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Zina Gimpelevich-Schwartzman (Waterloo, Canada)
U£ADZIMIR KARATKIEVIÈ AND HIS INFLUENCE

ON THE CONTEMPORARY BYELORUSSIAN
RENAISSANCE 1

S
ubstantive changes in contemporary Byelorussian culture first occurred in
1986. These changes were demonstrated in the letter entitled «List da Har-
baèova» (Letter to Gorbachev) which was signed by twenty-eight well-

known Byelorussian artists and scientists of different fields and generations 2 .
Each of the twenty-eight signatories had been recognized as a «People’s Artist of
the USSR» or an «Honored Figure of BSSR Culture». Many of them also had
received international cultural recognition. In their letter, they unanimously show
their affection for the Byelorussian language and concern for its future. The
group includes Vasil Byka», whose works have won international recognition.

In contemporary Byelorussian literature, the only other Byelorussian writer
who enjoys a stature comparable to Byka»’s is the late U³adzimir Karatkieviè.

U³adzimir Karatkieviè was born in 1930 and died in 1984. He is known as one
of the first writers of his generation to commence what became a steady and
confident return to his roots in the Byelorussian language and culture. Karatkie-
viè received his first University degree in Kiev, and by the time of his graduation
in 1954 was completely fluent in Ukrainian. Due to both his interest in Ukrainian
culture and his tendency to express his opinions openly, Karatkieviè earned the
epithet of «Ukrainian-nationalist» from the Ukrainian authorities. This was in the
fifties when that alone could result in a death penalty. The curious thing to note
here is that Karatkieviè�s first language was Russian.

In 1962 Karatkieviè graduated from the Institute of Cinematography, VGIK, in
Moscow. Now he had become fluent not only in the eastern group of Slavic
languages, but in Polish and French as well. Versatility and profound erudition are
already present in his early poetry. Quotations from the Bible and classical and
contemporary literature as well as proverbs and sayings from folklore are not only
a part of his «general» culture, they infuse all his poetry and prose and demon-
strate his respect and admiration for these other cultures. Through his writings
and his behavior Karatkieviè emphasizes that his emotion and respect were
1 Paper presented at the annual meeting of the Canadian Association of Slavists in the frame-
work of the Leamed Societies Conference, Universite Layal, Quebec, June, 1989.
In order to avoid misinterpretation, Byelorussian Latin-script spelling is used for Byelorussian
names, see: Vera Rich: Like Water, Like Fire, London: G. Allen & Unwin Ltd., 1971, p. 23.
2 Listy da Harbaèova (Letters to Gorbachev). London: The Association of Byelorussians in
Great Britain, 1987.
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the basis of his enthusiasm for the Byelorussian language and culture. In his
essay «Ìîâà (øòî ÿ äóìàþ ïðà öÿáå)» � «Language: What I think of You» —
which is the final part of a book put together by Byelorussian scholar Aleh Bem-
bel — Karatkieviè wrote:

«� (ÿ) � ñàì âÿðíó¢ñÿ äà ñâà¸é ìîâû. Âåäàþ÷û ³ ³íøûÿ ÿê ñâàþ (íåêàòî-
ðûÿ, ìîæà, íà ñàìûì ïà÷àòêó, íàâàò ó íå÷ûì ëåïåé) àäíîé÷û çðàçóìå¢. øòî
ñàïðà¢äû ñâàÿ ñÿðîä ³õ àäíà» 3 .

Like Byka», Karatkieviè first wrote in Byelorussian and usually translated his
own works. Sometimes, as for example in the case of the story, «Äç³êàå ïàëÿâàííå
êàðàëÿ Ñòàõà» or the novel «×îðíû çàìàê Àëüøàíñê³», he agreed to an autho-
rized translation. Milan Kundera in «The Art of the Novel» talks humorously
about the thankless role of an author, who is supervising the translation of his
own works: «The writer who determines to supervise the translations of his books
finds himself chasing after hordes of words like a shepherd after a flock of wild
sheep — a sorry figure to himself, a laughable one to others» 4 . Although, Kun-
dera’s general and political situations differ considerably from Byka»’s and Kara-
tkieviè�s, they share some common ground. While Kundera practically lost his
Czech audience, Byka», Karatkieviè, and others, by writing in Byelorussian first,
were creating their Byelorussian audience. After all, these writers would have
found it easier to gain success and recognition if they had written in Russian. The
number of copies of their works printed in the Russian language exceeded the
Byelorussian editions of the same works dozens and sometimes even a hundred
times. The ten thousand Byelorussian copies of the best known of Karatkieviè�s
novel, «Êàëàñû ïàä ñÿðïîì òâà³ì», appeared in a Russian-language edition
of 180,000 copies. Karatkieviè�s insistence on writing in Byelorussian was not
merely a political act from his part. Like Byka», Karatkieviè took a special pride
in using this language as a mark of his identity. This sense of national identity
is more than necessary in a Republic, where in 1981, 89.9% of all printed literature
was in Russian. By 1984 this figure had reached 95.3%.

In his essay «Ìîâà (øòî ÿ äóìàþ ïðà öÿáå)», while talking about the role
of native language in the destiny of an individual, Karatkieviè wrote: «Íàâàò
àäç³í çäîëåå, êàë³ äà êàíöà» 5 . Knowing the gentle nature of the author of this
line, one will immediately recognize this statement not as a militant appeal to
arms, but as a sign of spiritual strength and the strong national identity of
a member of the intelligentsia, for whom his native language is emblematic of his
dignity. This relationship of personal dignity and language permeates all of
Karatkieviè�s works. Anatol Vierabiej writes in his latest essay about Karatkieviè:
3 U³adzimir Karatkieviè. «Mova, �to ja dumaju pra ciabie» (Language, What I think of you).
In Aleh Bembel, Our Native Language � Its Role and Aesthetic Progress. London:
The Association of Byelorussians in Great Britain, 1985, p. 242.
4 Milan Kundera, The Art of the Novel. New York: Harper & Row, 1988, p. 120.
5 U³adzimir Karatkieviè. «The language. What I think of you», p. 239
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«Ï³ñüìåíí³ê ÷àñòà çâÿðòàåööà ¢ ñâà³õ òâîðàõ äà íîâàãà ³ ¢ ïý¢íûì ñýíñå
íåäàñòàòêîâà ÿø÷ý ðàñïðàöàâàíàãà ¢ áåëàðóñêàé ë³òàðàòóðû âîáðàçà ³íòý-
ë³ãåíòà» 6 .

Indeed, in his poetry which first appeared in 1955, as well as in his prose
which was first published in 1961, Karatkieviè developed the philosophical themes
and topics which exercised the intelligentsia. On a personal and creative level this
writer accurately fits Nabokov�s description of an «intelligent». He possessed all
the features proposed by Nabokov: «the spirit of self-sacrifice, intense participa-
tion in political causes or political thought, intense sympathy for the underdog
of any nationality, fanatical integrity, tragic inability to compromise, true spirit of
international responsibility» 7 . Being a faithful follower of the intelligentsia, Kara-
tkieviè felt and portrayed a personal responsibility for his utterances, whether
made in private or in his writings. Being by birth and choice a representative of an
«underdog» culture, Karatkieviè tirelessly sought to bring it to his readers through
the tool he possessed and admired the most — his Byelorussian language.

As a person interested in the destiny of the intelligentsia, Karatkieviè wrote
extensively on historical themes and topics, apparently following Kundera�s
thought on the subject: «If the writer considers a historical situation a fresh and
revealing possibility of the human world, he will want to describe it as it is» 8 .
Such themes easily promote thoughts and ideas concerning national identity and
its vehicle — the language.

In Karatkieviè�s works as in the works of early representatives of the Russian
and Polish intelligentsia, language does more than simply reveal the origins of his
protagonists. It demonstrates the protagonists� attitude towards the people who
use the language. «Ìóæûê ³ ìóæûöêàÿ ìîâà» is the litmus paper which, within
the literary world of Karatkieviè, indicates a person�s search for the truth (ïîøóê³
ïðà¢äû).

The themes and plot of the most popular of his stories, «Äç³êàå ïàëÿâàííå
êàðàëÿ Ñòàõà» àãå typical of Karatkieviè. This is a glimpse into Byelorussian
history blended with a number of elements of fantasy as a background for
a romantic love story. The narration is written in the first person by the character
Bie³arecki, a historian and ethnographer. The reader is even given the name of one
of Bie³arecki�s collections of Byelorussian folk art: «Byelorussian songs, ballads
and legends». And, as if to confirm the further reality of his writings, there is
a phrase from Bie³arecki�s introduction to this monograph 9 .

The reader never doubts the author’s sympathies and attitudes for a mo-
ment. In spite of the complex plot and the fact that the events described in the

6 Anatol Vierabiej. «Jadnajuèy suèasnaje z minu³ym». Ma³ado�æ. No 11, (1988), p. 176.
7 The Nabokov-Wilson Letters, edited, annotated and with an introductory essay by Simon
Karlinsky. New York: Harper & Row, 1979, p. 294.
8 Milan Kundera, The Art ofthe Novel. New York: Harper & Row, 1988. p. 44.
9 U³adzimir Karatkieviè. Èorny Zamak Al�anski. Minsk: Mastackaja Litaratura, 1983, p. 301.
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story are at least a hundred and forty years in the past, there is no idealization
of that period. The cruelty of big landowners and the petty attitudes of their
supporters — the šlachta — towards simple folk is portrayed in a very critical,
strong, and realistic manner. The Tsar’s name is also used negatively, and when
Bie³arecki slips in the suggestion that the Romanov family is of Byelorussian
origin, he is ashamed of this implication. The inability of both the landowners
and the šlachta to speak Byelorussian demonstrates the depth of their moral
degradation. In contrast to the dark force they represent, two things stand out.
First, as the major protagonist, Bie³arecki constantly points out that the pure
source of Byelorussian folk art is Byelorussian history which, with all its com-
plex events, reminds the reader of the possible rebirth of the glorious past.
Secondly, it is people like himself, his peasant friend Ryhor, �viaci³aviè, a demo-
crat with a self-explanatory last name, and Jano»skaja (she crowns this small
circle of like-minded people), who — to some degree, with their shared hardships
and their respect for the people and their beliefs — symbolize Byelorussia itself.

Byelorussian legends, however, are not entirely idealized in the novel. The
central one, which gave its name to the «Äç³êàå ïàëÿâàííå êàðàëÿ Ñòàõà», is full
of treason, cruelty, and betrayal of one’s roots. It is a beautiful and very powerful
story whose scope in terms of moral and literary profundity may only be com-
pared to Gogol’s «The Terrible Vengeance.» Just as in Gogol’s tale, the legend
about King Stach proclaims the intensity of woe which awaits those who danger-
ously play with the value of their roots.

The protagonist of Karatkieviè�s first * historical novel: «×îðíû çàìàê
Àëüøàíñê³» is Anton Ko�miè, a contemporary of the author. Karatkieviè�s edu-
cational data coincide with those of his protagonist. Here the autobiographical
similarity ends and gives way to the possibility of an alternative biography. Dmitrii
Segal considers the idea of alternative biography to be the most common literary
practice for Slavic writers of this century 10 . The attempt to create such a situa-
tion, he states, through the creation of a prototype and blending different prota-
gonists into one «ideal» self, confirms the author’s ability to live another life in
circumstances more suitable for personal development. A similar idea is expressed
by Kundera: «A novel examines not only reality but existence. And existence is
not only what has occurred, existence is a realm of human possibilities, every-
thing that man could become, everything he is capable of» 11.

In this respect Anton Ko�miè is an ideal compilation. He is a historian and
a paleographer who is only one step away from his post-doctoral degree. His

* Íà ñàìàé ñïðàâå «×îðíû çàìàê Àëüøàíñê³» íå ç�ÿ¢ëÿåööà ïåðøûì ã³ñòàðû÷íûì ðàìàíàì
Ó. Êàðàòêåâ³÷à. ²ì áûë³ «Êàëàñû ïàä ñÿðïîì òâà³ì». Ïàñëÿäî¢íàñöü íàï³ñàííÿ ðàìàíà¢
ïðàäñòà¢ëåíà ¢ àðòûêóëå ¢ àäâàðîòíûì ïàðàäêó. � Ðýäêàë.
10 Dmitrii Segal. «Zametki o Siu�etnosti v Lirièeskoi poezii Pasternaka». Slavica Hierosolymitana.
No 3, (1978), p. 428.
11 Milan Kundera, p. 42.
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interest is the sixteenth and seventeenth centuries — a period of glory and pride
for the Byelorussian language and culture, since during this period Byelorussian
was the state language of the Grand Duchy of Lithuania. Ko�miè�s hobby is writing
detective stories, based on ancient Byelorussian documents. As a member of the
intelligentsia, Ko�miè is also the ideal material for the story, as the events de-
scribed had already happened to the author (an alternative biography). At the
same time he is the central figure in a complex detective story. Such adventure-
detective stories are a common feature in all of Karatkieviè�s prose. The writer,
however, uses this device in a masterful and challenging way. He not only deve-
lops interesting complexities for the plot, but constructs intriguing linkages and
comparisons between the past and modern life.

«Èorny Zamak Al�anski» is the first occurrence of a type of plot which Karat-
kieviè develops throughout all of his prose works. It comprises three levels of
narrative approach: realistic, fantastic, and mystical. The complexity of such a plot
brings an ornate kind of beauty into the writer�s prose. A less complimentary
feature in Karatkieviè�s prose is his urge to unravel the fantastic and mystical
elements at the story�s end. Karatkieviè is sometimes in so much of a hurry to
explain the riddle of the plot that the reader feels like a frustrated gourmet with too
little time to savor his favorite dish.

Another feature of Karatkieviè�s prose is the presence of religion in his works.
Beginning with the novel «Èorny Zamak Al�anski», God�s name permeates the
body of Karatkieviè�s works. Almost on the same level as language, religion
demonstrates both the author�s attitude to the protagonist and his personal civic
courage. After all, Karatkieviè wrote at a time when religion was not as welcome
in life and literary works as it is today. The ending of the novel «Èorny Zamak
Al�anski» is in the form of a monologue by Anton Ko�miè. In his address, or,
more precisely, prayer to God, Ko�miè asks nothing for himself, he asks only
for the happiness of his people.

The name for Karatkieviè�s next novel � «Õðûñòîñ ïðûçÿìë³¢ñÿ ¢ Ãàðîäí³»
is not very typical of contemporary Eastern Slavic literatures. Karatkieviè himself,
in his autobiography, defined the genre of this novel as follows: «Ãýòà íå êàìåäûÿ
³ íå òðàãåäûÿ, à òðàã³êàìåäûÿ, ñìåõ ïðàç ñë¸çû, íàðîäíàÿ äðàìà, êàë³ õî÷àöå» 12.
Folk humor and Bible stories, regional legends and chronicles, sayings and pro-
verbs, this is the rich soil used by Karatkieviè in which to grow the colorful plot
of his second historical novel.

The scope of the author’s fantasy and his vast knowledge of the history
of his native and beloved Byelorussia gives birth to a lot of ideas about the need
for change in every aspect of life in this part of the world. One idea, however,
stands as a solid column not only in «Õðûñòîñ ïðûçÿìë³¢ñÿ ¢ Ãàðîäí³», but in
many other of Karatkieviè�s works. This is demonstrated in the poem «Ha Áåëàðóñ³
Áîã æûâå» / Byelorussia is God’s country (an old Byelorussian saying). In the

12 U³adzimir Karatkieviè. Zbor Tvora». Minsk: Mastackaja Litaratura, 1989, volume 4, p. 361.
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final lines of this poem published after his death in the anthology entitled: «Áû¢.
¨ñöü. Áóäó.», Karatkieviè states an idea which is common to all of his works:

² npa òîå êîæíû ïÿå ñàëàâåé
Ðîñíûì êâåòêàì ó ðîäíàé òðàâå:
«Íà Áåëàðóñ³ Áîã æûâå», �
² íÿõàé äà âåêó æûâå. 13

The starting point for «Õðûñòîñ ïðûçÿìë³¢ñÿ ¢ Ãàðîäí³» was a seven-
teenth-century chronicle by Maciej Stryjko»ski 14.

Jura� Bratèyk, the main protagonist of the novel, is presented in the novel as
Christ. During the course of the narration this character undergoes a number of
major transformations. In the beginning he is an adventurer and a crook who,
together with his «apostles», wanders around Byelorussia, performing cheap
tricks. Slowly he becomes aware of his people�s misfortunes and Jura�-the-Christ
leads an uprising against the king and the church which supports this unjust
ruler. The conflict between Jura�-the-Christ and the church is a deep one. This is
a conflict between those who stand up for the underdog and those who are
willing to submit to the people in power. The protagonist bears a remarkable
likeness to his literary predecessors, Till Eulenspiegel, Colin Bruon, and Robin
Hood, but is completely Byelorussified in «Õðûñòîñ ïðûçÿìë³¢ñÿ ¢ Ãàðîäí³».

In the two-volume historical novel «Êàëàñû ïàä ñÿðïîì òâà³ì» which con-
tinues in the story «Çáðîÿ,» the reader finds a protagonist who possesses the
typical characteristics of the intelligentsia. These features, incorporated into
a rather complicated plot, are the following: «readiness to serve the «universal»
cause for everybody’s happiness, heretical relationship to the present socio-
political order, democratization and integrity between people, faithfulness to one’s
beliefs, self-sacrifice, idealization of the common man, disregard for personal wel-
fare, feelings of isolation from one’s own people, and very mixed feelings about
religion» 15.

We have already noticed that protagonists in Karatkieviè�s works are mea-
sured by their attitude towards the Byelorussian language. In fact, knowledge
of the Byelorussian language immediately brings a protagonist into the circle
of positive heroes. The same tendency is portrayed in a negative manner by
those characters of different nationality who do not value their language, those

13 U³adzimir Karatkieviè. Zbor Tvora». Minsk: Mastackaja Litaratura, 1989, volume l, p. 242.
14 Maciej Stryjko»ski�s chronicle was compiled in the seventeenth century and covered the
reigns of the offspring of the Grand Duke Kazimir Jagieloviè who became the ruler of the
Lithuania and Rus� in 1440 and was made King of Poles in 1447. Maciej Stryjko»ski wrote
extensively on the period of the reigns of the son and the great-grandson of Kazimir, Zygy-
mond Kazimiroviè and Zygymond-August.
15 See a general discussion of the term «the intelligent» in book: Z. Gimpelevich-Schwartzman.
Intelligent y Romanakh Doktor Ziv¹go i Master i Margarita. Orange, CT: Antiquary, 1988,
p. 43.
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who show their preference for Russian over Polish or Ukrainian, or even for
French over Russian. In all his works, and in the novel «Êàëàñû ïàä ñÿðïîì
òâà³ì» and the story «Çáðîÿ» in particular, Karatkieviè introduces and develops
this romantic relationship between national identity and the native language.
Karatkieviè is so much taken with the question of language in these works that he
often gives a rather bald and simplistic presentation of some of the protagonists.

The character Ale� Zahorski, the principal protagonist of the novel «Êàëàñû
ïàä ñÿðïîì òâà³ì» and the story «Çáðîÿ», is a blend of the most typical features
of the intelligentsia. Zahorski was born a prince but has been brought up in
a peasant family whose name is Kahut. He was sent there by his parents who
represent one of the most influential families «of All the Russias». This practice
of educating and bringing up the first son in a peasant’s family was an old Byelorus-
sian custom and clearly represents an initial dream of members of the intelligent-
sia to bridge the abyss between labor and wealth.

In the novel Zahorski speaks like a peasant, eats like one, does everything
according to peasant ways. From the very beginning of the novel it is clear that
Zahorski’s mother tongue is Byelorussian. This makes him closer to a «ìóæûê»
than to his own family in all ways of communicating. What distinguishes him from
the peasants is his bearing and independence.

The old patriarch of the Kahut family demonstrates through a number of folk
stories and old legends the importance of knowing and respecting one’s own
native language and culture. As the first form of art encountered by Zahorski and
the Kahut children, these legends and stories have a marked impact on the young-
sters in this novel. Later Zahorski becomes acquainted with other forms of art and
different cultures, but when he himself starts to write verses, there is no need to
guess which language he chooses for his poetry.

When, after six years with the Kahut family, Zahorski returns home, the French
language in which his parents first speak to him is as strange to him as his own
family. Nor does he understand his mother’s words to him in Russian: «×òî æå âû,
íàïðèìåð, åëè ñåãîäíÿ íà çàâòðàê, ìîé ìàëåíüêèé? � ñïûòàëà ïàí³
Àíòàí³äà. � Ñ¸ííÿ� íà çà¢òðà? � íå¢ðàçóìåëà ïåðàïûòà¢ Àëåñü» 16 . It is
only when his parents make an effort and speak «ïà-ìóæûöêó» that Zahorski
recognizes them. His mother�s remark that as a child, Ale� spoke French like a little
Parisian, reminds us also, that though Byelorussian is his native language, it is
not his first. This small detail underlines the mission which Zahorski is supposed
to accomplish in his life. This mission is best described by this protagonist’s early
contemporary, Vissarion Belinsky’s words: «Our time longs for convictions, it is
tormented by a hunger for truth» 17 . Belinsky�s thought can be equally well ap-
plied to Karatkieviè�s times and his concerns for the «hunger for truth» in life and
16 U³adzimir Karatkieviè. Ka³asy pad siarpom tvaim. Minsk: Belarus�, 1968, volume 2, p. 50.
17 Vissarion Belinskii. Polnoe sobranie socinenii. «Reè o Kritike». Moscow, 1955, volume 6,
p. 267.
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art. Placing Ale� Zahorski in a historical context helps us to understand the ideal
intelligent in a number of respects. Zahorski is not of a «superfluous nature», he
is not a radical. Neither is he a populist, ready to perish for the «sweet» name of
the people. Indeed, Zahorski is shown as one of the people. He represents the
educated part of his nation which treats the people with respect. Cultural and
material democratization at all levels of society is what Zahorski demonstrated
with all the courage and love for his nation in the story «Çáðîÿ» which appeared
twelve years after the novel.

«Çáðîÿ», a story rather than a novel, is Karatkieviè�s attempt to complete the
grand plan which he had of telling the history of his homeland. It reveals the
context of the 1863–1864 uprising, led by Kastu� Kalino»ski. This plan is still to
be completed by someone in the future. And one may only hope that this person
will possess the same stature and talent as Karatkieviè.

«Êàëàñû ïàä ñÿðïîì òâà³ì» together with «Çáðîÿ» make up the first
Byelorussian historical saga which has brought to contemporary Byelorussian
culture a firm notion of self-awareness. But that is not all. These works help the
people of Byelorussian origin who today are still searching for their nation’s
rightful place among the nations.

In the glorified historical scenes, Karatkieviè portrays Byelorussians as ha-
ving a legitimate place among other peoples of the world. Perhaps due to his great
efforts, a society has been formed which is called «Äçÿäû». It incorporates thou-
sands of Byelorussians who are passionately interested in Byelorussian history,
literature, and culture. They work tirelessly to bring back its main foundation, the
Byelorussian language. The very existence of «Äçÿäû» is the realization of Karat-
kieviè�s words which he wrote in his biography: «Òðýáà ïðàöàâàöü íå äëÿ ñÿáå,
à äëÿ ìà¸é ðîäíàé êðà³íû, äëÿ Áåëàðóñ³, ÿêîé, êàë³ äàçâîë³öü ë¸ñ, ÿ ïàñëóæó,
êîëüê³ áóäçå äàäçåíà äç¸í, � ìíîãà àáî ìàëà, àëå äà êàíöà». (I shall work not for
myself, but for my native land, Byelorussia, which I will serve, if my destiny allows
it, for as many days as I am given — many or few — till the very last day) 18 .

And so he did. Contemporary Byelorussian culture had never been blessed
with an educator or a master of belles-lettres of the stature of Karatkieviè. There is
no genre where he failed to demonstrate both talent and professionalism. Karat-
kieviè�s poetry invites his reader to reflect on love and nature. It is the road on
which his lyrical hero sets out in search of beauty and the meaning of life. Literary
heroes in Karatkieviè�s prose continue this search and try to find answers in the
broad canvas of world history, including Byelorussian history. His essays on
Franci�ak Skaryna, Taras �evèenko, Lesia Ukrainka, Janka Kupa³a, Janka Bryl and
others — provide the incisive views of a profound thinker. These essays epito-
mize the knowledge and preoccupations of the writers who wrote before Karat-
kieviè and led him to dedicate himself to the same pursuits and questions. Some of
his research like «Çâàíû ¢ ïðàäîííÿõ àç¸ð» (about Byelorussian Pale�sie) is
18 U³adzimir Karatkieviè. Zbor Tvora». Minsk: Mastackaja Litaratura, 1989, volume 4, p. 363.
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devoted strictly to Byelorussian history. Two other essays are written to com-
memorate the millenium of Viciebsk and Tura». In celebrating these dates of im-
portance to Byelorussians, Karatkieviè passionately insists on the importance
of the resurrection of the language which is responsible for this culture. In every
genre Karatkieviè�s main intention is to unite Byelorussia�s past and present and
on the basis of this new foundation to look forward to the future.

To conclude this study on Karatkieviè I can do no better than quote the
words of his comrade-in-arms, Vasil Byka»: «I ïðû æûöö³ ¸í, ìîæà, ÿê í³õòî
³íøû, êàðûñòà¢ñÿ íåïàõ³ñíàþ ðýïóòàöûÿé àäíàãî ç ñàìûõ òàëåíàâ³òûõ
ìàéñòðî¢ ë³òàðàòóðû. Àëå, ìîæà, òîëüê³ ïàñëÿ ÿãî ñìåðö³ ìû ç óñ¸é
â³äàâî÷íàñöþ ¢áà÷ûë³, êàãî ñòðàö³ë³. Ðî¢íàãà ÿìó íÿìà ³ íà¢ðàä ö³ ¢æî áóäçå,
çàìÿí³öü ÿãî ¢ íàøàé ë³òàðàòóðû íå ìîæà í³õòî. Óæî õàöÿ áû òàìó, øòî í³õòî
ç òàê³ì áëÿñêàì íå ñïàëó÷àå ¢ íàñ òàëåíò ïàýòà ç òàëåíòàì ïðàçà³êà, äðàìàòóðãà,
ê³íàñöýíàðûñòà, ýñý³ñòà, ã³ñòîðûêà. ̈ í áû¢ àäíîëüêàâà òàëåíàâ³òû àìàëü âà
¢ñ³õ ë³òàðàòóðíûõ æàíðàõ, øòî, ìîæà, íàòóðàëüíà äëÿ ë³òàðàòóðû ì³íóëàãà,
àëå ðýäêà ñóñòðàêàåööà ¢ ñó÷àñíàé ë³òàðàòóðû ç ÿå áàãàòûì³ ³ äàñêàíàëà
ðàçâ³òûì³ ë³òàðàòóðíûì³ æàíðàì³». (Even when he was alive, he as no one else
enjoyed an unshakable reputation as one of the most talented literary masters.
Only after his death, however, did the scope of our loss become particularly
evident. He has no equal now and it is not likely that someone will appear in the
future; no one can replace him in our literature. Above all, no one combines with
such brilliance the talent of a poet with the talent of a prose writer, a dramatist,
a film script writer, an essay writer, and an historian. He was equally talented in
almost all literary genres — which may be natural in the literature of the past, but
is a great rarity in contemporary literature with its rich and highly developed
literary genres) 19. These words were written by Byka» as the preface to Karat-
kieviè�s eight-volume corpus of works presently being published in Byelorussia.
This is an edition of 60,000 copies and that alone signifies both an earnest and
a confirmation of what Karatkieviè�s name means in contemporary Byelorussian
culture.
19 U³adzimir Karatkieviè. Zbor Tvora». Minsk: Mastackaja Litaratura, 1989, volume 1, p. 10.
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Ferdinand Neureiter (Salzburg, Österreich)
ULADZIMIR KARATKEVIÈ

G
eb. 1930 in Orša, S. von Vicebsk (Witebsk).
Sein Vater war Beamter.
Während des Krieges war die Familie evakuiert und kehrte erst 1944 in die

Heimat zurück. Karatkeviè erhielt eine Mittelschulausbildung und studierte dann
1949–1954 Philologie an der Kiewer Universität, arbeitete anschließend bis 1958
als Lehrer in der Ukraine und in seinem Geburtsort Orša. 1958–1962 besuchte
er Literatur- und Drehbuchkurse in Moskau. Seit 1962 lebt er in Minsk.

Seine ersten Gedichte erschienen 1955. 1961 veröffentlichte er seinen ersten
Prosaband «Blakit i zolata dnja» (das Blau und Gold des Tages) mit Erzählungen
und Novellen. Es folgten Romane und weitere Bände mit Erzählungen. Außerdem
schrieb er Bühnenstücke und Filmdrehbücher.

In seiner Dichtung herrschen historische und balladesk-romantische Themen
vor. Die historische Thematik, romantisierend und abenteuerbetont, überwiegt
auch in seiner Prosa.
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Krzysztof Rutkowski (Warszawa)
JEDYNY TEMAT: BIA£ORU�

S
¹ pisarze, dla których rodzinna ziemia jest jedynym tematem twórczo�ci.
Wtedy pisanie staje siê jakby innym sposobem patrzenia na ludzi, przedmio-
ty i na  siebie wreszcie, dookolnym spojrzeniem przez pryzmat wszechobec-

nej swojsko�ci. W nik³ym natomiast stopniu jest literatur¹ wyduman¹ przy biurku.
W ten sposób pisze U³adzimir Karatkiewicz, bia³oruski poeta i prozaik, autor kilku
powie�ci historycznych i wielu opowiadañ, z których dziesiêæ, w wyborze i t³u-
maczeniu Jana Huszczy, ukaza³o siê nak³adem Wydawnictwa £ódzkiego. Tak wiêc
B³êkit i z³oto dnia 1 jest hymnem powszednim na cze�æ Bia³orusi. Rzeczywisty
bohater opowiadañ Karatkiewicza to tysi¹cletni d¹b w poleskiej puszczy � drze-
wo wieczno�ci, Dniepr, Prypeæ i step. Ludzie pojawiai¹cy siê na kartach jego
utworów znajduj¹ oparcie i potwierdzenie w³asnego istnienia w tradycji, która
w formie widocznej wystêpuje obok nich i któr¹ wspó³wytwarzaj¹ swym w³asnym
¿yciem. Cz³owiek i przyroda w twórczo�ci bia³oruskiego pisarza stanowi¹ jedno�æ.
Nie ma tu jednak mowy o jakim� determinizmie przyrodniczym, o naturalistycznej
proweniencji. Tajemnica zwi¹zku polega raczej na wysi³ku �wiadomo�ci, w której
przesz³o�æ, tera�niejszo�æ i przysz³o�æ, dziêki ci¹gle obecnej swojsko�ci, ³¹cz¹ siê
z sob¹ w ka¿dej chwili i stanowi¹ o postêpowaniu bohaterów: «On [�] tak ¿ywo
odczuwa³ zwi¹zki ze wszystkimi, którzy byli, którzy bêd¹ na ziemi. To mu dawa³o
poczucie czego� donios³ego, znacznie wa¿niejszego ni¿ on sam. Rodzi³o w jego
duszy poczucie jakiej� wielkiej i smutnej zarazem dumy, dumne i gorzkie odczu-
wanie wspólnej wszystkim rado�ci, ciche marzenie o jedno�ci rodzaju ludzkie-
go. Poczucie, które tak sugestywnie wypowiedzia³ Rublow w Swiêtej Trójcy», —
mówi narrator Czerwonej tarczy.

Ci, którzy w ten sposób odczuwaj¹ zwi¹zek czasów i zwi¹zek ludzi, staj¹ siê
w opowiadaniach Karatkiewicza prawdziwymi spadkobiercami i kontynuatorami
Tradycji, rzeczywistymi bohaterami utworów na równi z drzewami, ziemi¹, wod¹
i s³oñcem. Po ich stronie jest prawda. Je�li nawet myl¹ siê czasami, prze¿ywaj¹
chwile zw¹tpienia, to jednak wcze�niej czy pó�niej przezwyciê¿aj¹ sw¹ s³abo�æ,
a pomo¿e im zdobyte wcze�niej poczucie swojsko�ci i zadomowienia. Ludzie
wystêpuj¹cy na kartkach tych opowiadañ potrafi¹ mieszkaæ na ziemi. Mieszkaæ,
to znaczy nieustannie odnawiaæ zwi¹zek ze wszystkim, co znajduje siê wokó³,
1 U³adimir Karatkiewicz. B³êkit i z³oto dnia / Wybra³ i prze³o¿y³ Jan Huszcza. £ód� 1976.
Wydawnictwo £ódzkie, s. 240.
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gdy¿ w³a�nie w tym zwi¹zku kryje siê tajemnica si³y i skuteczno�ci wszelkiego
dzia³ania. Dla nich Prypeæ, Dniepr, d¹b tysi¹clatek nie jest po prostu: «pomnikiem
przyrody», ale swoistym pismem, które trzeba umieæ czytaæ, je�li my�li siê o ¿yciu
prawdziwym. Czyta siê rzekê, aby nie rozbiæ bajdaka o wystaj¹ce kamienie, a tak¿e
po to, aby zapamiêtaæ dok³adnie jej barwê, szum, zapach i odnale�æ pewne «X»,
które siê w niej kryje. To «X» mo¿e na przyk³ad przydaæ siê pó�niej w naukowym
laboratorium w trakcie badañ nad w³a�ciwo�ciami plazmy. Z³udzenie? Absurd?
Tak mo¿e powiedzieæ tylko ten, kto nie rozumie, na czym polega zwi¹zek z ziemi¹,
na której siê mieszka.

Dla bohaterów opowiadañ Karatkiewicza przyroda stanowi swoiste uniwer-
sum, niewyczerpany zapas wiedzy i ró¿nych umiejêtno�ci, wp³ywa na zachowania
ludzi i rodzaj ich uczucia. Cz³owiek jest obcy, je�li na skutek jakich� nieprzewidzia-
nych wypadków straci umiejêtno�æ odnawiania rzeczywistego zwi¹zku z ziemi¹.
Obcym, jest tak¿e ten, kto zak³óca Harmoniê tego zwi¹zku. Ekipa filmowców, która
przyjecha³a do bia³oruskiej wioski, naruszy³aby organiczn¹ wie� jej mieszkañców
z ziemi¹, gdyby potraktowa³a osadê jako skansen lub jako atrakcjê turystyczn¹.
Jednak si³a oddzia³ywania specyficznej atmosfery tej wsi, w której na ka¿dym
kroku odczuwa siê jedno�æ czasu tera�niejszego z przesz³ym i przysz³ym jest tak
du¿a, ¿e nawet to, co wydaje siê ca³kowicie odmienne, traci w pewnej chwili piêtno
obco�ci i zostaje przyswojone jako element pe³nowarto�ciowy. Wspó³czesno�æ
tradycji przejawia siê w jej sta³ej obecno�ci w ka¿dej chwili dnia dzisiejszego.
Dla bohaterów opowiadañ Karatkiewicza w³a�nie dzieñ dzisiejszy, chwila wzboga-
cona �wiadomo�ci¹ przesz³ego jest gwarantem autentycznej i pe³nej egzystencji.
Pamiêæ o minionym wzbogaca i uintensywnia ¿ycie. Mi³o�æ do kobiety jest jed-
nocze�nie mi³o�ci¹ do stepów i jezior, dziêki ich niememu czuwaniu namiêtno�æ
nabiera wyrazu i si³y, zamienia siê w rzeczywist¹ warto�æ. Szczê�cie cz³owieka
musi w jaki� sposób wyraziæ siê w otaczaj¹cym go krajobrazie, zapachu trawy,
szele�cie li�ci lub barwie nieba. Mi³o�æ do jednej osoby jest jednocze�nie mi³o�ci¹
do wszystkich ludzi, którzy ju¿ byli, s¹ i bêd¹, oraz mi³o�ci¹ do wszystkiego,
co ¿yje: ro�lin, zwierz¹t, wody i ognia. Je�li za� wybucha uczucie sprzeczne
z kodeksem wszechogarniaj¹cego porozumienia miêdzy czlowiekiem i otaczaj¹cym
go �wiatem, to na pewno jest z³e i niebezpieczne, wcze�niej czy pó�niej musi siê
skoñczyæ. Taki stosunek do innych mo¿na nazwaæ stanem wiecznego pogotowia.
Dy¿urnym lekarzem za� � jest ziemia w dorzeczu Prypeci. Autor B³êkitu i z³ota
dnia pozosta³ w³a�ciwie romantykiem. Ark¹ przymierza miêdzy dawnymi a nowy-
mi laty jest dla niego w równym stopniu pie�ñ gminna, jak i wszystko to, co
napotyka dooko³a, pocz¹wszy od martwego jaru, w którym kiedy� znajdowa³ siê
gród spalony przez Baty-Chana, a na najmniejszych stepowych kwiatkach skoñ-
czywszy. Poniewa¿ jak powiedzia³em na wstêpie, Bia³oru� jest jedynym tematem
jego twórczo�ci.
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ßêîâ Õåëåìñêèé (Ìîñêâà)
ÇÀÏÎÌÍÈÌ È ÝÒÎ

Î
äíî îòëè÷íîå ñòèõîòâîðåíèå ìîæåò ïîðîé ñêàçàòü îá àâòîðå áîëüøå,
÷åì ïðîñòðàííûé öèêë, â êîòîðîì èñòèííîé óäà÷å íåòðóäíî è çàòå-
ðÿòüñÿ.

Âîò åùå îäèí èç óðîêîâ Òâàðäîâñêîãî.
Ëåò òðèäöàòü ïÿòü íàçàä, êîãäà Âëàäèìèð Êîðîòêåâè÷ òîëüêî íà÷èíàë, êîã-

äà åùå íå íàñòàë ÷åðåä åãî âïå÷àòëÿþùåé ïðîçû, áåëîðóññêèé ÷èòàòåëü çíàë
ïåðâûå ïóáëèêàöèè ìîëîäîãî ïîýòà. Ñòèõè, ïîçâîëÿâøèå ìíîãîãî îæèäàòü
îò èõ àâòîðà.

ß ïåðåâåë íà ðóññêèé íåñêîëüêî ñòèõîòâîðåíèé Êîðîòêåâè÷à è ïðåäëî-
æèë «Íîâîìó ìèðó». Â îòäåëå ïîýçèè ïîäáîðêó îäîáðèëè. Òâàðäîâñêèé òîæå
îòíåññÿ ê íåèçâåñòíîìó äîñåëå àâòîðó áëàãîæåëàòåëüíî. Îí ïîäïèñàë ñòèõè
â íàáîð. Îñîáåííî ïðèøëàñü åìó ïî äóøå ìèíèàòþðà «Çàÿö âàðèò ïèâî».
Äàâàéòå âìåñòå âñïîìíèì ýòè ñòðîêè:

Òóìàí ñ áîëîò ïîëçåò ëåíèâî
Íàä íèâîé áëåêëîé è ïóñòîé.
«Ñìîòðèòå, çàÿö âàðèò ïèâî», —
Òàê ëþäè øóòÿò ìåæ ñîáîé.
À ìíå è âïðÿìü, ïîæàëóé, âèäíî,
Êàê îí õëîïî÷åò ó îãíÿ,
Òðåãóáûé, ñåðûé, áåçîáèäíûé,
Íàä âàðåâîì èç ÿ÷ìåíÿ.
Áåðåñòà èñêðàìè ñòðåëÿåò,
À îí ïðèëàäèë êîòåëîê,
Ïðèñåë è ùåïêîþ ìåøàåò,
Îòâåäàâ, ñïëåâûâàåò âáîê.
Óæ îí-òî ïèâî ñâàðèò ãóñòî,
Åãî çàêóñêà � áóðà÷îê,
Òðàâèíêà, çàÿ÷üÿ êàïóñòà,
Ïðîãîðêëûõ âåòî÷åê ïó÷îê.
Óâèäèøü � ñïóãèâàòü íå íàäî
Óøàñòîãî ñ åãî ñåìüåé.
Äîëæíà æå áûòü ó çàéöà ðàäîñòü
Ïåðåä ñóðîâîþ çèìîé.
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Êîãäà ïðèøëà âåðñòêà öèêëà, Òâàðäîâñêèé ñêàçàë:
� À ÷òî, åñëè ìû îñòàâèì îäíîãî «Çàéöà»? Îñòàëüíîå òîæå íåïëîõî

çâó÷èò, íî ýòà øóòêà óæ áîëüíî õîðîøà.
Àëåêñàíäð Òðèôîíîâè÷ åùå ðàç ïðî÷èòàë ïîäáîðêó:
� Íà âûñòàâêàõ ïðèìå÷àòåëüíîìó õîëñòó ÷àñòî ïðåäîñòàâëÿþò îòäåëü-

íóþ ñòåíó. È ïðàâèëüíî äåëàþò. Äàâàéòå ïîñòóïèì òàê æå. Êîðîòêåâè÷ òîëüêî
âûèãðàåò îò ýòîãî. ×èòàòåëü òîæå.

Â íîìåðå îñòàëîñü îäíî ñòèõîòâîðåíèå. Ñàìî ïî ñåáå ïðåâîñõîäíîå, îíî
ïðèâëåêëî âíèìàíèå åùå è ïîòîìó, ÷òî ñòîÿëî îñîáíÿêîì, áûëî âûäåëåíî.

Îñòàëüíûå ñòèõè Êîðîòêåâè÷à áåç ïðîâîëî÷åê ïîÿâèëèñü â «Çíàìåíè»
è «Äðóæáå íàðîäîâ». Ïîíûíå ãîðæóñü, ÷òî ðóññêèé ÷èòàòåëü âïåðâûå óçíàë
Êîðîòêåâè÷à â ìîåì ïåðåëîæåíèè.

(Êñòàòè, êîãäà ÿ ðàññêàçàë Âëàäèìèðó, ñîâñåì åùå ìîëîäîìó òîãäà, î ðå-
øåíèè Àëåêñàíäðà Òðèôîíîâè÷à, îí çàäóìàëñÿ è îòâåòèë:

� Â æóðíàëå Òâàðäîâñêîãî ëåñòíî ïîÿâèòüñÿ è ñ îäíèì ñòèõîòâîðåíèåì.
Äà åùå ïðè ñòðåìëåíèè ðåäàêòîðà îáðàòèòü âíèìàíèå ÷èòàòåëÿ íà òåáÿ. �
È äîáàâèë: � Ìû âîîáùå ìíîãîâàòî ïå÷àòàåì. È ïåðåâîäèòü, íàâåðíîå, òîæå
íå âñå íàäî� Îòáîð � âåëèêîå äåëî!

Âîò óæå è Êîðîòêåâè÷à íåò� È òåïåðü óÿñíÿåøü ñî âñåé î÷åâèäíîñòüþ �
ïî ÷àñòè ìîñêîâñêèõ ïåðåâîäíûõ èçäàíèé îí èçðÿäíî îòñòàë îò ìíîãèõ ñâîèõ
ñîáðàòüåâ. Íå òðàòèë íà ýòî äóøåâíûå óñèëèÿ. Íå óìåë è íå æåëàë ïðîáèâàòü
ñâîè êíèãè â ñòîëèöå, îñîáåííî òå, ÷òî âûçûâàëè ó èçäàòåëåé-ïåðåñòðàõîâ-
ùèêîâ ñîìíåíèÿ. Âñå îòäàâàë ãëàâíîìó � ñâîåé ðàáîòå.

Îñòàëîñü îùóùåíèå îáùåé âèíû ïåðåä íèì.
À âåäü êàêîé òàëàíò ñóùåñòâîâàë ñðåäè íàñ!
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Jozef Spaèek (Bratislava)
ULADZIMIR KARATKEVIÈ:
CHOSENIA, MOJA LÁSKA;

VÝCHODOSLOVENSKÉ VYDAVATEL�STVO 1978

S
 bieloruskou prózou sme sa mali mo�nost� zoznámit� hlavne prostredníctvom
diel takých autorov � najvýznamnej�ích predstavitel�ov jednej zo soviet-
skych národných literatúr � ako su Ivan Mele� a Vasil Bykav. Programové

úsilie Východoslovenského vydavatel�stva vydávat v edícii LIPA preklady kníh
autorov u nás pomerne menej známych, èi lep�ie � prekladaných, je nanajvý�
sympatické. Z vydarených titulov edície staèí spomenút� Stefanykov Chýr, Hu-
calov Súmrak, �uk�inovu Èervenú kalinu, Platonovove Svetlo, �evèukove �lté
lístie v júli. Jedným z posledných titulov je novela U. Karatkevièa Chosenia, moja
láska.

U. Karatkeviè si získal popularitu hlavne svojimi románmi, v ktorých dominu-
je jeho svojrázny «historiosofizmus» (po èesky vy�lo najvýzòamnej�ie dielo tejto
èasti Karatkevièovej tvorby pod názvom Evangelium podle Jidá�e aneb Druhý
pøíchod Pánì). Viac ako samotné dejiny ho zaujíma predov�etkým ich zmysel.

V novele Chosenia, moja láska sa prikláòa k naj�iv�ej súèasnosti. Osu-
dovou láskou k sebe zahoria dvaja l�udia z dvoch výrazne odli�ných, takmer a�
protikladných svetov. On (Seviaryn), je atómovým fyzikom, predèasne unave-
ným, «opotrebovaným» vedcom. Ona (Gra�ina), pracuje na odl�ahlom mieste
severovýchodnej tajgy ako entomologièka. Ich láska je preniknutá neobyèajnou
silou vzájomnej náklonnosti, Gra�ina v�ak ukonèuje ich krásny vzt�ah, uvedo-
miac si, �e sú obidvaja privel�mi rozdielnymi bytost�ami, v ich spoloènom �ivote
by sa museli vzdat� mnohého a tak rad�ej volí �ivot bez milovaného èloveka �
Zdanlivý paradox, zaváòajúci èímsi banálnym, no v lúbostnom príbehu dvoch
protagonistov nieto nièoho, èo zvádza k sentimentalizovaniu, èi banalite. Stretáva-
jú sa dve silné osobnosti, intenzitu ich l�úbosti zvy�uje divá priroda tajgy so
striehnúcim leopardom, ktorú zaútoèí a preveruje Seviarynovu odvahu. V ohni-
sku lásky sa vlastne stretávajú dva svety � svet vedy a techniky, atómovej
fyziky a svet divej prírody, nepoznaèenej vplyvom civilizácie. Karatkeviè vel�mi
jemne naznaèuje vplyv postupu civilizaèných výdobytkov do súkromného �ivota
l�udí. Zobrazuje dvoch mladých l�udí, ktorí si prirodu vá�ia a vedia ju chránit�
(cesta obidvoch milencov ku koreòu �eò-�eòa má tie� vlastne v rámci novely
svoj symbolický význam).

Kompozícia novely je nároèná � autor rozdel�uje prózu na také èasti, ktoré
sú poplatné rozsiahlej�ej hudobnej skladbe � v názvoch kapitol sú spomínané
piesne, �almy, ódy, sonáty, balady, nokturná, elégie � novela vrcholí Piesòou

^
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chosenie (Finále a coda). Seviaryn stráca Gra�inu, no verí, �e jeho Chosenia �
strom, schopný �it�aj v tých najhor�ích podmienkach tajgy, sa predsa len ozve�

V próze cítit� vysokú zodpovednost� spisovatel�a za spoloèenské problémy �
naèrtáva problematiku ozaj súèasnú, problematiku spósobu �ivota èloveka,
�ijuceho v socialistickej spoloènosti, pracujúceho v neobyèajne nároèných ob-
lastiach l�udskej èinnosti. Próza je zároveò oslavou tajgy, jej �ivoèí�stva a rastlin-
stva a tie� v nej vzdáva hold moru, rybárom a námorníkom. Funkène zaèleòuje
romantické prvky do prózy o naj�iv�ej súèasnosti.

Nároènost� kompozície st�a�ovala prácu prekladatel�a, ktorý sa nel�ahkej úlo-
hy zhostil vcelku dobre. �koda v�ak, �e poetický, èi poetizujúci text kazia pre-
hre�ky voèi spisovnej slovenèine � Necítit� tieto ryby za naftou? (str. 18). Vedl�a
nej dva náklad�áky. Ïalej �li drevené chaty. (str. 55). Pri zodpovednej�ej autocen-
zúre bolo mo�né tieto zbytoèné chyby odstránit�.

Dúfajme, �e po Karatkevièovej novele Chosenia, moja láska sa doèkáme aj
prekladov niektorého z románov tohto autora � napríklad z tých historiosofic-
kých. Sugescia a presvedèivost� jeho prozaickej výpovede si zaslú�ia pozornost�
na�ich prekladatel�ov a vydavatel�stiev.
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Òåòÿíà Êîáðæèöüêà (Ì³íüñê)
ÊÐÀ¯ÍÀ Ï²Ä Á²ËÈÌÈ ÊÐÈËÀÌÈ ÁÓÑËÀ

Í
èí³ âåñíà. Íàä óñ³ºþ ìîºþ ðåñïóáë³êîþ, ðàçãîðíóâøè á³ë³ â³òðèëà êðèë,
øèðÿþòü òóäè é ñþäè áóñëè. ¯õ äåñÿòêè, à ìîæå, é ñîòí³ òèñÿ÷ � õòî
ë³÷èâ? Íà ñòð³õàõ ñåëÿíñüêèõ õàò, íà äåðåâàõ, íà êîëîíàõ ñòàðèõ çðóéíîâà-

íèõ ïàëàö³â, íà ñëóïàõ êàïëèöü ñåðåä ìîëîäîãî çåëåíîãî æèòà.
Ïîâñþäè.
² òîìó ìåí³ çäàºòüñÿ, ùî â ö³ � òà é íå ò³ëüêè â ö³ � äí³ çåìëþ ìîþ,

Á³ëîðóñü, ìîæíà íàçâàòè «çåìëåþ ï³ä á³ëèìè êðèëàìè». ² õàé âàñ íå äèâóº,
ìî¿ þí³ äðóç³, íåçâè÷àéíà íàçâà êíèæêè, ùî ïîòðàïèëà äî Âàøèõ ðóê.

Â ïåâíîìó ðîçóì³íí³ ³ áóñîë º ñèìâîëîì� Á³ëîðóñ³».
Òàê ï³äíåñåíî-ïîåòè÷íî, îáðàçíî ïî÷èíàºòüñÿ êíèãà Âîëîäèìèðà Êîðîò-

êåâè÷à «Çåìëÿ ï³ä á³ëèìè êðèëàìè (Ìîÿ Á³ëîðóñü)», ùî âèéøëà â 1972 ðîö³
äëÿ óêðà¿íñüêèõ øêîëÿð³â ó êè¿âñüêîìó âèäàâíèöòâ³ «Âåñåëêà». Â³äîìèé á³ëî-
ðóñüêèé ïîåò ³ ïðîçà¿ê, ÿêèé òàêîæ ö³êàâî çàÿâèâ ïðî ñåáå ÿê äðàìàòóðã ³ ê³íî-
ñöåíàðèñò, íà öåé ðàç âèñòóïèâ, ÿê çàçíà÷åíî â êíèç³, «ç ðîçïîâ³ääþ ïðî Á³ëî-
ðóñü, ïðî ¿¿ ìèíóëå, íàóêó ³ êóëüòóðó, ïðî á³ëîðóñüêèé íàðîä, ÿêèé â ñ³ì�¿
íàðîä³â íàøî¿ Â³ò÷èçíè áóäóº ñâ³òëå ìàéáóòòÿ». Íà ïåðøèé ïîãëÿä, êíèãà
ïîâèííà áóëà á ñòàòè íàðèñîì ³ñòîðèêî-ë³òåðàòóðíîãî õàðàêòåðó. Îäíàêî âæå
ñàìà íåçâè÷àéíà íàçâà êíèãè, ïåðåäìîâà äî íå¿ îá³öÿþòü ñëîâî íå ò³ëüêè
âàãîìå, àëå é õâèëþþ÷å, ë³ðè÷íå, ãëèáîêî ïîåòè÷íå. «�ß ðîçïîâ³äàòèìó âàì
ò³ëüêè ïðî òå, ùî ñàì áà÷èâ ³ ÷óâ. Öå áóäå êíèæêà î÷åâèäöÿ. Äîâåäåòüñÿ ìåí³
ðîçïîâ³äàòè é ïðî ³ñòîð³þ� Àëå çíàéòå, ùî â òàêèõ âèïàäêàõ ÿ áðàâ êíèæêè
ëþäåé, ÿêèì ìîæíà â³ðèòè, êíèæêè òàêèõ æå ñâ³äê³â, êíèæêè ñóìë³íí³ é æâàâî
íàïèñàí³».

Çà íàïèñàííÿ êíèãè Êîðîòêåâè÷ óçÿâñÿ îõî÷å ³ ç íàòõíåííÿì. Â³í í³áè
â³ääàº áîðã, ñïëà÷óº ñèí³âñüêîþ ëþáîâ�þ òîìó êðàºâ³, ÿêèé ñòàâ äëÿ íüîãî
äðóãîþ áàòüê³âùèíîþ. Áî ñàìå íà Óêðà¿í³ ó òÿæê³ ï³ñëÿâîºíí³ ðîêè â³äáóâà-
ëîñÿ çìóæí³ííÿ ïîåòà, ôîðìóâàëîñÿ éîãî æèòòºâå ³ òâîð÷å êðåäî. Ó çðóéíî-
âàíîìó, õîëîäíîìó é ãîëîäíîìó ï³ñëÿâîºííîìó Êèºâ³ â³í æèâ äåê³ëüêà ðîê³â,
òàì ñê³í÷èâ ³ñòîðèêî-ô³ëîëîã³÷íèé ôàêóëüòåò Êè¿âñüêîãî äåðæàâíîãî óí³âåð-
ñèòåòó ³ì�ÿ Ò. Øåâ÷åíêà. Óêðà¿íñüê³ ñïîãàäè Êîðîòêåâè÷à çóñòð³÷àºìî íà áà-
ãàòüîõ ñòîð³íêàõ êíèãè, âîíè äî ðå÷³ âïë³òàþòüñÿ â òêàíèíó àâòîðñüêîãî ïî-
â³ñòâóâàííÿ.

Ç ïåðøèõ ñòîð³íîê êíèãè âðàæàº øèðîòà ñâ³òîáà÷åííÿ àâòîðà, åíöèêëî-
ïåäè÷í³ñòü éîãî çíàíü. Òóò ³ çâåðòàííÿ äî ìèíóëîãî, ³ ïîãëÿä ó ïåðñïåêòèâó

«
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ìàéáóòòÿ, ³, çðîçóì³ëî, ãðóíòîâíå âèñâ³òëåííÿ ñüîãîäåííÿ ðåñïóáë³êè â óñ³õ
ïðîÿâàõ ¿¿ åêîíîì³÷íîãî, êóëüòóðíîãî ³ ïîë³òè÷íîãî æèòòÿ. Âðàæàº êîëîñàëü-
íà íàñè÷åí³ñòü êíèãè ôàêòàìè, öèôðàìè. Ïðîòå àâòîð äàëåêèé â³ä ñèñòåìàòè-
çîâàíîãî íàóêîâîãî äîñë³äæåííÿ ïîä³é ³ ïðîáëåì. Éîãî òâ³ð ñêîð³øå íàáëè-
æàºòüñÿ äî ë³ðè÷íîãî åñå. Îêðåì³ ñòîð³íêè êíèãè ïðîñÿêíóòè ãóìîðîì, ³íø³
îïîâèò³ ë³ðè÷íèì ñìóòêîì. Ì³ñöÿìè àâòîð ïðîñòî «æèâîïèñóº» ñëîâîì, ³ ïå-
ðî éîãî � í³áè ïåíçåëü õóäîæíèêà. Òàê, îïèñè á³ëîðóñüêèõ êðàºâèä³â ìîæóòü
ïðàâèòè çà ïðèêëàäè âèñîêîìèñòåöüêî¿ ë³ðè÷íî¿ ïðîçè. ×àñòî ó êíèç³ çóñòð³-
÷àºìî â³ðøîâàí³ óðèâêè ç êðàùèõ òâîð³â á³ëîðóñüêèõ ïîåò³â. Äåÿê³ æ ñòîð³íêè
ïðîçîâî¿ îïîâ³ä³ àâòîðà íå äîïîâíþþòüñÿ öèòàòàìè, à íåâèìóøåíî, áåçïîñå-
ðåäíüî, ïðîñòî é ïðèðîäíüî ïåðåõîäÿòü ó âëàñíèé àâòîðñüêèé â³ðø. Îñü, ñêà-
æèìî, îäà ãîðäîìó é ëàã³äíîìó êðàñåíþ á³ëîðóñüêèõ ë³ñ³â îëåíþ: «�Ñîòí³
ðîê³â ïîðîõîâ³ áëèñêàâèö³ çóïèíÿëè â çåí³ò³ éîãî îñòàíí³é ñòðèáîê. Àëå íàé-
âèùîþ ìóæí³ñòþ æèâîãî â³í ïðîíîñèâ ÷åðåç â³êè ñâîº æèòòÿ ³ ñâîþ êðàñó.
² ò³ëüêè îö³ºþ êðàñîþ òà îö³ºþ ëàñêàâîþ âïåðò³ñòþ ïîðÿòóâàâ â³í� ñâ³é ëàã³ä-
íèé, ñâ³é òåðïåëèâèé, ñâ³é îäâ³÷íèé ð³ä�

Â³í äî ìåíå ³äå ³ äî äðóãà,
ìîâ ñòèøåíèé â³òåð.

Òðåòüñÿ áîêîì, ðîç÷óëèòè õî÷å
³ äðóãà é ìåíå:

«Âè ìåíå íå çà÷åïèòå?
Âè ìåíå çáåðåæ³òå!

Ïîæàë³éòå ìåíå!
Ïðîøó âàñ�
Ïîæàë³éòå ìåíå�»

Øèðîêà íàÿâí³ñòü ó êíèç³ òàêîãî ³íôîðìàö³éíî-âèõîâàâ÷îãî õàðàêòåðó
ìåòàôîð, ïîð³âíÿíü, ³íøèõ òðîï³â ñòàíîâèòü îñîáëèâó ¿¿ ö³íí³ñòü, îñê³ëüêè
âèñîêå åñòåòè÷íå âðàæåííÿ, ÿêå ñïðàâëÿº êíèãà, ñïðèÿº ãëèáøîìó çàñâîºí-
íþ ¿¿ âàãîìîãî ï³çíàâàëüíîãî çì³ñòó.

Îðèã³íàëüíèé àâòîðñüêèé ñòèëü íå äîïóñêàº í³ÿêèõ øàáëîí³â ³ òðàôàðåò³â
íå ò³ëüêè â ñôåð³ ñëîâåñíîãî âò³ëåííÿ äóìêè, àëå é â äîáîð³ ôàêò³â, æèòòºâèõ
ïðèêëàä³â òîùî. Íàâ³òü ïðèòÿãàþ÷è äî ðîçïîâ³ä³ óêðà¿íñüêèé ìàòåð³àë, Êî-
ðîòêåâè÷ óì³º ñêàçàòè ùîñü âèêëþ÷íå ö³êàâå. Òàê, áåçóìîâíî, øêîëÿð³, òà é
íå ò³ëüêè âîíè, äîâ³äàþòüñÿ, ùî àâòîðîì ñëàâíîçâ³ñíîãî ïàì�ÿòíèêà Áîãäàíó
Õìåëüíèöüêîìó ó Êèºâ³ áóâ á³ëîðóñ Ìèõàéëî Ìèêåøèí. Á³ëüøå òîãî, ùî çà
àâòîðñüêèì ïðîåêòîì, ëèòà ìîäåëü ÿêîãî çáåð³ãàºòüñÿ ó ì³íñüêîìó ìóçå¿, ïå-
ðåäáà÷àëîñü, ùîá ï³ä êîïèòàìè ãåòüìàíñüêîãî êîíÿ áóëè ïàí ³ ºçó¿ò, à íàâêîëî
ï�ºäåñòàëó ñòîÿëè ïîñòàò³ êîáçàðÿ, êîçàêà ³ á³ëîðóñüêîãî ñåëÿíèíà. Çâè÷àéíî,
öàðñüê³ óðÿäîâö³ íå ìîãëè óõâàëèòè ïðîåêò ó òàêîìó âèãëÿä³ ³ âèçíàëè éîãî
«íååêîíîìíèì»…

Ïðî çì³ñò «Çåìë³ ï³ä á³ëèìè êðèëàìè» äóæå ïðîìîâèñòî ãîâîðÿòü íàçâè
¿¿ ðîçä³ë³â. ̄ õ ø³ñòü. Öå «Çåìëÿ ìîÿ á³ëîðóñüêà», «Êàì�ÿíèö³, ³ äàõè, ³ âåæ³»,
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«Êð³çü äèì ñòîë³òü», «Á³ëîðóñü íà ïîêóò³ â õàò³ ñâî¿é ñ³ëà», «Ãîäèíà âåëèêîãî
ëèõà», «Áóäîâè, áóäîâè, áóäîâè�» Êîæíèé ç ðîçä³ë³â ìàº ñâî¿ ï³äðîçä³ëè. Çîê-
ðåìà, ïåðøèé, ó ÿê³ì ö³êàâî, ÷àñîì ïðîñòî çàõîïëþþ÷å ðîçïîâ³äàºòüñÿ ïðî
á³ëîðóñà, éîãî õàðàêòåð ³ çâè÷êè, ïîáóò, õàòó, îäÿã ³ ¿æó, ïðèðîäó ³ êë³ìàò
á³ëîðóñüêî¿ çåìë³, ìàº òàê³ ï³äðîçä³ëè: «Â³ä ïîë³ñüêèõ ìîõ³â äî îñâåéñüêèõ
äæåðåë», «Ñåëî, î ð³äíå ñåëî ìîº», «Ïðîñèìî äî õàòè, ãîñòîíüêè íàø³!»,
«Õë³á ³ äî õë³áà», «Æèòåéñüêà ñêðèíÿ», «À êîëî õàòè � ñàäîê», «Çà ñåëîì �
íèâà êîëîñèñòà», «Çà ð³÷êîþ, çà áèñòðîþ îçåðöå ñÿéíóëî», «Çåëåíèé øóì»,
«Ëþäè çåìë³ á³ëîðóñüêî¿».

Çàãëÿíåìî, íàïðèêëàä, äî «Æèòåéñüêî¿ ñêðèí³», äî êóôðà. Àâòîð ðîç-
ïîâ³äàº ïðî çîâí³øí³é âèãëÿä ñêðèí³, à ãîëîâíå � ïðî ¿¿ çì³ñò, ö³êàâî ñïèðà-
þ÷èñü ïðè öüîìó íà ïîåìó á³ëîðóñüêî¿ ïîåòåñè Ëàðèñè Ãåí³þø «Êóôàð».
Âèêàðèñòàíî òóò õ³ä äóìêè ïîåòåñè, ïðèíöèï íàïèñàííÿ ïîåìè: ÷åðåç êó-
ôàð � ëþäñüêå æèòòÿ. Îñü, ñêàæ³ìî, ïîãëÿä àâòîðà ñïèíèâñÿ íà ñâÿòî÷íî-
ìó îäÿç³, âåñ³ëüíîìó � ³ ïåðåä íàøèìè î÷èìà ïðîõîäÿòü, í³áè ê³íîêàäðè,
æèâ³ êîëüîðèñòè÷í³ ìàëþíêè á³ëîðóñüêîãî âåñ³ëëÿ, ïî÷èíàþ÷è ç çàëüîò³â,
ñàäæàííÿ ìîëîäî¿ íà ä³æó, ïîä³ëó êîðîâàÿ, ñåëÿíñüêîãî îðêåñòðó ³ âåñ³ëü-
íèõ ï³ñåíü, ³ ê³í÷àþ÷è îáîâ�ÿçêîâèìè ïåðåçâàìè� Àáî îñòàííº â³ää³ëåííÿ
êóôðà � ïðèñêðèíîê. Ó íüîìó ³ òåïåð ñåëÿíèí ç âðîäæåíèì ô³ëîñîôñü-
êèì ñïîêîºì ³ âèòðèìêîþ çáåð³ãàº óñå íåîáõ³äíå äëÿ îñòàííüîãî ñâîãî
æèòòºâîãî øëÿõó. Òóò àâòîð ëîã³÷íî ïåðåõîäèòü äî ïëà÷³â ³ ãîëîñ³íü, äî
îðèã³íàëüíî¿ æ³íî÷î¿ òâîð÷îñò³, ÿêà ó êîæíîìó âèïàäêó çàëèøàºòüñÿ íå-
ïîâòîðíîþ ³ìïðîâ³çàö³ºþ. Ê³í÷àºòüñÿ ëþäñüêå æèòòÿ. Îïóñêàºòüñÿ â³êî
êóôðà�

Òàêèì ÷èíîì, ÿê áà÷èìî, ðîçìîâà ó êíèç³ âåäåòüñÿ ãðóíòîâíî, ïåðåêîí-
ëèâî, êîíêðåòíî. Êîæíèé ç ðîçä³ë³â ÷è ï³äðîçä³ë³â ëîã³÷íî âìîòèâîâàíèé, çà-
âåðøåíèé. ² òóò íåîáõ³äíî ï³äêðåñëèòè ùå îäíó äóæå ïîêàçîâó îçíàêó òâîðó.
Ïîðó÷ ç øèðîòîþ îõîïëåííÿ æèòòÿ � çðàçêîâèé ëàêîí³çì âèñëîâó. Öÿ ºäí³ñòü
ïðîòèëåæíîñòåé, ïîðó÷ ç ðîçóìíèì ðîçì³ùåííÿì ìàòåð³àëó, ðîáèòü êíèãó
ñòðóíêîþ, ö³ë³ñíîþ, êîìïîçèö³éíî çàâåðøåíîþ. Ñàìå òîìó â³äíîñíî íåâåëè-
êèé ðîçì³ð êíèãè � óñÿ âîíà ñêëàäàºòüñÿ ç 180 ñòîð³íîê � íå ñòàº äëÿ àâ-
òîðñüêî¿ ðîçïîâ³ä³ ñâîºð³äíèì ïðîêðóñòîâèì ëîæåì.

Ùîá äîö³ëüí³øå âèêîðèñòàòè â³äâåäåíó ïîïåðîâó ïëîùó, Êîðîòêåâè÷ ñêî-
ðî÷óº ñâîþ ðîçìîâó òàì, äå ìîæíà àïåëþâàòè äî çíàíü ó÷í³â ç ñóì³æíèõ
íàóêîâèõ ãàëóçåé, çîêðåìà, ³ñòîð³¿ ð³äíîãî íàðîäó, ñóñï³ëüñòâîçíàâñòâà òîùî.
Àáî, ãîâîðÿ÷è, íàïðèêëàä, ïðî Ìàêñèìà Áîãäàíîâè÷à, àâòîð «Çåìë³ ï³ä á³ëè-
ìè êðèëàìè» â³äñèëàº ÷èòà÷³â äî óêðà¿íñüêîãî âèäàííÿ ë³ðèêè êëàñèêà á³ëî-
ðóñüêî¿ ë³òåðàòóðè. ² ðîáèòü, áåçóìîâíî, ïðàâèëüíî. «Ë³ðèêà» Áîãäàíîâè÷à,
ùî âèéøëà â ñåð³¿ «Ïåðëèíè ñâ³òîâî¿ ë³ðèêè», îòðèìàëà âèñîêó ñõâàëüíó îö³íêó
³ â óêðà¿íñüê³é ³ â á³ëîðóñüê³é êðèòèö³ ÿê çà âèñîêèé ð³âåíü ïåðåêëàä³â, òàê ³ çà
ãðóíòîâíå îñìèñëåííÿ òâîð÷î¿ ñïàäùèíè ïîåòà â ë³òåðàòóðîçíàâ÷³é
ðîçâ³äö³ � âñòóïí³é ñòàòò³ ²âàíà Äåíèñþêà. ×è, ñêàæ³ìî, òàêå: àâòîð, âåäó÷è
ðîçìîâó ïðî ñó÷àñíó ïîåç³þ, íàñò³éëèâî ïðîïîíóº ó÷íÿì îçíàéîìèòèñü ç ìî-
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ëîäîþ á³ëîðóñüêîþ ïîåç³ºþ, ÿêà âåëüìè äîáðå ïðåäñòàâëåíà íà óêðà¿íñüê³é
ìîâ³ â àíòîëîã³¿ «Êàëèíîâ³ ìîñòè» (1969).

Â³äîìî, ÿê áàãàòî ñï³ëüíîãî â ³ñòîðè÷í³é äîë³ ñëîâ�ÿíñüêèõ íàðîä³â, îñîá-
ëèâî óêðà¿íö³â ³ á³ëîðóñ³â. Òîìó, áåðó÷èñü çà íàïèñàííÿ òàêî¿ êíèãè, òðåáà
áóòè äîáðå îá³çíàíèì â ³ñòîð³¿ ³ êóëüòóð³ ÿê Á³ëîðóñ³, òàê ³ Óêðà¿íè. Àâòîð
îðãàí³÷íî âïë³òàº óêðà¿íñüêèé ìàòåð³àë ó êàíâó âëàñíå á³ëîðóñüêîãî òåêñòó.
Äëÿ á³ëüøî¿ ïåðåêîíëèâîñò³ â³í ÷àñòî çâåðòàºòüñÿ äî òèïîëîã³÷íèõ ç³ñòàâëåíü
³ ïàðàëåëåé. Òàêèé ñïîñ³á ðîçïîâ³ä³ çóñòð³÷àºòüñÿ, çîêðåìà, ó ðîçä³ëàõ, äå éäåòü-
ñÿ ïðî ñåëÿíñüê³ ïîâñòàííÿ íà ÷îë³ ç Íåáàáîþ, Ãàðêóøåþ, Êðèâîøàïêîþ,
Ï³ääóáñüêèì òà ³í. íà Á³ëîðóñ³ â ñåðåäèí³ ÕV²² ñò. ³ âèçâîëüíó â³éíó íà Óêðà¿í³
ï³ä êåð³âíèöòâîì Áîãäàíà Õìåëüíèöüêîãî, ïðî ïåðø³ ëàñò³âêè íîâî¿ ë³òåðàòó-
ðè � óêðà¿íñüêó ³ á³ëîðóñüêó «Åíå¿äè». Ö³êàâî ïîäàí³ ñï³ëüí³ ìîìåíòè ç ³ñòîð³¿
Á³ëîðóñ³ ³ Óêðà¿íè òèõ ÷àñ³â, êîëè îáèäâ³ âõîäèëè äî ñêëàäó Âåëèêîãî Êíÿç³â-
ñòâà Ëèòîâñüêîãî. Òóò, äî ðå÷³, òðåáà â³äçíà÷èòè, ùî àâòîðîâ³ âäàëîñÿ ïîäàòè
âèêëþ÷íî äîõ³äëèâó ³ çðîçóì³ëó, ñòèñëó, àëå âîäíî÷àñ ³ äóæå ÿñêðàâó õàðàêòå-
ðèñòèêó îñîáëèâîñòåé á³ëîðóñüêî¿ ìîâè, âèêîðèñòàâøè íàéá³ëüø ïîêàçîâ³
ïðèêëàäè ïàðàëåëüíî ç óêðà¿íñüêî¿ ³ á³ëîðóñüêî¿ ìîâè. Çàãàëîì æå õî÷åòüñÿ
ï³äêðåñëèòè, ùî íàóêîâà îá�ºêòèâí³ñòü ³ òîëåðàíòí³ñòü àâòîðà ì³ñöÿìè ïðî-
ñòî-òàêè âàðò³ íàñë³äóâàííÿ. Çîêðåìà öå ñòîñóºòüñÿ âèñâ³òëåííÿ äåÿêèõ ñï³ðíèõ
ïèòàíü äàâíüî¿ óêðà¿íñüêî¿ ³ á³ëîðóñüêî¿ ë³òåðàòóð. Íå îáìèíóâ Êîðîòêåâè÷
³ çâ�ÿçê³â ç Á³ëîðóñ³ºþ ãåí³àëüíîãî óêðà¿íñüêîãî ïîåòà Òàðàñà Øåâ÷åíêà.
Ïðè÷³ì â³í ñïðàâåäëèâî çàçíà÷àº, ùî Êîáçàð ïðèéøîâ äî á³ëîðóñüêèõ ë³òåðà-
òîð³â â óñ³é ñâî¿é âåëè÷³ íå ïðè æèòò³. Âèçâîëüí³ ³äå¿ Øåâ÷åíêà ñòàëè îñîáëèâî
àêòóàëüíèìè â Á³ëîðóñ³ íà ïî÷àòêó ÕÕ ñòîë³òòÿ. Ñàìå òîä³ ßíêà Êóïàëà íàçâàâ
Òàðàñà Øåâ÷åíêà «áàòüêîì» íîâî¿ á³ëîðóñüêî¿ ë³òåðàòóðè.

Ó ðîçìîâ³ ïðî ñüãîäåííÿ ñâîº¿ ðåñïóáë³êè Êîðîòêåâè÷ çíîâó-òàêè ñïè-
ðàºòüñÿ íà ì³öíèé ãðóíò äîáðîñóñ³äñüêèõ âçàºìèí äâîõ íàðîä³â. Ïðîñÿêíóòèé
ïî÷óòòÿì ñ³ì�¿ ºäèíî¿, â³í ïåðåêîíàíèé, ùî ³ â ìàéáóòíüîìó íàðîäè-áðàòè
áóäóòü ñï³ëüíèìè ñèëàìè çìàãàòèñÿ çà òå, «ùîá çíîâó íå âèðâàâñÿ íà âîëþ
äî³ñòîðè÷íèé çâ³ð, îçáðîºíèé áðåõíåþ ³ ãàçàìè, â³ðîëîìñòâîì ³ àòîìîì, íå-
íàâèñòþ äî ³íàêîìèñëÿ÷èõ ³ âîãíåìåòàìè».

Âèñîêèì ïàòð³îòèçìîì ïðîñÿêíóòå êîæíå àâòîðñüêå ñëîâî â êíèç³ «Çåì-
ëÿ ï³ä á³ëèìè êðèëàìè», ïî÷èíàþ÷è â³ä ¿¿ íàçâè ³ ê³í÷àþ÷è îñòàíí³ìè ôðàçà-
ìè. ² â òîé æå ÷àñ, ÿê ìè âæå ìàëè ìîæëèâ³ñòü ïåðåêîíàòèñÿ, öå òîé ïàòð³î-
òèçì, äëÿ ÿêîãî îðãàí³÷íî ÷óæå âîçâåëè÷åííÿ ñâîéîãî â ³ì�ÿ ïðèíèæåííÿ
÷óæîãî. Ç ïàëêî¿ ëþáîâ³ äî ð³äíîãî êðàþ, äî éîãî ëþäåé íàðîäèëàñÿ öÿ êíèãà,
³ íàïèñàíà âîíà íà çàñàäàõ ãëèáèííîãî ³íòåðíàö³îíàë³çìó, â äóñ³ ³äåé ð³âíî-
ïðàâ�ÿ, âçàºìîäîïîìîãè ³ áðàòåðñòâà íàðîä³â. Çíàìåíèòà ó öüîìó ïëàí³ ê³íö³âêà
êíèãè � çâåðòàííÿ äî ÷èòà÷³â: ùàñëèâà ìîÿ êðà¿íà � áóäüòå ùàñëèâ³ ³ âè!

Òåïåð � äåê³ëüêà ñë³â ïîáàæàíü ³ çàóâàæåíü. Õîò³ëîñÿ á, ùîá ó êíèç³
÷àñîì á³ëüø ðåëüºôíî âèñòóïàëî ÿê ñï³ëüíå, òàê ³ â³äì³ííå â ³ñòîðè÷íîìó
³ êóëüòóðíîìó ðîçâèòêó áðàòí³õ íàðîä³â. Òàê, íà íàøó äóìêó, áåçóìîâíî çàö³-
êàâèëà á óêðà¿íñüêèõ øêîëÿð³â øèðøà, í³æ öå º ó êíèç³, ðîçìîâà ïðî á³ëî-
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ðóñüêèõ òàòàð. Àäæå óêðà¿íñüêèé íàðîä âíàñë³äîê ïåâíèõ ³ñòîðè÷íèõ îáñòà-
âèí íå çíàº ïðèêëàä³â òàêîãî äðóæíüîãî ñï³âæèòòÿ ç òàòàðàìè, ÿê öå áóëî
â Á³ëîðóñ³. Òàê, àêòè Ëèòîâñüêî¿ ìåòðèêè ñâ³ä÷àòü, ùî á³ëîðóñüê³ òàòàðè íà-
ñò³ëüêè çæèëèñÿ ç ì³ñöåâèì íàñåëåííÿì, ùî íàâ³òü âèñòóïàëè ïðîòè ñâî¿õ
ºäèíîâ³ðö³â, ó ñï³ëüí³é áîðîòüá³ çàõèùàëè êðàé â³ä çîâí³øí³õ âîðîã³â. Êíèãè æ
á³ëîðóñüêèõ òàòàð «Ê³òàáè» (ñâÿùåíí³ êíèãè, íàïèñàí³ á³ëîðóñüêîþ ìîâîþ,
àëå àðàáñüêèì àëôàâèòîì), ÿê çàçíà÷àº ÷èìàëî â÷åíèõ, � öå óí³êàëüíèé ìà-
òåð³àë äëÿ âèÿâëåííÿ ïåðåõðåñíèõ ³ âçàºìîä³þ÷èõ êóëüòóðíèõ âïëèâ³â Ñõîäó
³ Çàõîäó.

Æîäíèì ñëîâîì àâòîð íå îáìîâèâñÿ ïðî óêðà¿íñüêî-á³ëîðóñüê³ òåàòðàëüí³
çâ�ÿçêè ïî÷àòêó íàøîãî ñòîë³òòÿ. Ó òîé æå ÷àñ âèêëþ÷íî ÷àñò³ ãàñòðîë³ íà
Á³ëîðóñ³ óêðà¿íñüêèõ ìàíäð³âíèõ òðóï íà ÷îë³ ç êîðèôåÿìè óêðà¿íñüêîãî òåàò-
ðó ³ äðàìàòóðã³¿ Êðîïèâíèöüêèì, Ñòàðèöüêèì, Òîá³ëåâè÷åì òà ³í. ïðèñêîðèëè
ðîçâèòîê íàö³îíàëüíîãî á³ëîðóñüêîãî òåàòðó. Á³ëüø òîãî, ïåðøèìè ïîñòàíîâ-
êàìè òåàòðó ²ãíàòà Áóéíèöüêîãî òà ³íøèõ àìàòîðñüêèõ òðóï áóëè óêðà¿íñüê³
ï�ºñè Êðîïèâíèöüêîãî. Íà êðàùèõ çðàçêàõ óêðà¿íñüêî¿ äðàìàòóðã³¿ âèãîñòðþ-
âàëàñÿ âèêîíàâñüêà ìàéñòåðí³ñòü á³ëîðóñüêèõ àêòîð³â. Óêðà¿íñüêà äðàìàòóð-
ã³ÿ ñòèìóëþâàëà ñòâîðåííÿ íîâî¿ á³ëîðóñüêî¿ äðàìàòóðã³¿.

Çíàõîäÿ÷èñü ó ïîëîí³ ñâî¿õ çàõîïëåíü, àâòîð ì³ñöÿìè íå çîâñ³ì ïðîïîðö-
³éíî ðîçïîä³ëÿº ìàòåð³àë (íå â îñíîâíîìó, à â ïðèâàòíèõ âèïàäêàõ). Òàê, ïðî
ßíà Áàðùåâñüêîãî íàïèñàíî ñò³ëüêè æ, ñê³ëüêè é ïðî Ôðàíö³øêà Áîãóøåâè÷à.
×àñîì ó òåêñò³ ïðîáèâàºòüñÿ âëàñòèâèé äëÿ ïîåòè÷íîãî ìèñëåííÿ ã³ïåðáîë³÷-
íèé ïî÷àòîê: «íàéêðàù³ ó ñâ³ò³» á³ëîðóñüêà àíòîí³âêà, á³ëîðóñüê³ ë³ñè òà ³í.
Àáî, ðîçïîâ³äàþ÷è, ó ÿê³é âåëèê³é ïîøàí³ â á³ëîðóñ³â áóëüáà, àâòîð ìàëüîâ-
íè÷å îïèñóº, ÿê ¿¿, ç ï³äïå÷åíèìè áîêàìè, ãîñïîäèíÿ îòàê ãîñòèííî âèñèïàº
ïîñåðåä ñòîëó íà� á³ëîñí³æíèé îáðóñ! Çâè÷àéíî, ôðàçè òàê³ ñïðèéìàþòüñÿ
ç òåïëèì ãóìîðîì, øêîäè â³ä íèõ íåìàº, àëå ìîæíà áóëî á ¿õ óíèêíóòè.

Ó ïîäàëüø³é ïðàö³ íàä íàñòóïíèì óêðà¿íñüêèì âèäàííÿì êíèãè (òðèäöÿ-
òèòèñÿ÷íèé òèðàæ ¿¿ øâèäêî çíèê ç êíèæêîâèõ ïîëèöü ìàãàçèí³â) Êîðîòêåâè÷ó
íåîáõ³äíî áóäå âðàõóâàòè ³ äåÿê³ âèäàâíè÷³ «èçäåðæêè» âèðîáíèöòâà. Öå, ïåðø
çà âñå, ñòðîêàò³ñòü ïåðåêëàäó � ò³ëüêè íàä ïðîçà¿÷íèì òåêñòîì ïðàöþâàëà
ãðóïà ç ÷îòèðüîõ ïåðåêëàäà÷³â (Â. ²ñêðà, Ã. Òêà÷åíêî, Ê. Ñêðèï÷åíêî, Í. Òè-
ùåíêî, ÷èñëåíí³ óðèâêè ç â³ðø³â ïåðåêëàëè â îñíîâíîìó Ï. Çàñåíêî ³ Ñ. Ëèò-
âèí). Ïî-äðóãå, â êíèç³ â³äñóòíèé ºäèíèé íàñêð³çíèé ïðèíöèï ïåðåäà÷³ âëàñíå
á³ëîðóñüêèõ ñë³â-ðåàë³é, ÿê³ ïîäàþòüñÿ òî â óêðà¿íñüêîìó, òî â á³ëîðóñüêîìó
ôîíåòè÷íîìó çâó÷àíí³ áåç âðàõóâàííÿ åòèìîëîã³¿ ñëîâà. Çîêðåìà, «ìà÷àí-
êà» ïåðåäàºòüñÿ ÿê «ìî÷àíêà», «ïîë³¢êà» � ÿê «ïàë³âêà». Öå ÿâíî çàòóìàíþº
ñåíñîâèé á³ê ñëîâà, áî â óêðà¿íñüê³é ìîâ³ º ñï³ëüíîêîðåíåâ³ ¿õí³ â³äïîâ³äíèêè:
ìà÷àòè, ïîëèâêà, ï³äëèâêà. Àáî íàçâà ì³ñòà Íîâîãðóäîê ïèøåòüñÿ òî ÷åðåç
«ó», òî ÷åðåç «à». Ñï³ëüíîêîðåíåâ³ ñëîâà Õàòèíü ³ Õàòèíè÷³ â ïåðøîìó âèïàä-
êó â óêðà¿íñüêîìó âàð³àíò³ ïèøóòüñÿ ÷åðåç «à», â äðóãîìó, ç íåâ³äîìî¿ ïðè÷è-
íè, � ÷åðåç «î» ³ ò. ïîä. Çðîçóì³ëî, âñå ö³ çàóâàæåííÿ � äî ïåðåêëàäà÷³â
êíèãè, à íå äî ¿¿ àâòîðà�
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Äî 50-ð³÷÷ÿ Ðàäÿíñüêîãî Ñîþçó ð³çí³ âèäàâíèöòâà ðîçïî÷àëè âèäàííÿ
êíèæîê áóêâàëüíî ïðî âñ³ ðåñïóáë³êè. Â Á³ëîðóñ³ ³ íà Óêðà¿í³ ïðîäîâæóºòüñÿ
âèäàííÿ, êîëè ìîæíà òàê âèñëîâèòèñü, âçàºìîîçíàéîìëþþ÷î¿ êíèæêîâî¿ ñåð³¿.
Ñàìå äî íå¿ íàëåæèòü ³ êíèãà Âîëîäèìèðà Êîðîòêåâè÷à ïðî Á³ëîðóñü. À êîëè
âîíà ³ â³äð³çíÿºòüñÿ ÷èì-íåáóäü, òî öå âèñîêîþ õóäîæí³ñòþ, ïîåòè÷íîîáðàç-
íîþ ìîâîþ, îñîáëèâîþ çàëþáëåí³ñòþ àâòîðà â ïðåäìåò ðîçìîâè. Óñå â ö³é
êíèç³ çàâæäè äî ðå÷³ ³ äî ì³ñöÿ, íàïèñàíà âîíà ç òîíêèì â³ä÷óòòÿì õóäîæíüî¿
ì³ðè ³ ñìàêó. Îêðåì³ ñòîð³íêè «Çåìë³ ï³ä á³ëèìè êðèëàìè» ñâîºþ ô³ëîñîôñü-
êîþ çàãëèáëåí³ñòþ, äîòåïí³ñòþ, ñèëîþ åìîö³éíîãî âïëèâó íàãàäóþòü «Ì³é
Äàãåñòàí» Ðàñóëà Ãàìçàòîâà. Â óñüîìó öüîìó â³ä÷óâàºòüñÿ âåëèêèé òâîð÷èé
äîñâ³ä Êîðîòêåâè÷à-åñå¿ñòà, àâòîðà áàãàòüîõ ö³êàâèõ åñå ³ñòîðèêî-ô³ëîñîôñü-
êîãî ³ ë³òåðàòóðíîãî õàðàêòåðó.

Âàðòî äîäàòè ëèøå, ùî óñï³õîì ñâîº¿ êíèãè Êîðîòêåâè÷ çîáîâ�ÿçàíèé òàê
ñàìî ³ ñâî¿ì «ñï³âàâòîðàì» � Âàëåíòèíó Æäàíîâè÷ó ³ Âîëîäèìèðó Êîëåñíè-
êó. Á³ëüø ÿê ï�ÿòäåñÿò âèñîêîìèñòåöüêèõ ôîòîçí³ìê³â ¿õíüî¿ ðîáîòè äîïîâíþ-
þòü, óòî÷íþþòü, ïîåòè÷íî êîìåíòóþòü ðîçïîâ³äü ïèñüìåííèêà.
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Laurence Camiglieri (Paris)
OULADZIMIR KARATKÉVITCH

O
uladzimir KARATKÉVITCH est né le 26 novembre 1930.
Fait ses études à l’Université de Kiev et commence à publier en 1955.
Deux recueils de vers: Le Coeur d’une mère (1958),Les Voiles du soir (1960).
Recueils de prose: Le Bleu el l’or de la journée (1961),L’OEil du typhon

(1974).
Romans:On ne saurait oublier (1962),Les Épis sous ta faucille (1972).
Nouvelles:Le Roi des tziganes (1969),Une vieille légende (1969),La Chasse

cruelle du roi Stakh (1964),Le Christ est descendu à Garodnia (1966),Tchasénia
(1970).

Pièces:Le Moulin sur les tourbillons bleus (1957),Les Cloches de Vitebsk
(1977).

Écrivain que l’on pourrait dire romantique dans son écriture.
Ses thèmes favoris sont historiques ou aventuriers. Les Épis sous ta faucille

retrace l’abolition du servage et la révolte de Kastouss Kalinovski.



Václav Zidlický (Praha)
ULADZIMIR KARATKÌVIÈ

K
ARATKÌVIÈ, Uladzimir Sjamjonaviè, 26.11.1930 Or�a, bìloruský spisovatel.
Z rodiny úøedníka. Vystudoval slavistiku na Kyjevské univ. a nìkolik let
pùsobil jako uèitel. 1960 absolvoval Gorkého lit. ínstitut v Moskvì a 1962

tam. scenáristické kursy. — Autor pøevá�nì hist., pøesnìji «historiosofických»
próz. Spí� ne� o vlastní dìjiny se zajímá o jejich smysl. Proto se vyhýbá jedno-
duché beletrizaci historie, nepopisuje vrcholné události ani neportrétuje proslavené
osobnosti. Èerpá naopak z materiálu zjevnì okrajového, z legend, starých kronik
a lid. bájí. Neznámí, zpravidla smy�lení hrdinové a zapadlé «periferní» pøíbìhy
jsou mu surovinou, z ní� hnìte typologii a evokuje ducha bìlorus. nár. dìjin. Tak
je zpracována dilogieKalasy pad sjarpom tvaim (1968,Klasy pod srpem tvým),
líèící na �irokém a barvitém pozadí charakterové zrání mladého hrdiny v pøedveèer
proticarského povstání 1863, i polodetektivní báchorka z dob úpadku bìlorus.
�lechty Dzikaje paljavannì karalja Stacha(1964,Divoký lov krále S., è. s názv.
Královská pomsta 1972) a rabelaisovsky sarkastická románová trk. Chrystos pry-
zjamliusja u Harodni (1972,Kristus pøistál v Harodnì, è. s názv. Evangelium
podle Iidá�e aneb druhý pøíchod Pánì 1977), zasazená do atmosféry reformace
a zachycující pohnuté i karnevalovì groteskní osudy tuláka, kterého jezuitské
intriky donutí stát se «Kristem», dìlat «zázraky» a nakonec pøivést lid ke vzpouøe
proti církví a svìtským feudálùm. Úmìrnì s tím, jak K. odmítá pouze ilustrovat
dìjiny, o to víc se soustøeduje na prokreslení postav. Snad právì pro tyto charak-
terotvorné vlastnosti svého talentu snadno pøechází od historie k látkám ze souèas-
nosti, jí� je z vìt�í èásti vìnován r. Nìlha zabyc (1962,Nelze zapomenout, è. s
názv. Leonidy se nevrátí 1975) a vìt�ina próz z knihy Èazìnija (1970,Chosenia,
ústøední n. sl. s názv. Chosenia, láska moja 1976; è. n. Zlatý bùh, èas. Svìtová lít.
1973) i ze sb. p. a n. Voka tajfuna (1974.Oko tajfunu). Jak hist, tak souèas. námìty
ladí jednoznaènì romanticky, dávaje pøednost v prvém pøípadì klas. romantismu
walterscottovskému, v druhém spi� «neoromantismu», s jeho znaènou dávkou
lyrismu a pohádkové poetiènosti. K. pí�e rovnì� pozoruhodnou moderní asocia-
tivnì metaforickou lyriku a úspì�nì se uvedl i jako dramatik a filmový scenárista.

• D. d.: sb. b.: Matèyna du�a (1958, Matèino srdce), Vjaèerníja vìtrazi (1960, Veèerní
plachetnice), Maja Ilijada (1969,Má Iliada); sb. p. Blakit i zolata dòa (1961, Modø
a zlato dne).
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