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Abstrakt. Celem artykutu jest przedstawienie fenomenu twoérczosci cztonkow Biatoruskiego
Stowarzyszenia Literackiego ,,Biatowieza”, ktore powstato w 1958 roku w Biatymstoku i od pewnego
czasu znalazto si¢ w kregu zainteresowan badaczy literatury, a wpisuje si¢ w nurt biatoruskiej literatury
Polski. W ostatnim czasie znaczne zainteresowanie wywoluje wielopokoleniowa poezja ,,kobieca”
(Alena Aniszewska, Maryla Bazyluk, Zenia Martyniuk, Lidia Malinowska, Justyna Korolko, Wioleta
Nikiciuk, Katarzyna Sienkiewicz). W artykule analizowana jest tworczo$¢ dwoch najbardziej wyrazi-
stych a zarazem przeciwstawnych poetyk oraz Swiatdw poetyckich — Nadziei Artymowicz oraz Miry
Lukszy. Analizie poddano problem tradycji i nowatorstwa, kierunki odmiennego rozwoju tematyki
i motywow w ich poezji, co pozwolito wyodrebni¢ te elementy, ktore sa dla obu poetek wspolne,
a takze te ktore charakteryzujg ich warsztat literacki w sposob niepowtarzalny. W procesie badawczym
wykorzystano metod¢ komparatywistyczna oraz opisowo-analityczna.

Stowa kluczowe: Biatoruskie Stowarzyszenie Literackie ,,Biatowieza”, tradycja, nowatorstwo,
Nadzieja Artymowicz, Mira Luksza

The phenomenon of more than sixty years of existence of the literary Association
of Belarusians in Poland “Belavezha,” the only organization of its kind founded
by a national minority, has been recognized for many years — from student theses
to PhD and doctoral dissertations, academic interpretations. As Aksana Danilchyk
notes in unison with the opinion of a number of colleagues-literary critics:

The works of Belarusian writers in the Biatystok region are an integral part of modern Belarusian
literature, its very existence contributes to the multipolarity and decentralization of the literary process
necessary for the full development of our literature. (Danilczyk, 2018, p. 128) !

Twenty years ago, in a thorough preface to the “Belavezhskaya” Anthology
published in Minsk, Uladzimir Konan drew attention to the fact that Belarusian
literature in Poland is represented by three trends: traditional national-revival, mod-
ernist and postmodernist (Konan, 2000, p. 10). The fact that the issue of traditions
and innovation was relevant for “Belavezha” from the first years of its existence
is clearly evidenced by the discussion kot nasinna 6viys naszis? [What Should
Poetry Be?], initiated by the then chairman of “Belavezha” Ales Barsky in January
1963 on the Literary page of the Belarusian Bialystok weekly Hisa [Field]. By the
way, in October 1962, Mikhas Streltsov began in the pages of the Minsk weekly
Jimapamypa i macmaymea [Literature and Art] the discussion ITicbmennik i uac
[Writer and Time] (which lasted until May 1963) about the traditions and inno-
vations in Belarusian literature. Undoubtedly, the synchronicity of these critical
literary discussions points to a common direction of creative searches of Belarusians
in Biatystok and Belarus in the early 1960s.

! “TBopuacip Gerapyckix micbMeHHiKay bemacToudsiHbl Ecib Hean eMHail yacTkail cyJacHai
Oerapyckaii JIiTapaTypbl, caMo si¢ iCHaBaHHE CIIPBIsSC CTBAPIHHIO MIMATHAISAPHACHI 1 I3IPHTpaATI3aIbI
JiTapaTtypHara nparpcy, HeabXoIHbIX JUTsl ayHaBapTacHara pasBilllsl Halail jitTaparyps.”
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A couple of years ago, Jan Czykwin told in great detail about the trends and
patterns of the development of the literary “Belavezha:”

The work of Belarusian writers in Poland developed in a distinctive environment, when the
environment differed from the Soviet and the current Belarusian, and from the emigrant ones. At the
same time, the literature of the members of “Belavezha” did not fall out of the Polish or Belarusian
national and cultural context. The relatively small territory of our real existence and the complete
commonality of destinies gave rise to two vectors of development of literary themes and motives of
the members of “Belavezha.” On the one hand, the desire to poetize their small homeland based on
our everyday unique empiricism, our reality, and on the other hand, the need for philosophical depth,
generalization in the understanding of universal human values... (Cykvin, 2017, p. 1)

This lapidary characteristic in no way contradicts the awareness of the fact that
Belarusian poetry (literature), wherever it is created (in Belarus or Poland), retains
its unity (Sidarevic, 2003, p. 27). Moreover, the appearance in 1958 in Bialystok of
the Belarusian Literary Association “Belavezha” under the weekly Hisa, which, ac-
cording to its founder and long-term first editor, the initiator of a kind of Belarusian
revival in Bialystok in the middle of the last millennium, Georgy Valkavytsky, even
inherited the name from the Vilnius Hawa Hiea [Our Field], which can be consid-
ered as the realization of one of the main national impulses of the “Hama Hisa”
revival process. At the time, the cultural space of Hawa Hisa covered the entire
eastern Bialystok region, represented by the correspondents from Sakolshchyna,
Belshchyna, and Gainaushchyna. So, the appearance of “Belavezha” clarified the
local process of creating the text of Belarusian literature in the Bialystok region,
freeing it from a special, almost Nyamiga, socio-historical collector.

In the anthology of Belarusian women’s poetry of the interwar period
“brmickasina” [“Lightning”], published by Aksana Danilchyk and Victar Zhibul,
among the poets of Western Belarus, Vera Murashka (1896—1981), born in Suprasl
and raised in her parents’ house in the village of Agarodnichki Bialystok dis-
trict Grodno region is mentioned. She made her debut with the poem Mazimsa
[Prayer] in the Vilnius newspaper Homan in October 1918. 3a6bimas nipa Bepuot
Mypawxi [Vera Murashka’s Forgotten Lyre] that was the title of the article on the
Hiea Literary Page by Yuri Turonak, also presenting five poems by “an interesting

2 “Tgopuacip Oenapyckix micbkMeHHiKay y [Tosbiusl pa3BiBaigacs § aIMETHBIM acspoisi,
KaJti acspoj13e Po3HiNacs i aj caBelkara, i aj Ipsinepanssara oenapyckara, i amirpanikara. A aji-
HaJacoBa JliTaparypa »0eaBeKIay« He Bblllajala aHi 3 MojbcKara, aHi 3 Oenapyckara HalbIsTHaIb-
Ha-KyJIbTypHara KaHToKcTy. [lapayHanbpHa HEBsUIIKash TAPBITOPHIS HAIara piajbHara iCHaBaHHS 1
MOYHAs aryJbHACIb JEcay criapapKali ABa BEKTaphl Pa3Billlls JIiTapaTypHBIX TAOM 1 MaThIBay “»0e-
JaBexkIay«. 3 agHaro OOKy, MAMKHEHHE Ja MadThI3allbll cBaéii Mayiol alfubIHBI, 3a3eMJICHACLb Y
mton3EHHAN 1 HermayTopHail Hamail AMIIpsIi, HalIal paYbIYHACI, a 3 Apyrora, narpsba ¢imacod-
CKaif 3arpIOeHacIl, abaryaeHacIli ¥ acdOHCaBaHHI YHIBEpCATbHBIX YaTaBeublX KaIITOYHACICH...”



160 HALINA TWARANOWICZ

representative of the Belarusian poetry of the Biatystok region of the interwar time”
[“mikaBara nmpajacTayHika Oenapyckail mas3ii benactouusiHbl Mi>kBacHHaH napsr”]
(Turonak, 1978, p. 3). Only the poetess’ poems of the twenties were published in
Hisa, as well as in brickasiya. The lyrical heroine reveals in them her clear human,
civic, patriotic position, the fidelity of which was confirmed by a severe six-year
imprisonment.

It so happened that Vera Murashka (Maslovskaya) was not directly involved
in the “Belavezha” movement, apparently, her most creative time was during the
interwar period. However, the poet’s work undoubtedly explains and enriches the
“Belavezha” context in its own way, as an organic part of the all-Belarusian one.

We have already had to write about the creative successors of Vera Murashka,
the representatives of “Belavezha,” about women’s problems in the “women’s” po-
etry of “Belavezha” (Tvaranovic, 2012, pp. 291-305), paying attention in the article
to the poems of Maria Alifer, Maryla Bazylyuk, Iryna Baravik, Alena Anishevskaya,
Zhenya Martyniuk — some of the sixteen poets (among 54 authors) presented in the
book Byxem Benasexcoca Anmanoeis kpasmobnaii nassii “Benasesxcyay”’ [Bouquet
of Belavezha region. Anthology of patriotic poetry of the members of “Belavezha],
compiled by Georgy Valkavytsky (2001). At the same time, the article deliberately
ignored the poetic works of Nadezhda Artymovich and Mira Luksha, about whom,
at least about the first one, much has already been said. But there is a need for a ty-
pological comparison of the poetic world of these bright individuals, representatives
of Belarusian literature of Poland.

Artymovich (1946) made her debut on the April Hisa Literary Page in 1970
with the poem Ou nsayeni eyci [Oh, Geese Flew]. The first collection of her poetry,
paradoxically, in Polish, We snie, w bolu stowa [In a Dream, in a Pain of Word]
(translated by Jan Leanchuk), was published in 1979. The first Belarusian-language
book Poszoymer [Reflections] was published two years later under the editorial care
and with a foreword by Yuri Turonak, published by the Main Board of the Belarusian
Socio-cultural Society in Biatystok. The next collection of poems Cezon y Genvix
neuzadcax [Season in White Landscapes] in 1990 started the long life of the newly
founded series biomistauka benapyckara jitaparypHara a0’ siuHanHs “benasexa”
[Library of the Belarusian Literary Association (BLA) “Belavezha™]. And three
years later, finally, the readership of Belarus was able to get more closely acquainted
with Artymovich’s poetry with the collection 3 necnakotinvix oapoe [Of Troubled
Roads] (1993) which was published in the Minsk “Mastatskaya Literatura.” Soon,
in 1994, in the biomisiraurer BJIA “benasexxa” [Library of the BLA “Belavezha*]
(the eleventh position), a publication, which intensified the interest in the work of
“Belavezhanka” [member of “Belavezha ] appeared. This refers to the collection
Il36epwr [DooOrs], notable primarily for the fact that in parallel with the poems
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by Artymovich it contains their interpretation — “the marginalia of the poet Ales
Razanov: by clarifying the topography of the poems and activating the meanings
hidden in their rather hermetic space, they introduce poems into the context of
dialogue” [“maprinanii masta Anecs PazanaBa: ynakimaaHsto4ubl Tanarpadiro Bepiiay
1 aKTBIBI3YI0YbI COHCBI, IIITO TOSIIA ¥ 1XHSH, JaBOJIi TePMETBIYHAM, TPACTOPHI, STHBI
VBOIBSAIL BEPIIBI ¥ KAaHTAKCT Hbisuiory| (Artymovic and Razanai, 1994, p. 5).
The book contains twenty-eight works by Artymovich and the same number of
interpretations by Razanov. In 1998, a bilingual collection of poems by Artymovich
Lagodny czas [Mild Time] was published in Lublin. The following books of the
poetess were published by the Program Board of the weekly Hisa: Aonnvisae
cnaxoiinae neoa [The Calm Sky Sails Away] (1999) — for the thirtieth anniversary
of the Hisa debut, as emphasized in the word from the editor Yaugen Miranovich,
JKoymas myswika [Yellow Music] (2005) and the bilingual collection Kpassio 3
nesioounai nameiikati [The Landscape with an Invisible Mistake] (2018).
Leonid Galubovich in his reflections on the work of Artymovich notes:

Well, frankly speaking, the poetess has written no more than one book of original poems,
though she has published them in five collections, composing the content depending on the plan,
adding several new texts to the already known ones. Not a “Wreath”, of course, but — the crown of
her modest collection of poetic fruits. (Halubovi¢, 2016, p. 291)°

In the preface to the Pozoymut [Reflections], Turonak drew attention to the fact
that Artymovich writes little, noting: “However, the range of problems that the
poetess deals with is more important than quantitative indicators” [“AHak OoJbIII
ICTOTHBIM, YBIM KOJIBKACHBIS TTaKa34bIKi, 3’ IyIIsenia ApIIa30H mpadnemay, ssKiMi
3aiimaerria mastaca’] (Turonak, 1981, p. 3). In the afterword to the Lublin edition
of her poetry, Florian Nieuwazny said that Artymovich undoubtedly took her own
place on the map of Belarusian poetry of the 1980s and 1990s, both by impression
and by the way of expressing this impression.

Her poetry is the most frequent musical and graphic impressions, echoes of the experience,
presented in the form of the white and free verse, which only disciplines thoughts, images, and tropes.
Artymovich’s work is the process of transforming the environment into the crystals of experiences,
feelings, moods, or reflections and... insinuations. (Nieuwazny, 1998, pp. 106-107)*

3 T mrro %, Kani Oblllb abCaTOTHA NIYBIPBIM, TO MA3TKa Hamicana He OONbII aJIHONW KHIKKI
apbITiHAJIBHBIX BEpIIay, XOIb BbIIaIa iX Yy Il 300pHiKax, KaMIIaHyIOYbl 3MECT 3aJIeXkKHa aJ| 3a1y-
MBI, J1a/IaF04bl HEKaJIbKi HOBBIX TIKCTAY 11a ¥7Kk0 BsiioMbIX. He » BSHOK«, BsiioMa, alie — BSHEL[ CBaliro
crimara mna ab’émMy masTeIdHara miéHy.”

4 “Jej poezja to najczesciej muzyczno-graficzne impresje, odglosy przezyc¢, ujete w ksztalt wier-
sza bialego i wolnego, ktory dyscyplinuje jedynie mysli, obrazy i tropy. Tworczos¢ Artymowicz to
proces przetwarzania zywiotu w krysztaliki przezy¢, uczué, nastroju czy refleksji i... niedomowien.”
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Artymovich’s collection Pozdymsr [Reflections] consisted of three cycles of
poems (I pyoxa zamai [The Lump of Earth], Mer max 6nizka cabe [We Are So
Close to Ourselves]) and Bapwaycris netizaxcer [Warsaw Landscapes], written in
1970-1977, during Artymovich’s stay in Warsaw. Apparently, her debut Hisa poem
appeared in the capital. In the article “7 036eput spabinica cysnon” (Kamacmpadghizm
v aipviyel Haozei Apmeoimosiv) [*“And the Door Became a Wall”” (Catastrophism
in the Lyrics of Nadezhda Artymovich)], Czykwin notes that Artymovich’s move
from Bielsk to Warsaw — she entered the Faculty of Philology of the University of
Warsaw — was an unexpected leap for her.

from an “external” biography as a consistent “uncontrolled” consequence of events to the de-
velopment of a deeply reflected internal, emotional biography. That’s when the future poetess passes
from a simple experience of her life to the perception of it as a constructive element of the aesthetic
and artistic world. It was in Warsaw that Nadezhda Artymovich began her literary career; she trusted
her thoughts to paper [...]. (Cykvin, 1997, pp. 146-147)°

Within a few decades the poetess herself, in her characteristic lapidary manner,
would recall and appreciate her former condition, writing: “To Warsaw / flew in
unconsciousness / with a wet unrecorded card / there was looking for a shadow /
for defenseless premonitions / now I see / asymmetry of the heart / and the first
smell” [“y Bapmay / nisinienacst ¥ ronaii HempbeITOMHACHI / 3 MOKpali He3arlicaHai
KapTKaii / TaM Irykaiacs 1meHto / st 6e3a0apoHHBIX MTpaidyBaHHsY / msmep oady/
aciMeTphIYHACIIb copra / i meprmara 3amaxy’”’ | ((Artymovic, 2005, p. 12).

The collection Pozoymsr [Reflections] begins with a significant verse, which
gave the name to their first cycle: “You gave me / a lump of earth, / which fed me, /
drank / and [, / well, / forgot it. / I forgot, / as some forget / the sources / that helped
us generously, with a big hand, / brought us to life. / It’s a pity / that so often / our
memory / is so stingy” [“TsI magapsery MHE / TPyAKY 35MII, / AKasg MsTHE KapMmina, /
naina/ a s, / mTo XK, / sie 3a0buta. / 3a0bia, / K 1 HeKaTopbls 3a0bIBAOIb / KPBIHIIIEI,
/ AIKisl HaM II90pai, BsUTikail pykoii/ mamaraii, / Hacii Hac 'y xbeiué. / Hlkana, /
IITO TaK yacTa/ Halla namsis / Takas ckynas.”]| (Artymovic, 1981, p. 8).

Within the walls of the capital, the land, enclosed by asphalt, indifferent
strangers, there comes a moment when the lyrical heroine suddenly recognises
herselfto be a traitor and does not justify herself by the fact that, unfortunately, not
only her memory is “stingy” in relation to the sources of life. There is no answer

5 “an »3HeWwHs« Oisrpadii sK MmacisIoyHara »HeKaHTpalssBaHAra« HACTYIICTBA 3[apdHHSY Ja
pasropTBaHHS TIbIOOKa padieKcaBaHail yHyTpaHaii, TynmyHai Oisrpadii. Bock Tamsl i anObBaera
¥ Oymyuyall masTACHl MEPAKIIOYPHHE 3 YCATO TONBKI MPOCTara MEpaKbIBAaHHS CBAKMIO JKBINIS Ha
YCIpBIMaHHE ST0 K KAaHCTPYKTBIYHAra 3JIEMEHTY 3CTIThIYHA-MacTalkara cBeTy. Menasira ¥ Bapiiase
Hayzest ApTBIMOBIY 1 ITaubIHAE CBAIO JITAPATYPHYIO J3€iHACIIb; sTHA aBsipae cBae JyMKi mareps [...].”
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in the verse to whom the lyrical heroine addresses — to the Almighty, to Destiny,
to whom she regretfully complains of her ingratitude to the native. However, it
is obvious that the lump of earth and springs in this laconic poem traditionally
serve as symbols of the small Motherland, for which the lyrical heroine is nostalgic
with a sense of guilt.

The following poem, born of love for the native land, is imbued with a com-
pletely different mood: IIpwicesiuaio Benvcky [I Dedicate to Bielsk]. The poetess
notes that from noisy, wide avenues and the streets of Warsaw, her hometown
seems small to her “like a raindrop,” you could add, a city on a lump of earth.
But, in contrast to the short life of a raindrop, the hometown, as if at first peremp-
torily similar to it, will never be blurred, will not be destroyed by a storm and will
not be burned by fire — it belongs to living eternity. And then the lyrical heroine
addresses Bielsk directly: “My city / Your narrow streets / Full of people / Old
people / And children / How good / To Join / the river of old people and children /
Breathe / Air. / Tree without root / Dries up / Man without air / Dies” [“Topan moii
/ TBae By3kis Bymins! / [Toyusr mron3eit / Jlromseit crapeix / I n3smeit/ Sk mobGpa/
Vninna / y paky crapbix Jiroa3ei 1 a3sueit / Vipixais/ [TaBerpa. / JIpasa Oe3 kopawst/
VYebixae / Yanasek Oe3 maBeTpa / Ymipae”] (Artymovic, 1981, p. 8). Apparently,
here the old people embody the past from which the future, which belongs to the
children and is determined by the development of their destinies, grows, and in
which is rooted. It is obvious that the life-giving root and air of both the lyrical
heroine and the poetess belong to Bielsk. Even, as Beata Siwek shrewdly noted in
the monograph Ojczyzna duza i mata [Motherland Big and Small]: “Reading the
works by Nadezhda Artymovich, we sometimes get the impression that the poetess
is imprisoned in this small Motherland, in Bielsk. This sense of imprisonment cor-
responds to the feeling of being trapped in the circle of her own experiences as the
only material for creativity” [“Czytajac utwory Nadziei Artymowicz, mamy czasem
wrazenie, ze poetka jest jakby uwieziona w tej matej ojczyznie, w Bielsku. Temu
poczuciu uwigzienia odpowiada poczucie uwigzienia w kregu wlasnych przezy¢
jako jedynym materiale tworczosci”] (Siwek, 2004, p. 116).

Turonak believes that one of the essential differences between Artymovich’s
poetry and the majority of the older generation of “Belavezha” is that the poet-
ess “skillfully” comprehends the “issues of adaptation” of a person in a big city,
“happily avoids superficial sentimentalism and nostalgia for the outgoing village”
(Turonak, 1981, p. 3). This observation, however, clearly contradicts her first book
of poems, for example:

When a dream dies
and night ceases to be night [...]
You think
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There is my place

Where the shadows of my ancestors walk

There is my place

Where my native house dreamed over the river

There is my place

Where my relatives share flavorful bread. (Artymovi¢, 1981, p. 14)°

It is in the invariably close dear there that the soul seeks, by contrast, from
the present bustling here, burdened with bad forebodings: “And here / You throw
away / Scatter like sand / Your thoughts / Aspirations / You build a skeleton of the
house / Which will lose you” [“A Tyt/ Tbl afkinaemi / Paccoinaen sik msicok / Cae
nmymki/ ImxaenHi / Ter Oymyem mkineT xatel / SIkast 3ry0ins 1s16e”] (Artymovic,
1981, p. 8). It should be noted that the word “Fatherland” is only once used by
Artymovich, just in the first book in the title of the namesake poem: “There is that
/ And in my daily first word / And in the distant streets. / There is that / And in
the night buses / And in the spring rains. / There is that / And in the sunrises and
sunsets / And in the wet silence / There is that / In everything / This is the road to
you” [“Ecup Toe / 1 ¥ mToa3énusM nepmbiv Maim criose / 1 § nanékix Bysinax. /
Ecis Toe /1 ¥ HauHBIX ayToOycax / | § BACeHHIX gaXkmKax./ Ecis Toe /1 Ba yexomax
i 3axamax conna / I ¥ Mokpaii uimbini / Ecub Toe / Ba Ycim / I'ata — napora na
1s16e”] (Artymovic, 1981, p. 12). It is obvious that in the mind of the poetess, the
Fatherland, the Little Motherland is identified first of all with Bielsk, the parting
from which contributed to the poetic development of the “spiritual biography” in
Warsaw. After Artymovich returned to Bielsk, the problem of “adaptation,” longing,
and nostalgia for her family disappeared. Bielsk, which for the lyrical heroine of
Artymovich and Artymovich herself, as it was noted, is the “root and air,” the image
of her native town, would forever become one of the main stimuli of inspiration
and the centre of the artistic and aesthetic world of the poetess.

The cycle Ipyoka 3amai [The Lump of Earth] includes poems that are more
consistent with the content of the next part, which presents love lyrics. There is no
shortage of love poems in the final Bapwayckin netizaxcer [Warsaw Landscapes]. It
is safe to say that Artymovich’s first poetic book reveals the history of relationships,
the evolution of the young person’s feelings — from touching trust, hope for a happy
future, and reciprocity — to doubts and even tragic disappointment. “Call me / Call
/ We will get lost / In heady herbs / We will sow / Wild poppies / Red poppies /
Which for a long time / Have not been seen / Call me / Call / We will find / A fern

¢ “Kauri 3arine con/ i HO4Y mepacTane Obiip HOY4y / [...] Ter qymaem / Tam maé mecia / J[3e
XOA3sIIb HeHi Maix mpoakay / Tam maé mecua / J[3e pomHast xata mpbIcHy/Ia Hajx pakoit / Tam maé
Mecia / JI3e Oii3Kist A3essia JyXMsaHbIM Xi1ebam.”
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flower / Which / We want to believe in” [“[1azaBi msHe / [1azaBi / MbI 3a0myn3iMes
/'Y xMenbHBIX TpaBax / Mbl naceeM / JI3ikist Maki / Maki ublpBoHbIs / SKiX gayHO
/ He Gaubwni / [1a3asi msiae / [1azai / MbI 3H0#13eM / KBeTky namaparii / V sikyto /
Mpr1 xouam maBepbItis”’| (Artymovic, 1981, p. 15) —the lyrical heroine is open to the
world and happiness, although the last line with its unexpected modality signals that
there is also an echo of doubt in the heroine’s soul. And this doubt gains strength
from verse to verse, to eventually flow into the dramatic lines: “Heart / You cried /
And you laughed / You lived / With great hope / And sometimes / By dream-drop
/ You bloomed / Like the first May lilac / And you bathed / In the autumn rains
/ Anxiety, joy, pain / Great sadness / Everything grew in to you / Now / You are
dead [...]” [“Copma / Ter mmakana / I Ter emsisumacst / Tel sxbi10 / Bsimikaii Hamzesti
/ I wacam / Mapaii-kporustii / LiBino Te1 / Sk mepiusl maiicki 633 / I Thl Kynamacs /
VY BoceHbckix gaxpkax / TpeiBora, pajaciib, 001k / Bsiki cmyTak / Ycé pacio ¥
tabe / Lsgmep / Tet méptBae [...]"] (Artymovic, 1981, p. 25).

From the point of view of the editor of the Pozoymer [Reflections], the most
clearly creative manner of the poetess was manifested in the cycle of poems — re-
flections Bapwayckin netizasxcor [Warsaw Landscapes]. And it was the works of this
cycle that gave some critics a reason to see in Artymovich’s poems “first of all fatal-
ism, tragedy, and catastrophism to the measure of the Polish poet Wojaczek™ [“nepi
3a yc€ daraiizm, Tparizm, karactpadizM Ha Mepy IoJibckara najsta Basuska’]
(Turonak, 1981, p. 4). Indeed, the complexity of reasons and, above all, the expe-
rienced love drama that resulted in lines full of hopelessness and tragedy with the
appropriate lexical expression when:

The night turns black
My soul
Is getting blacker (Artymovi¢, 1981, p. 32)

In the heart,

You will not feel

Not a cold drop of rain
Not skeletons

Strangers and your own
Words [...]

Here you can sometimes
Even slowly whirling
Falling out... [...]

City by city

In the black field

The winds sway, sway
The last mask
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The broken mask
The mask with big eyes... (p. 34, 36)’

Turonak, however, strongly denies that Artymovich was included in the ranks
of “cursed poets,” arguing that the final verses of the collection, cautiously express
faith and hope, “to finally erupt a strong chord of confidence in the victory of good
over evil, to lead to an optimistic vision of the future” He easaper [Do Not Speak]
[“Ka0 yparie YCIbIXHYIIh MOITHBIM aKop/iaM YII3YHEHACIIl [iepaMori 1adpa Hal 3710M,
BBUTIIIIA ¥ anThIMICTBIYHYIO Bi3it0 OyayubiHi” (He easapuot)] (Turonok, 1981, p. 5).

One of the most talented “Belavezhanka” [member of “Belavezha’] Mira
Luksha (1958), a first-year student of the Lyceum, debuted in 1973 in the September
Literary Page of Hisa with a poem Capya [Heart], kindly supported by the editor
Georgy Valkavytsky. It should be remembered that only three years later Artymovich
immediately began working in both prose and poetry, and in 1985, after graduating
from the Biatystok branch of the Faculty of Philology of the University of Warsaw,
was hired by Hisa.

Luksha’s creative assets include collections of prose, all published in Biatystok,
Jzixi nmax eepaben [The Wild Bird Sparrow] (1992) Beicna [Island] (1994),
Babcexis eicmopeii [Women’s Stories] (2001), /[zayusinka i xmapka [The Girl and
the Cloud] (2006), I'icmoputi 3 6enaza ceemy [Stories from All over the World]
(2008), Zycie pozagrobowe i inne [Afterlife and Others] (2013), Ipasicoinka i
I'pak [Grazhynka and Rook] (2016), in which, as Ala Petrushkevich noted, Luksha
“leads the reader into the world of life in her native Biatystok region, which is
constantly changing its face, disappearing, giving way to a new order” [“Bsizze
YpITa4a Y CBET XKbILILIS POIHAN beacTouubIHbI, IITO HACIIBIHHA 3MSHSIC CBOM BOOJIK,
3HiKae, cacTynarousl HOBbIM napajkam’’| (Pietruskievic, 2018, p. 88). The artistic
potential of Luksha’s prose is clearly evidenced by the 10" issue of the yearbook
Biatorutenistyka Bialostocka [Bialorutenistics of Biatystok] (2018), dedicated to
the 60" anniversary of the BLA “Belavezha,” in three articles of which the writer’s
prose is discussed. Almost simultaneously with the books of prose, the collections
of Luksha’s poetry began to be published in Biatystok: 3amosa [The Spell] (1993),
Ecyp [Exist] (1994), Wiersze tutejsze [Local Poems] (2003), I1ao snaxam cxapniéna
[Under the Sign of Scorpio] (2011), Bialy stok [White Slope] (2012), Cney opsy
[Singing of Trees] (2017), the book Padacnay [The Genealogy] (2017), published
by the Warsaw publishing house IBiS, for which Luksha was awarded the Wiestaw

7 “Yapuee Hou / Mast nyma / Ycé wapnee”, “VY capupl, / He mauyern To1/ Hi Xanoanail kpori
naxmky/ Hi mxineray / Uyxsix i caix/ Cnoy / [...] Tyt moxkHa wacam / HaBat maBodi Bipyrous! /
Bemmaciii... [...] 3a ropagam 3a ropagam / Y 9opHBIM 1011 / BeTpbl Kambliyib, KaabIiyb / AMoL-
HIOIO MacKy / Macky pas0ityto / Macky 3 Bsutikimi Badami...”
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Kazanecki Literary Award; a significant place in the creative work of the poetess is
occupied by her collections for children, such as JKwisinki 3 envibinki [Zhyvinkas
from the Countryside] (2009), ITadapynuxi [Gifts] (2014), or Zubr na zebrze [Bizon
on the Zebra Crossing] (2018).

And, paradoxically, the extremely interesting poetic work of Luksha has not
yet been practically analysed. It is possible that she inadvertently found herself in
the “shadow” of the recognized Artymovich poetry. Even an attentive researcher
such as Siwek, in the mentioned above book Ojczyzna duza i mata, does not refer
to Luksha’s work, despite the fact that many of her works with their ideological and
thematic parameters fully correspond to the issues considered in the monograph.
Luksha herself was in no hurry to publish her first book of poetry. It is noteworthy
that she did not consider it necessary to include in her 3amosa [The Spell] neither
the debut Hiea poem nor many others.

Unlike Artymovich, Luksha’s “inner psychic biography” seems to have de-
veloped more gently, without the terrible cataclysms that burn the soul, as at least
her first book testified. From Bialystok with its Belarusian environment — not very
far from the native village of the poetess Barawaya, to any Narva flowing, and the
inevitable adaptation to the new social status, a place of residence in the voivodeship
city, does not take the form of a violent “leap” into another’s reality, does not take
too much effort to resist and assert herself in new conditions in order to preserve
her personal, creative identity. In the first verse from the book 3amosa, it seems
very personal and private. The expanse of the small Motherland is also outlined,
and the openness of the poetess to national world outlook is shown:

Born in Hajnowka

on a gray autumn morning

born in Narva

on a frisky summer night

born in Sokolka

in the arms of aunts Nadzya and Vera
born in Bielsk [...]

in white hospitals

when the last trains

went to sea

to my mother at the age of 39

taken from a live belly

between Syamyonavka and Bialystok
went out with a lamp to the garden
our grandmother Lyuba

wind wind

grandmother Lyuba lights up for us
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her hand protects the glass

from the evil eye

from the death

from the knife

from the stone. (Luksa, 1993, p. 3)3

Determining the coordinates of the small Motherland, the Bialystok region,
appeals to the native Mora, Dubichy Tsarkovny, Polymya, Malinniki, Mokre,
Zubaushchyna and Bielsk was especially lucky here, glorified not only by
Artymovich, but also by the works of practically all the members of “Belavezha.”

The choice of the title of Luksha’s first book was not coincidental. The key
poem of 3amosa emphasizes one of the most important, fundamental sources of her
inspiration — the above-mentioned deep permeation of the poetess with traditional
folk culture, folk customs:

Sow, sow...

— What are you sowing?

— Frights!...

— Then sow, so that it doesn’t happen! [...]
Do not be afraid... Sow — Sow...

From the ashes of the wormwood,

from the leaden water,

from the hot tears

from the sighted eyes,

from the red blood,

From the faithful heart sore.

Do not fear!

On the black forest,

on the green meadows,

on the blue sea,

your fright, my dear. (Luk$a, 1993, pp. 5-6)°

Luksha’s work clearly shows the worldview of a man who was besieged among
his native Podlasie horizons. Moreover, some of her poetic lines are perceived as

§ “HapomkanbiM y [aifHay1ie / ¥ 30JIKi BOCEHBCKI paHak / HapokaHeiM y Hapse / ¥ rymtiByro
JIETHIOO HO4 / HapomkanbiM y Cakodiel / Ha pykax uéii Hamsi i Bepsl / Hapomxkansim y Benbceky... / y
OelIbIX IIMiTassAX / KaJjli arowIHis LArHIKi / a’exani ¥ Mopak / Maéii Mame ¥ 39 roa3e / BBIHATAH 3 JKbIBOTa
xpiBara / mamix CssmEHaykaii a benactokam / Beiidiiuia 3 issmiiaid y arapon / Haia 6aba JIro6a / Betiep Be-
nep/ 6aba Jlroba Ham cBeliIb / pyKOFO IIKIIO 3aXijisie / aJf 3710ra BoKa / aJf TaMopy / ajf Haxka / aj KaMeHs.”

® “Cero, cer... /—IlIto oI ceem? / — [Tapananaxi!... / — To ceil, kad ue Obu10! [...] He Goiics...
Cero — cero... / 3 moneny ObUIbHEKHATA, / 3 BaJbl CBAHIIOHAM, / CIIE3KI KaI€HAal / 3 BIyIIYbIX BaYdH.
/ 3 KpBIBIHKI YbIpBOHAI, / 3 capua ajnaHara, / 30anenara. / He Gaiicst! / Ha qopHbl siec, / Ha 3sU1€HBIS
nyri, / Ha ciHe Mopa, / TBOM JISIK, MO¥ JTI00BL.”
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a medicinal spell, the lyrical heroine’s desire to cure not only a man but also time
and society itself:

get away from us

evil ghosts

grandfathers of sick parents
who died without time

who fought with a sword
broke a brother with a pike
broke a neighbour’s door
drink the blood of black water
don’t eat bread

don’t share it with you

during a new trouble [...]. (Luksa, 1993, p. 20)"°

It should be mentioned here that the debut poem by Artymovich Oi zayeni
eyci [Oh, Geese Flew], which promises to continue the appeal to the elements of
folk art, remained practically the only creative fact in her poetry.

The patriotic, national aspect plays an important role both in Luksha’s first book
and deepens in her subsequent poetry collections. The problem of the relationship
between the works of the members of “Belavezha” of the “small” and the “big”
Fatherland has long attracted the attention of researchers. And it is noticeable that
Luksha, unlike some of her friends in the Association, feels like a citizen not only
of the small Podlasie Motherland, but also of the common Belarusian cultural and
historical space, which exists in spite of social changes caused by border posts. In
her poem 10y 6eavim 2opaoam [I Go Through the White City]:

an angel walks down the street
and sings
a Belarusian song. (Luksa, 1993, p. 39)

on the white dresses of standards Aloise flames like a poppy. (p. 38)

a guest from my Homeland knocked on the door
the broken threshold was crossed by the crippled barefoot
and we stared at the fire in silence for a long time. (p. 24)"!

10 “anpiazine aj HAC / 3IIOCHBIS MPBIBIBI / 356l XBOPBIX 0AIbKOY / aKajesbix 6e3 9acy / XTo
MsUOM BasiBay / Opara mikaii mpa0iy / mamay n13BepsI cycena / mire Kpoy 9opHail Bajisl / He 3aKycie
xyebaM / He maa3enimMcsd 3 Bami /'y 4ac HoBai Osimwl [...].”

11 e RINT3

aHEN XO/311b M BYJIINbI / 1 clisiBae / MecHIO Oenapyckyro;” “Ha OeNbIX CyKHSAX CLATOY Ma-
KaM rapblipb Anaiza;” “3acTykay y A3Bepsl rocib 3 Maéii AifublHbI / MabiThl Mapor mepakKpovbry
nakayeqaHnsl 00ChI / 1 MayJai Mbl 0yTa misa3eni ¥ arodp.”
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Such a natural for a creative person cultural and historical citizenship evokes
in the poetess, aware of the dramatic history of the Belarusian way, the fate of the
native language, sad, heartbreaking reflections, as in the poem Kanacw [Ears]:

Above the blackened stubble, over the trampled field,
Over a sharp stone, over a stone plain...

how hard it is for someone who knows a bit,
Trampled rye to collect the remains,

Without hope, though there was a Word,

Which since the beginning of the universe has sounded...
Oh, Father, you in our simple language

Said: “Let it be!” — and so it all came about.

Don’t let the one who walks on the field,

His hands and feet were bleeding,

Don’t let him, never let him,

That pain did not hear; let him cry from attrition [...]. (LukS$a, 1993, p. 40)"2

It is no coincidence that the voice of the lyrical heroine of “Belavyazhanka™ at
the end of the 20" century sounds in unison, both semantically and rhythmically, with
what was said, exclaimed in the classic /1aeons [Chase] by Maksim Bagdanovich:
“Beat in their hearts — beat with swords, / Do not let strangers be!” [“Biiite ¥ capiib
ix — Oiifre mstaami, / He maBaiitie gyxopramami Obib!” (Bahdanovic, 1996, p. 176).

In Luksha’s book I1ao snaxam Crapniéna [Under the Sign of Scorpio] there
are two verses practically under the same title: Hamiea I [Nyamiga I] and Hamiea
II [Nyamiga I1]. The first of them is a warm response to the tragic events, when
more than twenty years ago during one of the city holidays, running away from the
downpour, at the entrance to the metro station “Nyamiga” dozens of people, most
of them young, became victims of human crowding. Modern events are perceived
by the poetess in a cultural and historical context, when, according to the Cosa
a6 nanxy leapaswvim [The Word of Igor’s Regiment], during the princely strife “the
Nyamiga bloody banks / were not sown with good / sown with the bones of the
Russian sons” [“Hsamiri kpbiBaBbIs Oepari/ He 1adpoM OBLII 3aCesHBI / 3aCesHbBI
KacisiMi pyckix ceinoy”’] (Slova ab palku Tharavym, 2004, p. 170). The chronicle

12 “Han noskHstii cuapHesai, HaJ| 3’ e3/DKaHbIM 110j1eM, / Hajt kaMmeHeM rocTpbiM, HaJl KAMEHEM
IajKiM... / SIk mspkka taMy, XTo Benae Oomneif, / CtanTaHara skbita 30ipani actarki, / He meymist
HaJ13ei, Xomb Maroubl CiioBa, / SIkoe 3 mayaTky cycBera ry4ana... / O, Oifda, THI K HalIalo, IPOCTAIO
MoBaii / Ckazay xa: »Xait Oynzel« — i cé Tak maycrana. // He gaii xa Tamy, ITO X0A311b Ma MO,
/ Cxanoyuisl 1a KpoBi i pyki, i Hori, / He naii xka simy, He aaif ska nikouni, / Kab 6omto He uyy; xait
KPBIYUBILb a]1 3HIMOTT [...].”
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“Nyamiga,” the historical centre of the millennial capital Mensk, has long been
a symbol of Belarus, a cultural archetype, and a source of inspiration. Luksha also
wrote her lines in a kind of Nyamiga poetry anthology. The restless lyrical heroine
of Hamiza II lives in the past and present, and feels responsible for the future of
her native land, for her compatriots:

Will I touch the Fatherland,

When I ride with a warm heart,

Running a race with fate,

Through the ages, I lose my eyes,

I send messengers in the morning

Find out what source I can get drunk from,
Where to plunge with my head [...]

I felt good. Driven by the wind

I felt Nyamiga under my foot [...]

Ashes on the heart. Sprinkle

I head and shoulders. Repent.

I take the sins of all [....]. (Luksa, 2011, p. 50)'

In the works by Luksha, the prospect of seeing the presence of the great
Motherland from her native paths, inherent in most poets — members of “Belavezha,”
is deepened by the philosophical beginning. The poetess seeks to realize her place
on earth, reflect on the connection of generations, and feel part of the human uni-
verse, besieged in the specifics of her time:

Oh, how prickly the wind blows from Belarus!

I walk along the path near the cemetery and pray.

Rye scatters, the sun swaying, falls into the pine.
Behind me is the breath of those who have already died,

And in front of my face are dreaming in the fog

Figures of those who will be here after me.

There is no boundary between yesterday, tomorrow, and today.
And together with the rye, I wave in a bow. (Luksa, 2011, p. 21)*

13 “[1i na AiubiHbl nakpanycs, / Kani 3 rapausim capuam eny, / bary Habinepajki 3 aécasm,

/ Lepa3 craroaasi ryossito Boubl, / [lacianuay BeickUTato paHkam / 3Benalib, 3 KO KPBIHILBI MHE
Harminma, / J[3e akyHyIa 3 ranasoro [...] / beuio mHe 1o6pa. Berpam rHanas / Ajdyna maj cramnoi
Hsmiry [...] / Ha coapusr momen. [Mackmaro / S ranasy i meust. Katocs. / Veix rpaxi 6spy [...].”

14 %0, sk xamoua Bee Berep 3 bemapyci! / TTay3 Morinki ixy clsbKbIHKal i Mamrocst. / Pacye
JKBITa, COHIIA XiCTKA Majiae ¥ XBaiHy. / 3a MHOM — IbIXaHHE THIX, XTO YIKO 3ariHyy, / A mepaj TBapam
Mmpositua ¥ tymane / [Tocrami ThIX, XTO macis MsiHe TyT cTane. / Hsima MsDKbI MiX ydopa, 3ayTpa i
csiroHHs. / | pa3aMm 3 JKbITaM s XBAJIIOIOCS ¥ MAKJIOHE.”
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Based on the classification of “Belavezha” poetry by Konan, the considered
poems of Luksha belong to the traditional national revival trend. However, an
important place in the poetic heritage of the poetess is occupied by her subordi-
nate modernist direction. Apparently, such a harmonious combination of tradition
and innovation in the creative process was once thought by some newcomers to
“Belavezha,” wondering in the early sixties about the ways of development of
poetry. The poetic practise and expression of his creative position by the poet
and artist Yash Bursh became a vivid embodiment of the innovative search of the
young “Belavezha.” In the late 1990s, Czykwin noted in his article /1a0 dsyma
sempazsmi [Under Two Sails], perhaps one of the first to analyse Bursh’s work,
that the echo of his associative “imagery and ideological and aesthetic aspirations
still find a response in our young poets” (Cykvin, 1997, p. 128). It is obvious that
he meant Artymovich with her unusual for Belarusian poetry form of verse and the
content of poetic thought, which gives grounds for considering surrealistic trends
in her work (Brusewicz, 2018, pp. 51-60). Luksha’s diverse aesthetic search and
interest in the work of her colleagues, in particular Artymovich, is evidenced by
her first book. It is noticeable that after agreeing with a senior colleague, using free
verse, she enters into a polemic with the author of Pozdymer [Reflections], which
primarily concerns the internal content of the work. Thus, in the collection Ce3zon
v 6envix netizascax [Season in White Landscapes] by Artymovich there is a poem
dedicated to the “departing,” which is probably important for the poetess, as it is
repeated later in all her subsequent poetry books:

*k*k

there is such a time before leaving

when you come out of a long silence

at rest

the sky does not change

go

the voice of the street mixes with the red signal

tasteless coffee cigarette

half a word to someone else — walking away from the table
and it means nothing anymore

you cross to the second street

the concrete is clean

feet like broken flowers

want to catch only one trail
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and walk on another road
stick to your shadow though you know
that your shadow is not you

you know well how to build a memory with white bricks
and read from the actor’s eyes

know well how to close eyes

crossing another threshold

there is such a time before leaving. (Artymovi¢, 1990, pp. 16-17)1

Luksha takes the first line of Artymovich’s quoted work as an epigraph to her
poem. She contrasts the restrained but deep pessimism and loneliness of the lyrical
heroine of Artymovich with the mobility of life in all its forms, as if emphasizing
the unity of the human world in all its manifestations:

hold your profile

on the walls of the city —
they will stay here

and only we see

they are alive

and just waiting

to notice their movement
sly stars of windows
touching sometimes
reinforced concrete ribs
soft tilt

of the walls to air [...]
today

run away to your walls
leaning friendly over you
you say: my masonry is my choice

15 “&cup Takas mapa rnepaj aj’e3aaM / Kaii BRIXOA3III 3 Joyrara MayuanHs /y crakoii / Heba He
3MsHsIeNa / i73el / ToJiac BYJIIlbI MsIIaciia 3 YbIPBOHBIM CirHajgaM // kKaBa marspoca 6e3 cMaKy
/ IaycoBa Ty>KbIM — aJbIXO35T9BI aJf CTana / 1 raTa ¥>ko Hidora He 3HaYBIIb / Iepaxo/3ill Ha Jpy-
T'YIO BYJIiIly / OETOH YBICTHI /Harami sk Ha/UIlaMaHbIMi KBETKaMi / XO4alll 371aBillb TOJIBKI aa3iH ciel /
1 CTymilb HA 1HIIYIO 1AapOoTy / TPHIMACIICS CBAHTO IIEHIO XOIb BEAACII / IITO TBOU IIEHb IITa HE ThI /
nobpa Bemaen sk Mypasallb amsiib Oesai [piail / 1 upltalk 3 akTOPCKixX Baudii / 100pa Bepae K
3aIUTIONIYBIIL BOKA / TIEPACTYIA0YbI SIITYd aj3iH mapor / ECiib Takas mapa nepan aa’e3mam.”
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the word is not a stone
but like a living bone
in the throat... [...]. (Luksa, 1993, pp. 10-11)'¢

The lyrical heroine of Luksha is characterized by an active life position, the
desire, as has been already emphasized, to heal another person, at least at the cost
of her own suffering, to find the saving medicine words of “the spell.” Her poet-
ic world is open to the wide world of people and culture in which she lives and
meets, unlike Artymovich, who often reduces an inevitable component of poetic
works, namely emotional and lyrical experiences and emotions, to signs, signals,
sometimes incomprehensible keywords. In the example of the introductory anal-
ysis of these two different stylistically and thematically poetic works, we can see
how, in fact, two opposite poetic worldviews, two seemingly formal schools of
poetry, coexist and enrich each other in a rather small Belarusian space of Poland.
Artymovich clearly cultivates and draws samples from Polish traditions: almost all
of her poems are written in Polish sentence poem — arrhythmic, astrophic. Luksha,
in turn, continues to use syllabic verse, enriching it with the many possibilities of
free verse. Thus, we can say that all “Belavezha” women’s poetry, in general, is
located, relatively speaking, between these two poles of poetry, which, in turn,
gives the poems of “Belavezhankas” a rhythmic diversity and dynamic freshness.

In conclusion, it should be emphasized that, despite all the differences between
the poetic world and the idea of this world, Artymovich and Luksha are united, first-
ly, by a great love for the Belarusian literary word, and secondly, by a great respect
for their roots, small Motherland and the spiritual traditions of Eastern Slavonia.

Translated into English: Margarita Sviridova
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