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Abstract

The article considers the specificities of the author's artistic consciousness intentionality in
the example of Belarusian-language lyrics by Mira Luksha. It underlines that fear in a variety
of versions is the most important engine of the character's lyrical feelings. She demonstrates
passionarity in defending her patriotic and moral values. Particular attention is paid to
understanding the physicality and its functions in the poetic text: touching the perception mode
as the main method of the lyrical character’s reality exploration; concentration on the human
body destructiveness as the way to identify internal pain; the suitability of body images for
the disclosure of philosophical and religious-philosophical problems. Understanding loneliness
as the inevitable finale of any human story (love, struggle, or even existence in general), the
poetess consciously chooses loneliness for her lyrical heroine and at the same time declares
the exceptional importance of love for a man. Corporeality is one of the clear intentions of
M. Luksha's artistic consciousness in combination with the idea of identity, kinship and unity
of the living and inanimate world, anthropomorphism forms the main principle of interaction of
the lyrical heroine with the surrounding reality — tactile. Her bodily sensations are characterized
by intensity and acuteness. The main features of M. Luksha’s style are also highlighted. They
were a result from the intentions mentioned above: conciseness, paradoxicalness, the picture
graphicness, emotional economy, and aphoristic nature.
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Abstrakt

Artykut zostal poswigcony cechom intencjonalnosci §wiadomosci autora na przyktadzie
poezji biatoruskojezycznej Miry Lukszy. Jak wykazato badanie, w analizowanych utworach
literackich strach nierzadko wptywa na stan psychiczny lirycznej bohaterki, stojacej w obronie
wyznawanych wartosci patriotycznych i moralnych. Autor artykulu szczegdlng uwage
zwraca na fizyczno$¢ i jej funkcje w tekscie poetyckim, percepcje dotykowa jako gltowne
narzedzie eksploracji lirycznej rzeczywistosci, destrukcyjno$é ciala ludzkiego jako Zroédto
bolu wewnetrznego; role stanéw cielesnych w opisie problemoéw filozoficznych i religijno-
filozoficznych. Rozumiejac samotnos¢ jako nieuchronny finat kazdej ludzkiej historii
(mitosci, walki, a nawet egzystencji jako calosci), poetka z charakterystycznej dla niej trafna
paradaksalnos$ciag sformutowan $wiadomie wybiera samotnos$¢ dla swojej lirycznej bohaterki,
a jednoczesnie podkresla wyjatkowa waznos¢ mitosci w zyciu czlowieka. Cielesno$¢ jako
jedna z wyraznych intencji artystycznej $wiadomosci M. Lukszy w polaczeniu z mysla
o identycznosci, pokrewienstwie i jedno$ci §wiata zywego i martwego, antropomorfizm stanowi
podstawowa zasadg lirycznej interakcji bohaterki z otaczajaca rzeczywistoscig — takrylna. Jej
doznania cielesne charakteryzuja si¢ niezwyklg intensywnoscig i czutoscig. Wyrdzniono cechy
stylu M. Lukszy, zwigzane z wyzej wymieniononymi intencjami: lakoniczno$¢, paradoksalnosc,
graficzno$¢ obrazu, oschto$¢ emocjonalna, aforystycznosc.

Stowa kluczowe: Mira Luksza, poezja, intencje Swiadomosci artystycznej, strach, fizyczno$é

AHaTaubisa

VY apTeIKyne Ha NpBIKIag3e OenapyckamoyHail mipbiki Mipsl JIyKmibl BBISYIISIONIIA
acaOmiBacIli IHTIHIBISIHATIBHACI ayTapckail Macrarkai cBsiroMacti. IlagkpacriBaeriiia,
IITO CTpax y pa3HACTaWHBIX MaIbl(iKalbIIX CITYXKBIIb BOKHEHIIBIM PyXaBiKOM JipblaHara
NepaKpIBaHHS TepaiHi, sKas HaJ3elieHa MacisHapHACIIO ¥ aICTOMBaHHI CBaiX MaTPBISTBIYHBIX
I MapaJbHBIX KalToOyHaciieil. AcaOmiBas yBara Hajacillla acdHCABAaHHIO ISJICCHACI 1 s
(GYHKIBIH y Ma’TBIYHBIM TAKCIIE: JOTHIKaBaMy MOJIYCY YCHIPBIHALIS SIK aCHOYHaMy criocaly
acBaCHHS JIIPBIYHAN TepaiHsi akaJsiFodai pIvaicHACIll; 3aCsIpoKaHACII Ha JA3CTPYKThIYHACII
yayaBeyara Iena sik criocaly BbISYJICHHS YHyTpaHara OO0, MpbIIaTHACII JJisi BoOpa3Hara
yBacabneHHs (imacodcekaii 1 paniriiiHa-Qinacodckaii npabnemarsiki. Pasymeroubsl ai3iHOTY
K Hemaz0exHb! (iHan mro00l yanaBedail TiCTOpBIi (KaXaHHS, 3MaraHHs I[i HaBaT iCHABAHHS
¥V IDPIBIM), Ma’TKa 3 ynacuiBaid €W TpamHail mapajgakcaibHacIio (apMymnipoBak cBsgoMa
BbIOipae uist cBaéi ipbIuHail repaili caMoTy 1 pa3aM 3 ThIM CUBSP/KAae BBIKIIOUHYIO BaXKHACLb
JULS yaslaBeka KaxaHHs. L{diecHaclb K ajHa 3 BBIPA3HBIX IHTOHIIBIM MacTalKail cBsgOMacIi
M. JIykubl § ciady4sHHi 3 ysIyIeHHEM IIpa TO€CHACLb, POAHACLb 1 €JHACIIb XKbIBOT'a 1 HEXKbIBOTA
cBeTy, aHTpanamapdizMm ¢apmipyrolb 0a3aBbl HPBIHIBII Yy3aeMaJaublHEHHAY JipbluHai
repaiHi 3 akajsiouai payaiCHACII0 — TAKTBUTBHBL. Sl IsIeCHBIS auyBaHHI XapaKTaphl3yrona
IHTPHCIYHACIIO 1 aOBOCTpaHACIIO. AJ[3HAYAOIIa aCHOYHBIA aaMeTHacHi cTeurio M. JIykimsl,
aOyMOYJICHBIsl 3rajlaHbIMi BBIIIDHM THTOHIBIAMI: JIaKaHI3M, TapajakcalibHacilb, rpadiuyHacib
MAJTIOHKA, dMAalbITHATIbHAS 9KaHOMHACIIb, a()apbICTEIYHACII.

Karouassbis ciioBbl: Mipa Jlykia, JTipbIKa, IHT3HIIBI MacTalKai CBAI0MACI, CTpax, LsUIECHACIb

Studia Biaforutenistyczne 14/2020



Belarusian Language Poetry by Mira Luksha: Intentions of Artistic Consciousness 217

f the goal is to understand the immanent predetermined ways of artistic expres-

sion in the writer's work, her inherent aspirations and tendencies to reveal the

spectrum of problems associated with certain assessments of reality, then one of
the most important textual factors in the lyrics of Mira Luksha is fear in its various
manifestations from a feeling of slight concern for loved ones to viscous anxiety in the
expectation of the Apocalypse. It is not surprising that the poem that gave its name to
the first poetic book of the writer 3amosa (The Spell) (1993), is a whisper-spell to de-
liver the beloved from fright with all the characteristic attributes of this magical genre:
‘Ha ywopusl nec, // Ha 3suéHbl nyTi, // Ha cine mopa...”! (Luksha, 1993). By large, this
early poem absorbed a number of portrait features of the lyrical heroine (and the sub-
ject of speech of M. Luksha is the heroine, a complete person with a formed character,
which continues in all the author's works), which are in subsequent books Ecys (Exist)
(1994) Ilao snaxam Ckapniéna (Under the Sign of Scorpio) (2011), Padacroy (The
Genealogy) (2017) — will only deepen.

Just as quietly, but no less persistently, it will continue to protect, save, and defend her
ideals and values, seeing her own Patriotic mission in protecting everything that is dear
to her, and at the same time realizing the futility of her efforts in the face of a powerful
stream of time, acquiring eloquent features: loudly (‘mrro poOinr Tel TyT y Takyro Hapy
roza... %), inexorable (‘MarblI€k — TPBIBOKHBI TTaClIaHEI] HOYBL. .. %), merciless (‘sK
CTpalHa Kajii agHeiM citoBaM. .. %), torn (‘SIu Tapacesiu’), etc. Even if the time seems
favourable for positive changes, the people, indifferent and frightened, are not able to
take advantage of the opportunity to change something for the better in their fate:

b1y yac
30ipark KaMsHi.
Yac 3epHe kiacmi
¥ pamio.
Criepa3zaHHs IOYHBIX CHAINoY
JUISL 9YKBIX.
1 mami smy cae
I'pombik y namaBiny
(Bbiy uac...)s.
(Luksa, 1993).

‘On the black forest, // on the green meadows, // on the blue sea...’.
‘what are you doing here at this time of year...”
‘The butterfly — an anxiety messenger of the night...”
‘how fearfully when in a word...’
“Yan Tarasevich’.
‘There was a time
to gather stones.
Time to put the grain

I Y T
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Only one temporary category — eternity, which is related to the theme of the
connection of generations, can acquire positive connotations from M. Luksha. The
images of ancestors are idealized, correlated with the embodiment of a wise philosophy
of'life and serve as a kind of talisman for the lyrical heroine. However, their glorification
takes place without overexpression (poems uapooddicanvim y [aiinayywl... (born in
Gainavets...), Tama, cvineyya cree... (Papa, it's snowing...), /lapoea (The Road),
Jlom y bapaswix (The house of the Borovs), etc.). According to the apt observation of
Ala Siamionawa, the poetess is characterized by ‘strictness of outlook’ (Siamionawa,
2007, p. 90), which, combined with the brevity of the style and emotional simplicity,
creates a strong effect in identifying the painful problems of our time. Even the motif
of the end of the world, which is becoming ubiquitous in the collection Padacnoy
(poems ITaybcom eaooy mamy namiyxc... (Five Hundred Years Ago ...), Ila daposze
¥ Ilacexi (On the Way to Paseki), Mecya (Place), etc.), is embodied quite casually,
without tension, through the eyes of an outsider, which, however, does not weaken the
emotional impact on the reader. The introduction into the text of the opposition ‘one's
own — another's’ gives this motif an original interpretation:

...KaHeIl CBeTy TYT yCIOMbI.
Yerompl KaHel[ Taro CBETY, a IIYbITH MaiX XaT
a/IBapOYBAIOLIIA pa3aM ca MHOIO, KipyIOLia 3aycEabl Ha YCXOf. . .
(Mecya)’.
(Luksha, 2017, p. 65).

Eternity in the lyrics of M. Luksha acquires a symbolic material embodiment — the
garden of a very old grandfather (Cao (The Garden), Aouwini yce 6pamsr... (Open all
the gates...), Tama, cvineyya cree... (Papa, it's snowing...), etc.), which refers to the
biblical mythology of the lost Paradise, peculiar to all poetry of Belavezha writers.
It is interesting, that the traditional antithesis of ‘cad — nec’® as ‘ceaéii’®, habitable
space and ‘alien’, hostile space and chaos, is not observed in the texts of M. Luksha.
Her forest is the same territory of emotional comfort, an organic part of which is the

into a ploughed field.
Weaving full sheaves
for strangers.
And they gave him their own
A penny in the coffin
(There was a time...)’.
7 ‘the end of the world is everywhere.
Everywhere the end of this world, and the shields of my houses
turn away with me, always pointing to the East...
(Place)’.
‘garden—forest’.
‘one's own’.

Studia Biaforutenistyczne 14/2020



Belarusian Language Poetry by Mira Luksha: Intentions of Artistic Consciousness 219

lyrical heroine. By the way, the poetess herself, answering the question, when she feels
most free, admits: ‘HaiiGonbi, kani iny ma gapose ¥ benaBesxckyto mymmay — 1a csoe,
y BEcky...”!? (Litanketa Svabody: Mira Luksa, 2015). If the confrontation between the
wild and the cultural landscape still occurs, as in the poem Cao, it precedes the union
of these two plant communities, which merge, destroying the fence. Sometimes, being
identified with the Motherland, the garden is endowed with spatial infinity. As in the
previous case, the garden fence, the stone wall breaks or even destroys:

AnubIHi Yce 6paMbl
¥ crapsl caj
Y HalOOIBILBI

HE3aJIeXKHBI Call y CBELe

J3enay can

Ha ckppikaBaHHI BATPOY

[..]

3a MmypaM 3a cagam

Msxa KHsICTBa
(Haoses Apmoimogiu)"'.
(Luksza, 2017, p. 43).

It is interesting, that this work was published in the first collection of poems of
the poetess, where it did not have any title, but in Padacnoy, having received the title-
dedication, it had got a new context of perception. Similarly, the associativity of the
poem, which in the last book was entitled Araiza Ilawxesiu (Aloise Pashkevich), had
also increased.

Returning to the spatial indicators of the artistic world of M. Luksha, we note that,
as arule, the locus in her lyrics have often become topazes, and the picture of reality in
such cases acquires an unexpected perspective. Yes, one more symbolic embodiment of
the connection of generations — the old house — losing the walls, can also be expanded

10" “Most of all, when I am driving down the road to Belavezhskaya Pushcha — to my native village...”.
' “‘Open all the gates

in the old garden

in the largest

independent garden in the world

Grandfather's garden

At the crossroads of the winds

[...]

Behind the stone wall behind the garden

The border of the Principality .
(Nadzeya Artymovich)’
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to the size of the Motherland (miniature ceem.ivr dom...(A Bright House)). And, oddly
enough, the lyrical heroine in this house feels much more protected than behind an iron
door with three locks:

CBETIIBI JIOM

oM Oe3 BOKaH

caM aKHOM

BETPBI I'YJSIFOLb

JIIOJISTFOLIb

Ha MOI[HBIX PyKax

MSTHE TYIIKAIOLb

Mol 100pbI 1oM

0e3 cieH i Bokan'?
(Luksha, 1993).

The poetess interestingly interprets the image of a wall, which never appears in
her poems as an obstacle, interdiction, division, alienation. The wall is sometimes
identified with the border, although quite conditional from the perspective of the
difficulty of overcoming it (Cao, Haozess Apmuvimosiu) or with a reliable shelter and
defender, as in the poem uac... (time...):

Cénns

VISIKAeII y CBae CIICHBI

HaX1iJICHBIA APY>KHA HaJ TabOr0

Ka)kall: MOi Myp Moii BeiOap'?
(Luksha, 1993).

Feeling her messiahship, being chosen, the lyrical heroine, for all her courage
and sternness, the desire to defend and protect as a way of life, remains a woman, and
sometimes she herself needs protection. On the verge of despair, trying to save her

12 ¢

a bright house
a house without windows
by the window itself
the wind blows
rocks
in strong arms
they lull me to sleep
my good house
without walls and windows’.
13 “Today
you run to your walls
which are together leaning over you
you say: my wall my choice’.
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people, crying from exhaustion, the pain of loneliness and an inherited knife (Luksha,
1993), she turns to the Saviour, and such poems sound extremely insightful:

Hanx noxusit cuaprenaii, Hax 3’ €3HKaHBIM MTOJIEM,
Han xameHeM rocTpsiM, HaJl KaMEHEM IIIAAKIM. . .
SIK 1sKKa TaMy, XTO Benae Oosei,

CranTanara »ebIta 30ipani acTarki,

He meymsr Hanzei, xoup matousl CiioBa,
SIkoe 3 mayaTKy CycBeTa rydana. ..
0, Oitua, TeI x Hamar, MPOCTAI0 MOBA

Ckazay xa: “Xait Oyaze!” —1 ycé Tak maycrana.

He naif xa Tamy, mto Xoa3iip ma mnoii,
CkaJo¥yuisl 1a KpoBi i pyKi, 1 HOT1,
He naif xa simy, He naif )ka HiKOJi,

Kab Gomto He 1yy; Xaif KpBIYBILE a1 3HSIMOT1;

Xaii KpbI4bllb — €H Ka BHIOpaY; a1 KPBIKY CTyIee
1B 60JIb — 60JIH CaMOTHI, 00JIb HaXKa CIIa[YbIHHOTA.
Bochk Tam iHIIbI i13€, CiBbI, Oe3 Ha3el,
3 mapokHAl csBeHbKal aJ| THiNora mapora!
(Kanacwr)™.
(Luksa, 1993).

4" Above the blackened stubble, over the trampled field,
Over a sharp stone, over a stone plain ...
How hard it is for someone who knows more 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.

Let him shout — he has chosen; the shouting will make more dull
Another pain — the pain of loneliness, the pain of an inherited knife.
There he goes, grey-haired, hopeless,
With an empty sieve from the rotten threshold!

(Ears)’.
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Patriotic and religious-philosophical problems in the artistic system of M. Luksha
are inseparable, the images of ‘pooraii xamer™ and ‘poonaza Boza’'® are concepts
of the same order (the verses Kanacwr (Ears), Kwisiya (Pitch Resin), Kamnoyxa
(Katlovka), /lapoea (Road), Kpassio (Landscape), etc.). Moreover, her own path to the
homeland is perceived as martyrdom. The poetess transfers the image of a barefooted
woman with bloodstained feet from one collection of poems to another. This image
of a passionate person becomes central in the poems Haozes Apmwimosiu, Mapywixa
(Marushka), 3 xasxi Anoapcena (From the fairy tale of Andersen), mut 6eani 0a benaeca
eopada... (we ran to the white city...) and others. Being an adherent of a graphic way
of depicting reality using achromatic tones (white, black, grey, occasionally Sepia, and
rust), M. Luksha rarely refers to spectacular colour combinations. The exception is for
white-red blood spots on snow, under a bandage, on a white flag, on pale skin, which,
of course, have a symbolic content and are associated primarily with sacrifice in the
name of a high ideal:

y Oernaii CykeHIIbI Ha OeJIbIX MAaJO0THAX Ha JyraBiHaX POCHBIX
arMeHIO KOpaHb rajlye XxaBae ¥ JaJoHsX aJl BETpy

IISLI3ILB @)K aKPAIIHE a0Milb TAMKHEHH1

BBINPBICHE Ha I'y0ax Mak ipBena ¥ manprax

KanlajJb CYXOTHbBI

Ha OelbIX CYKEHKaxX ILITaHaapay MakaM rapbiip Anaiza
(Anaiza Hawkesiu)".
(Luksza, 2017, p. 51).

In general, the colourisation, colouring of the poem is considered by the poet as
a stylistic abundance, which is expressed even on a metaphorical level — in the image
of a dream, which can be muted with colour (the poem [//aean (Chagall)).

M. Luksha places the greatest imaginative and semantic load on the colour white,
which in her philosophical lyrics correlates with absolute kindness, justice, light,
freedom, and life, because the world itself is already ‘white’:

‘the native home’.

16 “the native God’.

‘in a white dress on white canvases on dewy meadows

the root of the fire grows hiding in the palms from the wind

watches until it is stronger to overcome the striving

poppy will upon the lips torn in the fingers

cough tuberculosis

on the white dresses of standards Aloise flames like a poppy
(Aloise Pashkevich)’.
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MBI Oeri j1a Oenara ropaja
caMmi OernbIs ¥ mpamMax MapIrdbIH
Os31iTacCHA MAJIAIBIA. ..
(mp1 6eani 0a benaza 2opada...)'s.
(Luksha, 1993).

Quite often, this colour of the poem is associated with the image of the
Motherland (Belarus) and even specifically with the national character, because
white is a superconscious colour (the poem [lozayax (Polatsak)). It is interesting
that understanding her own existence, the lyrical heroine, in a manner close to the
aesthetics of meta-realism, tries to literally look inside her body, where a white
carnation is rowing and splashing through the veins y myneni ynis canoykair’® (Luksha,
1993). On the one hand, the chosen colour, although unusual for such descriptions, has
got positive semantics in the poetess's artistic system, which in the light of the above
mentioned is easily read by the recipient. On the other hand, the choice of a flower
along with a number of predetermined historical and cultural associations crosses the
conflict-free image out. Thus, carnations in ancient mythology symbolize innocently
spilt blood, as they grew in the place of the eyes of an unwary shepherdess, torn out
and thrown to the ground by Artemis. In the biblical tradition, this flower is associated
with the suffering of Christ. In other words, the sacrifice and suffering for the idea
form the core of the image of the lyrical heroine.

The path of love in the lyrics of M. Luksha is no less bloody and thorny. Fear
(anxiety, fright, and trouble) is quite often noted in the intimate poems of the poetess,
acting as the dominant psychological state of her characters (3 xasxi Anosapcena, sk
CMpawina Kaii aoublM Clo8am..., barwces s... (I'm afraid...), na mabe xneo6... (bread
on you...), etc.). And this explains the general dramatic atmosphere of such texts,
where even the tide of the sea sounds like a requiem for lovers (the poem i eamuwt uac
npeixod3iys...(and this time comes...)), and love itself carries pain and bloody wounds:

Oerti MBI Ja cs10e

JIFOTHISA 1 MIPOCThIA

1 HOY HAC JaraHiia
00CKIX

J1a CMepLi YCKPhIBayIeHBIX

18 ‘we ran to the white city

white with scars from wrinkles
mercilessly young...
(we ran to the white city...)’.

19 “in a tunnel flower down’.
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3ayTpa Oya3e paHak

paH IOYHEI i crieBay
(Mot Geeni 0a benaza eopada...)™.
(Luksa, 1993) .

In the poem sax cmpawna xani aonvim crogam... love is perceived as an altar
that requires sacrifice and on which ‘3rapami Mer 3rapana ycé natma // i ciBbl momen
nax pacoit Hsamee... ! (Luksha, 1993). The most radical embodiment of suffering for
love is stigmata (this interpretation of the phenomenon of love is found in the poetry
of M. Luksha and twice in the eponymous poems from the collections Ecys (Exist)
and Paoacnoy. At the same time, the value of love for a person in the artistic and
philosophical system of the poetess is equal to life itself and even more than life.

The ambivalence of perception of this phenomenon is caused by the impossibility
of complete rapprochement with the beloved, the idea of loneliness as the inevitable
end of the life of the man, who will still remain alone with his loneliness to the grave
(the poem macki nawwvix meapay... (the masks of our faces...)). Even in moments of
emotional harmony, lovers do not become one:

i Oymzem pasam —
XOLb HE MOYKaM —
JIBa pyyaiiki
aJIHOM BaJIbl
(6aroca ... ).
(Luksha, 1993).

20 ‘we ran home
fierce and simple

and night overtook us
barefooted
bloodied to death

tomorrow will be morning
full of wounds and songs
(we ran to the white city ...)’.
2 ‘we burned, everything burned to the ground // and the grey ash over the dew is going numb’.
‘and we will be together —
although we cannot —
two streams
of one water
(I'm afraid...)’.

22
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Distinctive in this context is the embodiment of the consequences of uniting hearts
in the form of millstones that

YaKasi MpeITyTinmna
pasam 3BapyuibIiia
a 3 caboi 3mararora
KpBIIIAIIA. . .
(En cxnap ocopnt... ).
(Luksha, 2017, p. 5).

The image of the stone hearts of lovers, in this case, should not be interpreted as a bad
metaphor. The writer does not try to be original, creating a memorable paradox (although it
should be noted that in general, M. Luksha's style is characterized by a tendency to combine
the incompatible — oxymoron and phantasmagoria of images, wordplay, synaesthesia, and
even modulation). The fact is that in her philosophical and aesthetic system, the animate
and inanimate are endowed with the same characteristics. As a result, the stone, while
retaining its physical characteristics (hardness andstrength), acquires others (memory and
character), and therefore the images of the stone and the heart are concepts of the same
order and neither semantically nor aesthetically contradict each other.

But the loneliness of the lyric heroine is not forced, not due to external circumstances
and the situation. This is a conscious act of will caused by her ideas about the life
scenario of any love story, as evidenced by the following aphoristic miniature: ‘He
IBsT0 cs10e // Hi 3 kiM 51 // 3 kim s1°** (Luksha, 1993).

The impossibility of the complete fusion of souls is compensated by the union of
bodies. Moreover, such contact in the intimate lyrics of M. Luksha usually have an innocent
and chaste character (poems 5 zsuy da meaix pyk... (I fly into your hands ...), uac..., na
maobe xneo..., etc.). A clear erotic subtext is read in the following miniature: ‘y cavommuyio
MeCauHyto noyHay /'y 2yiKim naxoi 3a 30anenvimi cyenami // ghapmyews 603epa nackom
eapauvix pyk ” (Luksha, 1993). Body language as a manifestation of human intimacy also
becomes a form of lyrical experience in revealing the collisions of love. Yes, the heroine of
the poem Cmwiemamer (Stigmata) — consciously or not — copies and reflects the gestures of
a loved one, which psychologists interpret as an instinctive desire to please the interlocutor.

Attention to the bodily beginning is characteristic of the poetess not only when
revealing intimate issues. By analogy with the concepts of visual and auditory poetry,

2 ‘waited to embrace

move together
and fight with each other
crumble...
(He laid down the millstones...).
2 ‘T do not share myself / with anyone // with whom T am’.
% “in a lonely lunar midnight // in an echoing room behind whitewashed walls // you form a lake
with sand of hot hands’.
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which are designed for the visual and, accordingly, the acoustic effect of the poem, the
lyrics of M. Luksha can be called ‘tactile’. Physicality in its various manifestations
becomes one of the defining features of the writer's artistic thinking, and the main
principle of the assimilation of the heroine with the surrounding reality is, first of
all, tactile perception. ‘ITauyuné amsincta 3 ycim *xbiBeIM 2 (Rublevskaya, 2012),
which L. Rublevskaya rightly noted as one of the main features of M. Luksha's
worldview, allows us to establish a special dialogue with the surrounding world, to
build relationships that require not so much rational understanding as mutual empathy
andmutual feeling. Moreover, the ability of tactile perception (tactile, temperature,
kinetic) is possessed by both participants in such contact: a person and a thing. The
latter is understood here as a manifestation of a thing-existence, reality in the broad,
Heideggerian sense of the term, which includes everyday ordinary objects (actually
things), living beings, natural objects, and objects-phenomena (poems 7pasa (Grass),
baroca ..., Kwvisiya, etc.). Olfactory (odours) and gustatory (taste) sensations are often
added to tactile perception, creating paradoxical, but meaningful images:

HATYIOIb TaTbIIBI

BaJIaCbl TPaBbl MaJIaJAbIsA

TpaBa BeJae
KOCTKI TasbIiay
CMakK YaliaBeka
3aycEébl JKbIBOra
<...>
cMsiela [ixa maj Hami
cKaMevaHast
cMsiera

(Tpasa)*’
(Luksa, 1993).

>

2 <A sense of unity with all living things’.
27 “kiss fingers

hair grass young

the grass knows

finger bones

taste of a man

always alive

[...]

it’s laughing quietly beneath us

crumpled

laughs

(Grass)’.
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The semantics and structure of such bodily images are due to the extremely keen
sensitivity of the lyric heroine, who is able to describe the taste of the eyes of a loved
one, appealing to the taste of the northern moss, which the silky palate of a deer feels
(the poem 6y0zem bryrkays He3z mamei... (we’ll wander aimlessly...)). But in most cases,
the gustatory somatics in the lyrics of M. Luksha acquire a philosophical projection
andembodies the eternal victory of life over death in the form of a grain warmed under
the tongue and planted in a grave (the poem nacadocy y acapoosze ma evisemparnvim
xkypeate... (1 will plant in the garden on a weathered mound...)). In the miniature em 03iki
nnoo y cmapaxcoimuvim caose... (eating wild fruit in an ancient garden ...), an apple
eaten on a predatory Spas (Saviour feast) night (Luksha, 1993) becomes a multi-level
metaphor that can only be deciphered in the context of the entire work of the poetess
and is connected with the fate of Belarus, Christian ideas of salvation and overcoming
fear (an allusion to the biblical episode when Christ, after His transfiguration, urges his
disciples not to be afraid of the miracle).

The Christian subtext is also felt in the giving of bread and water the function of
a kind of amulet that can prevent trouble:

Ha Tabe xy1e0
el
i He Oya3e Tabe Ooseit cTpaxy
Ha Tabe Bay
YBICTYHO
i
BBIMBIil CBa€ YOPHBISI BOYBI
Ha cs10e marsiasi
He Oyase Osiibl
He Oy/131 TOJbKi Osi/IbI
[...]
nanaryio TBoi 60ib
i He Oym3e Tabe 6oIto
(na mabe xneb...)*.
(Luksha, 1993).

2 “bread on you
eat
and you will no longer have fear
water on you
clean
drink
wash your black eyes
look at yourself
there will be no trouble
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‘Water in the lyrics of M. Luksha is endowed with the epithets ‘alive’, ‘holy” and
has a fairly transparent meaning, which is preserved in all the poetry collections of the
writer. The process of drinking water is identified with life itself, and the endurance
of this association allows it to become the basis for new figurative structures that
are important for understanding the poetess's philosophical concept. For example,
a legless bird — Fatherland—Belarus — can't quench its thirst — from the poem atiusira
(fatherland): ‘i TosbKi mits KpeIYbIb // canénae Bajpl mis npociip’?® (Luksha, 1994,
p- 34). Unity, relationship, and valuable isomorphism of the living and inanimate are
laconically formulated in one line: ‘m’ro1p Bajly KaMeHb MTYIIKA YaiaBeK i apIsa’>’
(Luksha, 1994, p. 35). This thesis also works in the opposite direction, when the human
body is a mechanism, all the fluids of which —blood, sweat, and tears — are mixed: ‘Hou
BBILISIKAE 3 [510€ // peIOKi TparedyIiia 3a yacTakoiaMm paopay / miemMst poaHara akisH’>!
(Luksha, 1994, p. 21).

The concentration of the poetess on the physiology and the methods of showing
bodily reactions indicate the mental sufferings and inner pain of the lyric heroine,
which is expressed through psychosomatics. Her tears are not only a means of relief
and purification of the soul but also sublimate into an act of creativity:

Ycé xamaen y gajgoHi BaroHb —
YeicThl 00JIb a3Ta, IpapoKa.

Topkim cokam craysae ¥ J1aloHb

3 maHA31eM (apba cisi30i aa3iHoKai
(aean)*.

(Luksha, 1993).

M. Luksha invariably relates the image of the poet to the aquatic, or more exactly — to the
underwater element, where there is not enough air to breathe, because ‘BeuHsl oM masray’>
(Luksha, 1993) — is Atlantis (poems Amaanmuioa (Atlantis), Byniya Mavinasas (Mlynavaya
Street)). The creative act is quite painful and torturous, it is a thorny path of a lonely person,

just do not wake up trouble
[..]
I will kiss your pain
and you will not have pain
(bread on you... ).
‘only shouts drink // asks to drink salt water’.
‘stone birdman and tree drink water’.
‘the night flows out of you // fish shiver behind the palisade of ribs // the tribe of the native ocean’.
“You catch everything in the fire of the palm —
Pure pain of the poet, the prophet.
Slides into the palm by bitter juice
With a brush paint like a lonely tear
(Chagall)’.
‘the eternal home of poets’.
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and therefore it is quite natural that the representation of the mechanism of inspiration and
the process of the poet's birth of a poem is mystical and ritual in nature and is based on bodily

destructiveness:

Moii Bopar JISDKBILb 3a0iThI JbI HE TaXaBaHbI

JIAYHO 1 CBEIIALIA SIT0 KOCI aOMBITBIS TXKIXKOM
BBITap2JIbIsl HA COHIIBI QUbIIIYAHbISI Myparami
SIK SITO JTyMKI TOJIBISL 3a0BITHIS 1HIIBIMI 1 rTepi 3a ycé

M caMmim

a sl KBIBY 1 ¥ T9TBI MOMAHT XBIBE Ma¢ CIIOBa

KaJli Milly 510 Kajli sSiro Thl YbITaewr

[...]

1 BOCh XaBalo $Iro i maMix Jricrami Oelaii manepsl

3a0iBaro STO SITY? Pa3 MphI CBEAKAX

— Bopara 0e3 siKora si He BE/Iaro XTO s —

mpbl Tabe YbITady 1 ATO MaxaBaeM MBI pa3am

1 maImKaIyeM Aaro 00 Mbl ¥Ce KbIBBIS

nakysib 1€niae cjaoBa ¥ maroHi 3a ieHeMm

(Abpao)*.

(Luksza, 2017, p. 27).

The body of the enemy can be replaced by her own body, which the lyrical heroine
perceives distantly, from the side, as if “‘unfamiliar’. Bitten lips, bloodied feet, teeth-
grinding, a bloodstain in the shape of a flower under a bandage, a burst palm lining
— these are messages to herself, to her inner, unspoken pain: ‘60 JicT micaia s 1a 00O
// Ha 6enaii kapue cBaiiro meia’> (Luksha, 1993, verse Sk combt cmyosens cnyosiys

3 ‘My enemy lies dead and not buried
long ago and his bones shine washed by rain
sun-bleached cleaned by ants
like his naked thoughts forgotten by others and above all
by himself
and I live and at this moment my word lives
when I write it, when you read it
[...]
so, I hide it between sheets of white paper
I kill him again in front of witnesses
- the enemy without whom I don't know who I am -
with you, the reader and we will bury it together
and we will feel sorry for it because we are all alive
while the warm word in pursuit of the shadow
(Rite)’.
35 ‘because I wrote a letter to pain // on the white map of my body’.
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Kkocyi... (As this January cools the bones...)). It should be noted that the body as an
object of observation has strong signs of disfigurement, defects, disease, loss, and
inferiority. On the pages of M. Luksha's books the hunched and lame, crippled and
bloodied, tuberculosis and numb, deaf and wounded wander (/6oe 3coponenvix (Two
hunched), y xoakaii yiwwini... (in prickly silence...), ..., 3acmykay y 036epuvl cocyw
3 maéi Auuvinel... (a guest from my Homeland knocked on the door...), ésibpaycs
mul Ha eauHy Oe3 éapmannui... (you are going to war without return...) and others).
But the poetess is most interested in the metamorphosis of the human body, its self-
movement. Yes, she often uses the blindness motif (in other words, the image of a seer,
who has lost this quality). But such a physical defect is not associated with human
callousness, disfigurement of the soul, and unwillingness to know the truth — qualities
that such a metaphor traditionally embodies. Mira Luksha's characters, including her
autopsychological heroine, go blind when they come out into the light. The loss of
vision is another test on the way of the cross in search of the white city, where ‘Bamy1p
MSIHE SIK acJICIUTYIO aJl CBETY CACTpY ¥ 0ok Takix cambix sk s7°¢ (Luksha, 2017, p. 65,
the poem Mecya ).

The lyrical heroine is able to hear the voices and pleas of the dead (the poems
He raoicviye Cnapye... (Don't tell Sparta...), cmpayiy s... (I lost...) and even tactfully
communicate with them (Cmuwiemamet). Artistic and philosophical mastery of the theme
of death is also understood primarily through corporeality, the gradual destruction of
the physical shell, including her own:

MacKi HalllbIX TBapay

ajgocami MakpbIBaOIb

LIKApITYTIiHY 3IMITi

[...]

KISl IPBITOXKbIA KBETKI

PacTyIlb 3 HAlIbIX BOY

a Tpasa 3arIbIoIsie

Kap HBYBIKI TaMiXx 3y0ami
(macki Hawwix meapay...)".
(Luksa, 1993).

% ‘T am led, like a sister blinded by the light to the side of people like me’.
37 “‘masks of our faces
are covered with stripes
earth shells
[...]
what beautiful flowers
grow out of our eyes
and the grass starts
roots between teeth
(masks of our faces...) .
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The metamorphosis of the body, the variability, the ‘fluidity’ of this image is
realized (although relatively rarely) in the opposite direction —as a desire for perfection,
the acquisition of superhuman abilities by the heroes. For example, the ability to fly:
‘HaByuslniia npocrtas crpapa, Tp30a TOJNBKI Xalelb / MOI[HA Maxallb pykaMi i yMmena
abminanp nepamkonsr’3® (Luksha, 2017, p. 51, the poem Mixan Anopacrox (Michal
Andrasyuk). And completely unexpected in the artistic system of M. Lukshi, but
very indicative for a deep understanding of the image of the lyrical heroine, is her
transformation into an angel with young white wings, with a Belarusian song on her
lips, which pleases and delights children from the white city (the poem idy 6envim
eopaoam... (I go through the white city...).

Thus, one of the most important engines of lyrical experience in the poetry of
M. Luksha is fear in its various manifestations. The desire to overcome this condition
gives the heroine autopsychological strength and determination to defend her moral
and patriotic ideals, and the latter is invariably associated with religious and Christian
values. Awareness of the sacrifice of this path, combined with a graphic way of
expression, a tendency to achromatic images with a clear symbolic emphasis on white
colour, the emotional economy and aphorism in the design of philosophical maxims,
on the one hand, creates the effect of a certain strictness of style, and on the other hand
— gives the writer's poems a vital persuasiveness and artistic conviction. Understanding
loneliness as the inevitable finale of any human story (love, struggle, or even existence
in general), the poetess consciously chooses loneliness for her lyrical heroine and at the
same time declares the exceptional importance of love for a man. Corporeality is one of
the clear intentions of M. Luksha's artistic consciousness in combination with the idea
of identity, kinship and unity of the living and inanimate world, anthropomorphism
forms the main principle of interaction of the lyrical heroine with the surrounding
reality — tactile. Her bodily sensations are characterized by intensity and acuteness.
Through the psychosomatics and attention to the destructiveness and metamorphism
of the human body, reactions to internal pain and mental sufferings are manifested.

Translated into English by Marharyta Svirydava
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