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ABSTRACT: The article tries to analyze the linguistic space of the Ukrainian poetry of the end of the 20" and the
beginning of the 21% century. Its purpose is to trace tendencies in the language behavior of the Ukrainian poets of the period,
especially in the treatment of the language norm. The new cultural situation caused mixing in texts of linguistic features of
different social groups. Poetry, which used to be the sphere of refined language, now is filled with abnormal and deviant units.

Kitsch, chaos, and destruction, which guided the poets of this period, are manifested in the destruction of the norms
of literary language. Language deviation is the organic part of the poetic space of the period, one of the means of realizing its
multilevel nature. On the one hand, it serves to homogenize, reconcile, and address the mass reader in their language, while
on the other hand it is an instrument of irony and additional expression for the intellectual reader. The combination of high
and mass cultures leads to the penetration of vernacular, surzhyk, obscene, and slang vocabulary in poetry, to the deconstruction
of basic linguistic units.

The research proves: the destruction of the generally accepted literary standard, the diffusion of language codes, the
collage of stylistically heterogeneous language signs, the deconstruction of words have become part of the language game, an
an organic component of the poets’ language behaviour, in which deviation becomes the new norm.

KEYWORDS: language norm, postmodernism, deconstruction, poetry, Ukrainian poetry of the late 20
and early 21% century, Ukrainian language, kitsch in language.

Introduction

The spiritual and cultural reorientation of the Ukrainian society in the last decades of the 20"
century, which took place against the background of “perestroika” and the achieving of independence
of Ukraine, determined the transformation of the formal and semantic characteristics of Ukrainian
poetry. The revolt against the Soviet system and ideology, which turned man into the cog of the
totalitarian state machine, resulted in the denial of common values and rules, the desire to assert the still
discredited ideals of individuality, dissimilarity, and satisfaction. The ideological bias, pathetic
seriousness and stamp of authoritarian literature were contrasted with outrage, the variegation of kitsch,
and the poetics of “euphoria”. Some writers of the time ironized the emptiness of the socialist-realist
method, which sought to turn poetry into a mouthpiece for the masses and to invent the mongrel of
“totalitarian poetry” written in the regime’s language (“novomova”), the vocabulary of which, scribbled
and devoid of any figurative meanings, “did not expand, but curtailed the scope of thought™!
(C'yrmoposa, 2008, p. 217). They also opposed themselves to high culture, which still was a refuge of
the intellectual elite and imposed on the artist the duty of serving to the national culture. However, the
new writer sought freedom and almost for the first time in the history of Ukrainian literature tried to
throw off extra-aesthetic duties (ITamwmit, 2010). The socialist-realist, traditionalist worldview underwent
a large-scale metamorphosis, which changed the situation in Ukrainian literature and determined the
new language behaviour of a large group of its subjects. The eclecticism of the egalitarian and the elitist
eventually led to the creation of a unique language code. The purpose of the article is to analyze some
tendencies in the language behaviour of the Ukrainian poets of the late 20™ — early 21% century,
especially in the treatment of the language norm, formed as a result of the desacralization of the
language code, which became one of the essential features of the linguistic dimension of poetic
discourse. To avoid random selection, the research material is collected from anthologies of Ukrainian
poetry: Anthology of Ukrainian Poetry of the 20th Century: From Tychyna to Zhadan (compiled by
Ivan Malkovych, who noted during the presentation that in the selection of modern Ukrainian poetry
for the volume he worked closely with the Ukrainian poets in order to include some of their most
representative works) and editions of the Ukrainian Poetic Anthology series. The material of the study
includes the poetic texts of authors whose work coincided with the period from the beginning of the
“perestroika” (the late 1980s and early 1990s) up to this day, namely: Yurii Andrukhovych, Yur lzdryk,

! Here and further in the text quotes have been translated in English by the author of the article.
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Viktor Neborak, Serhii Zhadan, Ivan Malkovych, Yurko Pozaiak, Oleksandr Irvanets, and Kost
Moskalets,? etc. The performed linguistic analysis of poetic texts is based on the linguistic-stylistic
elaboration of language units of different levels to identify their motivation and aesthetic observation
of fragments of poetic texts that violate the established ideas about the word or language norm. Since
the authors’ speech behaviour cannot be considered outside the socio-cultural background, the elements
of discourse analysis are also used, which allows us to better understand the causes of the changes in
the perception of language norms.

Theory, results, and discussion

It is difficult to define unambiguously the situation in the Ukrainian literature of the last decades
of the 20™ ant the first decades of the 21 century, correlating it with a certain literary direction. Most
domestic literary critics claim that with the “perestroika” in Ukrainian literature postmodernism begins
(Kharchuk, Hundorova, Zabuzhko) and associate it with the names of Yurii Andrukhovych, Yur lzdryk,
Oles Ulianenko, Stepan Protsiuk, Oksana Zabuzhko, etc. However, this statement remains debatable
not only regarding writers but also the “fullness” of the Ukrainian version of postmodernism and even
its existence in Ukrainian literature in general. Oksana Pakhlovska calls Ukrainian postmodernism a
cult of epigonism (ITaxsieoBchka, 2001) and Mykola Ozhevan — a primitive manipulation of culture and
a threat to cultures for the national self (Osxesan, 2010). Yurii Andrukhovych believes that
postmodernism as such has not existed in Ukrainian literature, but the fashion for it encourages the
reference to all modern processes in Ukrainian art (in the 1990s and 2010s) as postmodernism
(Aampyxosuu, 2003). Vadym Miroshnychenko’s position is also categorical: “What is considered to be
Ukrainian literary postmodernism by default is rather its phantasm, we do not have a corpus of relevant
texts, but there has formed a discourse about what they are. The illusion has been constructed...”
(Mipomraivenko, 2016). He affirms: “Not postmodernism, but the belief in its presence and the spread
of this belief, the messianic mission of distributors, and the corresponding function of literature, which
in no way relates to the phenomenon itself” (Mipommiuenxo, 2016). Like Andrukhovych, he considers
postmodernism a brand the writers identify themselves with in order to be “fashionable”. Instead, he
argues that “the literature of the 1990s and 2010s is more meaningful than non-normative writing, or
what Susan Sontag called the camp” (Mipommnigenko, 2016). Despite the uncertainty of the literary
model, there are undeniable radical changes in the language behaviour of writers, including poets.
“Inadequacy of the still existing language [language of totalitarianism] for the expression of individual
meanings and feelings” (I'yamoposa, 2005, p. 72) gave birth to language games as a power to clear
language to its “pre-Adamic state”: “It does not matter if it happened as a result of ideological treatment
in the crucible of totalitarian statehood, or under the pressure of another, in its own way, no less
powerful dictatorship — global advertising and TV lobotomy caused by soap operas, but the words of
our language are no longer innocent and harmless, and we will not succeed in distinguishing lies from
the truth ‘by eye’” (3abyxxo, 2006, p. 46). So, the poets grabbed the “life jackets” of deconstruction,
subjecting it to universal norms of culture (3abyxko, 2006, p. 45), which eventually led to the
desacralization of language as a cultural and spiritual phenomenon. Violations of language norms and
language deviations took a prominent place among poetic language games. In the language space of
poems, the basic tenets of linguistics are brought into question, the very nature of the word as a
significant and formally integral linguistic sign: the splitting of its sound shell became a new norm,
semantics depreciated, the verbal play gained importance and became a goal and means of meaning-
making at the same time.

2 It should be clarified that the dimensions of the language game defined in the article are not typical of
all poets of this period, because, for example, artists whose formation had taken place in previous periods and
who had a different worldview continue to work in the traditional manner. Thus, the language of the 1960s
generation remains refined, it is not characterized by kitsch or the desire to shock. We also do not claim that all
the following features of language behavior are inherent in the works of each poet, whose works are analyzed,
equally. Individual style is based on choice, so poets choose the means that help them to reveal their own artistic
intention, so in the poetic work of individual authors only a few of these features may appear. It is also not
necessary to look for these language phenomena in each poem of the mentioned poets, because we are talking
about tendencies in language behavior, and not about rules. The article tends to be generalizing in nature. A
detailed consideration of each isolated phenomenon in the poetic work of each individual poet requires a separate
investigation.
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The new language reality of the Ukrainian literature of the last decades of the 20" and first
decade of the 21 century, naturally attracted the attention of researchers (according to Fokkema (1986),
Hutcheon (1988), and Graham, Doherty and Malek (1992) similar transformations are noted in the
language behaviour of postmodernists in foreign literature)?®, but it was mentioned mostly in literary
studies on postmodernism. Tamara Hundorova, in context of “captive kitsch” and “total banter” in the
modern Ukrainian cultural space, speaks of “cultural and linguistic insanity brought to the grotesque”,
in which postmodern parody sometimes shows itself (I'yamzoposa, 2008, p. 13). Oksana Zabuzhko,
writing about the spiritual crisis of today (“the great fall of world literature of the 20" century”
(3abyxko, 2006, p. 55)) and the post-tragic nature of post-colonial culture, mentions some attempts to
return to words, transformed by totalitarianism into one-dimensional stamps, their semantic and
aesthetic ability. More attention is paid to the language aesthetics of the Ukrainian literature of the
analyzed period by Olena Malenko, who interprets it as one of the stages of poetic language creativity
in the Ukrainian literary process, focusing on the desacralization of language and verbalization in
modern poetry of the spiritual crisis of humanity (Manenxo, 2010, pp. 388 — 458). The language in the
perception of Ukrainian poets, who are called “postmodernists”, as well as those who began their work
in a ‘postmodern state’ but do not fit into the model of postmodernism, is one of the tools of the psyche
formation, an instrument of power. They seek freedom, especially from language oppression and the
current language standard. The very concept of a universal norm in modern society is in a state of crisis:
the affirmation of the value of plurality has made the norm weak, and monitoring its implementation is
increasingly difficult (JIuorap, 1998). In literature, the weakening of norms and rules is manifested
particularly significantly. Poetry is a voiced emotion. So, it is most likely to reflect changes in the values
of society at the level of motives and forms. Freedom of self-expression, which was replaced by
totalitarian restrictions, meant liberation from the dictatorship of language norms. We read in the works
of Serhii Zhadan:

...HAOMO CUNbHA 3ATIeAHCHICMb 810 CIIOBHUKIS,

810 leKceM i yCix yux ougpmoneie

(“CroBuuku Ha cimyx0i 1iepkBi”, Auronoris, 2018, p. 1863).

Tloesis — ye Icyc,

K020 PO3NUHAIOMb HA Xpecmi opgozpaghii

(“JIro6wm, mrobu cBoe pemecio”, XKaman, 2017, p. 28).

There is a reproach for excessive standardization and assertion of the right to verbal expression
and variability. However, it does not mean denying the norm. The modern Ukrainian poet has an
excellent command of the literary language, but refuses to be a model, relieves himself of the obligation
to serve the Ukrainian people by cultivating the language, as was the case in the Ukrainian literature of
previous epochs. Freedom, a life without ornaments, with the naturalistic language code in which it
exists, are landmarks of Ukrainian post-totalitarian poetry. The poet seeks to stop looking back not only
at ideological censorship but also at dictionaries and stereotypes about the permissible and the
inadmissible. Finally: ““...The brutal openness of ‘Ham’s nudity’ shocks the reader with its verbal
textual representation, in which the phenomena of a very real, moreover, recognizable life are adequate,
unveiled nominated... Neglect of traditions, rules of language etiquette, destruction of the hierarchy of
any values is a phenomenon fully justified and motivated by postmodern consciousness...” (Majenko
2010, p. 429).

1. Surzhyk and colloquialisms

Since the times of the “perestroika”, the Ukrainian poet has not so much defended certain ideals
as sought compromise, ways of unification, including mass and elite literature. And “kitsch is perceived
as an opportunity for non-confrontational erasure of national and cultural differences, and then it
performs the functions of social and cultural therapy, facilitating the entry of strangers into another
environment, adapting otherness and translating it in a form that is generally understandable and

%In the study of the language of postmodernism and postmodernism in language in western European
studios, the work “On Grammar” by Jacques Derrida played an important role, and it rethought the very nature
and role of language: it is no longer an objective data, its ability to provide a universal understanding of the world
is called into question because words can have an infinite number of meanings and interpretations (Jeppuna,
2000).
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acceptable to all” (T'yngopoga, 2008, p. 251). Obscene vocabulary in a poetic text becomes one of the
means of averaging tastes, values, and, above all, cultures. As a means of homogenizing the language
space, surzhyk also penetrates poetry. This language hybrid, which emerged as a mixture of Ukrainian
and Russian linguistic codes (surzhyk), found its way into the literary text in previous periods (since
Ivan Kotliarevskyi) as a means of characterization, the contrasting of the educated with the uneducated,
and the patriotic with the marginal. However, hitherto surzhyk speech by default meant a negative
assessment of the speaker because Ukrainian writers took on the role of planners of the Ukrainian
language. During the “perestroika” and in the post-totalitarian period, the situation changed. The poets
did not consider themselves obliged to adhere to the “correct” style and write in refined language, did
not recognize the voluntarily assumed responsibility to carry the national idea strictly under the banner
of the literary word. The post-totalitarian consciousness of the Ukrainian poets is determined by
something else: introspection, mystical truths, the cultural suggestion of myths, and the liberation from
outdated taboos. They do not cease to be a patriot, on the contrary, they are deeply aware of being
Ukrainians, but for them the right to speak as they feel it right is more important than the national issue.
They realize that surzhyk is not only means of irony, but also the sublanguage of the readership, the
language game, and also the linguistic reality of today. This language hybrid is becoming one of the
signs of non-conflict, a means of erasing the division into Ukrainian-speaking and Russian-speaking,
those who speak using surzhyk and those who speak a literary language. Together with surzhyk,
dialecticisms, colloquialisms, and parasitic words also poured into the poetic lines — all the elements of
everyday communication that were still “not worthy” of either a dictionary or even of poetry:

20pobyi Hecymsb axiHEIO

i3 ycix c60ix 2on0cig

HY TaM NpoMeHi I CmpyMOUKU

HY mam 0amMoyKU YOK-YOK-YOK

Hy 0owi ma iHwi TIPAMOYKH. ..

(Taras Fediuk, “ock BecHa. mo pobutu 3 Hero?..”, Anrtosnoris, 2018, p. 1312).

PO3MO8U Hawli hie nepexadiceut

a manyi Hawi npocmo TIOPHYIITHI

HA WO He 2/IAReW — yce SIK Ka3yc

KOMY He cKadceul — yCi CMIIombes

HY 00 KOXAHHA MaKe KOMIuHe

5K KI0YHAOA K TIAPK HA TPOTI

XOY wian 10bo8si — croxcenm 008IuHULL

Oe PYISTD C8imoM nompebu niomi

nompebu niomi — cym’amms 0yxy

COPMOHU cpaiontb — npum0MHiCl1’lb cdcHe

i 3 adexkeamuicmio 306Cim TIAYXO

(Yur lzdryk, “Jarsagumba”, Isgpuxk, 2018, p. 130).

2. Slang and jargon

Slang and jargon are elements of the poetic language code because the new worldview lifted
the ban on topics that were previously considered obscene. It is not just about youth or subcultural
sociolects. This is often a mixture of declassed and anti-social elements, the prevalence of which in
language practice today is a legacy of the first decades after the “perestroika”, when banditry became
an everyday reality, and racketeering and criminals became the “heroes of modern times”:

Xmo 6yoe cynposodacysamu 11020

6 MmeMHUx nedyepax qucmuﬂuu;a?

Tronku, — 2060psims yci, — ThOJKH,

tlomy nompioHi 6y0yms THOIIKH...

(Serhii Zhadan, “Jlykoiin”, XKaman, 2017, p. 142).

Bin 6ys nucmonowero 8 Amcmepoami,
cayxas aboy, cudig Ha Tpami,

OUBUBCSL NOPHO Y GUXIOHI.

Hpys3i tioeo, nusaxu-paduxanu,
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2060pUNIU. ‘Mu sce MMPOBTUKAJIH,

MU, MOJCHA CKA3AMU, HO 8YXA 6 IAUHI.

B kpaini cmaenayis i MynanTso,

qibepanizm i npooadicHe aisaymeo...’

(Serhii Zhadan, “Bin 6ye nucmonoweio ¢ Amcmepoami”, Kanan, 2017, p. 96).

In the musical projects of Serhii Zhadan (who is the frontman and songwriter of The Zhadan
and Dogs and The Mannerheim Line alternative rock music bands), the gangster motif occupies a
prominent place, which determines the linguistic features of his lyrics.

3. Borrowed words

Contemporary Ukrainian poetic discourse is pluralistic and fragmentary. National cultural
universals have given way to a multicultural mosaic, which at the linguistic level is manifested in the
active introduction of precedent signals of other cultures and the use of not only internationalism and
exoticism but also barbarism:

SIK Jice 80UKY-CAH HOOIOHA 3eMiisl 00 NASYKA

O cKinbKu CEHCEH-KpYmopocull Ha NsiyKy mim nAymaHuHu

1o cetl 6ix Kypunu punu no moi 6ix anscKa JiacKa

A nopyu i3 xeunw i ninu 30iUMarOMbCsi XBATITIHA

A mapro mym 3a caxaiiHOM (XOY Hawjo 6in 63a2ai HAM)

Ta smawyio eazeninom mooi YUpsKa 3a KOJIHOM

Tymetiwi abopucenuii max OusHo 308ymvcs — ‘rein”’

(Oleksandr Irvanets, “Uymak Xokaiino”, Anrtonoris, 2018, p. 1573).

The use of foreign language vocabulary is inherent in modernism, but now its meaning is
different. With the spread of the ideas of cosmopolitanism, the dominance of foreign language
vocabulary is mostly associated with the ideology of world citizenship. However, this approach is
simplified. For the poet, the alienation of the language code is part of the linguistic game, a
manifestation of the chaos and particularism inherent in the era, and not a systematic implementation
of ideological guidelines. The poets introduced surzhyk (Ukrainian-Russian linguistic hybrid, a legacy
of the colonial past) into the poetic text. But they also create new mixed language (Ukrainian and
English, German, French, etc.):

MuaHait. Juw oaiioysrcuii MyH

3amox, A, camommui Kpoxu.

JIynko 6’e x0100mHi KIIOKA

Cmaposunnuil TICHIYIYM.

Cmo cmonimb i cipuil CTOYH...

Xmo mam?! Hesnatiomuii rect?!

Hoy6ogmi... Tucne gecr,

Komnn sixie npoxooums 6 60yH...

(Yurko Pozaiak, “Anrmiiiceka 6amama”, Auronoris, 2018, p. 1428).

The differences in the alphabets are often levelled and the words are assimilated graphically,
resembling surzhyk. Often there is a switching of not only language but also of graphic codes, which
increases the fragmentation of the text:

...om posmaHe Cc8Im M08 0OMaH

om yce po3nemumbspCsl 6ULeHM

“Run, — cxaxcy mooi, — Forrest! Run!”

“Rennt, — ckaoxcy mooi, — Lola, rennt!”

(Yur Izdryk, “Tpancrpecis”, I3apuk, 2018, p. 42).

5 He 8ipio noemam cencesm ginocogpam
NnOIbOBUM KOMAHOUPAM

PO3KpYYeHUM OpeHdam

8 peyenmypi y HUX — KOKaiH I KOKocu

6 KOCMO2OHIT — kapma en-wyil i big bang
(Yur Izdryk, “Credo”, I3npuk, 2018, p. 169).
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A lot of poems by Yur lzdryk, written in Ukrainian, have English names: “Wait-wait-wait”,
“Zoom”, “Be like bee”, “Dog styleworld music”, “Manual”, “Simple pleasure”, “All in all”, “Bitter-
sweet”, “Seasong”, “Adult youth”, “Winnershow about ‘no’”, “Sleep time”, “Amnesty”, “Last trip”,
“Windmind”, “Change”, “Steelstyle”, “Doyouremember”, etc.

4. Tautology

Tautology becomes an integral feature of ironic language behaviour. We are talking about the
repetition of the root in monosyllabic words, and about similar phonetic fragments:

006epmo

omeip

omeopu

NPOHUKTIUBO

NPOHUKHY

HUKHY

Hy

(Nazar Honchar, “3arpaBka”, AunTosnoris, 2018, p. 1726).

The nature of repetition is twofold: it can be thought of both as a stylistic figure and as a
manifestation of the insufficient language culture. The peculiarity of tautology in the language of the
poets of the studied period is that it becomes an imitation of stylistic incompetence, a parody of the
tautology of Soviet ideological propaganda, which exploited mottos like “Peace to the World” (“Mupy
— mup”):

3 T1000B’10 I HAIBITIFOOOB 10 aste Oinbuue 3 HEMOOO0B 10

8¢5 3 MOJIOKA 1edaymea i 0opas

8¢5 Cymb Memenux 6adxa i ocxka

cymb 00diCiIKa

(Volodymyr Tsybulko, “Hopua kopoBa”, AuTosnoris, 2018, p. 1732).

Jlidgicko moe —

MOA noemuyHa Maﬁcmepnﬂ

Jlidgicko moe —

Mill Hauwupiwull opye

Jligicko uueco —

do you sleep English?

Jligicko uueco —

schlafen Sie Deutsch?

Jlisicko moe —

JUMHCKO MOE YKpaincvke

Jlisicko moe —

mo Mill 8centooCcbKuil bope

(Nazar Honchar, “Opa mo miskka a6o Konuckosa mst cebe”, Anrosoris, 2018, p. 1718).

5. Obscene vocabulary

Literary critics sometimes call Ukrainian literature of the second half of the 1980s and the early
21% century “paraliterature” (Haenxo, 2011, p. 92) and its language code — paralanguage. The poets
of this period moved from a totalitarian radical ideology to an ideology of compromise and mixing. It
is also applied to language. It, first of all, attracts attention with its outrageous dominance of abusive,
obscene, “pornographic” (Haenko, 2011, p. 96) vocabulary, which has always remained outside the
Ukrainian fiction and, what is more, it was inconceivable for poetic discourse. For example, Yurko
Pozaiak, the beginning of whose work dates back to the mid 1980s, often resorted to it:

11io epywero yiero

Mene pobus miii bamvko

Tenep mym necuk cyumuo

(“Xoxky”, Aurororis, 2018, p. 1438).

A 6y6 6 Jleninepadi,
A nue mam euno —
Buro 6 Jleninepaoi
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1]e cnpasoicne TiBHO!

(“s1 oyB B Jleninrpani”, Auromnoris, 2018, p. 1443).

According to Olena Malenko, the introduction to the poetic text of such language material is
conditioned by “the desire to get out of the aestheticized linguistic and artistic experience with its
guidelines for the ‘beautiful’ word, the attempt to look at language as at a flexible philological material,
and is not a manifestation of other value dominants in the linguistic and communicative sphere”
(Manenxko, 2010, p. 428). The researcher believes that this is a desire to portray the brutal reality with
its inherent brutal language code. Despite the insistent statements of linguists about the uncharacteristic
Ukrainian language of obscene vocabulary, which is called “mat” (created based on grassroot names of
genitals and physiological processes; the word “mat” itself is often considered indecent), in Ukrainian
poetry, it becomes an element even of meditative and romantic love texts. This detailing is due to
communicative realities: the poetic text has an emotional basis, and the reality of daily communication
of marginalized groups has become typical verbalization of emotion through profane language, it is
unaesthetic and obscene, and therefore in research the fact of communicative behaviour is often omitted.
But the post-totalitarian poets, who seek freedom and honesty in the motives and means of creativity,
do not reject such vocabulary, for them it is an organic component of reality, which entered poetry with
previously unacceptable motifs: banditry, drug addiction, alcoholism, prostitution, etc. (we see this in
works by Pozaiak, Zhadan, lzdryk, Irvanets, etc.). And even if obscene language shocks the
conservative bearer of old values and ideas, it only makes it more attractive to the writer. Showing real
life in real language, poets practice different ways of introducing obscene language into the text. For
some, its direct use is not a problem:

...8CIM 00800UNOCH Uymu meepoe Oummst cepoeyb,

KONU 8OHU CTNOSAMb 0I5 00OMOBUHU

i sumuparoms cKyni civo3u i conui 0b ceoe

oobye U 2abana,

I Xyssuamo 2eHHecl

3 00HOPA308020

nocyoy

(Serhii Zhadan, “JIykoiin”, XXanman, 2017, p. 142).

Others resort to phonetic and lexical euphemisms:

Tucbmennux Topsik — mo maxuil YON08IK —

He emone Hizoe 8 Hawt Haximo8CbKuUll BiK.

bo sipye meepoo y 3ipky ceoro.

YopHobuns, ,, Yenendcep” iomy — no 6y

11io seuip suxooums Ha eyauyto 6in. Jlieuama pudaioms UOMY HAB3002IH.

lisuama puoaroms. ,, Topsix! Bopaxue-e!

Heeoice 6in 3 nac x#cooHoi... ne... bopaxne?!”

(Oleksandr Irvanets, “Tlicenpka mst apyra”, Auromnoris, 2018, p. 1576).

Or, as if embarrassed, they stop in time, leaving the reader to choose the appropriate token, but
bringing it situationally and rhythmically to play a familiar verbal script from everyday communication,
such as Ihor Rymaruk, for whom, albeit implicit, but still, an appeal to obscene language, is generally
atypical (but the very fact of such a fixation in the work of the poet, who embodied the professionalism
and erudition of the “eighties” (MankoBu4, 2016, p. 1946) indicates a shift in the boundaries of what is
permissible in verbal behaviour):

Toowc nocamyii csitl OpesHiil nepensx,

Paoiii ceéimanxam i 200yii cobax,

1 Ilani Cmepmy y cebe He 3aK0Xyll —

bo ousumwcs na mebe 3 sucomu

Kpizw ninzu xmap (o I'ocnoou, npocmu)

Cmapenvruti boe, axomy éce ye 1o...

(lhor Rymaruk, “Ileitzax”, Auronoris, 2018, p. 1471).

6. Word transformations
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Linguistic anormative in the poetry of the mid 1980s and the first decades of the 21 century is
an organic artistic element, and one of its sources is a play on words. This is not a traditional pun,
although puns fit organically into the modern linguistic worldview. The point is in the deconstruction
of the word as a formal-semantic unit, generated by the desire to find out how independent the language
relating to mental content embedded in it is. “Deconstruction is associated with attention to structures
and at the same time with the procedure of stratification, disassembly, decomposition of linguistic,
logocentric, phonocentric structures. It is not so much about destruction but about reconstruction to
understand how certain integrity was constructed” (ManskoBckas, 2010, p. 614). Its linguistic aspect is
the disclosure of the source of meaning in the game of language form (Anekceesa, 2002, p. 292). The
word as the basic semantic unit of language is at the center of the structural experiment. Its universality,
certainly recognized by logocentric linguistic theories, is questioned because it is a unit-sign that refers
to another sign. Linguistic deconstruction involves parsing the word in search of the first principle. We
are not talking about finding a generative base, but about mechanical splitting into smaller sound
complexes, about formal reduction to the point beyond which the trace of the original meaning can still
be seen:

Jlana-bo

xode nosHy 6060

i nemimu 3a 06

il 3ipok be3zmypoo

MHO-HA-OHO

00HO YHO T 6UHO

60 oywa 6 Jlani-bo —

VKPAiHCbKA

(Viktor Neborak, “ITicenbka mipo Jlsutto-bo”, AnTonoris, 2018, p. 1592).

Post-totalitarian poets do not exist in a clearly defined semantic space. Therefore, by dividing
the word, they create new meaning and rhythm, sometimes likening the text to the babbling of an infant
or imitating compound reading, breaking graphically the integrity of the word:

Ilpuxoovme 0o mene 3asmpa!

A poskasicy eam npasdy!

Ilpuxoovme 0o mene asmpa!

A poskadicy eam pagoy!

ITu 00bme o mee aspa!

A o03a orcy am asy!

Ilu 0 me o mee asa!

AHoaoncyaay!

Hoeoeeaa!

AHoayaay!

(Yurko Pozaiak, “IIpuxonbre m0 MeHe 3aBTpal”, Aurtonoris, 2018, p. 1426).

...mu toeut 0OHa MidHC
il

copouku Hocuw Oini
Mantoeul oyl ie

peBam

mu Koponesa ie

O111B

KOAU 3aX00util y Xpamu
30 HUMU 8aISIMbCSL Opamu
80HU WKPeOYymMb TIA3y paMu
0ebinu Ha Be CULIL...
cnadae 8 Iy Ui MOpOK
2ycme 8UHO Ta pside

a KopoJte Ba niaue
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Hao punom 1o po csuum...*

(Viktor Neborak, “Bona”, Auromnoris, 2018, p. 1594).

The impenetrability and integrity of the word are questioned (a striking example is Nazar
Honchar’s collection “PROmeneVIST” (it is a transliteration; in Ukrainian it can be read as
“npomeneBicTh” [‘radiation’] and as “BicTs nipo Mere” [‘news about me’]), the multilevel nature of its
name is based on the game with the formal integrity of the word: it is both a message to the reader from
the author and the radiance of his poetry. The ability to read and understand a text depends on whether
the reader can add the deleted or omitted items. Ultimately, linguistic deconstruction leads to word
distortion to the point of losing recognizability and coherence, which, however, is only an artistic
technique, not the goal. One of the first theorists of deconstruction Jacques Derrida noted that this
concept should not be reduced only to negative, destructive forms, “her letter is not just effective, it
creates new rules and conventions for the sake of future achievements, not content with theoretical
confidence in simple opposition a result — a statement. The course of deconstruction leads to the
assertion of a future event, the birth of an invention. To do this, it is necessary to destroy the traditional
status of the invention, conceptual and institutional structures. This is the way to reinvent the future
only” (Heppuuma, 2000, p. 250). For philosophers of deconstruction, writing is the first language,
for Ukrainian post-totalitarian poets, graphics is another dimension of the generation of
meaning. The content reality of the text is also created at the level of writing, which encourages
some authors to discard many of its traditional rules, for example, to abandon punctuation or a
number of spelling norms, especially the use of a capital letter (which is the most common
manifestation of playing with the language norm). Consistent rejection of many punctuation
and spelling rules is found in the texts of Yurii Andrukhovych, Yur lzdryk, Oleksandr Irvanets,
Viktor Neborak, Kost Moskalets, Ihor Malenkyi, Ivan Malkovych, Natalka Bilotserkivets,
Taras Fediuk, Ivan Nehriuk, Vasyl Starun, etc. The dash is often the only punctuation mark
recognized by the poets when they want the reader to make a longer pause:

XONOOHUU NAOOIUCT 80JI02T hAcMa OUMY

cypma Hao 800amu NPOKJIAMUMU | MiCT

oanexo 6 nebi cae amemucm

PO3KIUHO20 YMPAUEHO20 PUMY

oaneko pioHuil Kpait cmpyHKi 1io2o cobopu

I cHi2 danexo — yucmuil 3010muil

i mpueoune eminenns memu

i 8iuni 2on0cu dimetl 3HA0BOPY

(Kost Moskalets, “xonomuuii magonuct Bosori macma aumy”’, Aarosoris, 2018, p. 1673).

Sometimes not only the rules of punctuation are reconsidered, but also their purpose, as a result
of which they transform from a means of graphic marking of rhythmic articulation of speech flow into
an equivalent letter element of the graphic system, which can be placed not only between words but
also enter into them, arbitrarily, breaking them:

O1i poskaoicu-rno, Apu,u, u, Ho

(ye HiOU cnosiob most)

— ya-yd —

aKa noaobe diguu, u, u, Ha

makKkozo KpemuHna, sK a?

aka nomobe lsa, a, a, na? —

Ha mim’i — Oyute, e, 6Ha

pa-a-a-na;

8 pyyi — maio pysrcy,

SA3UK — 3A OpYIHCIHCa,

a 6 cepyi / sxacy

Konsa0a

4 The deconstruction of the word gives rise to new readings. For example: ‘ne pesa’ translated as ‘where
roar’ (lit. ukr. de — eng. where, ukr. pesa — eng. roar), but written together ‘mepesa’ corresponds to eng. ‘tree’.
The same with ‘me 6iniB” translated as ‘where white’, but written together ‘ne6inis’ translates as ‘morons’.
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(Ivan Malkovych, “ITputaHupoByBaHHS Ha OfHII HO31”, AHTOMNOTsA, 2018, p. 1627).

Conclusions

In the last decades of the 20™ and the first decades of the 21% century, poetry ceases to be an
intellectual category constructed by erudite people, which requires a refined language: it becomes
eclectic and intensively absorbs what previously was considered incongruous with it and perceived as
the opposite to poetic. The language dimension of poetry is organized following the worldview
guidelines of its authors. Kitsch, chaos, and destruction, which guided the poets of this period, are
manifested in the destruction of the norms of literary language. Language deviation is an organic part
of the poetic space of the period and one of the means of realizing its multilevel nature. On the one
hand, it serves to homogenize, reconcile, and address the mass reader in their language, while on the
other hand it is an instrument of irony and additional expression for the intellectual reader. The symbol
of the new cultural situation is the combination of high and mass cultures, their averaging, which
directly caused manifestation in the text of the features of the language of different social groups.
Poetry, which used to be the sphere of refined language, is filled with vernacular, surzhyk, and obscene
and slang vocabulary. The destruction of the generally accepted literary standard, the diffusion of
language codes, the collage of stylistically heterogeneous language signs, the deconstruction of words
have become part of the language game, an organic component of the poets’ language behavior, in
which deviation becomes the new norm.
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