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Emotion and Rationality in Belarusian Sonnet Writing
- on the Example of the Crown of Sonnets Sviataja
studnia by Jan Cykvin and the Translations of Sonety
krymskie by Adam Mickiewicz into Belarusian

Emocio i racio w sonetystyce biatoruskiej — na przykfadzie wierica sonetéw Jana Czykwina
Swiataja studnia i ttumaczen Sonetéw krymskich Adama Mickiewicza na jezyk biatoruski

Imoypla i paysla § 6enapyckar CaHeTbICTbILbI — Ha NPblKNaa3e BAHKa caHeTay fHa YblKBiHa
Ceamas CmyoOHs i nepaknagay Kpeimckix caHemay Afama MiluKkeBiya Ha 6enapycKyto MoBy

Abstract

The article deals with two directions of development in Belarusian sonnet writing; the first,
named according to its initiator — kupalaiiski (Kupala’s), includes free sonnets; the second,
named — bahdanovicaiiski (Bahdanovic’s), includes sonnets according to the classical canon.
The author of this article draws attention to the fact that the sonnet, as a kind of verse, holds an
important place in Belarusian poetry of the 20" century and is still relevant today. Belarusian
poets, however, often deliberately do not keep to strict sonnet rules: emotion in such works
prevails over rationality. With the help of the comparative method it investigates the form and
content of the crown of sonnets Sviataja studnia (The Holy Well) by Jan Cykvin compared with
the translations of Sonety krymskie (Crimean Sonnets) by Adam Mickiewicz into Belarusian as
well as similar works by some Belarusian authors (the crown of sonnets Narac¢ (Lake Narac) by
Nil Hilievi¢, and the crown of sonnets Apakalipsis dusy (Apocalypse of the Soul) by Zmitrok
Marozaii). The author of this article considers separately the rhythmic structure of the sonnets
in Sviataja studnia and the translations of Sonety krymskie. It is shown how the irregular rhyth-
mic structure of the free sonnets creates additional levels of perception of the text. The article
concludes that the two directions in Belarusian sonnet writing survived in parallel throughout
the 20™ century and continued into the 21%. And if the first direction (emotionally determined)
dominated at the beginning, the second direction (rationally determined), at the current stage of
the Belarusian literary process, has expanded significantly in the work of Belarusian authors.
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Abstrakt

W artykule zostalty omdwione dwa nurty rozwoju biatoruskiej sonetystyki: nurt klasyczny
zainicjowany przez Maksima Bahdanowicza (tzw. nurt bahdanowiczowski) oraz nurt awangar-
dowy zapoczatkowany przez Janke Kupalg (tzw. nurt kupatowski). Autor podkresla, ze sonet
jako gatunek literacki zajmuje wazne miejsce w poezji biatoruskiej XX w. i jest wykorzysty-
wany rowniez wspotczesnie. Biatoruscy poeci czesto swiadomie nie przestrzegali zasad kom-
pozycyjnych sonetu, ponadto preferowali opisy wlasnych stanow emocjonalnych, elementy
racjonalne odsuwajac na dalszy plan. Dzigki zastosowaniu metody komparatystycznej anali-
zie poddano forme i tresé: cyklu sonetow Swieta studnia (Ceésmas cmyons), przektadow So-
netow krymskich Adama Mickiewicza na jezyk biatoruski oraz podobnych utworéw poetow
biatoruskich (cyklu sonetow Narocz (Hapau) Nila Hilewicza oraz Apokalipsy duszy Zmitroka
Marozaua). Dokonano rowniez analizy sposobu rytmizowania cyklu sonetow Swieta studnia
Jana Czykwina oraz przektadu Sonetow krymskich. Wskazano, ze nieregularne rytmy sonetow
wolnych pozwalaja na wieloaspektows interpretacje tekstu. W artykule udowodniono, Ze omo-
wione nurty rozwojowe sonetystyki wspotistniaty w XX w. i funkcjonuja w naszych czasach.
O ile jednak w tworczosci autoréw biatoruskich poczatkowo dominowat nurt awangardowy,

o tyle obecnie obserwujemy powr6t do sonetu w jego klasycznej formie.

Stowa kluczowe: sonet, cykl sonetow, struktura rytmizowana, proces literacki, przektad literacki

AHaTanbis

VY apThIKyne pa3misaarolia [Ba KipyHKi pa3Bilis Oefapyckail CaHeTBICTBIKI; /1a TepIiara,
Ha3BaHara MaBoOJJIC SITO IHINBIATApA KYAALAYCKiM, HAICKAlb BOJIBHBIS CAaHETHI, Jia JIpyrora,
Ha3BaHara — 0@20AHOBIYAYCKIM — CAHEThl, CTBOPAHBIS MaBOJJIC KiaciyHara KaHOHA. AyTap
apThIKyJa 3BsIpTae ¥Bary Ha TOe, LITO CaHeT sIK Bijl Beplla 3aifMae BakHae Meclia ¥ Oenapyckait
na33ii XX CT. 1 AaraTyib 3°syisenia akTyalbHbIM. AJTHaK OesapycKisi Ma3Thl yacTa CBsOMa
HE TPBITPEIMIIIBAIONIA CTPOTIX MpaBij CaHeTa, SMalbISHAaJIbHAE ¥ TaKiM TBOPHI HepaBaxae
HaJ paublTHANBHBIM. [Ipbl JamaMo3e KaMIapaThIBiCIKara MeTamy jaciexyenma Qopma
1 3MecT BsiHKa caHertay Cesamas cmyons § CylacTayleHH 3 nepaknanaMi Kpeivckix canemay
Anama MinkeBida Ha 6erapycKyro MOBY, a Takcama 3 TagoOHBIMI TBOpaMi OerapycKix masray
(BHOK caneray Hapau Hina [ineBiva, BIHOK BSHKOY caHeTay Anaxanincic oywnl 3MiTpaka
Mapo3asa). AcoOHa pa3nisaenia ppITMiuHas CTPYKTypa BsiHKa canetay Cesmas cmyons Slna
UsikBiHa 1 iepaxnanay Kpvivckix canemay. [lakazana, sik ipparylisipHasi peITMIUHas CTPYKTypa
¥ BOJILHBIX CaHETax yTBapae JMaJIaTKOBBISI COHCABBIS Y3POYHI YCIPBIHSIIILS TAKCTY. Y apThIKYJIC
CIBSIp/IKAeIIa, IITO MIThISL 1Ba KIPYHKI ¥ Oelapyckail CaHeTBICTHIIBI TapalielibHa MpaicHaBai
Ha niparpiry yesiro XX cr. i nepaitnun ¥ XXI cr. I kani Hanauatky gamiHaBay nepiisl (smoysla
03m3pmiHasamsvl), TO HA Cy4acHBIM 3Tare Oenapyckara JjiTaparypHara nparpcy Apyri (paysia

03m3pMiHa6ansl) 3HaYHA PACIIBIPBIY CBae Ma3ilbll ¥ TBOpUAcIi Oenapyckix ayrapay.

KniouaBbIsi C/IOBBI: CaHET, BSHOK CaHeTay, PBITMIUHAs CTPYKTypa, JITapaTypHBI Mparpdc,

nepaKaj
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n 1913 the newspaper Nasa Niva started up a discussion about the development

of Belarusian literature. It began with articles by Vaclal Lastotski Splacvajcie

doiih (Pay the Debt) and Janka Kupala Camu placa piesnia nasa (Why our Song
Weeps). The first one published his article under the pseudonym Jury Vierascaka,
and in his publication he argued that the Belarusian needed its own literature with
‘European standards’ to reveal the beauty of his country ‘without sadness and weep-
ing’, as Belarusian literature had, in fact, focused mainly on social problems. The
author cited poems of similar subjects by Janka Kupala and Jakub Kolas. He urged
that the reader should have in his language not only the minor-pessimistic, but also
the beauty — the beautifully-abstract. One of ‘the Parnassians’, as Janka Kupala signed
his article, answered the publication by Jury Verascaka. In it, the poet drew attention
to the fact that first you need to awaken the consciousness of Belarusians, otherwise
it would be difficult to attract them to beauty. The discussion, which was joined by
other writers and critics, and which left a noticeable mark on the history of the national
literature, made it obvious that at that time the Belarusian literary process developed

in two parallel ways.

This state of things in the article Two ways of Development of Belarusian Poetry
(Maksim Bahdanovic and Janka Kupala) is thoroughly examined by Jan Cykvin who

discuses the origins of those ways:

VY XIX cr. Oemapyckas ampa/pKdHCKas JTaparypa pasassuiijiacs, sk Obl HaTypasbHa

BBIKAPBICTOYBAIOUbl I1aJBOIHYIO MPBIPOJY MAcCTalTBa 1 YIUIBIBBI TBOPYBIX HAIPAIOBAK

CYCEIHIX JTiTaparyp, y»Ko OOJbII pa3BiThIX, HA IUIAX 8epXHi, BbIPA3HIKaM, SKOTA MPBIHATA

niupine Binpara Jynina-MapiiHkeBiva, i IUISIX #i3a6bi', Ha SIKIM pa3ropTBaiacs caMabbITHasT

TBOpYACLIb ,,HAPO/IHAra afBakara” Opanuinka Baryumeiua. .2 (Cykvin, 2005, p. 9).

Francisak Bahusevi¢ in the famous Preface to his collection of poems Dudka Bie-
laruskaja (The Belarusian Pipe), with the call ‘Do not leave our Belarusian language,
so as not to die!’, on the one hand, gives Belarus an example of the revival of other
European peoples; on the other hand, being within the Belarusian cultural space,
initiates this revival and, in a certain way, draws a vector of interest of public opinion
in the direction of the social condition of Belarusians. Undoubtedly, this opinion
was supported by the majority of Belarusian writers of the late 19" — early-twentieth

centuries.
Jan Cykvin on this occasion notes:

1

2

The concepts of ‘upper’ and ‘lower’ were introduced by Adam Babareka (Babareka, 1927, p. 139).
‘In the 19" century the renaissance of Belarusian literature was divided, as if naturally, using

the dual nature of art and the influence of creative developments of already more developed
neighboring literatures on the sepxni (upper) way, the representative of which is considered to be
Vincent Dunin-Marcinkievi¢, and the #izasst (lower) way, on which unfolded the original work of

the ‘people’s advocate’ Francisak Bahusevic...".

Belarusian Studies 13/2019



Pobrane z czasopisma Studia Bia?orutenistyczne http://bialor utenistyka.umcs.pl
Data: 25/02/2026 01:45:01

252 Serge Minskevich

3 HpBIYBIHBI TiCTapbluHa CKIAYIIBICS MANITHIUHBIX 1 calbLUIbHBIX abctaBin y bemapyci
OOoJbIIBI FPaMaJICKi pI3aHaHC, canpayisl, Mey TOH BapbLIHT TBOpYacli, siki Opay Ha csibe
POITEO abapoHIIBI MAKPBIYXKaHATA TPOCTAara JIFONY, CSUISHCTBA, 1 paMayJissy aj sroHara iMs

a60 — KpbIXy Ta3Heil — HermacpanHa srousM romacam’ (Cykvin, 2005, p. 9—10)%.

In fact, an emotional poetic work in defence of the destitute, a work-protest, a work-
appeal — attracts the attention of the public more than, for example, a lyric or landscape-
elegiac work with a quiet intonation. And although Jan Cykvin notes: ‘JlamayHsrodsr
a/131H Ipyrora, mpajcTayHiki “BepxHAra” i “Hi3aBora’ IUIIX0Y CBaiMi TBOpami IaJKam
3aMOYHII 1APWHBI Al MACTallKi Tara4acHbl MEepaJICBITaIbHBI TAPBI30HT OenapycKai
niraparypsr’® (Cykvin, 2005, p. 10); yet, it can be noted that the representatives of the
second (‘lower”) way in the early 20" century were more audible.

And so it was until Maksim Bahdanovi¢ came into Belarusian literature — a cre-
ative artist with different views on the cultural space of Belarusians. Evidently his
vector pointed ahead — through the social into the non-social, into the spheres where
the elusive-ephemeral was born, which caused a sense of admiration for the beautiful.
And at the same time, as the poet pointed out, this feeling could be formed with the
help of the Belarusian language and literature. However, Nasa Niva did not want to
print a significant number of poems by Maksim Bahdanovi¢. This situation was aptly
described by Michas Stralcoii in his essay Response to a Questionnaire:

A sik 6bu10 3 BarmanoBidam? 3ay3sThis NPBIXUTBHIKI HAIIAHIYCKAW TPaIbILbI, MITO TaK
crapanHa neparsiBaii Kynany i Konmaca, He Marii gapasaup masty, [To €H CIsBac He Tak,
K sIHBI, 1 HaBaT He Tak (sikoe 3iaubiHcTBa!) sik Kymana 1 Komac. Ane toe, mro ¥ Bsutikix
nasTay ObUIO Ma’3isiH, y IXHIX dIiroHay pabinacs Mozail, HAIeA3sTYbI Ha YCIO acIsIpOKHACIID,
3 SIKOHM T3Ta ciIoBa Tpr0a YKbIBAllh y Aa4bIHEHHI Jia IIYbIpaid, caMaaxBsIpHall Halmail mas3ii
taro gacy® (Stral’cou, 1966).

Jan Cykvin is more reserved:

‘In view of the historical political and social circumstances in Belarus, a greater public resonance,
indeed, had assumed the form of creativity, which took on the role of defender of the abused
common people, the peasantry, and spoke on their behalf or — a little later — directly with their
voice’.

4 ‘In view of the historical political and social circumstances in Belarus, a greater public resonance,
indeed, had assumed the form of creativity, which took on the role of defender of the abused common
people, the peasantry, and spoke on their behalf or — a little later — directly with their voice’.
‘Complementing each other, the representatives of the ‘upper’ and ‘lower’ ways completely filled
with their works the ideological and artistic horizon of Belarusian literature at that time’.

¢ ‘And what about Bahdanovi¢? Ardent admirers of the Nasa Niva tradition, that so carefully co-
vered the works of Kupala and Kolas, could not forgive the poet, that he sings not in the same
way as they, and even not like (what a crime!) Kupala and Kolas. But the poetry of the great
poets became the fashion among their epigones, despite the caution with which the word must be
applied to the sincere, selfless poetry of our time’.
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Y 1906-1908 ramax Bakon ,Hamaii HiBer” ¥yx0 rypraBamics ¥ Oombliacii
HenpadecistHaNbHbIL  CSULTHCKAa-HApOJHILKIsl MadThl, JUIsi Karo Hi3kas Oenapyckast
poUaicHACIb, CSUITHCKI TOOBIT, IDKKas MO CTalics JeA3b He aJ3iHBIM IpaaMeTraM
SCTATBIYHATA TEpaKbIBAaHHS 1 amicBaHHA. Cspox I>THIX TBOPLAY BifHAae Mecla paimryda
3aBaéyBay Kynamna, ayrap JKaneixi (1908 r.). SIrons! ronac y ,,Hamrait Hige” ry4ay mropas

wacueit i ryuneit ap1 3anayusay caboro, 3xasanacs, yeio npactopy’ (Cykvin, 2003, p. 13).

It becomes clear that it was almost impossible for Bahdanovi¢’s voice to break
through from the midst of that ‘singing / re-singing’. The editorial secretary Jadvi-
hin S. stigmatized his poems as ‘decadence’, and the editor-in-chief Aliaksandr Ul-
asall crossed out a notebook with Bahdanovi¢’s works with a blue pencil and gave
the disappointing verdict — ‘into the archive’. Only thanks to Siarhiej Palujan, who
a few months later still read those poems and defended them first before Jadvigin S.,
and then before the “upper” chamber of the editorial board, that they saw the light.
Obviously to do this Siarhiej Palujan had to make a lot of effort, as can be seen from
the memoirs of V. Lastotiski, which were published by Vasil De-eM:

Ja ,Bepxusii” manarel Hajexaui: A. VYmacay, Oparsl Jlynkesiusl. ,Hixesas” mamara
cximananacs 3 Sagirina I11., Kymanel, Jlactoyckara i [lamysiHa (...) Pagakueist ¥ mpmsiv Hikoui
He cxomsinacd. (...) Ilamik caboro mpamayHiKi TITBIX I3BIOX ,.[1ajaT’” pIgKa CycTpaKalics;
Yy TOXHIYHBIX CIIPaBax Pi3NAaKIbll 3HOCUTICA Tpa3 3aMKHYTBIA HA KIIFOY JA3BEPBI Ma IIYAJIIIEI
Haj maporam. IIpa3 raTy mIUdNKy mepachuiaiiicss TYIbl i Ha3a[ PINaKUbIAHBIL MATIPBISUIBI
1 KapaCIaHIdHIIbIsL. SICHA, IIITO TPl TaKiM Maa3ere ,,BepXHss’ 1 ,,HDKHSS maaaThl TyMasi ma-
po3HaMy, JKBUII PO3HEIMI idasiaMi, Haciai ¥ cabe 3apojki PO3HBIX KipyHKay HalbITHAIBHAM
mplicri® (Vasil’ Dé-Em, 2016).

One can only imagine how Siarhiej Palujan defended and gave life to the works
of Maksim Bahdanovi¢, and what he wrote in the papers that he put in the crack under
the door leading to the “upper’ chamber ...

‘In the years 19061908 around Nasa Niva mostly unprofessional peasant-populist poets had
already grouped, for whom the low Belarusian reality, peasant life, heavy destiny became almost
the only subject of aesthetic experience and description. Among these writers a noticeable place
was decisively won by Kupala, the author of Zaliejka (1908). His voice in Nasa Niva sounded
every time more often and louder and seemed to fill the whole space’.

“To the “upper” house belonged A. Ulasati and the Luckievi¢ brothers. The “lower” house consist-
ed of Jadvihin S., Kupala, Lastoiiski and Palujan [...] In general the two editorial groups did not
come together [...] The workers of these two “houses” rarely met; on technical matters the groups
connected with each other through a little gap beneath a locked door. Through this little gap were
passed back and forth editorial materials and correspondence. It is clear that with this division, the
“upper” and “lower” houses thought differently, lived by different ideals, and bore in themselves
the germs of various directions for national thought’.
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After the publication of the poetic and literary works of Maksim Bahdanovi¢ —
one way of ‘poetization’ became associated with his name, and the other, with Janka
Kupala. The above mentioned subtitle of the article by Jan Cykvin: Two ways of Devel-
opment of Belarusian Poetry (Maksim Bahdanovi¢ and Janka Kupala) clearly testifies

to this.

The same division into two ways — that of Bahdanovi¢ and Kupala — is observed
in the Belarusian versification system, especially with regard to the Belarusian sonnet.
For example, it was noted (and called ‘Kupala’s way’ and ‘Bahdanovi¢’s way’) by

Viacaslati Rahojsa (Ragojsa, 2002, p. 199).

Halina Sinila aptly reveals the essence of Maksim Bahdanovi¢’s poetic preferences:

[TasT — HepB, 3POK i CIIBIX CBAUTO YaCy... TOMH, XTO CYIpaIbCTaillb 3MEHITIBACIII 1 SHTpaTii,

XTO HaJae canpayaHyio GopMy KaBalKy rpyodara >KeIIis. Moxka TaMy TakiM BSUTIKIM OBLTO

npeiraraenHe nasta (M. barmanosiua — C.M.) 1a BenbMi CTPOTiX, KPBIITATbHA HBEPIBIX

bopm mansii, — popm, sikis narpaldyrons dinirpanHail, BenipHai anpanoyki’ (Sinila, 1993,

p. 47).

The pen of M. Bahdanovic created new at that time Belarusian poetic forms: triolet,
rondo, rondels, ottava and terza rimma, and sonnet, which were created to a ‘European
standard’. In a letter to the editor of the almanac Maladaja Bielarus dated 27 November
1911, the poet explains that he was interested in classical forms of poetry: ...mMar04bI
Ha yBase He TOJIbKI 1X Kpacy, He TOJIbKI Majernianae BepcidikaTapckaid CHApOYKi TPl
TIparbl HaJ| iMi, aje i )aJaHHeM IPBIIIYariib 1a OenapycKaii MchbMeHHACI 31a0bITKI
4y)ka3eMHara naj’TbluyHara Tpy/a, amMardbl aTpbIMallb Eif 00JIbII eYpareliCKi BBIIIIST

(Bagdanovic, 1995, p. 244).

The poet was particularly attentive to sonnet. Together with the above-quoted letter,
he sent an article Saniet (Sonnet), in which he revealed the essence and analysed the
structure of this poetic form — polished and faceted by centuries of poetic construction.
But it was not Bahdanovi¢ who began the history of the Belarusian-language sonnet.

The first poem that can be defined as a sonnet published in the Belarusian language
was the fourteen line poem Znivo (The Harvest) by Janka Kupala. The poem was placed
in the newspaper Nasa Niva on 15 July 1910 (under the work there was a Postscript —
‘Petersburg, June 1910’). However, there is one more piece of evidence mentioned by

Uladzimir Sienkaviec:

“The poet is the nerve, sight and hearing of his time... one who opposes variability and entropy,

who gives true form to a piece of a gross life. Maybe that is why the poet’s [M. Bahdanovic’s —
S.M.] craving for very strict, crystal-hard forms of poetry was so strong, forms requiring filigree,

jewelry processing’.

10 <. having in mind not only their beauty, not only improvements of some versification skill when
working over them, but also the desire to instil the achievements of foreign poetic labour in

Belarusian writing, to help it become more European’.
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JByma ramami masuedt (1912 r) y Binbui Obly BblAaA3eHBl 300pHIK Bepiiay
3axozHeOenapyckara nadrta [anbsima Jleyusika Yowicoix 6enapycki, y sKiM aytap 3msiciiy
JIBa TBOpBI, Ha3BaHBIA caHeTami. [laj iMi masHayaHBl Yac i Mecla HaIliCaHHs BepIIay:
27.06.1907, Bapmrasa; 5.09.1907, Cnonim. 3ayBara ayrapa raBopbIlb IIpa TOE€, IITO SITO
caHeTsl ObUTI HamicaHbl paneil 3a Kynamasersa. [lpayma, y apyKy sHBI 3’siBiIiCS TIpa3 TISIIb
rajfioy... AyTap BEITpbIMay TOJBKI 3HELTHION, CTPYKTYpHA-cTpadiuHyto, acadaiBacb CaHeTa
— YaThIpHAIIIALb PATKOY CKIAJaroNla 3 IBYX YaThIPOXPAIKOYAY 1 ABYX Tpoxpankoysy. Yce
acrarHis natpabaBaHHI JkaHPY ayTap Tpakrye cBabonHa'' (Sen'kavec, 2006, p. 28).

If we turn to what remains unpublished at the present time, thanks to the research
of Viachaslati Rahojsa, it is known that the first attempt to create a sonnet in the Be-
larusian language belongs to Aljaksandar Jelski, who made a translation of the sonnet
of Adam Mickiewicz Burza (The Storm) — the translation was planned for the publica-
tion of the Calendar of the North-Western Region for the 1889 (incidentally, 2019, was
the 130" anniversary of this translation). Unfortunately, the translation does not meet
the requirements of either the syllabic or the syllabo-tonic classical sonnet.

Still, factually, the first publication of a sonnet belongs to Kupala, but it is neces-
sary to note that Janka Kupala, in the same way as Hal’ja§ Lieti¢yk and Aliaksandar
Jelski, freely reacted to sonnet requirements — the poem Znivo is written in four-foot
amphibrachs — an uncharacteristic metre for a classic sonnet.

The first Belarusian sonnet by Bahdanovi¢ Pamiz piaskou Jehipieckaj ziamli
(Among the Sands of the Egyptian Land) was published in Nasa Niva on 1 July 1911.
And it was the first Belarusian classic sonnet, written according to strict canon rules.
Thus, we can distinguish as many as four points of the genesis of Belarusian sonnet.

Freely written (‘swung’) sonnets, after the publication of Znivo, began to appear in
the Belarusian press. They could ignore the requirement of the same number of sylla-
bles in a line, for example, in the sonnet by Kupala Tavarys moj (My Friend):

i s ycrany, i ¥ macueni MEPTBa CILTIO — iambic hexameter
Ca MHOI1 3aycébl €H, 3a¥CEIBI IITHI KBIBBI CITYII. iambic heptameter
(Kupala, 1997, p. 10).

A caesura was not applied in his 6-foot iambic (J. Kupala, Zapuscany palac (The
Neglected Palace)):

1" “Two years later (1912) in Vilnia was published a collection of poems by the West Belarusian
poet Halja§ Lieti¢yk Cyzyk bielaruski (The Belarusian Finch), in which the author placed two
works called sonnets. Under them there were the time and place of writing the poems: 27.06.1907,
Warsaw; 5.09.1907, Slonim. The author’s note says that his sonnets were written before Kupala’s.
However, they appeared in print five years later... The author maintained only external, structural-
trophic feature of the sonnet: fourteen lines consisting of two quatrains and two three-lines. The
author interprets all other requirements of the genre freely’.
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A noma, pocKarisl // i mpaisl MHOTIX PyK,

[Nanmac MarHankix nepaunBiyIIbiX HaKkaJIeHHSIY,

Crai, — i 13112 BaJIIIA 3 THUTBIX CKIISTICHHSY,

1§ nrusutine THA370 // Y€ YCIyKITiBBI TaBYK.
(Kupata, 1996, p. 140).

There is also an amphibrach in the sonnet Na Kupallie (On Kupalle) by Lietiéyk:

[Tazx ronay 37mabIyIbl JapOKHBI MO KITyHAK,

Ha mox maj XBaiHKy 5 TaM Hajaxycs

I mixa 3a xpaif cBo¥f Tarael mamamocs! ...
(Letcyk,1912, p. 46).

It is possible to assume that in his article 7he Sonnet Bahdanovi¢, aimed to reg-
ularize the Belarusian sonnet prescription, to introduce fixed-form sonnet canon law
into Belarusian literature. Obviously, however, the author did not achieve his aim. Later
on, Bahdanovi¢ in Za try hady. Ahliad bielaruskaj krasnaj pismiennasci 1911-1913
(A Review of Belles Lettres 1911-1913) would write about Kupala’s sonnets: ‘Ecip
KOITIbKI caHaTay (mpayma Hs 3ycim Oesmaranubix)’'? (Bagdanovi¢, 2001). This is a key
opinion of Bahdanovi¢, because, after all, he calls such poems ‘sonnets’. Probably,
young Maksim was familiar with the famous free sonnets of Charles Baudelaire and
other French writers. Sonnets libertines (free / liberated sonnets) were not much liked
by Baudelaire’s contemporaries (such as Theophile Gautier), but later were adopted
as interesting sonnet variations. Bahdanovi¢ himself translated into Russian Kupala’s
sonnet Znivo, preserving the author’s 4-syllable foot amphibrach. But in his own texts
the Belarusian poet did not allow himself such ‘liberties’. As U. Sienkaviec rightly says:

Tpansisii Kynanst § popme BonpHara caHera, sk i Tpaaplibli barqanosiua — mpeIXiigbHIKa
KJIaciuHara épara caHera, — Oyayipb nparpsiray el nasrami ¥ 20—30-s ragsr XX craromiss,
SIHBI 3HOMIYIb cBaé MuI€HHae pasBilU€ ¥ Hamiail cydacHail mad3ii, Kajai TBOPYBIS IOLIYKi
MaiicTpoy ciioBa HaObLIi acaOmiByro iHTIHCiyHacup i MamrabHacip' (Sen'kavec, 2006,
p. 28).

For example, Patiliuk Trus, Mikhas Dubrotiski, Alies Dudar followed Janka Kupa-
la; Uladzimir Zylka, Natailia Arsiennieva, Zmitrok Biadulia, Izrael Plaiinik — Maksim

12 “‘There are several sonnets (though not quite perfect)’.

13 “The traditions of Kupala in the form of a free sonnet, so as the traditions of Bahdanovi¢ — the
supporter of a classic fixed-form sonnet — will be continued by the poets in the 20-30s of the 20
century, they will find its fruitful development in our modern poetry, when the creative searches
of the word masters have got a special intensity and scale’.
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Bahdanovi¢. Kupala’s and Bahdanovi¢’s ways of writing sonnets go through the histo-
ry of Belarusian literature of the 20" century and move into the 21% century.

However, it must be admitted that these two ways in Belarusian sonnet writing
arose not only due to the aspirations of Kupala and Bahdanovi¢, but also for objective
reasons. If in the works of the first, the symbolic and unromantic element dominates,
where the dominant is the emotion, in the other — the neoclassical with the dominant
of rationality.

Cykvin in conversation with the author of this article at the University of Biatystok
in 2017, spoke about this division of poetry into emotion and rationality. The conver-
sation concerned the wreath of sonnets Sviataja studnia, which was written by Cykvin
almost 50 years ago (the main sonnet was created first, marked with the date 06.01.1967,
the last one was the fourteenth sonnet — 10.05.1968). Mickiewicz’s Sonety krymskie, the
biography of the great romantic, as well as the Crimean landscapes, which the author of
Sviataja studnia saw during a visit to the Black sea peninsula served as the inspiration
for the wreath. The form of the sonnets in this wreath is free, there may be rhythmic
shifts in size, thymes are sometimes replaced by consonances. This approach is already
demonstrated in the first sonnet of the wreath. We give the final tercets:

Jlapora yc€ BbIIIDI BBILIDHU af ropy. .. iambic pentameter
Haszan ceicui BapHyLIa 1a npanory? iambic pentameter

JIpIk MaLIpbIHCTBA — SIK Tapadka ¥ xBopara! iambic hexameter

Iny cBagii HaTOnTaHAN Japoraro iambic hexameter
I uyro npaaiiubIHbI YCIOABI MOABIX — iambic pentameter
bary na Aro-Jlar, nisaxy Ha YOpHBI BOIBL. iambic hexameter

(Cykvin, 2009, p. 39).

In this example, assonantal rhyme is used, where only the vowels ‘ropy — npasory’
rhyme, the consonance ‘xBopara — maporato’ is used, and also the truncated rhyme
‘mozbIXx — BoJbI” — the latter is considered to be ‘rich’ but inexact. Such rhymes, even
truncated, are ‘not recommended’ for use in a classical sonnet. The same number of
syllable feet in lines is not kept. There are so many as if ‘disorders’ in a small fragment.

Obviously Jan Cykvin modernizes the canon law of the sonnet. The emotion, as
the author of Sviataja studnia admits, and the rationality, a priori conditioned in the
form of the sonnet, are in contradiction. Therefore, if the most important thing in the
work is not to miss and truthfully convey the emotional spectrum of the lyrical hero,
a compromise in the way of processing sonnet canon law must be found. Here, for ex-
ample, the Mahistrainy saniet, which, as noted above, was written first, and therefore
was the emotional flashpoint, the moment of clarity that generated the whole wreath:
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15

MaricTpaJibHbl

J3e Poim, n3e Kpbim, a 13e mast aifubiHa —
bary na Aro-/lar, msoky Ha YopHBI BOZIBI,
Ha rape3onT 6iHOKII 1anbHA00WHBIS HABOIKY,

AJte GanbKayIIYbIHy 3T3TY/Ib yOaublllh HEeMardbima.

I Hemardeima TyT MilKeBiUa 3aTpbIMaIb —
Eu nymkami Ha 3axaj ycé ajxoaziim
I minait [Tompurasr Osipo3aBsl Bogap

EH uye, €H 6avbIlb IITY )KaHUBIHY.

[1a stiimax cBabOIHBIA roiicalolb BETPHI,
Im ycé€ poyHa, n3e KpeiM, 13e aiiubina,
i cians Ha Peicax, 1i crane Ha Ai-IleTpsr,

A danaBeKy Tak IIsDKKa CIbIHIIIA!
Paxa ma copiy Hyaspra Oe3ynsiHHA,
Kocmio y ropre crae 3arpanina.
(Cykvin, 2009, p. 39).

The rhythm of the verse is so ragged that it seems that we are faced with an attempt
to fix impulsive sensations by words that cannot be embedded in evenly rhythmic
segments.

line 1 — iambic pentameter.

line 2 — iambic hexameter.

line 3 — iambic heptameter.

In the 4™ line the iambic strays and it is the word ‘fatherland’ that misleads it. Here
in the beginning there is a trochee with an inversion of the accent in the word ‘ane’,
in fact, the accent in this word disappears, which strengthens the sound of the word
‘fatherland’. In the second half of the line, after the word ‘3ratynp’ and caesura, the
narrative iambic returns.

line 5 — the second quatrain also begins with iambic, but the word ‘3arpeimarp’
misleads it.

line 6 — the poem goes into the tonic verse system. There are 5 accents here.

line 7 — 4 accented tonic verse.

line 8 — 4 accented tonic verse.

line 9 — the beginning of the first tercet — the line ‘is returning’ to the system of
syllabo-tonic versification — the probable rhythmic pattern of the flight of free, disobe-
dient winds. Here is a pure 4-foot amphibrach.

line 10 — is also a three-part size, but it is now a more ‘twisted’, waltz-like dactyl

Studia Biatorutenistyczne 13/2019



Pobrane z czasopisma Studia Bia?orutenistyczne http://bialor utenistyka.umcs.pl
Data: 25/02/2026 01:45:01

Emotion and Rationality in Belarusian Sonnet Writing — on the Example of the Crown... 259

line 11 — again 4 accented tonic verse.

line 12 — the beginning of the second tercet — a return to the three-part size, but
now, from the beginning, to a 4-foot dactyl.

line 13 — 4-foot dactyl.

line 14 — 4-foot dactyl.

The entire final tercet is written with a metric foot, consisting of three syllables, and
the accent is on the first syllable. Again the waltz-like rhythm... But obviously its tempo
is increased. And the final words ‘Kocrito y ropse crae 3arpasina’ through the ‘acceler-
ated’ triple clearly accented metre, are associated with the Mazurka. It is known that the
Mazurka is written, like the waltz, in triple meter 3/4 or accelerated 3/8, and the tempo of
the Mazurka is faster than in the waltz. Maybe it describes the Mazurka by Dgbrowski,
the national hymn of modern Poland? At least such a reading of the end of the sonnet is
fully possible and has its logical ‘code decription’ in the comparison of the rhythm and
sense of lines. And not for nothing at the beginning of the sonnet there is ‘Rome’ — the
capital of the ‘Italian land’. And the word Poland is pronounced, (and not Lithuania, as in
Sonety krymskie, for example), in the first, Stepy Akermanskie (The Akerman Steppes) or
in the fourteenth, T¢hatir Dagh (The Pilgrim). And as the lyrical hero of Sviataja studnia
suggests: ‘Mickiewicz — has already gone to the West’, the romantic poet will soon also,
like the heroes of the Polish anthem, become an emigrant.

When writing a work there is an assumption that the main role is played by the
the conscious triad of emotion, rationality and intuition (Barencev, 2018), and at each
creative act they are ‘included’ all together, it is impossible to differentiate precisely
under which control and how this or that was written, you can only notice where some
component of the triad prevailed. For example, in auto-writing or stream of conscious-
ness — intuition prevails, in palindromes or other mathematically directed poetic works
— rationality, in elegiac or lyrical poetry — emotion. In classical sonnets — the most
complex form of poem — uniformity of all three components is required. Obviously, in
the wreath of sonnets Sviataja studnia, the author refused to limit strictly the freedom
of the flow of emotions and the flow of consciousness, and made a specific adaptation
of the external formal structure of the poems to the classical sonnet, thus, in fact, cre-
ating an original, modernized, emotionally determined wreath of sonnets.

In general, if we trace the two ways of sonnet writing in the Belarusian literary
process, emotionally determined (Kupala’s) and rationally determined (Bahdanovic’s),
we can say that the latter in the second half of the 20" century and the beginning of
the 19" century gradually began to expand. For example, the wreath of sonnets Narac
(Lake Narac), written by Nil Hilevi¢ in 1967, almost simultaneously with the wreath
Sviataja studnia by Jan Cykvin, is in a stricter form, closer to the classical canon. The
rhyming of the sonnet is abab cdcd eef eef (a compromise with the classical form) is
observed in the second quatrain. Pure iambic pentameters are used. But inaccurate
rhymes are also used: ‘Hanau — Hapau’, ‘HaBar — HaBBIK , ‘TIpa Hac — BiHa’ (masculine
truncated). However, after the decanonization of rhymes that took place in the early
20" century, such rhymes are evaluated as the findings and signs of the author’s style.

Belarusian Studies 13/2019



Pobrane z czasopisma Studia Bia?orutenistyczne http://bialor utenistyka.umcs.pl
Data: 25/02/2026 01:45:01

260 Serge Minskevich

The crowns of sonnets Apakalipsis dusy (Apocalypse of the Soul) by Zmitrok
Marozat can be considered the apogee of the rationally determined way in Belarusian
sonnet writing. It was published in 1991 and is considered to be one of the first classi-
cal crowns that saw the light of day in an East Slavic language. V. RahojSa character-

izes this work as follows:

Y Anaxanincice oOywvl CTpyKTypa KaHaHIYHara canera (ab6ab abab ccn e, MALiCTOHBI

aM0) maycronb BbITpbIMaHa. PopMa BSIHKOY caHeTay yCIoAbl 3axaBaHa. Yce BSIHKI caHeTay

3Bsi3aHbI — 13 — mamixk caboi: arnoIIHI BepIlaBaHbl PaJJOK KOKHAra MarsipaaHaATa 3’ syisera

navyaTKaM HacTyIlHara; yaTbIpHalllaTbl BAHOK caHeTa}“f 3aBspuiaciua nepubiM paJkoM BAIHKa

nepmara. Bsaunok mazicmpanviel NaBOTI apraHidHa BBEIKPHIITATI30yBaeIa 3 Maricrpanay

yCiX "aThIpHAIIAL MASIPIAHIX BIHKOY canetay'* (Ragojsa, 2015, pp. 12-13).

But this emotionally determined way in Belarusian sonnet writing at the turn of the
millennium narrows, as the creators are interested in taking the challenge of a complex

form, and they modernize it according to connected harmonic formulas.

The researcher of fixed forms in Belarusian literature Tamara Fiedarcova writes:

YV CaHeTBICTHIIBI 3’ SIBITICS TaKisl pa3HACTaHHACII IITall BRITAaHYAHAH (OPMEI BepIIa, K

,,0e3ranoBer” 1 ,,0583H0r1”, ,,XBacTarhl” 1 ,,IepaBepHYTHI” 1 IHIIBISL, HETPAJBIIBIAHBISA Bigbl

caHeTay. YCKIaIHsANACAd apXiTIKTOHIKA CAHETHBIX TBOpaAY, AKis adapMwisitics § MasMbl,

HaIticaHbIsl CaHeTHBIMI cTpodami, BIHKI caHeTay 1 BsIHKI BsiHKoY caHeray. [Tauarak XXI ct.

HE CTpaliy MacsirHeHHI CAHETBICTBIKI MIHYJBIX rajioy. AJie SKCIEepbIMEHTAJIBHBIS MOLIYKI

craii 6oJblI parbistHaIBHBIMI, Tpaxymanbivi'® (Fedarcova, 2015, p. 159).

The emotionally determined way in the Belarusian sonnet writing, is, paradoxi-
cally, preserved in the translations of sonnets, especially in the re-creation of Polish
syllabic verse. So in the translations of Sonety krymskie by Adam Mickiewicz often
next to the lines written in iambic hexameters (analogous to the syllabic thirteen-line

composition) there are lines with a different number of feet:

‘In Apakalipsis dusy, the structure of the canonical sonnet (abab abab ccd ddc, iambic pentameter)

is sustained throughout. The form of the crown of sonnets is everywhere preserved. All the crowns
of sonnets are connected — there are 13 crowns of sonnets — among themselves: the last verse line
of each previous one is the beginning of the next; the fourteenth crown of sonnets ends with the
first line of the first crown. The main crown is quite organically crystallized from the main lines

of all fourteen previous sonnet crowns’.

‘Such varieties of this exquisite form of the poem as “biezhalovy” (headless) and “biaz noh”

(legless), “chvastaty” (tailed) and “pieraviernuty” (inverted)’ and “I”’ (and) as well as other, un-
conventional types of sonnets appeared in sonnet writing. The architectonics of sonnets, which
were framed in poems written in sonnet stanzas, crowns of sonnets and crowns of sonnet crowns,
became more complicated,. The beginning of the 215 century has not lost the achievements in
sonnet writing of past years. But experimental searches have become more rational, thoughtful’.
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...Bixop 3aBe1y 3 Tpeiymdanm. [lnsixam GypHbIM 5 feet
ITa crpome, YckiHnyTail ¥ HaropHaii 6aparsoe, 6 feet
HenepamoxxHast ii3e cMepLb Ha kapa0es, 6 feet
HiOs! sxayHep, mTo HACTyNae IMTypMaM. .. 5 feet

Sonnet IV Burza, translated by Jurka Hatiruk (Mickiewicz, 2004, p. 104).

...CapBaHbl BeTpasi, pyib CKpBILIaH, ITyM 3aBei, 6 feet
TpbIBOTi ranacel, 37aBECHBI €HK Hacocay, 6 feet
Kanats! BeIpBatics 3 pyk Marpocay, 5 feet
3axo3ils COHIIA, 3 IM aIloLIHIs Haa3el. 6 feet

Sonnet IV Burza, translated by Maksim Tank (Mickiewicz, 2004, p. 104).

,,J13€ K BbI, KaxaHHe, Beliy, cinaBa? J[3e? 5 feet
Bawm namzena Gsiccmepiie, TUIBIHB — Baj3e. 5 feet
O ranb6a! Bbl mpaiinuti, KpeiHila x BeuHa 6’ewra”. 6 feet

Sonnet VI Bakczysaraj, translated by Chviedar Zy¢ka (Mickiewicz, 2004, p. 110).

...Yana 3a0bInis 1 BeyHaclii 3aciiona 6 feet
Brinrgars TypOaHbl, ObIIaM OyHIyKi 5 feet
Ha Boiickax mpeiBinay, i Ha BSKI 5 feet
Ha mmitax 3aiMIsmsis iMEHBL... 5 feet

Sonnet X1 Mogity haremu, translated by Jazep Siemiazon (Mickevic, 2004, p.114).

...EH xnpinyy, ninyy, KinetHeM Kimilib... 5 feet
Xaoc CcTHIXiH, 1 ¥ iM, 371ae11a MHe, 5 feet
Jlymra cymimsIma i TyMKa ajrmaqHe. 6 feet

Sonnet X Bajdary, translated by Jazep Siemiazon (Mickevic, 2004, p. 115).

There is a question: are these the imperfections of translators, or guidance by Ku-
pala’s way? As was mentioned above, in the sonnets of classical Belarusian literature
there is also such a ‘discord’ (raznaboj). Therefore, it is possible to assume that trans-
lators followed Kupala.

Iryna Bahdanovi¢ approached the translation of Sonety krymskie in her own way.
Some sonnets in her Belarusian-language restoration may have a three-foot metre:

[linirpseim
Tam? I1actaBiy Anax 3amak BeJiYHBI 3 JIELY?
3 Mep3uaii xMapbl cabe TPOH aHEIbI MalCTPYIONb?
L1i Tam JI31BEI MypBI 3 UBIPTKI CYIIBI OyIyIONb,
Kab cripIHinb KapaBaH 30p — MMacliaHak 3 ycxomy?...

Sonnet V Widok gor ze stepow Kozlowa (Mickevic, 2004, p. 76).
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Ty, y cai3e pacKOIIHbIM, raJiHKaH MIBIIIIBIHEL
ToI 3aBsina, 00 IENIbLIA CIPIIA Yacami,
[Ito ¥ HAOKIT 3a/aThIMI JayHO MATBUIAMI

Aqusneni, DakiHyyIIbl JpKana — YCIaMiHBL...

Sonnet VIII Grob Potockiego (Mickevic, 2004, p. 83).
The sonnet Burza 1. Bahdanovi¢ translates using 5-accent tonic verse:

Berpasi 313€pThI, MauTHI NATPyLIYaHBI, JaBa

CrorHe, miajnee, IOMIIaY 371aBECHBIS CHKI,

Pamtki cThIpHA 1 TYXKOY, TPHIBOXKHBIS 3pHKI,

Hikne Haazes, COHIIA 3aX0/1311b KPHIBABA.
(Mickevi¢, 2004, p. 75).

Sharp accents, like staccato in music, make the text intermittent, sharp, like the
gusts of a storm. It is quite possible to believe that here appears the vision of the trans-
lator of the picture that the original creates, and in the transmission of which sound and
rhythm writing is used.

Also in the translations of U. Marchiel of Sonety krymskie a variety of sizes is used
(triple syllabo-tonic and tonic verses). This, as in the versions of I. Bahdanovi¢, sym-
bolizes different tempos of time and visits to different places in the Crimea.

But in the texts of Mickiewicz’s Sonety krymskie, all the sonnets are sustained by
the syllabic three-part metric foot (dactyl, anapest or amphibrach) with sredniawka'®
after the seventh syllable — a very strict size. Obviously, I. Bahdanovi¢ and U. Marchiel
approached the translation emotionally, trying to restore the experiences of the lyrical
hero in the situation, described in the original, using as one of the means of revealing
rhythm.

There are also symptomatic features in the form of translations of Mickiewicz’s
Sonety krymskie. A caesura after the third foot in iambic hexameters was used by U.
Zylka, N. Arsiennieva, A. Chadanovi¢, 1. Kur’jan (a sonnet and Stepy akermarskie).
The author of this article in his translation of Sonety krymskie kept a feminine caesura
after the third foot rather than the analogue of the Polish sredniawka after the seventh
syllable. However, most translators of Sonety krymskie ignored the caesura in this case,
as in the sonnets by Janka Kupala, written in iambic hexameters. The caesura is also
missed in the latest, the time of writing, translations of Sonety krymskie, published by
G. Scheiumer in 2010.

Despite the advantages in modern Belarusian sonnet writing of the rationally de-
termined way (Bahdanovic’s), the second way — emotionally determined (Kupala’s)
does not completely disappear, as a large number of sonnets relating to it became clas-

16 Caesura in the syllabic verses according to the Polish versification system.
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sics of the Belarusian literature, forming an approximate basis, which undoubtedly has
been taken into account by later writers. However, as Viacaslali RahojSa noted: ‘fxim
HuIsIXaM, KynanayckiM Iii 6argaHoBidayckim, icii OemapyckiM caHeTamicliam — IaTa
ix acabictas cipasa’!’ (Ragojsa, 2002, p. 199). The problem of unity and harmony of
form and content is eternal, and each author demonstrates his own solution, accept-
ing or not accepting, rejecting or modernizing the recommendations / requirements of
a certain versification model.

Translated into English by Marharyta Svirydava
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