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THE READER’S PARTICIPATION IN THE POETIC ART OF VOLODYMYR SVIDZINSKY

In Antonina Tymchenko’s monograph on Ukrainian poet Volodymyr Svidzinsky, she uses the term distant cycle to denote instances of
related lyrics separated physically within a collection or across collections, or even separated by a great span of time. The author of this
article seeks to continue that work by attending to certain unusual features of three lyrics from the 1930s. The first two share a certain
metrical peculiarity that suggests that the two lyrics be read together, although their themes are superficially unrelated. These two lyrics
may be seen to constitute one of Tymchenko'’s distant cycles when read with a lyric from several years later. This later lyric shares nothing
superficially with the first two, even metrically, but like them it invites the reader into the creative process. The present study explores
the possibility that in Svidzinsky’s lyrics, the reader is included in the creative process not only in some abstract manner, but also in a
perfectly practical and observable way. While the study begins with observations apparently of a purely technical nature, it will be seen
that these technical matters are an important part of Svidzinsky’s creative process and of his relationship to the reader. In this way, the
study contributes to a broad understanding of Svidzinsky's work: his technical interests and abilities, his inclusion of same in his conscious
conception of his work (perhaps in the earliest stages), and his expectations of future readers.
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Paiim /[>1con,
Kanouoam inonoziunux nayx,
bapuapo-rxonedorc, Horo-Hopx, CLLA

YYACTh UATAYA B HOETUYHIW TBOPYOCTI BOJTOJJUMHUPA CBII3BIHCHKOI'O

VY monoepaghii Anumoninu Tumuenxo, npucesyenii 6usueHHIo meopuocmi ykpaincvkoeo noema Bonooumupa Ceiosincbkozo, suxopuc-
MAHO MEPMIH « OUCMAHMHUL YUKILY HA NO3HAYEHHs! CNOPIOHEHUX MeKCmis, QizuuHo po30iieHux y 30ipyi uu 36ipkax, abo Hasims HANUCAHUX
uepes GenuKULl NPOMIICOK uacy. Y nawii cmammi npoooeiicyeMo po32iiso Yyb020 NUMAHH, 36EPMAlOYU Y6a2y HA HEe38UHAUHI PUCU MPbOX
noesii B. Cgiozincorozo 1930-x pokis. Ilepwii 06a sipuii 06 ' €OHaHi MempuuHuUMU 0COONUBOCIAMU, WO OAE NIOCMABU NPOYUMYEamMuU 06UO8A
MeKcmu pasom, Xoua iXui memu, Ha neputull no2iso0, He nos ‘sa3ami. L]i noesii modcna esasxcamu 00OHUM i3 OUCMAHMHUX YUKTIE Mumys (3a A.
Tumuenko), sikwo ix pozeasioamu nopso i3 JPuUKoro, HANUCAHOK KLIbKOMA POKAMU Ni3HIwle. NIZHIWA TIPUKA 306HI He MAE HIY020 CNIIbHO2O
3 nepuiuMu 080MaA GIPUIAMU, HABIMb MEMPUUHO, aje, SK [ 6OHU, 3aNPOULYE Yumaia 0o meopuo2o npoyecy. Y nawit cmyoii 36epmaecmo
VBA2Y HA MOICTUBICIb BKIIOYEHHS Yumaya y meopuuil npoyec nocmanns aipuxu B. Cio3incoko2o — ne auuie abcmpakmuo, ane il y yiikom
npakmuynull i uoumMull cnocio. Xoua 0ocaioxHceHHs noYUHAEMbCS 31 CHOCMEPEHCeHb, 0Ye8UOHO, CYMO MEeXHIYH020 Xapakmepy, Odli 6u-
ABNACMO, WO Yi MEXHIYHI NUMAHHSL € 8AACTUBOIO YACMUNOIO MBopHoeo npoyecy B. Ceio3incbko2o ma tlo2o cmocyHkia i3 yumadem. Omoice,
Hawia cmyois CHPUAE WUPOKOMY PO3YMIHHIO TTMEPAmypHOi CRAOWUHU MUMYA. 11020 MEXHIYHUX NPUTIOMIG | MOMCIUBOCHEU MA OYIKY8AHHS
6i0 MAtlOYMHIX Yumauis.

Knrwouosi cnosa: B. Csiosincokuil, mempuxa, 6iozpagia, aucmu, nipuxa, ananis, npoyec, Yuxi.

Volodymyr Svidzinsky is one of the most remarkable poets of the 20th century. Many articles, several dissertations, and research
monographs have analyzed his place in the context of the time: among the authors are such scholars as Emanuil Rais, Habor Kerner,
Ivan Dzyuba, Vasyl Stus, Eleonora Solovei. Iryna Smetana writes that “...0UIbIIICTh YYCHHX BH3HAE, IO XYIOKHIH TBIp — IIe MHC-
TEIbKe SIBHIIE, Yy SKOMY Peayi30BaHO €CTETHYHI I[IHHOCTI Ta SIKMH CTBOPEHO 3 METOIO BILIMHYTH 3aC00aMM XYIO0XKHBOTO CIIOBA Ha
PO3yM, IOYYTTS YUTAUiB | BUKJIIMKATH B HUX II€BHI IepexxuBaHHs i po3aymn” (Smetana & Tymchenko, 2021, p. 11-12). We will
argue that certain features in three of Svidzinsky’s poems conjure the reader into the creative process itself, and that among the “ne-
pexuBanHs i po3xymu” called up in the reader are the author’s own experiences during the composition of these works. Thanks to
this similarity, the poems may be taken as a “mucranTaunii ki’ in the terminology of Antonina Tymchenko: “nucranTHi [1uKiH|
BKa3yIOTh Ha IHTEPTEKCTOBI €THOCTI TBOPIB, BiIAJICHUX OJMH BiJ] OJJHOTO YacTO i 32 4aCOM HaNMCaHH, i 32 MICIIEM PO3TalllyBaHHS
B XyJO)KHbOMY LToMy Tiel uu Tiei kaurn” (Smetana & Tymchenko, 2021, p. 337). Or, in different words, one might say that these
poems require the reader’s presence, not for interpretation or understanding, but merely so that their technical features come into full
existence. Strange as this claim may sound, we will try to justify it throughout this paper. The goal is, using only basic knowledge
of syllabotonic versification and the very texts in front of us, to demonstrate that the poet includes the reader’s consciousness in the
very conception of the work.

At the time of this writing, “Xonoxua tuma. Micsiro Hajramanuii” [“Cold silence. O fractured moon”] may be found easily
online, while “Orons” [“The Fire”] may be elusive to the casual reader who lacks access to the recent two-volume collection edited
by Eleonora Solovey'. The two poems, however, are found next to each other within the reconstruction of the collection Medobip
[The Medobir Forest] in that edition. Further, Solovey’s notes for the two poems show they they are found together in two of the
sources for this edition: on pages 111 and 112 of M-UMK (the notebook containing the handwritten manuscript of Meodo6ip), and as

! Solovey’s 2004 edition of Svidzinsky’s works, obviously a labor of many years, is astounding. All who can work with its texts and
editorial apparatus are quite lucky.
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items 81 and 82 in M-XJIM (the authorized typescript of Meoo6ip)?. Therefore, we may call them a small konmaxmuuii yuxn, again
using Tymchenko’s terminology (Smetana & Tymchenko, 2021, p. 328).

“Xonoxna tumma” appears first and should be taken as the reader’s foundation for understanding “Orons.” Therefore, we shall
approach it first.

Merely glancing at the number of syllables, and getting an idea of the arrangement of stresses, one might classify the line of “Xo-
noxHa Taia. Micsiro Hagmamanuii ” as blank verse, unrhymed iambic pentameter. Or one might guess that it is a kind of Ukrainian
senarius. Paying closer attention to the details of the versification will reveal, however, that despite the uniform appearance of the
printed lines, the meter of the poem is chimeric or metrically macaronic.

1. XomoaHa tria. Micsiio HaylaMaHui,

. 30 MHOIO OY/Ib 1 OCBSITH TI€YaIbh MOO.

. BoHa, six cHir Ha BiTax, ymupuiacs,

. BoHa, sk CHIr Ha BiTax, i OCUILIEThCSI.

. Tpu pamocti y MeHe HeoniiiMaHi:

. CaMoTHICTB, TPy, MOBYaHHS. Tyru 31100HO0T
. Hemae Gispine. Micsiio HaaIaMaHui,

. 51 BUHOTpa/ BiIHOBJICHHS Y HIY HECy.

9. Ha MepTBiM 1oJ1i CTaHy MOMOJIHUTHCS,

10. I 6ynyTh 30pi Oinst MeHe magatu (Svidzins'kyj & Solovei, 2004, 213).

Each line contains twelve syllables, and eight of the lines have dactylic clausulae. That is, the final two syllables of most lines
do not form sixth feet, and so these lines may be scanned as iambic pentameter (for these purposes, I count only primary stresses).
Lines 2 and 8, however, are exceptional: their final syllables do carry primary stresses. Therefore, these two lines do not have dactylic
clausulae and should be said to contain six feet, rather than the five that are usual in blank verse.

Both these feet consist of one full lexeme each, and both those lexemes belong to the first grammatical person: mor and necy.
Eight of the poem’s ten lines are iambic pentameter, so these “bonus” feet may be considered extrametrical. They have some other,
additional nature, unlike that of the other metrical feet in the poem. We might call these feet cmonu nepwoi ocobu, or first-person
feet. These two first-person feet may represent the first-person speaker’s own (anatomical) feet on which he will stand in the field.

Following this line of thought, we might note that the poem associates neuars with cuie, and both, less directly, with zopi.
Standing still while snow falls down from tree branches may cause one’s feet to be covered over by the snow. Snow is white, like the
standard, five-foot 6inuii éipus environment that surrounds and hides these “first-person” extrametrical feet. And so, the extrmetrical
feet are the poet’s own feet, but those feet are hidden by the “snow” all around them. We may fail to see his feet because they are
obscured by the snow, as the metrical feet may be hidden among the more numerous dactylic clausulae.

One might restate the steps of thought in this way:

1. Attend to the metrical qualities of the poem.

2. Note the difference between the eight lines with dactylic clausulae and the two lines that have extra primary stresses on the
final syllable, and so have not five feet, but six.

3. Make the connection between those two “extra” feet and the anatomical feet of the lyrical speaker on which he will stand in
the field.

4. See that the speaker’s feet might be covered and hidden by falling snow, just as the two “extrametrical” feet are obscured by
the dactylic clausulae around them.

5. If the dactylic clausulae are like snow in this way, they are also white, like snow, in that they are the clausulae of lines of
unrhymed iambic pentameter — 6inuii siput.

We see that the paraphrasable content and metrical form are one whole. Their unity can be fulfilled and perceived only within
the reader’s attention, and its central image is the speaker’s feet (perhaps covered with snow) as the speaker stands in prayer. Seeing
how the speaker’s feet are represented in the verse itself, the reader activates or realizes the speaker’s prayer, or perhaps even the
poet’s resurrection’.

Note that the future-tense verbs in the poem, ocuruietbesi, ctany, and Oynyts namatu are all part of this same scene or pair of
scenes: the snow that will fall (completely), the stars that will rain down. Relative to the speaker’s present, all this is in the future
when the reader sees the relationship between the dactylic clausulae and the two feet that they surround and obscure.

“Xononna tuma” supposes that outside the lyric persona there is another mind that perceives the verse as verse and sees the
relationship between its metrical qualities and the paraphrasable content. The reader is not addressed formally, but a mind viewing
the text from the outside is included in the conception and content of the poem. The content itself is not complete until the reader
enters into and finishes the creative act.

Now we may turn our attention to the second poem, “Orons,” with the experience of “Xomnonna tuma” still in memory.

1 IToxJaB Ha CTiHM KpHWJIa HALIOPOLIEH]

2 I, naue GabKa Ha JIMCTKY BOJOKpacy,

3 3aBmep. S B TuXiit camMoTi ULy, a BiH

4 HacraBuB BYIIKO 3pi3aHe Ta i CIyXae.

5 SIk npyr, sIK BIpHUH CHIBHUK, TPy Mill JTFOOUTH BiH.

6 30 MHOIO JHIIIE i 30 MHOIO TyMae

7 1, TUTbKU 3aXBUITIOIOCH 51, 3JPUTAETHCS.

8 JlaBHo MMHyna miBHIY. J[uKa TempsiBa

9 Ckpebe 0BIpOK 3a)KEPYIINM Ma3ypeM.

03NN AW

2 Both poems are found also in M-HBYB.
3 We hope that the suggestions made here about the relationship between the author and the reader will contribute somehow to readers’
understanding of Svidzinsky’s theme of camomuicme (see Smetana’s discussion, 34-42).
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10 41 3Hemarato, ajne Apyr He CTOMJICHUH.

11 5 mabmmxatocs. J1oOpuit i 10BipaUBHiA,

12 Bin cMmepTi He criofieThest. S nuxaro.

13 3emus crenynach. [liTbMa pantoM TpsiHyIa,

14 3Banuacs, sk Kam’siHa OOpyIINHA.

15 3aruHyB BiH 4 OUCTpI KpHJia BUBOJIK

16 3-mig TsaroTH — 1 yBayuBcest B 6e3Bicti? (Svidzins'kyj & Solovei, 2004, 214).

We find again the same chimeric meter: iambic pentameter with dactylic clausulae in all but two lines, 3 and 5. In those two lines,
we may read a final full speech stress on the pronoun 6ix and so may scan those lines as having six feet.

Of course, the metrical observations above are meaningless without at least the general context of the poem: sin is the fire, the
friend of the speaker. We understand that the fire here is a candle-flame. In the final two lines of the poem, the speaker asks whether
the fire has perished in being blown out or has only flown away, continuing to exist. In this context, then, we may say that the
question of the fire’s existence or nonexistence at the end of the poem was quietly proposed metrically (especially with “Xomnonna
tumia. Micsiiro Hagamanuii” in tbe background) in the first half of the poem: 6ix in line 3 probably bears a stress, while sin in line
5 does not.

We know that fire flickers and appears to dance about. Although a candle-flame is restricted to the end of the candle (absent
any mishaps that allow it to spread), its movements within that small area look lively and unpredictable. In a similar way, the fire’s
pronoun six in lines 3 and 5 has an uncertain status, a kind of in-between metrical existence: does it fall on an ictus or not?* Further,
the non-ictic in in line 12 has a similarly uncertain status, although this uncertainty does not affect our understanding of the clausula:
should we take it as an extrametrical stress or not? Finally, the last instance of i in line 15, on the ictus in the second foot, is the only
occurrence of this pronoun on a syllable that must be scanned as an ictus; regardless of performance choices and readers’ internal
ears, the instances of sin in lines 3 and 5 only may be taken as ictuses of sixth iambic feet, and the instance in line 12 is certainly
not on an ictus. Therefore, the final six, spoken after the speaker has blown out the candle, is the one with the most “ictic weight.”

The question of the flame’s “ictic existence” is answered, metrically at least, most positively only once the flame is no longer
visible on the end of the candle, and the speaker questions its continued existence. One might easily see a connection between the
flame and the product of creative activity: once the speaker puts an end to its local existence (completes the session of creative
activity / blows out the candle), he can no longer feel its presence. Yet he accepts the possibility that it continues to live somewhere
out there, unknown to him.

The metrical qualities of sin in this poem answer the speaker’s question definitively: yes, the flame is still alive, more alive
now that it is no longer subject to the senses locally. Similarly, the special state of creative activity, hard to pin down even as
it is experienced (like the 6in in lines 3 and 5), appears to be utterly gone once it ends, but the speaker allows that it may continue
elsewhere, unknown to the poet, when the reader reads the work and takes part in the creative activity, which must still have existence
if it is again experienced. Again, as in “Xonosana Tumia,” the poem predicts and requires the reader’s participation in the poetic act.
Only the physical composition of the text can be attributed to the historical author alone; the creative act requires the reader, too.

In “Xononna Tuma” we saw that the conception of the poem included another mind outside the lyric persona. In “Orous,”
we have the experience of “Xononna tuma” within us already. Seeing the same technique of meter and clausulae here, with the
outstanding lines pointing to the third person instead of the first, we experience the suggestion that the creative activity that originated
with the author and his “internal reader” moves on to an extrametrical “third person,” a third party entirely unknown to the author,
just as the flame (6in) vanishes to places unknown.

“Oronp” is a kind of reflection on the conception of “Xomnonna Tumra.” In “Xomnoana tuma,” the creative process requires the
reader’s participation and so is understood to be separate from the historical author, taking place in his presence and also in the future
when the reader perceives it. Time is folded upon itself so as to unite the historical author and the reader. But in “Oromns,” the creative
process becomes material, the candle-flame that is the friend of the speaker and his companion in creation, somewhat like the reader.
We may note that the physical writer is tired, but the flame is not (“SI 3Hemararo, ane apyr He cTomieHuii”): it is the inexhaustible
source of creative activity and has greater stamina than the speaker / author. The author blows out the flame so he can attend to the
necessity of sleep, but then wonders whether the flame has been extinguished or has escaped from the onrushing darkness to live
elsewhere. Although the text itself leaves the matter as a question (“3arunyB BiH 4 OUCTpi KpHiIa BUBOJIK / 3-ITi/1 TATOTH — i yBaJIMB-
cs1 B 6e3Bicti?”), we find that the metrical use of the pronoun BiH, here seen in an expansion of the clausula-technique from “Xononna
tuma,” suggests that the flame does live on, despite its apparent local death. The author’s part in the creative process is done, but he
may hope, and his work suggests, that the process continues, now localized not to him, but to the reader.

As 1. Smetana writes, «1ioCcTHIIF MUCHMEHHHIKA HA TJIi 3arajibHOHAIIOHATBHOI MOBH BifioOpaae foro iHauBiIyanbHe cBiToOA-
YEHHsI 1 CBITOCIIPUHHSATTS Yepe3 oKpeMi crienndiuyHi MOBHI 3aCO0H, OpUTiHAIBHE aBTOPChKE BUKOPUCTAHHSI JIEKCEM UM CHHTAKCHYHI
omunHMI» (Smetana & Tymchenko, 2021, p. 16).

It is plausible to consider Svidzinsky’s “Xonoana tuma” and “Oronp” (1932), discussed above, as sources for the topics and
techniques of “Kpyr meHe 3H0B naBHo 3a0yTHii cBiT” [“Again, the long-forgotten world is all around me”] (1936). This consideration
is in harmony with Tymchenko’s statements that “[yBecs] kopmyc TBopiB B. CBiI3iHCBKOTO YSBISIETHCS CITTIO, ABYTUHHSM i3 YHC-
JICHHOIO KIIbKICTIO BHYTPILIHIX 3B’sI3KiB Ta neperierens” and “[B]usiBiieHi 3B’ 13kn MK Bipiamu B. CBig3iHChKOTO 37aTHI CTATH Y
HPUTOAI IiJT Yac MoJaabLINX JOCITIPKEHb TBOPIB MOETa, OCKUIBKH AEMOHCTPYIOTh PO3MAITy BHYTPILIHIO IHTEPTEKCTyaIbHICTh HOrO
mipuku” (Smetana & Tymchenko, 2021, p.348, 350).

Kpyr MeHe 3HOB J1aBHO 3a0yTHI CBIT:

Kapromst, Oyp’siHu, cHilT4aHa cTpixa,

Mix mosem i TopoIoM JIETKHH ILTIT;

3a BITPSIKOM 3aXO/IMTh COHIIE CTHXA.

* In our usage here, an ictus is a position on a metrical beat, regardless of whether the syllable bears a speech stress: “cuibHa yacTka
(micrie) y cromi He3aIekHO Bij Toro, uu akieHToBana BoHa” (Kovaliv, 2007, p. 410).
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SIK MepTBUi JTUCT, HIMYE MEPEKUTE.
[Monymanoi micHi He 30epy.

Bcraro 10 cBita, yaouky o6epy,

Iny na Jlomr kxpacHOIpKY JIOBUTH.

I rryxo Tak MO MHUHAIOTb JTHI,
Henaue 51 5)xuBy Ha JHI MOPCHKOMY.
Ocb, 6aYUTHCsI, BUXO/ISIUH 13 IOMY,
MopchKkHii KOpOIIb 3araye MeHi:

«Twu 1o Tpyna npuByaii cebe noBoi,

I ocb TOO1 chOTO/IHI Miii Haka3:

3a BITPSIKOM XOJIOHE COHIIE B MOJTi —

BizbMmu iforo Ta it mpunecH 10 Hacy (Svidzins'kyj & Solovei, 2004, 277).

Obviously, this topic has a biographical basis: «Illomita y BiAmycTKy IpHi3auB 10 Hac 6aTbko. MU 3 HUM XOJIUIIH JaleKO Ha
HPOTYJISTHKY, 0aTbKO JysKe JT00uB JoBUTH prOy» (M. Svidzinska in Svidzins’kyj & Ryl’s’kyj, 2003).

I will begin with the notable ori-homographs on lines 9 and 10. These homographs may be called interlexical, as they are
separate lexemes: the first oui is the nominative plural of dens, while the second is the locative singular of 0rno®. Found in consecutive
lines, they catch the reader’s attention at a shift in the poem: they mark the distinction between the everyday world of familiar objects
and the other, dreamlike world in which the sea-king gives the speaker an unusual task®.

A first observation about the two oni might be that they symbolically and iconically embody these two worlds: although they
have the same appearance, they have different meanings. Note that the speaker does not formally enter a new world: nenaue and
bayumucs in lines 10 and 11 suggest that the final section is a kind of new interpretation of the daylight world, not a separate physical
place. The worlds ‘are’ the same...as long as their nature and meaning are disregarded. Any attention to the meaning of these worlds
shows that they are different. This is similar to the relationship between the oni homographs: regarding them without context would
not allow them to be distinguished, although a perceiving mind immediately sees the nature of both upon seeing them within the text.

Having understood that the oni homographs somehow represent the speaker’s two ways of seeing, or two modes of consciousness,
we will do well to broaden our understanding of their immediate context. We see a cycle implied in the relationship between the
consciousness-change that straddles the owi-pair, and the word 306 in the first line. Consider the cycle:

e speaker sees the daylight world [again] (Kpye mene 3106 dasro 3abymuii ceim)

e completion of creative activity is impossible (/7o0ymanoi nicni ne 36epy)

e speaker attends to everyday activities (l0y na Jlow kpacnonipky n06umu)

e days pass in a linear manner (/ 2nyxo mak moi munaiomo OHI)

e the ‘vision’ begins (nenaue 5 sicugy na OHi MOpCoKOMY, 6AUUMbCS)

o the sea-king gives the order to retrieve the sun (Bizbmu iioco ma i npunecu 0o Hac)

e the speaker ‘awakens’ and sees the daylight world [again] (Kpye mene 3106 dasno 3abymuii ceim), the cycle continues.

When the reader sees this implicit cycle, the poem changes in non-trivial ways. For example, the word nepearcume on a first,
linear reading may be taken to mean ‘what is past.” On a cyclical reading, it means ‘what has been experienced,” the underwater
dream-world found at the end of the poem before the return to the beginning. The interpretation of these two lines, then, likely
changes:

SIK MepTBUIi TUCT, HIMYE TTEPEKUTE.

[Moxymanoi micHi He 30epy.

Upon a linear reading, they may be understood as ‘The past is silent, like a dead leaf [in the fall]; [therefore,] we shall not be able
to complete the song that has been conceived.” Upon a cyclical reading, the lines may mean ‘What has been experienced [the other
world, the order to perform a task that is only mythically possible] is silent; therefore, we cannot complete the song, the creative
task.”’

We may note also that the two worlds contain two different tasks: fishing and sun-fetching.® The features of these tasks and how
they are embodied in the text are worth listing:

5 A deeper investigation of Svidzinsky’s use of these homographs would include readings of the poems “JleiBe no3nadeHi corms cign”
and “Kimrouamu kianayTs xkypasii,” both from March 1930.

¢ See the conclusion to Smetana and Tymchenko: “HaBiTh BracTuBe ISl MEKi CTONITH Ta Yacy KaTakJIi3MiB PO3KOJEHHS JIFOICHKOT
CBIJIOMOCTI, BIZOUTTS SIKOTO MOYKHA BOa4aTH B 300pa)KEHHI TOETOM JBOX KOHCTAHT — JIIFICHOCTI i Ka3K1, — HACIpaB/(i He IPUTaMaHHE JIiPHLI
B. Ciazincekoro sk nigicHomy siBuiiy” (Smetana & Tymchenko, 2021, p.367).

" Regarding the poet’s perception of time, see Smetana’s paraphrase of Lavrynovych: “CiTo6aueHHs MUTLS 3aBXKI1 [10B’s3aHe 3 HOro
YacOBIMUYTTSIM, 0O Yac € OHUM i3 KIIFOYOBUX aTpUOYTIB ICHYBaHHS JIFOMHU, HKEPEIOM ii T0CBiy, 00’ €KTOM CBiIOMOT0 4 1103aCBiJOMOTO
«repexuBanua»” (Smetana & Tymchenko, 2021, p.133). See also Smetana’s own statement: “Y noeruuniii moBi B. Csinzincekoro
PETpe3eHTOBaHO UKITIYHMI Yac — 000Buii 1 mip poky — Ta 6iorpadiunmii.” (Smetana & Tymchenko, 2021, p.134) Finally, in the same volu-
me, see the authors’ concluding remarks: “Yac cnpuiiMaeTbcst TO HUKJIIYHUM [...] TO CKIHUCHHUM; TaKUIH PO3MO/LT OB’ I3aHHUHN MTEPEBaYKHO
3 ICHYBaHHSM JIBOX OKpecieHux Buiie cBiTiB” (Smetana & Tymchenko, 2021, p.375).

§ Smetana’s discussion of the image of the sun across Svizdinsky’s work does not explicitly mention this poem, but it would be wor-
thwhile to try to integrate the present reading with her understanding. We note with interest that she states that “[3]ae0inbIoro #oro BKHTO
B KOHTEKCTaX, ITOB’3aHKX 3 YTUICHHSIM XYJO)KHBOT'O 4acy — YaCTHH 100U Ta 1mip poky.” (Smetana & Tymchenko, 2021, p. 126).
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fishing sun-fetching
object in water object on land
task initiated on land task initiated underwater
task directed by speaker task directed by other
task represented by 1st-person verb (I0y na Jlow kpacronipky task represented by 2nd-person imperatives (Bizbmu tioco ma i
JOGUMU) npunecu 00 Hac)
task is familiar, performable in the usual world task is unusual, possible only in a magical folktale or dream

The tasks of each world have obviously opposite features. Yet their worlds lead into each other without end. Like a Mobius strip
(ctpiuka Mebiyca) made of paper, the speaker’s experience appears to have two sides, but upon examination, we see that the sides are
continuous with each other. The separation between them is seen at a glance, but tracing a path along them shows that they are one.

Asnoted at the beginning of these remarks, however, this apparent separation is marked by the attention-grabbing oni homographs
which have the same appearance but different meaning. A similar situation, almost as obvious, arises from the similarity of lines 4
and 15:

...3a BITPSIKOM 3aXOJIHTh COHIIC CTHXA. ..

...3a BITPSIKOM XOJIOHE COHIIC B TOJI. ..

These homographs here look trivial: 3a ¢éimpsaxom / 3a eimpsixkom and conye / conye are simply the same words, repeated. Despite
their lexical identity, however, their meaning in context is different and shows the difference in the speaker’s consciousness in the
two worlds.

In 3a eimpaxom 3axooums conye cmuxa, we understand that the text refers to the everyday appearance of sunset, that appearance
seeming to be located beyond the mill. In the context of the everyday objects listed in the first stanza, we imagine that the sunset is
effectively understood as an appearance, like a rainbow, and not a location at which one can arrive.

In 3a simpsaxom xonone conye 6 noxni, we must understand that the sun has settled in the soil of the field and lies there, cooling.
The location of sunset is a place at which one can arrive, and the sun itself is an object that can be found and retrieved. There are
no phenomena that are “only” phenomena: each phenomenon can, in principle, be relied upon to “be” as it appears, and the objects
involved can be touched and manipulated, as in the world-view of a very young child or in the perceptual field of some dreams, fond
hopes, and ancient myths’.

The lines with 3a eimpsxom and conye show clearly the two kinds of consciousness that are represented in the poem. We may say
that the two 3a simpsikom stanzas, read in a cyclical manner (4, then 1) represent the sudden “switch” back to everyday consciousness
after immersion in the dream-world'. The oni lines represent the relatively slow sinking from everyday consciousness into that
dream-world: some appearances remain the same, but their interiority changes.

It is intriguing to note that there is an unusual kind of similarity between the two sets of homographs here examined (9#i, 3a 6i-
mpaxom / conye). With oui, the first instance is about days passing in a sequence (an understood series of sunsets). The second owi
then represents a ‘drop’ to the bottom of the sea, where sunsets are invisible and without meaning. With 3a eimpsxom, the first such
line describes a sunset, the usual end to each day in a sequence. The second 3a ¢impsaxom line has the sun resting in the field, having
come to the ‘bottom’ of its path. Both sets go from a notion of sunset / sequence to end of sunset / bottom"".

We may consider this conceit more easily by seeing the pairs of homographs in the order in which they occur in the text.

3a BITPSAKOM 3aXOANUTH COHIE CTHXA

I rimyxo Tak Moi MUHAIOTH JTHI

Henaue 51 >xuBy Ha JHi MOPCEKOMY

3a BITPSKOM XOJIOHE COHIIC B IIOJIi. ..

3a BiTpsikoM / conue (1) waking world sequence (understood)
ni (1) waking world sequence
nHi (2) dream bottom

3a BiTpsikoM / coHue (2) dream bottom (understood)

3a BiTpsikoM (1) is linked to mui (1) in that both are in the waking world of sequence. ani (1) is linked to ani (2) in that they are
homographs and mark the apparent transition from one world to the other. nni (2) is linked to 3a Birpsikom / conre (2) in that both
are in the dream world. 3a BiTpsikom / conne (2) is then linked to 3a BiTpsikom / conie (1) in that they are homographs and mark the
transition back to the waking world™.

? “Love is the manna youth’s fond heart esteems / The fairy music of life’s summer dreams.” This fragment-couplet by John Clare comes
to the mind of the author of this article in connection with this matter. Note that fairy must be read as trisyllabic with its stress on the first
syllable.

19 Considering the cyclicity of the poem with its fishing-attempt, we may recall the note by Olena Chilinharova, addressee of the letter
that contains the early draft: “Bonogumup FOxumosnu 3aneBHsB Hac, 110 HACTaHe JI€Hb, KOJIM 32 OJHY PbIOOJIOBIIIO y HBOTO Oyie cTO OMUKiB”
(Svidzins’kyj & Ryl’s’kyj, 2003, p. 306).

' See Tymchenko’s discussion of “YTomienuii, cxionnsmmcs Ha ropou” (Smetana and Tymchenko, 2021, p. 241-242).

12 The similarities and differences between these two pairs of homographs may become clearer if we turn to an unlikely source: film
editor Walter Murch’s book In the Blink of an Eye: a perspective on film editing. In the chapter “Why Do Cuts Work?”” Murch mentions in
a footnote that in US usage, film is said to be cut when edited together with another piece of film, “which puts the emphasis on separation,”
while in Australian and British usage, the term is joined, “with the emphasis on bringing together” (Murch, 2001, p. 5). The consecutive oui
lines may be called a join, while the non-consecutive 3a simpsxom lines may be called a cut. Following this thought, we might imagine that
the reader is in a role like that of a savvy film viewer, semi-consciously doing the opposite of what the author (film editor) has done: seeing
the original separation of worlds necessary for the join, while mentally healing the separation at the cut.

Much of Murch’s book may be of interest to students of poetic vision in general and of this poem in particular.
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The relationships between all the homographic lines support the notion, already implied in the paraphrasable content of the text,
that the poem may be understood as a cycle that repeats without end. The worlds are clearly split across the consecutive owi lines,
and are clearly linked by the 3a BiTpsikom stanzas which do not touch each other within the text. Where we see continuity in the text,
the sense suggests a break or change. Where we see a certain stopping point (the end of the poem), the sense and the sequence of
homographs suggest continuation from the beginning. And so the speaker’s experience is made up of two worlds, each of which
leads into the other.

Neither of the two opposite-seeming tasks, fishing and sun-fetching, is seen to be completed within the text of the poem. There
are no captured fish swimming in a bucket, and the sun is never delivered to the sea-king. But another task is mentioned: the
nodymana nicns that the speaker will not be able to assemble. Within the text, that nodymana nicus is a failed project mentioned only
in one line. Yet the very existence of the poem itself shows that a song (lyrical work) has been completed. Neither the everyday nor
purely mythical tasks are fully performed, but the task the speaker says he will not be able to complete has in fact been completed.
The union of the (apparently) separate worlds of waking and dreaming is the finished poetic work.

In the “Observations” section above, we resisted the temptation to identify the underwater experience with the source of poetry.
In our understanding, the union of two worlds (land / waking, underwater / dreaming), or the union of possible and impossible
tasks, is the poetic act itself.

We may note in connection with this interpretation that the speaker within the text cannot see the cycle or the “loop” back to the
beginning of the poem. Only the reader can see and complete the cycle by looking back to the beginning upon sensing the connection
between the two 3a BiTpsikom stanzas. It is the reader who truly completes the poetic act-and makes it unending'?.

In the interpretation offered above, the speaker does not really write the poem “Kpyr meHe 3H0B naBHo 3a0yTuii cBiT.” Rather, the
poem is made from the speaker’s cyclical travel between the world of waking consciousness and the dream-world, and the reader’s
participation is a necessary part of the ongoing creative process. Despite this remarkable conception and the entrancing effect of the
poem, we may wonder about the historical composition of the text.

We are fortunate to have, in Eleonora Solovey’s edition of Svidzinsky’s works, the poet’s letter to Olena Chilinharova, dated July
21, 1936. (Svidzins'kyj & Solovei, 2004, v. 2, 432-433) In this letter, he describes the circumstances under which the poem “came
to him,” and includes an early but complete version of the text.'* The letter is in general similar to the sense of the poem, and in the
account of the author’s own doings, the two parts of the poem are roughly represented in prose.

First, we read an extended description of the daily activities surrounding the author’s fishing trips. In the prose account of the
letter, we read “Llinuit nens mu 3 [laBmom mpoBoaumo Ha [lecHi, noBisuu pudy, abo Omkde, Koo cena, Ha o3epi Jlomr.” This
corresponds to the verse line “Iny na Jlom oBuTH KpacHomipky.” Then we see a fairly abrupt change of topic to the unusual activities
associated with the end of day and onset of sleep. In the letter, “Tinbku omHa Moe3ist sIKOCH cama cOOOK MPUHIILITA MEHI 10 TOJIOBH,
KOJTH 51 TPOOYBAB 3aCHYTH B Cajly Ha criayieHiii conrieM tpasi.” In the draft of the poem, the sea-king says “Xo4a T00i TaBHO CIOYHUTH
gac,” as if referring to the historical poet’s attempt to sleep at the time of mental composition.

In addition to this similarity of structure, there are fairly obvious lexical similarities between the prose account and the poem
(JTom / Jlom, soBistuun pudy / JTOBUTH KPacHOIIPKY, TIIyIIMHA / TIIyX0, Ha coHIi / conle). We may note also a hint in the prose that
suggests the repeated, cyclical quality of the poem: “kynarocs o Kinbka pa3iB Ha JeHb [...] X0Ky 0e3 KiHIs” .

At the very least, we can observe that the poem and the prose portion of the letter to Chilinharova are broadly similar. But there
is another minor detail in the letter that may inform our understanding of the origins of the poem, and so may further aid us in our
readerly task of merging with the poet. In the letter, Svidzinsky names the times of his rising and going to bed: “O necsTiii roauHi Be-
Yopa JIsIraro CIaTH, a o I’ sTiit panky Bxke Ha Horax.” The former Konotop Region, in the summer, is in the time zone now designated
as UTC+3. The village of Bondarivka is located at 51.425278°, 32.411667°. According to the table available at the Astronomical
Calculations Department of the United States Naval Observatory, at these coordinates on July 21, 1936, the sun rose at 04:58 and
set at 20:54, just before 5 o’clock in the morning and shortly before 9 o’clock in the evening. Judging by the times given in his own
account, Svidzinsky rose with the sun (or woke at sunrise and then was truly on his feet minutes later at 5 o’clock), but went to bed
a little over an hour after sunset.

This information is relevant to our understanding of the biographical basis of the poem, as well as its creative genesis. In the draft
of the poem included with the letter, the speaker rises early: “Beraro panenbko, Bymouky 6epy”. There is no explicit depiction of the
time of his going to sleep, but in the underwater dream-world, the sea-king says:

«He nymaii, 1o 1pimaenr Tu, He COH 11,

Xouya TOOI JABHO CIIOYMTH YacC.

3a BITPSIKOM XOJIOHE B MOJIi COHIIE,

Bi3bMu #1010 1 IpUHECH 10 HACY.

An hour is plenty of time to feel the temperature drop once the sun is below the horizon after it sets. This everyday reality,
experienced by the poet during his stay in Bondarivka, may be the biographical source for the poetic notion that the sun itself is
cooling (xosnone B moxi). And a 17-hour day of walking and fishing in intense heat (“a criexa manena,” as Svidzinsky writes in the
letter) is more than enough to justify the sea-king’s words “Xoua 1061 1aBHO criountH 4ac,” as if spoken during the time of fatigue
and lower ambient temperature between sunset and the writer’s bedtime.

That is, relying only on Svidzinsky’s own words and a table of sunrise / sunset times at his location, we can without difficulty
imagine that the author experienced sleepy fatigue after sundown. This fatigue is associated with the notion that it is past time to

13 There are, of course, other works that contain an implicit loop, a pointer from the end of the text back to its beginning: Joyce’s
Finnegans Wake comes to mind. But in this poem the final line looks conspicuously end-stopped (end-quote, period), despite its unforced
loop back to the beginning of the work. Read in a linear manner, the poem seems to begin and end in the middle of the action, implying
something before the first line and open-ended dream-action after the end. We can see with a fick of the eye, however, that the poem is its
own past and future: the end comes before the beginning and the beginning follows the end.

'* The homograph-material is substantially unchanged between the draft in the letter and the later redaction given in Solovey’s edition
and used above for analysis. We may understand that this material was part of the original conception. A fuller examination of the differences
between these two redactions is outside the scope of this paper.
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go to bed, and also with an awareness of decreased heat, attributed to the process of cooling that the sun, not only the atmosphere,
is mythically or dreamily understood to be undergoing at this time. The sea-king’s words in the draft are likely motivated by the
experience of a 50-year-old man who has been up since dawn, was physically active all day, and is still awake for a while after sunset.

As a final note in this section, we may note that the prose letter is similar to the poem also in that both affirm and deny poetic
creation. In the letter, we see the following negative remarks about writing:

o ] )kuBY SIK Iepie: HiYOroCciHbKO He poOIIIo, He MHUIITY, He MepeKIIaiato i HaBiTh Ha YHTalo. (negative)

e [lucaTu TYyT HEMOXKJIMBO: HE3BUYHA 0OCTAHOBKA, THCAYi HEBHUIOJI, CIIEKa, 3a1yXa. (negative)

Yet the letter itself contains a new poem, evidence of writing (we assume that “writing” here means poetry, not the letter itself).
On either side of the poem, we read these apologetic remarks that allow the author to present the poem while also denying that he
wrote it:

e TibKHU OTHA MOE3ist IKOCh cama o000 MPUIIIIIA MEHI JI0 TOJIOBH, KOJIH 51 POoOYBaB 3aCHYTH B Ca/ly Ha CIaJICHIl COHIIEM TpaBi
(TyT yce BUTOpisIO 1 3eMJIs )KOBTA, SIK OyBa€ TUIBKH B KiHI[i CEpITHS).

e Il He HamcaHo, a MOyMaHo.

He didn’t write the poem, but it came to him. It hasn’t been written, but only nodymano. And yet, here it is. The letter denies that
the poet has written anything (any new poetry), but contains evidence of just that.

In a similar way, the draft of “Kpyr mene 3u0B naBHo 3a0yTHii cBiT” denies the possibility of completing a creative work after
its conception, although it itself is such a work: “3agymanoi mpii He 30epy.” The changes in that line between the draft and the later
redaction are particularly noteworthy, as they allow us to propose a plausible set of steps in the creative process that led to the later
redaction:

1) 3agymanoi mpii He 30epy (original line composed);

2) first part of letter composed, in some ways borrowing the structure and topics of the poem (structure of poem enters letter);

3) poem copied into letter (structure of poem enters letter);

4) after step 3, Svidzinsky writes “lle He HarmcaHo, a mogymaHo” below the text of the poem;

5) when revising the poem, Svidzinsky alters that line, changing 3axymanoi mpii to moxymanoi micHi, borrowing the mo- prefix
from his own prose (lexical content of letter enters poem) and swapping in the word nicui to make more explicit the notion that
the thing to be completed is a lyric poem.

If one accepts the suggestions written above, then this is another instance of the “reader’s” participation in the completion of the
poem. Here, Svizdinsky himself functions as a reader and editor of his own draft, influenced by its theme and structure even in his
epistolary prose, and brings an element of that prose into a later redaction of the poem.

This letter to Olena Chilinharova (she is also a reader, of course) is valuable not only as a fine example of the author’s prose, but
also for the insight it offers into the biographical circumstances and experiences that served as sources for “Kpyr meHe 3HOB 1aBHO
3a0yTuii cBIT.”

We may conclude, on the basis of the analyses above, that “Xonoxna tuma,” “Orons,” and “Kpyr MeHe 3HOB JaBHO 3a0yTHii
cBit” have fairly obvious features that straddle the worlds internal to and external to the texts themselves. These features act as
“bridges” that allow the reader into the creative process itself, and key features of the poems cannot be seen on the page, but must
have their existence in the reader’s mind. The reader becomes joined to the author by entering and completing the unending creative
process, and the author functions as a reader during the creative act itself, viewing the work as a reader during the extended process
of composition (this is most clearly visible in “Kpyr mene 310B”).
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