an object
to be 'purchased"”:
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IToxain BaM, o ropu, Graxumsi Bepuiunt:
Ae mucasmu caimumsb GescMepmua muuld
Kygu Re gocarie gywa nasymuHu,
Hewucma, mirecna, xinoua gywa!”

Y xymxax ycm msoix BumHeBUX
Taimnca cxpomio Bigminb 3106,
I e B mob6i wocs iz Magonnu

% > onepemxonct Hiokw...

O nanil Tym me6be y pami
Moxna max geweso Xynumu,

A s He 3HaB yinu { romos GyB

Kummsam 3a mebe sanaamumu...
and finally in derision:

Y Mene € 6aramuii cxap6 —

Aopoxuuii Big msoiioro paio, —

A saMicmb ycm rapaqux Maio

Baramo nepeausnux ¢ap6.

A Rumu max meGe 3MaAIOI0,

IIjo ne Bnisnaew i cama —

Taxoro gemona 3maiicmpyio,

Jxoro B cBimi BXe U HeMma.

A nomim cmany ma U norassy

Ha nepeausu memnux ¢ap6

I cam s guByBamucs cmany,

JAx posgusalocs Ha KOXHuUl Xapob,

Ax Mir xoxams maxy norarny? —

A ne xebpax uje! B mene cxap6!®

With love causing pain, with the love object not really as beautiful
as first envisaged there was only one solution - escape, find refuge in

dreams:
A sx xoAau y cni mebe no6avy,
To, 6avumscs, Bcio 3Aricms i ripkicms mpavy
I Buxugaio, MoB ragiox mux 3siii;
Bech geHb MOB WoCh CBame B gyuli AeAitO,
Xou ne 10608, He Bipy, He Hagiio,
A vyucmui, scuii o6pas mait™.

Pisn6ato caill con... Om Ri6u Buopa mMu
3ittwaucs, — i{ cmpiva ma xXusa.

Ha 3emMA10 MKAHKAMU NPO30pUMU
Asrau ocinni gepesa®'.

BgeHnr xoguB R no 3eMAli,

A X0gXy NO gHYy MODCBKOMY...
IIJo ye?! con? no gry mopcaxomy!
Bgenr xogus 2 no semai’’,
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O, nil

Apaniica, 3ipOHLKO, MeHI

Xou B cnil

B xummio MeRi Bech Bix myxumu —
He xumu. :

Tax rai me cepye, wjo 8 myp6omi,
Henaue nepaa y 6oaomi,

Mapsie, 8'sne, sacuxa, —

Xou B cri Ha Bug mBiil oxusac™,

The last quoted is unmistakably a Franko poem in its imagery
(nenache perla u boloti) and sound. The excerpt nonetheless still reveals
this modernist outlook on life as being an intolerable and painful expe-
rience (here due to love) and that it is preferable to escape into dreams
where life and love is as one would wish. Lesia Ukrainka, the poet of
forced vitality, proves the rule by being an exception. Lesia Ukrainka
could not, of course, espouse the notion that any type of an escape
could be preferable to the struggle of reality:

Ox, sX wacmo MeHe ONAHOBYIOMb CHU 3AOBOPOXi,
CHuUmbLCA BCe, WO A F'OAOBy pago HA cmpamy HeCy,

Aae mo MiALKU CHU, — A NOBUHHA COOAMb HA CMOPOXI,
bBo MeHi 3anoBigano B cnagox xaAro0y U Kpacy,

Biauti mapmyp, i naow, i xpusasi ocinxii poxi... **

The above excerpt shows well Lesia Ukrainka's position in the
Ukrainian modernist movement. Intellectually she was not a part of it.
The poem is much too much positive in conviction. It lacks the idea of
- an escape from suffering into dreams, it lacks the fascination with one's
suffering, the dwelling on the pain in the heart. Nonetheless, even Lesia
Ukrainka could not avoid the aesthetic sensibilities of the time and
images such as bilyi marmur, ipliushch, i kryvavi osinniii rozhi... cer-
tainly could not have appeared in any poems written before the time of
modernism. The contrast of color (marble white and blood red), the idea
of the creepy ivy on a tomb suggesting the slow decay of everything,
even marble, but at the same time evoking a strange beauty - that is all
a legacy of modernism.

Again, although Lesia Ukrainka intellectually fought against the
modernist mood, she provides in Zilynsky's sample the only poetic prose
- something which, again, did not occur before modernism. In trying to
capture the ephemeral moods of the soul, those ,fluid moods, murky
memories, exalted cosmic associations"* poets pushed the confines of
meter and rhyme, the use of which seemed much too strict and unwieldy
to render the undefinable feelings. The predilection for free verse or for
fragmented meters becomes the rule. The farthest outreach of this for-
mal expansion occured with poetic prose. A lovely example is present
within the anthology sample:
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... Tianxku 3 mo6oio A Re cama, MiALKU 3 mOBOI0 A HE HA LYAKUHI
Tianku mu BMiew pamysamu MeHe Big camoi ce6e. Bce, ujo
MeHe moMumb, Bce WO, MEHe Mylumb, A 3HAO, mu 3gilimacut
CBO€10 INOHXOI0 MPEMMAYOIO PYKOI0, — BOHA IMpeMMumb, AKX
CmpyHd, — BCe, WO MLMAPUMb MEHI gyuly, mu npoXxeHeul
npoMeReM mBoix GAUCKyHUX oyell, — OX, y MPUBKUX gO XUMmmMmA
Alogelf maxux oueil ne Gysae! Ce oui 3 iHwof Xpairu...
Kpise mempaBy y npocmip s npocmaraio pyku go meGe: Bi3hMmu,
BiskMu MeHe 3 co6oio, ce 6yge Mill pamyHok. O, pamyli MeHe,
Aro6uii!

I Rexail B'anyms Giai U poxesi, 4epBori i Gaaxumni mposugu™.

This poem offers not only a sample of the formal diversity of mod-
ernist poetry but also suggests an escape by the ultimate dream, by
death.

To summarize then, the study of the set sample from Zilynsky has
shown that, as has been noted above, all metric forms in myriad varia-
tions appear at this time, The formal diversity is, to a large extent, the
result of the poet's attempts to capture the mood of a spiritual malaise.
In vocabulary, there is a preference for the exotic, for images that pro-
vide a striking, somewhat strange aesthetic effect. There is a con-
cretization of the description of the beloved, words are found to describe
very graphically the beauty of the beloved. The poems reflect the poet's
dwelling on the longing caused by love and on the pain of the soul, on
the strange disequilibrium. The poet does not focus on the positive
aspect of being in love but dwells on the painful aspects and blames the
beloved for this pain. Escape is found in dreams of what was or could
be, or even in the final dream of death. Another escape is into a self-
protecting stance: the beloved (invariably a woman) is not really what
she seems, not only that, she is the cause of the pain, and a deceiver,
and, finally, something cheap and readily buyable, therefore an object
of mockery and scorn.

In more concrete terms the discernable features consist of 1) a loos-
ening of strict metric form, the appearance of vers libre and poetic
prose; 2) the use of language from registers considered exotic; 3) the
dwelling on the inner sufferings of the lyrical hero who finds himself in
pain, lost, disoriented, and sad; and 4} a preference for dream over real-
ity.

A Ukrainian modernist poem, therefore, is one which exhibits some
of the above features. To verify the validity of these features and to
counter the argument that the above features apply only to poems deal-
ing with love, one can examine other poems in Zilynsky's anthology
written during the period of 'canonical’' modernism but on a different
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theme. In the brief confines of this paper let it suffice to quote just a
few poems to show that indeed the features deduced from the above
sampling can be used to define a canonical Ukrainian modernist poem.
Samples have been chosen from the theme of ,fate":

B ocinniii, cipuii gens Rac cyMepx nopogus,

be3spisgrux Hovell cyM B KoAucyi HAC necmus,

B micnuii o6pyu cygs6u CXpanb BMOMAEHY KAdgeM —

Cymni igem... ¥

Hi, mo ne cnis, mo Hi6u ujoch XBuAUMAL

I cxuraums, 5K nigecmpeAeHa NMAUIUHA.

IJock xAunae i cmorne i xpuyums —

T'oaocums, MOB OXAAAQA JUMUKA...

Ta wio Bono? Cmpusaii... Lfums, cepye, yums!/

IJe x y mobi o3Baracs camomunda.

O3saBaraca Hyghra msos i XaAb

I gaBRrA, HepO3BAXERA nevaAs™,

ITig conyem pagicHum xumms:

Bsecs xap tioro y cebe snumu

I 3 nepwum Bimpom ogremimu

B xpainy memuy ReGymms’>’.

3MinauBi AlogceKi gymu ligyms,
Aywa gymxamu rpae —

I mpyms i {igyms, i ligyms { Mpyms,
I yiai B Hux nemael. ,

One can go on, but it is quite clear that even though the theme (is
no) longer love, metric diversity, the mood of pessimism, the dislocation
of the lyrical hero, and the desire to escape into the ultimate dream -
are all there. In other words, poetry written during 'canonical' mod-
ernism shows a loosening of form and often comes couched in a specif-
ic vocabulary revealing a certain self-indulgent perspective (often called
~Ppessimistic”) on the suffering of the lyrical hero, a perspective absent
during the previous periods of positivist-realism, romanticism, or ethno-
graphic classicism.

IMPUMITKU

' The method has been tested successfully in my course-survey of Ukrainian
poetry. The poetry is taught completely without authors. Students are given at
the weekly meeting up to ten poems to read, discuss and analyze. The poems
are randomly selected and from various literary periods. Parallel to this I lecture
on Ukrainian poetry, periods, characteristics of periods and of individual
authors. By mid term students are able to identify features in given poems which
place the poems into literary periods. By the end of the year poems by the more
significant authors can also be identified through the author's specific traits, i.e.
his literary 'signature. '
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* ,In the first session on Modernism at AAASS in 1990 the question of dat-
ing was discussed. Not to repeat the discussion here, I shall assume modernism
to start in the 1890s and to finish with the cataclysmic events which occurred in
Ukraine after 1917. The term ,canonical” is used to designate this period.

* Halyna Sydorenko, Virshuvannia v ukraiins'kii literaturi (Kiev: Rad. Pys',
1962), pp., 81 and 90.

* O. Ostap Lutsky, Svit, no. 2, (9 March 1906) p. 25.

* 1. Franko, ,Mykoli Voronomu (poslaniie)”, Z nad khmar i z dolyn, p. I
(Odessa, 1903).

¢ S. lefremov, Istoriia ukraiins'’koho pys'menstva (Kiev-Laipzig: Ukrainska
Nakladnia, 1919} vol 2, pp. 269-70.

” M. P. Bondar, ,Poeziia pochatku xx st.” in Istoria Ukraiins'koii literatury,
ed. by I. O. Dzeverin et al (Kiev: Naukova Durnka, 1987) vol I, pp. 562-3.
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