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Henrieke Stahl

Preliminary Note

This volume brings together contributions addressing the intersections of political
poetry, performativity, and the internet. The essays are based on presentations given
at workshops and conferences organized by the DFG Centre for Advanced Studies
“Russian-Language Poetry in Transition: Poetic Forms of Dealing with Boundaries
of Genre, Language, Culture and Society between Europe, Asia and America”
(2017-2023). The conferences took place in 2018-2019, at a time when neither the
coronavirus pandemic nor Russia’s brutal invasion of Ukraine were foreseeable,
and the contributions have not been updated in light of these catastrophes.

The articles presented here deal with recent poetry and focus on the connection
between politics, performativity, and the internet in multiple literatures and inter-
cultural relations. Although the majority of these texts belong to the Russophone
world, poetry from Serbia, Latvia, and China is also considered. The contributors
demonstrate, on the one hand, how newer poetry softens genre distinctions and
formally tends towards multimedia hybridization and, on the other, how it trans-
cends or dissolves linguistic, cultural, and social boundaries.

Dr. Ekaterina Friedrichs and Ms. Lena Rosalin Schwarz were involved in pre-
paring this publication for printing. We would like to thank them both for their
careful review and wonderful cooperation.
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IIaBea ApceHnbeB

Kak HayunThCH He MCATh CTUXU
(TexcT-nepdopmanc)

How to learn not to write poetry

This text is a free and intradiegetic interpretation of what took place at dusk on the
15" of February in the city of Giessen, in the German federated state of Hesse, at
one of the last conferences of Slavists on the very brink of the pandemic era.

Keywords: text-performance, textual art, poetic objects, machines and installations,
techno-anthropology of writing, precarization of reading, informational overload.

...Korma mpenpigymas cekuus yke 3aKaHYMBAJIACh JIOKJIAJOM OJHOTO KYJIb-
TYpOJIOTa U ChIHA KYJIbTYPOJIOTa 00 OJTHOM IO3TE U ChIHE 103Ta, XOTEIOCh AyMaTh
0 pa3pyOaHHHU IIeTIel UCTOPHH M LENUTENFHOW aMHEe3UU. XO0TA B Ty 310Xy peub
y’Ke U 1IIJ1a O JIUTepaType OT Jula game studies, a caMa Tak Ha3bIBaeMas MMO33Hs
y’K€ U MpeACTaBiisijia coO0i Ckopee MpUMEpbl TEKCTOBBIX KBECTOB U 0Opa3Ilbl
JMHTBUCTUYECKOTO JAW3aiiHa, aKaJeMUYecKre KOH(EPEeHIMH MpPOIOKAId BOC-
IPOU3BOUTH TEJIECHBIE pernepTyapbl key-speaker U mepenaBaTh HJ€albl U3
MIOKOJICHUS B TIOKOJICHHE.

Bo Bpemst o0efia, HEMOCPEACTBEHHO MPEAIIECTBOBABIIETO 3aKIIOYUTEIILHON U
cOoOCTBEHHO (haKyITHbTATHBHOW YaCTH OJTHOTO U3 TAKUX IMMOCTIOATUIECKUX BEUEPOB,
HApUT yXKE CJIeTKa BBIXOJIHOE HACTPOEHHUE, BHIBAJIMBACTCS COJIHIIC, M XOUYETCS
CTOHATH B CylepMapkeT 3a MUBKOM. Ho TakoBoe oka3bIBaeTcsi B (PaKyJIbTETCKOM
CTOJIOBOM, YTO BeChbMa yJIOOHO — IyCTh W OE3aJIKOTOJILHOE, a BCE XK€ Ha AYyIIe
JIeJIaeTcs Jierde, aylie BooOIe Ha BTOPOH AeHb KOH(EPEHIIMN MHOTO HE HAJIO.

IIocnne aToro Bce xe HGO6X0,ZH/IMO CCCThb U IMOATOTOBUTHCA K BBICTYIIIICHHIO,
KOTOPpOEC, XOTsA U 6yz[eT IMPOXOANUTH CKOPEEC I10 paspAay MCJIKOTI0O aKaACMHUYCCKOT'O

o Creative Commons Attribution 4.0 International License



8 Ilasen Apcenves

XYJUTAaHCTBA, UMEET 32 COOOM yXKe HEKOTOPYIO MPEABICTOPHIO. 32 €€ OCHOBY
MO>KHO B34Tb, HY, HallpUMEp, XOTs ObI rapBap/ICKYIO JICKIMIO TMPOILION 3UMBI, a
32 pUTOPUYECKYIO TOHATBHOCTD, HY, CKa)KE€M, BIIEPBBIC CIy4aitHO ONTPOOOBAHHBIM
B Camape, a 3aTeM MpoAO0KaBIINI CHIEIUPUIIUPOBATHCS KaHP JEKIHHU-TIepdop-
MaHca, NePEKUBAIOIINI CBOIO BOT YK€ TPEThIO PEIAKIIHIO.

[Toa3us (mm KoOH(EpeHIHs 0 Heli) XOpoIla TeM, YTO, €CJIA BbI MPUTJIAIEHbI K
YUYacCTHIO, BBl MOXKETE NPEJIOKUTH JIIoOble Ha3BaHUE U (HOPMY CBOErO BBICTYII-
JIEHHS, Bbl MOXKETE AK€ MPEJIOKUTh PACCKA3bIBATh O TOM, «KaK HAYUWUTHCS HE
[McaTh CTUXH», CKOPEE BCEr0, 3TOr0 HUKTO HE 3aMETUT B CHJIY YCTAJIOCTH IJia3,
aBTOMaTu3Ma (UIOJIOTUYECKON TOUKU 3pEHUS U, HAKOHEN, 1e(UinTa MOCTOSHHBIX
COTPY/IHUKOB, a CaMbIE 30pPKHE COUTYT, YTO 3TO HE TAKOHM YK IUNIOXOH TPIOK.

(

£ | DFG-KOLLEG-FORSCHUNGSGRUPPE
¢ | ror 2603

NEUE WEGE. SEIT 1607

JUSTUS-LIEBIG.
[ UNIVERSITAT
E‘ GIESSEN

DICHTERLESUNG MIT
PAVEL ARSEN’EV
JKAK HAYYUTBCA HE MUCATL CTUXIY

Wann? 15. Februar 2020, 17:15 Uhr

Wo? GiZo-Konferenzraum, Otto-Behaghel-Str. 10 E 209
Im Rahmen der Konferenz
"Political Perf ivity of C ary Russian-L Poetry"

JUSTUS-LIEBIG- _

Deutsche S S
¥l Universitit Trier DFG v hnssemensian Tg{ggggzlm

Unn. 1: Apuwa nexyuu-nepgpopmanca «Kak nayyumscsa e nucamos cmuxuy 6 Yuusepcumeme
Tuccena.

IToaTOMY, KOrza Bam YK€ NMPUHOCAT JOCKY, KOTOpPasi, KaK TEIephb ke TOJIBKO U
yAaeTcs BBIACHUTH, Ha3bIBaeTcs flip-chart, BaM HUYEro HE OCTAETCS KakK IpH-
CTYIIUTB K CBOEMY MacCTEp-KIIacCy CO BCEU CEPbE3HOCTHIO.

B kauecTBe MHOXAIIMXCA NPETyBEJOMIICHHA cerogHs uaer 1) kpaTkas
UCTOPHSI CaMOT'0 3TOT0 BBICTYIUJIEHMSI, BEIPa0aThIBAEMOT0 M0JIyOECCO3HATENBHO,
B OTBET Ha MPOCHOY «TOJILKO YTO-HHOYIb TMOMpOIIe», a Takxke 2) Oaika mpo
CTYJIEHTOB, KOTOpBIE MPOCIT MOCOBETOBaTh, KAK UM OBITH IOCIIE OKOHYAHHUS
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Kak nayuyumuca ne nucamos cmuxu (mexcm-nepghopmanc) 9

¢dundaka, B OTBET Ha YTO HEBO3MOKHO BBIIyMaTh HHYETO JIy4lle, KaK IOCO-
BETOBATb HAYUUMBCA He NUCaAmb Cmuxuy. ITO OJHO U3 KIIFOYEBBIX YCIIOBUH yCHeN-
HOU Kapbepbl B MHTEIUIEKTyalnbHOU cepe. Kpome Toro, sta cnocobHasi moka-
3aThCsl a0CYpAHOM TOJBKO CaMOM 3aKOpPEHENION W Ipy0ol ayJauTOpUH PEKOMEH-
JaIys 3aTparuBaeT cpasy 04eHb MHOTO CTPYH B JyIlIe KaK (hHUITOJIOTHYECKOM, TaK
1 00111eUEeTOBEYECKOM.

Bo-nepBeiX, Kak 3HaeT CUASAIIMK B nepBoM psgy npodeccop u3 Ilencuiib-
BAHWMH, aBTOP INPEIUCIOBUS y)KE€ HE K OJHOM MOITUYECKON KHWKKE', 4T0-TO
IIPOUCXOJUT CO CTaTyCOM CaMOI'0 ITOATHYECKOI0 PEMECIIA, a TAKKE IMPUMBIKAIO-
IIMX K HEMY (PUIOJIOTMYECKUX TEXHUK, U 3BaThb HEBUHHBIX MOJIOABIX JIOJEH B
ATOT YYAECHBIN, CTAPOMOJHBIA U TUIOXO OIUIAYMBAEMbI MUP («3a MHOU, MO
yuTaTeNb!») ObUIO OB MOMIPOCTY HEITUYHO.

Bo-BTOpBIX, yk€ BHYTPHM CaMOIr0 3TOr0 MHpA CTAJId BCE Yallle PErUcCTpu-
pOBaThCS TONBITKA TIOHUHTA HCCIEIOBATEIbCKOrO ammapara U OUU(PpPOBKU
MCXOJHOTO BAOXHOBEHMS. M 3TO 3HAUUT, YTO YUTATh YK€ BCE HAMCAHHOE (Tak
e, KaK paHbllie) HUKTO He OynmeT mim OyaeT Hekomy. Kak ckazanm mo 3tomy
MOBOJIY TIO3T, «TOJBKO ZOOgle-KHUTH YNTaTh, TOJBKO 00gle-MbICTH JIETEATHY...

Bnopouem, Mb1 oTBiiekaemcs. Mtak, 3Ta KOHTPUHTYUTHMBHAs MOCTAHOBKA BO-
IpOca — «KaK HAYYUTHCSA HE MUCATh CTUXW» — CIIOBHO CIEAYET U3 MOJOKUTEIBHO
perieHHoro (hUIoJioraMu BOIPOCA «KAaK HAYyYUTHCS HE YUTaTh TEKCThDY a, K
IpHUMEPY, CMOTPETh Ha HUX (HE AyMas, He Muras)?. Y 1epKaB ePBbIE NATh-IeCATh
MUHYT BHAMAaHUSI TYMaHUTApHBIX HCCIIEIOBATENEH, Bbl MOYKETE€ PACCUUTHIBATD,
YTO Jajbllle OHO BOJICH-HEBOJEN HauMHAeT padoTaTh Ha Bac, U BOT yXe OOHa-
PY’KMBaeTCsl, KaK 3TO 4acTO ObIBACT B MOJOOHBIX CIydasX, Ienasi «rmapagurmay,
COCTOSILAS U3 NPEUIECTBYIOIIUX UHTYHIIMIA 110 OTKa3y OT MHChMa.>

B »TOT pa3 B Hee, KO BCEM TaM YK€ HAKOIUICHHBIM, ao0OaBisieTcss Uexos,
KOTOPOMY — XOTh OH M HE MOAT — aTpUOYTUPYIOT MOJAEPHUCTCKUIN O€3HAEHKHO-
neMOKpaTHieckuii 6oeBoil knn4u («Eciu MoXxenb He TUcaTh — HE TUIINY),
KpxuxaHOBCKUI ¢ €ro HECKOJIBKO KapTe3uaHCKou Bepcuen (« Yk HaCTOIbKO-TO
s TMOAT, YTO U CTUXOB HE MHUIIY»), HY U Jajee MO CHUCKY — MasKoBCKUH,
[Tnaronos, Xapmc.*

M Bce ke Bcerjga ocraeTcs BOIIPOC: KaK UMEHHO ce2o0Hs HE TINCaTh CTUXU?

Tak, xecT MasikOBCKOTO Y€ MOYKHO MPHU3HATH CYIIECTBEHHBIM MPOTPECCOM
JUTEPATYPHBIX TEXHUK, MOCKOJBKY OH OOHApy»XMBaeT MHCTPYMEHT MHChMa,
BOOOIIIE 8bI1600um TPOIEAYPY NMUCHhMa U3 cebsi, BRIMAaHUBACT €r0 HAPYXKy — W3
cTaTyca YMCTO TPAHCUECHICHTAIBHOM 100IeCTH («KaK cKa3aThCs Aymion»). U kak
TOJIBKO BOIIPOC CTABHUTCSI B TEPMUHAX «KAK JENATh CTUXW», 3TO YK€ HE COBCEM

! Platt (2018: 6-11).

2 Apcenbes (2018: 16-34).

3 Cm. mogpo6uee: Buna-Matac (2007).

* Kpxwmxanosckuii C. (2010: 324-430). CM. Takxke 06 OCTaJIbHBIX IIPUBEIECHHBIX CIydasX.
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10 Ilasen Apcenves

po TO, YTOOBI MX «IHMCaTh».” B JaHHOM ciydae, cOOOpasHO 3IMOXE, B UIPY
BCTYNAJIM MHAYCTPUAIbHbIE TEXHOJIOTMU U MaTepuajbHble OOBEKTbI, KOTOPHIE
HAYMHAIOT UCIIOJIb30BaThCA AJIsI TUCbMa, €CJIM BEPUTh MMCbMEHHBIM UCTOYHUKAM,
B CAMOM HauaJjie MOCIEIHEr0 BeKa J10 3pbl aHaeMuu. Kak nuca most, mycTh U B
abCTPaKTHO-UHCTPYMEHTAILHOM CMBICIIE, «MOXHO HE MMCATh O BOWHE, HO HYKHO
NUCaTh BOMHON»,® U TOJIBKO 3HAYUTENLHO MO3KE TEXHUUECKU KOHKPETU3UPOBA
3TOT CBOI kecT ((panTasm) MUcHMa: «X04y, 4T00 K IITHIKY IIPUPABHSIA IEPO».”

BnpoueM, Mbl CHOBa OTBJIEKaeMCs, XOTsI CIEI0BaNO Obl y>K€ OOpaTUTh Balle
BHUMaHHUE Ha TO, YTO K WHAYCTPUAIBHBIM WHCTPYMEHTAIBHBIM MeTadopaM AeIo
HE CBOIWMTCA,® a CBOAUTCS OHO CKOpEE K IOSBIEHHIO HA MUCATEIBCKOM CTOIIE
MaTepUaIbHO-TEXHUYECKUX OOBEKTOB, KOTOPHIE paHEE OBUIO CIIOKHO TaMm Ipe.-
CTaBUTh U KOTOPbIE ObUIM MPU3BAHBI IOMOYb TT0TAaM U30aBUTHCS OT UX MaryOHOM
CTPACTH, OTKAa3aTbCAd OT MHCbMa — B MOJIb3Y KAaKOr0-TO MHOTO JercTBHs. Tak, B
Clly4yae NEHCTBHM, TASIMXCA B KaMHe, Joname, uimvlke, MACbMO TPEICTABIISIO
yKe He (C)TOJIbKO KOTHHUTHMBHYIO MHPHUBWIETHIO, HO TPEXKJIE BCET0 MBIIICYHOE
ycuiue (Mopoi — BechbMa BbIMathiBatoliee). Eciiu B « TOHHAaxX CIIOBECHOU pyAbD» OT
0oJbILIEH YacTH 00beMa MPUXOJUTCS OTKA3bIBATHCSA, a MUIIYIIHNE «I1aJbIbl HOIOT
KaK OT IUJIKH JPOB»,” MbI MOXKEM C TOYHOCTBIO JIYUIIUX IOITHIECKUX apPXEO0IOr0OB
JATUPOBATHh TAKUE MOITUYECKUE TEXHUKHU MO3/THEUH Ty CTPUAIILHOM 3MOXOi.

OpnHako, Mo Mepe MOCTHUHAYCTPUATIM3ALUN TOATUYECKUX MPOLEAYP U KECTH-
KYJISITOPHBIX pEnepTyapoB, MPEICKa3aHHBIX €lle OCHOoBareneM [lenmpanvbHozo
uncmumyma mpyoa (I0NaHJEMUHON 3M0XHU), B UX COCKAJIb3bIBAHUM OT yJapa K
HAXXaTHIO, «JIBIXKEHHUIO TUTABHOMY», (U3MUECKHE YCUIUSL BCE OOJIbILIE CTaBATCS
[0/l COMHEHME, a amnmapar BIOXHOBEHHUs MEpPEeKBATU(PUIUPYETCS U3 dHEpre-
THYeCKOM Mammubl B uH(popmarmonnyio.' Ho B moboMm ciayuae HETPYIHO
YBUJIETh, UTO IMOATHI YK€ JIABHO He CMOJIbKO NUCANU, CKOJIBKO HE IMepecTaBalu
OTKa3bIBaThCs OT (MpeXHEH MOoIU(UKAIMKN) KecTa MUChbMa B MOJb3y KaKOH-TO
WHOM KOMMYHMKAaTHBHOM CLICHBI.

5 Maskosckuii (1959: 81-117).

6 B onmHoii U3 MpeAIIecTBYIONHUX TyOIMKAIUI TAKyI0 ROIMUKY MEOPUMETbHO20 NAOEHCA Mbl
BBIBOJIMM M3 YYBCTBUTEIBHOCTU HE TOJIBKO K JIEATEIbHOCTHOMY M3MEPEHHIO, HO U K MHCTPY-
MEHTaJbHON OOIIMBKE XYJOXXECTBEHHOI'O aKTa, YTO TOATBEPKIACTCS W Ha3BaHHEM CTaTbu
MasikoBckoro «BpapmmM KucThio». HakoHel, HacTOATeTbHOCTh TPEOOBAHMSI KITHCATH BOMHOIOY»
CBOEH rpaMMaTUYECKON KOHCTPYKIIMEN OTChUIAET K 3HAMEHUTHIM cTpoukaM «IlosTom Moxenis
Tbl HE OBITh, HO TPAXKIAHUHOM OBITH 00s3aH», a CJIEJOBATENBHO, U K TOMY TPa)XIaHCKO-
MOJINTUYECKOMY 3TOCY, KOTOPBIM MPOHM3aHA BCS KOHCTPYKIIMS MOSTUKA MasikOBCKOTO, paBHO
KaKk M K CaMOHM 3TOH rpaMMaTHKe TBOPHUTEIBHOIO Majiexka: «ObIThb TPaKAAHUHOMY», «IIHCATh
BOWHOIO», HE «BpaTh KUCThIO». CM. moapobHee: Apcenbes (2019: 257-277).

" Maskosckuii (1957: 94).

8 K HuM €710 CBOTMITOCH B OJTHOM 13 MpeAIECTBYIOMMUX Myomukanuii: ApcenbeB (2017a: 24-58).
? Illanamos (1998).

10 Tactes (1966).
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Ecnu cHavana B MO33UM U UCIIOJIB30BAIKNCH JOBOJBHO IPUMUTUBHBIE UHCTPY-
MEHTBI (KamMeHb, WmvlK, 10nama v ToMy oA00HOE), TO 110 MEPE UX TEXHUYECKOTO
YCIIOXKHEHUS, CTAJI0 BO3MOXKHO IMPUMEPHO NPE/ICKa3bIBaTh, YTO JIOJKHO CTaTh
crenyoomuM. B goaroit uctopuu pemecia omkasa om pemecia cocod He mucaTh
0€30CTaHOBOYHO IBOJIIOLIMOHUPOBAI, U He-nUCamy CErOJHs TaK, KaK He-nucaiu
elle BUepa, yxe ObUIo Helb3s, ObUIO paBHO3HA4YHO perpeccy. Ilepen3zobperarhb
TEXHUKH OTKa3a HEOOXOIMMO XOTS Obl MOTOMY, YTO BCE YK€ COCTOSBILIUECS
CHOCOObl He-nucams TYT K€ PYTUHU3UPYIOTCS IMOCIEAOBATEISIMU U aMOpTH-
3UPYIOTCS (PUIIOJIOTHYECKON peneniueii. A Mmopoil U BOBCE BIHUCHIBAIOTCS B
HIKOJIBHYIO MIPOTPaMMYy .

HakoHen, MO>KHO 1O3BOJIMTH ceOe MepelTH K COOCTBEHHON MCTOPUM yclexa B
5TOM Jielie He-nucoma.'! BeeM TeM, ubeil, Kak ¥ B Cilydae aBTropa, BTOPOM Mpo-
(eccuell sABIAETCS PEAAKTOPCKas, HE pa3 NMPUXOAWIOCH 3aMeuaTh, YTO IMO3TOB,
IPEkKIE BCEro, CIUIIKOM MHOT0. M MBI POCTO HE yCrieBaeM BHUMATEIbHO YUTATh
JTa)K€ CBOM TEKCTBI, YTO YK TYT FOBOPUThH O 4yykux! MIMEHHO MO3TOMY CpPOYHO
HEOOXOIMMO JJOCTYITHOE PYKOBOJCTBO, MO3BOJISIIONIEE OBICTPBINA M NMPOCTON CIO-
co0 oTKa3a OT mUchbMa I BceX M Kaxzaoro. HykHo oOpanjath BHUMaHHE Ha Te€
pEAKUE MPOCBETICHHBIE MOMEHTHI, KOTJa YAAE€TCSd HE MUCAaTh MU BHUMATEIBHO
pErucTpupoBaTh Bce (PaKTOPhl, KOTOPBIE K 3TOMY COCTOSTHUIO IIPUBEIIH.

Bripouewm, nHora Tako JyiIM3M B OTHOIIEHUHU JIMTEPATYPHBIX TEXHUK 000pa-
YUBAETCS TOJIBKO OOJIbIIIEH MaHyaTbHOM HAarpy3Koii, 6J1aro MouTy He 3aHUMaroIIei
ronoBy. [logoOHO TOMy, Kak 3T0, CyZs [0 BCEMY, UMEJIO MECTO B OJIHOM U3 JOIIE/-
KX 10 Hac pabot («Muoro 6yks», Aprepusi/3enenoropek, 2009)!2, B Tex cinydasx,
KOI'Jla T03TaM HE XOYeTCsS HUYEro MHUcarh, MOTOM MPUXOIUTCS MHOTO paboTarh
pykamu. Ho yke xoTst Obl He cath! XOTs, yYUThIBas JIETIINE B OCHOBY CTUXUITHOM
TEKCTOBOM KOMITO3UIIMH B Jiecy cTuXu HekpacoBa, Bce 3TO elie MOXHO NMPU3HATh
pPELUANBOM TMHChMa — BO3MOXXHO, MIOTOMY M PEKYNEPUPOBAHHOE TaK JIETKO apT-
cucreMoil. Ha takue cirydau crout obpammars 0co00€ BHUMAaHHUE — BEJlb B HUX, IIPH
Bcex OJjlarux HaMepeHUsX, pa3BopaunBaeTcs (pataibHbII perpecc K mucbMy. Jlaxe
CHeLHaIbHO yeXaB B JIEC, HOAThl — 0OCOOEHHO €CJIM OHU COMBAIOTCS B TPYIIIY, B OTPSIA
— BCErJla pUCKYIOT Ha4yaTh MUCATh meM, YTO MIEPBBIM MOABEPHYTCS MO pyKy. Jlaxke
€CIIU 9TO MEHOILIACT.

' YicxoHbIe OMBITHL B 3TOM KaHpe cM.: Apcenbes (20176: 71-76).
12 Cm.: https://vimeo.com/13866094 [29.07.2021].

1ZfK 12 (2024). 7-19. DOI: 10.25353/ubtr-izfk-7caf-77cb [


http://creativecommons.org/licenses/by/4.0/

12 Ilagen Apcenves

Unn. 2: Unemannayus Jlabopamopuu Ilosmuueckozo Axkyuonuzma «Muozo 6ykoe», 3eneno-
eopck, 2009 (c) JITIA.

Ha cMeHy 3TuM GUIOIOTHYECKHM WTPHUIAM («IIPOUTH CKBO3b TEKCT», ara) B
MHTEPECYIONIEeH HAC UCTOPHH MPHUXOIAT U Ooyiee paauKaiabHble onbIThl. Ho 110-
CKOJIbKY KaKHe-TO aKaJeMHUYECKHe OOS3aHHOCTH WM HHTEJUIMTEHTCKUE KOM-
MIJIEKCHI BHITPABIIAIOTCA OOBIYHO JOJIBIIE BCETO, /Ia’Ke y>KE BCTAB HA MyTh OOPHOBI
C MMUCHMOM, BBl MOYKETE OOHAPYKUTh KOS-UTO ITOJIE3HOE B IPEBHUX KHHUTAX, a ceOsI
3a UX YTEHHEM — JIa)K€ €CJIM MTOHATh HUUero 0COOCHHO B HUX yXkKe He yaaeTcs. Kak
JIeTIaeT YMHBIN: OH K€ HE TOBOPUT, YTO OH HE MOHUMAET BUTreHmrelHa, OH
nepecKka3bIiBacT, BCTaBJsACT, TaM, IUTaThl B PowerPoint. Cienyrommas xe u3 J10-
MISAIMMX 10 Hac paboT MCHOBEAyeT albTepHATUBHYIO TakTUKy. OHa («[Ipume-
yaHus nepeBogunka», Tekcromoruu/IlerepOypr, 2013)" marepuansno ¢ukcu-
pyeT caM MOMEHT He-IIOHMMaHHs, KOorja MO3T Kak MH(OpMalMOHHAs MaIllluHa
YK€ HE CIPABISAETCS, TO €CTh IMYJIMPYET CUTYallUI0 TaK HA3bIBAEMOTO npeKap-
HO20 YmeHusl, TMarHOCTUPOBAHHOTIO €I1I€ Ha 3ap€ 3PbI NAaHJEMUU, U PEATTU3YET €€
rpaduyecku (3a0JHO HAHOCS CYIIECTBEHHBIH YPOH TEKCTOBOMY MaCCHBY ).

13 http://arsenev.trans-lit.info/?p=18&lang=ru RU [29.07.2021].
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Kak nayuyumuca ne nucamos cmuxu (mexcm-nepghopmanc) 13

Unn. 3: Kaop uz mexcmo-moumadsica Illasna Apcenvesa «llpumeuanus nepegoouuxa,
Ilemepbype, 2013 (c) Ilasen Apcenves, sudeo/ghomo: Cepeeii FOz086.

CrenuanucThl CIOPSAT B OTHOIICHUH 3TOr0 00paslia, JOJKHA JIM UATH Pedb O
MEPBUYHOCTU MO3THUUYECKOTO TEKCTA (BIOCIEACTBUN IKPAHUIUPOBAHHOIO) WIIH O
MEPBUYHOCTU BUJIEO-CLEHBI (PEKOHCTPYUPYIOIIEH €ro HalrucaHue U TEM CaMbIM
MPUCYTCTBYIOIIEH YK€ 0 MUChMA), HO, B CYIIIHOCTH, 3TUM U JI0JKHBI 3aHUMAThCS
TPYAOYCTPOCHHBIE CHEIUATUCTHI-PUIOIOTH — CIIOPUTh. A NJi1 HAC U TaK OdYe-
BUJIHO, UTO U B 3TOM CJIy4yae M033UHU BCE €IIE OCTAETCS CIUIIKOM MHOTO MECTa.
Kanp ommasic-amarxu, Kak Mbl MOTJIA OBl ATO ONIPEICTUTh, COUETAET IOCTOMHCTBA
WHTEJUIEKTYaJIbHOI0 KOMIpoMHcca U (PU3NYECKOM arpecCuu Mo OTHOIICHUIO K
HOCUTENI0 TeKCTOB. Ho, Kak M TOJIbKO YTO MPUBEAECHHBIN MPUMEP, OH BCE €IIIe
OCTaeTCs 4YpeBaT BBIXOMAIMMMHU (IIyCTh U B KadyecTBe MOOOYHOro 3ddekrta)
CTUXaMHU. A HaJl0 YTOOBI HE MUCAIOCh BOOOIIE!

Ecnu BepHyTbCs K 3ajauaM MOCJEIOBATEIbHON HCTOPU3ALUU CIIOCOOOB HE
nucatb, HE00X0IMMO OOPAaTUTh BHUMAHKE HA OMHMCAHUSA U PYKOBOJCTBA MOJIB30-
BaTeJIei anmapaTroB BAOXHOBEHUS. biarogaps STUM UCTOYHUKAaM BHEBPEMEHHAs
UJICOJIOTHSI TBOPYECTBA 3a3€MIIACTCS HA HMCTOPHYECKH KOHKPETH3HPOBAHHYIO
TEXHOJIOTHIO paciipeieieHHOU 3anucu. Kak Hecn0KHO 3aKII0YHUTD 110 JOIIEAIIUM
10 Hac Bujeo-maTepuanaMm («31 MHCTPYKIUS MO 3KCITyaTalluu MO3THYECKOTO
annapata», Biiro fiir kulturelle Ubersetzungen/Jleiinuur, 2015)', nauunas c

14 http://arsenev.trans-lit.info/?p=10&lang=ru_RU [29.07.2021].
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CepeaMHBI MOCIENHEro AonanaeMuiinoro sexka Opgeii!® momken ObUT MOIB30-
BaThCS YK€ HE IITHIKOM WJIM JIOMATOW (B OTJIWYME OT CBOMX HEJABHUX IPE-
IIECTBEHHUKOB), a PaJlovyacToTaMi WU Teae()OHHBIMU MPOBOJAMHU, KOTJa TE
YBEPEHHO BOIILINA B IIMPOKOE MAaCCOBOE CO3HAHUE.

Hnn. 4: @omo obweeo euoa uncmannayuu Ilaena Apcenvesa «31 uncmpykyus no sKc-
nayamayuu nosmudeckoeo annapamay, Biiro fiir kulturelle Ubersetzungen, Jleuinyue, 2015
(c) Ilasen Apcenves.

XapakTepHO yXe TO, 4YTO MOHSTh, KaK paboTaeT ITOT ammapar, MOKHO TOJBKO U3
TOTO, KaK OH JIOMAETCsI — TO €CTh U3 MHCTPYKIUH MO ero JUCIUTUIMHUPOBAHHOMY
WCIIOJIb30BAHUIO, YKA3bIBAIOIINX, COOTBETCTBCHHO, M Ha JICBHAIMU (ITOKA TE H
Ipyrve BooOIIe ObUIM elle HEOOXOAMMBI — TO €CTh JI0 HACTYIUICHUS AIOXH
WHTYUTHBHBIX HHTEP(ENCOB W peKyIepanuu TEeXHOJIOTHH TBOpUYECKoro Oec-
nopsiika MIaThOPMEHHBIM KalMTATU3MOM). MHOra Ha TOJITYTH K TIOJTHOMY
OTKa3y OT MMChMa MOKHO HEHAJIOJITO OCTAHOBUTHCS — JUISI COCTABIICHUS TIEPEUHSI
HEUCITPaBHOCTEHN pabOThI MOATHYECKOTO ammapara, KOTOPbIH, Kak MOXHO 3ame-
TUTh, HA4aJI JIOMAThCsI, KaK TOJIBKO ObUT TEXHUYECKH KOHKPETU3UPOBAH.

15 B To BpeMs Bce elrle ocTaBaBLIMIACS MapagurMaTHuecKoi GUIypoii moaTa, IoKa HaKOHEI[ He
ObLT 3aMEHEH B 9TOM MPOTOKOIaMHu 1eneit Mapkosa. CM. mojpo6Hee o nmocneanux: Kypros
(cocrt., 2017).
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(OTO0 MOKHO BBIBECTH M U3 IOJOMOK MOJEPHHUCTCKON noysutuku. Ilociennue,
BIIPOYEM, MOKHO U HE YUUTHIBATh, MOCKOJIBKY U300pETEHHE CIIOCO0A HE-ITHChbMa
JOJIKHO OBITh 3aMETHO B UCTOPUU JIUTEPATYPHBIX TEXHUK U caMo 1o cede. A To
B€lb MHOTUM HEMPEMEHHO TpeOyeTcs MpH pa3dope MO33UU YUET HOTUTHUECKUX
HeucnpaBHOCTe MoMeHTa. C Hallel e TOYKH 3pEeHUs, CTUXH HYKHO He nucamso
TaK, YTOOBI CACIATh OTO HE TOJBKO BCCOOIIUM 3aKOHOM, HO M YTOOBI MX MOYKHO
ObLJIO (HE) YMTATh, HE 3HASI HUYETO O OJIKAUIIEM MOJTUTHYECKOM KOHTEKCTE (HO
YTOOBI MPHU KEJIAHUH OH B ATUX IMOJOMKaX OOHApYXUBAJCS) M BUIS, MPEKIC
BCEro, CAMU BBIBUXHU JUCKYPCUBHOTO U MEAHA-)KaHPOBOTO MPOTOKOJIA).

U Bce jxe HEKOTOpbIE paccMaTpuBaeMble Aaiiee paboThl, HECMOTPS HA COBEP-
[IEHHO AaBTOHOMHBIN XapaKTep CBOEW HEMCIPABHOCTH, HET-HET, ]a U CUTHAJIM-
3UPYIOT O COIMANIBHBIX MOJIOMKAX, a MOPOI M YUCTO OBITOBOM HEOJIAronoyynH,
3aJI0)KHUKOM KOTOPBIX CTAHOBUTCS HE-NHUIIYILIHNW. Tak, B Ciaydae CIEAYIOLIEro
(He 06e3 TpyJa — M3-3a XaJaTHOTO OTHOIIECHUS XPAaHWUTENEH) TOUIEANIEro 10 Hac
oOpa3na Mbl MOXEM IO3BOJUTH ce0e KOHTpoJHpyemoe Ouorpadusmupyromiee
OTCTYIIeHUE-peKOHCTpYKIMIO. Korna aBropy «TekcToB, HallIeHHBIX 10T 000SIMI)
(Manifestal0/ Cankr-ITetepOypr, 2014)'° nosenock 1m0 cMeIaHHbIM y4eOHO-
TEparneBTUYECKUM MPUYUHAM MOKHHYTh POAMHY H, KaK BCTapb KaKOMY-HUOY/b
POMaHTHUYECKOMY HAMOTY, OCTaBUTh BO3IIOOJICHHYIO, CEMBIO U OTIPABUTHCS B
JAJIEKUE CTPAHCTBUS, YTOOBI HAUTH ceOsl (M MOTEPATh HAa 3TO MHOT'O BPEMEHU), a
[0 BO3BpAICHUH HAJTaKMBaTh CBOM JUTEPATypHBIM OBIT C HyJIS U MO Hayaly
IOTUTHCSI B HEKOM YTy ¢ 000/ipaHHBIMU 000siMu. [Ipu 3TOM, Kak yacTo ObIBAJIO B
CUTYyallMM MPEKApHOTO TBOPYECKOTO pa0OTHHMKA, TYT K€ HY>KHO OBUIO CHOBA
JieNiaTh UCKYCCTBO, M, UTOOBI €ro BCE K€ He-Oelamv, OJHAXIbl YTPOM, IpO-
CBhINAsICh U co3eplias y30pbl U3 000JI[paHHBIX 000€B, I1a3a caMu OOHAPY>KUBAIOT
YK€ TOTOBYIO MEeKCMO8YI0 UHCIMAMIAYUIO, KAK TYT XKe MPUILIOCh 0003HAYUTh 3Ty
KAHPOBYIO XapaKTEPUCTHUKY .

16 http://arsenev.trans-lit.info/?p=15&lang=ru_RU [29.07.2021].
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Unn. 5: @paemenm nosmuueckou uncmaniayuu Ilasna Apcenvesa « Texcmol, HatloenHble NOO
obosmuy (Manifestal(, Ilemepoype, 2014) (c) I[lasen Apcenves, pomo.: Kupunin Aoubekos.

Bce neno B TOM, 4TO 0 KOHIIA TONAHAEMHUINHON 3110XH HA POJAMHE aBTOPA, TOrAa
HasbiBaBIIElcs «Poccusy, CylecTBOBAIO HEKOTOPOE IOBEPHE, U3 KOTOPOIO
OUYEBUHO U CIIEJOBAJI TOT MAarMyecKuil puTyan — OOKJIEHBaHUS CTEH XKWINLIA
ra3eraMu, COJAEPKaBIIMMH TOTJJa CAMbIE€ BBICOKHE KOHLIEHTPALUU OUCKYPCUBHO20
beccosnamenvrozo. OOpaTUM BHHMaHHE, YTO 3[€Ch IPOUCXOAMUT Haumbojee
paaMKalbHBIN croco0 OTKa3za OT MHUChbMa U3 BCEX YK€ Pa300paHHBIX, OJHAKO
Hapsigy C CaMHM OTKa3OM aBTOPY YAAETCSl KAaKUM-TO HETOCTHUKUMBIM KOHTpa-
O0aHIHBIM 00pa30M NMPUBUIIETUPOBATH OTICNIbHbIE TUCKYPCHUBHBIE YYaCTKH — B
ObITY (JOKYCHPOBAaTh BHUMAHHME Ha HUX IIOMOTaJIM MIPOCTHIE JIEPEBSIHHBIE PAMKH,
OTOJpAaHHbBIE C IPYTUX KAPTHH, YK€ HE MPEACTABISBIIMX Bo3MOxkHOCTH. [Tocie-
Ayrolas XyJ10’KeCTBEHHasi KpUTHKA, pa3yMeeTcs, Ha3Balla 3Ty TEXHUKY peghpeii-
Mmunzom (OHA K€ Ha3BaJla 3TO BCE MO3KE «JUCKYPCHUBHBIM O€CCO3HATEIBHBIMY,
KaK Bbl IPEKPACHO IOHUMAETE, HE CaM YK€ aBTOpP 3TO BCE MPUAYMA).

B kauecTBe MpOMEKyTOYHOI'O BBIBOJA MOXHO C(OPMYJIMPOBATH, YTO UCXO-
HBIM 3aJIaHUEM, «yCTAHOBKOW» JTOJKHO OBITH HE MPOCTO He-nucams, HO Oelambv
6ce umo yeooHo («faire n’importe quoi») BMECTO 3TOr0 — TO €CTh, O0paIaThCs K
TH00BIM TEXHUKaM, MJITH Ha JIIOObIE CrOBOPBI C MaTepuajaMd U Ha UHCTHUTY-
[MOHAJIbHBIE KOMIIPOMHUCCHI, HO TOJBKO HE mnucars! B kadecTBe mocimeaHero
mpuMepa, y>Ke CKOpee 3aIro37ajio KaTaJOoTU3UPYIOIIETO pa3InyHbIe CIIOCOOBI HE
nMcaTh, MOKHO MpuBeCTH «MarepuanbHyto nod3uto» (Jlenmgox / Cankrt-Ilerep-
Oypr, 2015)!7 unn, kax 66U10 CHOPMYIUPOBAHO YYTh HO3KE MPU CXOKUX 0OCTOS-
TenbcTBax, «Poésie objective» (Matadero / Madrid, 2016)'®. Dtu nomenmme mo
HAC OIBITH OOPAIAIOT BOCIIETHIC BHIIIE MPOIICAYPhl HETAllMK HA caMy OyMary u

17 http://arsenev.trans-lit.info/?p=316&lang=ru_RU [29.07.2021].
18 http://arsenev.trans-lit.info/?p=665&lang=ru_RU [29.07.2021].
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IIPUBJICKAIOT UHBIE CTUXUU MAaTEPUAIbHOCTH. XOTSA U B UX Cllydae B OCHOBAHWUHU
MOYKHO HPHU KeJaHUM OOHApyXUThb MOPOYHYIO NPAKTUKY UTEHHsI HAIlMCAHHOTO
paHee ApyruMU — BIPOYEM, TAKUMH JIPYTHMH, KOTOPbIE U CaMH, BO3MOXKHO,
BIIEPBBIE B UEJIOBEYECKON NCTOPHUH, PA3MBILLIISIIM O TOM, KaK K€ MOYKHO HE ITHCATh:

Ecnu oM neiicTBUTENTFHO XOTEIH BEIPA3HUTh B CJIOBAX ATOT KJIIOUOK OyMaru, TO 3TO
HEBO3MOXKHO, TIOTOMY YTO YyBCTBEHHOE «3TO», KOTOPOE MOJIpa3yMeBaeTcs, Helo-
CTHDKMMO U1 A3bIKa. [Tpy neiicTBUTEIbHOM OCYIIECTBICHUY MTONIBITKY BBIPA3UTh B
CJIOBAX ITOT KJIOYOK OyMaru oH OT 3Toro uctien Obl. Te, KTo Hayasay Obl OnTMcaHue
€ro, He MOIJIM ObI 3aKOHYUTH 3TO OIIMCAHUE, a JOJKHBI ObLIIN ObI IPEJOCTaBUTh 3TO
JIpyTUM, KOTOpBhIE B KOHIIE KOHILIOB CaMM MpPU3HAIH OB, YTO TOBOPST O BEIIH,
KoTopoii HeT. !

Hnn. 6: Ooun uz ob6vekmos yukia oovekmos Ilasna Apcenvesa «Mamepuanvras nos3usiy,
Jlenook, Canxkm-Ilemepbype, 2015 (c) Ilasen Apcenves, homo: Jlapvs Bopyiybusaesa.

1 Terens (1959: 58).

1ZfK 12 (2024). 7-19. DOI: 10.25353/ubtr-izfk-7caf-77cb [


http://creativecommons.org/licenses/by/4.0/

18 Ilasen Apcenves

Unn. 7: «Je est un autren. Cyovexmuguvie Hnn. 8: «Disparition illocutoire». Knuea

menu na cmene. Obvekm u3 cepuu «Poésie Xyo0oxcnuxa, noaHas COMHEHUll O pe3yilb-

objectify (Matadero/ Madrid, 2016) (c) mame o6pocka xocmei. Obvekm u3 cepuu

Ilasen Apcenves, pomo: Paco Gomez / Ma- «Poésie objectify (Matadero/ Madrid, 2016)

tadero. (c) Ilasen Apcenves, pomo: Paco Gomez /
Matadero.

Hakonern, B 3akitoueHue 3Toi HeOOJIbIION HHTEPBEHIINH

51 xoten ObI MOOIAroJapuTh OY€Hb MHOTHUX,

0e3 Koro 3Ta JIeKIus Obl1a Obl HEBO3MOXKHA!

Yuusepcutet ['uccena u nuuno Jupka Y ddenpmana

A raxxe xoren Obl nobdnarogaputh n Karonnueckyro nepkoBb CB.AHHBI,

/e MHE yAaeTCsl HEIOPOro apeHI0BaTh KOMHATY

(400 eBpo s LlIBeliiapun COBCEM HEMHOTO)

A xoren 6b1 MOOIAr0IapUTH CBOIO OEAHYIO MOJIOIOCTh

U TIPOJIETApCKOE MPOUCXOKICHHE,

OTCyTCTBHE apT-0r0/keToB B [IuTepe

¥ HaJTU9Me BPEMEHHU HA YTCHUE

[To6naronaputs [loutoBoe oTaeneHue

Ha KaHOHEpCKOM OCTpoBe, KOTOPOE MPOAABATIO TOJIBKO JUAIT all MHTEPHET

51 xoten 651 MOOTArOAPUTH CBOMX yUUTENEH, KOTOPHIX MHE BCETa HE XBAaTaJlo U
KOTOPBIX Y MEHSI HUKOT/Ia Ha CaMOM JieJie He ObLIO0

A xoren 6b1 MoOarogapuTh Baxtepiry guinongorudeckoro madame Rybokon’, 3a
TO YTO HAIl JOCTYI HA TEPPUTOPHUIO (haKyJIbTeTa ObLI CTOIb OCIOKHEH (OBLIIO UEM
3aHSITHCH)

A xoren 6bI MOOIAT0IAPUTH CYAL0Y

S xoten 6b1 nobnarogaputk ['eopra @puapuxa Bunerensma [erens

S xoTen nmo6iarogapuTh HAIIMX OcBeTUTENEH (0e3 Bac ObLIO OBl COBCEM TEMHO)
S xoTen Obl MOGIArOAAPUTH HALTY HALIMOHATIBHYIO TOPAOCTh

S xoren Obl mobnaronaputh Becenoro monounuka, XKKC #32 no OpaHueH-
6aymckomy okpyry ropoja Cankt-IlerepOypra

S xoTen Obl MOGIArOAAPUTH BCEX JaM 33 CKPOMHBIE U BHIYYPHBIE MaHEPbl

51 xoten ObI mOOIAaroJapUTh BCEX BAaC — 3a BAIly CKPOMHOCTh U TOCTEIIPUUMCTBO
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Koa-«Mmycop» — KpuBOH MOYEPK — ONeYaTKa:
HECOBEPIIEHCTBO KAK JUTEPATYPHbIN NPUEM B iU PPOBOH Ipe

Code “garbage’ - crooked handwriting - typo: Imperfection as a literary device
in the digital age

In this digitized age, we witness a transnational interest in the ‘aesthetics of im-
perfection’ — aesthetic gestures that foreground shortcomings, mistakes, and
flaws. Blockbusters shot with cheap cameras, trash fashion, consciously blurry
photos, glitch music: for the cultural producers and consumers of these and other
aesthetic practices, the unpolished object is not a taboo but rather an asset or a
hallmark of sincerity, authenticity, and other positive values. With the help of ex-
isting scholarship, in this article, I will study and compare the writings of three
Russian poets/artists: Vera Khlebnikova, Vera Pavlova, and Linor Goralik. Each
uses conceptual as well as formal, grammatical, and/or stylistic imperfections as
an aesthetic device. The aim of my analysis is to juxtapose and historically con-
textualize the social anxieties that inform these and other present-day creative
practices that foreground the imperfect.

Keywords: imperfection, digitization, aesthetics, literature, Khlebnikova, Paviova,
Goralik.
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YTO-TO 51 ceyac Takoe cleliajia ¢ KOMIbBIOTEPOM, a UTO — caMa He noiimy. S Beab
HE OYEHb €lIe yMEIo, CIeluniIa AONUCATh MUCHMO [...] TKHyJda, 4TO JH, HE TE
KJIABMIIHN: ¥ BCE Pa3pyLIHIOCh!

KpacuBblii mouepk — pa3HOBUIHOCTD JIACKHU.
Sl k BaM nuIry Kpacuso,

6e3 oTphIBa,
0e3 mpaBa Ha OIKCKY, HO C OMACKOH,
4yTO OYyKBa JI Jierjia HEMHOTO KPHUBO,
YTO 1030M 10, UTO OYKH CMOTPSAT

OyKoOM,

YTO 51 TBOE JIMIIO TOYTH 3a0bLIa,
YTO OKEaH, 30BYILIUNCS Pa3lyKOH,
Pa3MOET ATH JKalKHe YepHHUIa.

S BocnpuHUMAIO [...] MHOTME CBOM MOCTBHI KaK TEKCThl. TO €CTh peaaKkTUpPYIO,
MBITAIOCh COONMMAAThH <sic — 3.P.> KaKy0-TO BHyTPEHHIOIO PUTMHKY, CTHIIUCTHKY,
To-ce. Sl mymato, Tak moutu Bce. M, mo kpaiinmeit <sic — D.P.> mepe, oueHb
mHorue.t

Beeoenue

B »10i1 cTaTthe s u3yyaro Onpeaesi€HHYI0 JUTEPATyPHYIO CTPATErvio B IUGPOBYIO
510xy.” «HecoBepLIEHCTBO KaK MPUEM» — TaK, CChLIAACh HA 3HAMEHHTBIA (op-
MAJIUCTCKUI JIEBU3, MOYKHO OXapaKTEPU30BATH 3Ty JIMTEPATYPHYIO CTPATETHIO —
WM, TOYHEE, Psi/i Pa3HbIX CTpATErui, B pamMKax KOTOPbIX JHOO MucaTesb, J100
KPUTHK TPAKTYIOT HECOBEPIIEHCTBO KaK MOJIOKHUTEIBHOE KaUE€CTBO JIUTEPATYPHI.

[To «CnoBapio COBPEMEHHOI'0 JUTEPATypPHOTO PYCCKOTO s3bIKa» M «Buku-
CJIOBapIO», «HECOBEPIIEHCTBO» — «OTCYTCTBUE COBEPIICHCTBA», UJIM HEUMEHHE
«TIOJTHOT[BI] BCEX OCTOMHCTB» WJIM «BBICII[€H] cTeneH[u], npenen[a] kakoro-

! Sic!

2 «Jlopo»; Xne6uukosa (2002: 141).

3 «ITuckMa B coceHIO KOMHATYy; [TaBrosa (2006: 266).
4 «Cobpannsle mucThay; Fopamuk (2002).

5 3a IeHHBlE KOMMEHTApHU M OTKIMKH Ha 4epHOBOM BapHaHT cTaThl Omaromapro Canuep
bpayep u Unbro KykynuHa, 32 TOMOIIs C TOMCKOM PEIKHX TEKCTOB O COBPEMEHHOU PYCCKOM
no33uu u gururanuzamuu — Jmutpus Kyssmunaa u lapero CyxoBeil. Takxke BbIpaxaro
omaromapuocts Eropy OcunoBy-I'mnm u Exarepune ®puapux 3a penakiuio YepHOBBIX
BapHaHTOB TeKcTa. [ n300paskeHul S Mo BO3MOXKHOCTH 3ape3epBHUpOBalia aBTOPCKUE MpaBa
— 3a HUX OJarogapro aBTOPOB, XYJOKHUKOB APYTHX MpaBooOiamaTeneil — W/wiM ykasaia
OHJIafH-MCTOYHHUKH, /1€ MOKHO HAMTHU UCXOHOE N300pakeHHE.
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JM6O TOJIOKUTEBLHOIO Ka4eCTBa, CIIOCOOHOCTH, MacTepcTBay.® TyT s MOHUMAKO
3TOT TEPMUH MPEXKIE BCErO KaK (POPMaIbHBI METOA — METO, KOTOPbI MOXET
MaTepUaIN30BBIBATECA Uepe3 aIrOpPUTMUYECKHE (3aMeHa TEKCTa KOAOM), Tpa-
¢duueckue (KpuBOM moyepk) wim opdorpadudeckue (OneyaTk) HapyIeHuss HOpM
«TIPABUIILHOTO» UJIH «HMI€ATTbHOT0)» HAIMCAHUSL.

B »TOM MecTe s He BHEpBBIE aHAIM3UPYIO NPUEM HECOBEpIIeHCTBa. B
MPEKHUX UCCIENOBAHUSIX 5 MPOCIEKUBAIA CBA3b MEXAY KOMMOAU(UKAIIUEH U
ACTETUKON HECOBEPILEHCTBA M paccyxkraajga 0 HEOOXOJUMOCTH TpPaHCHAIHO-
HaJIbHOM MEpPCIEeKTUBbI M3YYEHHs] ICTETH3AlMM HECOBEPIICHHOTO W HEpSIILIU-
Boro.” 37ech e s MOMBITAKCH OTBETHTL Ha Apyroi Bompoc. Kakue QyHKIuu
IPOCLUPYIOTCS Ha HECOBEPLICHHOE, «HEAOJENIaHHOE» MHCHbMO B IHU(PPOBYIO
apy? WUnu, roBopsi IpyruMu CIIOBaMHU, KakWU€ >KEJaHUs YIOBJIETBOPSIOT CEro-
JTHSITHUE THUCAaTeId W KPUTUKU, MPOCHaBisis HecoBeplueHcTBo? [lymato, 4drto
OTBET HAa 3TH BOIPOCHI MCKATh CTOUT: OTBETUB HA HETO, Mbl CMOXEM JIydIlle
MOHSTH MeTa- (UK KyJIbTYPHBIN) HappaTUB 0 HU(PPOBOI 3pe.

YI’ZOP HA HeCcoeeputeHcmaeo

[Touck oTBera HAa4HEM C MCTOPUUYECKON KOHTEKCcTyanum3aiuu. llutarer Xieo-
HUKOBOM, [laBioBoit u l'opanuk, KOTOpBIE s NpWBENAa B HA4Yalle OTOM CTaThH,
POIUINCH HE B COUMAIIBHOM Bakyyme. OHHU BBIIUIM U3 TEKCTOB, KOTOPBIEC TUCAINACH
B TEUEHUE TOCIEIHUX JABYX ACCATUIETHI — 3Pbl, KOTOPYIO IKCIEPTHI HA3BIBAIOT
«MEMATU3UPOBAHHOWY, «IU(PPOBOMH» WM NaXe, B MOMBITKE yKa3aTh Ha (yH-
JIAMEHTAJILHOE B3aUMOIPOHMKHOBEHHE 0 (- ¥ OHIIAMH, «11oCTHU(POBOI».®

Jns 3TOW 2pbl YCKOPEHHBIX TEXHOJIOTMYECKMX WHHOBALMM HIEal COBEP-
IICHCTBA HEMAJOBAXXEH II0 ABYM npuunHaM. IlepBag — Hemynapa: HOBBIC
TEXHOJOTHH pa3pabaThIBAlOTCS MMEHHO Ha OCHOBE 3TOro muaeana. Croemmde-
Kepbl, TpadudecKre peaakTopsl, [ JoHacC pokIaloTca HE MPOCTO TaK: MX 3a7y-
MBIBAlOT, 4TOOBI YCOBEPLIEHCTBOBATh OBITOBYIO >KM3Hb. HO COBepIIEHCTBO
CEroJIHSI BAXKHO W IO HECKOJIBKO MHOUW mpuunHe. Be€ GombIe mcciemoBaTeneit
M0JIaraeT, YTO COLMAIbHbIE MEUa OLUTyTUMO MOOMIPSIOT MEPPEKINOHU3M CPETU
CBOMX NoJb30Bareneil. CoriacHo 0JHOMY BIIMATEIIBHOMY aHAJINA3Y,

HGO6p&60TaHHBIC JaHHBIC HAaBOJSAT HAa MbICJIb, YTO HCIIOJIB30BaAHUC COLIUMAJIBHBIX
Meua Mmo0yK1aeT MOJIOJIBIX B3POCIBIX COBEPIIICHCTBOBATH CEOsI 110 CPABHEHHIO C

APYruMH, 4YTO BBI3BIBACT HEAOBOJBLCTBO COOCTBEHHEIM TEIOM MU YCHUIIUBACT
CONHUAJIbHYIO I/IBO.]I}ILII/IIO.9

6 CrioBapb COBPEMEHHOTO PYCCKOTO JTUTEpaTypHOro a3bika (1963: 66-67); Bukucnosaps (2019).
7 Rutten (2014, 2020).

8 Cpemu npyrux, cM. De Zengotita (2005); Reed (2014); Berry / Dieter (2015).

? APA (2018).
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B cBeTe 3THX M CX0XHUX BBIBOJOB 00 OTpHUIATENBHBIX d(PeKTax MenuaTu3auuu
Ha MOJIMTUKY TeJa HE YIUBJISET TOT (PAKT, UYTO B OTBET Ha MEAUATU3NPOBAHHBIIHI
U TEXHOJOTHYECKH ymop Ha Oe3ympeyHOCTh BO3HHUKJIA KOHTppeakuus. B
no3aHeM XX u XXI Bekax HaOM01aeM TPaHCHAIIMOHABHBINA KYJIBTYPHBINA YIIOP
Ha HecoBepUIEHCTBO. [IpuBey ueTslpe npumepa U3 pa3HbIX COLMAIBHBIX cep:

- B Opuranckux cynepmapkerax “Tesco” ¢ OONbIIMM ycmexoMm («IETAT ¢
OJIOK», — IUmIeT 3KcrepT'®) mpomaroTcs KpUBBIE, U30THYThIE (PYKTHI K
OBOIIY O] JIEHOIOM «COBEPLIEHHO HECOBEPIIEHHBIE» (CM. ML, 1).!!

Unn. 1: «Coseputenno nHecosepuiertble o2ypysly Opumanckotl cemu cynepmapkemos “Tesco”.

- B CIHIA nomnyssipHbIi colManbHbId SKcniepT bpene bpoyH BocneBaeT «aapbl
HECOBEPIICHCTBAY JKU3HU: TOJBKO «OOHMUMAasi HECOBEPIIICHCTBO», M0 bpoyH,
MBI MOYKEM <OKHUTh HOAJMHHO» U «BIarOTBOPHO. 1

- Cpenu nuzaiiHepoB mpuoOpesia KyJIbTOBBIM CTATyC CTapUHHAS SITOHCKAs
ACTETHKA «HECOBEPIICHHBIX, HEMTOCTOSHHBIX OOBEKTOBY 01 HA3BAHUEM 8a0OU
cabu (1 npumepa cM. ui. 2). 13

10 Quinn / Perkins (2016).

"' Our Tesco (2016).

12 Brown (2010).

13 06 ncropun screruku Badu cabu cm. Koren (2015).
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Unn. 2: @omoepaghus eabu cabu unmepwvepa 6 sxncypuane “Medium” — 6 pekrammnoii cmamoe,
Komopas npoosuzaem 6abu cadu Kax «UCKyccmeo HeCO8EPUIEHHO20» U «Ce0VIOWUL NPOPbLE
6 ousaiinen.'?

- 3HaMEHMTBII TeopeTHK HCcKyccTBa bopuc I'poiic Jaer BBICOKYHO OLIEHKY
«OPOTHKE HECOBEPUIEHHOr0o» B (oTOrpausix pPyCCKO-YKPaMHCKOTO XYHOXK-
Huka bopuca MuxannoBa. Muxaitnos, numer ['poiic, «TreMaTu3upyeT HeCo-
BEPILEHHBIE, HEYAUYHbIE, IPOBAIILHBIE NHCLIEHUPOBKW»: «MMEHHO BHYTPEHHSA
PacKoJIOTOCTh MHU3AHCLIEH C Y4acTHMEM COOCTBEHHOIO Teja JEJIAeT 3TO TEJOo
NEUCTBUTENBHO TIPUBJIEKATENLHBIM, SPOTHYHBIMY (JIIsl TIPUMEpa ¢M. WL 3).1°

Unn. 3: Bopuc Muxaiinos, «Cynepnozuyusy, uz cepuu «Buepawmnuii conosuuy (1966). Pabo-
mul Muxaiinosa ons meopemuxa uckyccmea bopuca I'poiica — npumep uckyccmea, nocmpo-
eHHO20 A «IPOMUKe HecoeepuienHo20y. o

OTU 4eThlpe NpuUMepa — JIMIIb BepXyIlKa aiicoepra: MmogoOHbIE MPaKTUKU
MIPOIIBETAIOT CETOAHS B PA3HBIX COIMAIBHBIX OOJACTAX M B Pa3HBIX PETHOHAX
mupa. OHU NPEACTaBISAIOT HEAOJEIAHHOE, HEYJaYHOE, HEPALIMBOE KaK 3aJ10T

4 Ycrounuku: Pullman (2016); France & Son (2017).
15 Groys (2010: 138); I'poiic (2014).
16 Groys (2010); I'poiic (2014).
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XOpOILLIEr0 B MEIMAaTU3MPOBAHHOM M JIUTHTAIM3UPOBAHHOM Mupe. Hecosep-
IIEHCTBO B 3TUX NpPAKTHKaX — He Mpoliema, a MyTh K 3aBEIOMO HE-TEXHO-
JIOTUYECKON U TYMaHHOU KpacoTe, ICKPEHHOCTH WU OJIaronoyyuto.

51, KOHEYHO, HE TIepBasi, KTO 3aMeYaeT ATy MOJOKUTEIBHYIO PUTOPUKY HECO-
BepiieHcTBa. [Ipo ceroansmHue KyabThl HECOBEPIIEHCTBA U UX WCTOPHIO MHCA-
JW CHEIHUAIMCTHI 10 BICUATIISIONIC MIMPOKOMY JHANa30Hy COIMAIBHBIX U
KyJIBTYPHBIX TUCIUIUIMH, BKJIFOYAs TU3aiH, apXUTEKTypy, MOy, KHHO, Meua U
TEXHOJIOTHH, UCKYCCTBO, MY3bIKY, JTUTEPATYPY, PEIUTUI0, TEHETHUKY, MAPKETHHT
¥ 1cuxonoruto.!” HekoTopble Cpeiu HHUX IOMIEPKUBAIOT IIOJ0KHUTEILHYIO
PUTOPHUKY HECOBEPIICHCTBA. [[pyrue KpUTUKYIOT TaKOW MOIXO0/, MpeAocTeperas
OT MPOEUUpPOBaHUS feel-good ncTopuil Ha UCKAXXEHHOE WM HEOJIaromnoiIy4yHoe.
Teopetux au3zaitna FOpuko Caiito, HampuMep, YBepsieT HAC, YTO «ECTh YTO-TO
MOpaIbHO MPOOJIEMATHYHOE B TIOJYUYEHHUH ASCTETHUYECKOTO YIAOBOJIBCTBHUS OT
3HAKOB COLIMATIBHBIX O€l, KOTOPBIMU CTpaAaroT Apyrue». Hecmyuaiino, mo Caii-
TO, «MHOTHE TMPUMEPHI ICTETUKH HECOBEPILIECHCTBA, Takue Kak shabby chic,
IpaHX U CTHJIb «PBAHOE-TIOTEPTOE», BHI3BIBAIOT OOBUHEHHS B AJIMTHU3ME, Kilac-
CUIIM3ME W TUJIETAHTHU3MEY. 8

The,.
uzlill'%llan

"
Match.com ad criticised for suggesting red hair and
freckles ‘imperfections’

Unn. 4: Cmamsvs ¢ Kpumukoul 8pe0OHOCHOU PUMOPUKU HECOBEPULEHCEA 8 KAMNAHUU catima
snaxomcms match.com 2016 2."°

B npoekre «Sublime Imperfections», KOTOpbIil 5 BO3IJIABISI0 B YHUBEPCUTETE
AmcTepaaMa, Mbl KPUTHYECKHM H3y4aeM M COIOCTAaBIISIEM CYIIECTBYIOLIHE
aHau3bl Hecoepiennoro.?’ Hama 3aaua — 00beJMHSIONIAs: Mbl HHTETPUPYEM

7 Cpenn mpyrux, cm. Ramakers (2002); Nemoianu (2006); Sandel (2009); Grant (2021);
Leary (2011); Menkman (2011); Pedgley (2014); Verkaaik (2014); Koren (2015); 'opanuk
(2016); Clare (2017); Hewitt / Flett / Mikail (2017); Kellaway (2017); Saito (2017);
Baiinmreiin (2018).

18 Saito (2017). 3nech u manee nepesos Moit, J.P.
19 Cresci (2016).

20 Jlns 6omee mompo6HOTO OnMcaHus poekTa cM. http://www.sublimeimperfections.org.
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CYLIECTBYIOIME TEOPUH B MEKIUCIMIUTMHAPHYIO, TPAHCHAIIMOHAIBHYIO ¥ UCTO-
PUYECKYIO TEOPUIO HECOBEPLIEHCTBA. L[€/b 3TOT0 CUHTE3UPYIOIIETO MPOEKTa —
CPaBHHTH, KAKUE POJIM CErOIHs NPOELHHUPYIOTCS Ha HECOBEPUIEHCTBO B PA3HbIX
COLMATBHBIX U TBOPYECKHX 001acTAX. Mbl ONMPAaeMCs Ha aHAIM3bl UCTOPHKOB
MeIra M KyJIbTYpPhl, OKA3aBIIMX, KAKHE KOJUIEKTHBHBIE MEUTHI, (haHTa3uu W
CTpax¥ BBI3BIBAIM MPEKIE, CKAKEM, U300PETEHUE IEYATHBIX MALIMHOK WIIH
TeneBu3noHHbiXx CMIL?!' TludpoBoe pa3BUTHE IOPOKIAIO HE MEHEE SPKHE
KOJIIEKTHBHBIE MEUTBI M OMACEHHUS, HEXKEN OTH UCTOPUYECKME HHHOBAIMKU. Mbl
crpammBaeM ce0s, Kakue MeuThl U (PaHTa3uh O HOBBIX TEXHOJIOIHMAX M CTPAXH
Tepel HUIMU CTOAT 3a TPAHCHAIMOHAIBHBIM KyJIbTOM HecoBepinenctsa? M kak
3TH MEUTBI M CTPAXHU PEATUIYIOTCS B PA3HBIX COIUATIBHBIX 00IACTSX?

Hecogepwencmeso 6 numepamype

B pamkax 3Toit paboThI 51 X0Tena Obl OCTABUTH B CTOPOHE IIMPOKUE PAMKH HAIIIETO
UCCTIEIOBAHUSI M COCPEIOTOUYMUTHCS Ha OoJiee y3KOM TEeppUTOpHH, a UMEHHO Ha
HOBOM pycCKOM M0o33uu U npo3se. VX aHamm3 MOKeT CyIeCTBEHHO YITIyOUTh Hallle
NOHUMAaHHUE TOTO, KaK pabOTalOT CETOTHSIIHIE MyOINYHbIE OMACEHUS M MEUTHI O
TEXHOJIOTUYECKON HHHOBALIHH.

B ob6nactu nuteparypsl yrnop Ha HECOBEPILIEHCTBO MMEET OOraTyro MCTOPHIO.
[To cnoBam pymbiHCKOTO (husocoda KyabTypsl Bupruna Hemoitany, xymoxect-
BEHHasl JIMTEpaTypa BCETJa OCHOBBIBAJACh Ha HecoBeplIeHCTBE. [ e Gu3uk wimm
¢unocod MILET «HEOCHOPUMBIX MPaBI» U CHOCOOOB «YCHJIUTh YEIOBEUECKHUE
oO11ecTBay, JUTeparypa pa3MbIIUIIET HAJ TeM, YEM 3THU MOUCKU OOBIYHO KOH-
yarorcs, — Heynaden. ['oBopsa cinoBamu Hemoiiany, «iiteparypa [—] 1oMeH auc-
Kypca KOTOPBIH CIIPABIISIETCS C AJIEMEHTAMU HECOBEPILIEHCTBA, IOPAKEHNUS, IIOTEPH
B UYEJIOBEYECKOM CYIIECTBOBAHUM M B COLMAIBHON ku3Hm».”> Crnoa Hemoliany
3ByYarT yOEIUTEeNbHO B KOHTEKCTE PYCCKOM maureparypbl. Pycckyro mpo3y u
MOA33UI0 TPAAULIMOHHO XapaKTEpU3yeT W TeMAaTU4ecKuil U (hopMalbHBIN yrop Ha
HEyJau€ U He3aBepUIEHHOCTH, BIUIOTH OT MOTHBA JIIOOOBHOW U COLIMAIBHOMN
HeyJauu B kinaccuke XIX Beka M 10 YTBEPKACHUS JIMTEPATYPHOU TTOITUKH «HE3A-
BEPIIEHHOCT[U]|, OTKPBITOCT[U]|» (XOTS HY>KHO OrOBOPUTHCS, UYTO «HE3aBEp-
HIEHHOCTB» 3/1eCh HE MPOCTO COBMANAET C KOHUENTOM (hOpMAIBLHOM «HeIo/e-
JNIAHHOCTH») Y Muxauina BaxTvHa 1 03Ke — PYCCKHUX MOCTMOIEPHHCTOB. >

TyT, onHako, oOpamiaer Ha ceOs BHUMaHUE HE OOImMA mHTEepec (PyCCKHX)
nucaTesel K HeuaealbHOMY M He3aBepiiéHHoMy. [IpeameT manHoro aHanm3a —

2l Cpenu mpyrux, cm. Boddy (2004), Neef / Van Dijck / Ketelaar (2006), Nemoianu (2006).
22 Nemoianu (2006: 3).

23 Cm. baxtun (1979: 343). O mo60BHO} U cOIMANBHOI Heyaaue Kak JeHTMOTHBAX PYCCKOM
kimaccuku XIX Beka cm. cpenu mpounx: Jlorman (1993) u Brouwer (2003). O6 «3HEprun
HE3aBEPILEHHOro» B (pycckoi) nurepatype cM. Tak xe Cuurupena u [logunnenosa 2014 (u
00 OTHOIIICHHUH 3TOM KaTEropyuu K CEMaHTHKE «(HE)COBEPIIICHHOTO» CM. TaM xke: 12-13).
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Oosee y3kuil U, moxanyil, 6onee QopMallbHBII: COBPEMEHHBIN JTUTEPATYPHBIi
yIOp Ha HECOBEPILEHCTBE KaK PEAaKIMK Ha JUTUTAIM3ALMIO U MEANATU3ALNI0. S
HE CIIy4allHO MHUIIY MPO HEro MOJ 3ar0JIOBKOM «HECOBEPIIEHCTBO KakK MPUEM.
HanabiM aHanmu3oM s o0s3aHa Qopmanuctam — u Buxrtopy IlknoBckomy B
ocobenHoct. Korna IlIkinoBckuil yTBepKaal B CBOEM 3HAMEHUTOM 3CCE, UTO
HCKYCCTBO — MPHUEM, OH MPEJCTABIII €T0 UMEHHO KaK «3aTPyIHSIONIUI TPUEM,
IpUEM, KOTOPBIM OCHOBAaH Ha «TOPMOXKEHMM» WM «HapymeHum». lIKnoBckwuii
BEPWJI, YTO MOA3USI ONTUMAJIBHO MOKA3bIBAET, KAK 3TOT NPUEM paboOTaeT: eciu
po3a, M0 €ro ONpPENENICHUI0, — «IpPaBUIIbHAS) Peub, TO M033Us, HA000POT, —
NPHMHIIUIUATBLHO «3aTOPMOKEeHH[as ], KpuB[as |» peun.?*

«Kpusocte» mostuueckoit peun st lIkmoBckoro mpuodpena ocoboe 3Ha-
YeHHWe — W TYT MbI NPUOJIMXKAEMCsl K HallleMy IEHTpPajIbHOMY BOIPOCY — BO
BpeMeHa MeJUIHBIX mepexoyioB. B coopHuke «Mx Hactosmee» IIkinoBckuil B
1927 r. Tak onuchIBaeT KHHEMATOTPA(QUUIECKYIO MOHTAXHYIO TIEPEOUBKY:

[[TepeObuBKa] yBenuuuBaeT alreOpanaHOCTh KHUHEMaTorpaduu, aemaer eme oosee
JIOMaHOW Ty NPUONU3UTENBHYIO JIOMAHYIO JIMHHUIO, KOTOpas COOTBETCTBYET
KpUBOMW peanbHOrO JBUXKEHUS. [...] IlepeOuBKa — MOTHBHPOBKA, HO OHA HE 3aKOH
KuHemaTorpaduu, a mpueM KuHematorpapuu, OMKaWIIuNd TEXHHUYECKUN OTBET
Ha TEeXHUYeCKoe 3aTpyAHeHHe. KoHeuHo, Halo yCOBEpIIEHCTBOBAThH ammapar,
MOKHO U3MEHATh TEXHUKY KHMHeMaTorpaduu, HO padoTa XyJI0KHUKA COCTOUT He
TOJIBKO B OBJIaJ€CHHHU HOBBIMH IIpHEMAaMH TCXHHUKH, HO U B XYIJOXCCTBCHHOM
HUCITIOJB30BAHUHN TEXHUYCCKUX 33.pr2[H€HHI>i. Ilo’3ust ocHOBaHa Ha HCCOBCD-
IIEHCTBE UeI0BeYecKoil peun.?
XYyHOKHUK HE MPOCTO MPUBETCTBYET TEXHOJOTMYECKUE WHHOBALMU; OH MPHUH-
UUITHAIBHO TIPOBEPSAET U TEXHOJIOTHIO, U €€ IOMEXU; UMEHHO U3 3TOW HIPHI C
TEXHOJIOTUYECKAMH MMOMEXAMH POXKAAETCA IMO33UsA. Tak MOXHO PE3FOMHUPOBATH
B3I [IIKITOBCKOTO HA UCKYCCTBO €r0 BPEMEHH.

CeromHst TOMOOHYIO «ITPOBEPKY» TEXHOJOTUN MBI BUIAUM CPEIU THCcCATeNeH B
OTBET Ha JPyrod MeAUWHBIA CABHT. JluTepaTypHble TPOPECCHOHATBI OXOTHO
paboTaroT ¢ HOBEIMU MeJIa — U CKOpee MPUHUMAIOT, YeM OTPHIIAIOT, MPOOIEMBI,
KOTOpBIE TPU ITOM MOTYT BO3HHKaTh. Kak W modeMy MbI BHIUM IOJI0OHBIE
HOBBIE WTPHI C TEXHOJOTUISCKUMHU TIOMEXaMH — ATOT BOMPOC Sl XOUY MPOBEPUTH
Ha OCHOBE TPEX SMITMPUYECKUX KEHCOB, C KOTOPHIMH MBI YK€ OErjio rmo3Ha-
KOMUIHCh. OOBEKTHI MOETo aHam3a — poMad «J{opo» (2002) Bepsr XneObHuko-
BOH, coopHuk «IluceMa B cocemnioro komHaty» (2006) Bepsor [TaBnoBoii, G:1or-
MOCTHI, TU3aiH U TeopeTudeckue pasMbinuienus Jlunop ['opanuk (panaue 2000-e
— 2016 rr.). Jlanee s mpoaHATU3UPYIO U CaMU dTH TEKCTHI, U OoJiee OOMUPHBIE
ne0aThl 0 HOBBIX ME/IMa, KOTOPHIM OHH OTBEYAIOT.

24 [lIknosckwmii (2018: 250-259).
25 Tam xe: 750.
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Koo-«mycop» — kpusoii nouepk — oneuamka 29

Ozo6opku

Ho npexnae uem oOpaTtutbes K mpuMepam, 100aBio 1Be oroBopku. Ilepsas — o
JIMaxXpOHHOCTU. Mo aHanmu3 — cuHXpoHHbIM aHanu3 2000-x u otyactu 2010-x TT.
51 He 3aar0Cch 3/1eCh BOPOCOM, YeM JIUTepaTypHbId Janamadt Hayada XXI Beka
OTIIMYaeTcs OT TOro ke Janamadra Kk KoHIy 2000-x IT. WM OT €ero pa3BUTHS B
2010-e rr. Ho HEeC0KHO 3aMETUTH, UTO, CKaXKEM, UTPbI ¢ KogoM Havasa 2000-x TT.
(byHIaMEeHTaNbHO OTIMYAIOTCS OT (peTUIIM3auK pykonucu no3aaux 2010-x rr.
Crout, s ymaro, MpOBECTH OOJiee NETabHBIN TUAXPOHHBIA aHAU3 — HO 5 1O
parMaTU4ecKoi MpUUMHE TIOKa YTO OrpaHrumiIa ce0si CHHXPOHHBIM UTEHUEM.

Bropas oroBopka kacaercsi BONpPOCOB TeHaepa. HecoBepuieHCTBO — LEH-
TpaJibHasi KaTEropusi B UCTOPUYECKUX MPEACTABICHUSAX O >KEHCTBEHHOCTU. B
TEOJIOTMH, HallpUMEp, KEHCTBEHHOE CHUCTEMATUYECKU COIOCTABISETCS C HECO-
BEpUICHHBIM («KEHCKOe Hauyajo / Martepusi / BOCOPUUMYHUBOCTBY, KaK YTBEpPK-
naet teosnor [lxepapn JIokivH, B paHHEN TEOJOTHHM «PAaCCMATPUBAIOCH KAK
HECOBEPILIEHCTBO»®). B XyH0KECTBEHHOM juTEparype M Ipo3e, HA0OOPOT,
KEHCKOE TPAAUIIMOHHO OTOXJECTBISJIOCh C HACAIbHBIM, COBEPIICHHBIM (O
(EMUHUCTCKOM MPOTECTE MPOTUB JIUTEPATYPHOrO TPOMA <GKEHCKOTO COBEp-
mencTBa»y cM. Monorpaduto bapoaper Xanar “Terrible Perfection” («¥YxacHoe
COBEPIIEHCTBO®)).?” [l MOMX KEHCOB 3Ta «JKEHCKas MPU3Ma» BaKHa, XOTS 10
cyry0o pa3HbIM NpuyuHAM. XJIEOHHMKOBA TpPaKTyeT HappaTuB «Jlopo» Kak
«[x]eHcKoe NHCHMO»?®; KPUTUKHM BOCIPUHHUMAIOT <OKEHCTBEHHOCTH» IHCHhMa
[TaBnOBOM Kak HEYTO caMo Cco0oM pasymeromeeca’; ['opalMk OOBITPHIBAET
KEHCKUE CTEPEOTHIIBI B JU3aWH-padOTax M aKTUBHO TEOPETU3HPYET O (hemu-
Husme.’? AHanu3 TpEX KeCOB Yepe3 reHIepHYIO IPU3MY s 3/1€Ch HE IPEIaralo,
HO OH INPEJICTaBISAECTCS MHE MPOAYKTHBHBIM JUJIsi OyJyIEro HCClIedOBaHUS.
WTak, MOCMOTPUM Ha TEKCTBI U UX UCTOPHH.

«opoy: aymenmuynocms «00 abcypoax

B 2000 r. mockoBckuit xynoxkHuk Bepa XieOHukoBa omyOinkoBana poMal «Jlo-
pO», KOTOPBIA OBICTPO MPHOOPEN KyJbTOBBIA craryc.’! B mpemucnoBun aBTop
OOBSICHSIET, UYTO B OCHOBE 3TOT0 pOMaHa JIKHT (DailyI-UCbMO, KOTOPOE MPOOIIEMbI
C KOMITBIOTEPOM MPEBPATUIIN B AIIEKTPOHHBIH Mycop. B «Zlopo» aBTop sikoObI —

26 Loughlin (2007: 272).
27 Heldt (1987).
28 KommeHTapuii X11eOHUKOBOM M3 JTMYHOI epenucky ¢ aBTopoM uepes OB [07.02.2019].

29 CM., HanpuMep, O CAMOOUEBHIHOM KaTeropusanuy [1aBIoBoil Kak aBTOPa «KEHCKOTO THCh-
Ma» B: Ky3smun (2002).

30 Cwm., manpumep, Fopanuk (2015a).
31 O monynaprocTn pomana cM. Xne6uukona (2016).
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30 Onnen Pymmen

MMEEM JIeTIO C KIIACCUYEeCKUM (PUKTHBHBIM aBTOPOM-U3/1aTeNIEM — PEKOHCTPYUPYET
3 TIOBPEXKIEHHOTO TIMCHMA TPATMYECKYIO «OKHTEHCKYIO HCTOPUIO».>? Pesymbrar —
WCKa)KEHHBIN 1 MHOT/A €JIe YUTaeMbIil HappaTuB-OIIMOKa (CM. WL 5 U 6).

Happatup 3T0oT nanék oT HacTosumx ommook. B mHTEepBhIO XJIE€OHHWKOBA —
BHy4YaTas IJIEMSHHUIIA aBaHrapaHoro nmosta Bemumupa XneOHukoBa — 00bsC-
HseT, 4yTO 3a00Ta O HACJIEIUH MPEAKOB ClIeiajja ee YUCTOW nepeKIUOHNCTKOM:
«Ouenp 00rOCH OUMIMOUTHCS, CHENaTh YTO-TO He TOo. Sl He MMelo MpaBa Ha
omnbKy».>* B «J[opo» OMIMOKK — KBa3U-OUIMOKH, a UCKAKEHHUS — CTPOrO CMO-
nenupoBansl. 1o cioBam kputuka Hanex st ['puropbeBoii, poMan mocTpoeH Ha
«MOJIEJIM OTKJIOHEHUS OT SI3bIKOBOM HOPMBI».>*

1 AM ERROR. A malfunction
in the machine. You do not talk about who came with me A DoMHiLIL 3Ty
on the quest
for meaning, there is no sense. | am was\te weephuifi X0,
AMNOYEN BCETAA BHBIHNEHM 1K PRIGHTH
Ai A\E* . A = KTO-TO HOWEBAD HA Kap-
IAIA\E® mistake, a bad thing. And I will be St g ol le
hated as such KoTopas
Ha  wec-
And [ destroy all of you, I touch' e MS i f—
myself When I am speaking, i6r;make of it what you B @ 0DooOMOSa
are goingto  do it. GLOSSOLALIA, [ speak aon
b 0Do-0
in tongues. 0BODO0O0DO0ON0@ON0000
9l unstrung my syllables 0004000000000
ooo>ofo Dooao
o s 00D
I may soon [flickNTs(E'ere in nothing ooo
Clock, as I size and shape others. My pieces are missing QooowoIn
. engabne: _&
The Hohlengahnen ey T
And this is the y)N2truth V&g, the Ou¥ T
) - ot megm
8Yefacethough
I do, it makes you ne=rvous OTAA-To LM TYARSTM A8 TPUEAYTH, TOT 20N ascpH
legally: ai }&:9Pret+y3éZ)im#%oend there>
DOSTPOMAN B IECTOM oY
Was no purpose.

Unn. 5 u 6: Cmpanuya uz «nappamusa-owudoxuy «/{opo» Bepvl Xnebnukosoii u cmpanuya u3z
cbopruxa anumy-nodzuu JKan-Mapu Pomanwr.>

OTKJIOHEHHE OT S3BIKOBOM (M aITOPUTMUYECKON) HOPMBI B «JO0po» MPOUCXOAUT
Ha TpeX YPOBHSX:

1. KommbrorepHsie 1e(eKThl OYKBaIBLHO pa3pyNIaloT TEKCT — TOYHO TaK XKe, Ha
IEPBLIA B3I, Kak Ae(PEKTH PasphbIBAIOT TEKCTOBBLIA IOTOK B TAaK HA3bl-
BAEMOM 2numu-nos3uu (MO3UM, YbU ABTOPHI C MOMOIIBIO MTPOrPAMMHOIO
o0ecIieyenyst BBOIAT B TEKCT 2umyt, — OIMMOKH IIEPEBOA M TPAHCKPHIILIUM;
cM. Ui npuMepa Wil 6°°). « TkHysIa, 4To U, He T€ KIABUIIN», — OObACHIET
pacckasdmia, — «u Bee paspymminock!»’’ Onnako nedektsl y XieOHMKOBOM

32 X ne6unkoBa (2002: 3-4).

33 Xne6uukona (2016).

34 T'puropnesa (2008).

35 Xne6uukosa (2002: 13); Romana (2014).
36 Cm. Romana (2014).

37 Xne6uukosa (2002: 141).
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Koo-«mycop» — kpusoii nouepk — oneuamka 31

HE CreHEpUPOBAHBI, KaK 21umyu, KOMIIBIOTEPOM, a BCTaBJIEHBI B TEKCT
aBTOPOM U MOPOH «JOKpALIEHbD BPy4YHYIO (cM. mi. 7).

Hnn. 7 u 8: Cmpanuya ¢ kpecmukamu, 6CMasieHHbIMU 8DYUHYI0 00 MO20, KAK KHU2A YUlia 6

munozpaghuio, u 06nodxcka pomana «Jopoy.’

2. Hekoropeie mnepcoHaku He cobOmonaT opdorpaguueckue U Apyrue
SI3BIKOBBIC KOHBEHIIMU. OHH CTPOSIT TAKHE HENPABUIIbHBIC MPEITI0OKCHHS KaK:
«Sl y ero Bce crnpammBai 4To y TeOs OOJUT OH OTBETWJI Y MEHS B T'OJIOBE
KaKoMTa ‘cTonoHsK ».*

3. ABTOp aKTMBHO TEMAaTHU3HUPYET OTKJIOHCHHWE OT HOPMBI M TIOJTy4aeMblii
«MyCOpP», HalIpuMep, KOT/a MUMIET:

S S s s

s OBl
JaTh «MyCOPHYIO» KHUTY,

Mycop, 03 TPU3HAKOB JINTEPATY
pBl, 1axe rpadomMancKoil. YToObI HeNb3st OBLIO O Hel
TOBOPUTH — MPO(PECCHOHATBHO WITH TUJIETAHTCKU OHA

HaIMcana
0 IIHCHMaX K€ He
cka*!
B 3TOM (pparMeHTe, MBI OJHOBPEMEHHO YHTAEM TEKCT-MYyCOP M TEKCT 0 Mycope.

Tpon Mycopa s XJeOHUKOBOM HEMaJOBa)X€H: OHa IHMcalla pPOMaH, IIO

COOCTBCHHBIM CJIOBaM,

nepedupasi pasHOPOAHBIA apXuBHBIM Mycop. O cyap0ax O€3BECTHBIX JIIOJCH, O
Aparou€HHOCTU JIMYHBIX HCTOpHﬁ, O TOM, C KaKO JIErKOCTBbIO BOCCTAaHABIMBACM

38 Tak Xne6HMKOBA 00BACHHIA B TUYHOI TIepenucke ¢ aBTopoM depes @b [07.02.2019].

39 Xne6uukosa (2002: 129 u nepennér). UnmocTtpanun 5, 7 U 8 BOCIPOU3BOAATCS B 3TOMH
CTaThe C pa3penieHneM XaeOHUKOBOM.

40 Tam xe: 78.
41 Tam xe: 34-35.
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32 Onnen Pymmen

YY)KYI0 CHUTYalUI0, XapakTep, IO 3alrcKaM, [UCbMaM, Pa3pO3HEHHBIM JIOKY-
MenTam. *?
«APXHUBHBII MyCOp» — TPOII, K KOTOPOMY aBTOP HEOJHOKPATHO BO3Bpallaiach B
NEpENUCKE, KOTOPYIO Mbl Belid 0 poMaHe. OHa ero UcnoJib3oBajia, HaupuMmep, B
0OBSICHEHUHU K BBHIIIIUBKE Ha 00JIOKKE (CM. WIL. 8):
Ha o6moxke parmMeHT oOpasiua ajs BBIIIMKY, HaBepHOE KoHel[ 19 Beka. U3 man-
KU ¢ o0pa3uamMu st Opasia y30pbl M MHHUIIUAIIBI UI WLTIOCTPALIUK K KHUTE, KOTOpast
T0JIHA BCAKOTO apXUBHOTrO Mycopa.®’
«/lopo», KaKk BBISCHSIOT aBTOKOMMEHTapuH XJIEOHHMKOBOW, HE TOJBKO Happa-
THUB-OIIMOKA, HO U «MYCOPHBII» TEKCT.

[Tpoext XneOHukoBoil yHukaineH, HO B 2000 r. oH He OBLIT HEOXKUIAHHBIM.
«J1lopo» OTUETIUBO OTBEYAET TPEM TEHACHIIMAM, KOTOPbIE BOZHUKIN B 1990-x 1
Hayane 2000-x rT.

[lepBass TeHAEHIUS — «BO3POXKIEHUE» CPEIU COBPEMEHHBIX XYJIOKHUKOB
«MHTEpeca M aKTUBHOCTH B BS3aHUU U KPYKEBHBIX CTPYKTypax» (IIUTUPYIO BbI-
cka3biBaHue Kypartopa J»Buna Pesupa Mak®P>anena B 2007 r. B uzganuu “Ra-
dical Lace and Subversive Knitting” («PagukaibHble KpyKeBa M TOIPHIBHOE
Ba3anue»)).** Marepec XneOHUKOBOM K BBILIMBKE HENb3s H30JUPOBATH OT IPH-
POXKJIEHHOTO YBJICYEHUS BSI3aHUEM U KPY>KEBOM, KOTOPhI Mak®s/1eH TOJIKyeT
Kak

MEPEOLIEHKY PYKOJAEIHS U CPEACTBO BOCCTAHOBIICHUSI YyBCTBEHHOCTU U TAKTUJIb-

HOCTH CKYJIBITYPHI [B] MHpe, Tie KIMHUYECKass U Oe3aryHasi Ipupoaa nudpoBbIxX

TEXHOJIOTUH MOXKET COMTh HaC C TOJIKY H 00ecKypakuTh.
Otcpuikn Mak®aaneHa K «0e3MUYHOCTHY U «00eCKypaKuBarolemMy» 3phexty
TEXHOJIOTMI B M3BECTHOM CTENEHU 3apsiKEHbI KYJIbTYpPHBIM MECCUMHU3MOM, HO
OH TaKXXe Mpe/siaraeT MEHEE OILEHOYHO MEepPEerpyKEHHOE TOJKOBAaHUE KyJbTa
KpykeBoruierenus. Onupasch Ha paboTy Xynoxxkuuisl Openaun Pobunc (cm.
wul. 9 u 10), OH BUAUT «CXOJCTBO MEXAY HMHCTPYKIHUSMH IO MPOrpamMMu-
POBAHUIO U BSI3aHUIO B TOM, YTO KaXKJasi U3 HUX 3aBUCUT OT MEPEBOa CIOKHON
vHpOpMAIMU B THI COKpamieHus».*® To e CXOACTBO MHTepecoBano Xied-
HUKOBY B «Jlopo». [1o €€ cioBam, B poMaHe «‘pyHHBI’ TUCbMa» — «[Xk]EHCKOE
nucbMo: ... d... s...» — NPEBPaIIAlOTCs «B MOJ00ME KaHBBI JIJISl BHIIIUBKU 1O
qy)KUM o0Opasziamy»; IpuMepbl PYKOJEIHs Ha OOJIOKKE «CIIy>KaT OMpaBOM» s
«IParoLeHHoro Mycopa» tekcra.*’

42 KommenTapuii X1eGHHKOBOM N3 TMUHOI TIepenucky ¢ aBTopoM depes Ob [07.02.2019].
43 Tam sxe. CoxpaHeHbl 0COOEHHOCTH aBTOPCKOi oporpaduu u MyHKTyaIuH.

4 McFadden (2009: 8).

4 Tam xe.

46 McFadden (2009: 11).

47 KommenTapuii X1e6GHHKOBOM N3 TMUHO TIepenucku ¢ aBTopoM depes Ob [07.02.2019].
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Koo-«mycop» — kpusoii nouepk — oneuamka 33

Hnn. 9 u 10: Pabomwur Bug Bear u Cosy Nosy opumanckoti xyooxcuuybvl @pedou Pobunc
(1999). Pobunc nacmausaem na napannensx mexicoy s3anuem u npozpammuposanuem.*®

Nrtak, XneOHWKOBA Hamucaiga poMaH B MEPHOJI OOHOBIEHHOIO MHTEpPECa K BhI-
IIMBKE U JPYrUM BHAAM pyKonenus. Bropas TeHAEHLUs, KOTOPOU OTBEYAEeT
pomas, — ycusuBimiica B 2000-X IT. HHTEpPEC K TMHTBUCTHYECKUM «3ppaTHBaAM»
— CJIOBaM WJIM BBIPAXKEHUSIM, KOTOPbIE HOCUTEND A3bIKa YMBILIJIEHHO UCKaXaeT
WM TI0JBEPracT OTKIOHEHHIO OT NUChbMeHHBIX HOpM.* K spparuBam MbI
BEpHEMCS MO3XKeE, a 1 «Jlopo» BaXKHO, UTO JIMHTBUCTUYECKA MOTUBUPOBAHHOE
oOpaleHre K omrOOYHOMY COBMAJAN0 B TOT MEPUOJ CO CXOKUM SIBIEHUEM B
IPYTUX AUCLMIUIMHAX — OT «3CTETUKHU HEYIAauu» CPeAu NMPOrpaMMHUCTOB U MY-
3BIKAHTOB U «YBJICUCHUS |...| TUCHYHKIIMOHATHHBIMY» CPEAH IMUMPOBBIX XyT0XK-
HUKOB JI0 TEXHUKU «B3JIOMa» CPEAH XYyJI0KHUKOB U MY3bIKaIbHBIX Mpodeccuo-
HanoB.”’ Menuareoperuk Keiine6 Ko, Hanpumep, yKasblBaeT Ha IOIYJIsp-
HOCTh «B3JIOMaHHBIX MEIUa» CPEAU 3BYKOPEKUCCEPOB, MPOJOCEPOB U XYIOK-
HuKoB Ha pybexxke XX m XXI BekoB (g npumepa cm. wul. 11). Uto sppartus,
HEeyJlaya U B3JIOM KyJIbTUBUPOBAINCH UMEHHO TOI'/A, HE SIBIISIETCS CIIyYalHOCTBIO.
Ko yTBepkmaeT, 4To 3CTETHKA B3JI0Ma, CIOMa W TOBPEXKICHUS «OOBIYHO
BO3HUKAET OYEHDb CKOPO IIOCJIE TOTO, KAK TEXHOJIOTHS BBITYCKAETCS Ha PHIHOK».”!
3HaKOMSCh C HOBOM TEXHOJIOTHEH, 110 ciioBaM Ko,

OBITJIMBBI XYJOXKHHMK CTapaeTrcs y3HaTh, Kak OHA paboTaeT, U OOHApY>KUThH

T'paHUIIbI U OTPAaHUYCHUA yCTpOﬁCTBa. Yto MOXKeET CACIaTh 3TOT MHCTPYMCHT, U

KaK g MOT'y HCIIOJb30BaTbhb €ro TakKuM O6p330M, KaKiM OH H3HA4YajJbHO HE OBLI

npeaHazHayeH? [...] B aToll upee HeT HUYEro HOBOTO: XYAOXKHUK, HCIONb-

3YIOIIMM pYy4YKy KHMCTH Ha XOJICT€, M THTApUCT, KOTOPBIA AEpraeT CTPYHbI 3a

TOJIOBKY 3JICKTPOTHUTAPhI, 3aHATHI CcXOKel C(prOﬁ l'Ilf)aKTI/IKI/I.52

8 M306paxenns 1 KOMMEHTapHil XyJI0KHUKA O Mapajulelsx cM. Ha JUYHOM caiite PoGuHc.
(http://www.freddierobins.com/work.php?page=5 [11.02.2021]).

49 06 sppaTtusax cum. I'yceitnos (2008).

30 Cm. o meynaue: Cascone (2002); o pucdyHkponansHocTH: Ryan (2010); o B3nomax: Kelly
(2009).

S Kelly (2009: 33).
2 Tam xke: 5-6.
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HUnn. 11: «Panenuiiiy KoMnaxm-ouck anoHckoz2o 3gykopevcuccépa Yasunao Tone (1997).3

Konnu He ccbunaeTcss Ha (OpMaTUCTOB, HO €ro HAOMIOACHUS — COBPEMEHHBIM
ananor yoexaenus LLIknoBckoro, 4to «paboTa Xyn0KHHKA COCTOUT HE TOJBKO B
OBJIAJICHUU HOBBIMU NpUEMAMHU TEXHUKH, HO U B XYJ0KECTBEHHOM HCIOJb-
30BaHUM TEXHMYECKHX 3aTpyaHEHUI».>* «[opo» — KiIaccuueckuii mpumep pabo-
ThI C TEXHUYECKUMH 3aTPyAHEHUSMU.

Tperbs TeHIeHIUSA, KOTOPOH COOTBETCTBYET poMaH XJEOHHUKOBOH (M KOTO-
PYIO HEJIb3S1 OTAEIATh OT «B3JIOMaHHBIX Meaua» Kamm), — urpa ¢ KOAMpOBKOM.
Oxono TOro BpemeHH, Korja XieOHMKOBa pabortana Haa «Jlopo», npyrue
MIOATHI, MHUCATEIN U XYJOKHHKM TaKKE UIPajy C JJIEKTPOHHBIMU Kojgamu. B
«IIpobnemax ¢ KoAMPOBKOI», cOopuHuke 1997 r. mon pemakumeit Jmutpus
Kyspmuna, Bsuecnas KypuubiH, JlaHuna /[aBelqoB M Jpyrue aBTOpHI Hareya-
TaJdl PaccKasbl «KpSIKO3d0paMu» W JIPYTMMH HE IMOAJMAIOIIMMUCS MPOUYTEHHUIO
criocobamu (cMm. mmn. 12).°°> B 2003 r. kpuruk-nost Japes Cyxoseil 3ameTnia
CpeIy COBPEMEHHHMKOB «IPU3HAKW HOBOI'O OTHOLIEHHS K rpaduyeckoMy, BU-
3yaJIbHOMY OOJIMKY TEKCTa»; OJUH U3 HUX — «IOMaJaHNue B TEKCT “TIOCTOPOHHUX
CUMBOJIOB [...] B COBPEMEHHOM KOMITBIOTEPHOM THCHMEHHOM OOIIEHUU |...]
[CITyKWUT] 111 BBIDQKEHHUS KCIIPECCHI». >

CyxoBeil OCHOBBIBaJIa CBOM HAOMIOJEHUSI Ha PYCCKOM CUTYyallMK, HO CXOXKast —
Cyry0o BU3yalibHas, «KOJAUPOBAaHHAs» — paboOTa C JIUTEPATYPHBIM TEKCTOM B TO
BpeMs Belach W B APyrux permoHax mupa. B 2002 r. nmurepaTypHBIl UCTOPUK
Puta Peitnu oTMmeruia, 4to nuTepaTypHbI codework — «COBPEMEHHBIA HIUO-
JIEKT KOMIBIOTEpA U DJIEKTPOHHBIX IMPOIECCOB B JKCIHEPUMEHTATBHOM IU(-
POBOM MHUCHME» — CTaJl MOMYJIIPHBIM BUJIOM code art (MCKyCCTBa KOJa) B Teue-
Hue 1990-x romos. B uckyccTBe ko11a, kak nuieT Paiiinu, «kojd, UCHO0JIb3yEeMbIid
IUISl CO3JAHUs MPOU3BENECHUS, IPOHUKAET HA Ty ITOBEPXHOCTh, KOTOPAS] PAHbIIIE

53 Cwm. Kelly (2009).

>4 [IknoBckwuii (2018: 750).
55 Kyssmus (1997).

56 CyxoBeii (2003).
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Koo-«mycop» — kpusoii nouepk — oneuamka 35

CIY>KHJIa HUCKJIIOYUTEIBHO JIOMEHOM €CTECTBEHHBIX SI3BIKOB M YHUCIOBBIX
5J€EMEHTOB» (11 puMepa cM. uil. 13).%7

Unn. 12 u 13: J]ge cmpanuysl uz coopuuxa pacckazos «Ilpodoremuvl ¢ koouposkouy (1997) u
aMepuKkaHcKuil npumep aumepamypHou codework — cmuxomeopenue nosma Lllbpon Xonkunc
Ha a3vike npoepammuposanus Perl (1995).7

Ynop Ha «Mycope» B 3TOU UIPE ¢ KOMIBIOTEPHBIMU CUMBOJIAMH, KOHEYHO, HE
HOB. Kak HEOIHOKpPaTHO OTMEYaloCh, MOATHUKA «/[0Op0» HANIOMHUHAET MOATHUKY
poMaHa B MHCbMax, aBaHTAPJHBIX 3ayMHU U KOJUJIAXa, U €€ HEJIb3S1 U30JMPOBAThH
OT IPOEKTa MOCKOBCKOI'O KOHIIENTyanu3Ma. TEKCT TAaKKE HENb3sl aJCKBATHO
MOHATh BHE TAaKUX TPAJUIIMHA, KaK (pPaHITy3CKOE IKCIIEPUMEHTAILHOE JINTEpa-
TypHOE OOBEIUHEHHUE «YJIHUIO» U KOHKpeTHas mod3us 1950-x rr. 3aech, ojaHa-
KO, MEHSI UHTEPECYET HE UCTOPUUECKASI TEHEAIOT U, KOTOPYIO APYTHUE IKCIEPTHI
yOequTeNnpHO TOKa3anu 10 MeHs.”’ MeHs UHTepecyeT TO, Kak XJIeOHUKOBa
MPUMEHSIET TPOIl MycOpa MUMEHHO B OTBET Ha IU(PpOBOE pa3BUTHE — U KaK B
U(pPOBOM KOHTEKCTE 3TOT KJIACCHUYECKUH TpOm Mojy4yaeT HOBbIM cmbicia. [lo
ciioBaM ciaBucTta [llammel [laxanar,

JKECT [rmucarenst Kak (PMKTUBHOTO M3/1aTess U parMEeHTapHOTO, HETTOJTHOTO HappaTuBa

— D.P.] [...] 0oOBIMHO CBUAETENLCTBYET O TIOIBITKE aBTOPa IMPOAEMOHCTPUPOBATH

AyTEeHTUYHOCTh TeKcTa. Ho ayTeHTMYHOCTh — [3TO] MMEHHO TO, YTO HCUE3AET C

ITOABJICHUEM HOBBIX MCEAUAJIBHBIX BO3MOXXHOCTCHM, TaK 4YTO HaCTaMBaHHMC Ha HCU B

CBSI3HU C KOMHBIOTepHBIM TEKCTOM JOBOAUT Tpe60BaHne ayTGHTI/I‘IHOCTI/I a0 a6cyp;[a.60
Ecmu mpocneauts noruky [llaxamar, TO MOJy4UTCs, YTO KIOUEBOW JBUTATEIIb
croxeTa «Jlopo» — MMEHHO 3Ta HEXBaTKa ayTeHTUYHOCTHU B 1M poBoi spe. Eciu
MBI comocTaBuM e¢ aHanu3 ¢ HaOmoaeHusMu Mak®sanena u CyxoBeu, TO K
ATOM HEXBATKE MOXKHO OyJIeT AJ0OaBUTH JIBA JIPYTHUX BO3MOKHBIX KaTalu3aropa

37 Raley (2002).
38 Ucrounuku: Kyssmun (1997) u Wall (2000).

39 Cp., manpumep, Ilaxanar (2002: 146-149); I'puropsesa (2008). O 3HaueHUN «YIUIIO» 1
KOHKpPETU3Ma JIJIsl UTP ¢ KOAUPOBKOH B uTepatype 1udpoBoii 3psl cM. Raley (2002); a Taxoke
Perloff (2010). O Tpome mycopa «B OBITY, KyJbType/s3bIKE€ M HCKYCCTBE/IUTEPATYPE» CM.
Bobryk u Faryno (1999), a takxe Pye (2010).

%0 [Taxanar (2002: 144).
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36 Onnen Pymmen

CIOJKETa: CTPEMJICHHE K «BBIPAKEHHUIO 3KCIPECCHUM» U K «UYBCTBEHHOCTH U
TaKTHJILHOCTH CKYJIBITYPhD» B €U0 HU(GPOBOro yckopeHus.*!

Ilasnosa. 6ykewl kak 1acku

B 2006 r. uzBectHbIi MOCKOBCKHit TOAT Bepa [1aBnoBa omybnukoBana «Ilucema
B COCEIHIOI KOMHATY: ThIcsi9a W OJHO OOBsICHEHHE B JHOOBM». Bce cTtuxm B
ATOM COOpHMKE, a TaKK€ BBIXOAHBIC JAHHbBIE HAaNMHUCcaHbl OT pyku. CTUXOTBOpE-
HUSL COMPOBOXAAIOTCS (poTorpadusiMu aBTOopa U pucyHkKamu JIuszel, e€ B TO
BpeMs YeThIpEXJIeTHEN qouepu (cM. niut. 14 u 15).
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Hnn. 14 u 15: Cmpanuya ¢ 6b1X00HLIMU OGHHBIMU U CIMUXU, CONPOBOAHCOAeMble PUCYHKAMU, U3
cbopruxa Bepw ITasnosoti «ITucvma 6 coceonior komuamy» (2006).%

Ha ctpanuiie ¢ BBIXOMHBIMU JTAaHHBIMU aBTOP OOBSCHSET, MOYEMY OHA peIuia
omyOJIMKOBATh KHUTY B aBTOPCKOM MPOMHCH:
IToTomMy 4TO MOYEPK — CyMMa Iroj0ca U MOXOAKH. II0TOMy 4TO KpacuBbIi ITOYEpPK
— pa3HOBHUAHOCTH Jacku. [IoToOMy YTO OT pyKHM B HAIlM JHU MHOIYTCS TOJBKO
[IEPKOBHBIC 3allUCH U HdK3aMeHaIlMOHHBIE padoThl. [loTromy uTo «hopmbl OyKB
TOBOPAT Tropazao Ooiiee cIoB, HCKpeHHEe UX: (OpMbI OYKB HETOJIKYITHEE CIIOB)
(Huxonait ®enopos).*
[TaBmoBa HE yNMOMMHAET AJIEKTPOHHOE MHCHMO, OAHAKO (pa3y «B HAIIMA JTHW»
HEJIb3sl YWTATh MHAYE KAK OTCBUIKY MMEHHO K JIUTUTAIU3UPOBAHHOMU 3pe C €€
YCTaHOBKOW Ha MAIIMHOMMCh. JTa 3pa, KaK M KaXAbIA JPYroll Mepuoj TEXHO-
JIOTUYECKOTO0 OOHOBJICHUS, — IUTUPYIO MEIUATEOPETHUKOB Mose Ban Jevk n
Conro Hed — HEmPeMEHHO «IIPECTABIAET PYKOIUCH B HOBOM NepcreKkTuse».*t
[To Ban Jleiik u Hed, nururanusanus He OTMEHSIET HAIMCAHUS OT PYKH, KaK TOTO
00sTCSI HEKOTOpBIE KpUTHKH. HarmpoTuB, HaYMHAsI CO 3HAMEHUTHIX Pa3MBIIILICHUMA

1 McFadden (2009: 8); Cyxoseii (2003).
62 Cm. MaBnoBa (2006, 63 maruHayH).

83 IMasnoaa (2006).

4 Neef / Van Dijck / Ketelaar (2006: 9).
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Koo-«mycop» — kpusoii nouepk — oneuamka 37

Bunema ®mtocepa mpo Oyaymiee nmuckMa B 1987 1., B uppoByO 3py MBI BUIUM
O00OCTPEHHBIM HHTEpEC K PYKONMHCH KaK «aypajdbHOMY» (B OCHBSIMHHCKOM
CMBICTIE), «HE3aMEHUMOMY, YHUKAJIHLHOMY U ayTEeHTUYHOMY ‘aBTorpady’, KOTO-
PbIii FapaHTUPYET NPUCYTCTBUE UHAUBUAYAILHOCTH IUCATENsD. %

VYBIe4EHHOCTh PYKOMHUCHIO PE3OHUPYET CETOAHS B Pa3HBIX KYJIbTYpPHBIX
chepax. DKCNepThl MO0 MAPKETUHTY XBAIAT «AyTEHTUUHYIO» aypy PYKOIMCHBIX
MEHIO U «HeoOpaboTaHHyI0 (PaKTypHOCTE» Kapanmamieil.*® Kommnanuu co crop-
HOU permyTalel UCIoIb3yI0T PYKOTMUCHBIE O0BSIBIECHHUS, YTOOBI TTIOBBICHTH CBOM
UMUK — Kak B 2018 r., korjma mocie >kajo0 aMCTepJlaMCKUX KUTelerd 00
“Airbnb”’-HaHUMAaTeNAX OHJIAWH-CEpBUC apeHnbl “Airbnb” aduiupoBan pyko-
MHACHOE MUChMO HEKOET0 «MCKPEHHE BO3MYIIIEHHOTO» apeHaoAaTess (KaMIaHus
HE BOCCTaHOBHWJA, a HA00OPOT, HaBpeAwi a pemyTanuu “Airbnb”, MOCKOJIBKY
ayJIMTOpHsl Hayajla pe3KO KPUTUKOBATH €€ 3a (anbcuduKaiuio; cM. Wil 16).
['padmyeckue auzaitHepbl Takxke 0J0OpAIOT WIPUPTH B pykonucHoM uinu DIY
(OykBanbHO «caemnait cam») cruie. [lo cnosam JleiiBuaa Dpinza, rpaduueckoro
nv3aiiHepa u Biajenbiia komnanuu “Zeep Type Foundry”, «[H]ecoBepiieHCTBOY
MOOOHBIX MIPUQPTOB «JTO0ABISET BOJTHUTEIBHOCTH, IIBETA U PAJOCTH KUZHHU —
TOTO, 4YTO MO OOJIbIIIEH YacCTH OTCYTCTBYET B COBPEMEHHOM TUnorpaduke» (cwm.
vt 17 s npumepa).’

@

Hlayt

rrestgreds ol Ubeay GUennens

LRADIED, Y 7T LeNaLY U

Unn. 16 u 17: T'neeuviti meum 8 omeem Ha pykonuchoe 3aseienue “Airbnb” («Kaxoii Heuc-
KpenHuil mekcm. Jlasce ¢ MAneHbKUM 8bl4EPKUBAHUEM/YapanuHoll AKOObL: ‘Mo npasoa npas-
0a’») u npumep K6a3upyKonucHozo, Akobwl «Hecosepuienno2oy wpugma Zeep Type.%

B cdepax BuzyanbHOro Mckyccta u aureparypsl mo3aHero XX m XXI Bekos
Tak)Ke BcTpeuaeM (HO 0e3 HOBOsi3a MapKETHHTA M, KaK MpaBHIIO, 0€3 KyJIbTyp-

65 Tam xe: 10 u 9; cm. Tak xe Fluesser (2011).
% Rivieccio (2014); Braddock (2010).
7 Earls (2001).

8 Mirck (2018) u https://www.myfonts.com/fonts/mti/playland/gallery.html [31.01.2019]. O
HecoBepiieHcTBe cM. Earls (2001).
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38 Onnen Pymmen

HOTO IECCHMH3Ma B Jayxe Opi3a) KyJdbTypHbId Tpon pykonucu. B 2000 r.
KpuTHUK BsiuecnaB KypulbIH Tak ONMKMCBHIBAET «MCKYCCTBO HAILIETO BPEMEHM:
JloManaue anb00MBI, TI0OUTEThCKUE (POTOCHEMKH, HEOOBIYHBIC TIPA3AHUKH |...],
JTUYHas mepenucka (0OMIIbHASI AMUCTOJISIpHAS JKU3Hb UACT B MHTEPHETE, XYH0XK-
Huku Huna Koren u Baagumup CanbHukoB Ha npouuisiii HoBbIil roa pazocnanu
IPY3bAM MATHCOT PYKOTBOPHBIX OTKPHITOK |...])%°
KypuupiH numer npo pycckuil KOHTEKCT, TJie (peTUIIN3alus PYKOIUCH UMEET
ONpeeNIEHHYI0 UCTOPUIO (K HEM KOPOTKO BEpHYCh Mo3xe). Ho u 3a npenenamu
Poccun B XXI Beke Takke Haydalld 3CTETU3MPOBATHh MHCBMO OT PyKu. Tpon
PYKOIIMCH KAaK T'YMaHHbBIW, ITOJJIMHHBIM BapUAHT MAIIMHONMCH HEOJIHOKPATHO
PE30HUPYET B JIUTEPATYPHBIX/apT-MPOEKTaX, KOTOphle o0cyxmaroT Ban Jleitk u
Hed.”” B 2013 r. amepukanckuii My3edl “Smithsonian” MOCBATHII BBICTaBKY
«PYKOIIUCH Kak UcKyccTBy».! U B 2017 r. memua-uctopuk Jlaypa Bepmeepen
MPOAHAIN3HUPOBAIa «PEMEIHATU3UPOBAHHBIN CTAaTyC KUTAMCKOTO «MCKYCCTBa
PYKOIMCAHUS» KaK 00BEKTA ICTETU3ALMN B IUTUTAIBHYIO Opy.

K pykommcu kak «aBTorpady», kak ee xapakrepusyror Ban Jleiik u Hed,
Takke aneuupyer llaBnoBa, korja yTBEp>KIaeT, uyTO (KpacHUBBIA) MOYEPK —
«CyMMa ToJjioca U MOXOAKW» U «Pa3HOBUIHOCTb JACKW». TelecHOCTh U 0OBO-
POXKUTEIBLHOCTD MTOYEPKA U MHUChMA — [IECHTPaAJIbHASI TEMA HE TOJBKO Ha CTPAHUIIE
C BBIXOAHBIMHU JAHHBIMU COOpPHMKA, HO MU B CAMHX CTUXOTBOpEHUsX. Jlupu-
yeckoe «si» [laBinoBoil xBamuT «[c]aHce[s] kammurpaduu JTacKW», MHUIIYIIETO
«1mo4TH 0€3 OTPBIBA, [...] Kpyrio, kpacuBo» (Ne 384); oHa npeamnoynTaer

[B]cem monenysim

MUCHMO — THE3/10 J1100BU Moeit (Ne 409);
U paayercs, Koraa

CTPOYKH, HAIMCAaHHbBIE TBOEH PYKOIO,

CO CTPOUYKaMU, HAIIMCAHHBIMU MOEU PYKOIO,

NeperieTyTes, Kak Haiy naiabisl (Ne 723).
31ech U B APYIHX MECTax IMOAT MPEBO3HOCUT (U3HUECKYI0 MaTepUaIbHOCTh
pykomnucH, HO oTHoueHue [[aBnoBOil K pyKoNmMCaHWIO HE OJHO3HA4HO. Korma
OHAa MPEACTABISIET KPACUBBIN MTOYEPK» KAK «IACKY», TO HEOTHEMIIEMOMN YaCThIO
ATOM JIACKW CTAHOBHUTCSI PUCK HEYJA4l — B TOM CIIy4ae, KOTJa OYKBBI BBIXOMIST
«KpUBO» M «cMmoTpAT Oykoi» (Ne 266). U 3aech, 1 B Apyrux MecTax MOI3T

8 Kypuusm (2000). Ilpumepsl paGoThl € PYKONHCHIO B COBPEMEHHOM HCKYCCTBE M
nuteparype cM. B: Neef / Van Dijck / Ketelaar (2006) u Perloff (2010).

70 Neef / Van Dijck / Ketelaar (2006). O6 uHTepece K PYKONHCAM M KBa3HPyKOAETbHbIM,
«OIMOOYHBIMY) TUTIOTpadUKaM Cpeau Iu3aiHepoB W XyAOKHUKOB B 2000-¢ IT. cM. Tak ke
Ramakers (2002: 159, 164-166).

1O BrictaBke cM. https://www.aaa.si.edu/exhibitions/art-of-handwriting [31.01.2019]. Ot-
NebHOE BHUMAHHME 3aclly’)KMBaeT JpeBHEE «HUCKYycCTBO pykomucw» B Kurtae u ero
«peMeIMaTu3upOBaHHBIN) CTATyC B JUTHTAIBHYIO 3py (cM. Vermeeren 2017).

2 Tam xe.

1ZfK 12 (2024). 21-53. DOI: 10.25353/ubtr-izfk-97ca-d32c  [ie) EEEN


https://www.aaa.si.edu/exhibitions/art-of-handwriting

Koo-«mycop» — kpusoii nouepk — oneuamka 39

OJHOBPCMCHHO TCMATU3HUPYCT CAM AKT HAIIMCAHUS U np06neMy HCTIPpaBUJIBHOI'O
II1MCbMa. HI/IpI/I‘IGCKOG «I» HACTAUBACT, HAIIPUMCDP, YTO OHA IMHUIOCT

6e3 OTphbIBa,
6e3 npaBa Ha onucky (Ne 266);

Hau3ycCTh [...],
onucath He cmest (Ne 990);
Y 4TO TOT K€ COHCON-KAITUTPAPUCT
TIOMHUT: OITUCKH Ha KOXKE
MOTOM HH 3a 4TO He nomnpauiilb (Ne 384).
Jlacky oHa cOnoCTaBIIAET C «HETBEPIbI[M]| MnaieHuecku| M| mouepk[om]» (Ne 541).

K kxoHiy cOGopHuka Bo3Bpaiaercs mnpobiema onuckd. Ha enuHcTBEeHHOMH
CTpaHMIIE C TTeYaTHBIMA OyKBaMH — Cpa3y IMOCJE MOCIEIHET0 CTUXOTBOPEHUS —
yuTtaem: «COoi B Hymepaluu (MpomycK TPUILATA HOMEPOB) MPHUBEN K TOMY,
YTO KHUTAa OJHOBPEMEHHO JIONMUCHIBANIACh M NepenuchiBasiachk». [laBnoBa, kak
MOKa3bIBACT 3TOT METAKOMMEHTApHWM, CTapaTrelbHO u30eramga OMUCOK B TIPO-
necce Hamucanus cOopHuka. HecnmydalilHO MBI HE BCTpedaeMm JISITICYCOB HU B
oaHoM u3 1001 pyKONMCHBIX CTUXOTBOPEHUM.

OnHOBPEMEHHO, OJHAKO, MOBTOPHBIE CCHUIKM HA ONHMCKH IOBBIIIAIOT BHU-
MaHH€ YHUTATENsl K HUM. DTO MOBBIIIEHHOE BHUMaHUE — HE ciyuyaiiHo. Ha3Bathb
nepdexknronucTky [1aBioBy mpsMoil BeCTHUIIEH HECOBEPIICHCTBA WIIH OITHO0Y-
HOCTH OBbLJIO ObI HEKOPPEKTHO, HO U3 CTUXOTBOPEHHUM Y3HAEM, 4TO MOAT UMEET
CJIOKHOE€ M HE UCKJIIOYHMTEIBHO OTPUIIATEIbHOE OTHOUICHHE K HEMPABHIBHOMY
HanucaHuto. «Ctuxu», kak nuiiet [TaBiona,

HaJI0 MUCaTh,

KaK U3MEHSTh MYXY:

OBICTPO, TaliHO (TeKcT Hag Ne 26).
E€ mosTuyeckuii CyObeKT yTBEPKAAET, UTO

CTHUXH HC CIO0XUIIUCH, €CIIN ceiuac

CTaHy UCKaTh pudMy u cobmoaats pazmep (Ne 72).
K Tomy xe,

Cruxu

0€e3 3HaKOB MPETUHAHUS
aBTOP HE OCYXKJIAET, a NPEACTABISACT, KAK CTPOKH,

KOTOpBIE

MOXHO YUTaThb

6ocukom (Tekct mepen Ne 259).
«HenpaBwiibHbIe», OBICTpPBIC, HEpUPMOBAHHBIE CTUXH — JJII 3TOTO aBTOPA
CKOpeEcC 1cjib, YEM HpO6H€Ma.

[Toaseném utoru. Tak ke, Kak XJI€OHUKOBA 3aMEHSET TEKCT TPYIHOUUTAEMbIM
KoJioM, Tak [laBmoBa 3amMeHSET CTaHAAPTU30BAHHYIO MAIIMHOMHUCH PYKOIHUCHIO.
Tax ke, kak XJIeOHUKOBA CTPOUT CBOW JIUTEPATYpPHBIA codework Ha «MOAenu
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40 Onnen Pymmen

OTKJIOHEHHsI OT A3BIKOBOM HOPMBI»’>, Tak IlaBjoBa BBICTpaMBAET CTUXM Ha
MOJICJIA OTKJIOHEHUS] OT HOPMBI nucbMennou. VI Tak ke, KaK KPUTUKH UYHATAIOT
UTPHBI C codework kKak OTKIMK Ha U(GPOBOE YCKOPEHUE, TaK OHU BUAST B YIIOpE
Ha PYKONMCh OTBETHYIO PEAKLMIO HA JuruTam3anuio. [1o cinoBam KynbTypHOTO M
Meaua-ucropuka Kune bpumnenOypr BypT, B cOBpeMEeHHOM JMTEpaTrype pyKo-
MUCh CTAHOBUTCS «BUJOM IMHUCHMa, IEJIb KOTOPOrO — OBITh YBUACHHBIM |...] KaK
Matepus».’* TTaBaoBa NOIUEPKUBAET OTY MATEPUATBHYIO OCA34EMOCTh PYKOIUCH
Ha JBYX YpoBHsX. [lepBbIii — meppopMaTuBHBIN: MOAT MUIIET pyKoi. Bropoi —
JEKIapaTUBHBIN: MO3T TEMATU3UPYET PyKOIMCAHHUE, BKIIFOYask BO3MOXHBIE OIIHO-
Kd, 0€3 KOTOPhIX OHO HEMBICIUMO, CYyry0o ¢uszndeckumu metadopamu («roioca
U TIOXOJIKIY, «IACKI, IOy, «OOCHUKOM)).

Cormnocrapienue pomaHa XJeOHUKOBOM u cOopHuka IlaBioBoi momoraet
OTBETUThb HA BOIIPOC, KOTOPBIM s CTaBWJIa B Ha4yaje 3TOM cTaTbu. Kakue MeuTsl,
(daHTa3uM, CTpaxw O HOBBIX TEXHOJIOTHSX CTOSIT 32 CETOTHSAITHUM UHTEPECOM K
HecoBepuieHCTBY? B «/lopo», nmo noruke [laxanatr u Mak®sa1eHa, CTIOMaHHBIN
KOJl M py4Has BBIIIMBKA CTAJM 3aJI0TOM «ayTEHTHYHOCTH), «1yBCTBEHHOCTW,
«raktunbHOCTHY. B mupuke I[1aBnmosoii, mo noruke Ban [leiik, Hed u bpunen-
Oypr, pyKONHCh CTAHOBUTCSI 3aJIOTOM CXOXKHUX IIEHHOCTEW, a MMEHHO: «IIpH-
CYTCTBUSI WMHJUBUAYAIBHOTO IHCATENSN», «aypaJIbHOrO [...] M ayTEHTHYHOIO
‘aBrorpada’» 1 OLIyTUMOCTH «MAaTEPU» B LUPPOBYIO 3py.">

T'opanuk: kpusou 6 wecmu

VY KpanHCKO-pyCCKO-U3PAMIIbCKUI MOAT, (BEO)-au3aifHep, KypHAIUCT, MapKeTO-
JIOT ¥ UCTOPHK KyJIbTYphl JIMHOp ["'OpaliuK — BIUATENBHBIN TOJOC B IPOIPECCUB-
HOU pycckoii anmute. B otnmmumne ot Xnebuukosoit u [1aBnoBoit, ['opanuk akTuB-
HO U JUIS IIMPOKOM ayAuTOpUM TWIIET OHJIaiH B Osorax, Tsutrepe, MHcTa-
rpame, a Takxke B OoiicOyke u Bkonrakre.”® bonpmmHCcTBO 3THX Meaua [opanmmk
WCTOJIB3YET JISI TOM AEATENBHOCTH, KOTOPYIO KynbTyposiorn Mpuna Kacos un

73 I'puropsesa (2008).
74 Brillenburg Wurth (2014: 259).
7> Neef / Van Dijck / Ketelaar (2006: 9).

76 Hauunas ¢ panaux 2000-x rr., Fopamuk Bena pasubie 6;10ru (http://lori_lo.livejournal.com
(mpumepro 2000-2002 rr.), http://pylesos.livejournal.com/ (2002-2003 rr.), http://snorapp.
livejournal.com (2002-2018 rr.), 1 ¢ 2009 r. oHa TaKXe cTajia BECTH OJIOTH B OHJIANH-TIPOEKTE
«CuoO» (3asm IIL (https://snob.ru/profile/6822/blog, 2009-2011 rr.) u coOCTBEeHHBIH 00T
(https://snob.ru/profile/5512/blog, ¢ 2009 r. mo ceroaHsmHWN neHb). Haunnas ¢ mo3mHuX
2000-x rr., OHa CcTaja BECTH AaKKAayHThl W Ha JPYTUX COIMAIBHBIX Meaua-TuiaThopmMax:
https://twitter. com/snorapp (2009 r.); https://www.facebook.com/snorapp (2009 r.; B 2014 .
['opanuk oTkpbuia BTOpO akkayHT https://www.facebook.com/linor.goralik2, Ho ¢ maprta 2017
r. He myOnwWKoBasia Ha HEM HOBBIX cooOmieHuid); https://vk.com/club4181918 (2011 r.) u
https://vk.com/ 1d68689220 (2013 r.) (mepBblii akkayHT BkoHTakTe — OQHUIMAIBHBIN,
HaIMMCaHHBINA OT TpeThero JuIa); u https:// www.instagram.com/snorapp/?hl=nl (2013 r.).
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Bappapa CMypoBa XapakTepu3yroT KaK «OKOJIOJUTEPATYPHOE» MUCHbMO PYCCKHUX
nucarenei-oaorepos. B «oxononuteparypoit» cdepe, no Kacms u CmypoBoi,
(dparMeHThl XyJI0’)KECTBEHHBIX TEKCTOB IMEPEMEKAIOTCA C JIPYTUMH BUIAMH
TEKCTa — OT OBITOBBIX COBETOB /0 «IPEIOKEHH[H]| MOMOYb, MPUBE3TH MaH-
JIADUHOB, MONPABUTH BTOPOM a03all U EPECTABUTH HECKOJIBLKO CiIoBy.”’ K Tomy
&Ke couuanbHble Meaua ans [opamuk — mmardopmbl i MyOIMYHOTO MPO-
JBUKEHHSI HOBOM pabOTHhI, BEICTYIUICHUNA U MEPONPUITUH.

B st0i1 cTathe s HamepeHa comoctaBuTh nocThl ['opanuk B XKOK-0i0re sno-
rapp 2000-x rr. (korga mucaTead aKTHUBHO OOCYXJaldW CTaTyc OJIOrOB M
COLMANBHBIX MeIMa Kak IMTEPATypHbIX Iuiatdopm’®) ¢ eé am3aiiHepcKoill pa-
00TOM U TeOpEeTUIECKUMH 3cce. BMecTe oHM BHATHO MOKA3bIBAIOT, KAk paboTaeT
uHTepec ['opalivk K HECOBEPIIEHCTBY KaK MIPOJYKTUBHON KaTETOPHUHU.

B Onore, kak BUAHO M3 IUTaThl, MPUBEAEHHOW B Hadaje 3TOH CTaThH,
["opanuk yBepsieT yuTaTeneil, 4To nucath Hy>KHO OepexHO. «S1 BOCIpUHUMAIOY,
— numeT oHa B uroyie 2002 r., —

CBOHM TIOCTBHI KaK TEKCTHI. [...] PEeIaKTUPYIO, MBITAlOCh cobnmaaTs <sic — J.P.>

KAaKyl0-TO BHYTPEHHIOIO PUTMUKY, CTWIMCTHUKY, TO-CE. S Aymaro, Tak Io4TH BCeE.

Wnu, o kpaitameit <sic — D.P> mepe, oueHs MHOTHE. "”
Teopusi, U3NI0KEHHAs B 3TOM LIMTATE, HE OYEHb COOTBETCTBYET €€ K€ MPAKTHUKE.
ABTOp, HacTaumBas Ha AaKKypaTHOM OHJIaliH-HAIlMCAaHWU, CaMa JOIMYCKAaeT [BE
HarJsIAHBIX onevarku. OmnedaTkd 4acTo MOBTOPSIIOTCA M B Apyrux mnocrax [opa-
JwK. JIJ1s 0JTHOTO JIMIIT CJIOBA «CIacu00» B €€ OJIoTe s HAIllIa YeThIPE OCO3HAHHBIX
¥ TITh (OYEBU/IHO) CIyYaliHBIX JIEBUAHTHEIX ciTydaeB opdorpadun. >

Bonbiias 4acTe oneyaTok B snorapp — SBHO HEyMbIIIIeHHbIe omHnOku. ['opa-
JHMK, OJHAKO, aBTOp, CKJIOHHBIA K camopediekcuu, U e€ oOpaiieHue c
opdorpadueit Henb3si Ha3zBaTh HeOpexHBIM. To, YTO aBTOp MO3BOJIIET cede
OIIMOKH, CBUJECTEIHCTBYET CKOpEEe O HEXENaHHH MCIPABIATH ONEYaTKH, KOTO-
phI€ OHA HE MOTPABJISET, AaXKe KOTJIa Ha HUX YKa3bIBAIOT YuTaTenu. !

OTO HEXENaHWE HE CIydyallHO: OHO COOTBETCTBYET 0oJiee IPOYHOMY TBOp-
YeCKOMY TATOTEHHIO ['opanuk kK He3aBepIEHHOMY U HecoBepiieHHoMy. U odd-,
Y OHJIaWH ['0opanuK HacTOWYMBO CTABUT TONOPHOE, NETCKOE, KPUBOE HAJ TEXHO-
JIOTMYECKH MJIM 3CTETHYECKH Oe3ynpeuHbIM. B Tak HazpiBaemoil (idii-npose,
KOTOPYIO OHa MyOJIMKyeT W B MedyaTd, U1 B TBUTTEpe, OHA, IO COOCTBEHHBIM

"7 Kacms / Cmyposa (2002).

78 CMm. 0 MeTanuTepaTypHBIX AUCKYCCHAX PYCCKHX IHcaTeslell o COnMambHBIX Meama: Rutten
(2014); o «meppopMaTHBHOM METas3bIKe» — BBICKA3bIBAHUSAX O S3BIKE, MEpelaBacMbIX I10-
CPEICTBOM KOHKPETHOHM JIMHTBUCTUYECKOM IIPAKTUKHU, AEMOHCTPALUEH WIH IPEACTaBICHUEM
s3bIKa» — B TocTcoBeTcKkoM Poccnu cm. Lunde (2018; nuraty cMm. Tam xe: 199).

7 Topamnk (2002-2018).

80 Rutten (2009). 1o 3ampocy Mory IpeaoCTaBUTh SMIUPUUECKHIT MaTepua 1o IeKTPOHHOI
HoYTe.

81 O mexxenanuy uCpaBIATH OMOKH cM.: Rutten (2009, 2014).
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CJI0BaM, TPENJIaraeT «He CIMIIKOM 3aBEPUIEHHOE M300paxeHue».™ Jlns nnd-
HOT'O caiiTa OHa BblOpajia I€MOHCTPAaTUBHO 0a30BbIN, KBA3UIMJIETAHTCKUN IS
IT-mpodeccronana nu3aitH, B KOTOPOM MOCTBI MPEACTABIAIOTCS YEPHBIM Times
New Roman na 6emnom done (cm. mwi. 18):

(JIumop Topammk: Tekcrs! u ap. // Linor Goralik: texts, pics etc.)

it CTixm

- Bee cTuxn
- ¥cTHoe ua TBOpUECTBO oGuTareeit cexropa M1

::: [Ipo3a u Bpojie npo3s1

- "Bee, cnocoGHbIe bIIATE /bIxaHHe" (OTPLIBOK W3 poMaHa)

- "Kak B kune" (QueHb KOPOTKUE PaccKasbl O NETHX)
- Bpong Toro (BoeHHAs NOBECTE)
- Banepumit

Kot

Hymame

Puibku

Kuonka

IsTHrua

HUnn. 18: Crpunuom cobcmeennozo catima I'opanux.s

Ha caiire ["'opanuk npoga€t roBequpHbIC U3CNMsI COOCTBEHHOT0, HAPOUHUTO «OeI-
HOTOY», XPHIMEHA-Iu3aiiHa. B cBom wearables, kak nx Ha3bpiBaeT ['opanuk, oHa
MHTETPUPYET PYKOMMCHBIC 3alMCKYA HA aHTUKBAPHOW OyMare W TEKCTHl B PYYHOM
BbIIIMBKE (CM. W, 19,21 u 21).

Hnn. 19 u 20: Jléa pyxooenvuwix wearables I'opanuk ¢ pykonuchoimu 3anuckamu.®?

Q. ST sy

tad

HryT gna 3abopa kposn [*Y Hac Bnepeain BeNHOCTE”)
(cepyn Pantomnesia)

Pyunan BuiwniKs, COpeOpAHAn HItTh, CTAML, INACTHUHAA NEHTE

-mnesia: wearable things
™

82 Topanux (2002).

8 www.linorgoralik.com (mpesxne www.linorg.ru [07.02.2021]). Bce ummtoctparuu Iopamuk

(. 19-23) BOCIpOU3BOAMTCS B ATOU CTAaThe C pa3pelieHueM [ opaiuk.
8 Tam xe. Pesxum moctyna: http://linorgoralik.com/mnesia/ [07.02.2021].
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Hnn. 21: Pyxooenwuuiii wearable I'opanux c pyunoii éviuuskoir. >

Pykopnenue, pykonuch U «0eIHas 3CTETHKA» BO3BPAILAIOTCA B BU3YAIbHBIX KOM-
no3urusix [opamuk. «Amorpadum» (2017) — cepusi UKOHOMOJOOHBIX KapTHH,
KoTopele ['opanuk npeacraBuia Ha BbicTaBke B MockoBckoM LlenTpe Moasbl u
Juzaitna u Ha coocTBeHHOM caiite. Cepusi BAOXHOBIJIEHA pabOTOM ¢ OyMaKHBIMHU
WKOHAMU TPYMIbI, CIOKHUBIIEHCS BOKPYT CBSIIIEHHUKA-aBTOJUJAKTa (M aHe-
rpayHaHoro KyiasTypHoro reposi) Ceprest Kagparosa. Ha ¢one coOcTBeHHBIX
PYKOIUCHBIX TEKCTOB ['Opaik BCTaBIsiET cTapble coBeTckue ¢oTorpaduu B
«‘OenHble’ OKJAAbl: BMECTO 30JI0Ta U cepedpa — METAIIM3MPOBaHHAs Tyallb,
BMECTO KaMHEW W 3€pHH — CTpasbl JJIs JACTCKUX IMOJEJIOK W JICIIEBbIA Oucep»
(cm. win. 22 u 23).86

Hnn. 22 u 23: Ukononooobuvie «bednviey pabomwvl I opanux ¢ pyKOnuCHbIMU MeKCmamu u3
cepuu «Anozpaguur (2017).%7

Bwmecrte «Anorpadumny, wearables, nuzaiin caiita u (adII-npo3a MOKa3bIBAOT,
yto ['opanuk B odd- m oHnaiiH-pabOTaXx HACTaMBAET Ha ICTETUKE HECOBEP-
HIeHCTBa M «TomopHocTH». Korma s cnpocuna ['opanuk 06 3Toil cTpaTeruu B
2016 u 2017 rr., oHa MoOJYEpKHYJa, UYTO i HEe HEOPEKHOCTh U KPUBOCTh —
KJIIOueBbIe paboure Kareropuu.®® OHa ykaszana MHE Ha TPH CTaThU, B KOTOPBIX
OHa M3y4YaeT TPAHCTPECCUI0 U KPUBOCTh B MOJIe M HCcKyccTBe. B «CThIHO, Kak
Bo cHe» (2012) IN'opanuk mHTEpecyeT pa3roBop O (HE)yMECTHOCTH OJCKIbl B
ONPENEIIEHHBIX COLMAIBHBIX CUTyauusax. B crarbe «BarnHaIbHBIA TPUKOTAXK U
axypuble Oamakmasby (2015)% oma mcTOpMHEcKH KOHTEKCTyanu3upyeT Oym
pPaAUKaIbHBIX BS3AJIbHBIX MPOEKTOB (MOXO0XKHX Ha MPOEKThI, KOTOpble Mak-

8 Tam sxe. Pesxum nocryna: http://linorgoralik.com/mnesia/ [12.02.2019].
8 T'opamux (2017a).
8 Topamux (2017a).

88 JInumas mepenmcka mo »7eKkTpoHHOH mourte (19 oxTa6ps, 21 HOAGps 2016) M pasrosop
aBTopa ¢ ['opamuk (22 mas 2017).

8 Topamuxk (20156).
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®s7eH MpencTaBIseT KaKk OTBETHl HA IUTHTATU3alKI0 B ynmoMuHaemoM “Radi-
cal Lace and Subversive Knitting”). B acce «Kpusoit B uectn» (2016) I'opanuk
COTIOCTABJIAECT PEAKLUUU XYJ0KHUKOB M JIM3aiHEPOB Ha «IOBBIIICHUE TJI00aIh-
HOM BHIMMOCTH» YE€JIOBEKa B MEIUATHU3UPOBAHHOM OOIIECTBE (ISl MPUMEPOB
cM. wit. 24 u 25). CnoBamu ['opanuk, MOBBIIIIEHHAs 3aMETHOCTh — Ta JKe
3aMETHOCTb, KOTOpasi, KaK Mbl BUEIIM, BOJIHYET SKCIIEPTOB MO OHJIAH-TIep(eK-
HHOHKM3MY ", — 3aHOBO JIETHTHMUPYET NPEKHUMA PAa3roBOp 00 «OTTaJIKUBAIOIIEM,
HENPUATHOM, HEICTETUYHOM», OT KOTOPOTO THUIEPMEAMATHU3UPOBAHHBIA MUD
OOBIYHO «OTKJIOHAETCS». !

Unn. 24 u 25: “The Imperfectionist” (Sophie Duran, 2010) — o0un u3z apm/ou3ain-npoexmos,
xomopwie I'opanux obcyscoaem 6 ceoux scce.”’

Cgectu acce 'opanuk, €€ au3aitH/apT-IPOEKThl U OJIOT-TIOCTHI K OJHOM MOHO-
JUTHOM aBTOpCcKO# (uiiocodpun ObUTIO OBl ymporeHueMm. E€ paboTel HYKHO
YUTaTh M0 KpaliHEeH Mepe BHYTPH TPEX KYJIbTYPHBIX KOHTEKCTOB.

TepriumocTs ['opanuk MO0 OTHONIICHHIO K OTeYaTKaM W paboTa ¢ «OeTHBIM
calT-I13aliHOM BO3HHKJIA B IEPBOM KOHTEKCTE — PYCCKOM JINTEPATypPHOM UHTEP-
Here. Ha »Toi kimroueBoit ajis He€ pabouell IJIONIAJIKE C CaMOro Havajia Ipu-
BETCTBOBAJIACH MOATHKA JWJICTAHTCTBA U Tpad)oMaHCTBA (TEPMHUHBI, KOTOPHIE HE
CIaydaiiHo MapkupoBamuch B «Jlopo»).”> B 2000-x IT. pycckue mnmcaresu-

% APA (2018).

1 Topamuk (2016). ITocne 03HAKOMIEHHS CO CTaThAMU 51 mpuriacuia [opamik B AMcTepaam
Ha KOH(EPEHIMI0 B KOHTEKCTEe Moero mpoekra “Sublime Imperfections”. B pamkax sToro
MPOEKTa OHA B JAHHBIH MOMEHT paboTaeT Haj aHAIU30M (PETHUIIU3ALUU HECOBEPIIEHCTBA B
MoJie ¥ body wear. ITOT aHaIM3 5 PElIMia 37IeCh HE IPUBOANUTh: OH HE3aKOHUYEH U B OTIIMYHE
OT Ha3BaHHBIX cTaTel, KOTophle ['opanuk nucanga A0 HAIIETO 3HAKOMCTBA, MUILETCS KaK Mps-
MOM JMAaJIOT ¢ MOUMH HCCIIEJOBAHUSMH.

92 https://www.dezeen.com/2010/05/04/the-imperfectionist-by-sophie-duran/ [07.02.2021].
% Cm. Kyssmus (1998); Schmidt (2011). B «Jlopo», Kak HalMCaHO BHIIIE, PACCKA34HK HA3bI-
BaeT CBOM HappaTWB « MYyCOpH[oH| KHHT[0il]», «Oe3 MpU3HAKOB JUTEpaATyphl, Aaxke rpado-

MaHCKOW», «[4]TOOBI HeNb3s1 OBUIO O HEl TOBOPUTH — MPO(PECCHOHATBHO WM JUJIETAHTCKH
oHa HammcaHay (XneoHukoBa 2002: 34-35).
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OJorephl OXOTHO MPEACTABIISIIN OHJIAWH-MENHNa KakK MmIaTdopMy IS S3BIKOBBIX
UTp, XaNTyphl U JTUHTBUCTUYECKON HepANUTMBOCTH («C TOUYKM 3peHUs Neperayut
OMbITa», — MHcaja XypHaiaucTka Mapuna Mutpénuna B 2003 1. 006 oHmaiiH-
UCbME, — «HEMOCPEICTBEHHBI TEKCT Ooyiee IEHEH, YeM OTpPeIaKTHpPOBAaH-
HEI»).” OHnaiH-uHTEpEeC K OmMMOKaM (M aHTHMIATHA K CIe/UITdeKepaM) pajiv-
KaJTU3UPOBAJICS B TaK HA3bIBAEMBIX «MaJoHKa)PCKUX» SppaTUBaxX, KOTOPHIE
MOJIE30BAJIMCh MOITHOW CyOKYJIbTYpPHOU MOMYJISPHOCTHIO B cepeaune 2000-x TT.
B «Manudesne aHTUTpaMaTHOCTUY» «MaIOHKW» CHOPHIIN, YTO «[M]a Mepu caBUp-
IIICHCTBA KAMIIOTBIPHBIX CHWTYEKUPAB PYCKUNW HW3BIK HWIIO OOJIIE MaTepsuT
CBaMX HUIACPEACTBUHHACTU M abasHus».” [OpaluK M «IaJoHKH» — HE POIACT-
BEHHbIE JYIIM, HO PYHETHOE YBIIEYEHHE 3ppaTUBaMH U Ipad)OMaHCTBOM HEIb3S
U30JIMPOBATh OT €€ OTHOILICHUS K OTleYaTKaM U IUJICTaHTH3MY.

VYnop T'opamuk-3ccericta Ha KPUBOCTh M TPAHCTPECCHIO OTBEYAET BTOPOMY
KOHTEKCTY, B KOTOPOM MOXKHO YHUTaTh €€ paboTy, — 3TO TEOpHs MObI, AU3aliHA U
disability studies. B 3tux obnactsax B 2000-¢ u 2010-e IT. MBI BUIUM HHTEPEC K
KaTE€ropuy HECOBEPILICHCTBA B OTBET HA MEAUATHU3ALIMIO U TuruTanu3anuto. B 2002
I. TOJUTAHACKHMNA Au3aiiH-3kcriepT Pennu Pamakepc yke HaOmionana «uMHTEpEC K
HECOBEPLIEHCTBY» Cpeau an3aiiHepoB. [1o e€ cioBaM, OHU «UITYT NOAJIMHHOCTEY B
«OTBET Ha IOMUHHUPYIOIILYIO NEPPEKIIMOHUCTCKYIO TEXHOJIOTHIO HAILIETO BPEMEHH,
KOTOpast BCE JallbIIE OTOIBHIAET YeJIOBEYECKUE HENOCTaTKI». ® TeopeTuk Mopl
Onbra BaWHITEH B HENABHEM HWHTEPBBIO MPUXOOUT K CXOXKEMY BBIBOMY.
«OCTEeTHKAa HECOBEPILEHCTBA», MO CJI0OBaM BalHIITEHH, «CTAaHOBUTCSA 3aJI0TOM
TIOJIMHHOCTH» B COBPEMEHHBIX UCKYCCTBE M Moje.”’ J[e0aThl 0 MOJ0OHBIX JCTe-
TUYECKUX CABUrax — M 0Oojiee MIMPOKUNA MHTEPEC K B3JIOMAM M «TEXHHUYECKUM
3arpyaHeHusM» (BcrioMHUM LIIKII0BCKOT0), KOTOPBIH s ornucalia BbIlIE, — 3HAKOMBbI
Y peJIeBaHTHBI 1A ['opayivk, KOTopast B CBOE BPEMsI PENIOAABAIIA TEOPUIO MOJBI U
KYJIBTYpPOJIOTHIO B MOCKOBCKOM Briciieit [1Ikosie DKOHOMUKHU.

TpeTuit KyJbTypHBIM KOHTEKCT CBSI3aH HE C MEXHOJIOTUSMHU, A C MeOJIOTUEN.
WUnbst KykynuH BUIUT «Anorpadun» Kak 4acTh COBPEMEHHBIX 3CTETHUYECKHX
IPAKTHK, B KOTOPBIX «BBIPA0OATHIBAIOTCS HOBBIE MOJEIN CO3HAHUS» O PYCCKOM
oOmiectBenHoM Kpusuce.”® KyKyJauH BEPHT, UTO MOJIOTHA B OTBET HA COLMANIb-
HBIM KPU3HUC «IIOKa3bIBAIOT CETh, COCTOSIIYIO U3 JIIOACH, [...] HAPOUNUTO HECO-
BEPILICHHBIX M HYXXIAIOIINUXCSI B COYYBCTBMM M sMmarum». 1lo cnoBam Kyky-

%4 Cm. Rutten (2014); Mutpénuna (2003).

%5 O «e3bike magonkad» u ero «3ppatupax» cM.: I'yceiitnos (2008); 3epena (2009).
Hctounuk nuratel u3 «Manudesna»: http://www.guelman.ru/slava/manifest/shelli.htm
[07.02.2021].

% Ramakers (2002: 164, 172). O HecoBepIIeHCTBE KaK NPOIAYKTUBHOH KAaTerOpHH B KOH-
tekcre disability studies cm. Takxke Clare (2017).

97 Baitamreiin (2018).
%8 Kykymus (2017: 226).
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JuHa, paboTy C coBeTCcKoW moBceqHeBHOCThIO M DIY-acreTnkoit B «Amnorpa-
GusAX» HY)KHO YMTATh B KOHTEKCTE «UEH KEHO3UCA, CAMOYMAJIEHUs». "

Nutepnperanus KykynauHa BOCXOIUT K CTapbIM OOTOCIOBCKHUM (M TIO3KE
00IPUYTCKUM — HO 3TO OTenbHas ucToprsa' ) yoeskIeHusIM 0 HECOBEPLIEHCTBE
muposganus. % Topanyk cama HacTaMBaeT Ha CXOXKEM NPOYTeHUM Anozpaguu.
«51 rmy0oKO Bepro», — TaK OOBACHIET OHA B UHTEPBBIO, —

4TO MUPO3JAHUC [ . ] n3JaJIC€Ka MOXECT BBIIVIAACTh AOBOJBHO LCJIBHO, a B6HI/I3I/I, B
Ka)XI0H KOHKPETHOW JIeTallu, O4eHb INTyOOKO HECOBEPIIEHHO — U S BIKY B 3TOM
qUCThI BOXKEeCTBEHHBIN MPOMBICEN: B MPOTHUBHOM Cliyyae OHO ObUIO ObI HEZOo-
CTYIIHO IJid HaC, HCIIO3HABACMO. Ero mMepoOxXOBaATOCTb — 3TO MUJIOCTH FOCHO,Z[HH.
[IpencraBeTe cede, 4TO BBl BXOAWTE B HACATBHO YOpPaHHOE MOMENICHHE: B HEM
CTpalllHO HAaXOAWUTLCSA, OHO CJIIOBHO OBl HE MNPpCAHA3HAYCHO IUIA KU3HU, TCICPb
npezacTaBbTe ceOe Jajueko He WACAIbHO YOpaHHBINH, HO OYCHb OOXKHTOM J1OM, TIie
MOJKET BaJISTBCS Ha IOy JETCKasi UTPYIIKa, TJe Y CTCHBI OOJICTUIICS YTOJl, — TaM
JKUBYT JIIFOJJU, TaM B MNPUHOUIIC MOXHO BBIKHUTb. HeCOBepHIeHCTBO MHpa — 3TO
boxbs MMUIIOCTH, OH TakuMm 06pa30M ACIACT 3TOT MHUP BBIHOCHMBLIM JJISI HECO-
BEPILICHHBIX HAC; JIeNIaeT COpa3MEpHbIM, CONPUPOJHBIM HaM W CacaeT Hac OT
KpaliHell HEeHaBUCTH K ce0e, OT YyBCTBa HEMPOCTUTEIBHOTO HECOBEPIIEHCTBAa. MHe
KaKETCS, YTO 51 — YEJIOBEK C IUIOXMM IJIa30MepoM — paboraio 0e3 JMHEHKH H
LUPKYyJIs, HATIPUMEP, TIPOCTO TIOTOMY, 4TO TOT/Ia 3TOT 3 deKT OyaeT BeiepxkaH. 2
Tak xe, kak U B Tekcre «KpuBou B 4dectw», l'opanmk mpociaBisieT 31€Ch
HeuZcallbHOE. B MHTEPBBIO, OJTHAKO, OHA HACTAMBACT HA KATETOPUU HE KpH-
BOCTH, @ HECOBEPILIEHCTBA U NIPEICTABIIACT €€ HE KaK OTBET Ha MEAUATU3ALHIO, a
KaK cyry0o0 TE€OJIOTHUECKYIO KATETOPHIO.

CormocraBnenue 0JIOT-IOCTOB, AU3aiiHa U 3cce ['opanuk MoKas3pIBaeT, uyTo &
CKJIOHHOCTB K «IIEPOXOBATOCTSIMY HENb3sl PACCMaTPUBATh MCKIIIOYUTEIHHO KaK
OTBET Ha Meauarm3aimioo. MHTepec K He3aBepIIEHHOMY M TOIOPHOMY, Oec-
CTIIOPHO, MPOXOAHUT KPACHOW HUTHIO Yepe3 TBOPUYECTBO [ opaimk, u Kareropus
HECOBEPILIEHCTBA — KIIFOYEBOM KOMIIOHEHT €€ MHupoco3epuanus. MenuaTu3arms
— oHa U3 MpobieM (HO HEe eAMHCTBEHHAs), KOTOPbIC ONMPEICISIFOT 3TO MHPO-
co3eplanue (Tak e, KaKk JUTHTAIN3alHsg — KOHEYHO, BCErO JIMIIb OIHA W3
0ojee IMIUPOKOro CHEKTpa MpoOJeM, KOTOpble HMHTEPECYIOT XJIEOHHUKOBY H

9 Tam sxe: 245.
100 TTpo 063puyToB 1 puTOpHKY Hecosepinenctsa cm. Kalb / Rutten (2019).

101 CM. mpoGneMy HecoBeplIEHCTBA KaK MOJOXKHUTENBHON KaTeropuu B Teonoruu: Loughlin
(2007, ed.: 272); B UCTOpUU PEIUTHH U E€BPEHCKOM MHPOBO33PEHUH (Ha KOTOPOE HEOIHO-
KpaTHO cchutaetcs ['opanuk B uHTepBBIO): Grant (2012); Verkaaik (2014); u B 003puyTCcKOM
noatuke: XKaxkap (6.1.). braromapro Minbto KykynuHa, KOTOpBI yka3an MHE Ha Mapajuiesb
MEXIy HHTepecoM [OpaluK K HECOBEpIICHCTBY M MHPOBO33pEHHEM 003pUYTOB (B 0OCO-
oennoctH, ¢unocoda fkopa JlpyckuHa, KOTOPHIN Tak omucall cBoe Mupocosepianue: «He-
OosblIasi MOTPEHIHOCTh — 3TO HEYCTOWYMBOE paBHOBECHE B HepaBHoBecuH [...] S momsut
COBEPIIECHCTBO MMEHHO B HEKOTOPOM HECOBEpIICHCTBE, B HemocraTke» (/[[pyckuH nuT. B
Kakxkap (0.1.)).

192 Topanux (20176).
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[TaBoBy). B TO %€ BpeMs ynop Ha «KpUBOCTb» U HECOBEpUIEHCTBO Mupa ['opa-
JUK-TEOPETUKA HEJb3d H30JIMPOBaTh OT (POPMAIbHBIX «IIEPOXOBATOCTEN» €&
oHJIaliH-paboThl. Omnevarku B €€ OJor-mocTax CiIydaiHbl, HO OHU HE Tpe/-
ctaBisOTes it ['opanuk npo6iemoit. B e€ xynoxecTBeHHON dunocopuu oHU
IUIOTHO THEPEIIETAIOTCS C OCSI3aEMO JTFOOUTEIBCKUM JIU3aHOM, CKJIIOHHOCTBIO K
HeacTeTnyHoMy, DIY-ntuceMoM 1 paboToit «0e3 TUHEHKN.

Bo3sBpaiarocs k cBoemy IieHTpalibHOMY Bompocy. Kakue QyHkimm mpoenu-
PYIOT MHCaTeNN U UX KPUTHUKU HAa HECOBEPIICHCTBO B 3py LU(POBOTO yCKOpe-
Husa? Kak B uctopusx «Jopo» u «Ilucem», Tak u B ucropuu ['opanuk Hecosep-
IIEHHOE W HE3aBEPIIEHHOE MPEACTABIAIOTCA KaK 3aJI0TH «IOJUTMHHOCTHY (Pama-
kepc u Baitnmreiin). «HenocpencrBeHHocTs» (MuTpeHuHa) Wi, B TaJOH-
kaddckoit opdorpaduu, «HUIMOCPEACTBUHHACTHY, «abasHHUSI» — €IIe JIBE
ad()EeKTUBHBIX KaTErOpUHU, KOTOPHIE BBHICOKO IEHAT JIOOUTEIN OMNEYaTOK H
TOIIOPHOU 3CTETUKH B 3TOW UCTOPHHU.

3axnouenue

[Tonseném uroru. B «/lopo» kox BeITECHSET U pa3pymacT TekCcT. B «Ilucemax B
COCEJIHIOI0 KOMHATY» aBTOp MPOTHUBOMOCTABIAET (KPACUBYIO, HO) MOTEHI[UATb-
HO «KpHUBYIO» pyKomuch nudpoBoit mamuHonucu. U T'opanuk mpuBeTcTBYyeT
OMEYaTK M HECOBEPIIEHCTBO B OJIOT-MOCTaX, 3CCE€ M BU3YAJIbHBIX padoTax.
ComnocraBiieHHE TPEX KEMCOB MOKA3bIBAET, YTO MBI UMEEM JIEJIO C TPEMs pas-
HBIMU aBTOPCKHMM CTPATErusIMH, KOTOpPbBIEC, OJHAKO, CXOXKH B OJHOM OCHO-
BOIIOJIAraroleM OTHOIIEHHH. B KaxIoM Mbl HaOdogaeM Kakoe-Tnbo Hame-
PEHHOE «3aTPyIHEHHE», «KPUBOCTb» WIIM «HAPYIICHHUE» (UCIOIb3Ysl TEPMUHBI
[IkT0BCKOTO) SI3bIKOBOM, MUCbMEHHOM W/MIIM 3CTETHUECKOH HOpMBI. TO TEKCT,
TO OTAeNbHbIE OYKBBI (M, B ciydae ['opanuk, Bu3yanabHbie 00pasbl) MOJBEp-
raroTCs MOATU3AIUHU U 3CTETU3AIMU KPUBOCTH, IEPOXOBATOCTU, OMUOOYHOCTH.
Ota omMOOYHOCTh — 3aJIOT OMPENEIEHHBIX (PHIOCO(PCKUX U 3MOIMOHATBHBIX
[IEHHOCTEH, KOTOphIE, COTJACHO MOIMYJISIPHOMY IUCKYPCY, HUCUYE3al0T B IH}-
poByto 3py. «AyrentuuHocth» (Illaxanar), «nommunocte» (Pamakepc, BaiiH-
HITENH), «4yBCTBEHHOCThY», «TaKTWJIBHOCTHY (Mak®>3/JieH), OLlyTUMOCTh «Ma-
tepun» (bpumienOypr), «yHUKaIbH[OCTh |» U «ayTeHTUYH[OCTh| ‘aBTorpad[a]’»
U «IPUCYTCTBUE MHIUBUIYyanbHOro nucarens» (Ban leiik u Hed), u «uemno-
CpeICTBEHHOCTh» (MUTpEHHHA): BOT KAKHME MEYThl U YCTPEMJIEHUS ABUXKYT B
MOUX TPEX UCTOPUAX KPUTHKAMH M TEOPETUKAMH B TIOMCKAX HECOBEPILICHCTBA.

Mx medTbl HE HOBBI. HOI[O6HBIC NpCACTaBJICHUA TIOABJIIJINC U B APYTHC
MNCPHUOAbl PAAUKAJIBHOI'O TCXHOJOIMYCCKOI'O IIPOrpecca — HAIpUMCpP, B paHHeﬁ
COBPECMCHHOCTHU B OTBCT Ha I/I306pCTCHI/IC KHHUTOIICUYaTaHuA. Tor):[a OHHU IIpO-
ABHUINCH B HEOOBOJIBCTBEC HOKYHaTeJIeﬁ «HCOPUTHMHAJIIBHBIMU» W «IIOBCPXHOCT-
HBIMK)> — I1I0 CPAaBHCHHUIO C PYKOIIMCHBIMHU — IICYATHBIMU KHI/II‘E\,MI/I.IO3 B oTBeT Ha

103 Schmid (2005: 15-16).
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XKaNOObl M3MAaTEN CO3HATENBHO «IPOCIUPOBAIA AyTCHTUYHOCTH B OOJACTH
TIeYaTH», UCIIOJb3ys KBa3UPYKONKMCHBIE M HAMEPEHHO HEpOBHBIE WpUQTHL.!* B
HE CTOJIb OTJAJIEHHOM MPOLIJIOM — M OKOJIO TOro BpemeHu, koraa IlIknoBckui
paccMaTpuBall «HAPYIIEHNUE» U «HECOBEPIICHCTBO» KaK CyTh MOJ3HH, — MOJ00-
HOE BuJICHUE HaxXoauM Y GyTypUCTOB. DYyTYpUCTCKUE XYI0KHUKH TEMaTHU3UPO-
BaJIM OTICYATKU W TPEJICTABIISUIA PYKOIHCH KaK 3aJ0T «OCBOOOXKIEHUS U HEpe-
TYJSIPHOCTW» MMEHHO TOrJa, KOrJa IHPOKO PACHPOCTPAHWIACH MAIIMHOIIKUCH
(cM. 1 mpuMepoB mit. 26 u 27).19

Hnn. 26 u 27: Obnoscka Hamanuu I'onuaposoil ¢ K6a3suHepauaugol pyKonucvio 0is coop-
Huxa cmuxomeopenuil Kpyuénvix u Xnebnuxosa u napouumo Hepauwiusviii ouzavn Muxauna
Jlapuonosa ons cbopruxa cmuxomeopenuti Kpyuénwix (ob6a 1912 2.).1%

O nogo06GHKBIX IPEACTABICHUIX B NEPHOALI TEXHOIOTHYECKUX U3MEHEHHMI THCa-
M yke ynomsHyTelii Buinam Bogau u apyrue teoperuxu meaua.'’’” Onanako
5TH TEOPETHKH, KAaK IPaBUIO, OOpAIIAIOTCd K aMEPUKAHCKMM M 3alajHo-
EBPOINEHCKMM SMIMPUYECKUM IIPUMEPAM. BBIIO OBl IIOJE3HO COINOCTABUTH aMe-
PUKAHCKHME M 3allaJHOEBPONENCKUE KyJbTypHbIE HApPaTUBBl O TEXHOJIOIH-
4eCKOM IPOIPecce ¢ POCCHICKUM, KOTOPBIH B TEUEHHE J1BA/ILATOrO BEKA Pa3BU-
BAJICS B TECHOM CILIETEHHMH C (PyTYPUCTCKUM IIPOEKTOM H, MO3XKE, C TPamULUei
camm3aTa. B HENoJLEH3ypHOH JIUTepaType «HaluuMe MpaBKu» U «[plykomuc-
Hble ¥ MALIMHOMMCHBIE ‘BKPAIUIEHHs’ CO BpPEMEHEM ObLIM OCO3HAHBI KaK KOH-
CTPYKTHBHEIE IIPHEMBD», W HENPO(YECCHOHAIBHO O(QOPMIIEHHBIE PYKOIHCHBIC
MaHyCKpPUITHl (DETUIIMPOBAIM KaK 3aJlof MOPAJbHOH YCTOMUMBOCTH IEpe
JIUIIOM COBETCKOi BiacTw. %8

[TonoOHBIN KOMITAPATUBHBIA MCTOPUYECKUN IMOJIXO0J 3aCIyKUBAET OT/EIIb-
HOTO aHajau3a. 37eCh Mbl OTPAaHUYHMBAIKNCH BOMPOCOM, Kakue (YyHKIMH TpOe-

104 Johns (1998: 174).
105 Bartram (2005: 32).
196 Plcrounuk: courtesy Getty Research Institute, Los Angeles.

107 Cpenn mpounx cm. Neef / Van Dijck / Ketelaar (2006); Gilmore / Pine (2007); Baym
(2010).

108 Cyxogeii (2003); cm. Tak sxe: Komaromi (2004).
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UPYIOTCS Ha HECOBEPILEHHOE, «HEIOJENaHHOe» NHCbMO B IM(POBYIO 3py?
BrnusarensHbI aMepUKaHCKHM 3KCHEpT B oOiacT koMMmyHuKamu Hancu beitm
YTBEP)KAAET, YTO CITyCTS «TBICSYENETUS] TMOCTEe HM300pETeHUs! MEPBBIX KOMMY-
HUKALIMOHHBIX TEXHOJOIMM, MBI BCE €IlIEe CTPEMUMCS K COXPAaHEHHUIO ayTeH-
TUYHOCTH YEJIOBEYECKUX CBs3ell U camux ceOs».'” Ananms momx Tpéx Kelcos
MOKa3aj, Kak MOJ0OHBIE CTPEMIICHHUS PE30HUPYIOT HE TOJBKO B AHIJIOS3BIYHOM
KOHTEKCTE, HO U B HOBOM PYCCKOW Mpo3€ U MOo33uh. Eciau BEpUTH KPUTHKAM, TO
JUTEPaTYPHBIN (M TIIATEIBHO CTUJIM30BaHHBIN) yrop XiieOHMKOBOM, [1aBmoBoi u
l'opanuk Ha CIOMaHHBIA KOJ, MYyCOp, OLIMOKH, OMHMCKU, KPUBOCTh W/WIIU LIEPO-
XOBAaTOCTh CBUJIETEIBCTBYET MMEHHO O HEXBATKE «AyTEHTUYHOCTW», «TAKTWIIb-
HOCTU» M JPYTUX JePUIMTAX, CBOMCTBEHHBIX IIU(PPOBOI 3M0Xe. A €cliu BEpUThH
caMUM TMHCATENsIM, TO JIF0OOBb K MPUEMY HECOBEPILEHCTBA YIOBJIETBOPSET €Ié
OIHO HEMAJIOBA)XKHOE JKEJIAHWE — JKEIIAHWE, KOTOPOE, BO3MOKHO, Jy4lIe BCETO
OOBSICHSIET HEM3MEHHAs TOIMYJIIPHOCTh MPHUEMA: 3TO KeJlaHhe He MOruOHyTh. Kak
roBOpHT [ OpasiK, TOJBKO B HECOBEPIIEHHOM MUPE «MOYKHO BBIKHTE. ! 1°
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JAuckypcuBHbIN Kou1axk B ctuxax Haraasu PomanoBoit

Discursive collage in verses by Natalya Romanova

As an object, the last three books of N. Romanova’s poems are considered: “Atrocity”
(«3BepcTBoY), “Cannibalism” («JIromoenctBo» — both 2015), “Textbook of literature
for morons” («Y4eOHuK nuTepatypsl A npuaypkos», 2019). Her works can be
attributed to the St. Petersburg branch of the counterculture. Performative, transgres-
sive “trash poetry” of Romanova is a speech gesture of illocutionary nature. Her “of-
fensive art” violates the norms of decency, common sense, tolerance, and poetic canon.
The texts are built as a collage of fragments of discursive practices: fake news, ideo-
logical clichés, allusions to the classics, youth jargon of hipsters, vulgarisms and ob-
scene vocabulary. Romanova’s poetry demonstrates the devastation of cultural signs,
the grotesque idiocy of the overwhelming mass of consumer society.

Keywords: contemporary Russian poetry, performance, counter-culture, intertext,
transgression.

CoBpemeHHas 10931 MOXKET OBbITh APKO-TephOpMATUBHOM, OCTaBasICh HA CTpa-
HUIaX KHUT. [lepdopMaTUBHOCTH IMO33UM MPOSIBISIETCS HA PEUYCBOM YPOBHE,
KOTOPBIN «pa3bIrPhIBACTCS» MEPE UATATETIEM B MOMEHT YTeHUS. B cripaBoYHOM
usznanuu no "Happatonoruu “Handbook of Narratology” (Berlin — N.Y., 2009)
pa3BoAATCS MOHATHUS TIephopMaHC, TO €CTh BOIUIONICHHWE COOBITHI Ha Tia3ax y
3pUTENICH B ONMPEJCICHHOM MECTE W B OMNpPEACIIEHHOE BpeMs, U mephopMaTHB-
HOCTh KaK HMMHTAIUsl WILIIO3WH TnepdopmaHca, HalpuMep, B JIMTEPATyPHBIX
texcrax.! Poymu Tonnbepr, yTBep:kaas, uTo cama npupona mepdopmanca He
JOMYCKAeT TOYHBIX MeHUHHUINKN, OyIy4YH «OKMBBIM HCKYCCTBOM B HCITOJTHCHHH

! Jlpau (2015: 437).
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XyI0KHUKOB»,” ¢ HEOOXOAMMOM BH3YyalbHOM COCTABIISAIOIIEH, TEM HE MEHEE,
OTHOCHUT K nepdopMaHcaM pa3Hble XYJ0’KECTBEHHbIC MTPAKTUKH, B TOM YUCIIE U
MaHU(peCTbl (PyTypHUCTOB, MOCKOJIbKY OHU LIOKMPOBAIU MYyOIHUKY, pa3pyllaiu
3CTETMYECKUE HOPMEL> IIPOTUB KECTKOrO MPOTHBOMOCTABIEHUS «TEKCTa» H
«mepdopmancay Beictynaet Jopuc baxmann-Menuk, ccpuiasch Ha OaXTUHCKYIO
TEOPUIO KapHaBaja M Jualiora MPUMEHHUTENbHO K JIMTEPATypHBIM IMPOU3BEC-
HUSIM, YIOMHUHAs! CTUJIM3ALUIO, MBIIUIEHUE COLMATBbHBIMU POJIIMUA KAK MOMEHTBI
IIOPOKAEHUS U M3MeHeHus KynbTypHoro.* Enena Kypanrt, Karaxuna Cricka B
cTaThe 0 NepHOpPMATUBHOCTH B « IKCIEPUMEHTAIILHOM CJIOBape HOBEUIIEH Jipa-
MaTyprum» OTMEUYaIOT BO3MOKHOCTh PACHTUPEHHOTO TTOHUMAaHUs TiephopMaTHB-
HOCTH, YKa3bIBasl, B YaCTHOCTH, 4TO coryiacHo F0. Xabepmacy MOKHO TOBOPUTH O
nephOopMaTUBHOCTH TEKCTa B TOM cllydae, KOrja TeKCT HE CTOJIbKO TOBOPHUT O
YEM-TO, CKOJIBKO ITOKa3bIBAET, OCYILIECTBISECT «3aMHTEPECOBAHHYIO CAMOpEIpE-
3eHTanuioy».> 110 HOBOAY «HOBOM JpaMbl» aBTOPHI CJIOBAPHOMN CTATHU IHUILYT:
HMeHHO TekCT (He AeiCTBUE, HE MHTPUTra) CTAHOBUTCS LIEHTPAJIbHBIM JIEMEHTOM
JpaMHlI [ ...] XapaKTEpHO CTPEMIICHHUE 3aIIeYaTIETh «’KHBOE CIIOBO» B €T0 crierudu-
4ecKoM, HeoOpaboTaHHOM 3BydaHuH [...],°
IIPX 3TOM CJIOBO CTAHOBUTCS CPEACTBOM KOMMYHUKATHBHOI'O BO3JCHCTBUSA Ha
aapecara (HEpBUPYET, pa3ApaxaeT, IPOBOLUPYET).

O nephopMaTUBHEIX HCTOKaX JupukH nucan B.M. Troma.” On cuuTaet, uto
nephOpMaTUBHBIC JKaHPHI — 3TO >KaHPBI HETIOCPEJCTBEHHOTO JCHCTBUS CJIOBOM,
OCYHICCTBJIAIOMICTO U3MCHCHUC (SaHOBO «nepe(l)opMaTI/IponmI/Ie») caMy KOMMY-
HUKaTHBHYIO CUTYallUIo o0mmeHus.

TakoBBI KIISATBBI U IPOKJISATHS, IIPUKA3bI U IPOCKOBI, )Ka00bI, 6J1arocI0BEeHNs, IPH-
BETCTBUSI, Pa3pelICHNs, 00eIanus, OIaroqapHOCTH, 3aBelanus u T.11.° B mpuke
BEKTOp MephHOPMATHBHOCTH MOXKET OBITh amleJUISTUBHBIM (HAIPaBICHHBIM HETIO-
CPEIICTBEHHO Ha ajJipecara), JCKJIapaTUBHBIM (HAMpaBJIEHHBIM Ha (POPMHUPYEMBIit
BBICKa3bIBAHNEM KOMMYHHUKATUBHBIA OOBEKT) WJIK METUTATUBHBIM (HapaBJIeHHBIM
Ha caMoro rosopsiero cyonekra).'? IporonauTeparypusie nepGopMaTHBBL — 3TO
YKQaHPOBBIC 3aPOJIBIIIN JTUPUKHU: XBajla U XyJIa, yrpo3a U MOKOH, jKkanoda 1 )KeJTaHue.
Ot xBasnbl OepyT UCTOKU OJla U TMMH, OT XYJIbl — UHBEKTHBA, caTupa, O0acHs, OT
OTUIAKUBAHMSI — DJIETHSI, OT TTOKOSI — UAWJUIHSL, OT TPEBOTH — OaJuiaja.

2Tonnbepr (2014: 10).

3 Tam xe, 13.

* Baxmann-Menuk (2017: 125, 122).
5 JlaBnuuckuii (2019: 245-260, 246).
¢ Tam xe, 256-257.

" Trona (2012: 141-168).

8 Tam xe, 143.

? Tam xe.

10 Tam xe, 144.

1ZfK 12 (2024). 55-74. DOI: 10.25353/ubtr-izfk-186a-f165



Luckypcusnvui koanadic ¢ cmuxax Hamanvu Pomarnosoii 57

M. AitzeHOepr cunTaer, 4TO MOITUYECKOE BHICKA3bIBAHNE MOXKHO paccMaTpu-
BaTh KaK «CTEYCHUE PEUEBBIX 0OCTOATEIHCTB», OHO MOXKET OBITh OXapaKTepU30-
BAHO B «TE€ATPAIBHBIX» KATETOPHAX, KAK «CUTyalus» WM kect».!! Jlna Hac
NPUHIUIHAIBHO Ba)kHa MbICHb ['epxapna HolimaHa, BHUIEBIIETO «TEKCT Kak
“creny” a36Ik0BOM epdopmanumy». > Cornacuo Jxony Octuny,'? c1oBo Moxer
OBITh JIEUCTBUEM, TTOCTYIKOM (MJIM MOXKET ObITh YKBUBAJICHTHBIM JIEHCTBUIO), B
TaK HA3bIBAEMBIX «TIEPPOPMATUBHBIX CYKIACHHIX)», KOTOPbIE HUYETO HE OIMUCHI-
BaIOT, HU O Y€M HE COOOMIAIOT, HO UMEHHO MPOU3BOMAST JACUCTBUE (BBIPAXKAIOT
0J1aroapHOCTh, TPOKJISTHE U T.11.). Takue CyXAeHUsI HE MOT'YT ONPEIENAThCS KaK
JIO’KHBIE WJIM UCTUHHBIE, HO OMPEIEIAIOTCS KaK YCIEIIHbIE WIIK HEYCIEIIHbIE, B
3aBUCHUMOCTH OT CHJIBI MX BO3JEHCTBHUS Ha aapecata. OCTUH XapaKTepU3yeT
WUIOKYTUBHBIE U MEPJIOKYTUBHBIE CYXKIEHUS — JJISI HAC celuac BaKHbI UMEHHO
CyXJIeHUSI TIEPJIOKYTUBHbIE (YIpO3bl, YTOBOPBI, MPEAYIPEKACHUS, YOCKIACHHUS,
JIeCTh, pyranb, HacMmelka). [lepdopmaHc ecTh HCKyCCTBO BOBIICUEHUS, TJIABHOE
B HEM — BO3JeUCTBUE HA 3puTeiisl. Ho Tak e JEWCTBYIOT Ha ajpecara U Iep-
JIOKYTHBHBIC BbICKa3bIBaHUsA. Jpuka Dumep-Jluxte nmumer o nepdhopmaTuBHOM
IPHPOJIE COBPEMEHHOM KYJIBTYpHI B LieJoM. 4

[lepdopmanc kak 4acTHBIN ciydail ephopmaTiBa eCTh JEHCTBUE TPAHCTPEC-
CHUBHOE, IEPEXOIALLIECE TPAHULIBI HOPMATUBHOTO, TO €CTh OCYIIECTBIISIEMOE B 30HE
JTMMHUHAIBHOTO. [lepexo yepes rpaHuibl MOKA3bIBAET COUUAIBHYIO, STUUYECKYIO,
palMOHAIIBHYIO, PEIIUTUO3HYIO0 CKOHCTPYUPOBAHHOCTD 3TUX T'PAHUL], JEMOHCTPHU-
pPYET MOCTaHOBOUYHYIO, «Te€aTpajIbHYIO» MPUPOY KYJIbTYyphl oOlecTBa. Pa3BuBas
unen XK. baraga, M. bnanmo nu M. ®@yko, C.M. KamranoBa npearnpuHsia uccie-
JIOBaHUE HCTOPUYECKUX (OpM, CyTH MU (YHKIMH TPAHCTPECCHUH B IKU3HU
YeJioBedyecKkoro oomiectBa. TpaHcrpeccuss — 3TO COLMAIBHO HEAOMYCTUMBIC
npakTuku. MccienoBaTenbHUIA MUIIET:
TpaHcrpeccus — 3TO OMBIT OBITHS HA MpeJeNe, ONBIT HApYIICHUS TPAHUIIbI, OT/Ie-
J'IHIOH.IGfI JO3BOJICHHOC OT HCOO3BOJICHHOIO. FpaHI/II_Ia npoJeraet TaM, rac CCTb
3aKOH WJIM HOpMa, KOTOPBIE 33a/1al0T MOJIOKEHUE Bellel B 001mecTse. [...| TpaHc-
TPECCUBHBIE MPAKTHUKH, KOTOPBIE PACIIATHIBAIOT W CTABST IOJ BOMPOC TPAHUIIBI
3daKOHHOTI'O, OKa3bIBAKOTCA, TCM HC MCHCC, COIUAJIbHBIMU IMPAKTUKAMU, IIPAKTUKAMU
CONHAJIBHOI'O0 B3aUMOACHUCTBHA B TOM CMBICIIC, B KOTOPOM TpPaHCIPECCUPYIOIIHNU
WHJIUBHU] CaM OKa3bIBACTCS YacThiO 00IIeCTBa |[...]. 15

Cepreli 3eHKHMH TOJIaraeT, YTO TPAHCTPECCHUS IPOTUBOCTOUT «IIOMCKaM TOTAJIb-

HOro»,'® 5T0 He IPOCTO HApyIIEHHUE 3AIIPETOB, HO BHIXO/ 3 YEIOBEYECKUE PEIEIBL.

1 Ajizen6epr (2005: 6.10.).

2 Tlur. no: baxmanu-Menuk (2017: 147).
B3 Ocrtun (1999: 139-247).

4 dumep-Jluxte (2015: 374).

15 Karmrranosa (2016: 156-157).

16 3enxun (2019: 55).
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B kauecTBe mpruMepa TpaHCIPECCUBHOI'O MCKYCCTBA Mbl OOPATHIIUCH K «BO3MY-
TUTEJIBHON 11033un» Hatanbn PoMaHOBOM, ITOCKOJIBKY Takas IIO33Us SBHO pac-
CUMTaHa Ha KyJbTypHbIA IIOK. CBOM MMMIDK XyNOKHMKa PoMaHoBa omnpenensier
TaK: «5 — 1oxTop 3110»,!” KOTOPHIN 3aHUMAETCSI TPOJUIMHIOM OBITHS YETOBEYECKOTO.

HckyccTBO-IpOBOKALMST BOCIPUHUMAETCS KaK OCKOpOMTENbHBIN kecT. Kak
OUILIET UCCIeA0BaTeNb, IS TOTO0 YTOOBI CHUJIBHO JECTaOMIN3UPOBATH 3MOILMO-
HaJIbHOE COCTOSIHUE MHIMBH/IA, IPOBOKALIMOHHOE JIEWCTBHE JOJKHO CTaTh CEPhE3-
HbIM BBI30BOM: OCMEHBATh, OCKOPOJIATh, YHU)KaTh, NPUBOAUTh B HETOJIOBAaHUE,
IPECTYNATh IPUHATHIE HOPMEL '8

Haraness PomanoBa, dumonor u Heipodusznosor mno oOpa3oBaHHIO, aBTOP
ycnemHon MeToguku «111kosbl abCoT0THON rPaMOTHOCTHY, WIEH JKIOPU IPEMUU
«HanmonaneHbIl OecTceiiepy», U3BECTHA TaK)Ke KaK aBTOp KOJUIAXKEW W TPaIl-
ctuxoB. Ee TBOpuecTBO MOXKHO OTHECTH K METepOYPrcKOil BETBU KOHTPKYJIIb-
Typbl. Y PomMaHOBOW ABOWCTBEHHBIM MMUK: 15-7€THSA AeBOuKa-maHK (MO ee
cOOCTBEHHBIM CJIOBaM) M B3POCHBIi Menaror, jaypear ['puropbeBCckoi mpemMum.
VY Hee BwIpazuTeNbHas BHEIMIHOCThL: poawnack B Caynke (bemapyce), ortern —
BOCHHOCITYKAIIUK (4TO OT30BETCS B CTUXOTBOpPEHUHU «Mexay TaHKOM U 03T3-
3pom»), STHUYECKUM Kopeell. Pocna u yuunacek B JleHunrpane (3akoHumiia Gui-
dak JII'Y), moToM mory4miia eme MeAUuIMHCKoe oOpa3oBanue. OHA TECHO CO-
TpyAHHMYANA ¢ apT-rpynnupoBkoi «IIpores».!” PoMaHOBOM HM31aHO HECKOJIBKO
MOATUYECKUX KHUT, U3 HUX MOCJIeAHUE 1mo BpeMeHu: «JlromoenctBo» u «3Bep-
ctBO» (2015), «YueOnuk muteparypsl st npuaypkos» (2019). Ee mank-Tpai-
CTUXU HapyIIalOT HOPMBI 3[IpABOr0 CMBICIA, MPWIWYNNA, MOJTUTKOPPEKTHOCTH,
SBJISSCH JJUPUKOHN «APYTOro», TO €CTh POJIEBOM JTUPUKOM.

Haranes PoMaHoBa mosnaraer, 4To €€ TBOPYECTBO HE MMEET MOJUTUYECKOTO
3Hau€HUs. B 0AHOM M3 MHTEPBBIO OHA BCIIOMHUHAET O CBOEM IMKETE BO BPEMS
BbI0OpOB B ['ocmymy. Cyn BelHeC 0OBHMHEHHE — Kak ToBOpUT PomanoBa, «Ha-
cTosiuid apT-00bekT™: «I'paxknanka Pomanosa H.B. nepxkana B pykax MArkyro
Urpyuiky (Kpeica-maHk) ¢ Tabnuukoit: “IIpogam cBoii ronoc 3a 6yxio!”». Ho 3to,
10 €€ CJI0BaM, ObLIa aKIUs He TIOJMTHIECKas, a Xy JoKecTBeHHas. >’ B MHTEPBbIO
s mabnuka «Kype-komnaxy» (18.12.2016) ona roBopwur:

B nonutnueckoi Ku3HU CTPAHBI I HUKOT'Id HC IPUHHUMAI0 HUKAKOI'O Y49aCTHUs. bo-
JICC TOro, g1 3a HCKO HC CICKY. OTO0 He SABIAETCS JJIA MCHsI 3HAYUMBIM. Msue ne-

IIPUATHO, KOT'Aa JIFOJU IBITAIOTCA MCHSA BTAHYTH B IOJIUTHYCCKUC ,Z[e6aTBI. Mmue

KaKCTCs, YTO BOBJICUCHHOCTb XYAOXKXHHKA B IIOJIUTUKY BCCrAa Ha PYKYy TEM HIIN

MHBIM JIeATENIAM, TIPUIEM PYKH 3TH Y T€X Uy APYIUX U3HAYAIbHO Ipsi3HbIE. !

17 Pomanosa (2016).

18 Tomec (2018: 124-134).

19 Adumm BBICTyTIIIEHNH, BHIE0, TEKCTHI cCOOpaHbI Ha caifte: http://vgribe.com/ [24.06.2021].
20 http://www.sobaka.ru/city/portrety/3727 [24.06.2021].

2 http://vgribe.com/members/nromanova/publications/nr-18-12-16 [24.06.2021].
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OnHako rOBOPUTH O HEBOBJIEUEHHOCTH €€ TBOPUYECTBA B KU3Hb COLIMYMA HEJb34,
3TO ocTpocouuanbHblil xynoxHuK. Eme B 2006 r. rpynna «IIpotes3» omy06nuko-
BaJjia Ha cBoeM caiite «IIpeabsBy 001IECTBY»:

EcTb mTh TEM, KOTOpBIE HAC HHTEPECYIOT: CEKC, HACWIINE, HAPKOTHUKH, Oe3yMue u
BoifHa. CpezicTBa Halllero BeIpakeHUs (TpaIeBo-OpyTanbHas Gpopma) coaepxar B
ceOe TOTaJIbHYI0 UpOHUIO. ['1aBHAs Liedb — MOCWIBHBIN BKJIAJ B CO3JaHUE I0JIO-
JKUTETbHOro 06pasa Poccun.?

PomanoBa yBepeHa, uTo

MO3T JJOJDKEH YYTKO pearupoBaTh Ha BCE N3MEHEHMs], IPOUCXOSIIHE B SI3BIKE. |...]
JIro6oe XaHKECTBO MO OTHOIIECHUIO K S3bIKY 000payMBaeTCsl OTBPATUTEIHHOU
IpUMacoi, MOKHO Jake CKa3aTh — OCKaJIOM, 32 KOTOPBIM YK€ HUKAKOIO A3bIKa HE

BUTIHO. >

Ee 3amaua — cioMath CTEPEOTUITHOE MIPEACTABICHUE O TOM, KaKOW JI0JKHA OBIThH
M033UsI, CBOJISIIIEECS K CIEIYIOIIEMY:

Henb3st 3aTparuBath OCTphle COLMATIBHBIE TEMBI, «Pa3KUraTh» BCAYECKYIO PO3Hb,
NpOoMNaraHupoBaTh CyHIUJ W HApPKOTHKH, YHOTPEOISATh OOCLUEHHYIO JEKCHUKY M
CJIEHT, [...] COOTBETCTBUE MO3TUKO-HPABCTBEHHBIM, & TAKXKE ICTETUYECKUM CTaH-
JapTaMm, KOTOpbIE€, B CBOIO OYepellb, CKAJIbKUPOBaHbl C XPECTOMATUHHBIX KJIacCH-
YEeCKUX M COBETCKMX 00pa3uoB. CrenoBaHHe TaKOMY aJIMUHHUCTPATHBHO-3CTETHU-
YEeCKOMY TMOBEACHUIO KaK HEJb3sl JIydllle COOTBETCTBYET TPAJAWIIMOHHOMY OOBIBa-
TEJIbCKOMY CO3HAaHHUIO, B KOTOPOM CTaHAApPTU3UPOBAHHAS I1033Usl 3aHHMAET CBOE
3aKOHHOE MECTO PSIIOM € IPYTMMH COLMAJIBHBIMU CTaHIAPTAMM: TPAAULIMOHHBIMU
CeMEHHBIMH IIEHHOCTSIMHU, CITY>KEOHOM 3aHSTOCTBIO, KAPbEPHBIM POCTOM, MPABUIIb-
HBIM TIHTaHHEM, HAIMYHEM OaHKOBCKOW KapThl M BOAUTEIHCKOTO YAOCTOBEPEHUS,
MOJIMTHYECKOH JIOSUIBHOCTBIO, PETYJIIPHON TUCIIAHCEPU3aLIUEH, TPABUIIBHO OPTraHu-
30BaHHBIM OTJBIXOM, 3J0POBBIM 00Pa30M >KU3HH, O€30MaCHBIM CEKCOM, HETATUBHBIM
OTHOILIEHHEM K HAPKOTHKAM M BOCTOPKEHHO-MO3UTUBHBIM — K JIETOPOKIEHHI0. >

[To cytu nena, oHa AEKOHCTPYHMPYET, JOBOJSA 10 abcypla, Te «IICHUXHYECKHE
BUPYCBhI-MEMBI», HAa KOTOPBIX, corjnacHo Puuapny Bpoynu, 6asupyercst u KyJiib-
Typa colMyMa, ¥ MOBEIEHHE OTAeIbHOro 4enoseka.” M.B. Kykynun nuier o
COBPEMEHHOM I03TE: ATO MPEXKJIE BCETO TOT, KTO MPOOIEMAaTU3UPYET BaXKHEHUIIINE
XapaKTEPUCTUKH CaMOCO3HAHHUSA, CyObEKTHOCTH, UIEHTUUYHOCTH COBPEMEHHOTO
YeJI0BEKA M Pa3bIPHIBAET 3Ty MPOOIEMATU3AIIUIO «B JIUIIAX». 2

Kuauru ctuxoB PomanoBo# («3BepcTBO», «JItogoencTBoy, « YueOHUK pyCcCKOM
JUTEpaTypbl I NPUAYPKOBY), KaK Mbl YK€ OTMETHUIIM, MOXKHO OTHECTH K

22 Cwm. http://vgribe.com/members/gruppirovka-protez/info-prediava-obshchestvu, noanucu Urops
Mexepuriikoro, Anekcanapa Bunkuna, ['puropus FOmenko [24.06.2021].

23 Cm. http://eclectic-magazine.ru/natasha-romanova-poet-konstruktor-novoj-realnosti-2/
[24.06.2021].

24 Tam »xe.
25 Bpoyau (2007: 7).
26 Kykymun (2019: 505).
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neppopMaTUBHONW TO33UH. BO-TEpBBIX, 3TO pojieBas JHUPUKA, COOBITHE pac-
CKa3bpIBaHUs (MMUTALMS YCMHOL PEYH; TMPHKA «IPYroro»;>’ MOXKHO FOBOPHTEH O
Tpaaumu Auapes benoro, y kotoporo B ctuxax u3 kuuru «llenemy, cyobexkramu
peUYr — CO BCEMHM JIEKCUYECKMMHU U CUHTAKCUYECKUMH ITPUMETAMH — BBICTYIIAFOT
KaTOPKHUK, Tenerpaduct, 600bUIb-CUPOTHHKA, MbsHUIA U MIPOY., pUTMUYECKAS
CTPYKTYpa UMHUTUPYET MOTHUBBI «KaMapuHCKoi1», Tpenaka, >keCTOKOro poMaHca,
TIOPEMHOM TIECHH, BIUIOTh 10 (POHETHUECKOU (PUKCAIIUU TIPOCTOPEUU B CTHXO-
TBOopeHuu «Becenbe Ha Pycny).

['eposmu B crrxax POMaHOBOW BBICTYIIAOT 4Yallle BCETO IMOIPOCTKH, KOH-
GAMKTYIONMKE C YUYUTEISIMU, HEHABUAIINE POAUTENICH U UMEIOIINE «HOJb Apy3en
BKOHTAKTE», €CIIM HCIOJIb30BaTh HA3BAHME OJHOIO M3 CTUXOTBOpeHUH. Ho
T'ePOSIMH MOTYT BBICTYIIATh M B3POCIIBIC — TAKKE K€ 03JI00JICHHBIC K HECUACTIIMBEIC,
KaK MOAPOCTKHU. [ 0JI0C MPeI0CTaBIICH «PSATOBBIM IIEXOTHI apMUU MOTpebdieHus». U
KUTh UM JIOBEJIOCH B «3PYy OJIIK-ayTay, MOTOMY TaK YPOJJIMBO UX Mpo3s0aHue, TaK
NPUMHUTHBHA WX pedb. JlomomHstoT 00pa3bl Moaei «aHay ractapbanTepsl, KOTO-
PBIX TAK¥KE HEMAJIO CPEIM POJIEBBIX repoeB PoManoBOM. Paccka3bl-MOHOI0TH Map-
TUHAJIOB HEPEAKO Pa3BOPAYMBAIOTCS KaK MOKa3 OCTPOCIOKETHBIX CIIEH HACUIUS (B
rUnepOooIN3NpOBaHHON (opme, HanmomuHAromel ¢uaanm pomana B. CopoxuHa
«Poman») WM, 4TO HE MEHEE «CIIEHUYHOY», CTPOSITCS Ha TapajoKce, BIBOpAUH-
BAHUU HAM3HAHKY CaMOI'0 MOHOJIOTa, YTO MOKHO Ha3BaTh JUCKYPCUBHOM IIE€pUIIC-
Tthel. Tak, nepBoe CTUXOTBOPEHUE B KHUTE «JIr010€/1CTBOY» Ha3bIBaeTcs «KepTBay.
Hauano Tekcra 3acTaBisieT mpeanonoKuTh, YTO KEPTBOM MaHbsIKa CTAHET TUXAas,
MOPsIIOYHAs KEHIIIMHA, COKPYIIAIOIIAsCS, YTO Y Hee HE ObLJIO MY>KUMHBI:

UeM s XyKe MHOTUX POCCUMCKHX YKEHIIIMH —
pa60T;1ra, BE€pHas U HC IIbIO.

Ho u oTapIX ToXe JIF00II0 HE MCHBIIE

N MYKYHMHE CTOIIKY BCEraa HaJbIO.

ITo xapakrepy — ¢ tOMOpPOM, ITaTPUOTKA,
YBJIEKAIOCh JOMOM, JTFOOJIIO I[BETHI,
HEIMIPUMCETHOU BHCIIHOCTH, HE CCJICOKA,

a [TPUATHOU KCHCTBCHHOMU ITOJIHOTHI.
[IpoxuBaro BmecTe ¢ cectpoit B PocTose,
Ha XO34MCTBC KYPBI U €CTh CBUHbBA,
YBJICUCHBA — 3TO an6paTL, CI'OTOBHUTB,
IIOYUTATH razery «Mos ceMbsi».

KiryOpl, TaHIIBI, TBSTHKYA U PECTOPAHBI,
TOBOPS IO IIpaBJe, MHE HE IITBIPAT.
Crnatb 00BIYHO JIOKYCh S TOBOJBHO PaHo,
cpazy nociue moy «Ilyctb roBopsaT» |.. .]28

27 Cm. o ponesoii nupuke: Kopman (2006: 7-40).
28 PomanoBa (2015b: 7).
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Ho BO BTOpOI, BIIOJIHE KPOMEIIHOM, YaCTH TEKCTA MMOKA3aHO, YTO KEPTBOM CTall
KaK pa3 MyXuMHa (M3HACWJIOBAH M «3aMOYEH», a «C €ro TPYIoM He ObLIOo
3aMOpOYEK, Mbl B TP JTHSI CKOPMUJIM €70 CBUHBEY ).

BnpoueM, 1000if U3 TepoeB ATUX JABYX KHHUT JIETKO BIAJaeT B COCTOSIHUE
03BEpEHUS, J1a U JIFOJO0EICTBO BCTPEUAETCA TaM HE TOJbKO B MeTaOpUUYECKOM
cmeiciie. [Touemy? B3pocibie — BBIMENIAIOT 37100y 3a CBOIO yOOT'YIO )KU3Hb Ha TEX,
KTO PSIZIOM, a TIOJIPOCTKH BOOOIIE HE XOTAT CTAHOBUTBHCS B3POCIBIMU — TAKUMH,
KaKMMU OHHM 3THX B3pOCIBIX BUIAT. POMaHOBa puUCyET Taleperd MOHCTPOB.
Jleonun I'emsiep TOBOPUT O «IIPOTPECCUPYIOLIEH MOHCTPYAIM3ALUU COBPEMEH-
HOTO BOOOpakaemMoro», MpUYEeM O5TO HE TOJbKO BBIPAKEHUE CTpaxa Mepen
Yy2HCUM, HO OTKPBITUE B C60eM TIOTEHIMAILHO CTPAHHOTO M KYTKOr0.%

Kuura «3BepcTBO» HaumHAETCs TEKCTOM «MBUIO»: MajJb4MK XOTEN Obl HE
TOJILKO CTAPUKOB MTyCTUTh HA MBLJIO, HO U IIKOJbHUKOB, YTOOBI UM HE MPUIILIOCH
CTaHOBUTBCS CTAPUKAMMU:

51 Xo4y cTaTh MaHBSIKOM — OE3KaJIOCTHBIM CaHHTApPOM OMOMYycCOpa M HEKadecT-
BCHHOT'O MsCa.
Bonubs HaTypa («caHUTap IPUPOIBI») JIyUIle, YeM KU3Hb OOBIBATEIS:

Ho s HuKOT/1a HE OYyAy CTOATH X0IyeM B «CBS3UCTEY;

HU 32 4TO HE cTaHy MepuaHaaiizepoM B «Kpacuom Kybey,
noAaBaIbIIMKOM B «YHaliHoil J1I0KKe», TOpuKoM Ha «Cucrey,
KobacepoM Ha OIeH-31pe, 006<...>00COM B MaKOPCKOM KiyOe.
Urto — MHE, MOXKET, B IIITAHAX C MOTHEH TepeThcs Mo TodTam,

C YaIIKON 1 KEKCOM B «papTe» CUIETh ¢ MaKOyKOM,

noxa «Creese People» kuBaTh 6€3MO03TI10i#1 CBOEH TOJIOBKOI,
oGHIMaTBCs ¢ ApcerneM ITaioi, kak ¢ JyqmumM apyrom?-"

Peunr Oymymiero manbsika mepechlliaHa «MOIHBIMIY CIIOBEYKAMH ITPOJBUHYTOM
MOJIOZIC)KH YW HA3BaHUSIMU Mara3uHOB M Kade, OTBpaIlleHHE K HUM BBIPAKAIOT
nmpocropeuns u OpanHas jgekcruka. OT BCEro 3TOro reporo X04eTcs «OTMBITHCS» U
«yOepeuby (uepe3 yOMHCTBO) Apyrux jaeTeil. JIormka mpuMepHoO Ta ke, 4TO B
ctuxoTBopeHuu B. Xonacesuua ,,An Mariechen®.

B 3aBepmaromiem paszaene KHUTH «JIFOO0€ACTBO» €CTh CTUXOTBOpEHHE «bai-
THUUCKUW BETEp», MOBTOpSIONIee HACK Tekcra-snurpada. I'epoit mpesupaet
«OxymxaB u ['anuueit BCAKUX TYXJIbIX», OH U30UpaeT APYrou myTh: YUUT IIKOJIb-
HUKOB-33I193POB MUTh U KYPUTh, & IOTOM YOUBAET UX BCEX:

S cMoTpen Ha en0 pyK CBOMX PaBHOAYIIIHO:
4TO 34 JXU3Hb Y HUX 10 TOI'O, KaK s UX HpI/IMeTI/IH?

A €O MHOIO OHM Y3HAJIH, YTO 3HAYUT JIPYyK0a,
Kanonepckwuii ocTpoB, KpUK 4aek, OAITUICKUHN BETEP.

[...]

W 51 yOun ux B 3a0pOILIEHHOM 3aHUU TUB3aBOJA
Ha Cremnana Pa3zuna... queM. B conomoBoM 1iexe.

2 Tennep (2018: 32).
30 Pomanoga (2015a: 7).
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Ho ux cmex Bce IBCTBEHHEH roa OT roaa.

B kpuke vaek. B moproBoMm msi3re. B GanTtuiickom sxe.’!

BHCCB TOT 7K€ ITPUHIMWII BBIBOPpAYMBAaHUs MOHOJIOT'a HAM3HAHKY, TOJIBKO B O6paTHOﬁ
IMOCICAOBATCIIbHOCTH, I10 CPABHCHUIO C HAYAJIbHBIM CTUXOTBOPCHUCM: «KTPIIICBOCH
Ha4vaJI0O CMCHACTCS POMaHTUYICCKUMU 06pa33MI/I MOp:, BETPa, BOJIbHBIX IITUII.

B ctuxoTBOopenusix «MarepuHckas 001b» U «MaTepuHCKasi TOPAOCThY, «OT-
IOBCKast 001b» M «OTIIOBCKAsE TOPIOCThY (KHUTA «JIF0I0€ICTBO») OTKPBITO 3BY-
YHUT capka3M. DTOT OJIOK CTHXOTBOPCHHI UTOXHUT COCTABIICHHBIN M3 KIIUIIIEC TEKCT
«AJIleKBaTHOE MHEHHE», MPOCIaBIstonuii Poccrto, ee 30pOBBIi TyX, Ty Kb
BCsiUeCKUX u3BpanieHuit («Poccus Obuta u OyJeT TJIaBHOM CTpaHoM Ha riodyce, /
JIumpe Obl Hallle TPABUTENLCTBO AEHCTBOBAIO coo0mia...»>?). Ho B cTuXoTBO-
pernn «I"opoa mpaBab» Bce «IPUBJICKATEIBHBIC» BHIBECKH 3aMEHSTCS Ha JCHCT-
BUTEJIHLHO aJICKBATHBIC, HAIPUMED, HEe cajloH «[ pamus», a « YHUTa3HbBIE KPBICHD»,
HE aBTOIKOJIA, a «YOel Beapoy, «baiika B Kyctax» u 0ojiee rpyobie (oOcIeH-
HbIE) BADUAHTEL. >

OOcrieHHas JIEKCHKa, KaK ¥ OOWINMe BYJbrapu3MOB M BapBapU3MOB, HE TOJBKO
OTpaKaeT YJIUYHBIN S3bIK CETOJHSIIHEH MOJOAEKHU (MU HE TOJBKO MOJIOJEKHU), HO
ABJISIFOTCS, Kak oTMeyvan yxe U FO. JIeBuH, WIJIOKY TUBHBIMH BBICKA3bIBAHUSMU: OHU
HOPOXKJIEHBI JKEJIAHUEM BBIPA3UTHCS rpy00, HEPUIMYHO, HA3J10 0J1aronoayYHbIM U
OnaronpucToiHbBIM JIIOASAM. BepoHnka 3yceBa B CBOEM 0030pe OTMEYAET, YTO B
nepBoil nosoBuHe XIX cronerusi oOCLieHHas JEKCHKA B CTHXaX €Ile BOCIpPHUHH-
MaJlach KaK WMIPOBOM 3JEMEHT B Kpyre WHTEIUIEKTYaJIbHOM 3JMUTHI; B IO3/HE-
COBETCKOM BpeMs MaT B MOA3UU BOCTIPUHUMAJICS KaK BBI30OB, «(pura B KapMaHe»; y
MasikOBCKOT0 3TO HaTYPAJTUCTUYECKHUM 3JIEMEHT «TpyOOoil MpaBbl )KU3HNY; Y «0a-
pauyHBIX IO3TOB» MAaT HE SKCHPECCHBEH, MPOCTO (aKT OKPY)KAIOLIEH JeicT-
BUTEJILHOCTH: y BpOJICKOro MarepHsle CJIOBa — CJIOBA CPEAU APYTUX ciioB.>* V
PomaHOBOI MaT UCIOJIB3YETCS KaK CPEACTBO yAapa MO «KYJIbTYPHOMY YHTATEIIO»
no33un. B kHHMre «3BEpCTBO» MPENCKA3bIBACTCS TIPALYLIMM ANOKAIUIICHC, C
€pHUYECKU-YTPUPOBAHHON MHTOHAIMEN (POJIBKIIOPHO-HEKPACOBCKUX JAKTHIICH:

Ckasku HapOIHBIC, Oalku MMaCKyHBIC, IICCHU ITPOTECTHBIC,
CIUIETHU IIOTaHble, IPUTYH OOMaHHBIE, CIIYXHU YIIOPHBIE

HE OTPa)kaloT HU pa3y, 4TO BOICKa HEOECHBIE —

HE XOKKEHCTHI U HE BOJIEHOOILHAS c6opHa;1.

CrneioM UCYE3HYT TOJI TPYI0H Kese3a HeOecHOro,

CJIOBHO KapTHUHKHU CO CTCHKH YYXXOI'0 aKKayHTa,

CTCIIN HIUPOKHUEC, PCKU FJ'IY6OKI/IG, CKaJIbl OTBCCHBIC.

DTO HACTYNUT MOCTEAHSS Apa 6J13K-ayTa.3 >

31 Tam xe, 82.

32 Tam xe, 73.

33 Tam xe, 75.

34 3ycena (2012: 6.11.)

35 Pomanosa (2015a: 12).
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[Tporno3 moaxBaThIBAET U MOCIEIHEE CTUXOTBOPEHUE B KHUTE «3BEPCTBOY»: 00-
MaHyTas 4epHbIMU pudiTepamMu Mapraputa MBaHOBHaA mpeBpamaeTcss B «TOK-
CUYHOTO MCTHUTEJIS», )KUBYIIIETO B MOA3EMHBIX KOMMYHUKAITUSX.

O4eHb CKOpPO HACTYNUT NOCIEAHUNA KPU3HC.

Bes Poceust cbexxuTes, Kak nayk.

Torma oHa BbEAET BEPXOM Ha rOpsIIEil KpbIce

H COXIKET BECh I'OpOJg CaHKT—HeTep6pr.36
OpHako Takas «mepeMeHa JEKOpalui» HUYEro HE JAacT, COOTBETCTBHE CIIOB U
BeIIel HapyIIeHO 0ECIIOBOPOTHO, CMBICT yTpaueH HaBceraa. CioBa TEpsIOT CBOE
3Ha4YeHHe (KPOKyC — He I[BETOK, a BUJl HAPKOTHKA, Teopema dDepma — He MaTeMaTuka,
a CBUHO(EepMa C OpyIUsIMU YOUICTBA B CTHIIE Xali-TeK). [[eBouka U3 CTUXOTBOPEHUS
«IInsima» yBuaena Ha CTEHE B TyaJleT€ HE3HAKOMBIE CJIOBA, aKKypaTHO BBINKCAA
UX B CJIOBapHUK, CTaJIa IoMa UCKATh B KHUIax UX 3HaueHue, Ho bapto u [IpuiBuH eit
He ToMorJi. «CTBIAHBIMY» CJIOBOM MOYEMY-TO OKa3bIBaeTcCs clioBo «CtaMOym» u3
OJIHOMMEHHOT'O CTUXOTBOPEHUSI, HE MEHEE HETPUIIMYHBIM JJIs1 IEBOUYKHU-TIOAPOCTKA
KaXeTcs CIIOBO «OepeMeHHas». I neno He MpocTo B XaHXKECTBE OOIICTIPUHSTOM
MoOpasH (XOTs1 00 3TOM OYEHb 3JI0 HamucaHo B TekcTe «IlojoBoe BocuTaHue) U3
kHuru «JIrogoenctsoy). Jlemo B TOM, 4TO AEKOpPAIMU BOBCE HE PUCYIOT PEATIbHBIIM
MUp, OHU MIPUKPBIBAIOT MYCTOTY. TaK, Npa3qHuK «AJible Mapyca» pa3BOpaurBacTCs
B JIMKOE IMOOOUIIE, HO B Mpecce COOOINAeTCsi, YTO JIeHb MOl 0e3 0COObIX
nHiuaeHToB. Ha konuepre Mrru Iloma moapocTOK MOHMMAET, YTO BCE BOKPYT
«IMHUYHAs Tojorpammay, cam Mrru cto et Hazaj noMmep, a «kpercep “ABpopa’ —
TaKo! ke, KaK BCE TyT BOKPYT — MYJISLK».>’ 3aT0 B CTMXOTBOpeHHH « Tpy [UKMHHA
(Ta/PKUKCKHIA 3I10C)» MUTPAHTKE TOBE3JIO: OHA MOJydnia TeleoH, B KOTOPOM
nojkIro4YeH 3G UHTEPHET, U )KU3Hb €€ TIOMEHSUIACh K JTydileMy. Y OUB (QUIUIIIUHKY
Ha BbIXoAe M3 areHrcTBa «CyacTiuBBI OaTpak», OHa IO €€ JIOKyMEHTaMm
yCcTponyach CIy»aHKoW B KOTTemK Ha PyOneBke k Muxawny lllydytunckomy,
KOTOPOTO TOXKE€ MPUIIUIOCH YOUTh, HO — «HUKTO JO0 CHUX TIOp HE 3aMETHJI MOTEPH
OoMi1ay, BMeCTO 111 Muiim Be3zie OeT ero rojorpaMma; «Ha 0aaTxarax, Ha CIICHe
u gaxe B Kpemse».*® Y Touno Tak ke — maBHo ymepiu u Posenbaywm, Jlernc, Crac
MuxaitioB. [lonyinsipHas neceHHas dcTpaja ynomsiHyta B ctuxoTBopeHun «Ilo
BOJIHE Moel mamsitu» (oTchuika K mecHe JlaBuma TyxmanoBa), B Apyrom pac-
CKa3bIBaeTCs, Kak ObUT yOUT 1I000BHUK Matepu Llo#, ecTh u ayutro3uu k mecHsMm L{ost
«Ilocnegnuii repoi», «I'pynma kpoBmw». M3 ctuxoB PomMaHOBOW co3maercs BIie-
YATJICHUE, YTO BCA KYyJbTypa PYCCKOIO pOKa M 3CTPAIbl yKE yMEpJa, OCTAJCA
TOJILKO MYJISDK, ToJiorpamma, «haHepay.

Ecnu nacrosiield peaqbHOCTH HET, €CTh TOJIBKO KapTUHKA Ha MOHUTOPE WJIU

MYJIK, TO YYAOBHITHOC HACHUIIHC, HAPAIICC B KHHUIAX POMaHOBOﬁ, BOCIIpUHHU-
MaAcCTCsd KaK 4YucCTasd YCIOBHOCTb, BCC OTH HM3HACHUIIOBAHUS, PACUICHCHMH,

36 Tam ke, 93.
37 Pomanosa (2015b: 30-31).
38 PomanoBa (2015a: 71-74).
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yOHiicTBa METBKAIOT KaK KAPTHHKU B KOMIIBIOTEPHOU UTPE, TO €CTh HAPYIIAETCS
MUMETHUYECKas WIUTIO3MsI, Ha TIEPBOM ILJIaHE UMEHHO peyb I'eposi, paccka3 O ero
(SIKOOBI) 30/ICTHUSX.

BaxxHo oTMeTuTh (YHKIIMU CKaHAAJIOB, MPOUCXOASNIUX B PEATbHOCTH U
myccupyembix B CMU. OObIYHO cKaHJand BOCIPUHHUMAJCS KakK MPOSIBICHUE
cTpaxa u 6e3ymusi, Kak CpeJICTBO CaMO3aIIHThI:

Kak 6e3ymue, HacTHrast yenoBeka, akKTHYEeCKH CIacaeT ero OT HEYTOJHON peaslb-

HOCTH, TaK M CKaHJaJ 4acTo sBJseTcsS (GOpMOIM camo3alluThl. 3BYYUT, MOXKET, U

HCOXHNAAaHHO, HO 5TO HMCHHO Ta.K.39

Ho B cutyanuu pacniaieHus CBs3e MEXIY CIIOBAaMU U JIEUCTBUTEIBHOCTBIO IOKH-
pyromuit 3h(}HEeKT CKaHTaTHPHOTO COOBITHS CTHPACTCS, CKaHIAT-UH(POPMAITMOHHBIN
IIOBO/JT «TOHET» B aMOP(HOM, TTOCTOSTHHO MEHSIOIIEHCS HOBOCTHOM JieHTe. Muxani
SAMnonbCKHiA, CChLIasICh Ha KOHIIEMIMIO «oOmecTBa crnekrtakis»y ['u Jlebopa, a
ocobeHHo — Ha uzaeu K. bonpuiisipa, ToBOpUT 00 ONMYCTOLIEHUH KYJITYpPHBIX 3Ha-
KOB, O HEPA3JIMYEHUH, KOI/Ia BCE CTAHOBUTCSA «TPAHCICTETUYECKUM, TPAHCIOJU-
TUYECKUM, TPAHCCEKCYaTIbHBIM» — HE ICTETHKA, MOJIUTHKA, CEKC, a UTPa «3HAKaAMHU
KOMMYHHKaIUNy. BCE 3cTeTU3UpyEeTCs: MONUTHKA ICTETU3UPYETCS B 3PEIIUIIIE, CEKC
— B peKjIaMy W TOpHOrpaduio, 4TO MPUBOAUT K O€3pa3IuuMio, MPUTYIUICHUIO
BocrpusTus. [lo MHEHUIO ucclienoBaTelisi, UMEHHO TPAaHCTPECCHUBHBIC CTpaTErvu
HAIpPAaBJICHbl HA TO, YTOOBI YCTAaHOBUTH BHSTHBIC pa3jvuvs TaM, IJ€ OHU yTpa-
unBaroT cMbIcL. ** Briosine BeposaTHO, 4o POMaHOBA B CBOUX (JIHOIOEICKUX) CTHXAX
CTPEMUTCSI BOCCTAHOBUTH 3TUYECKYIO U AICTETUUYECKYIO IITKATY [ICHHOCTEH, IEHCTBYSI
OT MTPOTUBHOTO (KaK HEKOTJ]a MOCTYMAIU IOPOUBBIE).

OO6mecTBo B cTrxax PoMaHOBOW HE TOJNBKO MOTPYXKEHO B Mapa3M M IIU30-
(GpeHnto, B HEM OCTaeTCsl BCE MEHbIIIE COOCTBEHHO YEJIOBEYECKOT0, BHITECHSE-
MOro OMOMEXaHUKOM WM 3BEpPCTBOM. ['epoii-ManbuuK CTUXOTBOpEeHMs «JleHb
poxxaeHus» (B kHure «JIrogoenctBo») mocie XKyTKOH CMEPTH MOJIY4YWJI HOBYIO
KHU3Hb, HOBYIO «Ouonporpammy». Cpenu repoeB KHUT PoMaHoOBOil ecTh U po6o-
Thl, U DJIEKTPOKOpPEHKa, U JIEBOUYKA-TPAH3UCTOP, U IPOUYUE Uyjeca HOBEHIIUX
OMOTEXHOJIOTHI, HO TMEpBEpPCUsl U JEBaJbBALMS JIIOOBIX HPABCTBEHHBIX IICH-
HOCTEH TOJIBKO YCHJIMBAIOTCA II0 MEPE W3KMBAHUSA JKUBOIO 4YEJIOBEKA MeXa-
HU3MAaMHU. 3a BBIBECKOU «IIPOJBUHYTOI0» COLMYyMa KpOIOTCS IPEMYUHE, 10-4EII0-
BEUECKUE HPABBI, «3BEPCTBO» U «IIOOEICTBOY.

JIrou pearrpyroT He Ha pealibHbIA PeMET, a Ha 3aMelIaloIIni ero 3Hak. OueHb
XapakTepHO cTuxoTBOpeHue «llarepouxa».*! JleBouka craparenbHO y4miach B
IIKOJIE, MOJIydasia OJIHH MATEPOUKH, 3aTEM MIPOXKUIIa CBOIO CKYUHYIO KHU3Hb. M BOT
OJTHAXK]IbI MONABIIMICSA HA JOPOTre MbsHUIIA CKa3all e, 4To0 OHa cKopee Oexkana B
«IIaTepouky» — Tam ceroansi OECIIaTHO JAIOT CTapyXaM BEPEBKY M KyCOK MbLIA.

39 Byke / Kypranos (2019: 10).
40 Imnonbekuii (2018: 106-107).
# Pomanosa (2015b: 16-17).
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VcnpliaB 3HaKOMOE CJI0BO, CTapylIKa MPUITYCTHIIa B MarasuH 1, HECMOTPS Ha J1aB-
Ky W ouepelb, OITh MEPBOM MOMyuywia nojararouieecs. Jloma nosecusiach, u
COCEJIKHU OBbLTH MOPaKEHBI CUACTIIMBBIM BBIPAKEHUEM JIMIIA TOKOMHUIIBI: OHA JIe)Ka-
J1a, HAKPBIBIIMCH MTAKeTOM M3 MarasuHa «lIsaTepoukay ¢ 60bII0i KpacHO mudpoi
5. Takum obpazom, HazBaHWe (GUPMBI WM TOPTOBOM CETH BBITECHSIOT U JKUBYIO
YKU3Hb, U TIPEXKHNE 3HAYCHUS CJI0B. (J{71s1 cpaBHEHUs: B 0/iHOM U3 MuHUaTOp JInHOp
['opasiuk My>XunMHa TOBOpUT: «[...|] oguH pa3 3amen B 3Ty, ‘Komeeuky”. Her,
“ITarepouxy”, “Ilarepouky”. BooOmie mu...em, BoOOIIe HH OJHOTO 3HAKOMOTO
norotunay.*? Hazsanus cyrepMapKeToB JIETKO ITyTalOTCs, BMECTO TOBAPOB IIOKYTIA-
TEJIb UIIET «JIOTOTHUIIBD?).

Kak rosoputr PomanoBa, OpyTajibHbI U UPOHUYHBIA MUP, TBOPUMBII TPYIIION
«IIpote3» — u ee COOCTBEHHBIMH CTUXAMH — JIEMOHCTPUPYET OTCYTCTBUE UHPOP-
Malluy, MpPEeBpaTUBIIEHCS B «MH(DOPMAIMOHHBIA Clam», JIBIOIIMICS U3 Ta3erT,
TEJIEBU30pPa, C peKIaMHBIX TyMO, nHTepHeTa. ['pynna «IIpores» 3aBepiinia cBou
NEHCTBUSL B «IIMOXY IEPErnocra», «KOorjaa HHPOPMAIMOHHOE MPOCTPAHCTBO
POCCHSIH — OT FOITHUKA JI0 YCIIEIIHOTO rajlepucTa — 3aXBaTUIIN COLMAIbHBIE CETH,
u yro0as uHpopManus B CUIy MEPEHACHIIIEHHOCTH €10 MPOCTPAHCTBA OKOH-
YaTEeNHLHO MPEBPATUIIACE B criam».

ACEMaHTHUYHBIE CJIOBAa-MYCTHIIIKK MOTYT CKJIQJIBIBAThCS, KaK MO3aWKa WIU
KOJUIaXK — BC€ PAaBHO 3TO OyaeT «MmycopHas Kyda». OCOOEHHO BbIPa3UTEIHHO
JEMOHCTPUPYETCSl UCYE3HOBEHUE KYJIbTYPHOU MaMATH, CBSI3AHHON C MMEHAMHU
CcOOCTBEHHBIMH, OTCBHUIAIOIIMMH HA TIACT «BBICOKOHW KyIbTyphD». HoBOOOpa3o-
BaHHBIN Pa3MBITHIM CMBICII, CTOSIIIUI 32 UMEHEM COOCTBEHHBIM (JIUTEPATYPHOTO
reposi, meBlia, MIUcaTess), COCTOUT U3 CMECH OOPBHIBKOB MPOUYHUTAHHOTO, CIJICTEH,
OKOJIOTUTEPATYPHBIX MU(DOB, MPOU3BOIHHBIX ACCOITUAIIUN U BOCCO3/IAET MIPUMHU-
TUBHOE MaccOBO€ OObIBaTelIbckoe co3Hanue. MccnenoBarenn MaccoBOil mcuxo-
JIOTUM TIOJIararoT, YTO OPUEHTAIIUS Ha CIyXH, HalPUMEP, O Bpauax-BpeIUTENIsX,
0 CEepHUIHBIX yOUiiIax, O MPUHYAUTEIHHOM YHUIIMPOBAaHUH, O CO3HATEIHLHOM pac-
npocTpaHeHuu UHMEKIUH, cama 1o cede SBIAETCS CUMITOMOM: «KOHCIIUPOJIO-
rUYecKasi MHTEpOpeTalus ACHCTBUTEIPHOCTH BO3HUKAET B Pe3yjbTaTe MOTEPU
KOHTPOJIS HaJ cuTyanuii».* Ciiyxu He TOIBKO MOPOKAAKOT CTPAXOM, HO HEPEIKO
BBI3BIBAIOT arpeCcCUI0 KaK 3allUTHYIO PEAKLIHIO.

[Toatrueckas peur PoMaHoOBO# cocTaBieHa u3 neperierenus pooui, ctpaxos,
Opena, paHTOMHBIX 00pa30B MacCCOBOTO — OOJIBHOTO — CO3HAHUA. TeXHUKa «CKIICH-
BaHUS» PEYEBOI0 «MYCOpPa» HArJISHO JEMOHCTPUPYETCS KoJulaxxu PoMaHOBOM.
J11st CBOMX KOJITaXKel OHA UCIIOJIb3yeT OOPBIBKHU INTOXUX PEMPOTYKIIUNA U3 CTAPBIX
KypHanoB «OroHek», MOTOMy 4TO TaM pbixjasg Oymara. Kak ctuxu oObenu-
HSIOTCSI B KHUTH, TaK U KOJJIAXHU OHA 0OBE/IUHSET B CEPUU:

2 T'opanuk (2014: 158).
43 Pomanosa (2013).
4 Apxumosa (2020: 338).
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Onna u3 cepuil MOCBSIICHA pa3HBIM UIMOTCKUM 3aKOHOTPOEKTaM B cdepe odpa-

30BaHus, APYyras — TPOTECKHOMY OTPaKEHUIO «CEMEWHBIX LIEHHOCTEN» B pEKIIaMe

U MaccMeaua, TPEThsl — CTOJMaM MUPOBOH (hHI0codCKOM MBICTH, KOTOPBIE yro-

JIAJIU B YCJIOBHSI COBPEMEHHOMN HeIPYKeIH00HOM IeHcTBUTENbHOCTH,
— roBoput PomanoBa B mHTepBbIO Mg nabmmka «Kypc-kommaxy». Cepust KoJ-
naxent «Dunocodus AJig J0X0BY» BKIOYaeT paboTel: «Maptun Xaitaerrep yro-
Ia€T FONHUKOB ceMeukaMu “Ot Maptuna”y», «Kan-Ilones Captp B coBeTcKOM
TomHUIoBKe», «Ponan bapt u bapt Cumncon nHa rei-npaiine B [lapuxke». Ee
aobumelil kommax — «OKunp [len€3 u Bukrtop L{oil Ha 3eleHbIX MYCOPHBIX
0akax». Cama PomaHOBa 00BSICHSIET 3aMbICeN PAOOTHI:

Kune [lené€s, aBrop kauru “Cinema” u L{o#, nuaep rpynmsl ¢ TEM K€ Ha3BaHHEM,

BCTPCTUIIUChE BO BPCMCHU U B MPOCTPAHCTBEC I‘OpO,Z[CKOﬁ cBanku. ClokeT W Ha-

3BaHUC HABCSAHO, B CBOIO OUCPECb, UCCIICAOBAHNEM O TBOPUYCCTBEC }:[ené3a aBTOpPCTBA

Luc Mouleet — “The green garbage bins of Gilles Deleuze”. [...] 3aech coBme-

IAIOTCS Cpa3y HECKOIBKO KyIbTyPHBIX KOJOB.*®
JIMCKYpCHUBHBIN KOJIJIaK — OOPBIBKU, KJIOYKUA PEUEBBIX MPAKTHK, UX HEJIETIOE CMe-
IICHWE, CTUPAHUE TPAHUI] MEXKTY BEICOKAM M HU3KUM, TTO3TUIECCKUM U OOCIICHHBIM
— MOXXHO CPaBHHUTH C apT-00beKkTOM U3 mycopa. Ho B ctuxax PomanoBoii Kosmax
JTUCKYPCOB HE TOJIBKO «MYCOPHBII», HO U OIMYCTOIIICHHBIHN, TOCKOJIBKY Y CyOBhEKTa
peur BOBCE HET «KYJIBTYPHBIX KOJIOBY, 3HAK TepsieT ceMaHTUKy. OcoOEHHO 3TO oue-
BUJIHO B CIy4YasX HHTEPTEKCTYAJIbHBIX OTCBUIOK K JINTEPATYPHOM KJIACCUKE, OT
IIKOJIbHOTO U3YUYEHHSI KOTOPOM Yy B3POCJIOrO YEIOBEKA OCTAIOTCS B MTAMSITH TOJIBKO
IyCThI€ MMEHA Tucareneil. MTHTEpTEeKCT CTaHOBUTCA BEAYLIUM IMPUEMOM B HPO-
HUYHOU KHUTE «VcTopus urepaTypbl A MPUILYPKOBY.

Tak, B ctuxorBopeHnn «HemoHsATHOE CII0BO» JIEBYIIKA PACCKA3BIBAET, KAK BU-
JleJIa B METPO «Ially», «UbIIMY», TOYHEE, JaXKE «KUCO» C OYEHb CTHUIIBHOW CYy-
MOYKON-KHUTOM, Ha 00JI0KKe ObUIO HAamMcaHO CIOBO «Xapmcy. BeposiTHo, Tak
ero ObLT0 MpounTaHo (paniry3ckoe charme (o6asaue). CII0BO ITOKa3aJI0Ch JCBYIIKE
CMYTHO 3HAaKOMBIM: TO JIK BO JIBOPE CJbIXaja, TO JIM OT MAllaHOB «HA KypCe»,
MIOTOM OHa MbITAIACH Y3HATh 3HAYECHHUE CJIOBA y MONa B LEPKBHU, TOT CKazal
«XpaMm-C», y IpernojaBaress, J1e] CKazal, YTO 3TO MaMITHHUK MPU3PaKy KOMMY-
HU3Ma, Tam Hanucano «Kapa Mapxcy. CiioBo Havaso npecieaoBarth ee:

OHo MHE BCTPCTUIIOCH, KOTIa ITOIJIa B MCHTHI,
Y HUX Ha 6aHHepe 1 B OPUCHTUPOBKC,

B TLl, Ha ¢uTHECE, B CaJlOHE KPaCOTHI,

B COpPTHpE, B OAHKE U Ha OCTAaHOBKE.

OHo Be3Je yXe mpecieayeT MeHs,

K TOMY K€ s TCIICPb JIMIIINIIACh UHTCPHCTA,
t-ITO6I>I MNOryrjiuTb TaM, 4TO 3TO 34 X...Hd,

1 HET OTBETA.

45 Pomanosa (2016).
46 Pomanosa (2016).
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Ha «Anu-3kcnpeccy» JieBylka Hanuia noxoxxui kinatd («Takoil Ha cTuie HyX HO
CTaTh MHE T03ape3, KaK 3Ta IbITay ), HO el JIOCTaBUJIU TPYII, 3aMOTaHHBIM CKOTYEM:
[Tpo6ut nocnenuuit yac. Croa UIyT XapMCHI.
OHU CTOSAT B ABEPAX — & 3TO XYKE CMEPTH. 7
Kaxercsa, uro PoMaHOBOM pa)ke NPEANOYTHUTEIIBHEE OTKPBITOE <GKUBOTHOE)
CYIIECTBOBAHME JIFOJIeH BHE TAaKOM MCEBIOKYILTYPHI. 3BEpOINOA0OHbBIE CYIIECTBA
TOXE XOTST CHACThS, TIOOBU — TaK, KaKk OHM UX MOHUMaOT. ['puropuii FOmenko:
«3BEpUHOE KaK MOCIECIHUN OIJIOT UCTUHBI U MPABJIbI, KaK 3alldTa CBOSH HOPBI U
coero mupax.*® U 910 elre o1Ha TpaHCIpeccHs: 03BEPEBIINE IIEPCOHAMKH, JTIOIHU-
MOHCTPBI BBI3bIBAIOT COCTPAIAHUE.

Tak npoucxoaur, HarpuMep, B CTUXOTBOpeHUHU «OCTPOB MOIICOB (HOPBEXKCKAs
cara)».* Hekuit OorMaH, yxo/s BECHO# Ha IyTuHY, oTaaji Baose ConbBeir ['ronT
CBOEr0 ICa, B HAJEXJE, 4YTO MOTOM BepHeTcs W keHurca Ha Consseir. Ho
ConbBelr o4eHb ycTpauBasl BEPHBIN U TOOPHINA Mec, TaK YTO MOTOM OHA 3a 3TOrO
1ca 1 BbIILIA 3aMyX. M TonepaHTHbIE HOpBEXIBI Opak 3aperucrpupoBainu. Ho
noroMm, korga CosibBeWr KynupoBaia XBOCT Cymlpyry, I'puHnuc mnorpeOoBanu
3a0paTh y Hee cobaky, a Opak pactopruyTh. Korjga yrpoMm mpucTaBbl NPUIILIH 32
co0aKoH, UX MOPBAJIM B KJIOYKHU JBa TUTAHTCKUX, FOJIOJIHBIX, pa3bIPEHHBIX MOIICA.
Teneps B OIyCTEBIIEM IOME PACIIONAraeTcs rajepest Xy 10’KHUKOB, a IO OCTPOBY
OpoJAT cTau OTPOMHBIX MOIICOB, TaK UTO T'YJIATh CIEAYET C OCTOPOKHOCThHIO. B
npame I'. Mocena ConpBedr ONMIETBOPSIET BEPHOCTb U YHCTOTY, B MY3BIKE
3. I'pura 106aBIAIOTCS CMBICIOBBIE OTTEHKH HAPOJAHOCTH, XPUCTHAHCKOTO CMUpE-
Hud, B qupuke A. bioka ConbBelr — COJIHEUHbIA IyTh, UAcan BeuHo#l >KeHCT-
BeHHOCTU. Ha ¢oHe 3Toil Tpaauuuu OTYET/IMBA paAJAMKaIbHAs CMEHa pOJei
Counbaeiir y PomaHoBOi#1: Temeps 3T0 0€3:KaIOCTHBIN 3BEPh, BEPHBIN CBOCH JIFOOBH.

KonTpacTtHoit napoit k 1mos3un PoMaHOBO# SBjs€TCS, BUIUMO, JIFOOUTEIIbCKAS
noa3usl. [IpocTtas u 6e3bICKyCHas1, OHA TAaK)KE CTPOUTCS Ha KITUIIE M HAXOIUTCS 32
rpaHbplo MpodeCCUOHAILHON JUTEpaTyphl. B HapyIlieHne 3CTEeTHYECKUX HOPM
PomanoBa, npe3upas rpad)OMaHOB, C CHMIIATHEH OTHOCHTCS K JIFOOMTEIHCKHM,
camozesTeNnbHbIM cTrimkaM. >’ B Hapomubix mabnmkax, tTuna «Ilosutusy, «Bce
s nymmy, «Kakas ecTh, Takylo U JIIOOMTe», Kak muier PomaHoOBa, KUMUT
OypHasi CTHXOTBOpPHAS KW3Hb, TaK K€ HE 3aMETHasl «MHTCIUICKTyaIbHOMY MEHb-
MUHCTBY» (Tosib3oBatensiM «deiicOykay), Kak HE3HaKOMa YCICIIHBIM T'pak-
JaHaM, €IyIIMM Ha JOPOTHX MalnHax B «A30yKy BKyca» U Ha (epMepcKue
PBIHKH, TTOBCETHEBHOCTh MapKETOB SKOHOM-Kjacca ¢ UX cOopoMm «dwuiiek» Ha
MOCYZly, pa3iadyeil «IpbIr-CKOKEPOB» U «IPWIMMNAT» U O4YEPEeAsIMU B €IUHCT-
BEHHYIO paboTaroinyo kaccy. OTinuneM JIOOUTEIBCKOTO CTHUXOCIOXKEHUS OT

47 Pomanosa (2019: 71-73).
* JOmenko (2015).

4 Pomanosa (2015b: 85-87).
30 Pomanoga (2018).

1ZfK 12 (2024). 55-74. DOI: 10.25353/ubtr-izfk-186a-f165  [fe) ExENE.



68 Huna baproeckas

rpaOMaHCKOTO SIBISIOTCA MPUHIMIUAIBHO pa3Hble 3ajaun — rpadoman (6e3-
OCHOBATEJILHO) MEUTAET BCTPOUTHLCS B UCTOPHUIO JIUTEPATYPHI, MPOCIABUTH COOCT-
BEHHOE UMS U BCTaTh BPOBEHb C BeMUKUMU. [lenu Tro0uTeIhCKo mo33un NpuH-
IIUITHAJIBHO WHBIE — MOTHUBUPOBATH, JO0ABIISITh KIIO3UTUBUHKAY, KYJIBIOHYTHY», a
10 CYTH MPOU3BECTH Marudeckoe JACHCTBUE — 3arOBOPUTH, YOJIaXUTh HEJPYKe-
TOOHYIO0 JCHCTBUTENIBHOCTh. B pyromM MHTEpPBBIO Ha Ty ke TemMy PomaHoBa
O0OBSICHSIET yCIIEeX U30UTHIX, MOILIBIX, HEKA3UCTHIX MOCIAHUN-CTUIIIKOB:

[...] cpeau oOmiero paBHOIYIIHO-HETaTUBHOIO MH()OPMAIIMOHHOIO MPOCTPAHCTBA

HaWBHAsI CaMO/ICATENbHAS 1T0I3HsI HATOMHUHACT MOYKEJIAHUS U CTUXH HA OTKPBITKAX,

YTO IOJYyYaj B IETCTBE OT TOBAPHILEH U POJICTBEHHUKOB, TEKCTHI, UTO MEPEIHCHI-

BaJIUChb OT PYKHU B 06HH/IG TCTPAAKH C BKIICCHHBIMU TYyJld BBIPC3KAMU U3 KXYPHAJIOB.

U toraa u ceidac AJs KOJUICKTHBHOTO HAPOTHOTO CO3HAHHUS B HHX BOIUIOIIACTCS

MH(] 0 cHacTbe, OIaronoIydun 1 JII0OBH Ky1a 0oJiee HICKPEHHE U JOXOIYHUBO, YEM B

rpadoMaHCKo# moaynpodeccHOHanbHOM 1 MPo(ecCHOHANBHOM M093u1. !
[To cytu nena, TFOOUTENBCKUE CTUIIKUA — TOXKE WILTOKYTHUBHBIC BBICKA3bIBAHMUS,
nepdopMaTUBHBIC IEHCTBUS, KaK W JIFOObIE TOCTHI, MO3/APABIICHUS, MTOXKEIAHUS
CUHacCTbsI.

CyTph &€ KOHTpacTa COCTOUT B TOM, YTO CTUXH PomaHOBOI — He «Oe3blc-
KYCHBIE», a MPO(PECCUOHAIBHO CHAEJIaHHbIE, U HE YTBEPKIAIOT CTEPEOTHIIBI, a
0€3>KaJI0OCTHO JIOMAIOT UX IPSIMO Ha ria3ax yuTares.

B «YueOnuke nutepatypsl Ui npuaypKkoB» PomaHoBa pucyeTr 30MOu-amoka-
JMIICUC PYCCKOW auTepaTyphl. [lucatenu mponuioro u HacTOSINEro, TJIaBHOE —
«KYJBTOBBIC» MHUCATEIH, JCHCTBYIOT B COBPEMEHHOM «IOCT-KYJIbTYPHOM» 00-
IIECTBE: KTO-TO CTAHOBUTCS KEPTBOMU, KTO-TO, HA00OPOT, BorwiomeHueM 37a. [lox
TEKCTaMU TOMEIIEHbI BCEM H3BECTHBIE CO IIKOJBI MOPTPETHI MHUCATENCH, HO C
MTOJIPUCOBAHHBIMU PyYKaMH, HOKKaMH, POXKKAMHU, KPBUIBSIMH U TIPOY. JACTAISIMHU,
KaK OyJTO IIKOJBHHK 3a0aBISUICS, pa3pucoBbiBas yueOHuk. Ho riaBHOe B 3THX
TEeKCTax — pedb, oHa co3faer 3ddext neppopmanca. Usn rosmoca 3Byuar? He
nycaTelsiel, KOHEYHO, a HBIHEITHUX IOJAPOCTKOB, TOITHUKOB, «HHTEITUTCHTHBIX)
oObIBaTeNIeH M MPOYNX MPEACTABUTEIICH IICEBI0-KYIbTYPHI.

O JlepmoHTOBE-30MOM MOBECTBYETCA OT JIMLA JI€BOYKH-IIKOJIBHUIIbI, YBIIE-
YEHHON FOHOMIEH-TOTOM M CAaTaHHCTOM (€ro «moroHsio» — JlaBsi, «y Hero 1o
nosica BoJioca, 0anaxoHbl C YEPENOM U LIUIb). XOopolas 1eBOYKa XOTeNa «OT-
MOJIMTh €r0 CTUXaMu» (MIUIOKYTUBHBIMHU — CaKpaJIbHBIMU — BBICKA3bIBAaHUSMH!),
n0o cuacTthe He B yuyeOe W HE B TPYJIE, a B UCKYCCTBe Aenarh Ao0po. [lapens
notpeboBas, YToObl OHAa HOYbIO BJi€3Jla Yepe3 OKHO B IIKOJY M MPOYMTANA —
KKy CTPOUYKY 3aJI0M Harepesa — cTuxoTrBopeHue JlepmonroBa «bopoanno»
(«OrmImopo6»). Teker cpaboTan Kak 3aKIMHAHKE, BBI3BIBAIOIIEE 37I0M IyX (BH-
JIMMO, B CO3HAHWUU JIEBYLIKHM MPOM30LUIA KOHTAaMUHAIUS C MoBecTbhio [oross
«Bnit», Tak kak I'orons u JIGpMOHTOB M3y4arOTCsl B OJHOM KJAcce COINIACHO
LIKOJIBHOW Mporpamme). Bocnpons3BoauTcs peyb AEBYILIKH, MOKa3bIBAKOILIAs, U3

31 Pomanosa (2015¢).
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KAKWX HCTOYHUKOB OHA YEpHaeT CBOW KyJbTYpHBIM 3amac: MNOTYIJIUTh, HUK,
«DoHTaHKa.py». XapaKTepHbIE BbIpAXKEHUS: XPEHb, BUJIETh B rpo0y u mnpoy. 13
ATUX PEUYEBBIX UMOM U BO3HUKAET BUEHUE JIepMOHTOBA, BOCCTABILIETO U3 TP00a,
¢ TeneOHOM, Ha KOTOPOM YCTaHOBIIEH «X3B-MeTA» (B TEKCTE MPOCTABICHO
yaapenue), JIepMoHTOB «Tycuwin» ¢ Opoasramu B «KocTbuie», HO TaM yCIbIlai
MHEHHE, 4TO 3TO0 OoH yows IlymkuuHa Ha nysnu (7400aBUM, YTO OH LIUTUPYET
Mangenpmrama: «B IlerepOypre >kuth — CIOBHO cmaTh B rpoOy»). Ilepexus
KYJbTYPHBIN IIOK OT TaKO# KJIEBETHI, JIEpMOHTOB pemaeT yHUUITOXUTh llerep-
Oypr: ecnu AeBouka npounTaetr «boponrnHo» Ha060POT, TO TOPOJ YIET Ha JAHO.

Oco0eHHO OTBpaTUTENbHBI paccKa3bl MPO MUcATeNEeN Kak Obl «KYJIbTYPHBIX»,
HAYUTAHHBIX J1aM — KAKWE-TO MCKAKEHHBIE OKOJIOJWUTEPATYpPHBIE CIUIETHU IIPO
[[BetaeBy, AxmaToBy, JloctoeBckoro. Tak, ctuxoTBopenue «benas Houby», Hallpu-
MEp, HAYMHAETCA C MOHOJIOTA B OYEpPEIN K IMPOKTOJIOTY: HEKas «KOHTOPCKas
KpbIca» (HEHaBHCTHOE BblpaxkeHHe a1 Makapa JleBymikuna!) mo umenu boiiko
Nuna CepreeBHa HayMHAE€T MAaHEPHO paccKasbiBaTh O JlOCTOEBCKOM: OH OBLI
ANWIENTUKOM, HapkoMaHoM, BUY-undunpoBanubiM. .. BOT oxkuBIlIKME UcaTenu
Y HA4YMHAIOT MCTUTH (BOpodyeMm, MasKOBCKMI caMm XOTell, 4To0 K IUTHIKY MpH-
PaBHSUIM [1€PO, TOJBKO «IIEPO» TYT Ha BOPOBCKOM jkaprose — Hox). O ['oppkom
paccka3biBaeT padoTHuIa 6opaens, o [Iymkune — nemyrat «Enunoi Poccumy.

OdeHb CMEIIHO Pa3bIrPHIBACTCS CIICHKA B BereTapraHckoMm kade «Pemuckay,
kyna 3anuii JleB Tosncroit u Penun («Penay). Bokpyr HUX BBIOTCSI «HU3KOKAJIO-
pUIHBIC» HECUMITATUYHBIC OApPBIIITHU, OHA U3 HUX POocuT y Tosctoro aBrorpad
— Kak y aBTropa «lIpecTynieHus u Haka3aHUs», a KHUTY OHA CHsJIA C MOJIKHU, TIe
JekKan «BCSIKUM TYyXJIBIA OYKKPOCCHUHI» — >XypHalibl «3Be3na» u «Hesa», Opo-
mrropsl oomiecTBa «3Hanuey. [locie yero ToncToi MOHSIT, 9TO 3psi U3BEN CTOJIBKO
jeca Ha Oymary Jijisi CBOMX COYMHEHHM, OTBEPT BCAKUE TOOPOETENN, U MOLIUTH
onu ¢ PermuaniM B «Mak/{onanbacy u «CadBaiby.

Kaxoe, MUIJIBIC, Y HAC TBICAYCIICTUC Ha I[BOpe?

Mgl coxokeM 3Ty O6oraenbHio. S Kaxmay KpoBH.

DTOT JACHb CTAHET IJIaBHBIM B PYCCKOM KaJ'IeHI[ape.S 2

B danTacmaroputo BTIHYTHI U HBIHE JKUBYIIME JIUTEPATOPHI, PUYEM, KaK Ipa-
BUJIO, OOBITphIBatOTCA UX (pamminu. MimeHa coOCTBEHHBIE BAPYT HANEISIOTCS
CEMAaHTHKON — COTJIACHO «JIOKHOM 3TMMOJIOTHM», MO CO3BY4YHIO. Tak B CTHUXO-
TBOpEHUU « TaraHporckuii CyxoBei» pa3BOpauMBacTCs CLICHA HacUiIus Hall Yexo-
BBIM, U TBOPUT 3TO yxkacHoe aeno [ama CyxoBeil.

Cy1iecTBeHHO, UTO Pedb HJIET, B OCHOBHOM, O IeTepOyprckoit Kynbrype. CTu-
XOTBOPHBIE CLICHKU pa3BopaunBaroTcs B mpoctpaHcTBe «IleTepOyprckoro Tekcra
PYCCKOM NUTEpaTyphD», B €ro rOrojeBCKOM BapHuaHTE, ¢ UH(pEpHAILHON MOI-
CBETKOM.

52 PomanoBa (2019: 32).
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Onna u3 6annan nosectByeT o camoM Hukosnae BacuibeBuue, mpuyem posieBbIM
repoeM, BEAyLIUM paccka3, okaspiBaeTcsi cama Haranes PomanoBa. D10 cTHXo-
tBOpeHue «l'oroas bopaemno». Oxusnennsiii ['puropuem Adpamouyem ['pado-
BbIM (LIEJIMTEIEM U 3KCTpaceHcoM), ['oronb, omHako, HE ObLT oOecreueH JOKY-
MEHTaMH M TpeBpaTmwics B 6omxka: «B To, uto s ['oronb, He MOBEpPUII HU OAUH
MEHT: U BOT BCE MEHS UMOPST, II...3/IT, TOHAT B3amiei».>> 'epouns BCTpeTuaach
c HUM y ce0s1 Ha JIuroBckoM, Bo3iie mamsTHUKaA ['oromto, BHavasne npuHsiia ero 3a
OOMKHUXY, OHH PACIIIIM KaKylO-TO JICHIEBYIO IPsIHb U3 CTAKAHYHMKA, BHITAILIEHHOTO
U3 «IyXTo» (M3 YpHBI), @ IOTOM ICEBI0-0OMIKHXa MOBEAaja CBOK IPYCTHYIO
UCTOPHIO, KaK €€, T.€. €ro OTOBCIOJy THaJIM, OCOOCHHO B YHHMBepe Ha (duidake.
«Pycckuii Hapon Bcerga BeneT ce0s HEMpHUCTOWHO, / Pycckuii mucarenb mper
HUMH JIpy>KHO B HOT'y». M Tonpko PomanoBa noxasena ['oross, XoTs OH U «cuep»
y Hee «Mobmity»: «JlagHo, mycTh eMy OyzieT OOHYC Ha JABECTH JIETY.

Ot nmenu kak Obl caMoii POMaHOBOM M1€T TOBECTBOBAHUE U B CTUXOTBOPEHUU
«ITeTyx».>*

B oxnHo# nyTare Ha bectyxkeBckon
BeJIa sl TBOPUYECKHUI KPY>KOK.
Brixoaum Mbl B 6ecenie npyKeckoi
Ha MEPBbII MUTEPCKUIN CHEXOK |...]

Jlanbiiie OHU KypsIT, OEPYT MO CIIy4ar0 MOpo3a OyTBUIKY, CaIATCS B TPAMBaii.

['sKy Ha HEPBHOTO OYKapHKa

Cpellb IPOJIETAPCKUX PAXKUX MOPA.
(Bce mapuu — ronuuku c [Iuckapuka.
[Monmpyru — Toxxe HE OOMOHT).

[Tapens (0auH U3 YYCHHKOB) MpayeH U TOJIaBJIeH, TOTOMY YTO €ro dhaMuus —
[TeTyx, 94TO O3HAYACT YHU3UTEIBHYIO )KapTOHHYIO OpaHb. A TTOTOM OKa3bIBacTCH,
YTO y MapHS «0aTsi CIHMBIIMICS NaBHO Ha KJIAJOWINE JCKHT», a MaTh BBINIA
3aMyxk 3a asar0 OpaHIrKa, «IoJIbCKOro Xuaa». U TyT repouHs BAPYT 3aMedacT
YAUBUTEIBHOE CXOJICTBO XYJIOTO MApHs B KeJaxX U rpsi3HOM pydaxe, ¢ ero yooroi
peYbio, HE IPOYNTABIIIETO U TIAPhl KHAT, C TOPTpeToM biioka n3 yueOHMKa:

Sl uyto cTpaHHbIE, HE3JEUTHUE,
HEYJIOBUMbIE MUPBI

M PE3KO BIKY CXOJICTBO BHEIITHEE
CKBO3b AJIKOTOJIbHBIE MAPHI. ..

[...]

A MOXeT, 3TO TOJIbKO KaXKETCH,
YTO CHOBA BO3/AYX JIMK U IITyX,

U B ’TOM BEKE OH OKa)KeTCs

He biok, a ronauk [Tnortyx.

3a cdeT, Korma-To He OINIaueHHBIH,
3a MONLIBINA MadOCHBIN BEPIUOp —

>3 Tam xe, 39.
* Tam xe, 16-20.
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Tenepb xab3a, Ha30p Ha3HAYEHHBIN

1 MEJIKUHA JTUIHOCTHBIN Kamuop |...]
Crpoduueckas popma «He3HaKOMKH» ¥ PEMUHHUCIICHIINHM W3 CaMOTO 3HAMCHHU-
TOT0 OJIOKOBCKOT'O IMPOU3BCACHUA I'OTOBAT APaMATHYCCKYIO PA3BA3KY: B I'OPOJAC —
«CTPAIIHOM MUPE» — Pa3bIrPhIBACTCs OBITOBOM arOKAIUIICUC, TIEPECTAIOMIUMN B
OBITUHHBIN:

PBanymno TpyOs! Ha Y JapHUKOB,

Ha DHEPreTUKOB MOoXkKap,

UCYEe3 B IbIMY KOPTEXK MOKapHUKOB,

BOKPYT TOPSIYMI p3KaBbIi Tap.

[Ib1naer PsxeBka CHHUM IUIAMEHEM,

pacmnpocTpaHss CEPHBIN AyX,

a B HeOe BbETCS YePHBIM 3HAMEHEM

TOPSILMI OTHEHHBIN NETYX.
3aBepiiaer kHUry TekcT «llocneanuit moat». Ha3zpanue — amno3us K xanodam
EBrenust bapaTblHCKOro Ha 3aCUJIbE MPArMATUKH B «KEJIE3HOM) BEKE.

Cob6cTtBeHHO, POoMaHOBa MHUILIET O TOM K€ — B 00ILECTBE MOTPEOIECHUS KYJIIb-
Typa JAerpajupyer, CMEHseTCs] OECCMBICIIEHHBIM HH(POPMAIIMOHHBIM MYCOpPOM, B
KOTOPOM HE OTJINYUTH (DEHK OT MpaB/bl, I7I€ BCE COCTABIISIET HOBOCTh HA 4Yac, a
OTOM PaBHOAYIIHO 3a0bIBAETCS.

Ho PomaHoBa B puHaje KHUTU PUCYET «TOCTS U3 OyAYIIEro», CKPhITO MOJie-
MU3UPYS (WK COTUAApU3Npysch?) ¢ axmMatoBckoi «Iloamoit 6e3 reposi». MoTus
KEJIE3HOM JOPOTH, OTKPHIBAIOIIUN CTUXOTBOPEHUE, HACTOJIBKO OOraT KyJiIbTyp-
HOM CEMAaHTUKON B PYCCKOW JUTEpAType, YTO BO3AEPKUMCSI OT KOMMEHTAPUS,
OTMETHUM JIMIIb UCKAJCYECHHbIE UMEHA TOPOJIOB, a TAKXKE MEePEexX0] UMEH COOCT-
BEHHBIX B HAPULATEIIbHBIE.

N3 TletepOypra moe3n aBuxkeTcsi B CTpaxaHs.
Tam OweT mo rosoBaM nutaréaym 6aym 6aym,
6p}0xaTa;1 IbI'aHKa B PpOT, KaK B I'PA3HYIO0 JIOXAHb,
CyeT OKYpPOK, a BOKPYT U3 MECTHBIX (uiop U payH
cob0aubst cBab0a, 1a CTEHOM — yIAJIBI OOPIIEBUK
Ha CTpaXe pOAHUHBI CTOUT, KaK II0JIK, HEKOJIEONMO.

[...]

Ha npoBasix o6HOBIIsSIET yTh B MOcKkoBHIO Paguiies.

Ero mepo nmocturHeT nHa, a HaM He OyAeT JHa.

Ha xaxxnoit craniuu coiTtu — XoThb Pruine win Juuiie,

a xoTh 1 CpaTroB — BMECTO JHA 3USIET ThMa OJIHA.
W nociie yepenbl NpOCIaBIEHHBIX TOTOB (Hepe‘-II/ICJIeHHI)IX IMOMMEHHO) IIbITaHKa
pPOJKaEeT €I11e OJHOT0, MOCIEIHEr0, Y KOTOPOTro, MPaB/Ia, HET «IJ1a3, YIIEH, JINIA U
A3BIKA» .
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Ero oredecTBo Temeps — psAabI OOPIEBHKA,

HenoOeMMble HUKEM HECMETHbIE TOJIKH, —

¥ TIECHEl MX 30BET Ha 60i OTBAXKHBII CHIH MOJKA.
Bakancust Oyayiiero mosra ocTaeTcsi OTKPbITOM — Kak U B 1osMe AXMaTOBOM,
JIMII0 ¥ UMSI TI03TA OYIyIIero He pacKphIThl. Ho OH — TJIOTH OT TUIOTH OOpIIEeBHKA.
BopmieBuk — si10BUTOE COPHOE pacTeHHE, KpailHe HEMPUXOTINBOE, OBICTPO pac-
npocTpaHsolleecs Ha o0mupHbie Tepputopun. Cpean BUIOB OOPIIEBUKA €CTh
OJIMH, TMEYalbHO HM3BECTHBIA — OOpiieBUK COCHOBCKOIO, JOCTHIAIOIIUNA TpeX-
METPOBOM BBICOTBI. OOTH BBI3BIBAIOT HE TOJIBKO COK M JIUCThSI PACTEHUS, HO
JaXe W ero 3amax MpOBOIUMPYET OTpaBJICHUE. DTOT BUJ ObLUT pacpOCTpaHEH B
1940-x rr., siK00BI 110 3a7aHui0 CTanuHa, TOCKOIBKY TpeOOBaIOCh OBICTPO pac-
TyIllee pacTeHUEe ¢ OOJBIION 3€JICHON Maccoi, HEMPUXOTIMBOE K IMOYBE U KJIH-
Maty. Tak meITaluCh penuTh TpobieMy 3aroToBkH cujioca. [loroM OT HEero oTka-
3anuchk. Ho B mocTcOBETCKOE BpeMs, KOTAAa arpapHOE€ XO3AMCTBO MPHIILIO B
yHaa0K, OOPIIEBUK CTal TaK OBICTPO PACIPOCTPAHSITHCS, YTO ITO PACIEHUBAIOT
KaK 9KOJIOTHYECKYIO KaTacTpody, TeM OoJjiee, YTO OH BBITECHSET BCE JIPyTHE
pactenusi. Tak 4TO MOJIyyaeTcs, YTO HA JUKOM MOJie OECKYJbTYpPbhsS BBIKHUBET
TOJIBKO OJITH TIOAT — HETIPUXOTIIUBBIN U BPEIHBIN, KaK OOPIIEBHK.

Ho Bo3MOHa u Jipyrasi TpakTOBKa: TO, UTO MbI c€ii4ac UMeeM, JTaJbHEE X0
CTaJIMHCKUX BPEMEH, HE CIy4YailHO B KHUIE€ «3BEPCTBO» €CTh CTUXOTBOPEHHE
«KpelieHnble MmImpuuaMmny», NEpeKInKaolleecss ¢ Ha3BaHUEM aBTOOHOrpadu-
yeckoit kauru Jayapaa Kouepruna «Kpemennsie kpecramm».>® 3aciyKeHHbIH
xynoxHuk Poccun Koueprun HazBan cBOM Memyapbl «3alMCKU Ha KOJICHKax»,
YTO TaKkKe€ UMEET JBOMHON CMBICI: OTPHIBOYHBIC BOCTIOMUHAHUSI U BOCTIOMHHA-
HUS O T€X BpPEMEHaX, KOTJa JIoau ObUIM MOCTaBJICHBI Ha KOJEHU. MajeHbKHIA
MaJb4MK, ChIH BparoB Hapoja, OeXuT jeroM 1945 r. u3 pernpueMHHKA TMOA
OmMckoM, 0€e3 IeHer U TIOKYMEHTOB, 0MOi B JIeHUHTpaa oH J0OUpaeTcsi TOJIBKO
B 1951 r. 3ameuareneH CTUIb 3TOM KHUTH: TaM MHOTO MPOCTOPEUU U TaK HA3bI-
BaeMOM «(peHu», BOPOBCKOIO KaproHa — 3TO TOT A3BIK, HA KOTOPOM TOBOPST U
OKpY>Karolyue MaJlbuuKa JIFOJU, U MaTh (OTCHJEBINAs IE€CIATh JIET KaK MOJIbCKas
IINUOHKA), U «YUCTEHbKUN KalUTaH» B OTACJIICHHUU MWIMIUU. DTO Ta pPEUb,
KOTOpO# peOeHKa, He YCIEBIIETO BBIYYUTh PYCCKUU S3BIK OTIA M 3a0BIBILETO
MOJILCKUM SI3BIK MaTepH, oOydmiia cama ku3Hb. J[pyrue pacckassl Kouepruna
PUCYIOT TATOTHI CYIIECTBOBAHMSI WHBAJIUAOB BOWHBI, BEPHYBIIUXCS U3 MECT
3aKJIFOUEHMUS], MAJIOJIETHUX MPOCTUTYTOK — MUTEPCKOTO «THAY.

Takum o0paszom, nerpaganus KyJbTypbl CBsi3aHa HE TOJIBKO C OOIIECTBOM
noTpeOIIeHHs], HO U C TEMU PETYJIIPHBIMHU «YUCTKAMW» UHTEJUIMT€HLIUU, KOTOPhIE
IPOBOJMIIMCH B COBETCKOE BpeMsi. PoMaHOBa HE paTyeT 3a «BBICOKYIO» KYJIbTYpY,
KOTOpasi He MOXET ObITh HE3aBHUCHUMOW B PBIHOYHOM OOIIECTBE, €€ MO3UIUS
KOHTPKYJITYpPBI Ia€T, 10 KpaiHell Mepe, Wilio3uto TBopueckoi cBoboasl. Ho u

55 PomanoBa (2019: 92-93)
3¢ Koueprusn (2009).
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JIeJIaeT €e CTUXU HEBOCTPEOOBAHHBIMU, BEb HE OYAYT e «TOMHUKWY» WIH «TaH-
KI» YUTATh €€ KHUTH, a TeM 0oJiee BHIMCKUBATh MHTEPTEKCT, a aKaJeMHYECKOe
JUTEPATypPOBEICHUE OTIYTHET TPaL U o0mnre Mata. CoBepIIEHHO ONPEIEIEHHO
ckazain o cruxax Pomanosoit ['puropuit FOmenko:

B Hux ecTh IMHAMHKA U JEHUCTBUE, KOTOPOE JOJDKHO 3aXBaThIBATH HEMCKYIIEHHOTO
YqUTaTENs, a JUI UCKYIIEHHOTO €CTh Macca OTCBUIOK K CaMbIM pa3IMYHbIM KyJIbTYp-
HBIM KOZIaM — MAJIO KTO €I11€ CMO>KET COBMECTUTD B OJTHOM CTUXOTBOPEHHH (heCTHUBAIN
UIEKTPOHHOW MY3BIKM M LIMTaThl U3 bpoackoro wim mynbsrcepuan «Pyrypama» U
neBua Buxropa Xapa. OHM NOAHUMAIOT AKTyallbHbIE MPOOJIEMBI COBPEMEHHOCTH,
OpocaroT BBI30B OOBIICHHOCTH U HECTIPABEIMBOCTH U TIPU 3TOM TIOJIHBI 37I0POBOTO,
IYCTb 3a4aCTyl0 ¥ MpPaqHOBATOro roMopa. OHAKO YHHBEPCAILHOCTh TEKCTOB Poma-
HOBOW BBI3BIBACT NPSIMO MPOTHUBOIOIOKHBINA 3((HEKT — OHM OKa3bIBAIOTCS COBEp-
IIEHHO 3JIMTAPHBIM IIPOIYKTOM, HEMPUEMIIEMBIM MPAKTUIECKH ISl BCeX.

Cama PomanoBa yBepeHa:

He Hanmo HuKorga 00aTbcs TEKCTOB. B camMux mo cebe ¢popmMax XyHa0KECTBEHHOTO
MOBEJICHUS HUYETO CTpamHoro HeT. Kynma crpamiHee okpy»Karomiasi pealbHOCTb.
Ona u cTparniHee, U (haHTacCMaropuyHee, 4eMm Jito00i, BEIIyMaHHBIH aBTOPOM CIO-
xeT. [loroMy YTO HM OJHO TBOpYECKOE BOOOpPaKEHHE HE CIIOCOOHO CKOH-
CTPYHMpOBATh TAKyIO XYTKYIO U YXKaCHYIO PEeaJbHOCTh, KOTOpasi OKPY>aeT Hac B
JeHCTBUTENBHOCTH.

Jluteparypa

Aitzen6epr, M. (2005): Bo3moxxHOCTb BbICKa3bIBaHMs // OnpaBaaHHoe npucytcTBue: COOpHUK
crateir. M. https://flibusta.club/b/391851/read [01.07.2021].

ApxumnoBa, A. / Kupstok, A. (2020): Onacusie Bemu: ['oponckue nerenast u crpaxu B CCCP. M.

baxmanu-Menuk, /1. (2017): KynbsTypHble moBopoThl. HOBBIE OpHEHTHPHI B HAYKaX O KYJIbType
/ Tlep. ¢ mem. C. TamkeHnoBa. M.

Byxkc, H. / Kypranos, E. (2019): IIpenucnosue // bykc H.4., Buponaitnen M.H., Kypranos E. .
be3zymHoe nCKycCTBO: CTpax, ckaHaal, oesymue. M. 5-12.

Bbpoyau, P. (2007): Ilcuxuueckue Bupycol. Kak nporpammupyroT Hatie cozHanue. Ilep. ¢ anri.
I1. AdbanacweBoii. M. https://www.litmir.me/br/?b=284459&p=7 [24.06.2021].

I'emutep, JI. (2018): Mup, B KOTOpOM MBI )KuBeM, i1 MoHCTpbI M MUQHI // TIpu3paku, MOHCTPHBI
u npyrue uHakue cymecrsa / Coct. AHactacus ae JIs @optiaes. M. 20-64.

[onpbepr, P. (2014): UckyccTBo nepdopmanca. Ot ¢pyTypuszma a0 Hammux gaei. M.

lomec, K.-JIx. (2018): IlporectHass peakuus 3puTeiel Ha MOpPaIbHO-IIPOBOKALMOHHOE
uckycctso // U3Bectust Yp®V. Cepus 3. O6mmectBennsie Hayku. T.13. 3/179. 124-134.

INopanuxk, JI. (2014): OT1o Ha3wiBaeTcs Tak. KopoTkas mposa. M.

Hpau, U. / Konroxoma, A. (2015): JepuHWnmm HOBEHIIET0 CIPABOYHOTO H3IAHUS TIO
Happarosorun: O630p Handbook of Narratology. Berlin; N.Y., 2009 // Tioma, B. /

57 FOmenxko (2015).
58 Pomanosa (2015¢).

1ZfK 12 (2024). 55-74. DOI: 10.25353/ubtr-izfk-186a-f165  [fe) ExENE.



74 Huna baproeckas

®enynnna, O. (pen.-coct.): Happatonmorus m xommnapatuBuctuka. COOpPHHK Hay4YHBIX
TpyaoB. M. 419-444,

3enkuH, C. (2019): [Tocnecnosue k Tpancrpeccuu // Jloroc. T.29. 51-63.

3yceBa, B. (2012): «Pe30H MaTepuThCs» (0 HEHOPMATUBHOW JIEKCUKE B TI093UM) // ApHOH. 4.
https://www.arion.ru/mcontent.php?year=2012&number=131&idx=2523 [29.06.2021].

KamranoBa, C. (2016): Tpancrpeccusi kak comuanbHO-¢pmiIocopckoe moHsTHe: Jlucc. K.
¢unoc. H. CII6.

Kopman, b. (2006): U36pannbie Tpyasl. Teopus amuteparypsl / Pea.-coct. E.A. TlonmmuBanosa
u ap. Mxesck.

Koueprus, 2. (2009): Kpemennsie kpectramu». CII6.

Kykymun, M. (2019): He «3Be3apl», HO COOCCETHUKH: POJIb PETHOHATBHBIX TOITHUYECKUX
dectuBaneii B GopMUPOBAHUU COOOILECTB «IEPBBIX UYUTATENEID» COBPEMEHHOW MO33uU //
[IpopsIB kK HEBO3MOXKHOM cBsi3n: CTaThh 0 pycckoii moa3un. ExarepunOypr / Mocksa. 501-510.

Octun, k. (1999): Cumbicn u cencubunuu // Octun, JIx.: NU36pannoe / Ilep. ¢ anrn. JI.
Makeesoii, B. Pynnesa. M. 139-247.

Pomanosa, H. (2013). B xanpe Hard-Jumping // Iuamor uckyccts. 4. https://di.mmoma.ru/
news?id=259&mid=1023 [29.06.2021].

Pomanoga, H. (2015a): 3sepctBo. CII6.
Pomanosa, H. (2015b): JlronoenctBo. CII6.

PomanoBa, H. (2015¢): MneanbHast rpaMOTHOCTB U JIFOA0€ACTBO — MHTEpBBIO caifTy “Sputnik
benapycw”, 18 oxra6ps 2015. https://sputnik.by/lifestyle/20151018/1017901247.html
[24.06.2021].

PomanoBa, H. (2016): Wuteppro mis mabnuka «Kypc-kommaxy». http://vgribe.com/mem-
bers/nromanova/publications/nr-18-12-16 [24.06.2021].

PomanoBa, H. (2018). «Ctuxu nox maiionezom» // Jlnanor uckycctB. 6. http://vgribe.com/
members/nromanova/publications/nr-24-12-18 [24.06.2021].

PomanoBa, H. (2019). Yuebuuk nutepatypsl 1uis npunypkos. HoBocuOupck.

Tionma, B. (2012): IlepdpopmaTtuBHble uUCTOKH Tupuku // JluteparypoBemaueckuii COOpPHHK.
Marepuansl MEXIyHapOAHOW HaydHOH KoHgepeHIH «OHTONOTHS W  TOATHKA:
TEOPETUYECKHIC W aHAJTUTHYECKHUE ACTEKThI», TOCBSIIEHHOW 75-neTrio mpodeccopa M.M.
['mpumana. Beim. 49-50. C. 40-63. [{oxeuxk.

Oumep-Jluxre, D. (2015): DcreTnka nepdhopmaTUBHOCTH. M.

Jlapmuackuit C. / Muunx JI. (2019): DkcniepuMeHTaIbHBIN CI0Baph HOBEHIEH qpaMaTypruu.
Siedlce.

IOmenxo, I'. (2015): 3Bepunsiii ctux. O kaurax «Jlrogoeacro» u «3BepcTBoy. http://vgribe.
com/members/nromanova/publications/nr-17-05-15 [24.06.2021].

SAmnonsckuit, M. (2018): Tlapk kynbTypsl: KynbTypa u Hacunue B MockBe ceroans. M.

1ZfK 12 (2024). 55-74. DOI: 10.25353/ubtr-izfk-186a-f165



Internationale Zeitschrift fiir Kulturkomparatistik

. Band 12 (2024): Political Poetry, Performativity, and the Internet
| Herausgegeben von Anna Fees, Henrieke Stahl und Klaus Telge
Duri¢, Dubravka / Boskovi¢, Aleksandar: Poezija kao luksuz i
sredstvo prezivljanja. In: IZfK 12 (2024). 75-88.

DOI: 10.25353/ubtr-iztk-a9fb-5d69

Dubravka Duric¢ / Aleksandar Boskovié

Poezija kao luksuz i sredstvo prezivljanja

Poetry as a Luxury and Means for Survival

The paper focuses on two blogger-poets, Maja Solar and Jelena Savi¢, who create
poetry and conceptualize the relationship between philosophy and politics. Maja
Solar is a refugee from Croatia, now living in Serbia, who sometimes mixes Ser-
bian and Croatian language standards. In her poems, she combines the lyrical with
the experimental, while in her essays, she critically reflects on neo-liberalism. The
authors discuss her dual position(s), as a poet and philosopher active in the Geru-
sija philosophy collective from Novi Sad. Jelena Savi¢ is a poet of Romani de-
scent, whose poetry takes identity politics as both its point of departure and object
of critique. The authors examine how her experimental writing embodies this dual
position. More specifically, the paper investigates how Solar and Savi¢ construct
themselves online as engaged intellectuals, poets and writers. In the case of Maja
Solar, the authors focus on “Ispod crte”, a blog created by the collective “Za kul-
turne politike: politika kulture”, and the Gerusija collective’s magazine “Stvar”.
By using these examples, the authors review her place in the micro-social map of
younger critical intellectuals. In her blog “Usernamekaspoetry: Biti Zena, Rom-
kinja, pesnikinja”, Jelena Savi¢ discusses her paradoxical position as an almost
invisible poet in the national context, and questions the place of minorities within
the nationally homogenous Serbian society. In 2017, Savi¢ started writing about
problems of education in the regional e-magazine “Pronetter” and her work be-
came more visible in the post-Yugoslav context.
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poetry, Roma identity
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Preddigitalna, digitalna, postdigitalna srpska pesnicka kultura?

Pre nego $to se usredsredimo na rad dve pesnikinje, Maje Solar (1980, Zagreb) i
Jelene Savi¢ (1981, Beograd) i na¢in na koji sebe predstavljaju na internetu,
postavlja se pitanje da li je moguce o srpskoj pesnickoj kulturi govoriti kao o
postdigitalnoj? Da bi se odgovorilo na pitanje Sta je postdigitalna knjizevnost
mora se najpre dati odgovor na pitanje Sta je digitalna knjizevnost. Kao 1 mnogi
drugi teoreticari 1 teoretiCarke digitalne knjiZzevnosti 1 medija, Roberto Simo-
nowski je pisao da je digitalna knjizevnost “rodena kao digitalna”.! Fraza
“rodena kao digitalna” ukazuje na to da ona zavisi od operacija 1 procedura
kompjutera koji se koristi u svrhe estetske proizvodnje.? Simonowski zastupa
ideju da poezija nastala u novom mediju ne transponuje stari medij u novi, ve¢
nastaje iz samog medija a to znaci da “koristi tehnoloSki potencijal za estetske i
konceptualne svrhe”.> Medu odlikama svojstvenim digitalnoj knjizevnosti Simo-
nowski izdvaja interaktivnost, intermedijalnost i procesualizaciju (odnosno pro-
gramiranje performansi koji se mogu izvesti). Ako ovo imamo u vidu, mozemo
re¢i da srpski kulturni prostor nije omogucio nastanak digitale ili e.knjiZzevnosti.*
Ako uvedemo u igru aktuelnu postdigitalnu estetiku, odnosno medijsku estetiku
nastalu kao kriticka reakcija na digitalnu visoku tehnologiju kojom se odbacuje
digitalno u smislu ideje progresa i fascinacije digitalnim dobom®, moZzemo
zakljuciti da se u srpskoj pesnickoj kulturi ne moze govoriti o postdigitalnom
uslovu koji bi na ovaj nacin odredio pesnicku produkciju. Ali pojmovi nisu
stabilne 1 jednoznacne kategorije, te se 1 pojam postdigitalno definiSe na viSe
nacina. Cramer ga odreduje kao “stanje medija, umetnosti i dizajna nakon njihove
digitalizacije (ili bar digitalizacije sustinskih aspekata kanala kroz koje se oni
komuniciraju)“® (kurziv u originalu). S obzirom na ove odrednice, o srpskoj
pesnickoj kulturi moguce je govoriti istovremeno kao o 1) preddigitalnoj u smislu
da se jo$ uvek nije pojavila praksa e-poezije kao “digitalno rodene” poezije; 2)
digitalnoj il digitalizovanoj u smislu da su digitalne tehnologije iskoriS¢ene za
digitalizaciju jednog broja knjizevnih dela, a postoje i digitalne baze dostupne na
internetu; 1 3) postdigitalnoj u smislu da se stare (preddigitalne) pesnicke ideo-
logije meSaju sa digitalnim ideologijama i praksama najvise u smislu mogucnosti
diseminacije knjizevnosti. Pojam postdigitalno u poeziji se odnosi na ¢injenicu da
su digitalni mediji danas globalno najvazniji u diseminaciji poezije — posebno u
periodu kada Stampana kultura postaje gotovo iskljucivo komercijalna, a Stampani

' Simonowski (2011: 27).
2 Pressman (2014: 1).
3 Simonowski (2011: 30).

* Pojmovi digitalna knjizevnost i elektronska knjiZzevnost se najée$ée koriste kao sinonimi
(Ciccoricco 2012: 471).

5 Cramer (2015: 16).
% Ibid., 19.
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knjizevni Casopisi kao vazna srediSta artikulisanja generacijskih poetika (odlika
jugoslovenskih socijalistiCkih pesnic¢kih kultura), nestaju ili ukoliko postoje u
Stampanom obliku, naj$¢e su dostupni i online.

Teoretizuju¢i savremenu popularnu kulturu, Henry Jenkins je pisao o “kulturi
konvergencije” (“convergence culture”) u kojoj se “novi i stari mediji sudaraju,
u kojoj se aktivisticki 1 korporativni mediji presecaju, u kojoj mo¢ medijskih
proizvodaca 1 proizvodacica 1 mo¢ medijskih potrosaca 1 potroSacica stupaju u
interakciju na nepredvidljive na¢ine”.” U srediste istrazivanja Jenkins ¢e pored
konvergencije postaviti participatornu kulturu u kojoj proizvodaci 1 potrosaci
nisu odvojene uloge, kao 1 kolektivnu inteligenciju, jer je potroSnja postala
kolektivni proces.® Naime, digitalni obrt je omoguéio da se stari koncept medij-
ske konvergencije u digitalnom dobu pojavi na novi nacin. Internet kao
multimedijalni i1zvor informacija omogucava interaktivnu komunikaciju i kon-
zumiranje razli¢itih medija.’ Ova ¢injenica ima svoje u¢inke na pesni¢ku proiz-
vodnju. Razmatranje odnosa novih medija i savremene pesnic¢ke prakse povlaci
za sobom pitanje koliko se sama pesnicka praksa u odredenim kulturnim kon-
tekstima menja 1 da 1i se menja. Razliite pesnicke tekstualne produkcije u
rasponu od narativnih do eksperimentalnih danas postoje u obliku ¢itanja,
performansa, u kombinaciji sa muzikom i1 drugim zvu¢nim efektima, u kom-
binaciji sa plesom 1 scenskim pokretima, pesnici i pesnikinje koriste fotografiju,
film 1 druge vizuelne efekte, postoji velika produkcija pesnickih kratkih filmova,
e.poezija, itd.!® S jedne strane ¢ini se da dominantni tok srpske a i ve¢ine drugih
regionalnih postjugoslovenskih poezija ostaje zarobljen u linearnoj logici Stam-
pane kulture, pa i nova casopisna kultura na internetu gotovo po pravilu je
zamena za Stampanu casopisnu produkciju. Ovo znaci da sam medij gotovo da
bitno ne uti¢e na knjiZzevnu tekstualnu produkciju. Ali novi mediji bitno uti€u na
diseminaciju poezije, koja bi usled svoje temeljne neprofitabilnosti nestala u
neoliberalnoj savremenosti u kojoj se svi segmenati kulture 1 oblici organizacije
svakodnevice pretvaraju u robu.!! Nase doba se opisuje kao doba dominacije
medija 1 teorije, to znaci da pesniCka kultura ipak ne moze ostati mimo hege-
monih globalnih trendova. S druge strane, nove platforme interneta omogucavaju
moguénosti iskazivanja kritickog stava.'> Demokrati¢nost interneta i druStvenih
mreZa ogleda se u tome da svako moze biti poSiljalac/posiljateljka 1 primalac /
primateljka poruke postavljanjem videa na YouTubeu ili pisanjem postova na

7 Jenkins (2006: 2).

8 Ibid., 3-4.

? Champbell et al. (2016: 38, 40).
10'Stein (2010: 110-113).

"' Treba ipak napomenuti da je u poslednjih par godina i poezija usla u neoliberalnu
hiperprodukciju (Purié: 2021a: 7-17).
12 Sorel / Jankovié-Paus (2012: 88).
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blogovima.!® Digitalni ambijent (“digital environment”)!* daje mno$tvo novih
platformi u kojima autori i1 autorke mogu delovati, ¢ak 1 onda kada sam novi
medij bitno ne utice na proizvodnju poezije. Pa ipak, na prvi pogled paradoksalno,
za razliku od linearnosti ili stabilnosti znakova otelovljenih starim medijima,
platforme novih medija zahtevaju upotrebu vizuelnog, zvukovnog 1 verbalnog, Sto
postaje u odredenim pesnickim produkcijama 1 njihovim recepcijama bitno svojst-
vo same poezije. Kada to kazemo, mislimo na poeziju dominantnog toka koja
konvencionalnije stilove pisanja osavremenjuje koriS¢enjem vizuelnog, usmenog i
zvukovnog elementa multimedijalne poetske kompozicije.

Dominacija medijske kulture u uslovima globalizacije od pocetka 90-ih
dovela je do performativnog obrta u poeziji, koji se pokazao u potrebi da poezija
viSe ne postoji samo u Stampanoj formi na stranici papira, ve¢ kao usmena
interpretacija pesnika i pesnikinja. Walter Ong je ve¢ po€etkom 80-ih godina 20.
stoleca definisao elektronsko doba kao doba “‘sekundarne usmenosti” (“secondary
orality”) svojstvene visoko-tehnoloskim kulturama u kojima naprave poput
telefona, radija 1 televizije a danas 1 interneta dovode do nove usmenosti, koja je,
za razliku od primarne usmenosti, ukotvljena u pisanoj / Stampanoj kulturi.'®
Ovaj trend u postjugoslovensku regiju dolazi nakon 2000. Javna ¢itanja poezije
na festivalima, na slemovima, na predstavljanjima pesnika i1 pesnikinja ozna-
cavaju jo§ jedan vid komunikacije poezije, koja sada pored Stampane verzije
postoji 1 kao usmeno izvodenje pred publikom. Usmeno izvodenje poezije se
mora tretirati kao medij po sebi, jer se njime pesnicki tekst oglasovijuje. Ovu rec
koristimo u doslovnom smislu: pesnik/pesnikinja je prisutan/prisutna pred
publikom'® i na publiku deluje magija pesnikinjinog glasa i stil ¢itanja. Razma-
trajuci pesnicka Citanja, Charles Bernstein ¢e s/usnost (aurality) u smislu ozvu-
canjanja pisanja kontrastirati usmenosti (orality) kojom se naglasava “dah, glas 1
govor”.!” Uspostavljanjem ove razlike ukazuje se, pojednostavljeno receno, na
razliku izmedu dva tipa pesnicke proizvodnje. Prvi tip je 1) narativna poezija
kojom pesnici 1 pesnikinje pri¢aju neku pricu, a nacin izvodenja moze se upo-
rediti sa izvodenjem glumaca na sceni: pesnik i pesnikinja kao a) kazivac¢ /
kazivacica pri¢u kazuje iz treCeg lica (pesnik izvodac / pesnikinja izvodacica
tada je u ulozi usmenog pripovedaca/pripovedacice); ili kao b) lik koji se obraca
publici 1 pri¢a o svom iskustvu iz prvog lica jednine, §to se moze uporediti sa
konstruisanim scenskim likom. Drugi tip pesnickog izvodenja radi sa glasom
kao svojim materijalnom, a to znaci sa fonotekstom: rad sa materijalnoscu jezika
koji vodi poreklo iz avangardne i neoavangardne poezije. Citanja pred publikom
imaju performativni u¢inak stvaranja zajednice u kojoj pesnici 1 pesnikinje dele

13 Champbell et al. (2016: 10).
14 Simonowski (2011: 51).

15 Ong (2002: 10-11).

16 Davidson (1997: 197).

17 Bernstein (1998: 13).
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uzitak u javnom c¢itanju i neposrednom obracanju pesnika 1 pesnikinje publici, a
omogucava 1 neposrednu interakciju izmedu publike 1 pesnika/pesnikinja, po-
sebno na slemovima.!® Snimci ¢itanja poezije dostupni su posredstvom interneta,
posebno na YouTubeu i1 Vimeu za Siroku globalnu publiku. I njihov uc¢inak je per-
formativan u smislu da mogu posluziti kao agensi za uspostavljanje analognih
pesnic¢kih praksi u sasvim razli¢itim 1 udaljenim kulturalnim kontekstima.

Digitalne platforme knjizevne komunikacije obuhvataju internet ¢asopise, You-
Tube 1 blogosferu. U uslovima novouspostavljenih nacionalnih postjugoslovenskih
knjizevnih / pesnickih kultura elektronski ¢asopisi, poput “Promettera: Jugoslov-
enski portal za umjetnost 1 drustvene odgovore”, “Agona”, “VoxFemine”,
“Booksa.hr”, “Kulturpunkt.hr”, itd. imaju nekoliko paralelnih funkcija. Oni uce-
stuju u artikulisanju pojedina¢nih nacionalnih knjizevnih / pesnickih kultura
(slovenacka, hrvatska, srpska, bosansko-hercegovacka, crnogorska 1 makedonska,
da pomenemo samo slovenske postjugoslovenske kulture). Pored toga, poput re-
gionalnih festivala, internet Casopisi su postali vazne poluge u uspostavljanju i od-
rzavanju komunikacije izmedu pesnika 1 pesnikinja koji poti€u iz neprijateljskih
postjugoslovenskih drzava, nastalih nakon ratnog razaranja SFRJ. Danas su internet
Casopisi mesta razmene 1 ofpora u politickoj situaciji obnovljenih napetosti u
postjugoslovenskom kulturalnom prostoru, nakon ratova 90-ih 1 kratkog perioda
sanacije 1 rada na pomirenju. Internet asopisi su istovremeno deo nacionalne, re-
gionalne i globalne mreze knjizevnih i posebno pesnic¢kih kultura, koje su pre-
mrezile 1 povezale svet, te se koriS¢enje internet platformi ne moZe odvojiti od
globalnih neoliberalnih ekonomskih, politickih 1 kulturnalih procesa.

U kontekstu poezije i blogovi imaju zna€ajnu funkciju. Blogeri 1 blogerke
postavljaju postove u kojima razmatraju teme u rasponu od licnih do drustveno-
politickih 1 kulturalnih problema. Mnoge autorke i autori u postjugslovenskoj
regiji se oglasavaju na svojim blogovima, a mnoga ¢itanja poezije i razgovori
kao i predavanja dostupni su na YouTubeu.

Opisani kontekst vazan je u artikulacijama pesnickih 1 teorijskih pozicija
Maje Solar 1 Jelene Savi¢ u srpskoj pesnickoj kulturi. Maja Solar zivi u Novom
Sadu 1 pripadnica je izbeglicke populacije koja se tokom jugoslovenskih ratova
90-ih naselila u Srbiji, dok je Jelena Savi¢ beogradska urbana Romkinja. Krajem
90-ih one su usle u feministicke antiratne krugove 1 pocele delovati u nevladi-
nom sektoru. Jelena Savi¢ imala je znaCajanu ulogu u beogradskoj AZinovoj
skoli poezije i teorije (1996-2006)," koja je u svom radu reaktualizirala avan-
gardne, neoavangardne (posebno vojvodanske) i1 postavangardne radikalne

18 Puri¢ (2002: 152-153).

19 U razli¢itim periodima u AZinu su delovale, pored pokretacice Dubravke Durié¢ i Natalija
Markovi¢, Snezana Zabi¢, Ksenija Simi¢, Danica Pavlovi¢, Snezana Roksandi¢, Ljiljana
Jovanovié, Jelena Savi¢, Ana Seferovi¢, Tamara Suski¢, Ivana Velimirac, Dragana Popovi¢ i
Jelena Tesanovi¢. O Azinovoj Skoli poezije i teorije videti u Puri¢ (2021b: 37-51).
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pesniCke prakse. Azinovke su insistirale na arikulacijama autopoetika,? utiuci
tako svojim radom na generaciju pesnika i pesnikinja koji su u jednom kratkom
vremenskom periodu poetiku shvatili kao vaZzan segment u bavljenju poezijom.
Maja Solar je bila medu osniva¢ima i osniva¢icama novosadske pesnicke forma-
cije Neolit (2005-2009),%' koja je 2005. uspostavila bliske veze sa AZinovom
Skolom. Kao heterogena pesnic¢ka formacija Neolit se pozicionirao izmedu voj-
vodanske neoavangade (i AZina kao njenog naslednika u 90-im) i beogradske
hegemone urbane narativne $kole.?> Feministi¢ki i azinovski okvir koji je za obe
autorke inicijalno bio znacajan, odredio je njihovo zanimanje za pesnicku auto-
refleksiju. Autorefleksija nije bila znac¢ajna u dominantnoj srpskoj pesnickoj
kulturi, a takav stav je najbolje izrazio najznacajniji pesnik socijalistickog
modernizma, Vasko Popa, u tekstu “Pesnikova mutavost” iz 1966. kada je napi-
sao “Pitaju te kako si stvorio pesmu. Zasto ne pitaju kamen kako je stvorio
kamicak ili pticu kako je izlegla pti¢e ili Zenu kako je rodila dete?”* Ova
modernisti¢ka ideologija o pesniku koji stvara kao priroda postala je nepre-
mostiva prepreka razvijanju autorefleksije u dominantnom toku srpske pesnicke
kulture.?* Nasuprot takvoj umetni¢koj ideologiji, Maja Solar se kao filozofkinja
kretala ka artikulisanju teorijskog diskursa, posebno od trenutka ulaska u
kolektiv Gerusija, koji je okupio mlade novosadske filozofe i filozofkinje. Putanja
Jelene Savi¢ vodila je od studija andragogije u Beogradu do master studija iz
filozofije na CEU u Budimpesti, a od Skolske godine 2023-2024. na doktorskim
studijama je u Upsali.

Borba za znanje 1 artikulisanje teorijskog stava kod ove dve autorke postoji
paralelno sa zudnjom sa poezijom i njenom produkcijom, kao i1 autorefleksijom.
Solar 1 Savi¢ koriste internet platforme (blog, Facebook i YouTube) kao deo
savremenog imperativa konvergencije u smislu razradivanja odredenih konce-
pata u razli¢itim medijima i modusima: u okvirima utvrdenih disciplinarnih
polja, klasi¢nih medija 1 njihovih Zanrova i istovremeno u razliitim internet
platformama. Ovaj aspekt smo okarakterisali kao postdigitalni uslov savremene
pesnicke produkcije. U svom radu kojima se ovde bavimo a nastajao je do 2018.
Maja Solar i1 Jelena Savi¢ zauzimaju radikalne pozicije teoretiziraju¢i i poe-
tiziraju¢i klasu, rasu 1 rod 1 to ¢ine u polju poezije koncipirane kao radikalne
(eksperimentalne) pesnicke prakse, mada se ¢ini da je Solar u novim pesmama
odustala od ovog koncepta. U “samointervjuu” Solar je istakla da nema status

20 Medu najznadajnijim materijalima sa kojima se radilo u AZinu je broj asopisa Delo br. 8 iz
1989, posvecen ameri¢kim poetikama u kojima je svaki pesnik i pesnikinja predstavljen poe-
zijom 1 poetickim tekstom i u kojima je izaSao prvi veci izbor iz jezicke poezije.

21 Neolit su osnovali Sinisa Tucié, Bojan Samson i Maja Solar, a pored njih u njemu je de-
lovala i Dragoslava Barzut.

22 Puri¢ (2016: XXVI-XXVII).

23 Popa (1975: 501).

24 Puri¢ (2011).
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pesnikinje u drustvenoj podeli rada, to bi se jo§ viSe moglo re¢i za Jelenu Savic,
koja kao pesnikinja u srpskoj kulturi ostaje sasvim nevidljiva. Ova pozicija
pesnikinje bez drustvenog statusa pesnikinje povezana je sa socijalnim statusom
Solar kao izbeglice 1 Savi¢ kao Romkinje. Za obe autorke vazi ono §to ¢e Solar
napisati za sebe: da nema “materijalne uslove za ozbiljnije pisanje i Citanje
poezije”.? Pisanje se shvata kao privilegija slodobnog vremena jer samo slo-
bodno vreme omogucava posvecenost pisanju. Ali slobodno vreme je luksuz, jer
podrazumeva oslobodenost od nuzde svakodnevnog zaradivanja za zivot. Pa
ipak poezija se piSe, po reCima Maje Solar, 1z o¢aja ili, po re¢ima Jelene Savic,
iz nuzde da bi se preZivelo u oskudnoj svakodnevici.?

Maja Solar: feminizam, kritika kapitalizma i poezija

Maja Solar je bila aktivna u Centru za novu knjiZzevnost — Neolitu. Ova
heterogena grupa pesnika i pesnikinja®’ ubrzo ulazi u interakciju sa AZinovom
Skolom teorije i1 poezije. Saradnice Azinove Skole su sistematski radile na
pesnickim performansima, artikulisanju autopoetika i referiranju na avangardu 1
neoavangardu (u rasponu od italijanske, ruske i jugoslovenske istorijske avan-
garde do vojvodanskog konceptualizma i tekstualizma iz doba socijalizma).?® U
belesci o autorki u prvoj zbirci Maje Solar Makulalalalatura® navedeno je i to
da je ona ¢lanica AZinove grupe, ali, indikativno je da se ovaj podatak kasnije
viSe ne pominje. Kao studentkinja filozofije, Solar zatim postaje aktivna u
kolektivu Gerusija,
koji se bavi levo orijentisanim teorijskim, politickim 1 aktivistickim radom.
Razvijajuéi svoju kritiku na temelju anti-kapitalizma, marksizma, feminizma i
kritike drustveno-ekonomske eksploatacije, Gerusija predstavlja mesto okupljanja
svih onih koji se razli¢itim sredstvima bore za druStvo organizovano prema
potrebama ljudi, a ne prema potrebama trzista i logike profita. Gerusija svoje
aktivnosti razvija zajedno sa druStvenim grupama sa kojima saraduje — regio-
nalnim levim organizacijama, sindikatima, grupama koje se bore za radnicka pra-
va, progresivnim studentskim, feministickim, LGBT, umetni¢kim i drugim gru-
pama. Kolektiv Gerusija dela kroz zajednicke ekonomske, politi¢ke i drustvene
analize, kroz organizaciju javnih tribina, predavanja, seminara, $kola, video-kam-
panja, kao i putem angazmana u borbama i otporima.*
U prvom periodu pesnickog rada Maje Solar, iz kojeg je proizaSla zbirka
Makulalalalatura, najbolje se pokazuju azinovska interesovanja:

25 Solar (2017: 109).

26 U razgovoru sa Dubravkom Duri¢, Jelena Savié je na taj na¢in objasnila svoju potrebu za
pisanjem poezije.

27 Tucié (2009); Puri¢ (2016: XXXV).

28 Puri¢ (2016: XXXII).

29 Solar (2008: 107).

30 Videti sajt Gerusije: http://gerusija.com/o-kolektivu-gerusija/ [15.12.2020].
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1) Zanimanje za pesnic¢ki eksperiment, koji dolazi iz proucavanja ame-
ricke jeziCke poezije (language poetry), a to interesovanje potaklo je
reaktualizaciju radikalne pesni¢ke prakse istorijske avangarde i1 neo-
avangarde.

2) Zanimanje za feminizam: 90-te su u Srbiji kao i u celoj bivSoj Isto¢noj
Evropi obelezene procesima transformisanja isto¢noevropskih drustava
od socijalizma ka kapitalzmu 1 prateCom lokalizacijom globalnog
feminizma.?!

3) Razvijanje intelektualistiCke umetnicke pozicije radom na autorefleksiji
na nivou govora (u raspravama o poetikama pesnika i1 pesnikinja) 1 na
nivou pisma (pisanjem autopoetickih tekstova).?

Azinove pozicije su dobile svoju multimedijalnu formu u videu koji su rea-
lizovale Maja Solar 1 Ljiljana Jovanovi¢ pod naslovom “Narucujem sebe iz
kataloga”.** Ovim radom pesnikinje su izvele kritiku potrosacke kulture u ¢ijem
su srediStu Zene konstruisane kao strasne objektivizirane potrosacice, od kojih se
zahteva bavljenje sopstvenim izgledom. Pesnikinje manipuliSu kuhinjskim
predmetima (viljuska, presa za gnjeCenje krompira, Solja, kasika, itd.), ukazujuci
na konstrukciju Zenskosti 1 Zenske lepote. U videu se kao lajtmotiv pojavljuju
zenske noge u hulahopkama jarke boje (crvena 1 plava), a Zenske noge referiraju
na fetiSizaciju Zenske eroticnosti. Pojavljuju se fotografije Zenske ruke koja drzi
povrée (paprika na primer), ¢ime se pokrece lanac asocijacija od uspostavljene
veze izmedu sveta prirode 1 Zenskosti do spremanja hrane. Solar 1 Jovanovi¢ u
dva glasa ¢itaju svoju poeziju, naizmenicno iz svojih prvih zbirki pesama.
Njihovi glasovi uspostavljaju dinamican uzajamni odnos, jer su drugacije arti-
kulisani. Kad Ljiljana Jovanovi¢ ¢ita njen glas isti¢e jezicku povrsnu,** jasan je i
nepokolebljiv, gotovo “pravolinjski” 1 pored prefinjenih / minimalnih ali
znakovitih modulacija 1 menjanja tempa: glas ovde nije u funkciji prenoSenja
poetskog sadrzaja (nekakve pretpostavljene smisaone dubine). Glas Maje Solar
je 1griviji, sa vecim intonacionim rasponom: od povremenog insistiranja na
jezi¢koj povrsini do kretanja ka jezickoj dubini, kada je glas u funkciji pre-
noSenja poetskog sadrzaja. U melodijskoj intonaciji Maje Solar sudaraju se
ritmovi hrvatskog 1 srpskog jezickog standarda, isto tako, kada piSe ili govori
Solar srpsku jezicku paradigmu “kontaminira” kroatizmima (re¢i poput femi-

31 Puri¢ (2013: 52-53).
32 Pavlovi¢ et. al. (2004). Antologija Diskurzivna tela poezije rezultat je visegodi$njeg zajed-

nickog rada ove feministiCke pesnicke formacije, koju je inicirala Dubravka Puri¢. Goran La-
zi¢i¢ ¢e u prikazu nove zbirke Maje Solar ukazati na ovu vezu. (Lazici¢ 2018)

33 Tekst, glas, prevod na engleski Maja Solar i Ljiljana Jovanovié, fotografija Maja Solar, mu-
zika, produkcija, montaza Ivan Radenkovi¢ (1977-2018). Video je dostupan na
https://vimeo.com/8366180 (Solar / Jovanovié¢ 2009).

34 Na ovom stilu ¢itanja poezije se u Azinu insistiralo i kroz praksu intenzivno radilo.
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nistica).* Pesme koje autorke ¢itaju pripadaju paradigmi koja se hegemono
uspostavila uticajem americke jezicke poezije: diskonitualno redanje stihovnih
segmenata u kojima se meSaju pesnicki 1 teorijski diskursi.
Druga pesnicka faza Maje Solar obeleZena je njenim sve ve¢im angazmanom

u kolekvitu Gerusija. Brojna predavanja, tekstovi 1 prevodi koje ona u sklopu
svog delovanja izvodi, obelezeni su oStrom kritikom kapitalizma, faSizma ili
faSizacije drusStva. Predstavljajuci prevod knjige Silvie Federici na YouTubeu,
Solar objasnjava da

Nastanak kapitalizma od samog pocetka ima i polnu stranu price. Ova prica nije

nikakav dodatak, ukras ili sporedna alatka, ve¢ suStinska prica u stvaranju novih

ekonomskih, politickih i ideoloSkih odnosa. Imajuéi ovo u vidu, Silvia Federici

rekonceptualizuje Marxovo objaSnjenje nastanka kapitalizma putem pojma prvo-

bitne akumulacije.>®

U “samointervjuu”, objavljenom kao integralni deo njene zbirke “Bez za¢ina”,’’

Solar zanima kako uneti socijalni sadrzaj u pesmu a da pesma ne bude puka
propaganda, ve¢ da ostane u okvirima koji se mogu prepoznati kao umetnicki.
Njene nove pesme prate njen teorijski diskurs: kritika kapitalizma 1 posebno
zenskog mesta u kapitalistickoj patrijarhalnoj druStvenoj podeli rada. Bertold
Brecht tu postaje znacajna referentna tacka kao socijalno orijentisani levi knji-
7evnik Cije delo ne izlazi iz okvira umetnosti.® Sve u svemu jedinstvena
pozicija koju Maja Solar danas ima u srpskoj pesnic¢koj kulturi dolazi upravo iz
njenog statusa angazovane filozofkinje i1 angazovane pesnikinje, a kritika
kapitalizma koju sprovodi u svojim tekstovima nastalim u teorijskom okviru
kolektiva Gerusija, sadrzaji su kojima se bavi 1 u poeziji., ali na nacin poezije,
jer: “poetski tekst nikada nije apsolutno samodovoljan i €ist, uvek je ‘necist’,
‘prljav’, ‘zagaden’, dakle nije samo poetski, ve¢ ima 1 politicke, ideoloske,
filmske, ekonomske 1 druge elemente... a opet sve to ima na poetski nacin, 1 zato
uvek ostaje poezija” *° (kurziv u originalu).

Jelena Savic¢: poezija, eksperiment i rasa

Veoma je indikativno da Jelena Savi¢, jedna od najproduktivnijih 1 najznacajnijih
autorki Azinove Skole, kao pesnikinja ostaje uglavnom nevidljiva u srpskoj

35 Napomenuli bismo da je politika jezika u kojem se kontaminira ¢istota nacionalne para-
digme jezickih standarda srpskog i1 hrvatskog kao postjugoslovenskih jezika bila vazna
hrvatskoj prozaistkinji Dasi Drndi¢, a Dubravka Puri¢ je u svojoj knjizi ,,Ka politici nade
(nakon rata)* napisala jednu dugu pesmu mesajuci srpsku 1 hrvatsku jezicku paradigmu, $to je
markirano i pri njenom usmenom izvodenju pred publikom.

3¢ Video je dostupan na: https://www.youtube.com/watch?v=CKcX1DwcSgl (Solar 2016).

37 Solar (2017: 109-117).

38 Solar (2013).

39 Solar (2017: 113-114).
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pesnickoj kulturi. Kao Romkinja, ostaje marginalizovana (nevidljiva) i u romskoj
pesnickoj kulturi. Mada je 2004. objavila prvu knjigu u znacajnoj ediciji Prva
knjiga Matice srpske, pod naslovom “Ekskluzivne truncice” nije ukljuena u
“Antologiju romske poezije u Srbiji” koju je uredio Alija Krasnié¢i.*® U nekoliko
navrata Casopis ‘“ProFemina” je objavio njene rukopise, u kojima ona azinovski
eksperimentiSe sa prostorom stranice papira, zahvat koji ima svoje polaziSte u
konkretnoj poeziji a uvodenje teorijskog diskursa u jezi¢koj poeziji. Ili, kako je
Jelena Savi¢, pisala, poezija nije luksuz, jer ona moze sluziti kao potpora u kojoj
mozete pokazati asimetri¢ne drustvene strukture i pozicije.*! Jelena Savi¢ nije
uvrStena ni u jednu antologiju nove generacije pesnika i pesnikinja rodenih
izmedu 1970-1h 1 1980-1h. Dok se rad Maje Solar lako moze na¢i na internetu: u
brojnim intervjuima koji su sa njom radeni, u internet casopisima koji su objavili
njene pesme, na YouTube-u gde postoje snimci njenih predavanja 1 snimci
razgovora u kojima je bila jedan od ucesnika, rad Jelene Savi¢ uglavnom nije
dostupan niti vidljiv. Nekoliko njenih tekstova objavljeno je u regionalnom
elektronskom ¢asopisu “Pronetter”, koji nakon 2023. na zalost viSe nije dostupan,
a njen blog “Usernamekadpoetry: Biti Zena, Romkinja, pesnikinja” moZe
omoguciti analizu njenih uverenja sazetih u tekstovima u “Pronetteru” kojima
¢emo se ovde baviti. Materijal sa kojim raspolazemo moze se podeliti na dva
perioda, prvi u kojem Savi¢ deluje u AZinovoj formaciji 1 feministickim grupama,
ali 1 radi u Fondu za otvoreno drustvo u programu namenjenom Romima, 1 drugi
u kojem ne pripada ni jednoj pesnickoj zajednici ve¢ studira na CEU u
Budimpesti. Zato na$ rad najpre mapira poeticke stavove i praksu Jelene Savi¢ a
zatim se okre¢emo analizi tekstova iz Casopisa “Pronetter”.

Pitanje romskog identiteta je od samog pocetka znacajno za Jelenu Savi¢. U
svojim ranim pesmama 1 kratkoj prozi ona se njime opsesivno bavi. Feminizam
je u srediStvu njenog ranog pesnickog 1 autopoetickog rada, u kojem ona
azinovski insistira na potrebi osveS¢ivanja procesa pisanja 1 u njemu arti-
kulisanih ideologija. U tekstu “Autopoetka” ona izvodi kritiku tradicionalnog
shvatanja poezije, koja je kao polje kulturalne proizvodnje do skoro bila
ekskluzivno muskocentri¢na, a zatim kritikuje emancipovanije forme savremene
poezije koja uzima za model Charlesa Bukowskog jer pesnici nemaju potrebe za
autorefleksijom.*

Po sopstvenom priznanju, Savi¢ je odrasla na “srbijanskom” feminizmu, ali ¢e
tokom 2017. u nizu eseja objavljenih u ¢asopisu “Prosnetter” izvesti njegovu kritiku.
Kao Romkinja koja je dramati¢no 1 drasti¢no iskljucena iz diskursa identifikacionih
matrica srbijanskog drustva, ona se bavi svojom marginalnom pozicijom, u
situacijama gde je uvek margina margine. Jelena Savi¢ je svesna da je identifikacija

40 Krasniéi (2008).
4 Savi¢ (2017a).
42 Savié (2006: 207-208).
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“centralna za mehanizam kojim individue postaju subjekti znanja”.** Budu¢i da je
u raznim socijalnim kontekstima iskusila da “modusi subjektivnosti nisu uvek
dostupni svim ljudima™** u drustvu u kojem zivi, ve¢ zavise od diskursa koji
definiSu klasu, rod i rasu. Tekstovi u “Prometteru” tematizuju ovu problematiku i
mogu se shvatiti kao autobiografski eseji, od kojih je jedan pisan u epistolarnoj
formi, koji nam daju uvid u drustvenu istoriju kroz prizmu romske feministkinje.
Ona opisuje individuu kojoj drustvo ne pruza identifikacione matrice, te joj na taj
na¢in uskraduje moguénost postajanja delatnim subjektom.*® Detaljna analiza
odnosa mo¢i u okvirima institucija obrazovanja 1 feministickog pokreta u ovim
tekstovima, mogla bi se opisati kao diskurs otpora.*® Ton i manir se kre¢u od
razgovornog obracanja naratorke u prvom licu jednine do cini¢nih i ironi¢nih opisa
druStvenih situacija 1 njithovih aktera, koji nikada nisu personalizovani, ve¢ su
postavljeni kao tipi¢ni u datom kulturalnom kontekstu. Jelenu Savi¢ zanima kako
druStvene institucije obrazovanja i1 aktivizma proizvode nejednakosti kojima su
inherentni mehanizmi isklju¢ivanja.

U tekstu “Pogled Romkinje na kulu od slonovace”*’ ona govori o iskustvu

nemanja socijalnog, ekonomskog i obrazovnog kapitala, Sto dovodi do toga da
romska ucenica ili studentkinja (kojih nema mnogo) pate od sindroma uljeza i
oseéanja nepripadanja. U tekstu “Zenski mars iliti rijaliti $ou solidarnosti”*® u
kojem raspravlja o zenskom marSu protiv fasizma, Savi¢ pokazuje status Rom-
kinje unutar “srbijanskog” feminizma. Ona polazi od konstatacije da u Srbiji ne
postoji veliko interesovanje Zena za feminizam 1 pita se zaSto je tako. Jedan
odgovor je: “Baviti se feminizmom u Srbiji je klasna privilegija belih,
obrazovanih zena, uglavnom iz Beograda”. Feminizam ne nudi, smatra Savi¢,
reSenje Zenama koje su brutalno eksploatisane u globalnim neoliberalnim
korporacijama, te ona piSe da radnice ne zanima ‘“akademski levi feminizam
belih Zzena”. Zatim izri¢e sledecéi stav: “LGBTTIQ% zajednica u Srbiji ima svoju
elitu koja je uspela da podigne vidljivost ove populacije, 1 da uglavi neke od njih
u fotelje, ali to je uglavnom sve, ja bih rekla.” Iz ove zajednice su iskljucene,
smatra ona, trans, bi / interseksualne, aseksualne osobe kao 1 invalidi / inva-
lidkinje. Jedino $to zanima ove organizacije je ko ¢e organizovati Pride jer ¢e za
te aktivnosti dobiti novac. Kritika je upucena i romskim organizacijama koje
vode uglavnom muskarci 1 koje u sustini ne zastupaju Rome. Problem na koji
Savi¢ ukazuje su Stetne posledice institucionalizacije 1 profesionalizacije femi-

43 Weedon (2004: 7).
4 Tbid.

4 Ibid.

4 Ibid., 17.

47 Savié (2017b).

4 Savié (2017a).

49 Skradenica se odnosi na lezbejske, gej, biseksualne, transseksualne, transrodne, inter-
seksualne 1 queer osobe.
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nizma*® i drugih manjinskih udruzenja ¢iji smisao postaje samoodrzanje kao i da
jednom broju aktivistkinja 1 aktivista obezbedi egzistenciju. Pa ipak, ona za-
kljujuce “Nije sve tako crno. Feminizam je potreban. Jeste. Meni je doneo dosta
toga korisnog. Naucio me je da vidim neke odnose mo¢i. Jedini problem je §to
teSko dozvoljava da se vide odnosi mo¢i u njemu samom.” U tekstu “Skica za
drustvo za okruglim stolom™>! Savi¢ poredi funkcionisanje NVO>? sektora sa
funkcionisanjem politic¢kih partija, u kojima vlada stroga hijerarhija, podela rada
1 poslusnost. Epistolarnu formu autorka koristi u tekstu “Otpor konzumerizmu
antikolonijalne misli: Pismo Francu Omaru Fanonu™? u kojem se ponovo
obruSava na akademsku elitu koja izlaze Fanonove teorije, ali ni ovde potlaceni
Drugi iz lokalnog konteksta nije zastupljen. Mnoge od ovih tema Jelena Savi¢ je
tematizovala i na svom blogu.>*

Zakljucak

U ovom tekstu posli smo od pitanja da li je srpska pesni¢ka kultura post-
digitalna. Odgovor koji smo ponudili je da jeste ali u specificnom smislu. Mada
nema knjiZevnih dela koja nastaju u domenu digitalne knjiZevnosti, polje poezije
se transformisalo moguénostima koje daje internet sa svojim platformama.
Analizirali smo dve autorke, Maju Solar 1 Jelenu Savi¢, jer zauzimaju posebno
mesto u srpskoj pesniCkoj kulturi. Solar sa statusom izbeglice 1 Savi¢ sa sta-
tusom Romkinje, usle su krajem 90-ih u feminizam, a istovremeno i u velikoj
meri povezano sa feministickom pozicijom, one su ucestovale u reaktua-
lizovanju koncepta eksperimentalne pesnicke prakse, u kojoj znac¢ajnu ulogu ima
autorefleksija, u srpsku pesnicku kulturu ponovo uvedena zahvaljuju¢i delo-
vanju Azinove pesnicke formacije. Obe u svojim teorijskim spisima i esejima, a
1 u poeziji insistiraju na politici jezika — na paralelnoj upotrebi muskog i Zenskog
roda, koji u okviru paradigme srpskog jezika jos uvek izaziva nelagodu, kojoj se
suprotstvaljaju moéne institutucije, poput Matice srpske, a od skoro i1 Patrirjaha
Srpske pravoslavne crkve. Solar 1 Savi¢ su saradnice izvesnog broja elektronskih
regionalnih Casopisa i blogova, a aktivne su 1 na YouTube-u, mada je u novim
medijima rad Maje Solar vidljiviji 1 dostupniji. Dok se Solar kao clanica
kolektiva Gerusija kretala ka kritici kapitalizma, Sto je imalo vidnog uticaja i na
njenu poeziju, Jelena Savi¢ je u nekoliko tekstova izvela kritiku institucija
obrazovanja s obzirom na polozaj manjinskih, ranjivih skupina, posebno Rom-

59 Evans (2015: 73).

T Savi¢ (2017c).

52 Skra¢enica za nevladine organizacije.
53 Savié (2017d).

% Ovim problemima se Jelena Savi¢ znatno kasnije bavila u tekstu ,,U zmaji¢inom gnezdu:
Visestruka diskriminacija romskih Zena u Srbiji unutar konteksta evropske gadZovanske
supremacije‘ (Savi¢, 2022: 35-56).
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kinja, a njena poetska praksa ostala je nevidljiva, jer kako sama kaze u imejl
prepisci koja se odvijala tokom 2018, nestanak konteksta za pisanje otezava
odrzavanje pesnicke prakse. Njena kritika je zatim upucena lokalnom “‘srbijan-
skom” feminizmu, koji nije svestan sopstvenih odnosa mo¢i 1 koji se uprkos
zagovaranja inkluzivnosti, svodi na privilegovanu srednju belu klasu.
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Russian poets of the 2010s. The type of performance in question, which originally
implied active absorption in the poetic text, occupied an important place in Russian
art of the twentieth century — from the first experiments of the historical avant-garde
to Moscow Conceptualism (above all, in the their “Collective Actions™). As such, it
has always maintained a closeness to the poetic work and was most often practiced
by poets who sought to extend their texts beyond the space of the page and into the
“external” world. In the 2010s, however, with the development of social media, the
opposite trend is noticeable — poets, while declaring their connection to the per-
formative traditions of Moscow Conceptualism, transfer their performative activity
into a textual space organized by social media platforms. The central hypothesis of
this article is that all of these poets react differently to the methods of discursive or-
ganization provided (and enforced) by social networks and strive in different ways
to liberate themselves from the censorship of the algorithm: some emphasize the
discursive incoherence of the platform, while others, on the contrary, seek to devel-
op a sustainable manner of uniting private discourses into a new totality.

Keywords: Performance Art, Russian Poetry of the 2010s, Moscow Conceptual-
ism, Moscow Actionism, Dmitrii Gerchikov, Rostislav Amelin, lan Vygovskii, Va-
dim Bannikov, Social Networking
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This article' is founded on the hypothesis that performative art in Russia in the
second half of the 2010s has undergone a transformation that emerged directly
from poetry and by the poetic community. In large part, this is due to the present
convergence of poetry with contemporary art: poets are looking for ways to reach
beyond their usual medium — text — while simultaneously attempting to preserve
the tools characteristic of poetry — i.e., to work with words. As a result, performa-
tive practices have been incorporated into the text that circulates in the space of
social media, garnering reactions from users and transforming them into an audi-
ence for poetic performance. Meanwhile, the poet-performer puts him- or herself
in a special literary position: by externally continuing to follow the rules of com-
munication accepted in the literary community, he / she confirms his / her exist-
ence as a literary phenomenon with vividly expressed performative traits.

Here, we might do well to recall the broad understanding of performance that
dates back to the thought of Erving Goffman, according to whom performance
encompasses “all the activity of an individual which occurs during a period
marked by his continuous presence before a particular set of observers and
which has some influence on the observers.”? The space of social networks, with
their incredible capacity for documenting and representing everyday life, seems
like a living illustration of this understanding of performance and, of course,
does not exhaust itself in the examples of the poets to whom we shall subse-
quently turn our attention. However, what is fundamental to our further analysis
will be the argument that all of these poets transform their means of literary ex-
istence in its entirety into an extended performative project, which in itself is
telling — both of this poetry’s relation to the historical avant-garde and of the sit-
uation of contemporary Russian poetry as a whole.

Of course, almost all existing literary groups affiliated with the historical
avant-garde of the first quarter of the 20" century practiced performative art: this
extends to both Italian and Russian futurists, Dadaists, surrealists, and many of
their epigones and successors. The participants in these performances were poets,
artists, composers, dancers, actors: the improvisational form of such performances
itself contributed to their erasure of boundary between various media. At the same
time, this type of performance was often viewed as a “preparatory stage” for the
development of one or another cultural movement — a relatively simple means of
demonstrating one’s ideas and obtaining an instantaneous reaction. In the words
of performance scholar Roselee Goldberg, the artists and poets of the first half of
the 20" century “were still in their twenties or early thirties, it was in perfor-
mance that they tested their ideas, only later expressing them in objects.”?

! This article was translated for publication by David Hock at the University of Trier, Germa-
ny, with the assistance of Matthias Fechner and the author. All errors and inadequacies in
English are mine — D.H.

2 Goffman (1956: 13).
3 Goldberg (1988: 8).
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Performance crystallizes into a separate art form aware of its own specificity
when artists practice it exclusively and without attempting to produce objects (the
textbook example being Marina Abramovi¢). However, in parallel with that de-
velopment, the literary component of performative art also expands: extensive
documentation, manifestos, and interviews with artists are all summoned to sur-
round the work with meta-commentary, defining the mode of its “reading” (as in
the extensive commentaries and happenings of the “Collective Actions”).*
Meanwhile, performance evolves in at least two directions — towards a more or
less spontaneous event that attracts accidental viewers (the happening) or, on the
other hand, towards theater. To simplify things somewhat, one could say that the
first of these two avenues has become decisive for so-called Russian actionism,
while the latter, contrary movement has found more widespread practice in the
experimental theater of the United States.’

At the same time, in response to the “literaturization” of performance, there has
been a “performativization” of poetry — the desire to “break open” the text to ex-
ternal space, to take it beyond the bounds of literature as such and into adjoining
regions. Poets become the authors of performances, assimilating them into their
poetic practices. This is reminiscent of Paul Zumthor’s thought that performance
can be presented as a kind of division of a single poetic text into its component
parts, such that each of them acquires a unique performative quality.®

This is the direction taken by Andrei Monastyrskii and Dmitrii Prigov, who
are in many respects the predecessors of, on the one hand, the art group “Voina”
or “Pussy Riot”, which include poets among their members, and, on the other, the
“Monstrations” of Artem Loskutov or the “Translit” group and its affiliate, the
“The Laboratory of Poetic Actionism”.” In such cases, texts are intended to aban-
don the space of literature in order to circulate in the “real” world: in deserted
fields, on city sidewalks, or, on the contrary, amid mass political demonstrations.
The performative practices considered in this article are in many ways the oppo-
site: here, we are talking about authors who remain firmly planted within textual
media, yet who transform its means of circulation in such a way that individual
texts become part of a complex performative project.

Before turning our attention to contemporary practices, it is worth outlining the
history of the relationship between poetry and performative art in Russia. This is

4 On the documentation of these performances, see: Jones (1997); Auslander (2006).

3 On actionism in Russia, see: Koanes (2007); Drews-Sylla (2011). The contrary conver-
gence of performance and theatrical art has been analyzed, for example, in: Schechner (1988).

6 Zumthor (1988: 705).
7 Platt (2016).
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not merely a literary-historical excursion: the type of textual performance that
we will consider below often directly refers back to earlier performative practic-
es, incorporating them into itself as a meta-text to which it addresses numerous
polemical replies. Properly speaking, the very necessity of developing a new
kind of performativity inside social media rather than in the “outside” world is
dictated by a polemic with earlier practices that have been glorified by art critics
and historians alike. Moreover, those critical works that engage performative art
in Russia rarely pay attention to its poetic components. Here, I will therefore at-
tempt to sketch a history of performance as a history of its interaction with poet-
ry: as art that largely emerged from within a poetic context and that is ultimately
derivative of it. Such a perspective will allow us to show more clearly why it is
precisely poets who are currently reforming the state of performance in Russia.

Since its first years, the Russian poetic avant-garde was very close to perfor-
mance art. The first public appearances of Russian Futurists could even be re-
garded, in more modern terms, as performances or happenings. The heyday of
performance in Russia began in parallel with the rest of Europe — emerging in
the 1910s and continuing until the end of the 1920s, when the political situation
fundamentally changed.® One of the last performances of the Russian avant-garde,
«Tpu neBwix yacay (“Three Hours from the Left”), was initiated by the OBERIU
group (Daniil Kharms, Aleksandr Vvedenskii, and others) and took place on Jan-
uary 24, 1928, in Leningrad.” The evening attracted only a small audience and
completely lacked the grand scale of projects being undertaken simultaneously in
Germany (e.g., by Oskar Schlemmer) or in France (in the surrealist performances
of André Breton, which were set to the music of Erik Satie); in actual fact, it
amounted to a poetry reading with a humble splash of theatricality mixed in.
However, as a performance, it nonetheless marked a turning point, inadvertently
concluding an epoch in which avant-garde practices could afford to be presented
publicly. Its continuation and the rebirth of poetic performance would only be
possible in the 1970s, by which time unofficial Soviet culture had begun to de-
velop a new artistic language all its own.

The focal point of this latter development was the establishment of «Kom-
nektuBHble aerctBus» (“The Collective Actions”), headed by Andrei Monastyr-
skii. The group was praised for its «Iloe3nku 3a ropomy» (“Trips out of Town”) per-
formance series, which was launched in 1976.'° Monastyrskii, as the leader and ar-
chitect of the group, used his own poems as raw material for the performances
and was prone to regard these actions as poetic oeuvres. In other words, in
“Trips out of Town”, the poetic word obtained a specific corporeality beyond

8 Goldberg (1988: 31-49).
? Jaccard (1995); Roberts (1997: 7-12).

10 Extensive literature devoted to the “Collective Actions” group considers various aspects of
their activity — from their relationship to literary tradition to their place in contemporary art.
See Sasse (2003: 53-188); Esanu (2013: 92-106); Gerber (2018), Korchagin (2022).
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the language of poetry. Such performances strived to reproduce an effect in which
the words of poetry exerted force upon their audience by means of other media —
the human body or various spatial constructions. In one of the more famous col-
lective actions, «JIozynr» (“Slogan”, 1977), a banner that outwardly resembled a
Soviet agitational placard was hung in an empty field; however, in place of a par-
ty slogan, the banner was emblazoned with text from a long poem that Monastyr-
skii would publish many years later under the equivocal title «[ToaTraeckuii Mup»
(“The Poetic World / The Poetic Peace”) and that originally had nothing to do
with Soviet propaganda.'! For later Russian art, this action acquired an iconic sta-
tus — as a paradigm of “raising” the poetic text to the external world.!?

The performances of Moscow Conceptualism that Monastyrskiy participated
in were also developed by other poets and artists in his circle, such as Dmitrii
Prigov and Lev Rubinshtein, who regarded their poetry as a significant compo-
nent of the contemporary art scene. Prigov, for example, performed his texts as a
kind of sound-poetry accompanied by avant-garde music, recited Pushkin’s
verses as Buddhist mantras, transformed his texts into graphic works by means
of a typewriter, etc.!® Rubinstein would also perform his verses as plays and in-
cite the audience to act them out in real time.'* Likewise, it can be said that the
performative aspect of Moscow Conceptualism gradually became an important
source of inspiration for artists in addition to poets: many inside the conceptual-
ist circle simultaneously considered themselves both the one and the other, and,
for the younger generation, combining these roles became a calling of central
importance, albeit rarely managed with success.

The process of returning poetic performance to literature had already begun
with the younger generation of Moscow Conceptualism, including artists like
Pavel Peppershtein, Yurii Leiderman, and Sergei Anufriev, who formed the group
«Muacnekuus meaunHcKkas repmeHeBTrka» (“Inspection Medical Hermeneutics™)
in the second half of the 1980s."> In their case, the border between literature and
art was more blurred: the «mearepmeneBTsl» (‘“Medhermeneuts”) wrote poetry
(Peppershtein), poetic prose (Leiderman), stories, and even novels (the joint novel
«Mudorennas mo60Bb kacT» (“The Mythogenetic Love of Castes™) by Anufriev
and Peppershtein); however, the fundamental product of the group’s work was an
extensive series of auto-commentaries, discussions of art, and debates that simul-
taneously recall the self-documentation of the “Collective Actions” group and re-
fer back to the philosophical «PasroBope» (“Conversations”) held by the

! See: http://conceptualism.letov.ru/KD-actions-4.html [13.01.2021].

12 In general, the interaction of text and action is the central problematic of the work of the
“Collective Actions” group, as demonstrated by Sylvia Sasse (2003: 17-23 et passim).

13 Skakov (2016).
14 Messerli (2015).
15 Sasse (2003: 293-420), Esanu (2013: 317).
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OBERIU group in the 1920s.'% Against this background, performance itself did
not occupy a large space of its own, although, periodically, it still took place:
thus, the well documented early action in which Peppershtein used a stethoscope
to examine a photograph of a toddler (1988). The materials surrounding this ac-
tion acquired a mythological reframing and were assimilated into the larger
mythological network of ideas and concepts developed by the group. This in it-
self is characteristic: for the “Medhermeneuts,” performance was a kind of me-
dium of transformation in which the boundary between the world of the text and
the world outside the text could be suspended or erased.!’

Such active engagement in the world already belongs to the succeeding era, at
the turn of the 1980s to the 1990s, when censorship finally relaxed and then dis-
appeared completely, allowing artists to gradually integrate into the global sce-
ne. More so than the earlier Collective Actions group, the “Medhermeneuts” re-
lied on textual genres, and its members eventually came to be seen primarily as
writers (Yurii Liederman and Pavel Peppershtein, for instance, were awarded the
Andrei Bely prize for literature).

In the post-Soviet era, poetic performance has remained a frequent, though du-
bious genre existing on the margins of performative art and poetry. The 1990s-
2000s was a time when the descendants of conceptual art flourished, as in the case
of Moscow actionism.'® The first steps of that latter group were also inseparable
from the poetic context of that time. One of the most controversial of these figures
is Aleksandr Brener, who incorporated blatant aggression and defamation into his
performances, which he regarded as a supplement to his works in poetry and non-
fiction prose. Brener’s performances almost always involved scandal: for exam-
ple, the action in which he drew a giant green dollar sign on Kazemir Malevich’s
“Suprematism” while it was on display at the Stedelijk Museum in Amsterdam.

Such performances became part of Brener’s story about himself as a kind of
wayward and tortured soul that could not reconcile itself with an unjust world
and was thus prepared to take the most decisive critical action against its status
quo.'” The poems, memoirs, and articles of Brener are part of a larger project to

16 Sasse (2003: 382-386). For a detailed description of Pepperstein’s literary activities see, for
instance, Kusovac (2017). In the 1990s, collections of the group’s materials were regularly
released, eventually collected in the many-volume “The Empty Canon” («IlycroTHoM Ka-
HOHe»), which, however, was never fully published.

17 Sasse (2003: 303 et passim). See the commentary: «3HaeTe, cepile 3TOro Maibllla,
OKa3bpIBaeTcs ObeTcsi. MBI cHavyasa TOKe B 9TO HE MOBEPHJIH, HO TIOTOM IIPOBEPHIIH C TIOMOIIIBIO
CHelUaTbHOTO TpUbopa (KakeTcsi, CTETOCKOMNa) — OHO JEHUCTBHUTENbHO Obercs» (“You know,
this baby’s heart is beating. At first, we didn’t believe it either, but then we did with the help of
a special instrument (it’s called a stethoscope) — and it really beats”) (ibid. 304).

18 Kosanes (2007); Drews-Sylla (2011).

1t is equally characteristic and consistent for Brener to represent himself this way in his lit-
erary works. For example: “Have I ever been a truly uncontrollable being? Have I ever been a
true poet, free from petty self-assertion and complacency? Have I been able to defend the po-
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transform himself into a work of art — a sort of Gesamtkunstwerk, to use an ap-
plication of the term similar to that made by Boris Groys.?’ At the same time,
however, from the very beginning, Brener developed in the direction of political
art: while using conceptualist strategies, his social critique is far more straight-
forward than, for instance, the play with Soviet slogans made by his predeces-
sors. And this 1s an important watershed. All later variants of conceptualism
build themselves up as political art, constructed as an aesthetic reaction to a po-
litical agenda. This is especially clear in the political art of Petr Pavlenskii,
which in many respects imitates the work of Moscow actionism of the 1990s but
amplifies it intensely with a politically charged content of protest.*!

What is important to note is that the textual and properly performative aspects
of such art begin to exist in parallel: while remaining poets and writers, the ac-
tionists of the 1990s-2000s do not attempt to transcend the status of the poetic
text or to draw it into performative activity. The text can exist as a commentary
— a supplementary and ornamental element — without influencing how the per-
formance is actualized.

Such a state of affairs would quickly trigger a generational response from those
seeking to re-integrate the poetic text with performative practice. A recent exam-
ple of this can be found in the “Laboratory of Poetry Actionism” («Jlaboparopus
MO3TUYECKOTO akimoHu3May), which gathered around the almanac “Translit” in
Saint Petersburg in the late 2000s. The participants of the “Laboratory”, such as
Pavel Arseniev, Roman Osminkin, and Dina Gatina, strived to establish connec-
tions between poetry and public spaces, to depict everyday urban locations through
the prism of estrangement («octpanenune», the term of Viktor Shklovskii).?? The
most well-known example of their activity, like many other examples of recent
poetic performance, refers back to the “Slogan” action of the “Collective Ac-
tions” group, while suggesting its radical re-politicization. The action, which in-

etic status of a man on earth? In my wanderings, in my confusion, I was subjected to out-
breaks of rabidness and powerlessness. I suffered from shameful self-complacency. I was not
able to play without overplaying my hand. I was hysterical, I succumbed to anger. And only
in the rarest, rarest moments, my ‘I’ completely disappeared under waves of love” (bpenep
2016: 321). See also: Grabovskaya (2014).

20 Groys (1988).

2l Cf. Pavlenskii’s distinction: «ITomuT4ecKoe MCKyccTBO. S HE 3aHMMArOCh MPOTECTHBIM
UcKyccTBOM. IlonmuTHueckoe UCKyCCTBO M MPOTECTHOE MCKYCCTBO — 3TO JajieKO HE OJHO M TO
xke. [IporecTHOE MCKYCCTBO — 3TO BhImEN ¢ TiakatoM. Tam <HET», a Tyt <J1A>. 310 O6BLTIO OBI
9gpe3MepHBIM 00001IeHNeM. S HCXO0XKY M3 TOTO, YTO TOJUTHYECKOE UCKYCCTBO — 3TO padoTa ¢
mexanuzmamu ynpasnerus». (“Political art. I don’t do protest art. Political art and protest art
are very different things. Protest art is going outside with a sign. There is ‘NO’, and there is
‘YES’. That would be a gross oversimplification. I begin from political art — which means
working with the mechanisms of power.”) [TaBnenckwuii (2016: 21).

22 See the documentation of Laboratory works on the V-A-C Foundation’s website: http://v-a-
c.ru/files/pdfs/250/Laboratory%200f%20Poetry%20Actionism.pdf [08.05.2020].
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volved spreading the slogan «Bsl Hac naxke He mpencrtaBisiere» (translation be-
low) at the 2012 protests, relied upon the duplicity of its message, which, thanks
to the Russian verb npedcmasnsime, could be read both as “you cannot even imag-
ine us” and “you are not even our representatives”.? It is an example of how the
polysemy and ambiguity characteristic of poetic speech can be endowed with the
features of a political utterance. Meanwhile, the text reappears at the center of the
action, speaking for itself without the need for meta-commentary. This textual
turn will only become more apparent in the activity of poets and artists using so-
cial media as the primary platform for their performative work.

2

Allow me to define the key principles of poetic performance in the 2010s. Earlier
Russian performance tended to go beyond words and letters, to abandon the
bookshelf’s wooden planks, to move out into the “real” world. As we can see in
“Trips out of Town”, poetic meaning was performatively embodied in the search
for a medium outside the zones in which verse was routinely circulated. This kind
of performance requires a transfiguration of poetic language in human bodies or
spatial constructions in order to obtain a specific corporeality to which literature is
not normally given access. Lines and stanzas of poetry, therefore, are embodied in
performers and their actions. I would suggest that the machinery of more recent
poetic performance is fundamentally different: it involves the total elimination
of the performer’s body and turns back to words and letters. One meanwhile ob-
serves the following paradox: the poet as a vehicle for performance strives to return
to the world of literature, but he or she does so by means of performative art. This
impasse bears a resemblance to the reverse situation of early performance, in which
performativity demanded a way out of the text by paradoxically returning to it.

The reason for this turn can be found in the specific nature of the contempo-
rary public sphere in which the poet-performer exists, although it seems to bear
no relation to the new political censorship in Russia. Young Russian poetry is
disseminated primarily on social media, and it is thus obliged to submit — from
the perspective of ordinary users — to startlingly obscure search queries used by
their sorting algorithms. I would prefer not to look further into the mechanisms
of Facebook here but would rather point out the following: the evolution of so-
cial media has diminished the freedom of information with which the early in-
ternet was associated.?* Instead of the flower-powered anarchy of yore, today’s
social media offers strict regulations that inevitably affect the poetry spreading
through its channels. Therefore, the question becomes how to reclaim the former
space of freedom from the algorithmic machine. My hypothesis is the following:

23 Platt (2016).

24 Contemporary studies of the early internet show that the bias towards total censorship can
be traced from the first steps of this technology, cf.: Levine (2018).
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many of the (historical) performances I have mentioned presuppose that artists
can gain freedom only when the act of writing is embodied extra-textually. The
new poets, however, hold much more pessimistic views, according to which there
1s no escape from or “outside” to the textual world of information circulating on
social media. The new performative poets, therefore, are in search of “islands of
freedom” where they are able to produce words and signs that information flows
cannot consume and metabolize. The (computational) system must be broken —
this is a new manifesto to which many digital artists might subscribe.?’

The case of the young poet Dmitrii Gerchikov provides a suitable illustration of
this phenomenon — all the more so as he is, in many respects, associated with the
Moscow actionism of the 1990s—2000s and, in essence, should be viewed as a re-
action to it. Gerchikov was born in Smolensk, and lives in Moscow; his poems
were promptly recognized by literary circles after he moved to the capital. One of
the reasons for such rapid recognition apparently consisted of his multiple at-
tempts to “relativize” the space of social media by other means. Notably, his first
and most recent book is titled “Make Poetry Great Again” in English and refers to
Donald Trump’s controversial campaign slogan.?® Gerchikov, who identifies him-
self as a left-wing poet, mocks the authorities, both in government and in litera-
ture, and mounts different images from popular culture to show the need for the
dismantlement of any social hierarchy therein. His address to performance art
may appear as an occasional addition to his poetry, yet one of his recent appear-
ances captured more diverse media attention — for instance, of the prominent lib-
eral website “Colta.ru”, which broadly observes the goings-on of Russian politics
and culture and which published a lengthy conversation with Gerchikov.

For several weeks, Gerchikov walked around the center of Moscow wear-
ing... a Putin mask. The poet published detailed reports of the action on a spe-
cially created Facebook page where he described the reactions of passers-by as
well as his own emotional responses: whether he was afraid of potential aggres-
sion directed toward him from his randomly encountered audience or whether he
was content with unexpected meetings and conversations. It seemed like a very
brave action and included very impressive reports. Although, just a few weeks
later, the young poet confessed that there had been neither a Putin mask nor any
walks around Moscow: he had performed nothing at all. Or, rather, his reports
on the non-existent walks constituted the performance itself:

Jlydimee, uto st Mor caenath ¢ Mackoil IlyTtuHa, — 3TO co3maTh MU}, WUILTIO3HUIO,
HamucaTh pPOMaH, CMEHHTH JIMIO NPE3UACHTAa Ha JUI0 XYyI0KHHKA: HAMHOTO

25 On the history and development of digital poetry, see Funkhouser (2007); Rettberg (2018). A
close parallel to digital poetry is found in practices of working with found or other speech — see,
for example, Perloff (2010). The present article is only concerned in passing with digital poetry
as such; for the poets considered here, it is sooner simply the context in which their work exists.

26 Tepunxos (2018). Books of satirical verse bearing the same title and using quotes by Do-
nald Trump have been published by Felt (2017) and Ortiz (2016).
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WHTEpECHEE ClIeJaTh aKIUI0 O TOM, KaK JIEJAI0TCS aKIMK, YeM CIeaTh elle OaHy
U3 aKIUi, — BCOOPOTh CYLIECTBYIOIIUN aJTOPUTM M YBUETh KapKac, Ha KOTOPOM
OH BBICTPOCH... Bech 3pdexT akimoHn3Ma mpou3BOAUTCS MEIUA, a HE CMEIbIM
YKECTOM XYJI0)KHHKA, KOTOPBIN SBJISIETCS TOJIBKO €r0 TPAHCTPECCUBHBIM OIBITOM U
ellle, MOYKET OBbITh, HECKOJIBKUX JIF0JIEH, KOTOphIE 3Ty aKIUIO BUAAT. >

The best thing I could do with a Putin mask was to create a myth, an illusion, to

write a novel, to replace the president’s face by that of an artist. It was much more

interesting to make a performance on how performances are made, instead of

making just another routine performance. To split the current algorithm and to ob-

serve the framework it is based upon... All the impact of actionism is produced by

the media, not by an artist’s courageous gestures. Action is only about an artist’s

transgressive experience, his experience and maybe that of several other people

who watch the action.
Thus, this action only took place in the space of social media. Gerchikov mocks
the political actionism of art groups like “Voina”, “Pussy Riot”, and Petr Pavlen-
skii by demonstrating that their actions are nothing but fuel for the media ma-
chine. He further notes that the art created by Pavlenskii & Co. produced a heroic
aura through its head-on clash with the authorities and that this aura consequently
spread to the artists’ own persons and representations in media. In his action,
Gerchikov shows that it is possible to produce performance art by resorting ex-
clusively to media attention without any direct conflict (or even contact) with
representatives of the executive authorities. On another level, he also reveals the
internal constitution of actionist art — its raison d’étre. A final pivotal question
that his action poses is how to “cheat” or circumvent the mechanisms of media.
This, indeed, presents the task of discovering “an island of freedom” in the
boundless space of online platforms.

I will further consider several poets below who seem to have found a similar
way to circumvent social media’s discursive machine. They camouflage them-
selves as internet bots, social network sub-products, and products of artificial
intelligence. The poetry of such golemic bots has become a remarkable part of
the young poetic scene in the later 2010s. The poets considered below exploit
information flows among literary and artistic social media clusters in order to
produce a new kind of performative art, transforming the space of public com-
munication into that of art and poetry.

The first case presented here is that of Nils Kjeldsen. No one knows whether
he is a real person, an automatic algorithm, or a weird combination of both. His
profile on Facebook, which was created in 2014, contains several photos and
describes him as: “Aalborg, public enemy number 1, poet, dentist.”?® He posts
myriad comments across the walls of Facebook’s artistic strata with similar con-
tent, in which he expresses agreement or disagreement with someone in a lapi-
dary manner, praises the beauty of young women (primarily poets or artists) de-

" Tepunkos (2019).
28 See: https://www.facebook.com/nils kjeldsen.37. [08.05.2020].
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picted in photos, and sometimes publishes his own poetry. Although he always
writes in very simplified English, his comments appear only in the Russian-
language segment of Facebook. Any public conversation Nils Kjeldsen partici-
pates in continues under the sign of irony and transforms into a performative ar-
tistic space (Fig. 1).

Nils Kjeldsen right, Olga...!

HpasuTcA - OTEETUTE - MoKa3aTs Nepesol - 1L

Nils Kjeldsen a dedication, for a friend....right, Tatiana, you know
“poetry”

Hpasutca - OTeeTuTE - MNokazate nepeeoq - 50 Hen.

Nils Kjeldsen right

HpasutcA - OTEETMTE - MoKalate nepeson - 37 Heq.

Nils Kjeldsen thx! Tashat

HpaauTca - OTBeTWTL - MokazaTs nepeson - 37 Hed.

Nils Kjeldsen right, Anderson!

HpasutcA - OTEeTHTE - Mokazate nepeson - 35 Hen

Nils Kjeldsen yes.....

o 60 66 6 6

HpaauTtcA - OTEeTWTL - MNokazaTe nepeson - 32 Hef.

Fig. 1. Nils Kjeldsen’s dialogue in Facebook?

For several young poets, Nils Kjeldsen has become an example of precisely how
to fight (with) the social media algorithms in a manner reminiscent of Moscow
Conceptualism, whose official ideological statements flooded the public spaces
of the time. Such never-ending actions in the social media space might recall
Prigov’s work, with all of its overproduction and desire to fill the tiniest gaps in
public discursive space with poetry and art. It seems to be the only possibility
left open to transforming contemporary media: to contaminate them with the vi-
rus of poetry and then observe the total breakdown of their machinery.

The same logic of overproduction is at the heart of Vadim Bannikov’s poetry.
Bannikov was born in 1984 in Tynda, a small town in the Amur Oblast, a region
in the Russian Far East, and moved to Moscow in the early 2010s. Presently, he
1s regarded as one of the most controversial living Russian poets, even as to-
day’s Prigov: he strives to snowball the space of social networks with myriads
of poems published on his Facebook profile. These poems usually respond to a
social, political, and artistic agenda; but every fragment of this agenda presents
itself through the prism of absurdity and estrangement. Bannikov’s poems depict
how words, references, and meanings blend and melt under the pressure of in-
formation flows: his poems reproduce the effect of social media algorithms by
mixing incompatible information without understanding it.

By way of example, almost any of Bannikov’s poems could be selected: they
all employ characteristic “leaps” between incompatible situations, contexts, and

29 Cynraros (2018).
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discursive markers — sudden breaks in flow that recall automatic writing. These
poems reflect the experience of a person forced to exist within discursive poly-
glossia; amid a multitude of voices circulating on social networks, the speaker is
unable to recognize a voice with which he can identify:

YUTATh I'a3€Thl HA CKa4YKax 603111/15[

H OBLIO TIEPpBOC, YTO 4 MMUITY Ha IMOJIIX KHAUTU

HJIK TO, YTO MHUCATCJIb B HACTOAIICC BPpCMs
SABJISICTCA BEJIMKUM l'II/ICElTe.]'IeM30

to read the papers at the races of Boethius

and it was the first thing I wrote in the margin of the book
or that the writer at the present time

is a great writer

(word-for-word translation)

The first line is constructed around the paronymous play of “papers” (gazety) and
“Boethius” (Boetsiia); such associations by consonance were typical of Russian
modernists (for example, Osip Mandel’shtam and Velimir Khlebnikov), who
thereby attempted to locate resemblance between unlike concepts — although here,
clearly, it is used to a different purpose.’! It is reminiscent of someone quickly
scanning through a Facebook feed — words blur with each other, “stick together” in
unusual combinations, and produce bizarre clusters of meaning. It seems as if the
poem could simply continue in the same manner, but, further on, it breaks: here, a
fragment emerges that outwardly appears more coherent, recalling a citation from
an academic article. Still further, it again breaks off, leaving the reader in confusion
as to what the text is about and what has just taken place.

The organization of the poem could similarly refer to the way in which search
engines organize queries, extracting and combining words and phrases from in-
dependently meaningful contexts in order to generate suggested (spam) results.
Many fragments from such texts contain surprising combinations of words that
readers might interpret as poetic. Reproducing such a discourse, the poet begins
to imitate the machine, masking himself between the algorithms that lie at the
heart of social media and thereby presenting a critique of the flow of meaning
(not just information) with which a modern person is forced to cope.

Here, I could pursue an analogy with Prigov’s art. His students have pointed
out the key role of the typewriter in his text performances, and suggested that, in
fact, the typewriter’s technical capacities defined the horizon of his art, helping
Prigov find new means of expression.*> Bannikov’s “typewriter” is the interface
of Facebook: he explores the opportunities offered by social media in order to

30 Bannukos (2016: 15).
31 On Mandel’stam’s paronyms, see, for example, Brinkley / Kostova (2003).
32 Skakov (2016).
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feel out their limitations and to transform Facebook while simultaneously trans-
cending it. He underscores this moment in one of his interviews:
C pa3BuTHEM COIICETEH CBs3aH HOBBIM BUTOK MOJEPHOCTH, IPOCTPAHCTBO COII-
ceTeil camo mo cede BAMSIET Ha MUCBMO KAaK TAaKOBOE W Ha MPOU3BOAUMYIO
IIOTOKOM JICHTBI I/IHq)OpMaI_[I/II'O. HpI/I 9TOM COLCCETH SBJISIOTCA CBOCTO poaa CUM-
BOJIOM HC OTCTYNHMBUICTO €IIC Ha3al BpEMCHHU C €TO l_[pI/IMeTa.MI/I.g'3

With the development of social networks associated with the newest round of moder-

nity, the space of social networks itself affects writing as such and the information

one is able to produce through the flow of the feed. At the same time, social networks

are a sort of symbol of our time and its omens, which have not yet receded.
In a sense, Bannikov’s mission is the liberation of public space from the restrictions
enforced by social media. The poet shows that the coherence and density of Face-
book is a kind of morbid delusion that must be dispelled. The text, which recalls the
work of a combinatory algorithm, in this sense provides an excellent cover: beneath
it, any lyric expression may be contained, just as Prigov could say anything and
conceal it beneath the guise of official Soviet discourse. Such a strategy, we will
recall, was what the conceptualists called «mepranue» (“shimmering”), and, in
Russian political art of the 2010s, it has become a defining feature.>*

In recent years, Bannikov’s poems have appeared often in poetry magazines,
although such a conventional medium seems inappropriate to his work. Several
books have also been published, with one making it on the short list for 2018’s
prestigious “Poetry” award. His poems, however, thrive primarily in the milieu
of social media, where their references and allusions to a real-world (political)
agenda remain clear:

MOCJIC MpHUX0da K BJIACTU KOHCCPBATUBHOI'O KpbLJIa
nepopmaHc ObLT 3aIpellieH AaKe B apMUn
ABa OCTpOBa U3 TPECX

OBbUTH OTAAHBI TEPPOPUCTUIECKOM
OpraHu3anuyu u

BCEX JIFOAEH OTTY/1a BHIBE3JIN
Ha CKaJMCTHIH Geper TpeThero ocTposa’’

after taking power, the conservative wing
banned performance, even in the army
two of the three islands

were given to a terrorist

organization and

33 bannukos (2018: 44).

3% On “shimmering” and Moscow Conceptualism, see Leiderman (2018); on how it used as a
strategy in new Russian political poetry, see Korchagin (2018).

35 bannukos (2016: 12).
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all the people were shipped
to the rocky shore of the third island

(word-for-word translation)

In every Bannikov poem, the crucial feature of his writing remains transparent:
its total incoherency. The shimmering of meaning in this poem has a goal — to
uncover the deceptive intersection of information flows that affect the poet’s
mind and to transform routine reality into an enigmatic, uncanny space in which
familiar words no longer mean anything.

Such fluid and shimmering flows of meaning can congeal in a new kind of
sustainable manner. I will consider two such attempts by the younger generation
of Moscow poets. The first case is Rostislav Amelin, the son of the widely rec-
ognized alt-conservative poet Maksim Amelin. While his father aspires to con-
tinue Russian baroque and classicist poetry of the 18th century, Amelin the
younger positions himself as the ultra-innovative author of a new (post-)digital
epic. Among other things, he composes voluminous narrative poems with a host
of characters governed by a complex plot, and he seems to believe that his oeu-
vres express the philosophy of a new era — that of video games and internet
memes. In contrast to Bannikov, Amelin emphasizes that his poems are seman-
tically transparent and, thus, “democratic” in a genuine sense, although he com-
poses them by means of text blocks reminiscent of Bannikov — using phrases
and clichés picked up from internet dialect.

One of Amelin’s recent oeuvres is the self-proclaimed “poetry blockbuster”,
«Meranomuc Onocy (“Megalopolis Holos™), from the Ancient Greek “6Aoc”,
meaning “whole”. It is a verse novel constructed as a complex cosmological nar-
rative evocative of certain video games (for instance, the “Final Fantasy” role-
playing series). Unlike Bannikov, Amelin is a poet inclined to comment upon
his own work, constructing a series of possible interpretations grafted on top of
it. I asked the poet to comment upon how his long poem is constructed, and this
is what I received in reply:

JeiictBue pasBopaunBaetcs B <Mmnepun CBeTa» — THIIOTETUYECKOM T'OCY1apCTBE
Oynymiero, oobeauHHUBIIEM Bech Mup. Mmmepuss CBera mpenctaBisieT coOoi
HEBEPOSATHO DA3BUTYI0 M IporpeccuBHylo croauny, Hosbeiii PaccBer, okpy-
XKeHHy1o OeckpaitHuM TemubpiM L{apcTBOM, KOTOpOE MPOU3BOAUT Osiara Jyis CTO-
JIMLBL, 3arpsI3HSS OKPYKAOUIYI0 cpeny. XOTs MOJIUTHYECKOe ycTpoicTBO Mmne-
pun CBera KpaiiHe apXau4yHOE€ — TaM €CTb THUIUYHBIE [UISI MOHAPXHH COCIIOBMS,
OHa NP 3TOM CBEPXpa3BUTa B MH(OPMAIIMOHHBIX TEXHOJIOTHAX. B 3TOM Kpoercs
IpUyYMHa TOro, noyemy Mmmepusi He HbITaeTCs pelaTrbh MpoOIeMbl IKOJIOTUU —
npassliee cocloBHe, BbICOKUE, rpe3saT o <Hebecaxy) — mpoekTe, KOTOPbI MO3BO-
JUT COXPaHUThH BCIO MH(POPMALIMIO YETOBEUECTBA, BKIIIOYAs JIMYHOCTH, HAa 00Jay-
HOM cepBepe... Mmmepust CBera ropautcs Tem, 4TO OHAa MoOeansia HaCHIIUE:
CTEHBI, yJIUIBl W Bce HH(pacTpyKTypbl HMIlEpUH HpoHHM3aHbl MHpopmoil —
CHCTEMO}i KOHTPOJIsl, TIO3BOJIAIOIIEH TaliHO HAOII0aTh 3a rpaxjaHaMu. >

3¢ Amelin’s personal communication to the author, 5 November 2019.
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The action of the poem takes place in the ‘Empire of Light’, a hypothetical future
state that unites the entire world. The Empire of Light is governed from an incred-
ibly advanced capital called New Dawn and is encircled by the boundless Dark
Kingdom, which produces goods for the capital while polluting the surrounding
environment. Although the political regime of the Empire of Light is very archaic
and has features of a typical monarchy, it is hyperdeveloped in the field of infor-
mation technologies. This is why the Empire has no desire to address its ecological
problems — instead, the authorities dream from on high about ‘Heaven’, a system that
would allow all existing information about humanity to be stored and preserved on a
cloud server, including entire human personalities... The Empire of Light is proud
that it has conquered violence: its walls, streets, and infrastructure are all laced with
Informa, a monitoring system that secretly surveils the citizens of the state.

This text can itself be considered the implementation of a performative strategy:
in it, we find Amelin, the poetic demiurge, immersed in reflection upon the fate of
the world. This is an important aspect of his public persona: a poet-polymath who
feels at home in the space of social media or video games, using them as a trans-
parent medium for connecting with his audience. It must be added that this text as
a whole exists in an intermedial space; Amelin illustrated it, developed special
apps for it, recorded songs composed from character dialogue, and even used it as
the basis for a small theatrical production, etc. It’s not for nothing that the poem’s
title refers to Greek dlog — it is an attempt to create a total work of art, against the
background of which all other works will seem partial and inadequate.

A typical fragment from the novel demonstrates the abundance of hetero-
genous realities that the poet introduces into the text. This makes the poem itself
difficult to cite — almost every line here contains a reference to the cosmological
matrix that the poet has developed:

TreICaun HUTEH
cruietarTes B chepy.
Csera?

[{apeBHa?

I'ne TBOE TEIO?

emnoT, menoT

B Uudopmochepe.

[To xaxxmomy kabernto,

B KOKIYIO CTEHY:

ITYCTb BYJAET TOJIbKO
TO, UTO BYJIET
SABYY 3IECh BCEI'JIA
BYJ1Y IIUTh BAILI CBET
BYY IIUTHh BAIII CBET?’

Thousands of threads
weave themselves in a sphere.
Sveta? [NB: a Russian name that literally means “light”]

37 Amenun (2020: 119).
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Princess?

Where is your body?
Whispers, whispers

in the Informa-sphere.
Through every cable,

in every wall:

LET THERE BE ONLY
WHAT WILL BE

I’LL BE HERE ALWAYS
I’LL DRINK YOUR LIGHT
I’LL DRINK YOUR LIGHT

(word-for-word translation)

But in the attempt to create a total work of art, the paradoxical nature of Amelin’s
project begins to manifest itself. Taking on the role of the creative genius, he im-
merses himself in a performative context; yet this posture has itself been so thor-
oughly assimilated by romantic culture that any attempt to reoccupy it can only be
perceived as a game, a sort of acting-out of a ready-made role. And here once again
one could point to the performative role played out by Prigov — a poet who present-
ed his own oeuvre as a total work of art. At the same time, the strategy of mytholo-
gizing one’s own image, as practiced by Amelin, is constructed around the lan-
guage of social media, reworked, as it were, into a new, totalizing discourse.

This is noticeable, in part, in a fairly straightforward didactic quality that runs
throughout many fragments of the poem. The communicative message of such
fragments is self-evident and almost tautological, recalling in that sense the
fragments from Bannikov cited above:

OpurunansHoe,

JIMKOE, CTPAHHOE,

TO, YTO HE MOXKET OBIThH
yacThio PaccBera,
TOHET Ha J[He,
MTOKPBIBAETCSI MyCOPOM
Y BBIMBIBACTCS
TOHHAMH B peKy.>

The original,

the wild, the strange,
that which could not be
part of Dawn,

sinks to the Bottom,
covered in trash

and is flushed out

by the ton into the river.

38 Ibid., 45-46.
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But in place of the principled schismatism and incoherence of Bannikov’s lan-
guage, here we encounter an outward semblance of meaning motivated by the
same semiotic imperative to be found in the flow of heterogenous discourses on
social media. That is, in contrast to Bannikov, who reveals incoherence in its
“raw” form, Amelin attempts to rework these discourses into the universal and
neutral language of a new art.

This transformation of poetics via social media brings us to our last case study
— that of the young Moscow poet, Jan Vygovskii — who strives to break the end-
less circulation of meaning in which both Bannikov and Amelin operate. He
borrows words and texts from social media as well but, in contrast to Bannikov,
scrubs them of all external references and, in contrast to Amelin, does not sub-
ordinate them to any overwhelming plot. Vygovskii’s enormous poem, «Ctuxuu
npotuB kanutaauctoB» (“Elements Against Capitalists”), which was published
in his first book, «ranit odnogo, zadenet vseh» [title given in author’s translitera-
tion — sic; in English: “To Wound One Is to Injure All”’], can be regarded as an
example of a new linguistic totality that intends to replace that of social media.

Genealogically, Vygovskii’s poetics reach back to Moscow Conceptualism
and its montage-like appropriation of other works and texts. The difference is
that the conceptualists, as a rule, worked from texts whose provenance was im-
mediately apparent to the reader: Prigov took from Soviet propaganda, Monas-
tyrskii from phenomenology and Zen, the “Medhermeuts” from Freud and psy-
choanalysis. Vygovskii’s sources, on the other hand, are difficult to place, as if
they were disguised. This hiddenness again recalls automatically generated texts
(as in the case of Bannikov) or how heterogenous texts and discourses comingle
in the space of social media.

However, unlike Bannikov, Vygovskii does not emphasize the internal discon-
tinuity of the discursive space but rather attempts to create a text in which these
heterogenous elements may be abstracted and generalized. In this sense, he is
similar to Amelin if the latter were to search for the simplest, most universal sense
already present in the polyglossia of his material — piecing together a puzzle of
unlike parts and painstakingly gluing them together where the edges don’t quite
fit. The result is a homogenous whole composed of parts that still show the recog-
nizable features of their original heterogeneity. A characteristic side effect of this
process is that the montaged work begins to sound like a shrill existential lyric:

#uero He H3JIEYNBAET CKHGP’IKa, H3JICYUBACT KaJp, 4Y€ro HE U3JICUHUBACT KalIp,
HN3JICYUBACT OI'OHb, UET'0 HE U3JICUNBACT OI'OHb, TO HAA0 CUNUTATh HCU3JICUUMBIM

#BO MHOTOM MYJIPOCTH MHOTO TEYalid; U KTO YMHOXKAET MO3HAHUsS, YMHOXXAeT
CKOpOBb, U TIPU ChEMKE WHOTIa OOJIUT CEep/Ille, U KOHIIOM PaJIOCTH OBIBACT Mevallb,
IIOK OT MPOCMOTpa (QUiIbMa HUYEro HE MOHATHO B KOHIIE (MIIbMa rOJI0C: HUYETO
HeT3?

3% Boirosckuii (2018: 49).
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#what does not cure the gluing cures the frame, what does not cure the frame
cures the fire, what does not cure the fire should be considered incurable

#in much wisdom there is much sorrow; and he who multiplies knowledge multi-
plies grief, and when shooting, sometimes the heart aches, and at the end of joy is
sadness, the shock of watching the film nothing makes sense at the end of the
movie a voice: nothing.

(word-for-word translation)

All the references in this poem seem to occur by accident: the poet borrows frag-
ments from different texts circulating on social media (including fragments from
the Bible [Ecclesiastes 1:18]) in order to arrange them anew. Deracinated from
their original sources, these text pieces turn into material for a new world beyond
human reality — the world of words without readers. Vygovskii offers to exclude
the human from a space in which social network algorithms exchange infor-
mation on different subjects. For the poet, the best way to avoid painful contact
with texts and meanings is to leave them to themselves:

#He3HaHWE HH eIuHOro (Qakta o0 ATHX MeCTaX, HECMOTpS Ha TO, YTO 37ecCh
HUYETO HE MPOMCXOIUIIO: OKazalics TMel3ak B OTCYTCTBHM KapTorpadupoBaHus,
JIMIIG CKJIEHKA 3a CKIEHKOU

#COCTOSIHME COHACTPOMKM HACTyMHaeT MpU YMEHUHM NEepeMeliaTb U yAepKUBaTh
TOYKY COOpKHM, IPHU ITOM TOYKa COOPKHM NpPU COXPAHEHHH YaCTOTHOHW Xapakre-
PUCTHUKHU NCPEMCUIACTCA HA 00BEKT HCCJIICAOBaHUA: YYCHUC O 3allTOMUHAHUUN OIY-
IIEHUs OT CTPYKTYpPhl Pa3IMyYHbIX MPeIMETOB, Habop OMOIMOTEKH 00pa3oB; cie-
JyIOIIasi TOYKa MPH JBIKCHUU BIIIyOb CTUXHUHU — 3TO BOCHPUSTHE CBA3EU CTPYK-
Typ: TOYKa COOPKHM MPH 3TOM HaXOIUTCS Ha YPOBHE BBIIIE, a CO3HAHHE HAYMHAET
BOCIIPUHUMATL HUTH, U3 KOTOPBIX COCTOUT CTPYKTYpa, MHP Ha TOHKOM ILIaHE
BOCIIPUHHUMAETCSI COCTOSALIMM W3 HHUTEH; MaHUITYJUpPYs 3TUMH HHUTSIMH MOXKHO
OKa3bIBaThb ONPCACICHHOC BJIIMAHUC Ha OGBGKTBI, HanpuMmep, CBA3bIBas UX APYyr C
APYromM HWJINW AKTUBU3UPYSA HUTH, NPpUAAOIIHWC TO HWJIW MHOC KAa4Y€CTBO, Ha 3TOM
YPOBHE MOKHO MONPOOOBATH CIIETAaTh U3 HUTEH co3HaHUEM y30phL.*

#not knowing any fact about these places, even as nothing has happened here: it
has appeared to be a landscape with no cartography, only splice by splice

#a state of the mutual customization comes when there is a skill of relocating and
holding the assemblage point, while keeping frequency response, the assemblage
point shifts to the investigated object: doctrine of memorizing the sensations of
the structure of various objects, a set of the library of images; the next point while
moving deep inside nature: the perception of the coherence between the struc-
tures: the assemblage point is then located at the upper level and the conscious-
ness starts to perceive the threads the structure consists of; the subtle plane of the
world is apprehended as consisting of threads; while manipulating these threads,
one can affect objects, for instance, binding them with each other or activating the
threads holding a particular quality; on this level one can try to weave patterns by
means of consciousness

(word-for-word translation)

4 Tbid., 50.
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The first line of the poem above, however, points to its origin with the old per-
formative tradition of the “Collective Actions” group. Again, the reference is the
famous performance of «Jlo3ynr» (“Slogan”). Vygovskii cites the prescriptive
phrase emblazoned by the group on their banner:

S HU HA 4TO HE XAJIYIOCb U MHE BCE HPABUTCS, HECMOTPS HA

TO, YTO A 3AECH HUKOI'IA HE BbIJI 1 HE 3HAIO HUYEI'O Ob OTUX
MECTAX

I AM NOT COMPLAINING ABOUT ANYTHING AND EVERYTHING

PLEASES ME, EVEN THOUGH I HAVE NEVER BEEN HERE BEFORE AND

KNOW NOTHING OF THESE PLACES
This performance shows an attempt to extend the space of poetry to the space of
corporeality, understanding it as an area in which the mutual interaction of human
bodies occurs. In Vygovskii’s poem, written some 40 years later, poetic perfor-
mance returns from the corporeal to its origins in the world of letters (where it had
immigrated before, in the 1970s). The second stanza from Vygovski’s poem par-
tially proves this point: it seems to be an extract from a mystical treatise that re-

minds us of Carlos Castaneda, who introduced the term “assemblage point™.*!

This fragment reads as a sort of manual for contacting the “the subtle plane”
of spiritual, non-human essences — although this term in Vygovskii’s work refers
to nothing other than the power of social media to consume all external frames
of reference. At the same time, it seems to promise a new freedom. Following
the logic of the poem, this freedom can only be obtained in the spaces beyond
the totalizing control of social media. A new poetry by means of digital perfor-
mance strives to escape from social media in the same manner that the Collec-
tive Actions group evaded the embrace of official Soviet ideology. Perhaps
soon, we will witness the emergence of yet another performance poetry in Rus-
sia: performance without media representation as such.

Thus, each poet considered here presents his own working strategy for coping
with the informational space of social media. All of these strategies, however,
arise from the single strategy of “shimmering” («Mepmanue») developed by
Moscow Conceptualism. This manoeuvre allows the poet or artist to construct
his or her own position from fragments of the surrounding “discourse of noise”.
New poetry follows from this performative idea, while at the same time remain-
ing in the textual space and refraining from intervention in the outside world.
This, in turn, is due to the fact that the space of social networks and the interac-
tions that take place on them turn out to be a space in which it is possible for
performative action to occur — that is, a social space presented to the eyes of a

41 Cf.: “When the sorcerers of ancient Mexico saw the assemblage point, they discovered the
energetic point was transformed into sensory data; data which were then interpreted into the
cognition of the world of everyday life. Those shamans accounted for the homogeneity of cog-
nition among human beings by the fact that the assemblage point for the entire human race is
located at the same place on the energetic luminous spheres that we are [...]” Castaneda (1969:
xvii; italics: K.K.).
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large audience, the very presence of which, again to recall Erving Goffman, is
what makes the public performative.

Poets interact with this space differently: attempting to underscore its hetero-
geneity or, conversely, to reduce its diversity to a new hybrid totality. For all the
differences between their concrete strategies, they remain performative — orient-
ed towards an audience and only able to generate meaning through contact with
it. One might say that the circle of history with regard to poetic performance has
closed: born from poetry and created by poets, it crystallized into a specific form
of contemporary art that has now been swallowed anew by poetry as a textual
practice. This latter development has occurred as a consequence of the fundamen-
tal restructuring of text media by the vast reach of social networking. New poets
sense the totality of social media as a gauntlet at the feet of poetry that demands
reply with new modes of performance: while remaining within the textual, they
are attempting to subvert the mechanical logics governing informational spaces
and reframe them as zones in which poetic utterance will again be possible.
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A Preliminary Outline of Epistemological Changes
in Contemporary American and Chinese Lyricism

The target of this essay is to open possible pathways to approach the phenomenon
of a self-remodeling of classicist poetry in the 20" and early 21 century by focus-
ing on the process from two different angles rarely perceived as related to each other:
first, the remodeling of Chinese lyrical classicism through a strand of modern
American poetry harking back to Ezra Pound and currently crystallized in the trans-
lations of David Hinton and, second, the transition that modern Chinese poetry writ-
ten in classical language and conforming to prosodic rules of classical style poetry,
sometimes referred to as “old style poetry” jiu ti shi, underwent after its rebirth as
“unofficial” poetry online since the beginning of this century. Although there are
obviously no direct links between the aforementioned tradition of modern American
poetry and neoclassicist cyberpoets like Zeng Shaoli I argue that in both cases the
classicist inspiration and poetic drive is motivated by concern with the increasing
imbalance between natural, social, and individual resources, on the one hand, and
an indomitable desire to accumulate economic and political power on the other. A
permanent devaluation of language in the human realm, matched by a permanent
devaluation of currencies in the economic sphere, provokes poetic responses in the
very interest of humanity. The neoclassicist lyricisms that I draw into comparison
display both subtle distinctions and common traits in this response to the starkly dif-
ferent environments of their respective contemporary literary scenes.
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l.

Within the Chinese literary tradition, lyric poetry is perhaps the most important
reference point for defining the classical. Its axial position among the genres of
so-called literati arts in Imperial China is implicit. As the rhetorical and aesthetic
code for the interference of the subjective mind and intent into objective events
pertaining to the interaction of (cosmic) nature and (imperial) politics, the most
dominant tradition of lyric poetry harkens back to the Confucian paradigm FF5
i5 shi yan zhi, meaning “the lyrical pronounces intent”. As a means of subtle
self-expression in Imperial China (3™ century BC to early 20" century), lyric
poetry became at once a cultural form of intellectual autonomy, an artistic disci-
pline that allowed for freedom of mind beyond social restrictions and despotism,
and a privilege of those social ranks who were more or less obligated to bow to
the former. Only a radical change of orientations — initially pushed within circles
of the 1920s avant-garde intellectual elite but subsequently continued by radical
and often violent strategies of “social engineering” — shifted the balance of liter-
ary forms in favor of epic, fiction, and critical prose, which were considered
more appropriate and effective literary means for realizing the modernist project
of re-building China as a “nation”.! However, as the modern and contemporary
world — which took its present shape by traversing projects of nation-building
rather than completing them — has reallocated basically all genres of art and lit-
erature within new social and political contexts, lyricism now, too, appears in a
new light that clearly disavows formerly well-established critical categoriza-
tions, such as the form of “expression of innermost feelings™ (corresponding to
the conventional generic Chinese notion of 71§ shu ging, [lit.: to express per-
sonal emotions]), Shen Congwen’s PLAE3C (1902-1988) “abstract lyricism”
[ HFT1E chouxiang de shu ging], or Li Zehouw’s Z5¥E/E (b. 1930) “lyrical
ontology” [{EAH#E ging ben ti]. In his “The Lyrical in Epic Times” (2015) Da-
vid (Der-wei) Wang coined the term “critical lyricism” and explained it as “a
poetics of selthood that informs the historical moment and helps define Chinese
modernity in a different light.”? Accordingly, lyricism should be understood as
a form to comment from a critical distance upon the “epic” and “perilous” expe-
rience of China’s (and the world’s) transition between disputed historical narra-
tives and an often bitterly contested, open future.

Although Wang seems inclined toward a humanistic construction of the lyric
poet and the latter’s spontaneous freedom of expression vis-a-vis violent ideolog-
ical and political struggle and, thus, as one reviewer remarks, “the complicated
and overdetermined historical process through which the lyrical unfolds itself by

' In the early 1930s Lu Xun it (1881-1936) opined that lyrical poetry had fulfilled its
function in China’s cultural history in the age of the Tang poets (7" to 10% century AD).

2 Wang (2015: ix).
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confronting political urgencies is downplayed”,® his approach not only instigates
a new way to understand how lyric poetry renewed its prominent position as liter-
ary genre in the contemporary sinophone world but also brings us closer to the
phenomenon of a self-remodeling of classicist poetry — a particularly Chinese
form of modern lyricism Wang doesn’t explicitly consider in his book — and the
success of this way of writing verse in contemporary virtual literary scenes.
Modern lyric poetry in classical style, [Chin.: FTEEREFF Xin jiu ti shi], or, as |

will continue to call it here, modern or new classicist poetry,* is now widely prac-
ticed and performed in Chinese conventional mass media — from popular public
competitions broadcasted by CCTV to traditional literary print media and, of
course, as “unofficial poetry”,®> often displayed on private blogs and web-pages.
As Michel Hockx has proved in 2004, the virtual space in China — despite heavi-
er-handed and much more proactive censorship — still provides an environment of
poetic customs reminiscent of the culture of poetry societies &l of the 19™ and
early 20" century that in late Imperial and early Republican China, respectively,
had provided semi-public spaces of regional or even local coloring that sometimes
subverted but almost always diverted from orthodox views.® This phenomena
must be observed against the background of a concurrent development in recent
Chinese literary culture, which has been described by Hockx in another article
published only a few years later:

By the 1990s, most if not all avant-garde authors supposedly turned away from

extreme experimentalism and instead started producing work that was more ac-

cessible and more marketable, or simply stopped writing. [...] the authors previ-

ously belonging to the avant-garde voluntarily adopted establishment techniques,

thus normalizing their own work, rather than waiting for it to be normalized.’
It is quite obvious that the successful continuation of gradual economic liberali-
zation led by the Chinese Communist Party has made the ubiquitous commer-
cialization of culture an effective tool in the hands of the powerful — particularly
after the brutal suppression of the democracy movement in 1989 and the subse-
quent persecution of its leaders, resulting in the fragmentation and isolation of
all its groups and networks of supporters. Cultural commercialization allowed
the political leadership to offer more freedom of expression and wider public
resonance under the precondition of a commercial success that tends to margin-
alize the incommodiousness of avant-garde culture.

3 Tu (2016: 191).

* T adopt this term in reference to the “Frankfurt Consensus”, which was agreed upon in 2015
by a representative group of international scholars and since then has served as basis for re-
search on modern classicist poetry and its evaluation within the narrative of modern Chinese
literature. See also: Yang (2015).

> Tian (2009).
6 Hockx (2004).
7 Hockx (2009: 413).
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My main objective here is to develop a critical approach to the phenomenon
of contemporary classicist poetry on the Chinese internet based on the assump-
tion that, after the end of the Mao era, the function of money as a form of credit
confirming trust between political power and its citizens was first revitalized be-
fore it gradually replaced — though never radically substituted — the role of revo-
lutionary ideology, which had been firmly installed by the totalitarian system.
This has implemented major changes in literary culture in China since the 1990s.
However, modern classicist poetry, according to several of its critical readers,
seems exempted from this evolution of mainstream literary culture in its particular
facon. Its authors often hesitate to accept the denomination “poet”, and, thus, they
most often communicate their positions in the semi-public spaces of the internet.
It remains like classical poetry from Imperial times: “intransparent” for mass au-
diences, because it essentially appeals to a sense of plaisir du texte (pleasure of
the text) that requires the immersion of the reader in intertextual dimensions of
language, subject matter, and poetics. Thus, the paradoxes of new classicist poetry
on the internet become obvious: firstly, in the coincidence of a medium that
serves commodity and commerce with a culture of reading that defies the com-
modity character of commercial literary entertainment (because text studies re-
quire too much time, which too few readers are willing or able to spend); and
secondly, in its capacity for “internal consumption” by audiences that share no
social presence except for their more or less anonymous status as netizens.®
These paradoxes may give us reason to think of new classicist poetry as virtual
poetry (in a double sense) as compared to the officially acknowledged, commer-
cially more advanced real poetry scene of modernist verse.’

By analyzing some examples of contemporary classicist verse by internet poet
Lizi 227 (b. 1964), who for several years has most prominently represented
the experimental tendency in classicist verse (as compared to the dominant ma-
jority of authors publishing classicist verse by following an agenda of cultural
conservatism or even revisionism), [ will elaborate on certain stylistic features of
Lizi’s intriguing poetry against the background of contemporaneous tendencies
in North American ecopoetics as represented by David Hinton (b. 1954). The
latter is a poet and well-versed sinologist and probably the most accomplished
living translator of classical Chinese verse into English. Hinton has developed
the Poundian tradition of modernist poetics into the present anglophone lyric sce-
ne. His style of translation and his theory both bear the Poundian conviction that

8 Tian (2009: 37f)).

? Maghiel van Crevel in his field-work “Walk on the Wild Side: Snapshots of the Chinese Poetry
Scene” prefers to speak of the avant-garde although he clearly sees the problem of this term in the
context of contemporary poetry. I think the term should be avoided, because an avantgarde cannot
be part of an institutionalized literary business of the kind that is typical for contemporary Main-
land China’s society. Avantgarde seems impossible in a closely monitored medial space where
the well-founded Chinese notion of the “public intellectual” AFLEES> T gonggong zhishifen-
zi has become politically sensitive and can easily lead to institutional sanctions.
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classical Chinese poetic language is capable of restoring an immediate and “just”
(1IE zheng) response of the subjective mind to the objective world corresponding
to later ecopoetic concepts of “wilds” as designations of the mental spheres of
true experience. In Hinton’s paradigm “Wilds of Poetry” and in his way of trans-
lating classical Chinese verse, a branch of contemporary Western poetics appears
to be attracted, in a way quite similar to Lizi and his followers, by the eminence of
the game of classical Chinese verse. Thus, rather than translating classical verse
into irregular free verse, which would ostensibly emulate the “spontaneous” flow
of everyday experience, as most of his predecessors did, Hinton opts for careful-
ly balanced and energetic parallel couplets. Moreover, just as Hinton’s new ap-
proach to interlingual and intercultural literary translation produces a new form
of ecopoetics that both continues and aptly changes the tradition of modern
avant-garde and American free verse, Lizi’s new classicist verse deviates from
the canon of literary modernity by intentionally setting back its “progressive”
agenda. Moreover, | intend to show that both styles, each in a particular context of
the history of modern lyricism in China and the West, infuse the classical into the
modern. In doing so, a contemporary monologue of modernity that lacks the vi-
sionary power to provoke and challenge political authority, economical systems,
and social status is broken up. Money — as the sole form of credit that under the
conditions of globalization is empowered to warrant social and ecological balanc-
es or to unhinge them and which reflects the trust of societies in political ideolo-
gies or the lack thereof — is often at the center of this new critical lyricism.

2.

Whereas modern and contemporary Chinese lyrical poetry in translation seems to
enjoy a very limited impact on audiences outside the sinophone world, its classi-
cal predecessors are incorporated into the evolution of modern North American
poetry in the 20™ century to a degree unmatched by any other model of premod-
ern classical style. In a statement for a symposion on “Chinese Poetry and the
American Imagination” (1977), the poet Kenneth Rexroth (1905-1982), also
known for his translations of Du Fu #L:F (712-770) and Li Qingzhao Z=i5Hf
(1084-1151), summarized:
Today, for a very large sector of American poets, the poetry of the Far East is
more influential than 19™ and 20" century French poetry, which has dominated the
international idiom for so long, and certainly incomparably more influential than
English poetry of the 19 century. [...] It would be possible to name over a hundred
American poets deeply influenced by the poetry of the Far East and some who have
difficulty in thinking about poetry in any other idiom than Chinese or Japanese. '’
However, sinologists in the West (as most of their colleagues in China) usually
maintain an uneasy distance from this aspect of classical Chinese poetry: its tran-

10 Weinberger (2003: 210).
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sition into new cultural and linguistic contexts and texts via translation, modern
poetics, and various discoveries in the intercultural flow of ideas admittedly often
challenges traditional methods of philology to a degree that unnerves linguists and
textual critics who still dominate the academic learning of classical Chinese litera-
ture. Notorious is Alexander Kennedy’s verdict on Ernest Fenollosa’s (1853—
1908) influential essay “The Chinese Written Character as a Medium for Poetry”,
which was edited and circulated by Ezra Pound first as a manifesto for the Imagist
movement in 1919 — the same year that in China the modernist cultural movement
began to postulate and to practice a radical ban on classical literary language —
and for a second time in early 1936. When in 1958 Kennedy, a Yale professor,
called the essay “a mass of confusion”!!, he delivered a solid backing to any ex-
pert of the Chinese language who feels content to play the role of a gatekeeper
and exclude any approach to Chinese poetic writing save the one of the linguist
and grammarian. However, in 1967 Jacques Derrida reclaimed Fenollosa (and
Pound) for his “history of writing that is the response to the ‘history of being’ in
the West”.!? Ten years later, in 1977, Frangois Cheng’s «L’écriture poétique chi-
noise» (Chinese poetic writing) appeared, a book that essentially, though not ex-
plicitly, supports Fenollosa’s “ideogrammic” understanding of Chinese writing as
a mode of poetic language. Nevertheless, scholarly skepticism clearly continued
to prevail, and it took another three decades before, in 2009, another Yale pro-
fessor, Haun Saussy, together with Jonathan Stalling and Lucas Klein, published
a critical study and new edition of a text that in the meantime had become a
trend-setting milestone of innovative poetics in the 20" century, yet still re-
mained profoundly ignored by many scholars of Chinese language and poetry,
retrenched in their unwillingness to accept that poetic knowledge must treat the
functions of language according to its own objectives.

In reading this essay, one might observe a subtle link between modern aesthetics
and the search for values that has motivated the developing of new conventions
of poetic language over the past hundred years. In other words, stirring aware-
ness of the rapid devaluation of language, often comparable to a shock wave
cleansing the mind and forcing it to open up toward new horizons, new spaces
for uncontaminated words to be filled with meaningful existence came to be the
initial force of poetry as literary avant-garde. Though ground had to be regained
sooner or later after the shock wave that was to give historical momentum to
Pound’s discovery and editing of Fenollosa’s essay. In his text, Fenollosa ex-
claims: “Metaphor, the revealer of nature, is the very substance of poetry”, and,
a few lines later, he confirms this belief, writing:

' Kennedy (1958).
12 Saussy / Stalling / Klein (2008: 36).
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[...] the Chinese written language is <sic!> not only absorbed by <sic!> the poetic

substance of nature and built with it a second world of metaphor, but has, through

its very pictorial visibility, been able to retain its original creative poetry with far

more vigor and vividness than any phonetic tongue.'?
Thus, the value sought in linguistic and poetic expression was considered the
equivalent of the riches of nature, not the result of the latter’s exploitation via
abstraction that serves the subjective bias alone. On the contrary, language
should be “absorbed by the poetic substance of nature”. In other words, poetic
language was not to classify, divide, and abuse nature for subjective purposes
but to become part of nature that was its own origin. This conceptualization
clearly foreshadows the ecopoetics evolving among later American modernist
writers like William Carlos Williams (1883-1963), Kenneth Rexroth (1905—
1982), Charles Olson (1910-1970), Gary Snyder (b. 1930), Michael McClure (b.
1932), and David Hinton (b. 1954).

But Pound, in his 1936 edition of “The Chinese Written Character” opened
still another level of equivalence by ascribing to language the quality of a social
resource. Under this aspect, in Pound’s specific word choice, language, proceed-
ing via abstraction, is compared to “a cheque drawn at the bank™:

Its value depends on what is there to meet it. If Mr. Rockefeller draws a cheque

for a million dollars it is good. If I draw one for a million it is a joke, a hoax, it has
no value. If it is taken seriously the writing of it becomes a criminal act.

The same applies with cheques against knowledge. [...] An abstract or general

statement is GOOD if it be ultimately found to correspond with the facts. BUT no

layman can tell at sight whether it is good or bad.!'*
Language via “abstraction” — and metaphor in Fenollosa’s sense is abstraction —
facilitates social interactions, makes sense of being social. Not unlike his Chi-
nese contemporary Lu Xun %3t (1881-1936), Pound saw in language the or-
ganism of any form of society or human communality (including the “nation”)
and in the author the person ultimately responsible for keeping or restoring its
health or functionality. In “ABC of Reading” (1934), Pound noted:

Language is the main means of human communication. If an animal’s nervous

system does not transmit sensations and stimuli, the animal atrophies. If a nation’s

literature declines, the nation atrophies and decays. '
The double parallel of language and physical body versus language and financial
credit is highly suggestive. In fact, it suggests the dialectics of nature / body
(“nervous system”) and society / credit (trust) that pervades Pound’s poetics and
bears the powerful immediacy of images in his verse. Pound’s insistence on pure
poetic language and on the eminence of poetic writing as a method of purifica-
tion (healing) of the mind, or, as he also calls it, of “building light”, inhabits the

13 Ibid., 54-55.
14 Ibid., 7.
15 Pound (1991: 32).
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“Confucianism” of his mature poetics and is most obviously reflected in his ide-
ogrammic inclusion of Confucian notions like & xin (trust), 7k cheng (sinceri-
ty), or 1IE4: zheng ming (rectification of names), and the imperial myths that
pervade his opus magnum, the “Cantos”. Rarely perceived, however, is the strong
presence of poetic reflections on East Asian landscape painting and poetry in
some of his strongest “Cantos”. In 2008, Wai-lim Yip published a meticulous
analysis and philosophical discussion of Pound’s “Canto 49 under the title J5E{%
B\ B¢ Pangde yu Xiao-Xiang ba jing (“Pound and the Eight Views of Xiao
Xiang”) on which I will largely rely in dealing, from a constricted perspective,
with the double aspect of nature as the resource of life and beauty and of credit as
the resource of social power (legitimacy) and political stability (peace).

The critical discipline of Pound’s poetic visions becomes apparent in his crea-
tion of a negative counterpart to the utopian idea of a wise, organic and “Confu-
cian” communality of nature and society, and of society in itself, which is to say
by its own nature. Pound was convinced to have found this counterpart, from the
1920s almost to the end of his life, in usury or usura as he called it in verse. His
famous usura “Canto 45 bears the gesture of a litany and thus distantly echoes
Hebrew religious traditions from the Prophets of the Old Testament. It is, like it or
not, a great poem and at once a polemic against Judaism, which Pound — like the
young Karl Marx out of mere suspicion — blamed for the most horrific evils of
capitalist rule. In the subsequent quotation, I have omitted all anti-Semitic passag-
es in order to focus attention on the topic of the immediate correspondence be-
tween devaluation through exaggerated interest rates — resulting in abuse of finan-
cial credit — and, consequently, social and physical disease. Pound thus constructs
a dialectical model of life as organism and usury as the “canker” that threatens it:

With usura

[...]

[...]

no picture is made to endure nor to live with
but it is made to sell and to sell quickly
\[Niﬂ]l usura the line growth thick

with usura is no clear demarcation

and no man can find site for his dwelling.

EJ jra slayeth the child in the womb

%t zith brought palsey to bed, lyeth

between the young bride and her bridegroom
"[F e]y have brought whores for Eleusis
Corpses are set to banquet

at behest of usura.'®

16 Pound (1993: 229-230).
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William Cookson (1939-2003), a major transmitter of Pound in the late 20
century, has delivered an interesting comment on this “Canto”, declaring:

[...] usury, or avarice, which treats money as a commodity which can be bought

and sold, rather than as ‘a ticket for the orderly distribution of what is available’

[Pound], destroys civilization and degrades the mysteries of sex and nature.!”
Thus, money again appears as the equivalent of language (words). The value of
both depends on the reality of the resources they are equated with. If the value of
money does not correspond properly to the resources available for production,
interest rates and credit are turned into destructive energy. This must be under-
stood in order to appreciate the impact of Ezra Pound’s “Chinese” landscapes —
like the one which will be presented below in conjunction with “Canto 49” — on
David Hinton’s ecopoetics.

But before we take a glimpse at a great Southern Chinese landscape trimmed into
a great Western modernist’s utopian vision, let us briefly be reminded that, in fact,
awareness of a baleful disproportion between financial credit, the credit political
power enjoys (or the lack thereof), and of the abundance of nature as a source of
happiness and erotic jouissance appears already strikingly open in the works of
China’s greatest premodern poet, Du Fu #:F (712-770). The first poem in a se-
ries of twelve titled R Jie men, or “Getting rid of the blues”, reads as follows:

fif P Getting rid of the blues

R 5 R AL RS Thatched pavilion, ramshackle gates, dwellings scattered like stars,
TRBNTT 2 W ) waves roll, the river blackens, the rain begins to fall.

L& 51 TR AT R A mountain bird brings it chicks to feed them red berries,
RS the girl by the creek gets a coin and leaves a white fish.'®

When these lines were written in the early 760s, not only the author personally
but humanity all over the Chinese world was deeply disillusioned and vastly im-
periled by the disruptions of civil war and the unrest of endless political rivalries
in the aftermath of the An Lushan-Rebellion (755-763). At the time, the imperi-
al dynasty of Tang had just regained central power, but violence continued all

17 Cookson (2001: 63; italics: F.K.).

18 The translation by Stephen Owen, a major authority on Du Fu’s poetry is quoted from the
question-and-answer-webpage Zhihu 1°J- where it is presented together with the poem’s
Chinese text and an interlinear version: https://zhuanlan.zhihu.com/p/84350582 [14.11.2020].
There is also a YouTube recording of Stephen Owen’s public lecture “Returning to the High
Tang” at the Council of East Asian Studies at Yale University (56" Annual Edward H. Hume
Memorial Lecture). In the lecture, Owen elaborates on the poem and in developing my ideas
on the poems allusive echoing of historical contexts I partly drew on Owen’s analysis.
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over the realm, because restoration had to be paid for with numerous conces-
sions of territories and rights to former rebels. These often fought against each
other, or more or less covertly challenged the dynasty, calculating that their own
power would grow under the umbrella of the court’s policies of appeasement. In
other words, the abundant resources of the realm, rightfully possessed by the
court, in most eyes appeared to be wasted by oppressive factionalism among the
middle ranks of the ruling elites, which caused dramatic inflation of credit: i.e.,
interest rates, levied upon the people by the ruling strata of society. The first two
lines (the first couplet) of the poem express a sense of those times in laconic, met-
aphorical language. In compliance with the formal claim of parallel syntax, the
ending of the first line 2 HU& xing san ju nevertheless should not be read uni-
vocally as a metaphoric comparison of “stars” (in the sky) and “dwellings” (on
earth), both equally “scattered”, but also as a subtle allusion to the well-known
expression H{A san ren. In literary Chinese, a san ren, literally a “dispelled per-
son” and “outcast”, is someone who has lost function and position in the social
hierarchy. But there is also a BN Z1& san ren zhi dao, a Dao, a principle, a
way of being an outcast.!® This “way of being outcast” means that in fact no per-
sonal motivation, no subjective inclination, has led to the diremption of individual
existence and the representation of universal order in the human world. It is rather
the positive quality of a man’s knowledge, which realizes the corruption of power
and the inflation of social (moral) values. Thus, Du Fu’s personal experience, his
self-perception as politically engaged but permanently ignored advisor and ad-
ministrator shines like a watermark through the constellations before they dis-
appear beyond light rainfall that ends on the rolling waves of the Yangzi. The
expression xing san ju, when read as “stars dwelling like outcasts” contains
both the imperturbable truth of cosmic principles and poor knowledge of and
respect for the latter in a human world moved by times as dark and turbulent as
the currents of the Yangzi.

So, how to “get rid of the blues™? After a short descent from the “thatched pavil-
ion” BLPE ge men and “ramshackled gate” Y2BE chai fei to the banks of the tor-
rent there is a mountain-bird not afraid to bring its chicks close to the water and
feed them with berries (of a water plant?). There is an obvious parallel between the
mountain-dweller and the bird. Both apparently belong to the wilderness. They do
not fear time — the torrent — because they take it as natural. For both, time is an in-
exhaustible source of being, alive or dead. There is no power borrowed on time (by
Heaven to rulers obsessed with themselves), no credit lent on luxury commodities
to boost prices and to cause excessive inflation, which in metaphoric language
would correspond to the torrent overflowing the shore. Instead, a girl who has come

19 Tt is discussed frequently in Late Tang and Song literature. Outstanding examples are Lu
Guimeng’s PE4REIE (d. 881) TLIHEXNEE Jianghu san ren zhuan (“Biographical essay on a
Dispelled Free-Booter”) and Su Shi’s #f#{ (1036-1101) FHEiC Xuetang ji (“Notes on My
Residence in Snow”).
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from a creek passes by offering delicious fish on the trail by the riverside. For a
mere coin she “leaves” ¥ liu a delicacy that would have been hardly available to
someone like Du Fu anywhere closer to the urban centers with their great markets.
Thus, the girl suddenly turns into an incarnation of nature’s abundance and the
beauty enjoyed by those who know how to share it without abuse.

Like many pieces of Du Fu’s late verse, this quatrain in fact reads as an ap-
praisal of the remoteness and peripheral ease of self-sustained existence in a mor-
ally distressed human realm of swaying political and economic balances. The
quite unconventional keyword (F-0E zi yan) which discloses the true nature of
the poem is doubtlessly #£ gian, the “coin” in the last line. It signifies the only
interpersonal exchange that plots the sequence of images. But by coming and
passing by, rather than building a cadence to round up in a final image the hitherto
underlying idea of self-sufficient resignation, it shifts perception. The original
sentiment of being “dispelled” #{ that seems to be associated with a lone sub-
ject lost somewhere at the bottom of a Yangzi canyon whence it penetrates the
canvas of heaven above, affecting even the stellar constellation, suddenly has
disappeared against the little scene on the ground. The occasional transaction
with a girl that “gets a coin and leaves a white fish” enlivens the outcast. A
desperately impoverished Du Fu enjoys precisely this sense of remoteness and
freedom. The coin merely fulfills its mutually beneficial function of facilitating
an exchange of goods between locals and strangers, signifying the just value of
delicious fish that is directly available.

The value of this coin remains largely unaffected by exaggerated taxes and in-
terest rates that, in the history of the empire, almost regularly disrupted and tur-
moiled the daily life of local people, causing waves of migrants who, at times,
were united by apt leaders to form rebel armies. These indulged in the occasion-
al plundering of townships and cities and sometimes even held their ground in
remote areas as de facto independent rebel states. Paradoxically, the Confucian
ideology of imperial rule traditionally emphasized the right and duty of imperial
governance to produce and use money as a means for the compensation and con-
trol of productive inequalities caused, for example, by natural disasters. A 1% cen-
tury BC treatise on tax policies and government monopolies, the “Discourses on
Salt and Iron” ¥8§55a Yan tie lun, explains invention and dispersion of money
by referring to the holy mythological founders of imperial civilization. At the
same time, the text appraises the function of money as a necessary tool in the
hands of wise rulers (Tang % and Yu ) to create “kindness” in a world that
appears to be threatened by natural disaster alone:
During evil and obnoxious years, they circulated money and goods [created currency and

markets] in order to spread surplus [of production] and to fill [the gaps] caused by short-
ages. [...] With the gold of Mount Li and the bronze of Mount Zhuang Yu and Tang
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coined credits in order to spread value among the people. Therefore, the whole world
praises their kindness.?

MERED, AT AR RN, .. BEUEILZ4, BLHEILZ8H, 53

WEDUECR, TR TR,
It is unlikely that Ezra Pound knew this text, but the editions of the Confucian clas-
sics that he studied and partly translated over decades contain numerous passages
advising rulers to disseminate abundance among the people — in other words: to in-
vent markets and to control them — which would secure the subjects’ loyalty.
“Kindness” 1 ren is the ideal virtue of an authoritative person in Confucianism,
meaning that the holder of a superior position lends an ear to advisers and considers
general welfare among the people to be his first concern. Thus, according to ortho-
dox conviction, “kindness” is the source of abundance rather than nature itself.

In Pound’s monumental work of a lifetime, the epic “Cantos”, the text that
now follows appears shortly before the opening of a sequence of Cantos tightly
intertwined with a narrative of the history of the Chinese empire from its mythi-
cal beginnings with the legendary “emperors” Fu Xi {R#%, Yao 2%, Shun %%
and Yu & down to the last empire of Qing & (1644 AD-1911). The empire in
these Cantos is hailed as a bright, shining example of humane governance based
on rational principles and nourished by wisdom and the “kindness” of rulers
who never seem to ruthlessly exploit or abuse their natural resources — and thus
succeed in creating and maintaining abundance. Canto 49, which is placed be-
fore this section, contains the whole essence of Pound’s poetic vision of imperial
China as a humane world that mutually conforms to the riches of nature and civ-

ilization. The poet would later call this passage a “glimpse into paradise”.?!

CANTO XLIX

For the seven lakes, and by no man these verses:
Rain: empty river, a voyage,

Fire from frozen clouds, heavy rain in the twilight.
Under the cabin roof was one lantern.

The reeds are heavy; bent;

and the bamboos speaking as if weeping.

Autumn moon; hills rise above lakes
against sunset.

Evening is like a curtain of cloud,

a blur above ripples; and through it
sharp long spikes of the cinnamon,
a cold tune amidst reeds.

Behind hill the monk’s bell

borne on the wind.

20" Concerning translation, notes and Chinese edition I refer to Levi, Jean: «La dispute sur le sel et
la fer. B854 (Les Belles Lettres)» (Levi 2010: 12-13). The translation from Chinese and
French I offer here has been moderately adapted to the background of this essay.

2l Cookson (2001: 69).
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Sail passed here in April; may return in October.
Boat fades in silver; slowly;
Sun blaze alone on the river.

Where wine flag catches the sunset
Sparse chimneys smoke in the cross light.

Comes then snow scur on the river

And a world is covered with jade.

Small boat floats like a lanthorn,

The flowing water clots as with cold.

And at San Yin

they are people of leisure.

Wild geese swoop to the sand-bar,

Clouds gather above the hole of the window.
Broad water; geese line out with the autumn.
Rooks clatter over the fishermen’s lanthorns,

A light moves on the north skyline;

where the young boys prod stone for shrimp.

In seventeen hundred came Tsing to these hill lakes.
A light moves on the south sky line.

State by creating riches shd. thereby get into depth?

[ B e W |
—_ e

Imperial power is? and to us what is it?

The fourth; the dimension of stillness.

And the power over wild beasts.??
The text that has been shortened to better adapt its contents to the principal di-
rection of the discussion, which was inspired by album leaves of an anonymous
Japanese painter of the 17th century. The paintings were executed in the style of
the Chinese Song (10th—13th century) or the Japanese Muromachi period (14th—
16th century). In Pound’s lines, from the very beginning down to the last quarter
of the text, the reader senses the dim, melancholic glow of Xiao-Xiang land-
scape painting, the lyrical tune of the Chinese Sao-tradition that dominates land-
scape painting during Southern Song (12th and 13th century) and later is reflect-
ed in Muromachi style. Zen monks of the Muromachi period and those who fol-
lowed their style had transformed the melancholic nostalgia which adheres to
the Chinese Sao-tradition into a serenity that is rather inhabited by the passions

22 Pound (1993: 244-245).
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and sentiments of landscape sceneries than expressing them. Pound had captured
this sense from the album leaves and mastered it in his own words.

Two voyages of legendary outcast heroes of ancient Chinese and ancient
Greek literature seem to coincide with the vibrant images of the initial sequence:
the errant Qu Yuan i and the seafarer Odysseus, who deceived the Cyclops
by calling himself outis (ancient Greek: “no-man” — “and by no-man these vers-
es”), both betrayed by men and struggling for the support of the gods. But the
poem unfolds without any hero voicing it as a “no-man’s vision” of a world
smoothly moved by cosmic (“Sail passed here in April; may return in October”)
or historical (“In seventeen hundred came Tsing to these hill lakes™) forces.

The interaction of light and reflecting water, with misty clouds casting shad-
ows over rippled surfaces throughout the whole text, suggest an abundance of
natural beauty inherent in the landscape. Snow uncovers a “dimension of still-
ness” at the heart of these proceedings. Only in the last third of the complete
text, history and the power of human governance interfere: “A light moves on
the north skyline; [...] In seventeen hundred came Tsing to these hill lakes.” Eu-
rope of that time witnessed the age of Enlightenment — and, yet, this remains a
place “where the young boys prod stone for shrimp”.

The inspiration of this line, again, seems at least twofold. Children, playing at
the shores near fishing villages, are part of the traditional repertoire of East
Asian landscape painting. It seems likely that Pound contemplated such a detail
on one of the album leaves. It is, however, unlikely that the painter would have
depicted the boys “prodding stones”. Against the poem’s background, which
soon after surprises the reader by directly addressing the problem of public debt
— the “evil” of a state that issues currency to allow the privileged to enrich them-
selves at the expense of the general public — “prodding stones” gives the idea of
a primitive or naive currency merely meant to serve the distribution of the abun-
dance of natural fare (“shrimp™).

Thus, “imperial power”, in Pound’s epic vision of “Chinese empire” as an al-
ternative history of civilized humanity guided by Confucian wisdom, becomes
this “dimension of stillness” represented in the inalterable return to that solemn,
eternal silence inhabited by a world “covered with jade”. In other words, the
power of “kindness” over “wild beasts” is celebrated in this poem. The Jade
Emperor, £ Yu Di, the ultimate (Daoist) deity in Chinese imperial mytholo-
gy, opens the invisible gates to his empire (the “paradise” that the poet has al-
lowed us to catch a glimpse of) and the two errant outcasts — Qu Yuan and
Odysseus — are permitted entrance.

Pound’s classicism is all but formal. It rather seems based on his mythic belief in
the abundance of nature as beauty, as much as in his sharp criticism of avarice
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and that individuals and communalities in his thinking may be severed from it,

especially when it degenerates into a common practice that deserves the name

“usury” (usura). Usury “kills the child in the womb”, which means, it dispossess-

es life of its future — it delivers the body (form) to its single finiteness. A classical

work of painting, music, or poetry, however, is not reborn into so many futures:
[...] because it conforms to certain structural rules, or fits certain definitions (of
which its author had quite probably never heard), it is classic because of a certain
eternal and irrepressible freshness.?’

In his discussion of the poem referenced above, Wai-lim Yip argues that:

the fact that the poetic language can be free from syntactic rigidity is directly re-

lated to the Daoist idea of non-interference with Nature’s flow and this non-

interference is also an affirmation of the immanence of things in Nature.?*
This is also one if not the original position of various modernist free-verse move-
ments (for example, imagism and vorticism), but also that of leading American
West Coast poets who basically have performed the transition from the poetics of
Pound (which still sought backing for the authoritarian and antisemitic ideologies
of the age) via the Beat Generation to post-modern ecopoetics.?

Let us proceed from here to two contemporary American poets and translators
of classical Chinese verse, Gary Snyder and David Hinton, whose translations of
Liu Zongyuan’s #l5Z7¢ (773-819) famous quatrain “River Snow” {155 Jiang
xue take us back to the very same prominent location within the literary cosmos
of imperial China, into the melancholic and energetic mountain-and-water scener-
ies along the rivers of Xiao and Xiang, shrouded in myth and legends.

T
TSRO
RPN
MAHZEES
T# TS
[Snyder] [Hinton]
These thousand peaks cut off the A thousand peaks: no more birds
flight of birds, in flight.
On all the trails human tracks are Ten thousand paths: all trace of
gone. people gone.

A single boat — coat — hat — an
old man!

Alone fishing chill
river snow.

In a lone boat, rain cloak and hat
of reeds,

an old man’s fishing the cold
river Snow.

2 Pound (1991: 13-14).
24 Yip (2008: 179).

25 Qutstanding personalities of the movement, like Allen Ginsberg or Gary Snyder, have pro-
filed themselves as poet, “dropout” and political activist at once and have thereby avoided
both marginalization and absorption by the ephemeral violence of political and ideological
struggle in the modern age.
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Both poet-translators, though each of them represents another generation and a
new approach to poetics, received from Pound the concept of dynamic images
that spontaneously govern human perception rather than hierarchical structures
of prosody, syntax, and grammar. Poetic language is possessed by these images
and their power rather than vice versa.

Chinese commentators of Liu’s masterpiece, which turned canonical, have seen
in the ambiguous abundance of the landscape covered with snow?® a sign of im-
perial power, whose “kindness” has no limits to the subjective mind. Yet, this in-
exhaustible “kindness” obviously is “frozen”, which means that, temporarily, its
benevolent influence on each particular being (customarily signified by rain and
warmth) remains impeded. Proceeding from this layout, the positive abundance of
the whole snow-covered landscape appears to have switched to a negative mode.
The solitary fisherman in his “lone boat” holds out at the very heart of an im-
mense stillness as if there were nothing to fish for but snow. Exchange, suggested
in the ultimate abstraction of landscape imagery as the interaction of “Heaven”
(the flight of birds) and “Earth” (human trails), is interrupted completely. Allud-
ing also to the myth of cultural hero (legendary “emperor”) Fu Xi who suppos-
edly had deviated the original characters from the traces of birds on the ground,
thus, creating at once the foundations of a universal scripture and interlingual
communication and of astronomy as a way to decode the language of Heaven
K tian, this poem implies dumbness. There is no language, no power — except
for the widely ambiguous power of stillness. What is more, there seems to be no
interhuman exchange, no trade of goods, no demand, no offer suggested by trails
of smoke ascending from small marketplaces or commercial banners above tav-
ern roofs. It is this stream of traffic (which I would call typical of both classical
Chinese and very contemporary circumstances), language, communication,
commerce, and currencies in the midst of which the old man (whoever he might
be) remains stuck, because the flow of circulation has ceased to move, to nour-
ish, to carry on its back merchants and travelers.

Both translators are aware of the fact that this ancient poem reaches out to the
modern reader from an age of historical transition, of multifarious fragmenta-
tion, of broken traditions and deranged values that held sway over Chinese life
from the late eighth until the tenth century AD. And they both may more or less
share a general view, which the older poet, Gary Snyder, once expressed fairly
concisely in an uncompleted manuscript titled “Empty Mountain”:

Because these poets were men and women who dealt with budgets, taxes, penal

systems, and the overthrow of governments, they had a heart-wrenching grasp of
the contradictions that confront those who love the natural world and are yet tied

26 “Jade” K yu in classical literary Chinese is a metonym for snow; thus, the “world covered
with jade” in Pound’s Canto accurately reflects a metaphorical and aesthetic code that had de-
veloped over centuries in transmitting Xiao-Xiang landscapes by the reception of classics.
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to the civilized. This must be one reason why [classical] Chinese poetry is so
widely appreciated by contemporary Occidentals.?’
Yet of both translations, although one easily understands that they transmit the
same source text — which often is not and never really has to be the case with
translations from classical literary Chinese — is appreciated the more distinctive-
ly and the more thoroughly when one reads them in comparison.

In reading Snyder, one first becomes aware of his purposeful suppression of
the emphatic superposition of sheer numerical abundance formally realized in
the parallel construction of the first couplet, which is aptly captured and even
rhythmically recreated in Hinton’s version:

A thousand peaks: ... .

Ten thousand paths: ... .
While Snyder writes:

These thousand peaks ...

On all the trails ... .
In his distinctively open, deformalized rendering of the couplet, Snyder suggests
a gesture different from that of the Tang poem, the gesture of modern American
free verse largely inspired by a theory of poetics “which assumes that the Chi-
nese direct apprehension of the real world must be presented in direct, conversa-
tional speech.”?® While the tight thythm of the Chinese text gives a strong,
stimulating impulse that strikes the mind with awe, Snyder’s verse in the first
couplet could have come to mind on a light walk along a mountain ridge with
the words being uttered in the rhythm of a swift pace... But then the conversa-
tional rhythm falters. Words gradually loose cohesion, the distance between
them grows from gaps that still seem bridged by dashes into increasingly trans-
parent spaces of abysmal emptiness:

A single boat — coat — hat — an old man!

Alone fishing chill river snow.
Is there anyone to talk to at all? Snyder’s translation is highly suggestive, and it
captures that layer of the Chinese text that makes it a poem on subjective isolation
in the immense ground of nature and, thus, a poem about an epistemological pro-
cess, a state of mind that awaits transition; in other words, Snyder’s translation
essentially reflects a Western, Zen-inspired and spiritual reading of Liu’s quatrain.

Now, at first glance, Hinton’s text does not seem less “spiritual”. In fact, his own
“poetics of wilderness”, expounded in books like “Hunger Mountain” and “The
Wilds of Poetry”?®, seems to represent a sort of quintessence of the fusion of Amer-
ican Zen culture and the Poundian ideogrammic tradition in contemporary ecopo-
etics. However, a distinction that becomes obvious as soon as attention turns from

27 Weinberger (2003: 203).
2 Ibid., xxv.
29 Hinton (2017).
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ideas and contents to the formal aspects of language is that Hinton’s translation is
much more laconic and completely forgoes the pathos of modernist experimental-
ism. This is exactly what reveals its quality as a classicist text.

Laconic style and the treatment of poetic forms as patterns of differentiation
of the mind, which per se is in need of permanent readjustment rather than of
permanent revolution, are characteristics of Chinese lyricism, classical and clas-
sicist alike. Readjustment is re-reading. Thus, the essential function of formal
rigorousness in classical Chinese verse, based on parallelism as its framework, 1s
to transform the rhythm of words, the limit of their allocated time, into pivotal
stillness by creating a tight net of balances, contrasts, and analogies. By estab-
lishing this net, both poet and reader achieve that sense of mental clarity and sa-
gacity that was at the core of poetics in China from the third century AD down
to the New Culture Movement of the 1920s. Like most Westerners who have made
themselves familiar with the art of reading classical Chinese verse over a long peri-
od of time, Hinton must have been aware of this from a rather early stage of his de-
velopment as a translator. However, unlike most translators, he found a way to
make this awareness the point of departure and the very goal of his translation
strategy: in other words, deepening his and our awareness of the coincidence of
formal rigor and mental unbiasedness constitute the radical claim of his poetics.

Behind the apparent simplicity of diction, the claim to respond to the Chinese
poem on several levels of its text structure becomes obvious after multiple read-
ings. Instead of imitating the artistic dissolution of grammar — as Snyder does —
Hinton on the surface invents a syntactical order that does not exist in Chinese.
Much more effectful, however, is the strict measuring of syllabic stresses that
follow upon each other in 2+4 sequences resembling the 2+3 of Liu’s quatrain,
whose lines consist of five syllables each:

In a lone boat, rain cloak and hat of reeds,

an old man’s fishing the cold river snow.
When the correspondent details of that final image are read crosswise, they sus-
pend the linear time sequence of words (and word order) and reveal a complexi-
ty of simultaneous motives. This is how, by reading and re-reading, the inten-
tionality of this text is disclosed:

lone boat <> cold river [isolation]; rain <> snow [freeze: disruption of traffic,

communication, commerce...]; hat of reeds <> old man fishing [utensils of fisher-

men: natural abundance for personal, thus, ephemeral enjoyment only; thus, the

common world of human life disrupted by the life of the cosmos].
As in the Chinese poem, the translation presupposes the reader’s literary
knowledge. By relying on this knowledge, the reader is allowed to grasp the com-
plexity of the scenery opened by the text and to participate in a vision that fuses
the historical crisis of Tang China in the 9th century — its territorial, diplomatic,
social, and economic disruptions — with the ecological crisis humanity faces at the
beginning of the 21st century — in the alarming absence of proactive political

1ZfK 12 (2024). 111-143. DOI: 10.25353/ubtr-izfk-461b-bf18  [{cc) XN


http://creativecommons.org/licenses/by/4.0/

Breaking up the Canon of Literary Modernity 129

measures guided by the concern for all life on the planet as a pre-condition for
any distinctive way of human life that would deserve the predicate “civilized”.

7.

To provide a basis for understanding the new classicist poetry HTEEREFF xin
Jjiuti shi in contemporary China, it seems necessary to briefly reconsider two lyr-
icists of the early period of the PRC who seem to represent heterogenous orien-
tations among the authors of today. Mao Zedong Ei# R (1893-1976) must be
credited with restoring the public reputation of classicist poetry, even though ini-
tially this restoration focused on Mao personally as a glorious leader of the revo-
lution. The publication of a selection of Mao’s poems — most of which had origi-
nally been composed in classical meters in a very short time during the Long
March EAE chang zheng (1935), yet, in 1958, had been meticulously prepared
by Mao and his servile minister of culture, the poet Guo Moruo EBiA# (1892—
1978), who took care that the texts expressed the freedom and revolutionary spirit
of their author — at once claimed respect from audiences due to their sovereign
mastery of classical rules. The step was, of course, political, and it happened dur-
ing a crucial period of crisis and transition that the Communist Party and Chinese
society underwent in the aftermath of the political campaign against the so-
called “counter-revolutionary Hu Feng clique” #fJE SEmtEE Hu Feng fan
geming jituan (1954—1958). While oppressing criticism from many popular revo-
lutionaries against his own doctrine of literature and arts as mere functions of rev-
olutionary struggle and allowing revolutionary tribunals to send hundreds of
leading intellectuals to labor camps, Mao sought to stimulate wide sympathy
for himself as the country’s ambitious political and ideological leader. Stigma-
tizing Lu Xun’s literary sarcasm as inappropriate and harmful to the building
of a new China after liberation, he propagated his classicist verse as the origi-
nal expression of the heroic eminence of the revolutionary spirit.** Guo Moruo
himself was among the first who publicly performed the kind of enthusiasm
Mao hoped to instigate among leaders inclined to follow him into the cata-
strophic campaign of the “Great Leap Forward” K Da yue jin (1958—
1961), which he was preparing at the same time:
The publication of comrade Mao’s poems and song lyrics promoted the Romantic
spirit to a high level and restored the reputation of Romanticism. For instance,

right now I dare to admit honestly that I am a Romantic. I have never had such
feelings during my past thirty years’ engagement in literature and art.

e B T A el 1) S A TR T 2O o e RE MR R 1 RC AR, (RIS BRI T
. kA S, £ H AR H A 3KER: POt —EIRB ERE 1. 18
e =+ R SR TR DA A O . !

3% Yang (2016: 169).
31 Tbid., 170.
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Although the ideological contents and convictions conveyed by Mao’s poetry
proclaim a vision of a “New China” ascending beyond the ups and downs of an-
ti-capitalist war and revolutionary class struggle and, thereby, seem to revive the
old meters with “youthful energy”,> the author as a political personality quite
closely follows in the footsteps of many a founder of empire on Chinese soil.
During initial periods still agitated by violent struggles among factions of the
new elites, it was important for the most powerful leader to personally hold
sway over all other claims on cultural prestige. Mao presented himself to the
public as a master of classicist poetry at a time when the latter was not consid-
ered adequate to the formal and stylistic guidelines of official socialist literature.
This pinch allowed him to underline his unyielding pretense to absolute personal
leadership in such a way that no participant in common political or ideological
discourses would ever have dared to challenge.

In contemporary China, Mao Zedong’s poetry (and calligraphy) belongs to the
most profitable literary commodities. Its ideological value for the perpetuation of
the authority of the Communist Party as institutional preserver of the ideas of its
state-founding leader and of his personal intents pronounced by poetry contributes
significantly to the formation of a myth fusing traditional components of ancestor
cult with a modern nationalist narrative of China’s historical greatness and cultural
superiority. I would, however, prefer to take a look at Mao’s counterpart, humiliat-
ed by the “great leader”, who nevertheless created a new way of writing “old-style”
poetry in defiance of the arrogance of power actually pronounced by Mao’s verse.

One of the intellectuals persecuted and victimized by the campaign against the Hu
Feng clique at the end of the 1950s was Nie Gannu #HH%Z (1903-1986), a prom-
inent literary figure who in the 1930s had belonged to the narrow circle around the
late Lu Xun. Nie began writing classicist poetry during his first year in the labor
camp of Beidahuang 4t K5 in Inner Mongolia, and continued to do so through-
out his remaining life, which he spent mostly in camps or in jail, with the exception
of a few years as a civilian under surveillance in Beijing between 1962 and
1966, and his last decade between 1976 and 1986, when he was first freed from
jail and later rehabilitated. In the 1980s, his lyrical style became famous and ad-
mired by a generation of young Chinese who saw in Nie a hero of inner resistance
against the arbitrariness of ideological struggle and the terror of the “Cultural
Revolution”. However, Nie had been a broken person ever since his first attempts
to write in classical style. Knowing that his life as a public writer was terminated
with his first condemnation to a labor camp, he later mocked himself in an auto-
biographical sketch that recalls the moment he suddenly decided to write verse

32 This is in general the leading opinion among those critics who accept the official account of
the founder of the People’s Republic of China as one of Modern China’s most eminent poets.
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in “old-style” in response to a guard who had ordered the inhabitants of the bar-
racks to compose socialist poetry one night after work:

As a result, that night was the first time I wrote about labor, and also the first time
I officially composed classical-style poetry.

RAEE R, WEXRHE, WHE-REATES. 3

In fact, Nie’s classicist style is motivated not by a radical agenda — like, for ex-
ample, the one that was followed by most young writers of the New Culture
Movement in the 1920s and 30s, including Nie himself — but by radical experi-
ence. Bereft of his personal ambitions and dreams, separated from his wife and
friends, as a man in his 50s, 60s, and 70s exposed to the most humiliating condi-
tions, Nie could still rely on his well-trained power of observation and on a pro-
found literary knowledge enriched by a vast reading of Chinese and Western
texts. Thus, he indulged in that quite traditional game of penetrating the present
world by relying on one’s allusive intelligence, the ability to adjust phenomena
to a sense of imaginative power that expands from an inner world not less pre-
sent to the one who understands it but almost absent to anyone who does not.
Continuing this practice for decades in de facto seclusion, Nie managed to culti-
vate in a lyrical form the sarcastic realism of his master Lu Xun and the subtle
receptiveness of many a poet of former ages. Where Mao, the poet, is merely
boastful, Nie is astute. Where Mao seems anxious to strengthen his “Romantic
spirit” by referring to literary ornament and mythology, Nie lends an ear to
common talk among camp inmates, absorbing the humor of the desperate.

It would be more than desirable to give more space to Nie’s work, but here, it
must be sufficient to highlight the importance of the “Gannu-style” &8 Gan-
nu ti against the background of the transition from the lyrical avant-garde of the
1980s to the appearance of a “Lizi style” Z=7-#% Lizi ti on the Chinese internet
since the early 2000s.

First of all, it is noteworthy that the sense of being a maverick — of not belonging
to the core of literary life or of not being in a position to qualify as professional po-
et — is common to both poets, notwithstanding the difference that Lizi never suf-
fered from political persecution. This sense intensifies poetic consciousness and
creates a relation between author and reader that is less public and more intimate.
Nie used to share his poems in hand-written form; Lizi is fond of discussing and
developing them by communicating online with his followers or via email. Second,
both styles share a certain “materialistic” approach to poetic imagination. Things
are neither meant “as they are” (realism) nor “as they should be” (idealism or “Ro-
manticism”) but as they are made or manipulated by man or by society. Finally, an
un-weathered eminence of the classical in form and style prevails over subjective
expressivity, which still remains the hallmark of avant-garde lyricism in China.

33 Yang (2016: 183-184).
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The materialistic approach of Nie Gannu is most visible in his sarcastic criti-
cism of the ideologically distorted politics of his times. For example, tools in the
hands of convicts laboring in the fields or in the mountains — the saw, the scythe —
are at once elements of day-to-day life and symbols of the latter’s deformation by
ideologically motivated violence and injustice. The notorious “three-hundred-
thousand words” =+ = san shi wan yan of Hu Feng’s defense of creative
liberty in the face of Mao’s doctrinaire views on literature and arts that instrumen-
talized creativity in the name of party ideology are converted into thirty years in
prison. The truth about ideology in Communist politics becomes comprehensible
in the way it affects life and thereby turns into subjective experience.

Accordingly, Lizi’s poetic creed, casted in the formula DALy yi wu

zheng xin, “to prove the mind in things”,** seems almost as far from the over-
whelming majority of conservative contemporary classicist poetry as Nie Gannu
was from Mao’s heroic “Romanticism”. When I asked Lizi if he saw a parallel
between his understanding of materialist poetics and a mantra of the early Amer-
ican free-verse movement coined by William Carlos Williams (1883—1963) in a
1927 poem — “No Ideas But in Things” — his reaction was reticent, and he

seemed to conceive of such observations as coincidental.

In what follows, a small selection of Lizi’s poems that more or less cover the
timespan from an early stage until the most recent texts (early 2000s until today)
will be analyzed with a focus on the substitution of Communist ideology by the
ideology of money-making. This does not suggest a continuous line in the rather
broad spectrum of Lizi’s lyrical motives. But since money facilitates the ex-
change of commodities by abstracting value, its impact on language under the
conditions of radical commercialization, like the one that has changed China
over the past forty years, is no less immediate than the impact of ideology on
language under totalitarian regimes.

The following text is one of the earliest examples of Lizi’s classicist poetry availa-
ble on the internet.>> Unsurprisingly, the author, when asked about some features
of the text, confirmed authorship but immediately admitted dissatisfaction with its
aesthetic qualities. From a neutral point of view that compares this text with more
recent achievements, the former could also be described as experimental. My trans-

34 Public information concerning Lizi’s views as a poet and his poetics is scattered on various
websites whose authenticity is often difficult to verify. Hence, I rely on a private email ex-
change with the author which took place while I was working on this essay. Critical essays on
Lizi that have been published by various authors in Chinese over the past years are included in
the list of references.

35 The author has confirmed authorship of this text and we have discussed details of it. How-
ever, | was unable to retrieve the text from an active link.
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lation into English initially followed my earlier translation into German but has
been revised several times, following further investigation and consultation with
the author. I first came across this text seven years ago (as of this writing in 2024)
while exploring a webpage that currently appears to be inaccessible.*

On a formal level, the text is written in classical meter to the melody of iy
fili Lin Jiang Xian “The Immortals on the River Shore”. The melody is said to
go back to an aria (i gu) which had belonged to the repertoire of the imperial
music academy at the court of the Tang (7" to 10" century AD) and later be-
came popular in various versions, first among common entertainers, then also
among literati-officials who elaborated on the aesthetic qualities of words and
text, often dispensing with accuracy in relation to the musical patterns. This,
however, did not happen in the context of official culture but in the amusement
quarters of China’s rapidly growing cities of the 11" to the 13" century. Thus,
the transformation of large parts of the Tang court’s rich music culture into pop-
ular song lyrics performed to an urban auditory had been a common phenome-
non during a period which is perceived by modern historians as China’s histori-
cal transition from the late Middle Ages to early modernity. Lizi’s preference for
this classical poetic form and style marks a formal difference in comparison with
Nie Gannu and the majority of classicist poets who, in general, prefer the tradi-
tional #F shi style to the # ci style (“song lyrics”), which were considered
“unorthodox” as long as the culture of imperial officialdom continued to domi-
nate literary aesthetics. This may at least be partly due to a libertine spirit that
traditionally associates the style of “song lyrics” with the mental wilderness of
urban hybridity. Awareness of the latter as the historical context whence the de-
velopment of “song lyrics” originated opens a first approach to the creative im-
pulse of Lizi’s classicist poetry. On the other hand, Lizi, in commenting on his
verse, rarely accentuates the semantics of historical form and explicitly circum-
vents the conservative claim of “conformity” 7574 fuhe by using classical poet-
ic techniques such as pun, metaphor, allusion, or various techniques of citation
according to the prescriptions of a neo-traditionalist agenda that gained com-
mercial and public success during recent years and that, meanwhile, is actively
promoted by state media. This positioning, of course, not only deserves to be re-
spected but is also crucial in appreciating Lizi’s style. However, Xiaofei Tian,
who was the first to present Lizi to Western academic readers a decade ago, has
quoted the poet from an online discussion with a “loyal fan and austere critic”
who marveled at the bizarre clarity of Lizi’s verse in combining traditional poetic
language and contemporary context. His response was: “If I continue to write like
this, it would become new-style poetry. So my question is: if so, why not simply

0 BRI QQ KA QQ B
w0.51log.com/cgi-bin/sys/link/home.aspx/lizilizi.htm?maintype=quanji. Link remains inac-
cessible as of November 9, 2020.
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write in new style? I don’t understand this myself.”*” Thus, it is more than legit-
imate to consider quite orthodox elements of traditional form, poetic technique,
and vocabulary in analyzing Lizi’s texts as well. Even if they might not have
been parts of the author’s intentional (subjective) writing, unconscious levels of
this process, if they can be reconstructed, are no less important for writing and
reading new classicist poetry.

Against this background, another comment on the title of the melody seems
appropriate. The original context of performance of the Tang court aria alluded
to two ancient poems intended to evoke the spirits of two deities of the Xiang
River in southern China. These poems were attributed to China’s earliest known
poet, Qu Yuan JiEJi{ (340-278 BC), and traditionally perceived as incantations
of the female water-spirits by a desperate outcast (the poet) containing strong
erotic overtones and nymphomaniac elements. As the original melody had fallen
into oblivion, even by the eleventh century, the contents and style of poetic texts
titled Lin jiang xian soon diversified. Lizi’s contemporary version, however,
clearly presents an anonymous subject, lost in a city jungle and desolately long-
ing for any kind of solace that “Venus” 4/ (i.e., the “golden star”) might
have to offer.

LA Lin jiang xian (The Immortals on the River Shore)
LY FOINC"D -2 Black room, desolateness, someone drags a shadow;
1T AR AR IS Walks to and fro, sitting in restless thoughts.

FEWP S ¥ A cold spell carries snow, knocks at the window glass,
SRS H H No sun, no moon shines overhead,

Rl BEA 52 2 But Venus, bumped into the wall.

i KA =2 Holds on the object lens, looks forward to the shot,
WAt i Yet leaves it haltless to the drift of time.

ER B A The brittle sound of some lost coins — don’t waste
thFE— your life!

RO IR Go out for having fun again —

The avenue in blazing light.

This 1s a poem about someone still dwelling somewhere in a dark apartment in
lofty heights above an avenue in one of Beijing’s new northern suburbs, where
in clear weather bright mountain ranges come into sight. In the middle of the
night, however, the anonymous dweller feels lost not only in the outward desert
of life — produced by yet another “economic miracle” in the history of modern

37 Tian (2009: 42). (Tian indicates the following URL to access her source: http://w0.5ilog.
com/cgi-bin/sys/link/home.aspx/lizilizi.htm?maintype=quanji. However, by now the text of
the poem dated 2002 December 4 seems to be available for payed members only. The author
personally confirmed the authenticity of the reference text of the translation I present further

below.) See Note 37.
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globalization — but even more in the depth of his soul. On my suggestion con-
cerning the expression J%& hei wu, “black room”, the first words of the poem,
I received a polite refusal: the term was not an intended reference to the Chinese
translation of the title of Stephen King’s and Peter Straub’s horror novel “Black
House”, a sequel to the earlier bestseller “The Talisman”, which appeared in
2001, only a few years before the earliest version of the poem had been written. I
was a bit disappointed, because understanding hei wu as phantasmagoric perver-
sion of the common idea of a house — “an endlessly expanding black space that
swallows warmth, light, and life” as one reviewer of “Black House” described it*®
— initially seemed quite intriguing. Nevertheless, Lizi admits that he likes horror
fiction and suspects that J&/= M52 hei wu diao ying, the title of a Chinese trans-
lation of a Japanese novel of the same genre — I wouldn’t have thought of it —
might have had an unconscious impact on him while writing the poem.

Accepting this latitude from the author, I will first continue the line-by-line
analysis of the text before I will finally come back to this initial term and a de-
termining reference that I probably would have missed had I not entered that
level of cyberspace communication between reader and author.

In the second line, the frightening restlessness of the movements appears to be
driven by a desperate craving for light — possibly after a power blackout. When
this craving finally finds an object at the end of the first stanza — neither sun nor
moon “but Venus, bumped into the wall” — the nocturnal space that under the ceil-
ing light would appear as dusky vastness outside the windows now seems to fuse
with the window glass, and the immense coldness and darkness outside suddenly
turns into a wall in front of the spectator’s eyes. The appearance of Venus in this
wall of cold and darkness is ambiguous. First, as the third-brightest object in the
night sky after the Sun and the Moon, Venus is an inferior, albeit the only availa-
ble source of light. One has to be satisfied with it even though it seems “bumped
into” that somewhat blowy wall: the “cold-spell” arrives with snow and Venus
appears in the intervals between the drifts, like a shimmering coin.** Another,
more colloquial reading of line five would express the shocked state of mind in
facing the cold profundity of the skies outside, immediately after the power
blackout, with a common saying IR'E®5 yan mao jin xing, literally: “Venus
appears in the eyes”, which corresponds to the English saying, “to see stars”.
Regardless of the preferred reading, the first or the second, in the word choice
45, the component 4& jin (“gold”) resounds, which can be read as a pun al-
luding to the common word 4#£ jingian (“money”).

38 The Guardian (Oct. 7, 2001).
https:// www.theguardian.com/books/2001/oct/07/stephenking.fiction [09.11.2020].

39 The star Venus in contemporary China is also associated with erotic charm and sexual de-
sire. “Venus” 4:/2 Jin Xing, for example, is the name of a contemporary Shanghai celebrity,
famous as founder and leader of a Modern Dance group, the Shanghai Jin Xing Dance Thea-
tre 4 2S£ [#, as book author and as a transgender woman.
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The second stanza begins with the apartment dweller’s vain attempt to capture
that ephemerous miracle of the evening star shining between drifts of snow in a
photography. Eventually, he leaves the “money-planet”, where it appeared as the
phenomenon that captured the night-peerer’s mind — somewhere in this pro-
found “wall” of cold and darkness. Or his sobering senses simply allow him to
realize the futility of taking photos of one’s hallucinations. A change of mind
takes place. Real coins, jangling in the pocket, trigger a different mood. Is it re-
ally the money that stifles angst by luring this anonymous apartment dweller
away from an overwhelming darkness which, surprisingly, has flooded his pri-
vate space and his mind down into the “blazing light” of an avenue “for having
fun again”? Though these questions can only be posed, not answered, money
obviously plays a role in coming down from sudden fright under the overwhelm-
ingly cold and dark sky to a somewhat hasty “fun” in the illuminated avenue.
Not unlike the coin in Du Fu’s quatrain, Lizi’s money marks a shift of self-
perception constructed on a classical dualistic model of “heaven” (sky) and
“earth”. Heaven — awesome, chaotic — isolates any subject (the camera lens) in its
search for light; earth — permanent, buzzing — sensually breaks up this mental iso-
lation by dissipation. As we can understand by recalling the discussion of Du Fu’s
poem, the classical pattern of permanent, the mutual interaction of “heaven and
earth”, which determines the “ten thousand things”,*’ is evoked not to engross
and quiet sensual perception in order to achieve clarity of mind — as was and still
is supposed to be its function in traditional aesthetics — but to provoke a stirring of
perception and mental uprooting, an immediate awareness of experience.

Here we should return to my conversation with Lizi, since it is impossible to ig-
nore his strong suggestion to read 7%= hei wu, “Black house” as a pun evoking
Lu Xun’s metaphor of the “iron room” /= tie wu from the preface to [1 [1 Na-
han, “Call to Arms”, a collection of short stories that Lu had published in 1922:

Imagine an iron house without windows, absolutely indestructible, with many
people fast asleep inside who will soon die of suffocation. But you know since
they will die in their sleep, they will not feel the pain of death. Now if you cry
aloud to wake a few of the lighter sleepers, making those unfortunate few suffer
the agony of irrevocable death, do you think you are doing them a good turn?*!
R — Wz T, RAMRE P BN, BEATZAERAMT, AA
FUEREAE 1, AR R B BE M ASEWE, WA B LRI, TR AR K EE
A, S AR AT RN, (I8 AN 3 A W A B2 M RTHG RH F 4%
e, IRERE AR AT ER 7 ¢

40" This idea is manifest in classical expressions at the heart of traditional logics and aesthetics
in East Asia. For example, in KMEE VUK tiandi ge er sishi cheng, it is the explanation
(%M tuan zhuan) to the hexagram . ge of the “Book of Changes”, which translates as
“Heaven and earth undergo their changes, and the four seasons complete their functions”. See:
https://ctext.org/book-of-changes?searchu=%E9%9D%A9 [26.11.2020].

' Lu Hsun (Lu Xun), Yang Hsien-yi, Yang Gladys (transl.): “Selected Stories of Lu Hsun”.

42 Quoted from a discussion of the term “iron room” in Zhihu.
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Lizi explains his modification of the term “iron room” as an attempt to change
the hyperbolic structure of Lu Xun’s wording, which represents the state of
things in Chinese society around 1920 as being hermetically shut off against the
outer world and against itself, into a more authentic image: that of a room that
suddenly turned black after switching off the light or after a power blackout. By
understanding the pun, the reader realizes Lu Xun’s sarcasm in the light of con-
temporary Chinese society. If the “black room” is read as the poet’s attempt to
elaborate on Lu Xun’s well-known “iron room”, it clearly replaces the latter’s
metaphoric quality with authenticity. This sense of authenticity at the heart of
Lizi’s imagination enlivens and strengthens the flow of classical meter and style;
and, vice versa, the structural elements of classical poetic language break up the
monolithic colloquial tune of quasi-canonized modern poetics.

10.

In concluding I will now discuss one of Lizi’s most recent versions of a poem,
which the author, according to a public statement, first published online more
than eighteen years ago.** This poem is written in the /ishi form #£5§, a classi-
cal meter traditionally associated with the grandeur of Tang poetry and with Du
Fu in particular, but is also the most prestigious among modern and contemporary
classicist poets. As a popular commonplace of commercial mass media in China,
being capable of writing liishi suggests formal virtuosity and aesthetic sophistica-
tion and, by and large, bears a smack of cultural conservatism. For the broad major-
ity of classicist authors, this seems to impose a clear preference for politically in-
sensitive subject matters — though not for Lizi. The first version, published in 2000,
was titled “Ecological Topic” ¥R{r7fi#E Huanbao huati and differs in many de-
tails, including the style and content of the short preface, from later versions. I can-
not go into detail here by analyzing the changes made in the text over the years, but
it is worth noting that the initial, quite outspoken title in later years has been substi-
tuted by far more allusive and, at once, more suggestive ones. In 2000, the preface
speaks of Beijing as 5L jing cheng, “the capital”, whereas in later versions, the
term has been replaced by ¥l di du, “the Imperial Capital”. In the text titled 7
% Chun xue, “Spring Snow”, this highly allusive term in line five is matched by
“God’s exalted plans” £ K= Huangtian yi. The initials of both terms playfully
combine into the word 77 Huangdi, “the God Emperor”, a phrase closely moni-
tored by the government’s internet censors since February 2018.

43 The following text titled 25 Chun xue, “Spring Snow”, and the corresponding statement
were accessible via the following link: http://blog.sina.com.cn/beijinglizi [15.01.2019]. The
most recent version of the poem entitled & Qi zheng, “Surprising Evidence” or “Strange
Symptoms”, I received directly from the author in an email letter that includes more valuable
information on several details hidden in the text and some explanations of Lizi’s style of writ-
ing classicist poetry as an open process working with the resonance from the readership.
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Spring Snow (April 2018)
This spring the Imperial Capital was overcome by bewildering
weather-conditions. There was heavy snow-fall during the third

FERE, &UEIRIEZ month [April-May], then followed brutal devastation by red

FIRERE sands, which entailed one more [flare-up of] the struggle between
the economy and the environment
ukuﬁ%%%f%é\’ Breath of the cosmic bellow-pocket; erstwhile, tomorrow, now.
B 47 e 2 5 . . . .
%%iﬁ J;f %Eﬂﬂ ° Strange images this spring rashly descend to make their show.
:H:J:fﬁm %%Fg ’ The northern fairy-flowers are reined in by bulks of snow;
T AID B HE A - From western regions sandy-phantoms through the park-groves blow.
XK T = = o
;ﬁﬁ%;’?;? ’ Abundance, drought — perhaps respond to God’s exalted plan.
Efﬁ E]li Bz %g ° Profit and harm equally trouble hearts of those below.
FHRR = . .

P . A hundred generations struggled, all concern for failure and success;

KRBT e BTG 2 =

Who plays in this great game should deeply worry though.

The idea of “spring snow”, in Chinese classical poetry, is ambiguous. Snow is
reminiscent of jade because of its cool aura. Song-dynasty poets fancied the
scent of winter-plum flowers flourishing on leafless branches — particularly after
cold spring nights when they were covered by ephemeral snow. Looked at from
a distance, snow covering mountain ranges while sunrays already warm the soil
in the bottomland would be perceived as an auspicious omen for life refreshed in
a sphere of immortality. This idea is reflected in the expression {tflll hua xian,
“Blooming immortal”, in line three. The taste of sophistication which comes
with the allusion to classical aesthetics, however, is likely to interact with more
ordinary daily perception. The female moderator of a children’s program broad-
cast by China’s state-owned TV company CCTV, for example, is famous under
the name {EAll¥~ Huaxian zi, “Flower Angel”, and this again alludes to a girl-
hero of a Japanese animation movie first broadcasted in 1980, which later became
popular in China. While the idea of beautifying children or childhood by associat-
ing the latter with “immortality” results from a combination of traditional and
modern popular aesthetics,** the way that the poem presents it reveals a vehe-
mently sarcastic approach to the stagnating problem of climatic changes (aggra-
vated by heavy air-pollution) in the centers of China’s “economic miracle”: the
“northern” (Beijing] “fairy-flowers” (immortal child-beauties) are “reigned in by

# The traditional element is that of immortal female beauties (fairies), a common figure in
popular novels, operas and earlier vernacular literature since the Tang Dynasty; the modern
element is childhood as leitmotif of the romantic Self’s narrative and idealized by the latter’s
sentimental longing for a pristine human nature.
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bulks of snow” and a following sandstorm — neither anything of the classical nor
of the contemporary kitschy “immortality” remains!

A classic quotation, a diangu HL1{, at the very beginning of the poem gives
evidence of the idea of breath as an original energy of cosmic nature. The words,
which come from the Daoist classic, “Laozi”, chapter 5, at first sight appear as
the initial part of a description of the disturbing sandstorm and, as such, they
could be a mere rhetorical convention. But as soon as one comes to appreciate
the context of the quotation — KM A=, PLEWAEM, A, PLEE:
Fg) . Rz fH, HRpE#T-? “Heaven and earth are not humane, they
treat all beings as straw-dogs; the ruler is not humane, he treats all his subjects
as straw-dogs; all between Heaven and Earth 1s empty like a bellow-pocket” —
the mere perception of a natural disaster expands into the perception of human
rulers’ indifference concerning those exposed to the consequences of their deci-
sions — as if these were just natural.*®

The poem’s allusive language clearly suggests that yielding power is a game
that begins with pretending that the interests of those in power are “natural” — in
the interest of everyone. However, the “struggle between the economy and the
environment”, KEEERIRZ S jingji huanbao zhi zheng, the insoluble ethical
conflict at the heart of the ideology of making money and globalization, which
has long replaced Maoism, nationalism, and empire, violently distorts the illu-
sion of a brave new world guided by the wisdom and scientific cautiousness of
government officials — of a civilization that equals “nature” in terms of sustaina-
bility, of political power taking care of and holding sway over the abundance of
life. It seems that this critical ecological reflection has developed continuously
throughout several versions of the poem; in the most recent one, only the title
and four lines (lines 2-5) have been changed:

45 The fact that Laozi, chapter five, considers this indifference of the ruler concerning his
subjects a true quality of the Saint %2 A\ Shengren seems to have no weight in the intentional
context of the poem.
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G Strange symptoms / Surprising evidence

R 52 2 ok 4, Breath of the cosmic bellow-pocket; erstwhile, tomorrow,
EIEHEHBR now.

HE &N, Strange symptoms in His Majesty’s park, Emperor’s
LY BRF . dream’s deep flow.

RMBBEER White snow from tumbling clouds taking by storm the sea
IR S N RIS of bloom;

AR FEBA, Stream sands ravished by massive squalls flourishing park-
KT BT groves hew.

Vicissitudes Mighty Heaven’s lofty plans to serve?
Wide-spread increase of loss and gain affects all those be-
low.

A hundred generations struggled, all concern for failure and
success;

Who plays in this great game should deeply worry though.

Through these changes, the diction of the poem at first glance appears more
charged with traditional euphemisms like “His Majesty’s park™, “White snow”,
“sea of bloom”, “Mighty Heaven’s lofty plans”. But one must first look more
closely at these changes to understand their design. In fact, the more euphemistic
their character — by relying on the conventional vocabulary of the classical lan-
guage — the easier they are to decode, thus speaking more directly to the reader
than in previous versions. “His Majesty’s Park”, 4l Shang yuan, refers obvi-
ously to Zhongnanhai " FEiifE, the quarter of downtown Beijing belonging to
government and party institutions and strictly isolated from the outer world —
similar to the Forbidden City in imperial times — in whose neighborhood it is lo-
cated. The area, which also plays host to the private dwellings of top officials
and their families, is situated along the shores of two lakes lending their names
to the place as a whole. The satirical character of the euphemism that follows in
the same line — 2% di meng shen, “Emperor’s dream’s deep flow” — can
thus hardly be misunderstood. As we know, the word “Emperor” as a popular
pun indicates Xi Jinping, the party and state leader; since he has been declared
de facto life-time ruler of the PRC, it is almost impossible not to translate the
following word %+ meng, “dream”, into Xi Jinping’s notorious motto of the
“Chinese Dream”, "1[#l2* Zhongguo meng. Accordingly, the opening couplet
of the poem, by using literary allusion and euphemisms, creates a satirical image
of the pretensions of the Communist Party under its present leader to absolute
power sustained by cosmic breath (“erstwhile, tomorrow, now”): in other words,
as “natural” and, thus, categorically inexhaustible and without alternative.

However, the two couplets that follow and capture the center of the text, the
space where formal devices concentrate the mental energies of a liishi, raise a
storm of perverted images: the white snow — a symbol of good hope — rushes
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down from “tumbling” AR beng*® clouds, robbing / taking by storm % duo a
whole sea of tender bloom. The sandstorm brutally hews (fX fa) flourishing
park-groves. The verbs duo and fa both have a strong ring of violence and in-
justice. In the third couplet, “ups and downs” — as much as “loss and gain” —
imply the unpredictability of tension between turbulent economic growth and
dramatic ecological losses. These again are obscured by the government’s
promise of growing national wealth and more social security, for which it
claims political credit from the people who remain far below “Mighty Heav-
en’s lofty plans” =& & gao cang yi.

In our discussions of Du Fu’s and of Hinton’s translation of Liu Zongyuan’s
quatrains, the poetic tradition of criticizing political power via highly allusive
landscape imagery has been delineated and followed upon, first in translation
into contemporary American poetry. Its impact on Western ecopoetics has been
immense. Hinton’s new style of translating classical Chinese poetry can be char-
acterized as virtual classicism, because it reflects on the mindscape of classical
Chinese poetry by developing strategies able to admit the formally restricted,
elliptic, and laconic nature of classical literary Chinese into a modern style of
translation into English. The case of Lizi is, of course, a very different one. Nev-
ertheless, Lizi also belongs to the poets of the 21 century who explore the lan-
guage and mentality of classical Chinese poetry in a state of bewilderment. He
rejects the popular conservative appraisal of poetic classicism as continuation or
“renaissance” of the heritage of a “glorious civilization”. His simultaneous writ-
ing of modern and classicist style deserves the name new classicist poetry #1E5
HEF Xin jiu ti shi, inasmuch as the term’s apparent paradoxicality reflects a
bewilderment that follows upon two subsequent radical breaks in recent Chinese
history: the break with imperial tradition in the first half of the 20" century and
the no less radical break with socialist modernism in its second half. Moreover,
Lizi’s classicism is virtual in that it suspends reality by creating a mode of per-
ception of a hybrid material world that is witty and radically subjective. In this
respect, Lizi seems to owe much to modern Chinese writers like Lu Xun, Nie
Gannu, and poets of the 1980s. It is not by coincidence that his sarcastic and un-
yielding response to the continuous heavy pressure on Chinese society by a po-
litical power claiming control over all social resources, including language, re-
lies on the language of classical Chinese poetry, an idiom that is highly symbolic
of the paradoxes and ambiguities of civilization in Chinese history and in the
present. With the concluding couplet of the poem discussed above I would close
these reflections. What might sound like a mere critique of political arrogance in
plain language — with limited poetic value — is compacted by the laconism and
allusiveness of classical language. The pointed irony of the couplet, therefore,
gives fresh transparency to a problem of civilization that seems to remain the
major challenge of these times in China.

% 1In classical literary language this word also signifies the death of an emperor.
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BB FBE &, RAEAT BT
A hundred generations struggled, all concern for failure and success;
Who plays in this great game should deeply worry though.
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«Bot ckaxem oM s B Kurae». CtepeoTunnsl 1 HMAaroTHIIbI
Kuras, kuraina 1 KUTAUCKOI0 B IPAKTHKe 00palleHust K
Yy3K0MY B reonodTuke u reodcreruke JImurpus Ipurosa’

“Let’s say, with my face I am in China”. Stereotypes and Imagotypes of China,
the Chinese Man and Woman and the Chinese in the Practice of Addressing the
Alien in the Geo-poetics and Geo-esthetics of Dmitrij Prigov

The article considers the circulation and the role of the motifs China, the Chinese
man/woman and the Chinese as concepts of the other/strange(r), which negatively
correspond to the concepts of the self in the work of the Russian poet, writer, art-
ist and producer of performances Dmitrij Prigov. These phenomena and their his-
torical development are of special interest in the present context of the Russian
war against Ukraine, the Western sanctions against Russia and the growing politi-
cal, economic and military approximation of Russia to China. In its analytic de-
sign the article discerns in Prigov’s China-text a broader geo-esthetical from a
smaller geo-poetical horizon and distinguishes the theme- and sense-orientated
phenomenon of stereotype, reducing (the concept of) a culture or a nation to spe-

! Dra craths ObUla HamMcaHa 0 BOEHHOTO BTOpykeHHs Poccuiickoil apmum (24.2.2022) Ha
Tepputoprio YKpauHsl. B coxpamienHom Buae B Aekadpe 2017 ona ObLia mpeacTaBiieHa Kak
noknan B Mockse Ha koHbepeHiun «Kurait B HoBeitmei nossuu (Poccus, EBpona, Amepuka)» B
Huctutyte mMupoBoii murepatypbl Poccuiickoil akamemun Hayk. CTaThsi ObUla 3aKOHUEHa BO
BpEMsI POCCUICKO-YKPaWHCKOM BOMHBI. ABTOpP YBEPEH, YTO B KOHTEKCTE BOCHHBIX KOH(IIMKTOB H
BO3pacTaromiel moauTrdeckon ommsoctu Poccnn k Kutaro BakHO 3HaHHE TEX 00Pa30B COCETHHUX
KyJBTYp U CIIOCOOOB OOpallieHus K HUM, KOTOpbIe KaK BHEIIHUE MPEACTaBICHHs, 00pa3bl JPYTHX
(external images, Fremdbilder) mupkympyroT B KOH(IMKTYIOIMX TocyaapcTBax. Kwraii BO
MHOTHX OTHOIIEHHMSIX — CaMblid BakHbIM cocell Poccum Ha Boctoke, a TBOpuecTBO JMuTpus
[Tpurosa, MUpPOIIOOKMBOTO aBTOPA, COJEPKUT MOKa3aTelbHbIe puMepsl 00pa3zoB Kuras, koTopsie
MOTYT CIIy>KATh MaT€pUAJIOM aHaJIM3a ATUX 00pa30B.
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cial, often discrediting it, semantic features (as topoi), from the phenomenon of
the imagotype, which is orientated to the poetical and/or esthetical construction of
an artifact and relates the specialty of the other to certain sounds, intonations, colors,
textures. Reconstructing the development of the motifs of China, the Chinese
man/woman and the Chinese in Prigov’s China-text from the 1970s up to the
posthumously in 2013 published novel “Katia, the Chinese”, the article shows that
the evolution of the imagotypes and stereotypes of China, the Chinese man /
woman and the Chinese as concepts of the other/alien is correlated with the de-
velopment of the geopolitical relation of Russia and China.

Keywords: Prigov, China, stereotype, imagotype, geo-poetics, geo-esthetics

FH - REL - WHED -

,110 cBoeil mpupoze moau Apyr Apyry OiM3Ku, a Io
CBOMM IIPUBBIYKAM JpPYyT OT Apyra Jajeku.

Kondyumii (XVII, 2).

1. Cmepeomunbz u umazomunsvl 6 M306defC€Hul/l UHBIX CMPAH, Ux arcumerneu u ux
Kadecme ¢ mo4Ku 3peHUsl 2epMEREBMUKU UYIHCO2O

B 1979 rony pycckuii mosT U xynokHuk Jmutpuii [Ipuros, «paOOTHHUK KyJib-
TypbD»>, KOTODBIH U3-3a EPEHECEHHON B IIETCTBE TSHKENION OONE3HH HE CITYXKUIl B
apMUH, HaIMcall BOCBbMUCTHINNE 0€3 Ha3BaHUs, KOTOPOE MOTJIO OBITh COUMHEHO U
B Hayaste 2022 roga. OHO aKTyaJabHO MMEHHO B HAIlle, BOEHHOE BPEMSI:

Ecnu Bapyr pa3pa3urcs BoiiHa
(B Hamre Bpemsi BHOJTHE MOXET CTAThCH)
YTo Ha MOABUT IOABUTHET MEHS
3anuiaTh TaM WM 3alUIATHC?

YTo moJx HEMIIEM M UTO IO Kumatiyem
Cpeau 3Toi IpUPOABI, YBbI

MO>KHO KUTh HECKOHYAEMO OJIT0
[T03a0BIB 00 OTYM3HE U NOJTE
Bce 3a0bITh. .. 1a HAIOMHST, YBBI

4

5

B 1984 roxy mnucarenb, xynokHuk W nepdopmancuct [lpuros, uMes B BUIY
NOJIMTUKY aMEPUKAHCKOro npe3uaeHTa Ponansaa Pelirana, Hanmucan B «OquH-Haa-
aTtoil az0ykey», B XapaKTEpPHOM JJIsi HETO B TO BPeMsI HPOHHMUYECKOM JeKJIapaTuB-
HOM >kaHpe: «C HUM Obl U BECh UMIIEPHATIN3M, KOJOHUAIM3M U HEOKOJIOHUAIHU3M

2 T'yceiinos (2015: 77).

3 Cp. Py6unmireiin (2000).

* Kypcus Bo Beex nuraTax Moii, P.I., ecitu He oroBapupaeTcs 0co6o0.
3 TIpuros (2019a: 268).
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npu3Barth ObI K OTBETY: Tpenemmure, raabl! — 9To ObI OHM OTBETHIIM HaM: A TOIILIH
BBl Ha Xyii!»® MBI He COMHEBaeMcs B TOM, 4TO aBTOP, €CIIM OH He ymep Obl B 2007
rojly, B Haille BpeMs OTHEC Obl 9TO M3PEUYECHHE M K POCCUHUCKOMY MPE3UIACHTY
Brnagumupy IlyTuHy, KOTOpBIM € ropaocTeio roBopuT 0 «HOBOM poccuiickon
VMIIEpHU», ¥ B MAHEPE HOBOPOCCUMCKOrO MMIIEpHAIM3Ma’ M HEOKOJOHHAIM3MA
OTKa3bIBAET COCENHEN CTpaHe, YKpauHe B [IPaBe Ha CyLIECTBOBAHME. S

®oHoM ke cobbiTuil 1979 roma cmyxkus paxT, YTO CEMHAALATH JIET TOMY
Ha3ag, B 1962 roxy, Kk omacHOCTH aTOMHO#M BOWHBI Ben KapuOckuii Kpu3uc.
ABnssice coBeTckuM oTrBeToM Ha pasmermienue CHIA B 1961 rony 15 paxer
cpennent nanbHocTH PGM-19 «¥Onutep» ¢ paguycom aerictBust 2400 kM 0K0J10
W3mupa, B Typuun, unene HATO, 3ta peakuus cocrosyia B pa3BEpTHIBAHUU
Coserckum Co1030M aTOMHOTO BOOPY>KCHHSI, BKIIIOUYAsi OATUCTUYECKUE U TaK-
TUYECKHE paKeThl HA3eMHOT0 Oa3upoBaHus, Ha ocTpoBe Ky0a, B Henmoc-penct-
BEHHOH Osn3octu oT nodepexnbs CLIA.

Cam 1979 rox Hauvancs ¢ M3rHaHUS «KpPAcHbIX KxmepoB» u3 KamOomku B
pe3yJibTaTe BTOPKCHUS BbeTHAMCKHX BOMcK B 1978 roxy. B nexabpe 1979 rona
CoBerckas apmusi BTopriiach B Adranucrtan. Cnennonpasnenenune KI'b Bop-
BaJIOCh B MPE3UACHTCKUHN BOpell U yomno npe3uaenta AMuna. CoBeTckoe mpa-
BUTEILCTBO ycTaHOBWIO bapaka Kapmarns B kauecTBe npe3uaeHTa AQranucrana
M 3asBWIO, YTO OHO BBIBEJET CBOM BOMCKAa B TEUEHUE HECKOJIBKUX MECSIIEB
1OCJIe BOCCTAHOBJICHUS 3aKOHA W Topsaka. Ha camom jene, BTopKeHUE IMOJI0-
KUJIO HAYAJIO JACCSATUIIETHEW OKKyNalluHM, KOTOpas CTOWJIA >XKU3HH OKOJIO MUJI-
auoHa araHIeB M 3aCTaBHJIa YEThIPE MUJUIMOHA YEJIOBEK O€KaTh B COCEIHHE
HUpan u Ilakucran. B TeueHue AeCATH JIET COBETCKUE NMOTEPU COCTABUIIUA OT
13.400 mo 50.000 yenoBek (pa3HHUIIa 3aBUCHUT OT TOYKH 3PEHHUS TOTO, KTO HX

% IIpuros (2017: 672).
7 Cp. Van Herpen (2015), Sagramoso (2020).

8 Tlyrun (2021). O6 oTHOmIEHMH MO3THYECKOTO cyObekTa IIpurosa (1996a: 120-121; 2016:
490) x Ykpaune cp. ctuxotBopeHue «llecHb 0 TUXOM KpacHOM KoMaHnapme». B mo3mHux
ctuxax [Ipuros (2013: 512) yMeHBIIUT PYCCKOTO «HUMIIEpaTOpa» pUPMON «ITUIUIYTHUHA —
[Tytuna»: «Xonut Opomut nmununyTtuHa / I[lomuTtnueckas / Bce He HpaButcsa eit ctpoit /
[omutrueckuii / He npuemiier ona [lytuna / [Momutryecku / [la u, B 001iem, Becb HaCTpOit /
[Tomurrueckuit — / He o ayme / Ho nununyT — oH Toke 4enoBek». M1 OH MpOTHBONIOCTaBUT
aBTokpary (IIpuros 2013: 512) mopsamok neMokpaTuu ¢ rapantueit npas: «B Tom u cyTh ne-
MOKpATHH, YTO OHA COXpaHSET U TapaHTHPYET MPaBoO JIOOOMY COIHATBHO-TIOTHTHIECKOMY
MEHBIIMHCTBY, KOHEUHO, B MpelenaX KOHCTUTYLHU U YTOJOBHOTO mpasa». [lomutuueckas
peakiusi: B urone 2022 roga MOCKOBCKME BIIACTH 3aKpacuiu (a 3aT€M U BOCCTAHOBHIIN)
HAAMKUCh Ha Mypase co ctuxorpammoil [lpurosa non HazBaHueM «ASl», HaHECEHHYIO Ha TO-
pell KUJIoro JoMa B €ro MOCKOBCKOM paiioHe bemnseBo B 2014 rogy. Cp. mpoBouupytoiiee
peakuio BiacTeld YIMOMHHAHHE TOloJoMOpa B YkpauHe B pomane «oKuButre B MockBe»
(ITpuros 2016: 717): Bo Bpemsa KynbTypHoli peBomtouuu B Kurtae ronogomMop Takxke ObLI
nokazatesnbHol nonutudeckor akimuen (Dikotter 2010). Kaxkercs, 9To CIOBO <«JTHIIAITYTHHY
u300pen catupuk Muxaun 3agopHoB (12.03.2004):
https://www.youtube.com/watch?v=F8§SUJWIxDfY [20.12.2021].
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curTaer). D10 OyayIliee MOITUUECKH CyOBeKT MPUroBCKOro Tekcta B 1979 emie
HE MOT 3HaTh, OJHAKO KaK BO3MOKHOE ()OHOBOE 3HAHHE OHO B PACIIOPSIKEHUU Y
ypTaTe e HAIEro BPEMEHH.

YnomuHaHue HeMLa B CTHUXOTBOpeHHH lIpuroBa OTCHIIAET K BTOPKEHHIO
Bepmaxta B Coerckuii Corwo3 B 1941 rony, mpuueMm uMsi CyLIECTBUTEIBHOE
«HEMeEI» — METOHUMMSI HEMELIKOTO HAallMOHAJI-COL[UAIIMCTUYECKOTO TOCYyAapCTBA
MOJl PyKOBOJICTBOM ['UTIiepa, a yHOMSIHYTBIM «KUATAae» — CUHEK10Xxa KuTtaiickoii
Haponnoit Pecniybnuku non pykoBoactsoM Mao [[33nyHa, 1 HamoMuHAeT 00
oxnaxaenun otHomeHud Kurass k CCCP nociie KpuTUKH CTaIMHCKOrO KyJbTa
JUYHOCTU XpYILIEBbIM (4T0 Mao MOr OTHOCUTH M JIMYHO K cebe). B 1969 rony
YXYALIEHHE OTHOIIEHUA MEXAY ABYMSI COCETHUMH KOMMYHHUCTHYECKHMH CTpa-
HAMU TPUBEIO K BOOPY>KEHHBIM TorpaHu4HbIM KoH(puukTam mexay CCCP u
Kutaem Bozne octpoBa Jlamanckuit (Ilpumopne), peku TacTtel u o3epa Kana-
Hamkosb (Kazaxcran). Iloatnueckuii cyObekT tekcta IlpuroBa apTukyiaupyer
CBOE COMHEHME: BO3HUKAET BONPOC, 3AIIUILATH JIX B CIy4ae BOMHBI TOCY1apCTBO
win/u cebs.!® D10 coOMHEHME TOMYEPKMBAETCS HAPEYMEM «TaM», KOTOPOE B
YEeTBEPTOM CTHXE YMoTpeOisieTcs (Kak yalle BCEro B JUTEPATYPHOM S3BIKE) HE
U1 0003HAUYEHHUS ONPEIEIEHHOr0 MECTa, a B TPaJAULIUK Pa3rOBOPHOM peun ajs
PUIaHNS OTTEHKOB HECYIIECTBEHHOCTH WJIN/U MTPEHEOPEKEHUS.

MIMeHHO B TaKOM 3HAYE€HUM HAPEUUE «Tam» IOKa3bIBAET, YTO HA CAMOM JIEJIe
HE 3aJ1a€TCsl BOIPOC: «3allUINATh TaM WM 3alUIIAThC?» (KOTOPBIA B OTHO-
mennn camoro IlpuroBa, kak MBI HamUcCaldH, BIOJIHE OECCMBICICH), a TPO-
ABIIIETCSI CaM BOIIPOCHUTENBHBIN KeCcT. HECOCTOATENbHOCTh TEKCTA PACKPBIBAETCS
HECOTJIACOBAaHHOCTBIO CXEMbI PU(GMBI: 32 YUCTHIMU pU(PMaMU MEPBBIX YETHIPEX
CTPOK HE TOJBKO CIEAYET CUHTYJSPHBIN O€NbIi MATHIM CTHX, B KOTOPOM TOBO-
pUTCA O HEMIIE M KWTAMIIE, HO U CHOBA IPyINIa YETBIPEX CTPOK C HEAJIEraHTHOM
TaBTOJIOTMYECKON pUPMOI «yBBI», T.€. MOBTOPSIIOUIUMCS MEXKIOMETUEM, KOTO-
poe BBIpaXKaeT y»X,ac MOITUYECKOro cyobekTta. HectpoitHocTh (B cMbICie Tpa-
JTUIMOHHOW CTHJIMCTUKHM) CTUXOTBOpeHUs [IpuroBa mposiBisieTcss U B TPOMTHOM
yHOTpeOJEHUH OJTHOTO M TOTO K€ PUTOPUYECKOr0 MpHEMa: STUMOJIOTHYECKast
¢urypa (To €CTh MOBTOP TE€X K€ CaMbIX WM ITHMOJOTHYECKH POJCTBEHHBIX
CJIIOB) TPETBETO CTUXa, «HA NO0BU2 NOOBUSHET», BO3BpAIACTCS HE TOJHKO B
YETBEPTOU CTpOUKe: «3awuwyams TaM WU 3auuuamscsa», — HO U B JBYX
nocnenuux cruxax: «llozaowis [...] / Bee 3abwith [...]». Takoi qBOWHOM MOBTOP

° B KOHTEKCTE HCTOPUM KOHLENT M 00pa3s 4y’Oro M UX Pa3BUTHE MIPAIOT CYyIIECTBEHHYIO
poiib. HacTo coBpeMeHHbIE€ NPECTaBICHUs (HAapUMeEp, O KOJOHU3aTOpaxX U KOJIOHU3YEMBbIX )
MPOEMPYIOTCS TPU MOMOIIM 00pa30B YyKHUX B MPOILIOE.

10 TTokasaTenbHO, 4TO TIEpBOE M3BECTHOE HaM yrmoMuHaHue Kuras B ctuxax Ilpurosa B 1974
TOJy CTaBUT COCEIHIOI CTpaHy B psJl MOTEHUUATIbHBIX BparoB: «Ecmm Bpar — ['epmanus,
Kuraii, CIIA [...]» (Ilpuros 1996a: 156). AHanoru4Ho nepevyeHb HalMOHAIBHOCTEN, KOTO-
pBI€ HE JIy4Ille JII00AT U CMEIOTCS, YeM PYCCKHE, HAUMHAETCS C HEMIIEB U KuTaies: « HUKTO
Ha CBETE — HU HEMIIbl U KuTaiwl [...] He ymeror / Jlydimie Hac cMesITbesl U TIOOUTH JIOEH
[...]» (ITpuroB 1996a: 152).
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y’K€ MCIOJIb30BAaHHOTO TIpUeMa SIBUJICS Obl B HEHTPATBLHOM JIMTEPATYPHOM SI3bIKE
CTHJIMCTUYECKON ommnOKoil. O HaKo 3/€Ch ATa UTepalusl, Kak U MOBTOP pUDMBI,
JEHUCTBYET HE KaK 3HAK CTUJIMCTHUUYECKON HErpaMOTHOCTH MO3TUYECKOTO CyOBhEKTa.
HaoGopoT, B mepBoM ciyyae TOBTOP YKpEIUISET YXac, a BO BTOPOM — TIPH
MOMOIIY MUPOHUM TPUJAET BOMHCKOMY MadoCy CIOB «IOABUT» U «3alIHUILIATh-
[ca]» moGaBouHOE MPOTUBOMOJIOKHOE 3HAYEHHWE COMHEHMsS. Tak Kak ¢urypa
MOBTOpA caMa MOBTOPSIETCS, OHA 00pa3yeT METa-MOBTOP: COMHEHHUE MepepacTaeT
B TUIIEP-COMHEHHUE: SIBJIIETCSA JIM ATa 3allUTa Ha CaMOM Jiejie 0OOpPOHOM, 3TOT
MIOJIBUT — HACTOSIIIIUM YCIIEXOM U 3TO 3a0BEHUE — JCHUCTBUTEIHLHO O€CIIaMSTCTBOM?
W B KOHIIE KOHIIOB: Ha caMOM JieJie JJU 0Te4ecTBO B onacHoctu? IlpaBaa mu, 4to
HAJI0 3aLIUIIATE €0, T.€. «CIAcTH POocCcHIo, KyIbTypy, HPABCTBEHHOCTEY ||, Min B
JEUCTBUTEILHOCTH BaKHEE 3alUIIATh CaMOoro ce0s?

[{uKJ1 U3 EBSTH CTUXOTBOPEHU, B KOTOPOM BHIOpaHHBI HAMU MEPBbIN TEKCT
3aHMMAET IIECTYI0 MO3ULMIO, HazbiBaeTcss «C HEKOTOPHIM COMHeHHEM» 2. Uro
CTaBUTCSI 1I0Jl COMHEHHE B 3TOM cTUX0TBOpeHuu? Kak cam cyOBEeKT Tekcra Mo
yepkusaeT B «lIpenysenomnenun», He caMy CTUXH, a MParMaTU4eCKUA KOHTEKCT
UX peaM3alHdM YHATATENIEM. [ TaBHOE colepKaHUEe €ro CTUXOB — 3TO «HE Ipen-
METHOCTb, @ CHTYaTUBHOCTE» > KOMMYHHMKALH.

Hcroprdecknil KOHTEKCT COMHEHHSI TaKOW: aBTOPUTAPHBIE M TOTAIMTAPHBIE
CTpaHbl UCTIONB3YIOT WLTIO3UIO BHEIIHEW OMACHOCTH, YTOOBI Y3aKOHUTh BHYTPEH-
Hue penpeccun. K 3toit npakruke Cranun npuberan yxxe B 1927 rony, koraa
HaIIpsDKEHHAsT BHELIHEIIOJIUTUYECKas CUTyalus NoJlyuyusia Ha3BaHue «BoeHHas
TpeBOra» WiHM «AHIJIMICKas omacHOCTb».!'* B mpolecce 3akpeuieHus BJIACTH
BHYTpEHHsIs1 kammanus npotuB byxapuna 1927 roga u 6opr6a npotus Tpor-
koro, byxapuna, Paneka, kak u nporus KomuHTepHa, OnpaBabiBaiach MHUMOU
OIAaCHOCTHIO U3BHE. !

B sTom cnydae Hac He MHTEPECYET BO3MOXKHBIM BHYTPEHHUN 3THUYECKUM KOH-
GIMKT MEXTy TeM, cracaTh JU ce0si WM rocyaapcTBo («3amumarh [...| i
3alUIIATHCS) ), @ BO3ABUKEHUE STHOHUMA «KUTACID KaK BO3MOKHOTO MPABUTENS
CCCP, B pa3roBOpHOM BapHaHTE: «I0J KuTaiuem». [Ipu 3ToM B mojie CeMaHTHUKH

' TIpuros (2019a: 266).

12 Xors 5710 Ha3BaHKE, IO cOOOIIEHHIO aBTOpa B «IIpelyBeIOMICHUI», OTHOCHTCSA K MOMEHTY
coOpaHHsi CTUXOTBOPEHUN B COOpHUK, K «1mo3e» ([Ipuros 2019a: 266) aBTopa B OTHOILIEHUU
yOJIMKH, MBI MOKEM €r0 M OTHECTH K OTHOIICHHUIO MOATUYECKOT0 CYOBhEKTa K MUPY U K €ro
nenu «cnactu Poccuto, KyJabTypy, HDAaBCTBEHHOCTBY (TaM Ke).

13 TIpuros (2019a, 266). U3 sToro ciemyer, 4To NPUTOBCKMii TEKCT BIIHCHIBAETCS B CUTYal[UH
YHUTaTE]IEeM, TO €CTh OH MOKET OBICTPO M3MEHHTH CBOW CMBICH. MTak, TEKCT JIETKO amarnTH-
pyeTcs ¥ K CUTyalluy YUTATEeN sl HAIlleTo BPEMEHH.

14 Cp. T'omy6eB (2008).

15 Myxamemxasos (2008):
http://www.zpu-journal.ru/e-zpu/2008/6/Mukhamedzhanov_Komintern/# ednref75
[14.3.2022].
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Ha3BaHUE pe3uzieHTa cTpanbl Kutaii (00bIYHO B €TUHCTBEHHOM YHUCIIE) CTAHOBUTCS
3HAKOM BO3MOYKHOT'O KOHIIETITA YYOT0 3THOCA, KOTOPBIM BCTPEYAETCS PSIIOM C
HAMMEHOBAHKMEM CTpaHbl «KuTaib» 1 npHIaraTebHbIM «KUTaicKoey. ©

B nckyccTBe u nurepatype B CO31aHUHM 00pa30B APYTHUX CTPaH, UX KUTEIEH U
OCOOEHHOCTEM 3TUX CTpaH Y4YacTBYIOT JBa THIA MPE3EHTAIMH, KOTOPbIE MBI
MOYKEM Ha3BaTh cMepeoTHIaMyu U umazotunaMu.'’ TIepBblii COCTOUT B KOHIIE-
TyaJIbHO YCTOMYMBOM 000OIIAIONIEM BOCIPOU3BEACHUM TAaKUX SIBJIEHUH, KOTO-
pbl€ B OCHOBHOM Ipe00JIajaloT B JUCKYPCUBHOM Mpo3€, TO €CTh B MPo3e 0000-
IIAFOLIET0, apTYMEHTUPYIOIIET0 Xapakrepa. BTopoil Thn penpe3eHTanum 4y xux
CTpaH M YepT UX >KUTEJEH — UMAroTUIl — YacTO yNOTpeOsseTcs B My3bIKE U B
MIO33WUH U OTINYAETCSA OT CTEPEOTUIIA TEM, YTO UCIOJIB3YET KOHKPETUZUPYIOIIHE,
HEpenKo aaxke 000coOIsomMe cpencTBa BbipakeHus. Ero akyctudeckue u
ONTHUYECKHE MPUMEPHI CYTh HAMOHAJIbHBIA TMMH U TOCYJApCTBEHHBIN (iar.
CrepeoTnnsl 4acTO BCTPEYAKOTCA B peUU: KHTaWcKas nocinosBuna «I me xuraer,
tam u Kwuraii»'® u pycckas morosopka «Kuraiiupl Bce Ha omHo auuo!»?® —
ABIIIOTCS CIOBECHBIMM cTepeoTunaMu.’’ OHU OTOXKIECTBIIAIOT CTPaHy WIIH/U
€ro oouTaTesel ¢ OTAEIbHBIMU KaueCTBaMH WJIM ONpPEIEICHHON MaHepol MoBe-
J€HUsI © UMEHHO TaKUM 00pa3oM OTAEIAI0T UX (IPEINOI0KUTENbHO) OT HOCHU-
Tenel Apyrux 53THOCOB. (MX HMIUTMUMTHBIE MPOTUBOIMOJIOKHOCTH TIJIACST:
«Tonbko B Poccum ectb Poccusi» u «Bce pycckue BBITISAIAT IO-Pa3HOMY». )

16 B renymepHOii mepcreKTHBE MPUMEYATeNbHO, YTO B PAaHHMX TeKcTax IIpuroBa KHMTaHIIbI
BCTPEUYAIOTCS MOYTH HCKIIOUUTENBHO B MYXCKOM POZ€ M TOJBKO Mo3xke, Hampumep 1998
(ITpuros 2019a, 204), noGaBinsieTcst X )KEHCKask pa3HOBUIHOCTh, «KUTAsHKa» (314€Ch B CBS3H
¢ «mpencTaBieHueM o [moj|aedecHom Kutaey, KoTopoe BOCTIPOM3BOIUT aBTOCTEPEOTHUIT KH-
taiiieB o Kutae), ocoOeHHO B mocMepTHO omyOiaumkoBaHHOM pomaHe «KaTs kurtaickasy»
(ITpuros 2013: 604, 683).

17 Griibel (2006, 2012). Cp., onnaxo, Jlunosenkuii (2010: 340) UMEHHO O MPUTOBCKUX CTUXaX
«9T10 KHUTalckoe» Kak o ctepeoturie. OqHako JIMMOBEUKUI NMpaBUIbHO YKa3bIBAE€T Ha MPHUTOB-
CKYIO MHBEPCHIO («IE€PEBO/») MHTUMHOCTH, KOTOpasi MMOKA3bIBAeTCsl HE Ha COOCTBEHHOM, HO Ha
4yKOM (311ech — «KUTalickom») nornpuuie. Panee yxxe Muxaun Onureiin (1987: 154) ykaszan na
MOHATHIHYIO CBsI3b KOHLeNTOB IIpurosa co crepeorunamu: «IIpuroBckuii KoHuent — ooiiee
MECTO MHOXECTBA CTEPEOTUIIOB, OIY>KIAIOIIMX B MACCOBOM CO3HAHHMH, OT UIAMIIIMYECKU-0J1aro-
JOYIIHOTO ‘“‘OKpacHBIIMBAaHbs~ POAHOIO MEH3aka 10 MNapOJMIHO CHIKEHHOIO IPOpOYECTBA
JlocToeBckoro “kpacora craceT MUp ». Mbl 1oKa3bIBaeM, YTO XyA0KECTBEHHasl IpakTuka [Ipu-
roBa HE OIPaHUYUBACTCS LIMTUPOBAHUEM XOSUMX CTEPEOTHIIOB.

'8 B pycckoM KOHTEKCTe cKasajiu Obl, BEPOSTHO, CKOpee BCEro, Ha00opoT: «Pych — TOIBKO B
Poccun Pycey. Cp.: «Poccust Tonbko s pycckux» (Ilytun). Onnako cpaBaute y [Ipurosa:
«Pycckuit — u3roii B tome cBoem» (IIpuros, 2019a: 9).

19 Xpymesa (2016). Posib cTepeoTHIIOB B MEXKKYJILTYpPHON KOMMYHHKAIMK (Ha TIPUMEPE TeTe-
POCTEPEOTHUIIOB O PYCCKUX U KUTANUIIAX).

20 Mumugeckuit crepeotun B oTHomeHuu Kutaifnie BcTpeuaerca y Ilpurosa B (MekIy-
HapoHOM) dhopmyJie (3arafouHON) «KUTANCKOMOI00HOM YIBIOKH», KOTOpas B « TBapu HENo -
cynHoit» (2004), omgnako, cBsizbiBaeTcs ¢ kotoM IIpurosa (2013: 450) u takum obOpazom
MpUOOpPETAET 300CEMUOTUYECKUN XapaKTep.
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HaszBanue «Benukas kurtaiickas CTEHa» — MPUMEP BU3YAJIBHOTO MMAroTHIIA,
KOTOPBIM BKJIFOYAET U MOMEHTHI cTtepeoTtuna. B cBoux «lIpusbiBax», obOpaiieH-
HBIX K rpaxkaaHaMm Mocksbl, [Ipuros paspyiaer yHUKaJIbHOCTb 3TOTO SIBJIEHHUS,
IIPUPABHUBAA €r0 K KQKIOAHEBHOMY 3aHABECY II€EPET OKHOM:

3aHaBecKa 3aKpbIBae€T OKHO Ballle

¥ B 5ToM paBHa Benukoit Kuraiickoit Ctene mududeckoii!?!
B sToM cnydae KkOHKpeTHOe, Haxozsuieecss B Kurae HICTOpUYECKoe COOPYKEHUE
MIePEBOILIONIACTCS B MU(UUYECKOE sIBJICHHE, a YHUKAJIbHAs KaMEHHas TpaHUIla
CTPaHBI IIPEBPALIAECTCSA B MIATKOE€ TEKCTUIBHOE OTTPAHUYECHNUE BHYTPEHHETO MU-
pa KBapTHUPhI OT BHEIIHETO MHUPA YJIHUIBL>> VMEHBIIMTENbHAS KOHIIOBKA «-Ka)
MOJTYEPKHUBAET TPAHCTPECCHUIO OTPOMHOI0 MCTOPHUYECKOTO MOHYMeHTa Kurtas B
HE3HAYUTEIBHBIN MpeaMeT pycckoro ObiTa. KOMMyHHKaTUBHAS CUTYyallUsl CpaB-
HEHUS MPETBOPSAET YHUKAJIBbHBIA BU3yaJbHbIM UMAroTUII BEJIMKOTO B CTEPEOTHUII
MaJioro, KakJI0JJHEBHOTO («3aHaBECKa»).

SI3bIKOBOM MMAroTUIl MOYKET COAEpPXkAaTbCid B UMEHU M HaXOJIWThCS MOJ 3ampe-
TOM KOMMYHUKaTHBHOM peain3aluy, Kak Halpumep, B ciIydae TaOyHpOBaHHOTO
umenn bora UyneeB (SIxse/Merosa). B ciydae umaroruna B umenu CranuHa
(HecrnbaeMblii/HEYKPOTUMBIii), HAOOOPOT, CYIIECTBYET O0S13aTENBCTBO, B KOMMY-
HUKATUBHOW MPaKTUKE KyJbTa JIMYHOCTU LIEPEMOHHAIIHO BHITOBAapUBATh €r0 UM
CHOBa M CHOBA, KaKk UMAaroTuIl, U NeYaTaTh €ro B ra3ere (aHaJIOrMYHO €ro siBiie-
HUSIM TIOBCIOZY B (QOpME MOPTpPETa, MaMATHHKA, IIEPCOHAKA KUHODUIbMA). >

[lens maHHOM CTAaThU 3aKJIFOYAETCS] B TOM, UTOOBI U3y4UTh, IOHSTH U MOKAa3aTh
Ha MPUMEPE CTEPEOTUIIOB U UMAroTUIoB Kuras, KuTalleB M KUTAHUCKOro, Kak
[TpuroB B cBOMX KapTUHAaX U MeppopMaHcax, B CTUXOTBOPEHHUAX U MPO3e Mpe/l-
CTaBJISIET KOMMYHHKATUBHbBIC CUTyallud OOpalleHHs K KOHIIETITaM W Ha3BaHUSAM
JIPYTUX HAapOJOB, K COMHHUTEIBHOMY YTBEPXKICHHUIO OTJIIMYMM HX KYJIbTYp U
S3BIKOB M TAKMM 00Pa30M BBIBOJMT MX M3 CTPOs. >

2! TMpuros (2016: 330). B orauuue ot Ilpurosa, Bnagumup CopokuH BBOIMT B (yTypo-
Joruyeckuii HappaTuB noBectu «Jlenp Onpuunukay (2006) u cOopHHKa paccka3oB «Caxap-
Helii Kpemnbsy (2009) mMoTtuB «Benukol pyccKod CTEHBD», KOTOPBIN TPaHCIOHHPYET COOT-
BETCTBYIOIIIEE sBJIEHUE U3 KUTalickoro B Mup Poccuiickoro umnepuanusma. Cp. 06 BaxKHOM
OTJIMYWH KyJIBTYPHOTO UMIIEpHAIN3Ma aBTopa U pacckazunka Stahl (2023).

2 Cp 1 3HAUCHHUC 3aHAaBCCa KaK I'paHULbl MCKAY BUAWMMBIM W HCBUIUMBIM! «3aHaBec Mo0-
MECTUM Ha CTEHE 1Mo 00€ CTOPOHBI OT TJa3a, Kak Obl PACKPBIBUIMMCS U SIBUBLIMM TalHY, UM
CKPBIBAEMYIO, O]l COCPEIOTOYCHHBIM CO3€pLATENILHBIM YCHIUEM YyOOpIIuIs, — B « MHCTAN-
asun» [purosa (2024) nox 6ykBoit «3».

23 Cp. nectpykuuio umenn Cranuna (T.e. «Hama ciasa 6oepasi») B «uanore Hp. 5» «Kuuru
0 cuacThe B ctmxax u guanorax 1985» Ilpurosa (2019a: 559-560) custrem Bcex OYKB 1O
ouepenu ¢ cHavana: «Cramuny — «Tamue» — «Anuny — «JIuny» — «Ma» — «H». Takum ob6pazom
umarotun CraivHa pasnaraercs (Kak si3pIKoBOM 3KBHUBaJIeHT CTaJlnHONAa).

24 TIpu 5ToM, B oTiIMuMe OT cTaThi Jlkeiiko6a Damonna (2012) 0 «MEXKYIbTYPHOM KOHLEM-
TyaJu3Me», KOTOPBI pacCMaTpUBAET PAa3IUYHBIC MECTHBIC M TPAaHCHAIMOHAIBHBIC SI3BIKH U
KyJIbTYpPHBIE CHCTEMbl KaK YacTH «rio0ambHOro MpoekTa» IlpuroBa, Hac HHTEpECYIOT
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B Hame BpeMs B KOHTEKCTE PyCCKOW KynbTypbl KuTail 0COOEHHO 3HAYUM H
UHTEepeceH, Tak kak Poccuiickoe mpaBUTeNbCTBO oOpamnaercs k Kurtato B mpo-
TUBOBEC 3arajay, KOTOPbIi BO MHOTOM OTOXJACCTBIISIETCS C OOOPOHUTEITHHBIM
corozoM HATO. Utak, craThs MOKa3bIBacT, Kak Tornoc Kuras B ero OTHOIIEHUH K
JPYTUM TOTIOCAaM U MPEUMYIIECTBEHHO K Tomocy Poccum paboraer Ha Temaru-
YECKUX, MOTUBHBIX, I'€0-TIOITUYECKUX U T€0-ICTETUUECKUX OCSIX CTUXOB, KApTHUH
u niepdopmancoB [Ipurosa. [Ipu 5ToM B €ro Xy 105keCTBEHHON U OCOOEHHO B €T0
neppopmMaTUBHON MPAKTUKE CTEPEOTHIBI, Oaroiaps X MepCoHATU3AIIH, YaCTO
JUIIATCA UX 00001aonero 3pgexra, a UMaroTUIbl B pe3ysibTaTe ux (HepeaKo
HEOJIHOKPATHOT0) MOBTOPAa B PEYM TEPSIOT CBOM XapakTep YHUKalbHOCTU. [Ipu
ATOM OKa3bIBAETCS, UTO B oTiiMuMe oT koHuenta ['eopra Butre (2010), B Hamei
MEPCIEKTUBE OCHOBY TMOATHKU U 3CTETUKH [Ipurosa oOpasyeT HE «TOTaIbHBIM
oOMeHn», T.e. Jr00as B3aMMO3aMEHSIEMOCTh (DEHOMEHOB, KOHIICTIIMA W 00O03Ha-
YalOlUX UX CIIOB B CMBICIIE IOCTMOAEPHA, HO WX MOBBIIICHHAS! OTHOCUTEIBHOCTh
¥ MOTEHIUAIBHOCTh MX 0OMEHa?’, KOTOPBIE B IIOJTHKE M JCTETUKE KOHIIEITYa-
JM3Ma MPUHIUIHAIBHO 3aBUCAT OT COOTBETCTBYIOIIETO KOMMYHUKATUBHOTO KOH-
Texcra.’® Takum 00pa3oM, Kak MbI CKOPO YBHMIMM, B MOAXOZSAIIEM KOHTEKCTE,
HanpuMep, Ha3BaHUE «KUTAel» Ha CaMOM JIeJie 3aMEHUMO HAa3BAaHUEM «HEMEILD,

MaHH(ECTAIMU MEMOB YY>KOTO M CBOETO B KOHTEKCTE SI3BIKOBOTO OOpaIleHHs K CaMOMY
oombeiomy coceny Poccun. Ham kaxkercs, uro [IpuroB meHee rio0anucT, 4eM pesiTUBHUCT:
JUISL HETO TJIAaBHOE HE WHKITIO3MS BCETO B OJIHO U TO XK€, a MOKa3 Celu(PUKN BCIKOTO KOMMY-
HUKATUBHOTO OOpaIlleHHUs, 3aBUCAIICH OT €ro OTHOIICHWH K ApyruM ooOpameHusMm. OcoOeH-
HOCTh Ka)KJIOTO YE€JOBEKa OCHOBBIBAETCS HA €ro OTHOIIEHWU K JPYrMM JIoAsM. B stom
cMmbicne anTponojorusi [IpuroBa Hamuoro Ommwke k ¢unocopun baxTuHa, 4yeM MHOTHUM
npurosenam kaxercs (cp. damona 2012). J. Lee (2017), koTopblit IpaBUIIBHO MOTYCPKUBACT
TeaTpajgbHOCTh oOpamieHus [Ipurosa k Mupy, o HalmeMy MHEHUIO, TPEYBETUYUBAET TOTAIb-
HOCTb 3TOTO OOpaIeHHs.

25 Cp. 0 MOTEHIMATLHOCTH KaK MOJyce I03THUecKoi peun Ilpurosa cm. Obermayr (1997).
SlcHpIM TIpuMepoM He J11000# 3aMeHBl OJTHOTO OOBEKTa M €ro Ha3BaHUS JPYI'MM B TO33UHU
[Ipurosa siBnsieTcst ero kparkas nosma «KynukoBo mone» (1978). B Heil — B mpoTuBoBec
UCTOPUYECKON TPaJUIMM — B KOHIIE TOITHYECKUI CyOBEKT MPOBO3IIIAIIAET: «TaTapbl 3HAYUT
nobeaat» (IIpuros 2013: 60). Eciu y [Ipurosa Ha camom nene aeiictBoBana Obl mo0ast 3a-
MEHa Bellei, Mbl MOTJIM OBl 3aMEHUTh UM ATHOCA TaTapOB-HEYJauHUKOB, HallpUMEp, U UMEH
IIBEJIOB, apr€HTHHLIEB WM a0OpPUIe€HOB, KOTOPbIE HE MMEJINM HUKOTO OTHOIIEHUS K ITOMY
cpaxkeHuto. OcTpoyMue k€ 3aMEHbl UIMEHU PYCCKUX MMEHEM TaTap 3aKJII04YaeTcsl B TOM, YTO
[IpuroB 3ameHsieT MCTOpUYECKUX MOOeAUTENEH MMEHHO HeyaayHukaMu. Pemarommii sxect
KOMMYHUKAIIMH 3/1€Ch SKCIUTUIMTHO MOBTOpPsIETCs 4eThlpe pasa: «moctaBua» (IIpuros 2013,
59): Iostnueckuit cyovekT cam moctpoms noie 6urBbl! (Cp. o Goraroil MHTEPTEKCTyallb-
HOCTH KpaTkoro 3moca: Jlumoserkuii / Kykymun 2020).

26 Hurpme B TBOpuecTBe Ilpurosa He BCTpedaeTcs, HAIpUMep, 3aMeHa bora IbABONOM MM
Nucyca Xpucra CramuuabiM wim ['utinepom. Bmecto 6e3paznnyusi K EHHOCTSAM €r0 TBOP-
YECTBO XapaKTEepPU3yeT LIEHHOCTHAs PENIATHBU3ALMS, KOTOpPasi, OJHAKO, BCErJa 3aBUCUT OT
cnenu(pUKA KOHKPETHOTO KOHTEKCTA.
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KaK U B OMPEJCICHHOM IOJOXKEHUH Jieh (M UCKIIOYUTEIBHO B HeM) (pamuims
«ITymKkum» MOXeT 3aMeHuTh hamuinio «IIpuros» (1 HaoGopor).?’

2. Cmepeomunvul u umazomunvl Kumas u kumaiickozo 8 meopuecmee Ilywkuna

«CTpaHHOCTH O3HAYAET JOCTYITHOCTh B (DaKTUUIECKON HEIO-
CTYITHOCTH, B PEKUME HETOCTUKUMOCTH.)

Oamysn I'yccepib

,Fremdheit besagt Zugéngliches in der eigentlichen Unzu-

ganglichkeit, im Modus der Unverstindlichkeit.*

Edmund Husserl?®

Anexcanap Ilymkun, kotopeiii B Hayasie 1830 roma Oe3ycnemHo mnojaBail B
[APCKYI0 aIMUHUCTPALIMIO TPOIIeHUEe 00 ydactuu B skcrieaunuu B Kuraii, mpo-
SIBUB TEM CaMbIM CBOW 0COOBIN MHTEpPEC K ITOU CTpaHe, B paHHEM CTUXOTBOPEHUU
1813 roma «K Haranse» s o003HaueHUsT COOCTBEHHOM CYTH MO3ITUYECKOTO
cyOBeKTa MpUOETHYJ K OTPUIIAHUIO CTPAHOBEIYECKIX CTEPEOTHUIIOB, MEXTY TIPO-
UMM M «KHTaina».”’ DTOT npuMep MOKA3bIBAET M IOTEHIMATLHOE CBOMCTBO
CTEpeOTHIIa NMpUAaBaTh 00bEKTY oTpulaTelbHyl0 («I'pydoro amepukaniia») win
MOJIOKUTENbHYIO («y4YTUBOTO KHUTAWla») OLUEHKY W YKa3blBA€T Ha TIpsayliee
npotuBonoioxenue Kurtas u Amepuku y [Ipurosa:

He Bnanerens g Cepains,

He apan, He Typok 4.

3a yYyTUBOTO KHTail1la,

['py6oro amepukaHnia

[TouuTtars MeHs Henb3s.>”
B otnuume ot 3TOM 001IIEH TeHaeHIIMN yIoTpeOaeHus crepeotuna, B 1822 romy
[Tymxun co3gan B nosme «Pycnan u JlrogMuinay KOHKPETU3UPYIOIIUA UMAroTHI
«kuTaiickoro». B onucanuu BoinmeOHOro caga mo3THYECKH CYyOBEKT YIOMHU-
HAeT NEHUE NITHIBI, KOTOpas Ha3bpIBaeTcsa KuTaiickuii conoseit (Leiothrix lutea).’!
OTnnyasch 3eJ1eHOBaTO-roJyOOM LIBETOM B KPanmWHKY U 3BOHKUM MEHUEM, OHA
NEepBOHAYAJILHO CeIWIach B ropHbIX jJanamadrax Ha Beicore 1500-3000m Han
YPOBHEM MOps, OT HU30Bbs SHIBHI 10 ['MManaeB Ha 3anaje (OTCI0/1a Ha3BaHUE),

27 ITpumep INymkuna y [Ipurosa ocoGeHHO BakeH, IOTOMY 4TO OH HE Pa3 OTOKIECTBIAN cebs
¢ atuM 1o3TOM. (Cp.: «IlymKkuH — 370 uncThIi Ternii / [IpuroB — 310 TOXe renuii». [Ipuros
(1980. ABBYKAT). Koneuno, [Ipuros, umest 0T4eCTBO «AJIEKCAaHIPOBUY», pacCMaTpUBai ceos
U BCEPbhE3, U B IIYTKY KaK ChbIHA U (OTIIE)yOUiilly pOMaHTHUECKOTO MPEIIIIECTBeHHUKA, IPOTU-
BorniocTaBisl camoro ceds Ilymkuny. Cp. o cinoxxnom ortHouieHuu Ilpurosa k Ilymkuny
Obermair (2001) u JIunoserkwmii (2019a: 30-37).

28 Husserl (1973: 631).

29 06 otHomenuu Iymkuna ¢ Kuraem cp. Anexcees (1937, 1979).

3 ymxun (1937a: 6-7).

31 Hago oTMeTuTh, uTO 6GMONOrMYECKH OHA HA CAMOM JIeie HE COJIOBEH B Y3KOM CMBICIIE, HO
BXOJUT B CEMEICTBO THMEIHEBBIX.
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HO 1o3xe U B Anonuu, 3arem Ha ['aBaiickux octpoBax u B EBpomne. B cruxax
[IymkyuHa nTuna CBS3bIBAETCS C BECHOM M CTaBUTCA B PUTOPUYECKYHO TOIIO-
rpaduto locus’a amoenus’a:

C IIPOXJIaJION BBETCS BETEP MANUCKUH,

U CBHUIICT COJIOBEU KUTAUCKUU

BO MpaKe TPEeNeTHBIX BeTBeil. >
UyBCTBEHHOE BOCHPHUATHE KUTANCKOTO BBI3BIBACTCS IIEHHEM COJIOBBS, KOTOPOE
UKOHUYECKUM 00pa3oM caMO 3BYYHUT B UETHIPEXCTOMHOM SMOE CTUXOTBOPHOM
peuu: «¥ CBUIIET COJIOBeW kuTaickuiy. CTuxX naet He 0000IIeHne, HO KOHKpe-
THU3alMI0 KUTANCKOro B (PE€)IPONYKIMU MEHHUS OJAHOW MNTHUIbI, B KOTOPOH OT-
JIENBLHOE CEHCOPHOE BOCIPHATHE MTPEOOIANAET Hal OTBJIEYEHHOCTHIO MOHATHS. >
[ToaTOMYy 3TOT CTUX C TaKMM MEHUEM MbI U Ha3blBaeM UX UMarotunoM. Koneu-
HO, CYIIECTBYET MHOKECTBO IEPEXOJIHBIX THUIOB, KOTOpPHIE SIBISIOTCS THOPH-
JaMU 3TUX JBYX IIOJIOCOB — CTEPEOTHUIIA U UMATOTHUIIA.

B uepHoBukax pomana B cruxax IlymikumnHa EBrenuidi OHermH BcTpedaeTcs
Clydall CTEpPEOTUIHMYECKOW XapaKTepucTHKU Kutas, KOTopas CBSI3BIBACTCS C
stukol punocoda Kondpymus. B omiimume ot pycckoro o01ecTsa mykruHCKOro
BpPEMEHU, K KOTOPOMY MPHUHAJICKHUT MOJIOJI0N OaiipoHndeckuii repoir OHeruH,
Kondymuit — ¢unocod Kuras — yBaxkan 10HOCTb:

Kondyuwii ... myapen Kutas
Hac y4ut roHOCTB yBaKats,

Ot 3a0my>XIeHUN OXpaHss,

He TOPOIIUTHCA OCYKAATh. .. 34

Msi ckopo yBuaum, yto IlpuroB, XoTss OoH He pa3 (Kak cepbe3HO, TaK U
IIYTJIUBO) OTOXAECTBISLI camoro cedst ¢ IlymkuneiM, ynotpebnser ums Kon-
(Gyuus coBCEM B IpyroM CMBICIIE, YEM PYCCKUN KIIACCHK.

3. Kumau xax anexoomuueckuii momug 6 sxcusnu Ilpucosa

B ¢opme crepeotunoB u umarotunos B TBopuectBe mutpus Ilpurosa, nosra,
nycaressd U IpaMarypra, CKyJbITOpa, XyJAOKHUKA M CIIEHApUCTa, aBTOpa Iep-
(dbopMaHCOB, MHCTAUIALIMA U MY3bIKAIBHBIX TpoUCIIecTBUM, KuTtall, Kutaiis u
KUTalCKOE MPUCYTCTBYIOT U Ha Ouorpadguueckom ¢one. Ero xena, Hagexna

32 [Tymmkus (19376: 31).

33 Jle6enena (1999: 68) u Luxyosii (2016: 21) ykazanu B cTaThax o peneniuu Kutas B TBopyecTse
IIymknHa Ha 06CTOATENECTBO, UTo 00pa3 Kutas B pycckoii KylbType Hadyala JEBATHAIIATOrO
Beka (POPMHUPOBAJICS IT0J1 BIUSHUEM perernimu Kuras B ppaHIy3cKoi KyJIbType.

3% Tymxun (19378: 219-220). Antonos (2013) ykasan Ha 0OCTOSATENHCTBO, UTO IlymIKMHY
XOTEJIOCh OTBEPraTh JIOKHBIH, 10 ero yoexneHnto, konuent Kondymms B Tpareanu « L’Orphelin
de la Chine » Bombrepa. Tor npunuman ¢uiocoputo Kondynus xak anbTepHATHBY (XpH-
CTMAHCKOM) penurun otkpoBeHus. Cp. o pazButuu obpasza Kuras B Hemelkoil KyJabType TOro
Bpemenu Schweiger (2007).
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['eoprueBna byposa (12.8.1940-2.2.2024), BHyuka pyCcCKOTrO 3MUTpPaHTa, POIU-
nach B KMTaiickoM ropoge Tsambisubb.® Tak Kak ee orel ObLI PyCCKOro
MIPOUCXOXKJICHUSI, @ MaTh — AQHTJIMYaHKA, OHA YCBOWJIA KUTANCKUN S3BIK OT HSIHb,
IpPUYEM B JIOME €€ POAUTENIed KUTailcKas KyJbTypa (B OTIIMYME OT PYCCKOM H
aHraMiickoil) Oblta uyskoil. [lozxke, Moa BIUSHUEM MOIUTUKHU JIECTAIUHU3AILNN
XpylieBa U OXJIAXKICHUSI OTHOIICHUsT Mao K pyCCKUM JIIOJSIM OTEIl C CeMbel
nepeexann B CoBerckuii Coro3, ¥ 104b U3yyana B MOCKOBCKOM YHHUBEPCUTETE U
MOTOM TMpernojiaBaja Ha SKOHOMHYECKOM (paKyJbTeTe TOTO K€ 3aBEACHUS
AHTJIUHCKMI A3BIK. >

B 1964 roay ona BbeImna 3aMyx 3a ckyiasnropa lIpuroBa m B 1970 rony
co3gana Ha ToM ke (akymprere MI'Y mobutenbckuii aHrHiicKuid Teatp. B
cemuecsaTeie ToApl IIpUroB s 3Toro Tearpa mucal MbEChl U CTAaBUJI CIIEK-
TaKJIM. DTOT OMNBIT JpaMaTyprUueCKON U PEKUCCEPCKON paboThl (10 KOHIA
1970-x ronoB) moBnusa Ha Bce JanbHeiiiee TBopuecTBO Ilpurosa, naBas emy
BO3MOKHOCTb II0-CBOEMY pabOTaTh C A3BIKOM U CTUXOM, C aKT€PCTBOM M Iep-
dbopMaHCOM, C MPOCTPAHCTBOM CII€Hbl M TpadUUYECKUM CTPOEM OYMa)KHOTO
nucta (TearpanbHbiX mporpamm).’’ Takum 06pasom, MOJIOas KeHIuHa u3 Ku-
Tasg C PYCCKUMHU M AHIVIMICKUMH IpeJKaMu (HE)BOJBHO IOMOTJA MOJIOIOMY
PYCCKOMY CKYJIBITOPY € HEMELKMMH DPOJMTENAMH’® OCBOOOIMTHCS U3 IENel
Y3KOTPAAUILMOHHOI'O COBETCKOTO COLPEATUCTHYECKOTO BasiHUS.

Onnako, B moHMMaHuu camoro Ilpurosa, B €ro XyJ0K€CTBEHHON MPaKTUKE
aTa OMorpaduyeckas CBsA3b HaAXOAUTCSA HA CAaMOM HU3KOM YPOBHE, a MMEHHO, Ha
aHeknotuyeckoM. Kak pa3 Ha 3ToMm ke ypoBHe KuTai, KHTallbl U KUTANCKOE
MOSIBIISIIOTCSL KaK china-connection B €ro HaumOoJjiee SKCTCHCUBHOM M HHTEH-
CHBHOM KHTaMCKOM TEKCTE, BBIIIEAIIEM yXKe IOocie ero cMeptu, pomane «Kars

35 Ona poaunack B 1935; ee oren — I'eopruii Anomnonosuy Bypos; cp. Chashchin (2014).
Cp.: «C Amutpuem AnekcaHIpOBUYEM Mbl MO3HAKOMMJINCH JOCTaTOYHO PaHO, KOT/A s €Ile
yuunack B MI'Y, npuexaB Tyaa TakoM aHIVIMMCKOW IeBoukoil. Ha camom gaene st poaunace B
Tunsune [TsaHbIBUHB], 3TO Takas aHriauiickas koHieccus B Kurtae. S 1BOMHOro mpoucxox-
JIEHUS — aHIIIo-pyccKoro. Kak-To cpa3y, BCTpETUBLINCH C HUM, sl TIOHSJIA, YTO paccTaBaThCs 5
C HUM He Xouy W He Oyny HU 3a uTo.» (Bekcnep, 2010). B nurepaType MecToM poKICHUS
BypoBoii HeBepHO HaszbiBaeTcsi ropox Xapobun (Jlunmoseukmit 2013: 23, 33, 35, 36, 37;
Kamunoc / Ipockypuna 2020: 114, 121; Kongakos 2020). B kynbprypHOi#l namstu Poccun
MaJIOU3BECTHBIN BOCTOYHBIA TSAHBL3UHB WUIpaj APYTyIO pOJib, YEM 3HAMEHMUTBIN, TOCTPOECH-
HBI pycCKMMH uH)XeHepamu Kurtaiicko-BocTouHOM Kejne3HON HOpOru CEBEpHBIH ILIEHTP
XapOuH, ToraamHui cCOOPHBIN MyHKT PyCCKUX SMUTPAHTOB.

36 Bekcnep (2010).
37 B nosxueii cratbe «B3aTh A361ka» [Ipuros (20196: 332-336) moaYepKUBAET APaMaTypPrHIo

KAaK OCHOBHYIO CTPATErHIO0 COBPEMEHHOM XYI0)KECTBEHHON U MO3TUYECKON MPAKTUKH U <(GKECT»
KaK €€ OCHOBHOM 3JIEMEHT.

3% B my6nuunom pasrosope Ilpuros (19966) Ha Bompoc, Kakas y HEro HAIMOHAIBHOCTD,
oTBeTU: «ITHHUYECKH 1 — Hemely. Cp., ogHako, u: «S pomom He u3 AerctBa» [lpuros /
[TammoBan (2003: 27).
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Kuraiickas».>® Merpudeckoe (IaKTHIMYECKOE) HA3BaHUE DTOM OIONEH C €€

3aMeTHOU mapoHoMasuen «Kamsa Kumavickas» TOBOPUT O TOM, 4TO (Kak Be3Je B
Tekcrax [lpuroBa) m 31ech mpo3a TECHO MEpEIIeTeHa C TMOI3UEH: JIMYHOE UM
[JIaBHOU reporHu Katsi conepuTcss B UMEHU NpuiiarareibHoM Kumaickas, OHa —
yacTh cTpaHbl. OIHAKO, B XYAOKECTBEHHOW nuanektuke IlpuroBa 3TH COOTHO-
IICHUs] UMEHU U 00O03HAYEHUs! CTPaHbl POXKJIEHUS BKIIIOUAIOT U CBOIO MPOTHUBO-
MIOJIOXKHOCTR: €CIH B Ha3BaHWU pomaHa «Kats» rpadudecku coepKUTCs B CIOBE
«Kumamickaa», 10 KumaiCckoe Kak KadyeCTBO CEMAHTHUYECKH COJICPKUTCA U B
Kame. Kak ctpana mpoucxokJaeHHs, 3TO OJHO U3 KaYeCTB ATOU JIEBOYKH / I€BYIII-
kH, a KaTs — mpaBoMepHBIi NpeICTaBUTEIb 3TOU CTPaHbl. XOTs B THAICKTUYECKOM
TIOSTHYECKOM «HOMUHam3Me» Ilpuroa®® ums «Kars» — camas kpartkas, camas
crymennas gopma «Kuras»*!, 1 B pomane OHO — caMblii BBEIPa3UTEILHBINA €0
umarotur, 1o ¢ smurpanmerd Karu n3 Kuras B nune Katu m cambiii Kutaii B
nepeHOCHOM cMbIciie nokuaaeT Kuraii: Kuraii otctpansiercs ot Kuras!

Kak mojickaspiBaeT IpeBHETPEUECKUN TEPMUH 3CTETUKU T€ATPA «KAmMapCucy,
noJIHOEe UMs TepouHu «Examepunay o003Ha4aeT «4UCTyl0», a pomaH [Ipurosa
nmeHeM Katm cBs3piBaeT Kurtaii ¢ kauecTBOM 4uCcTOTHL. M HA camoM felie, 3TOT
pOMaH ¢ MoA3aroyoBKOM «UHykoe NOBECTBOBAHME» MOXHO 4YUTATh M Kak
KaTapCUC XyJI0KECTBEHHOU npakTuku [Ipurosa. [Ipu 3TOM nMs nipuiiaraTresibHOE
roA3arojioBka «Hy»koe MoBeCTBOBAHUEY» UMEET JIBA 3HAYEHHUS: ITO OBECTBOBAHUE
0 Yy>KHUX MPUKITIOUYECHUAX KAK MPEAMETAaX paccKa3a U 3TO HappaTUB pacCKa3zyukKa
C 4yKOM (C MO3MIMHU aBTOPa) TOYKO# 3peHus.*> B screruke IIpurosa umeHHO
4yKO€ OTKPBIBAET CBOE, U HEJOCTYITHOE B CMBICIIC ITPUBEAECHHON BBIIIE IUTATHI
['yccepns cTaHOBUTCS JOCTYITHBIM.

39 Tpuros (2007). Cp., oxunaxo, Iloropenosa (6.r.): «Hu Mocksa, nu SInonus, nu Kutaii B
Tekcrax llpuroBa He SIBISIOTCS KOHKPETHBIMU I'€ONOJIMTUYECKUMHU TEPPUTOPHUSIMHU CO CBOEH
UCTOPUKO-cUMBONHYecKor crerudpukoit [...]». WM Jlamesckuii (2007): «]...] 3TOoT poman
MO)XHO YMTaTh KaK OTBET HAa pPyCCKO-KHMTalcKyro TeMaTuky y Copoxuna u IleneBuna.» B
pomane «['omy6oe cano» Copokuna B nepcnektuBe 2068 ronma kuraiickas Poccust mpo-
THUBOINOCTaBIsAEeTCS Poccun eBpa3uiicKou.

40 gIvmmonscxnii (2016: 5-29).

41 Kcratn, camo uMs aeBouku, «Kats», BCTPEYAECTCS TOJBKO B HA3BaHWHU COYMHEHUS. B
TEKCTE pOMaHa OHO YIOTPEOIIAETCs JIUIIb HECKOJIBKO pa3 Kak COOCTBEHHOE MMl TAllIKEHTCKON
pOICTBEHHUIBI AeBYIIKU-reporHu (Hanp.: «Tera Karay», «rets Kata», «retio Katton; [Ipuros
(2013: 715, 747 u 763)). Takum 00pa3oM «KHUTAMCKOCTH)» JIEBOYKH/JACBYIIKH, CBSI3aHHAS C
umarotunom «Kats», kak Obl CKpbIBaeTcs B (4ykoMm!) HappaTHBeE.

42 Cp. otser Ilpurosa nHa Bompoc O6epmaiip (2003: 218), B KOTOPOM OH OTHENSET TOJIOC
nepcoHaxa (Maiiopa) ot rosnoca aBropa Ilpurosa. He uckimoueHo, 4To nmpeaukaT «4y’koe» B
noj3aroioBke «Uyxoe moBeCTBOBaHME) pearupyer W Ha JDKemoHMMaHue aBTopukuuu “The
Woman Warrior: Memoirs of a Girlhood Among Ghosts” kuTalicko-aMepuKaHCKON THca-
tenpHulbl Maxine Hong Kingston, published by Alfred A. Knopfin 1976. Cp. 00 stoii
noxHoi natepnperanuu Nan Hu (2010).
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Kak B stom tekcre IlpuroBa, Tak m B apyrux, oOpamenuss k Kwurtaro,
KUTanllaM U KUTAlCKOMY HMHOTJA IOSBIIAIOTCS HE TOJIBKO HA AHEKIOTUYECKOM
YPOBHE, a JACHUCTBYIOT WA Ja)X€ TOCHOACTBYIOT M B BBICIIUX CIOSX €ro
XYJOKECTBEHHBIX M CIOBECHBIX apTe(akToB M BhICTyIUIeHHH.* Kak MbI ckopo
YBHJIUM, 3TO KacaeTcs KakK €ro MpOo3bl U €ro MO33UHU, TaK U €ro XyJA0KECTBEHHbBIX
00BEKTOB, MHCTAIAUUNA U niepdopmaHcoB. Kuraid, KuTalllbl 1 KUTAHCKOE Kak
TEMBl U MOTHUBBI aIPECALUU €r0 MO33UU TECHO CBA3AHBI C ATUMHU IIPEIMETaMU B
JIPYTUX >KaHpax M BUAAX MCKYCCTBA, HO elle OOJbII€ C COTBOPEHUEM €ro
IJIaBHOTO HOMUHanbHOro Motusa — JIAIl, To ects AMutpust AnekcaHapoBuya
Ipurosa.** TIpuros ecthb (M) TOT, KTO B MOKAa3aTEIbHO BHICTABIEHHBIX aJpeca-
musx cootHocurca ¢ Kuraem, xutailiamu n kuraiickom. OH — (M) co3aareib
CBOMX SKCIIOHMPOBaHHBIX 0OpauieHuit k Kurato.

B pomane «Kars kuraiickas» aBrop® mM300peraer pacckazdmka, KOTOPbIN
BBICTYIIA€T B TEKCTE KaK MEPCOHA M, B CBOK OYEPEIb, CO3/AET XyI0KHHKA,*
KOTOpBIHA, Kak U cam llpuros, »KeHUTCS Ha XKEHIIMHE, KOTOpas pojausach B
Kurae. Bonmu3u «xuraiickoit» Katu npyroit (xygoxkHuk I[IpuroB) craHoBuTCs
COTBOPEHHUEM TOrO (51) aBTOpPa, KOTOPBIA, CO CBOEH CTOPOHBI, MPOU3BOIAUT
MHOTOYHCIICHHBIE MEJIUANEPCOHbI, MPUYEM JIpyrou (T.6 U KuTaeu!) sBisercs

00paTHOW CTOPOHOM ATOTO S.

B ormmume or cBoero apyra Bmamumupa Kopmepa,*’ koropelii B poMane

«HacnenctBo» omnuchiBaeT ynoTpeOieHHe KUTAWCKUMX MMEH Kak mudpa ais
3auutbl 0T KI'b, IIpuroB B pomane «Kars kuraiickas» HUCHOJIb3YET TOUYKHU
3pEeHMS TJIAaBHOTO MEPCOHAXKA, «KHUTacKol» KaThu, u «pycckoro» pacckazuuka
JUISl B3aMMHOM pEJSITUBU3AIMU JAIbHET0 W OJIM3KOro, OTEYECTBEHHOIO U

4 Ha Hu3KOM, aHEKJIOTHYECKOM YpOBHe IIpHroB pacckasan jgaxe JereHmy O IBOHHOM
cymiecTBoBaHMM pomaHa «Kats...». ABTOp COOTBETCTBEHHO HAIKCAaJl €ro MepBOHAYAIHHO Ha
KoMITbIOTEPE, HO B JIOH0HE (T/1e JKMJla )KeHa) Y HETO YKPaJIH JISNITOM, Ha KOTOPOM TEKCT ObLI
Hanucal (Pemetnukos 2005), u [Ipuros xak Obl qomxkeH ObLT HAamUcaTh ero 3aHoBO. Ilepen
HaMH, TaK CKa3aTh, MEMOPHAIBHBINA TyOIHMKAT TEKCTa O BOCIOMUHAHHSX, KOTJa BOCIIPOM3-
BOJSTCS HE TOJIbKO COOBITHS BOKPYT T'€pOMHHM, HO M aBTOpCKash MeMyapHas 3alluCh 3THUX
IIPOUCLIECTBUH.

# ([IpoekT GOMBIION, €ro cTajuy Pa3OMBAIOTCA Y MEHS HA UMMUKHU. 51, BOOOIIE-TO, HE THIILY
OT CBOETO MMEHH, 5 MHIIY B MON-UMHKAX. S Mucay Kak THIEePCOBETCKUM MO3T, KaK (uiio-
coCKui MO3T, IOJIr0 MHUCall KakK JKEHCKUH MOAT, MUcall KaK aHMIMMCKUI MO3T HAa PyCCKOM
A3bIKe, KaK Kumatickuti mod3T [!], Kak TOMOCEKCyalbHBIH TOAST, KaK JECOMMCKHI MOAT, Kak
HApOJIHO-TIATPUOTUYECKUH, KaK JHOEpatbHO-IEMOKPATHYECKH TOAT, JAETCKUH MO3T»
(ITpuros 1999). KoneuHo, 3Ta CEHTEHLIMs caMa HallMCaHa META-M03TOM C UMUJIKEM IICEBJIO-
/TUIEeP-TIOCTMOIEPHUCTA.

4 [puros (2013: 710-714).
46 Tpuros (2013: 712).
47 Kopmep (1987: 371).
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Yy>KOro, MYKCKOTO M KEHCKOrO, TBOPIA M TBOPeHWs.*® OHM CO3MAI0T «I0C-
TOSIHHBIE NIEPEABUKECHUSA, METAaHUE, MEPLIAHUE», TY HEONPEAEIUMOCTb ITO3UIINU
aBTopa (T.e. IpOJayKTa TBOpuecTBa!), KOTOpas, Mo MHEeHHIO camoro [lpurona,
XapaKTePHU3yET ero COOCTBEHHBIE KOMMYHHUKATUBHBIE PAKTUKH. *

4. Kumaﬁ, Kumaeuy u KUMAlCKOe KAK dJeMeHmbl 2e09CIMemuKu Hpueoea

Orpomuast asmarckas crtpaHa Kwutall, nMmeromas JJIMHHYIO CEBEpO-3aIaIHYIO
rpanuiy ¢ Pocculickol napckoit umnepuei, ¢ Coserckum Coro3om u Poccuii-
ckoit deaepanueit, ¢ Touku 3penusi Poccun, reorpaduueckn HaXOIUTCS Ha MPO-
TUBOMOJIOKHOM K 3amaaHoit EBponie ctopone. [loaTomy HE cTpaHHO, UTO U B
TBOpuecTBe [lpnroBa kynpTypHas opueHTauus Poccum Ha Kwurail sBusercs
aIbTEPHATHBOM 110 OTHOIIEHUIO K EBpore.*® B riio6ansHoM IPOCTPAHCTBE 3TOTO
asropa Kuraii u SInonus®! pacnonoxensl B 01H0M Kpyre, a EBpona u CIIIA — B
apyroM. OHaKo B LIEJIOM 3Ta T'E€ONOJUTHYECKAs CUTyallMsi, KOTOpas B IOCIEN-
HEE BPEMs B OTHOLICHHWH JIMTEPATYPbl METOJIOJIOTUUYECKU PACCMATPUBAECTCS KaK
I€O0I03THKA,>? HE TOCIOACTBYET B TeMaTHKe Kuras, KHTallieB U KMTAlCKOro B
TBOpuecTBe [Ipurosa. Kpome TOro, npu pacCMOTPEHHM €ro CTUXOB BBHUJY HX
NEPeTUIeTeHNUsT C MPO30id, paMoil M M300pa3uTEIbHBIM HCKYCCTBOM, a TaKXe
BBHJIy UX YCTaHOBKM Ha NEpPOpPMaHC MPUXOAUTCA OTIUYATh KOHIENT Ieo-
02MuKy OT KOHIENTa reoscmemuku. ' €0dcTeTKa — 9T0 00Ias SCTETUYECKas!

# 0cobyio TeMy, A3bIKOBbIE OMIMOKM pAcCKa3uyMKa B OTHOIIEHHH KMTalCKOro s3bIKa,
paccmarpuBaeT Anekcees (2020: 112-113).

4 TIpuros (20196: 214).

3 Cam Ilpuros (19966) paccmarpuBan Poccuro kak acth EBpOIIBI M PycCKyIo KyJIBTYpY Kak
4acTb €BPOINECHCKOM.

31 Cp. 06 obpase SImoHMM Kak cTepeoTHIE W ero (GpyHKIMU B TBopdecTBe Ilpurosa (JIumo-
Beukuit 2019: 24-30) UMEHHO B KOHTEKCTE IYyCTOThl U O TOM, 4TO «MHTyHIHS IyCTOTHI
(dbuxcupyer 3T0 MoHMMaHue, kKotopoe [Ipuros, He 63 UPOHHUH, OOpPEKAET B KBAa3U-SATIOHCKHE
onexab (Jlunoseuxuit 2019a: 30). duxotomuto «Mup u fAH» ¢ omnmo3uiueil 4epHOro u
6enoro [Ipuros (2019a: 1027) npemiaraet uMeHHO B mipo3e « Tonbko most Amonus» (2001). B
1997 rony OH MPOHMYECKU MPEACTABUI 3TO MPOTUBOIOCTABICHUE C YKAa3aHUEM Ha JIOKHYIO
KOMUYECKYI0 ATUMOJIOTHIO CYIIECTBUTEIBHOTO «CBUHBS» U3 «CB-UHB-AHBY (IIpuros 2013:
545). Ononee «Toapko Mos SMOHUM», KOTOpast UMEET MOA3aT0JI0OBOK «HEMPUAYMAaHHOE» (T.€.
non-fiction), mpoTuBocTOUT poMaH «KaTsi kuTaiickas», jKaHp KOTOPOro 00O3HAYaeTcs Kak
«4y’K0€ TIOBECTBOBAHUEY.

52 Cp. 0 MOHSATUM IeONOITHKHM, cocTapstoniee ,wording and worlding® (cTaHOBJIEHME ClI0Ba U
mupa) McManus (2007).

53 T'e0rCTeTHKA OTIMYAETCS OT IeOTOTUKH ee Gosiee 06IIeM XapaKTepoM: OHa He MPUKpeIieHa
K CJIOBECHOM Marepuu, a 0ojiee€ OTKPBITO OTHOCUTCS K pa3HbIM MEIUIHBIM MaTepusiM, Ha-
IpuUMep K My3bIKe, K H300pa3UTEeIbHOMY UCKYCCTBY U K nepdopMmaHcy, uTo B ciaydae [Ipurosa
1 Hen30exHO. ['eorcTeTrKa 3aHUMAETCsl ICTETUYECKUMH MaTepUaln3alisiIMi MUPa B MUPOBOM
KyJIbTyp€E, @ MIMEHHO B €€ B pa3HOOOpa3HbIX KOMMYHHUKATUBHBIX NPAKTHKAX.
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Meuanu3anus IeonoJUTHYECKOro KoHuenra «llimanera» B mpakThke XyIOX-
HUKa U [HCATEIs, a Te0N0ATHKA — €ro OoJiee y3Kas Crelualn3ains B KOHTEKCTE
IIOTUYECKOM MPAKTUKHU.

B xynoxecrBeHHOM TBopYecTBe lIpuroBa aBa npumepa COOTBETCTBYIOT IJI0-
OaJIbHOMY KOHILIENITY I€03CTETHKM B oTHolleHnu Kurtasd. B rnaBe «3aBemianue
[Tpurosa» Onora-kaurn «®unocodus Beprtukanm u ['opu3oHTaIN» KPUTHUK
Koncrantun Poutes (2011) Becnomunaer™, uTo cpeam Xy10/KECTBEHHBIX 00OBEK-
ToB IIpuroBa cepenuHbl CEMHUAECIATBHIX I'OJOB Haxoauics apT-o0bekT «Cesep,
fOr, 3aman, BocTok», Ha KOTOpOM B (popMe KpecTa pa3HbIMU LIBETAMH U pas-
HBIMU ceMaMu ObuIM 0003HAaYEHbI YETHIPE CTOPOHBI CBETA.

Cesep, Or, 3anaa, BocTtok

ceBep, roJIOBa,
ponuHa, He0o,
oor

BOCTOK, cepAIle,
Bpar, Kuraii,
AHTHXPHCT

Unn. 1: Peckoncmpykyus apm-oowvexkma /[. Ilpucosa «Cegep, FOe, 3anao,
Bocmoxy

Tax xak HaM He yJaJloChb HAalTU OPUTMHAI WIN U300pakeHHUe 3TOro apredakra,
Mbl BOCHpPOM3BOJMM €ro IO CJIOBaM KpuTuka. Apredakt umen dopmy
IyarpamMMmbl, CUHUN BEpX COJAEpKall CEMEMBbI «CeBep, roJIoBa, poJuHa, HebO,
0or», KpacHbli HU3 — «IOT, HOTH, W3MEHA, 3€MJId, [bSBOJ», UEpHas JeBas
CTOpOHA — CEMEMBI «3amnaj, JIErKUe, Bpar, JUKENPOPOK» a JKenTas IpaBas —
«BOCTOK, cepale, Bpar, Kuraii, aHTuxpucr.

54 Pries (2011).

1ZfK 12 (2024). 145-197. DOI: 10.25353/ubtr-izfk-4307-30b6



160 Paiinep I'prodens

Unn. 2: . Ipuzos, «Kumaiin™

Cepaue nnn/u Gpu3HOI0OruyYecKas CTpacTh cBsi3biBaeTca y [Ipurosa ¢ koHIIENTOM
T00BH, KOTOpasi n300pakaeTcs Ha 3TOM KapTuHe nepen cnoBoM «Kurtait» u moa
TaK 4acTO BCTpeuarolieMmcs B u3o0paxenusx [IpuroBa okom, KOTOPBIA mpen-
CTaBJIICT U 3PEHHE, U CBUJCTEINSI, U OAUTENBHBIN a3 00xuil. [Ipu u3BecTHOM
HaIPSHKEHHOCTH OTHOLUEHUN MEXJy KUTAaUCKUM TOCYJapCTBOM W HAaCEJICHHEM
Tubera, xoTopoe ycTpemisieTcsi K OOJbIIeil (penTuruo3HOi) camMoCTOSTENb-
HOCTH, BKJTIOUEHHE KapPTHHEI C (XOTs oOpbiBaeMbiM) cioBom «KUTAM» Ha 3az-
HEM IUIaHE IPECTABIAETCS BOMHON NPOBOKANKUEN. >

OnHako u300paKEHHME IIOJOBOIO aKTa HA MEPENHEM IUIAaHE HECKOJIBKUX
JIUCTOB LUKIA (YHKIUOHHMPYET KaK IPOBOKAIMS IPOBOKALMU M HM3BECTHOE
cHsaTHE BbI30Ba. CIIOBO «A3Ms» Ha JPYroM JIMCTE LUKIa ' BeTpauBaeT M TuOeT
(“TIBET*>®), u Kuraii B 60o1ee 00beMHBINM KOHTEKCT, a coBo «JIXACA», T. .
Ha3BaHUE THOETCKOM CTOJHUIIBI, PSAZOM ¢ BMeHeM pycckoit ctommibl «MOCKBAY,
Ha ele Apyrom;>’ OHO COOTHOCHT CHTyauuro jojei Tubera u Kuras ¢ cober-
BEHHBIM IIOJOKEHHEM IUCATENA-XYHNOKHHMKA. COBETCKMH XYHOXKHUK —
SKBHBAJIEHT THOETCKOro uenoBeka B Kurae.

>3 PenpotyKuus KapTuH u3 nukia «Tuber» (cepus 3 15 nuctos, 1966; Tpuros 2013: 782-9).
36 TIpuros (2013: 786).

> TIpuros (2013, 783).

38 [Ipuros (2013: 782).

59 TIpuros (2013: 784-5).

59 310 ompemenenne XyT0KHUKA KaK 4y’KOTO B COOCTBEHHOI CTpaHe BapbUPYeT 0003HAUEHHE

Mo3TOB Kak <«okumoB» B «Iloame konma» (1924) Ileraesoii (1988: 436). Ha done mpo-
TUBJICHHUS] XYAOXKHHKAa CBOEMY TOCYAapCTBY HaxoAuTcs W HaszBanue «Kuraii-ropomy,
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Takoit koHEnT TI00aTFHON MHUPOBOW OPHEHTHPOBKH HJICOJIOTHYECKUX
AJIEMEHTOB MHTEPECEH TE€M, YTO B HEM M 3amajl u BoCTOk ompeaesstorcs Kak
Bparu (CoBerckoro Coro3a minu Poccun) U kak mpencTaBUTENd: aHTUXPUCTA B
cinydae BocToka u jmkenpopoka B ciiyyae 3anaga. Eciiv cuHUi 1BET BepXa Kak
UMaroTUIl OTHOCHUTCSI K TPaJMIMMA CBSITOrO IBEeTa HeOa B MPaBOCIABHON HMKO-
HOITUCH, TO KPACHBIN I[BET CBSI3aH C KOMMYHHU3MOM, a YEPHBIN — C OTPULATEIIHHO
BOCIIPMHMMAEMBIM 3amafioM M HeHTpaibHbIi kenThii — ¢ Kuraem.®' Ilepsoiii
BOCIIPOU3BOJAUT OOXKECTBEHHBIN B3TJISA[, BTOPOU — JIbSBOJBCKYIO TOUKY 3PECHHS
uneonorun KIICC. Ilpu 3toM cooTHeceHue »xkenaroro upera ¢ Kuraem mnos-
TOPSAET CTEPEOTHIL > IIPeCTABIEHHBIN B PYCCKON KYJILTYPE B U3BECTHOM CTHXO-
TBOpeHuu ['ymuneBa «S1 Bepui, st Tymai...», KOTOPbIA NMPeoOpa3oBbIBAECT €T0 B
KOHKPETHO BOOOpaKaeMblii CHHICTETUYECKUM UMAroTHII:

H BoT MHE MMPUCHUIIOCH, YTO CEPALC MOC HC 6OJ'II/IT,

OHo kos10kobuuK (GapdopoBslii B skentom Kumae.®

Ecnu sTa cxema npuCyTCTBYET TOJIBKO B BOCIIOMHUHAHMM OJHOI'O U3 3HAKOMBIX
[TpuroBa, To B €ro apxuBe HaNLIaCh KApPTHHA CEPEIUHBI CEMUACCITHIX TOJI0B O€3
Ha3BaHUSA, B KOTOPOW 3Ta OPHEHTHUPOBKA YMOTPEOIseTcss Kak KOHTEKCTya-
au3anus coObITUS U3 pycckod ucropuu. B Helt BocTtoky ¢ aHTHXpuCTOM U €
Kurtaem Taxke mpOTUBOMOCTABISIETCS 3amajl ¢ JHKEIPOPOKOM, U B 3TOM CiIydae
— Awmepuka (1.e. CIIA). Ilo mpuHIMMy Treod3CTETUKH B IEHTpe apredaxra
BO3HUKAeT IUTaTa U3 KapTuHbl Penuna «VBaH I'po3HbIi M ero cbiH», Ha
koTopoi Llapb nepkUT Ha pykax yOUTOro MM camum 1apesuyda (Wit 3):

UCTOPUYECKON YacTH CTONMUIBI MOCKBBI, KoTopas BiIoxuT «Kutaii» B Poccuto/CCCP (cp. u
nepeuMeHoBanue craniuu Metpo «llmomans Horuna» B «Kurait-ropoa» B 1990 rony). Ta-
KUM 00pa3oM TPaJWLMOHHBIA OPHEHTAIN3M (T.€. OTUYKJIECHHE Uy>KOr0) CTAaBUTCS C HOT Ha

TOJIOBY: CaMO€ CTPAHHOC — 3TO CBOC.

61 Cxommas cxema HaxoaumTCs B CTHXOTBOpeHHAX «Bor Peiiram — sto Genbiii Llapwy,

«Iloxxapublii MouBy mpokomam» u «Bor B Adpuke depHON mpoe3nsoMm s ObUD» C OeNbIMH,
KpacHBIMH, YepHBIMH, XenTbiMH Tapsimu. (ITpuros 2017: 190-191). Kcratu, B aApyrom KoH-
tekcte [Ipuros (19966) ckazan, 4To OH 3HAET TOJBKO TPHU LIBETA: YEPHBIN (CMEpTh), Oemblii
(BEUYHOCTb) U KpacHbIN (3KU3Hb).

62 Uffelmann (2013). Kcrath, 3TOT CTEpEOTUI OCHOBAaH HA MMAroTHUIIE JKENTOro IBeTa (cp.,
OJIHAKO, IIUPOKO PACIIPOCTPAHECHHBIN PACUCTCKUN CTEPEOTHUII «KEIITON PACH»).

63 "ymunes (1989: 193). Cp. Bonorosa (2010: 118).
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Unn. 3: Unvsa Penun: «Mean Iposuviii u coin e2o Usan»®

HUnn. 3a: @paemenm kapmunvl Penuna, nopezannoi Abpamom banawiosvim 6
1913 200y%

Ota KapTHHA 3amMedaTelibHa U TE€M, YTO OHa IIOKMpOBaJIa UMIieparopa AJiek-
canppa I u Obl1a UM 3ampernieHa K mokasy (TeM caMbIM CTaB NIEPBON KapTHHOM,
nonsepriieiics B Poccuiickoit Umnepun nonutuyeckoi nensype). [lozxe ona
IocTpagana OT TPEX yAAapoB HOXKOM, KoTopsle 16 sHBaps 1913 ronma Hanec e
ukoHonucen A6pam banamos. Hanagenne Ha mosnotHo pa3pyuwio auna MBana
U ero cbiHa (cp. wul. 3a).

BcenencrBue mHueHTa xpanurelb 1peTbsikoBckor raimepen E.M. Xpycnos
MOKOHYUJT KU3Hb CaMOyOuHCcTBOM, a jgupekropa OcCTpoyXxoBa BBIHYIUIN
HOKUHYTh CBOM mocT. CKaHgaabHas UCTOPHs KapTHH®® JaeT OCHOBaHME CBA3aTh
ee uutupoBanue y [Ipuroa u ¢ NOJUTUKON TOCyJapcTBa B OTHOIIEHUU UCKYC-
CTBa, U C MOBEJICHUEM TyOJIMKU B My3ee.

64 TpeTwpsikoBckas ranepes, Mocksa. 199,5 x 254 cwm.
65 https://artguide.com/posts/446 (8.5.2023).

6 B name BpeMs cKaHJaIbHas UCTOPUS KAPTUHBI MPOIOJKAETCS TTOKA3aTENBHBIM 00pa3oM: B
2013 romy mpaBoOcCiiaBHBIE PYCCKHE HAIIMOHAJIUCTHI MOTPEeOOBAIN YIAINTh KapTUHY PernunHa
KaK sIKOOBI JMAIOIIyI0 JIOXKHBIN 00pa3 uctopun Poccun. CroxkeT, MOATBEPKICHHBIA TaKUMU
pycckumu uctopukamu, kak Kapamsun, ConoBbeB u KimroueBckuii, ObI1 OIPOBEPTHYT HAIHO-
HaJMCTUYECKA HACTPOCHHBIMU PYCCKUMHU MCTOPUKAMH M Ha3BaH MOJTACOBKOW MHOCTPAHHBIX
pycodoboB. 25 mas 2018 roga moceTutesns rajeped CHOBa MoBpeaus KapTuHy Pennna (9x0
Mockssl, 26.5.2018).
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YBUNACTEBO

Hnn. 4: Kapmuna JI. Ipucosa youiicmea yapesuua Meana®’

B kaptune Ilpurosa yobwmiicTBo mapeBuya lMBaHa MCTOJKOBBIBaeTCS Ha (par-
MEHTApHOW TOPU3OHTAJILHOM JICHTE UPOHUYECKH, B CTUJIC JITUTUMAIUU boib-
mioro Teppopa CTaluHbIM: «[IlI|eCTHAAIIATOTO BEKa B pe3ybTaTe YCUICHUA ... ]
KJIAacCOBOM OOphOBI TOrAamHuii nmpasutenb Pycu» u T.4. [lokazarensHo, 4TO B
3TOM KapTuHE clioBO «bor», KoTopoe B Hameld auarpaMme CTOUT B MMEHM-
TETLHOM TaJieke HaBEpXy, pacmojiokeHO B 3BarenbHOM manexe, «bOXKEy,
OYTH B IIEHTpE apredakTa Mmoj HOramMu OTHA W ChbiHA (Cp. Wiul. 4; CUHHE
CTpeNiku 1o0aBiaeHbl aBTopoM). OnaHako oHo, kak u cioBo «KOHELLy, naxonas-
nieecss B HU3Y 11apa, MOBEpHYTO: bor, MPOTUBHUK aHTUXPUCTA U JHKEIPOPOKA,
CTOMUT KaK CUMBOJI HETaTUBHOM TEOJOTHMHU Ha roJioBe, Kak 00o3HaUeHHe (PuHaia
ATON UCTOpUM. 3HAYUT JIK ITO, YTO TOCYJAAPCTBEHHOE JETOYOUIMCTBO B PYyCCKOM
HCTOPHHU €Il HE JOCTUTIIO CBOEro KOHIa?

B omimume OT peakoro «KMATamia» KayecTBO «KUTAMCKOE» HE pa3 BCTpE-
vaercs B cepun «Slina» 1990-x rr.°® 3maunmocts kutaiickoro B mupe Ilpurosa
MOJATBEPKIAET yKE TOT (akT, 4TO B ITON CEpUM, KPOME PYCCKOTO M aAHTIIUM-
CKOTO, YIOTPEOISIETCS TOJIKO KUTAWCKHWM S3BIK, TOYHEE, 3HAKW KUTaWCKOTO
nucbkMa. Paymom ¢ siiiamMu ¢ KUTalCKUMU UeporiQamMu OH MOMECTU SiIa, Ha
KOTOPBIX IPUBOIATCS AHTJIMICKUE WM PYCCKUE CIOBECHBIE DKBUBAIEHTHL. * MEI

87 Tuansiit apxus [Tpurosa, Mocksa.
%8 ITpuros (2008: 94-97).
% Tpuros (2013: 790-9).

1ZfK 12 (2024). 145-197. DOI: 10.25353/ubtr-izfk-4307-30b6



164 Paiinep I'prodens

HE Kacaemcs 371eCh BOIPOCa, ABJIAIOTCA JIM a3UaTCKUE 3HAKU Ha OTHX siIax ceMe-
MaMH KHMTalHCKOTO MIIM SIMOHCKOTO S3bIKA, a JIMIIb YKa3bIBAEM HA TO 0OCTOS-
TENBCTBO, YTO OJHO U3 HUX (PUI'ypUpYyeT U B Hauane KHUrU « Tombko Mos SImoHusD.
B Hariem KOHTEKCTe OCOOEHHO BaXKHBI apT-OOBEKTHI CO 3HAKAMHU «CEPALE», T.€.
CHUMBOJIOM JIyIIH, U SK3EMIUIAP C CEMEMOM «B3IJISI», KOTOPBINA aBTOPE(IEKCUBHO
YKa3bIBAET HA BU3YAJILHOE BOCIIPUATHE STUX KapThH (1. 5)70:

Hnn. 5: /1. IIpucos, «Cepoye»

Ecmu y IIpurosa crepeoTurt KuTtaiiia 3KCIUTMIUTHO CBS3BIBACTCS C XyA0KHUKOM
Koanom Mwupo, TO 3TO, BEpPOSATHO, CIEACTBHUE YyBICUECHUS camoro Mupo
Kuraem.

7 Tpuros (2013: 793, 796). B koHTeKCTe MOSTHKM BKpAIUIEHHE KUTAMCKHX 3HAKOB B COOpa-
Hue nepeBonoB «Ho»-mbec B cOopuuke mo3szun Cathay (m mozxke B ero Kanro LII-LXXX)
O3psl [laynaa (Pound, 1986: 253-413); cp. Jang (1985) kuraiickoe UrpaeT APyTryro poJib, XOTs
nBycioxHoe ums «Kats» B Ha3BaHMM pomaHa [IpuroBa HamoMHHAeT TakXe ABYCIIO0XKHOE
cnoBo Cathay, obo3Hadaromee B pacckaze o myremectsun Mapko [loso ,,I1 Milione™ u mo
CHUX TIOp B MOATHYECKOM YMoTpeOsieHnn uMeHHO cTpany Kwutait. Ilaynna, xaxkercs (MOXeT
ObITh, M3-3a €ro (¢alnu3Ma), He MIPUCYTCTBYET B TBopuecTBe [Ipurosa, HO MaJlOBEPOSITHO, UTO
PYCCKHUIA aBTOp HE ObLT 3HAKOM C MOACPHUCTCKOM MO33HUEH 3TOr0 aMepUKaHCKOTO MHCATETISI.
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Hnn. 6: Joan Mird, "Barrio Chino" (Kumaiickuii keapman), 1973.7!

Kak moka3biBaeT M300pa)KEHHBIN 371€Ch MPUMEP, UCTIAHCKUN XY 0KHUK, KOTO-
phiii oOMeHsics KoHuentamu ¢ Yxao Yisu (1921-2013), uaTeHCUBHO H3yUas
KuTalickue wmpeorpammel.’> Wrak, o0pa3 kWraiina B HCKyccTBe — >(PQeKr
COOCTBEHHOI0 3aHATHUS XYJI0)KHUKOB TeMoil Kurasi.

Ha camo- u MmerapednekcuBHOM ypOBHE, MEXAY MOJSIMH TMO33UH U MeTa-
II033UH, KaK U MEXKIY MCKYCCTBOM U IT0I3MEU, HAXOIATCS T€ CEMb IIPUTOBCKUX
«KuTalickux IMCTKOB»,”> KoTophle B 1983 roay oH HameyaTan Ha IHINYILEH
MAaITMHKE, BBIPE3T U CKPEMIJI KaKk OyMakKHbICe JIUCThsI. «KHUTaWCKUI JTUCTOKY,
KaK «KUTAHCKUN UEpOTIH(» U «KUTANCKAs TPAMOTay, CTEPEOTHII, 0003HAYAIOIITHI
Ha CaMOM JieJie HeMOHATHOE (UL, 7):

I Favie (2015), Rimpau (2008).

2 Co cBoeit CTOPOHBI, KUTAUCKUN XYIOXHUK JIMHI MUHI HaxoOuicsa MOJ BIUSHUEM HE
tosbko [Tukacco, Ho u Mupo. Xynoxuuk Mupo ynomunaercst y [Ipurosa (2016: 508) B mpo-
m3BeaeHun «lllupoka crtpaHa Mosi poJHas» psAIOM ¢ XyAoKHUKOM Kiiee u apxeonorom
XelepaanoM.

3 Tpuros (2008, 184-185). «Kwuraiickue nuctku» IIpurosa pasgensior ¢ «OmaBmuMu
mucthsiMu» PozanoBa (1913) amOuBaneHTHOE 3HAYEHHE PYCCKOTO CIIOBA «JIHCTBI», KOTOPOE Y
[IpuroBa B yMEHBIIUTEIBHOU (hOPME CIIOBA MPECTABISAET, C OJTHONW CTOPOHBI, €CTECCTBEHHBIN
00BEKT M300pa)KeHHs, a C APYrol — KyJbTypHBIH (DaKT HAANUCH, KOTOpas cama 1o cede
nBycmbicieHHa. Cp. o 6auzoctu [Ipurosa k Pozanosy Jlunosenkwii (2013: 18).
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Mnn. 7: 1. Ilpuzos, «Kumatickuii aucmox nomep 3»™

Taiikom 0TO Bcex TakuM BOT 00pa3om oTBedaro Eiickum

PCBHUTCIIAM aBaHIrapau3mMa

Beritns ot KabakoBa, yxe Ha ynule, MUIIy eMy 3TOT
OTBET

CuKy, CHXY, IMCTOK CEPUU BBIPE3BIBAs, pUPMBI MHOTHE
Y 3BYYHBIE Ha HEM 3aredaTisis [sic!], mymato

JIsBa CemenoBHMua PyOunimTeliHa K031000p010r0 BCIOMHUB,
MOCBSIIAI0 EMY 3TOT JIUCT

CMOTpIO 1O TENEBU30pY MOOETY HAIIMX U B BOCTOPIe
MUITY 3TOT TUMH

HpO‘H/ITLIBaIO BCC JIMCTKH, IJIaYy, IUIa9y YHUCTOM ce30u
H OOBSIBIISIIO KHUTY BaKpLITOﬁ
B sTOM ciyuae riiaBeHCTBYIOT METalo3TUYECKasi CEMAaHTUKAa U UrpoBasi (yHK-
IMs: OTIIOP PEBHMTEISIM aBaHrapjausma u3 ropoja EWck” sBIseTcs B TO ke

74 ITpuros (2008, 184).

> Eiick — MecTo pokIeHHs XyIOXKHHKA M apxurexropa Jleonnma Pomanosuua Comory6a /
Carnory6a, xotopbiii B 1912 1. BeIIBHran uACIO CHHTE3a PA3JTMYHBIX BUIOB IIACTHYECKUX
uckycctB. OHa J1oJKHa ObLIa MOJYYUTh BOIUIOIIEHHE B €r0 MOHYMEHTAJBHBIX MpoekTax. B
1919-1920 on comepmmn nyrtemectBus no Kuraw, Anonun, Leitnony, Uuauu, I'penun,
Wranuu, Typuuu, a B 1922 smurpuposan u nocenwicsa B ['aare. bonee BeposiTHO, 4TO ymo-
MuHaHue ropozaa Eiick y [Ipurosa otHocuTCA K mosrecce u XynoxHuue Pel HUkoHOBOM 1 ee
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BpeMsi OTBETOM XyJOXHHKY KabakoBy, mocBsiieHueM modty PyOuHIITEHHY H
TMMHOM TO0O€OHOCHOM COBETCKOW KomaHjae. B KOHIle KOHIIOB, aBTOp HpO-
HUYECKH BIIAJIa€T B «IUIa4Y», TO €CTh — B CMeX!

Ecnmu nmo Monenu «KATauCKUX TpaMOT» BBIPAKEHUE «KUTAUCKUE JIMCTKU»
0003HaYaeT HEUUTAOEIbHOE, HETIOHITHOE, Yy>KO€, TO OCTA€TCSI BOMPOC, OUYEMY
[TpuroB cBsi3an CBOIO MOATHKY, CBOM CIIEM(PUIECKUNA KOHIIETIT POMAHTHYECKOTO
KOHIENTYaJIU3Ma UMEHHO C HEMOHATHBIM KutaeM. OTBET Ha 3TOT BONPOC NAET
Kars Kuralickasg. B pomaHe moBecTBOBaTeslb TOBOPUT, COTJAIIAACH C IPUBE-
JIEHHBIM B sniurpade K Hamieh crathbe u3pedueHueMm Kondyums: «Uemosek Besze
onnHakoBy».’® To ecTh PyCCKUii I PYyCCKOTO YENIOBEKA TaKas XK€ 3arajka, Kak
kuTael. lrak, Te3uc HAIMOHAIHUCTOB 00 OCOOCHHOCTH M OCHOBAHHOHN Ha 3TOM
OCOOECHHOCTH WJACHTUYHOCTH JIIOJEH OAHOTO ATHOCA (HAampuMep, KHUTACKOro
WJIM PYCCKOI'0) OKa3bIBAETCS JIOKBIO. '’

Korz:a B IIpO3C HpI/IFOBa BO3HHUKACT OLCHKA CTpaH B BHAC YHUCICHHOTIO
peUTHUHra, TO OHA 00E€CCMBICIUBAETCS MHUMOM TOYHOCTBIO IU(PP — 10 TPETHETO
3HaKa I0CJIC 3aISTOM:

Ecnu mocTtouHcTBa pycckod JmTepaTypbl 0003HAYUTH depe3 1, TO xumatickas
notsHeT Ha 0,99. Hemeukas na 0,89. Anrnmiickas Ha 0,87. @panHiy3ckas Ha

0,785. Vcnanckas u urtanbsHckas Ha 0,75 xaxnas. S norany Ha 0,31.7% [kypcus
moii, P.I".]

Kaxkaas nepapxus cTpaH, Beskas Ta0JIuIla paHroB KyJIbTyp — JOKHas.
5. Kumaii 6 2eonosmuke uponuyeckux nosmudeckux cyovexmos llpucosa

Kak B reokyinbTypHOU NEMCTBUTEIBHOCTH, TAK U B TEOICTETUKE, U B T€OMOITUKE
[Tpurosa CCCP unu Poccust nexut (reorpadguyecku) nocepeaune mexay Boc-
TokoM, T.e. Kutaem, u 3anagom, Hanpumep CIIA. IIpu 3tom Bocrok u 3anajg
SIBJIIIOTCSl HE CTATUYECKUMU OOBEKTaMH, HO TMOJIB)KHBIMHU B3TJI[IaMHU, TO €CTh
TOYKAMH 3PEHHUS, KOTOPHIE aKTHMBHO COOTHOCATCS Apyr ¢ apyrom.®’ Ilootu-
yeckuit cyonekT [IpuroBa roBoput o cBoem oTHomeHnr ¢ Kutaem u ¢ 3anagom

MyXy, o3ty u ¢unonory Cepreto BeeBononosuuy Curero (1991), xoropsiii B 1991 rogy
onyomukoBan B Elicke ouepk «KpaTkas uctopus Bu3yanbHOi mo33un B Poccumy.

76 ITpuros (2007: 82).
"7 Cp. cTixu 0 GaHAIBHOI peyur Mo MOBOAY HanMoHanbHo ropaoctr (Ilpuros 2013: 136).
78 ITpuros (2001a: 6).

7 Cp. ctuxu Anexcanzapa Kymmnepa (2016): «Uto ckas3aTs o kuTaiinax? Kuraiinsl Huuem He
xyxke / U He nydie OenbruiiiieB, GppaHiry3oB U, ckakeM, Hac». Bee-Taku B 1mdpoBoit urpe
[Ipurosa, koTOpast UPOHMYECKU UCIOIB3YET COBETCKYIO MPAKTHKY OTYETOB, YAMUBISET OIU-
30cTh UMeHHO 1udpsl (0,99) kuTaiickoii k pycckoii (1) nureparype.

8 TTpuros (2017: 282).
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npu nomomu GopmyaupoBku «Bor ckaxem»®!, To ecTh B Momyce A3bIKOBOIA
BO3MOKHOCTH, KOTOpas CHOBa IOJYEPKUBAET MOJAJIBHOCTh KaK OCHOBHOM
npuHUUM nmo3Tuku [lpurona:

Bot ckaxxeMm JIMIIOM S B Kurae

A 3arbiikoM — B CCCP

Tam coJiHIIe BCTaeT, TaM CBETAaeT

A 371eCh BOIIOCHI TYCTO PacTyT >
Takum 00pa3oM, OTHOIIEHUE K CTpaHE HE (PaKT, a TOJIHKO BO3MOXHOCTh T'OBO-
pEHUS, KOTOpasi, KpOME TOr0, aeTCs B HE JNOMOJHSIOMNX IPYT Apyra, Jaxe He
CBSI3aHHBIX JIpYI C JPYIOM JEHUCTBUSIX: «COJHLE BCTa€T, [...] CBETaeT» Vs.
«BOJIOCHI PACTyT». DTO ceU(PUUESCKUN TUIT SI3bIKOBOM IeTepOTONHH.

B pomane «Tonbko mosi SAnonus» Ilpuro mnpoeuupyer 3TOT HPUHLIMI
reTepOTONMUYECKON MOTEHIUAIBHOCTH HA camy CcTpaHy: «To ecTb OHa yKe He
ectb SAmonus. BepHee, ecth He SIMOHMS, HO — BO3MOXHOCTh SIIOHUH B JTFOOBIX
00CTOATENLCTBAX U TOYKAX MPOCTPAHCTBA.»

AHTPONOJOTUYECKON OCHOBOM, JlaXe MPEANOCHIIKON TaKOTO COOOpaKeHUs
ABJISIETCS] YK€ LUTUPOBaHHAs HaAMM CeHTeHUus u3 pomaHa «Kars kuraiickasy,
KOTOpasi IIPOTUBOPEYHT BCAKOMY HAI[MOHAIM3MY: «UeoBeK Be3jie OMHAKOBY.
B pomane panee cienyer mpemioxkenne « TOIbKO BpeMs 4yTb-4yTh pasHoe».®
AMOUMBANIEHTHOE CHATHE MCTOPUYECKOIO BPEMEHU — CaMbI CHJIbHBIA MPOTECT
[IpuroBa mpotuB ¢uocopuu UCTOPUU B CMbICIE HeoOxoaumoctu l'erenst u
Mapkca.® TIpu sTom pasuuna mexny Kunraem kakx uyxkom u CCCP kxak cBoeM
YCTPAHSETCA: OTIIMYME COBETCKOM KYyJIbTYPbl OT KUTAaWCKOM OCHOBBIBACTCS Ha
TOM, YTO B POMAaHE KHUTANCKas MOJEIb KyJbTYpbl MEPENAET O HACIEIACTBY
natepHanucTckyto tpaaunuio, a B CCCP neBouka mepee3xkaeT (B OTJIMUKE OT
keHbl [Ipurosa!) 6e3 CBOEro OTIA, YTO HE COOTBETCTBYET OTOM Tpaaunuu.t’

BcenenctBue KOMMYHMKAaTUBHOM HE()AKTUYHOCTU OOpallleHusi K CTpaHe, €ro
NOTEHIUATBHOCTH, MO3UIHUS MOATHUYECKOTO CyObhEeKTa B OTHOIICHHU K HEH y
[Tpurosa (u B mukie «IV. Opransl Bnactu», 1997) e ctatuuna. OHa OmyKaaeT
U TIO3BOJISIET JaXKe C YJIMBIIEHUEM OUIYTHUTH 3amnax (cTpoda cieayer cpasy mnocie
BBIIIIE TPOLIUTUPOBAHHOM). OHAKO U 3/1€Ch pa3HULA («Uy>Kask TEHbY, «UYKIbIi
3amax» vs. «BOJIOCHI TYCTO pacTyT») COBCEM HE MOTHBUPOBAHA:

81 Cp. ynotpebienue 3Toii HAMOMBI B COOpPHMKE TIpo3andeckux MuHHaTIOp JluHop Topamuk
(2015): «Bort ckaxem». Manoma «BoT ckakemM» — KOMMYHHKATUBHBIN S3BIKOBOW YKBUBAJICHT
YCIIOBHO-TIPENONIOKUTETFHOTO COI03a CPAaBHEHHUSI «KaK ObD» (Cp. O COmO3€ «KaK ObDy Yy
[Ipurosa bopyxos 1993).

82 ITpuros (2019a: 121-122).

8 Ipuros (20016: 9).

8 Ipuros (2007: 82).

8 Tam xe.

8 Cp. I'pro6ens (2013).

87 Cp. Etkind (2023: 92-93) 0 6e30TLIOBCKOM PYCCKOM OOIIECTBE.
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Bort nuiom nepeGerato Ha 3anan

U noxwurtcs Ha HEro 4yXkasi TeHb
[Topaxaer ero 4y»kapii 3anax

A 3716CH — CHOBA BOJIOCHI 'yCTO PacTyT®

1980

B CoBerckux TekcTax, paccyxaas o Ipyx0e U Bpaxkae MpU MOMOIIN CTEpPEeo-
TUITHOTO COBETCKOI'0 OIPEIECICHUS «CIIOKHBII», [IpuroB BBISABIISIET YCIOB-
HOCTh O(HUIIMAIIBHOTO OTPHUIIATEIIBHOTO OTHOIICHMSI COBETCKHMX BllacTedl Kk Ku-
TAaK TIOCJIE TAK HA3bIBAEMOI'O0 COBETCKO-KUTAHMCKOro packosa. To ke camoe
CTEPEOTUITHOE KAUYE€CTBO «CIIOXKHBII) MOMOTaeT MOATUYECKOMY CYOBEKTY IMOKa-
3aTh Y YCIOBHOCTh OTPULATENIBHOTO OTHOWIEHUS K CIIIA:

Hpy3bsi — OHU BeAb JIIOJU CI0KHBIE

Bor, ckaxkem, TOT e B34Th Kumati —

VK KakK BPeUI HAM HEBO3MOKHO "
A Bce Beslb IpYT, a BCE BEllb CBOM

Z[a " Bparu BCb JIIOAH CIIOKHBIC

Bor tex xe AMCPUKaHIEB B3IATb —

HpOIIYKTLI OIJIFOT HaM BCCBO3MOXKHBIC

A Bce — Bparw, eJipu UX MaTh’'

1983
B stom Tekcte cymectButenbHoe «Kutaity pudmyerca (xora pudma U He
TOYHAs) CO CJIOBOM «CBOW»: MMEHHO YYy’KO€ €CTh CBOE — XOTA HE COBCEM, U
MMEHHO 3TO MaJIeHbKas pa3HUIIa 000TallaeT ero.

Cemuctumue IIpurosa 1982 roga o Bo3MokHoi BoitHe Kutasa u CoBeTckoro
Coro3a 3aBepiiaeTcsi BEIpaXKCHUEM HAJEXKbl, YTO B KOHIIE MMOOEIUT HE OJUH U3
MOTEHIIMAJILHBIX MTPOTUBHHUKOB, HO Jpyk0a mx HaponaoB. Ha camom nene, pedb
37€Ch HE HAET 0 ToM, uTo Kwurtaii, T.e. rocyaapcTBo, Hanagaer Ha COBETCKUI
Coro3, «ao Kuraiinel [...] / Ha Hac [T.e. Ha COBETCKHX JIIOACH |»:

Kumaiiywi, ckaxkem, HamaayT

Ha nac BoiiHO# — 4TO OyeT-10?
Kto B aTOM Acne modenut? —
Kumaiiyel, BepHO, IOOSIAT

88 IIpuros (2019a: 122). BeposTHO, HOBTOpsOIMiica cTuX «[...] 34€ch BOJOCHI TYCTO
pacTyT» HaMeKaeT Ha KOHTPACT C KHTAalCKOW KOCHYKOW Ha BHIOPUTOM rojioBe (KUT. OaHb-(a,
H:582), cTepeoTMIIOM MyKCKOM MaHpwKypckoil (¢ VI B.) m kuraiickoil (¢ XVII Bwiots 10
Hayasa XX B.) IPUUECKH.

8 B coBeTCKOM [MCKypce IpUIarareibHOE «CIOXKHBIM» 0003HAYalo0 YacTo TO, YTO HE
COBMAJAI0 C OQPUIMATHLHONM MapKCUCTCKOW HUACOJOTHEH, YTO aBTOPUTETHI HE MOTJIA pac-
TBOPHUTH OOBIYHON «THAICKTHIECKOI» PUTOPUKOM.

% Mao I[331yH AMCKPEIMTUPOBAJI XPYIIEBCKHI IIPHHIMII «MHPHOTO COCYIECTBOBAHUSY C
3amazioM KaK «COBETCKMH pPEBU3MOHM3M». Pa3HOUTEHHE KOHIA TPEThEro CTHXa: «YXK Kak
Bpean HaM HeBO3MOkHO oH» (IIpuros 2016: 530).

! TIpuros (2019a: 293). O6pa3 Peiirana B coerckoii nuteparype / Ilpuros (1997a).
http://www.kulichki.com/moshkow/akm/txt/prigov/sovetskie teksty-6.html [18.12.2018].
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A, MOeT, Halmy mooeasaT

A B o0Ouiem — npyx06a modeaut

Benb 6pamckue HapoaABI-T0 >
Koneuno, «apy:x0a HapOJI0B» — COBETCKUM CTEPEOTHII, U BCS 3Ta CTUXOTBOPHAS
pedb Oblia Obl CTEPEOTHIIHA, €ClIM OBl TEKCT HE OTKPBIBAJICA O0OOPOTOM «CKa-
KE€M», KOTOPBIM CHOBA MEPEBOJUT BCE CKA3aHHOE B MOAYC SKCIIEPUMEHTAIbHOM
BO3MOXHOCTH NpUMepa Kak aprymenta. OH IpoJ0JIKAETCsl HAPEUUEM «BEPHO,
OOBSICHSIETCS BRIPAXKEHUEM «MOKET» U KOHYAETCS COI030M «BE/bY», TPUAAIOIIUM
TEKCTY BHJ JIOTHYECKOTro BbIBOJA. [Ipu 3TOM, KOHEYHO, MPEANOJIOKEHHUE YTO
KUTANIbl HaNaayT Ha PYCCKUX MPOTHUBOPEYHUT 3AKIHOUYECHUIO, YTO 3TH HAPOIBI
«Oparckue». DTO 3HAYUT, YTO TEKCT ONEPUPYET IITaMIIaMH, KOTOPbI€ MUMEIOT
MaJjio OTHOILLICHMS K JIEUCTBUTEILHOCTH. B TaKOM KOHTEKCTE KMTAMIIBI SBJISIIOTCS
JUIIH TTPUMEPOM IITAMIIOB OOIIEH MOJIUTHIYECKON PEUH.

«H3 neBsHOCTOMIECTHKONIEEUHOM TeTpanuy» / (J]abns cOopruk) / 1976%:

OHu Tak BEPHO HAM CITYKUIH
Kwuraiims! xentokoxue

W HecMOTpst MBI ¢ HUMHU JPYKUITU
Ha 10 4uT0 XenTokoxue

%2 Tpuros (1997a). Bonee nosauss my6nukamus (IIpuros 2016, 148) omyckaeT 4eTBepThIi U
MATBIA CTHX. 3amMedyaTeNbHO, YTO CTUXOTBOPEHHE MHUIIETCS UMEHHO B TOM TOAY, KOT/AA IMOs-
BHWJICS COBETCKHUM KMHOMMIBEM «I ocymapcTBeHHas TpaHuiia. BocTouHbIi py0ex» 0 COBETCKO-
KUTalCKUX MOTrpaHUYHBIX KoH(muKTax 1929 rona.

%3 TIpuros (2019a: 96). B ornuune or Mapka JIunosenkoro (2019a: 15), Mbl BUAUM B 3TOM
TEKCTE HE OTKa3 OT KOHIIETITOB BEUHOCTH U Hapoja. OHU B KAKOH-TO MEpE OTPAKAIOT CMEHY
OTHOIIIEHUH COBETCKOT0 TOCyJIapcTBa M BCIEJICTBUE ATOIO M MHOTMX COBETCKUX JIIOAEH K
Kuraro u xutaitiiam. Cp. ero «Ctuxu B mpo3e» 1981 roga 06 oOpa3e KuTaillieB B MEHTaIbHON
MOJUTUYECKOU reorpaduu oTia (a He cBoel coOcTBeHHOI): «OTten Mot 1o cepenuubl 60-x
roJI0B OYE€Hb JIOOWI KHUTaileB U ropopui: <Botr Benp Haumsa! CoOpanuce — U BCeX MyX
YHUYTOXKMUIM! DJIaKk OHM paHblle HAC U KOMMYHHU3M HOCTPOsT>. / A mocie cepenuHsl 60-X oH
y)Ke He IoOun kuTaiieB u roopwi: <Bor Beap Hauusi! CoOpanuch — M BceX MyX
YHUUTOXKUIU. DJIaK OHU U BEChb MUpP YHUUTOXUTb MoryT>» (Ilpuros 2016: 50). I'uruenu-
YecKoe YHMYTOXKEHHE HACEKOMBIX OTOXJIECTBIIETCS WM C IOCTPOWKON HaIlMOHAJIBHOTO
OyayIiero, Win ¢ YHHYTOXKEHHUEM BceX coceneil. JleHcTBUTENbHOE MM MHUMOE M3MEHEHHE
MOJIUTHYECKOTO COOTHOIIIEHUS CTPpaH MEHsAET o0pa3 cocena (T.e. uyxoro). OcBoOOXKaeHNE OT
NPEJPacCyIKOB U B OTHOUIEHWU JAPYIMX 3THOCOB JIOJDKHO MNPHIATh XYJOKHHKY U €ro
nyOnuke HanOOJbIIYI0O CBOOOIY CyXICHMU: «Sl MpHHAN Ha cels ClyXKeHue: s — AeATelb
KyJbTYpBL. [...] OCHOBHOE MOE CIy’)KEHHE HUMEHHO KyJbTYpHOE, U B ATOM OTHOIICHHUU S
MIOCTaBJIEH JUIsl TOTO, YTOOBI IBUTh CBOOOAY B IPEICIbHOM €€ 3HAUE€HUH B JTaHHBIII MOMEHT»
(ITpuros/Ilanosan 2003: 107).

% Cp. 06 5TOM 37eCh MOBTOPHO C SCHO OTPMIATENHHON LEHHOCTBIO YHOTPEOIIEeMOM
CTEpEOTHIIE CHOCKA 62.
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Teneps oHu Bce Mao ciysxar
Kurtaliip! )KeITOKOXUE

W ¢ HaMu ApOCTHO HE apykKaT
Bunatn 4To xenToKoKue

He OynyT cHOBa Ham CITyUTh
Kumaiiywl xxenTokoxue

U 6ynem cHoBa ¢ HbMH [Sic!] IpyKUTh
ITyckaii uTo KenTokoXKue”>

[...]

Ha ®opae 1p, [ToGene

Kak mapiman Ml enem

He y3naHb! egem

K noru6ens-nobene’®
B mukne «Ilomnas u oxkoHyaTenpHas modena» 1982 r. modTHYecKuil CyOBEKT
[Tpurosa Oeper obpaTtHO «CioBa MIOXUE» NMPO «CTPO» KUTAMIEB U UX OTHO-
HICHUU K PYCCKUMH. DTUM HUCIpPaBICHHEM OOpalleHus K JpyruM HapojaM OH
MOTYEPKUBAET PEISTUBU3M CBOUX CYKICHUM:

Kuraiisl, K c4acTHIO BECTHMO

Brixonst Bce ke 4To Ipy3bs

JKus3Hb Tak cioxxHa HeB06pa3I/IMO

Yro faxe BBIPA3UTh HEL3S
Y [IlpuroBa BcTpe4aeTCs M CTUXOTBOPHOE YIIOTPEOJICHHME HAUMEHOBAHHUS
ctpanbl Kutail ¢ reHJepHbIM 3HAUYEHUEM, NPUYEM >KEHCKUN T'EHIEp Ha3BaHUA
crpanbl «Poccus» mpoTHBOMOCTABIAETCS MYKCKOMY poay HasBaHus «Kwuran»
TakuM 00pa3oM, YTO MX COBMECTHAs *U3Hb / COBOKYIUICHHE JACT CEMBbIO U —
MHPOBOE I'OCHOACTBO:

Poccusa — JKCHIIIMHA U MAaThb

A BoT Kumati — My>CKOTO poja

Poccueit MOXHO ITOMBIKATh

OH xe pPOAUTECIIb €CTh Hapoda

Korna Ov1 ux 00bE IUHUTH

B ogHy cemMeinCTBEHHYIO ITapy

To MOHO OBLIO OBI TIOOUTH

JIOCTaTOYHO U MUPOM IIPABUTh >
[Ipn 3TOM mNO3THYECKHI CYOBEKT BUPTYO3HO HUIPAaET CO 3HAYCHUSIMU pU-
MYIOIIUXCS CJIOB «POJa» «HApOAa», KOTOPhIE CHOBA 00pa3yeT (uUrypy STUMO-
jgoruu. CeMbl «JII000BB» U «IIPpaBUTB» (T.e. BHaCTB) CTaBATCA B ITOKAa3aTCIIbHOC
COCCACTBO, KOTOPOC BIMCBIBACT HA3BAHHC IHUKIIA, ((I/ICerHHOCTB / Ha 010~

% TIpuros (2019a: 97).
% TIpuros (2019a: 99).

%7 ITpuros (2019a: 290). 3neck noguepKUBAETCs NOKA3ATENbHAS PA3HULIA MEKY CIOKHOCTBIO
OTHOIIIEHUS K IPyrOMY HapOIy U €ro (HEBO3MOKHBIM) aJICKBATHBIM SI3IKOBBIM BBIPAKECHUEM.

%8 Tpuros (2019a: 279).
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BOPHBIX Hauanax, / umu / Cie3sl repaibIudecKon TyIiny, B KOHTEKCTHI OpayHbIX
KOHTPAKTOB W B TOCYAapCTBEHHYIO SMOJIEMATHKy OapOYHOU KyJIbTYphL. XOTS
MeTadophl «CEMbsl HAPOJOB» B TEKCTE HET, (DOHOBO MPHUCYTCTBYET (KOHEYHO,
UPOHUYECKOE) TIPEIOIOKEHHIE, YTO COITUOJIOTHSI COCYIIIECTBOBAHMS HAPOOB, IO
CYIIECTBY, COOTBETCTBYET COIIMOJIOTUN COCYIIIECTBOBAHUS YJICHOB CEMHU.

B Tom xe nukie Ilpurosa mostuyeckuii CyOBeKT M300pakaeT camoro ceods
KaK CYILIECTBO, KOTOPOE COCTOUT U3 TpeX (HEyMHBIX) HATyp, MepBasi U3 KOTOPHIX
— ciabasi, KypuT U MbET, BTOpasi — CUJIbHAs, BCTYMAET B MapTUIO U yYaCTBYET B
0OIIIeCTBEHHBIX CyOOOTHUKAX, @ TPEThsl — MIJIAs, HEXKHa, JIF00smas. MimenHo y
ATOM HATYyphl, KpoMe oQUIIHAIbHBIX HeapyroB COBETCKOIO COr03a, T.€. ajraHies
U aMEpUKaHIEB, 00BEKTHI JTIOOBU — KUTaMIbl. OTHAKO OOBEIUHEHUE BCEX ITUX
HApOJIOB MPOUCXOJUT HE BO BPEMSI COBMECTHOI KM3HU, a TOJIBKO MOCIIE CMEPTH,
JUIIb B MOTHUJIE:

A Kak TpeTHs HaTypa

Bot yx nypa Tak yx aypa
Bcex xorena nonoours’’
JIroneii-bora mmonmo0ouTh
W kumaiiyes momoOUTH

U adranieB moaoOuTh
MCpI/IKaHHCB MMOJTIIOOUTH
Kaxk natype Takoii ObITh
Yr100bI BceX 00BEINHUTH

A BOT Bcex o0beAMHUIIA
Opna xapkast MOruia
Omna xapkasi: KaK KHU3Hb

OueHb %KapKo yk B Hell xuth' %

[IpenyBenomnenne k uukiny «llomHas u oxoHuarenbHas mnoOema» (1982),
no0aBlIeHHOE JBa Tojla CIyCTs, CTaBUT nobdenbl Haj ['epmanueii, Snonueit u
KutaeM B oauH psig M MpUIaeT UM YHUBEPCAIbHBIM, HO U YK€ MPHUCYTCT-
BYIOIIMI XapakTep. JTO 3BYUYUT Kak OTrosiocok crarbn Kanta «O BedyHOM
mupe» (Kant 1795). Cnoo «IlobGema» mumiercs 31ech ¢ OOIBIION OYKBBI, H
MOATUYECKUM CYOBEKT Ha3bIBAaET €€ KaK B TPAHCIECH/ICHTAJIbHOM CO3EpIlaHUU U
Pa3MBIILICHUH Ka4€CTBOM KaXJI0TO YEJIOBEYECKOTO COOBITHUS:
Uro takoe Ilobena? Hy, sTo sicHo — mobena Han ¢ammctamu, nodena Hax Smo-
HHeﬁ, 1'[066,[[21 Hazjg Kumaem n T.O. Ho ITonnas u OxoHuaTenbHas HO6GI[8. — OTO
YTO-TO HE3JCIIHCE, HE3EMHOE, 3TO M3 IIOCICAHUX HUCTHH W YasHUH. DTO UYTO-TO
HEBO3MOXKHOE HO JIOJDKHOE. DTO HE CyMMa Bcex Menkux nmoden. OHa BBIINIE UX.

Omna yxe 31eck. OHa Bceraa 371ech. Bes Halla sKM3HL Bee HALIU MEJIKUE COOBITHS
— B ee orcBeTax. !

% Cp. oObsAcHeHHEe B JIOOBM MHOTUM Jpy3bM M HapojaM, BKIIOYas U KMTaHCKOMY, B
«OTtkpeiToM TiicbMe» 1984 roma (ITpuros 2013: 177).

100 TTpuros (2019a: 282).
101 TIpuros (2019a: 284).
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B Ttom xe romy IlpuroB Hazmemnser moaTudeckoro cyownekra mukia «VcKyccTBo

IpHHAJIEKATH HApoay» %2 MOHMMaHHEM KMTAMILIEB KaK Ipy3eii:

Kumatiywsi, k cq4acTuO BECTUMO
Brixondr Bce ke 4To py3bs
Ku3Hb Tak crnokHa HEBOOpa3uMo
Yo naxe BbIpa3uTh HEJb3S

[Toatomy Gepy ob6patHO

CrnoBa maoxue npo ux cTpou
Ho npaBo HenuuenpusiTHO
CynuTb X — BCe e 3a cO00H

1 ocTaBngrO

Bot o Peiiran x cebe ux manmi'

3aBiieKall 30JI0TBIMU OOBATHIMU
Ho bor atoro He nomyctui
[Toromy uTO C KUTaWLIaMH OPaThsI MBI

[TopoAHUIUCH MBI TUIOTHIO U ME(paMI
[TopoaHu HaC POAUMBIIA TITaMOaT
[ToTomy uTO ¢ KUMatiyamu — CKU(PBI MbI
A Bbl — 61U ¥ 3103 uaTerpan '™

B mno3maux crtuxax IlpuroBa BcTpewyaeTcsi HEOXKHUAAHHOE OTOXIECTBICHUE
Mockssl ¢ Tubetom, gacteio Kutast, koTopas ¢ 60JbIINM TPYJIOM CTPEMIIIACH U
crpemurcsi K He3aBucuMocTh. [loxg Ha3zBaHneM «BCEOT3BIBUMBOCTH PYCCKOM
oputsoii / 1991»!%°, xoropoe mponuyecku OrchiIaeT K IlymIKMHCKON peun
JIOCTOEBCKOTO, BBIACISIETCS CHOBAa OTKPBITOCTh Oyaylied TOpOrd PyCcCKOro
Hapo/ia B OTHOLIECHUHU APYTUX 3THOCOB. [loquepkuBas « Bo3MOXHOE», 3T CTUXU
B IIPUHIIMIIE OTKA3BIBAIOTCS OT CTEPEOTUITHOTO 00pasa APyroro Hapoa:

3anymanHas kak Tubem

Bo3moskHOoe 605keCcKOi TOBUTBEI

MockBa B3JIbIMaeT CBOM XpeOeT

Cexky1ieil BHCOKOCHOM OUTBBI

YroOsl naymuit Ha Bocmok

Wnu 1a 3anao nnm npodbst
Bcerna 6 moapesain cBoit pocTok

102 TIpuros (2019a: 289); Ha3BaHue nepeBopaunBaeT Gpasy, ckazaHHyto JIeHUHBIM B Gecesie ¢
Knapoii LleTkuH.

103 B anpene 1984 rona amepukanckuii nmpesuaeHt Peiiran nocetun Hapoanyto pecry6iuky
Kuraii. B pomane «Karta Kuraiickas» npotuBononoxxenne Kurasg u CHIA cHumaercst o61-
HOCTBIO aTOMHOM yrpo3sl 06enx crpad B oTHomeHun CCCP (ITpuros 2013: 691).

104 TTpuros (2019a: 290).
195 TTpuros (2017: 305).
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Jo ypoHs Anbiaunp Oubs'%
Eif eTMHCTBEHHOTO Ha BceX 3amanHoro Y’

6. Kumaey u Kumati kak snemenmol UpoHu4eCcKol 3amerbl 00paujeHutl 8 cepusix
cmepeomunos

Korna Kuraii mosiBnsiercs B kutaiickom tekcre IIpurosa!® kax crepeorun, on
CTAHOBUTCSI AJIEMEHTOM HMPOHWUYECKON 3aMeHbl B OOpaIIeHHH W TPOU3BOIMT
MEpLIaHUE€ HMMEH 3THOCOB. ABTOp HEPEAKO BBICTPAUBAET IEJIbIE CEpUM HMEH
ATHOCOB B OJIHOM Dpsiiy ¢ Kutaiiiamu. B nukie «MockBa u MockBuun» (1982)
MSATUCTOITHBIA SIMOMYECKHU DS BKIIOYAST W KUTAMIICB B HACEJICHHUE PYCCKOM
CTOJIUIIBI:

O APCBHOCTHU 3ACCHh HEMIIBI U MTOJISAKU

Kumaiiybt 1 MOHTOJIBL, ¥ TPY3HHBI

Apwmsne, accupuiingl, nygen '
JIBymMs rogamu panee [Ipuros BkiIrOUMI B UTPoBYyr0 «BToporo A30yky» aHaio-
TUYHYI0, B OTOM CIly4ae TPEXCTOMHYIO SMOMYECKYI0 Cepui0 UMEH (crepBa
COBETCKHMX, MOTOM HE-COBETCKHX) 3THOCOB, KOTOpas JIOMAETCSl YEThIPEXCTOI-
HBIM XOPEEM TPEThEro CTUXa U CEMAaHTUYECKH TaKUM 00pa30oM, KaK Ha3BaHHas B
MOCIIeTHEM CTUXE «OomOa», HapyllaeT MHUPHOE COCYIIIECTBOBAHHME HapOJIOB.
BocknunarensHplil 3HaK 0003HaYaeT 0OpalieHue K Hapoaam:

V36ek! Tamkuk! ['py3un!

Opaniry3! Kumaii! Upan!

B3poiBel! bom6s1! Tapapam!

198010

VYxe B «llepBoit A30yke» [IpuroB BOCIPOM3BOJUT COBETCKHE MPEAPACCYIKH
UPOHUYECKHU, KAK CTEPEOTHUIIbI, TPUUEM MAPKCUCTCKOE HAPEUUE KHUCTOPUUYECKI
3nech o4eHb d(PexTHO pudmyercs ¢ MmoapazyMeBaeMbIM IPUTOBCKUM Hape-
4HEeM «MPOHHYECKH»: ! !!

106 310, BepOATHO, UTPOBOE COYETAHME, UMUTHPYIOLIEE reorpapuueckoe Ha3BaHHME «AJIbI-
muarp Oube» (BO3MOXKHO, oT ,ad libitum‘?). «Oubs» — Ha3BaHHE (HUHHO-YTOPCKOTO TUIEMEHH
[Tpuypanps.

197 TIpuros (2017: 308-9).

108 Tepmun «xuraiickuii Tekct» npemnoxuna Anna Kpacrospoa (2019: 4) mo mozenu
«IletepOyprckoro tekcta» Tomoposa (1995). Ognako B cBoel comepx)aTelnbHOM padoTe OHa
BIIOJIHE YITyCTHJI U3 BUAY counmHeHus [IpuroBa, KOTOpbIE HE MOATBEPKIAOT €€ TE3UC O TOM,
YTO «OCHOBHYIO pOJIb B HEM [B KHUTAHCKOM TEKCTE| WTpald PEeaTuCTUYECKHE TPaIuliH
pycckoit muteparypsl.y (Tam xe: 232).

199 TTpuros (1988: 78).

19 TTpuros (6.1. a).

1" TIpuroBckoe MpOHMYECKOE IIEPEOCMBICIEHHE CTEpeoTHNa Kuras oTivgaercs OT

uponndeckoil urpsl Mckanngepa (2003: 188), koTopblil B Mpo3e O BOCIIOMUHAHHM JI€TCTBA
«Bpems cyacTinMBBIX Haxo[0K» nepezenan ctux JlonmaToBckoro «JIro6uMelil ropos B cuHEH
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I/IMHepI/IaJ'II/I?;M MEPCIKUBACT CBOC BLIPOKACHHUC

Kumaey TOTOBUT OIISATH POBOKAIHIO

KoMMyHM3M — 5T0 NoIHAas 3nekTpudukanus '

JleHnH Tak cka3al UCTOPUUYECKHU

1980

B cruxorBopenun «BoT nBeTouku noaesbie» 1981 roga MotuB o0siaka OTKpBHI-
BAa€T TEKYYECTh CYIIECTBOBAHUSA YEJIIOBEKA BO BPEMEHM MMEHHO Ha IIpUMEPE €ro
reorpaduueckoro nepemernienus (u3 CCCP) B Kuraii:

BoT 1BeTOUKH MOJIEBbIC

A HaJ HUMHU B BBICOTE

[IponeraroT Ko4YeBbIE

Ob6naka, 1a yx HE Te

Yro GbIBAIO MPOJIETAIH
Buu3 riranenu Ha 0BETOK
Te naBepHO yx B Kumae
Ecnu Betep Ha BocTok

Tak ¥ MbI BOT TPOKHBAEM

FJ'IHI[L — a JKM3Hb YK€ HC Ta

A Ta xu3Hb yxe B Kumae

Jla 1 Tam ysk npoxuTa'l?
B xuure «Hammcarnoe ¢ 1975 o 1989y Takomy koueBOMY OBITY COOTBETCTBYET
B3aMMO3aMEHSAEMOCTh MPUHAJICKHOCTH K CTpaHE: MOITUYECKUM CYOBEKT Kak
OBl It TPOOBI MeHsieT cBoM sTHOC. ! TIpy momomu kak 6yATO 3aMKarOLMIErocs
MOJAJBHOTO BbIpaXKEHUsI «Obl ObLT ObI» MpejjaraeTcsi BO3MOXKHOCTb ajbTep-
HATUBHOW, a WMEHHO KHTalCKOW Oworpaguu, BMECTO HEMEIKOW, a TaKxke
PYCCKOM WJIM aMEPUKAHCKOW HAIIMOHAIBHOCTH, YTO OKAa3bIBAETCA YUCTOU UTPOU,
XOTSI B KOHIIE TEKCTa CTOUT KaXKyIEecs ONPEACICHHBIM U3bIBUTEIILHOE YTBEPXK-
neHue. B mepBhIX JBYX CTHXaX, KaK U B MATOM CTHXE, KUTAWIly MpPEISIOKEHO
MMEHHO HEMELKOE Ipa)k1aHCTBO:

Korma Ob1 ObL1 OBI 81 KUmMatiyem

To st xoTen Obl HEMIIEM CTaTh
Ho pycckum — Bps 11, 4eXoM — BpsiJ JId

JBIMKE TaeT...» B MPEACTaBICHUU CBOEr0 MaJIeHBKOTO repost B CTPOKYy «JIroOuMBbIi ropox B
cuHeM abIM-Kuras». Takum obpazom crepeorun Kuras npeoOpasyeTcst B UMaroTHII TastHUS.

12 Ha camoM ziene, u3BecTHOE m3peueHue Jlenuna roacut: « KOMMyHH3M — 3TO €CTh COBET-
CKasl BIIACTh IUTIOC ATeKTpuuKamnms Beei ctpanby. Jleann (1970: 30, 159).

3 TTpuros (2017: 281).

14 B npurosckom nukie «Hesecta I'mtnepa» 1989 roma cam I'utiep B pasrosope ¢ Epoi
bpayn mensier cBoro HaiuoHaiabHOCTh Ha kuTaiiua (IIpuro 2013: 246), uyto, KOHEYHO,
MepevYepKUBACT U PAcH3M, U HalmoHAIM3M «dropepay: «5 roBopro: Tel uTo — Kumaey? / OH
oTBevaetr: na, kumaey! —» (IIpm 3TOM He sICHO, BKJIIOYAET JM 3Ta UIrpa U H3HAYAIBHYIO
aBCTPUICKYIO HallMOHAJIBHOCTH ['UTNEpa).
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AMepuKaHIIEM — TOXXE BPSIT JTU

Kumaiiyy mydie HemIieM ObITh '
KapuaBanbHOCTE 3TOTO cOoOOpaxeHusi ciemyetT u3 ¢oHoBoro (o I[lpuromy:
AQHEKJOTHYECKOTO) 3HaHUSA O TOM, 4TO caM IIpuror ObLI HEMEIIKOTO MPOUCXOXK-
neHusda. VMMEHHO 3TO NpuIaeT CIEeAYIOMM IOCJE 3TOTO0 CTUXOTBOPEHUS
TEKCTaM, OTPHUIAIONIMM BCSIKOE OMNpE/eNICHHEe HAIMOHAIBLHOCTU, SIKOOBI MpH-
YHUHHO-CJICJICTBEHHBIN, HO Ha CaMOM Jejie TPOTECKHBIM XapakTep. IDTO IMOI-
YEPKMBAETCS HEJIOBKUM OCYILECTBIEHUEM UYETBIPEXCTOITHOIO PUTMA IIPU TTOMO-
1IM [IOBTOPA MPEAJIOTA «I10» B MOCIEIHEM CTUXE:

Ho y> MOCKOJBKY €CTh 51 pyCCKHit

To HEMIIEM MHC Y7KC HC CTATb

U pycckuM Toke MHE HE CTaTh

ITo Toit e camoii no npuunne''®
ODTHUYECKas NPUHAJICKHOCTh OKA3bIBAETCS CTEPEOTUITHOM TaBTOJIOTUEH, a
peanu3aius YeTBIPEXCTONMHOrO sSMOa IPH TIOMOINM HEYKIIFOXKEro ITOBTOpa
MPEJIOTa «I0» — CHOBA HAMEPEHHOW, XOPOIIO PACCYUTAHHOU CTHIMCTUYECKON
«OIITHOKOI».

[Tox tTutynom «Manbiit utatHuk / (ITTururatauk) / 1981» roma TeKCTOBBIN
CyOBeKT (MBI B 3TOM Cjydae MpPEANOYNTaeM ITOT TEPMHH, IIOTOMY YTO
JEHCTBYET HE TOJBKO MOATUYECKUH, HO M TaKOW MPO3anueCKUi CyOBEKT, KakK B
«IIpenyBenomiieHHNY, TIPEAIICCTBYIONIEM CTUXaM-IIUTaTaM) o0emniaeT «BhIOOp-
Ky M3 Kiaae3s HapoaHOW MynpocTtu». B kpyre cemu «uumrat» OH JaeT B
TPEXCTUIIINU JIBE CCHTCHIIMU-TABTOJIOTUM B PA3HBIX CUHTAKCUYECKUX U SI3BIKO-
BbIX (popmax:

Kuraii He 6oapre uem Kurait

CuieH 1 BO MBIH bl JIOY Ta re! (KUT.)
CMmepThb 5TO MOJTHAsI 1 OKOHYATENIbHAs modea Hall xu3Hb0 7

[lepBas «TaBTONOTHS MPEICTABISAET «HAPOIHYIO MYAPOCTHY» B CTHIIE KUPTH3-
CKOM TIOrOBOpKH «SI010K ObIBaeT He Ooumblie, YeM cTeOenbkoB»!!'® mpuuem
CPaBHUTEIIPHOE BBIPAKEHUE «HE OOJIBIIIC YeM» SIBJIICTCSI CHHOHUMOM He-CpaB-
HUTEJBHBIX BBIPAKEHUM «TOJIBKO» U «Kak pa3y». [Ipemmomaraemoe HepaBHO-
Becue Mexnay «Kurtaem» Hadalla 4eTBIPEXCTOIHOTO sMOa TEPBOW CTPOKH H
«Kuraem» ee koHia (6€3 TakOro HepaBHOBECHS CTUX OECCMBICIICH) COCTOUT B
Pa3HUIIE MEXKTY CTPAHOW B MPEATOIOKEHHUH MPEIOoNaracMoro OIEHIUKA U €€
JIeUCTBUTENHHOCTRI0. CEHTEHIIMI0 MOXKHO JaTh B MEHEE IpPHUBICKATEIbHON

dopme: «He nymait, yto Kuraii 6oJibiiie, 4eM OH eCcTh», — WM Kopode: «Kuraii

15 TTpuros (1997s).
16 Tam xe.
17 TIpuros (2019: 682).

118 Poccoxun (2018). He MCKIIIOYEHO, YTO YMTATedb ACCOLMUPYET M IPECIOBYTHIA CTHX
nosmel «bparckas I'9C» Eprenus Eprymenko 1964 roma: «Ilost B Poccun Gonblie, yem
no31™» (EBTymenko 1967: 64).
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kak pa3 Kutail» wim «Kutaii Tonbko Kutai»y. OgHako clenyronui «KATaii-
CKHI CTUX (KUpUUTHYeCKUMH OykBamu!) « CUJICH IITM BO MBIH JIbI JIOY Ta re!» u
€ro pyCccKHil mepeBoi B TpeTbeM «CMepTh 3TO MOJIHASI M1 OKOHYaTeIbHas modeia
HaJl KM3HBIO», — JIalOT MPUYMHY, COMHEBATHCS B TOM, YTO Ha CaMOM JieJie
«Kuraii — Tonbko Kutaii». A KaK COOTHOCATCS APYr C APYTOM 3TH JBa «TaB-
Tonornyeckux» ctuxa? «Kuralickas» CEHTEHIMsS BBOJUT CMEPTh KaK MOTHB U
TaKUM 00pa3oM CBS3BIBACTCS C PACCMOTPECHHBIM paHEE CTUXOTBOPEHHEM O
BO3MOxHOU BoiiHe Kurtas u Poccun. OgHaKko 3TO UpOHUS, KOTOPAs 3aKI0YaeTCs
U B TOM, YTO CTHX O moOele CMepTH IepeBOpayMBaeT HaMHOro Oojee pac-
IPOCTPAHEHHYIO MBICIIb O TOOE/IE JKU3HU HaJl CMePTHIO. !

B nukne «KoBapHble BONpoCskl M HEBO3MYTHUMBIE OTBETHD (1999), KoTOpPBIN
3asBisgeT B «[IperyBegoMiaeHU», YTO UCTUHHBINA OTBET Ha BOIPOC MOXKET J1aTh
JIUIIL TOJBKO TOT, KTO CaM CHpalluBaeT, Jupuueckoe S (He-kuTaen) 3a7aeT B
KOpoTKoM auaiore'?’ ompoc, Ha KOTOpBIA, OTKJIOHASACH OT JTOrO IMpPaBMIIA,
BBICKA3aHHOT'O CaMHM TOBOPALIMM S MPO3anuecKoro MnpenyBeAOMIICHUsS], OTBET
JIaeT, OJTHAKO, «ThD» (KUTACII):

9ro Kumau? —
Yeprt ero 3Haet! —

Hy Tb1 xe kumaey!

He Gosbiire uem To1'2!

CHOBa CTEpEOTHIl pa3IaMbIBAE€TCS — B 3TOM CIIydae KIMIIE O KUTaWIle, KOTOPBIH
JIOJKEH 3HATh, 4TO Takoe Kurail, — u 3ameniaercst TE3MCOM O TOM, UTO Ipe.-
CTaBHUTENb JIPYrOM CTpaHbl 3HAET €r0 HE XYK€ CcamMoro Kuraiina: «21o [1u]
Kuraii?». Jlpyroe, u naxe 0ojee MmioA0TBOPHOE UYTEHHUE 3TOTO CTUXA, OTHOCHUT
CJIOBO «OOJbIIIE» HE K TJIArojly «3HaTh», a K CYIIECTBUTEILHOMY «KHUTaely. B
ATOM CJIydyae PYCCKUM YEJIOBEK TaKOW K€ KuTael. DTO 3HAYUT, UYTO KaKIbIU
YEJIOBEK — KUTACI], U BCIEACTBUE ATOI0 3THOHUM IMOJHOCTHIO JIMIIAETCS CBOETO
3HaueHus. HeynuBHUTENbHO, YTO B TAaKOW S3BIKOBOM WIPE 3aMEllaH JbSBOJ:
UMEHHO OH (sIK00k1!) 3HaeT, yto Takoe Kuraii!

B nukie «Bupmm Ha kaxasii aeHs» (1979) BcTpeyaeTcs cTUXOTBOpPEHHE, B
KOTOPOM HECKOJIBKO pa3 MEHSETCS Hallus JKEHIIMHBI, JIOOSIIEH MO3TUYECKOT0
cyOBbeKTa, MpUYEM «KUTAWKa» CTOUT MEXKIY SMOHKOM M (DMHKOU-HOPBEKKOM.
KoncTanra 31ech — Hepycckas HApOJIHOCTb JKEHUIMHBI, @ TAOUTYC JKecTa MyXkK-
CKOTO XBACTOBCTBA HK30TUUYECKUMHU JIFOOOBHBIMU MOXO0XKICHUSIMHU U300pa)KeH B
KapukarypHoMm Buje. [Ipu 3Tom HazBaHue nukina «Bupum Ha kaowcowii AeHbY

119 Cp. «Ilacxa — mobena *U3HH Haj cMepThio.» http://www.cgazeta.ru/2010/6/717-pasha-
pobeda-zhizni-nad-smertyu.html [12.12.2018]. Cp. ¢unocodemy, 4To 4ea0BeK — KUBOTHOE,
KOTOPOE 3HAET O COOCTBEHHOW CMEPTH.

120 yGexnenue, uto IIpuroB OTBEpraeT JMAIOrHYECKOE CIOBO, CaM MOJT OTBEPraeT YkKe
IPOLUTHUPOBAHHBIM OTBETOM Ha Borpoc bpururre O6epmaiip (2003: 218).

2 TIpuros (20196: 750).
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paznaMbIBa€T MOTHUB SK30THYECKOW JIOOBU (KaKIOJAHEBHOE HE MOXKET OBITh
BKBOTH‘IGCKI/IM) .
AX, KaKk MeHs OJIHa SAMMOHKA JIF00MIIa

Omna ObuTa IPEKpAcHa, TPOCTO Yy, 1a U BCE OCTATBHOE
OBLIO MHJIO

Kak-To0 0COOEHHO MO-SIMOHCKU YHCTO U HEXKHO
A MoeT ObITh, OHA ObLIA HE SAIIOHKA, a KUmalKa, 1 naxe OOJNbIIE
— (uHKa-HOpBEKKa' 2

Ocob6oe mecTo B KuTaiickoM Tekcte [IpuroBa 3aHMMaeT NBEHAIIATUCTPOYHUK
u3 nukna «XKenckas nupuka» (1989), kotopylo OH Ha3Bal U «JIMPUKA MO
npeumymecTBy». ' CooTBeTCTBYyIONIEE TPEAYBEIOMICHAE MOTHUBHPYET IIE€pe-
XO0J1 TIOATUYECKOT0 CYOBEKTa B «KEHCKOTO MO3Ta» «UUCTOU Mol3ueit». B Tpa-
TUIAA MHE(PUIECKOTO 00O0POTHS KEHCKUI TOITHYCCKUM CYyOBEKT IPEBpaIiaeTCs
B JICTSIIYIO KYKYIIKY, & €€ TeJIO CheAaloT BOJIKH, XOTS (KaK TOBOPUT TEKCT) W
BO3MOXHO, YTO OHO CTPAHCTBYET C KUTaWIEM. 3]I€Ch MOTCHUUAIbHBI HOMa-
JIN3M CBSI3BIBACTCA C 9K30TH3MOM FO’KHO-BOCTOYHOT'O COCEA:

B uncrom nosne s rynsna

I[a Ha TpaBKYy IIPpUJICTJIA

A 1moka Tea0 OTABIXaNo

Sl Ha Bpems nepenia

B cuHernasyro KyKyuky

[Tonerena-npunerena —

Hery tena Ha onymke

Bonku crenn moe Teno

A MOXeT, IIec CKHUTaeTCs

bes MCHA, MOXKET C Kumam;em

Kakum

XKuser'?*
[Ipy moMomM MOTHMBA KMTAaKWCKOTrO aHTpomnoyiorus IIpuroBa OTKPBIBAET 3/1€CH
IEPEX0]] KaK 4Yepe3 TeHACPHbIE, TAK M 4YEPE3 300JIOTUUYECKHUE U ITHUYECKHUE
rpaduIibl. KpaTkocTh SMOWYECKHMX CTHXOB KOHIIA TEKCTa AaKICHTHUPYET O3TH
OeJple CTUXU € TTOYEPKHYTON aBTOHOMHOCTBIO Tella.

[IpucyrcTByer B ctuxax lIpurosa m yxe yrmoMSIHyTbIA CTEPEOTHII <«OKEITHIN
Kwuraii», KOTOpBI BKJIKOYAaET MUMAroTHN LBETa, & B JTOM CIy4ae COLEPKUT
UPOHUYECKU JBOMHOI IMOBTOP 3THOTrPa(UUECKOro MpUIaraTeabHOr0 M €ro
IPOTHUBOIIOCTABIEHUE «IIOJMOCKOBHOMYY». LIBET e 3/1ech MPUIIHCHIBAECTCS HE
KHUTAlIly, a COJIHIYy, KOTOpOE€ CBETHUT B KuTae M 1O aHamoruu UBeTa mnepe-
BoIuIomaercs (Kak oKaspiaercs, ommubouno!) B gomamnee [Togmockosse ' %:

122 TIpuros (2016: 67).
123 TIpuros (2013: 212).
124 TTpuros (2013: 214).

125 Cp. u motuB «XKenthiii Hape» B Tekcre «llaph Genblii, Haph KPAacHBIA M IIPOYME LAPH»
1985 roma (ITpuros 2017: 191). XKenTelif 1BET B CBA3M C KUTAWCKUM TEKCTOM IMOBTOPHO
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Kumaiickoe xentoe CONHIE CaauTCs

B xumaiickuii TMMOHHBIN 3aKaT

Ckaxxu MHe, Kumaiickas Bemas rnruma ' >
TBoii 100 HECKa3aHHO MOKAT

['11a3a TBOM MoJTy3achImaHbl CHETOM
OriepeHHBbIN POT KaK CBUBBE

OnsTh 1, OISATH I HSCYACTHEIN omuoCs
VBEI MHE!

OnsTs 1, ONATH PO CBOE

IToaMockoBHOE
1993127

B npyrom mecte IlpuroB TpancpopMHUpYyeT CTEPEOTHIBI NMEKMHCKON YTKH U
KUTAMCKOW KyXHH B MIMAaroTUI COOCTBEHHOM MO3TUUYECKOW MPaKTHKU. BBOAUTCS
TakoWd HaOJIIOATeNb 3TOr0 JEHCTBUSA, KOTOPHIA MOHUMAET €ro MO3THYECKYIO
NPaKTUKY, )KapeHHue apTedakTa Ha «O0KECTBEHHOM OTHE»:

[Tomxapb, moKapb MeHs, Kak HOXKKY
IIexnHCKOM yTKH UMIIEpATOP
Kumatickuti — HO COBCEM HEMHOXKKO
Uto0 ayxoBUICI U HApPATOP

Ckazan B rpsaaymeM 000 MHe:

Bot, Ha 00)KECTBEHHOM OTHE
UyTh-4yTh OMAIHIICS

Benmukuii 128

B mukne «O6pa3 Peitrana B coBerckoil nuteparype» (1983) moaTuueckwii
cyosekt IlpuroBa cHOBa TpHW TOMOIIM MPEATIONOKECHHS «CKaXeM» pPeQIiek-
TUPYET O MOCIEACTBUAX BO3MOKHOM arpeccun Kuras:

Kumaiiyer ckaxxeM HanaayT

Ha nac BoiiHoi#1 — uTo Oymer-To!?

Kto B 3TOM n1es1€ modeaur? —

Kumaiiyw BepHO obenst
A MOXeT Halu HooeaaT

ynomuHaeT Kpacnosiposa (2019: 59, 92, 114, 117, 120, 126, 132, 134, 152, 163, 193, 234),
KOTOpasi B CBOEW JMCCEPTallMU CBSI3bIBAET €r0 C MMEHAMH IpHJIaraTeJbHbIMU «30JI0TOM»,
«OpoH30BbIN» (OHA xe: 134; B ciexyrolieM HalleM MpUMepe: «JIMMOHHBINY), HO HE U3y4aeT
€ro CUCTEeMAaTUYECKU B €r0 HCTOPHUYECKOM U reorpa)ndeckoM KOHTEKCTE.

126 Vimeercs B Bumy, BepostHo, (omxyan (JBlEl), xuraiickuil Qenmke, uyymo-nruna u
IPOTUBHHUK JIPAKOHA.

127 ITpuros (1993). Ipuros sxun B MockBe Heaaneko oT cTaHiuK MeTpo «bemnseBoy.

128 TIpuros (1993). HeiiTpansHoe, Kak 6bl HEBUHHOE, HA TIEPBBI B3IV, 3HAUEHHE TIPHOOpe-
TaeT MPEIUKAT «KUTAMCKWID» B HAa3BaHWU OIOAa «KuTalickuii BaH-TOH cym» ([Ipuros 2013:
525), xotopsiii B 1ukie 2006 roma «M3 mociaenHUx» CheAaeTCs MOITUYCCKUM CYOBEKTOM B
BbensieBo, MockoBckoM kuioM paiione [Ipurosa. OmgHako 00CTOATENBCTBO, UTO YEIOBEK, KOTO-
pBIH €CT 3TOT CyI, JyMaeT O MAacCOBBIX yOMMHCTBax B MapKe, Yepe3 KOTOPBIA OH TOJBKO UTO
IpOILEN, ¥ B KOTOPBIX OH caM MOT Obl OBITh WM JKEPTBOM, WM MPECTYIHUKOM, IIpeoOpasyeT
HEBUHHOE OJIIOJI0 B YUACTHHMKA y>KAaCHBIX COOBITUH. B ropu3oHTe pensaTuBU3aliui Ha TpUMepe
KUTaUCKOTo 0JI10]1a KaXXI0JHEBHOE CHOBA CBSI3bIBACTCSI C UCKITIOUUTEIILHBIM.
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A BooO11I€C, Apyx’0Oa MOOETUT —

Benp 6parckue Haposl-TO 2
B 3TOM nHCTOpUYECKOM KOHTEKCTE BO3MOKHOCTH HamaaeHus Kuras na Coser-
ckuii Coro3 ciieryeT U3 o0CTOSITeNnbCTBa, 4YTo KuTail y)ke Haman Ha TaKou ke
coceackuii BoetHam. [Tocne moGeap BbeTHAMCKMX KOMMYHHUCTOB B 1975 roay u
BOCCOEIMHEHHS IBYX YacTel BbeTHaMa MoJUTHKA KUTAUCKUX KOMMYHHUCTOB MO
OTHOIIICHUIO K CBOEMY HOKHOMY COCENly Pe3KO m3MeHWach. Kurait moaaepxkain
«KpACHBIX KXMEPOB», TOCYAApPCTBEHHBIX TeppOpUCcTOB BO riase ¢ Ilox [Totom,
KOTOpPbI€ ObUTH NPOTUBHUKaMU BreTHaMma.

B mukne 1983 roma «OO6pa3 Peilirana B coBerckoil nuteparype» I[lpuros
HaIKUCAJl U CTUXH O KUTaCKO-BHETHAMCKOW BOMHE, KOTOPhIE UPOHUYECKU (Kak
Obl B JyXe HMCTOPUYECKOTO MaTepuaju3Ma) pacCMAaTPUBAIOT HalaJeHUE Kak
HUCTOPUYECKYIO HEOOXOAUMOCTD:

Bot Kumaii Ha BbeTHAMIIEB Hanajl
OCY)KI[aCT CT0 Hallla Impecca

Tonbko s oCcyX1aTh Obl HE CTal
Onu ToXe Beap — OeaHbIE JIFOIU

OHM IpOCTO OpyIHs B pyKax

HCTOPUYCCKUX CHUJT 00BEKTUBHBIX

PeB3pssHucTamu bor Hakasan

VM CIlyduTcs — cCaMMM XOTh HPOTUBHO >°
OTH [Ba YETBEPOCTUINHS OTACISAIOT rocyfapcrso Kwurail oT ero HaceimeHus —
KkuTaneB. IpOHMYECKON CCBUIKOM K MapKCUCTCKOW MACOJIOTUHA KUTAWUCKUN HApOL
ompezenseTcss kKak 0ecxpeOeTHOe OpyAue B pyKaX «OOBEKTHUBHBIX HCTOPUUYCCKUX
c». PeBH3MOHMCTaMM K€ PYCCKMX BOXKIEH BO TIJlaBe ¢ XPYIIEBBIM IIOCIE MX
kputuky CranrHa Ha3Ball HE KTO MHOM, Kak kuTtael Mao [I3>ayH.

7. Mao 1[320yn u Kongyyuii kax arvmepramushvie npedcmasumenu Kumas,
Kumauyes u KUumaicko2o

Ecnu He ommbaroch, a ommbaThCcsl B cily4ae OrPOMHOIO 4YUCiIa TEKCTOB U apT-
o0wvekToB [lpuroBa odeHb JErKO, TO €IUHCTBEHHBIE MEPCOHAXH W3 HUCTOPHH
Kwuras, koTopble B €ro TBOPYECTBE BCTPEUAIOTCS HEOAHOKPATHO, — 3TO MOJUTUK
Mao [[3>ayH u punocod Kondyuuii. Kuraiickuit Boxkap Mao 1[33/1yH, KOTOpBIit
COTJIACHO MCTOPHYECKUM HccienoBanusam 2! kak I'mtinep u Cranus, OTBETCTBEH
3a CMEPTh MUJUIMOHOB HEBUHHBIX JIIOJIEH, nosiBsieTcsa noj 0yksoi «YU» B «Tpu-
HaauaTton azoyke» [IpuroBa — kcratu, U 3/1eCh ACHCTBYET CUMBOJIMKA YUCET — B
OAHOM psiy C HEMIAMH, PYCCKMMH, aMEpPUKaHI[AMH W APYTHUMH, HO U C

129 TIpuros (2015: 133) u (2016: 148 m 527: Tam BapHaHT LIECTOTO CTHXA: «A BOOOIIE —
npyx0a moGeauT»).

130 TIpuros (2016: 519).
131 Dikstter (2010: 2016).
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XyJAOKHUKaMU, TMHcaTeasasMu W mneBulled. OJIHAKO TIOSABISETCSI OH HE B
HGﬁCTBHTGHBHOCTI/I, HO B TCATpaJIbHOM Hpe,Z[CTaBJIeHI/II/IBz, nuMeHHo «Ilo CIICHE»
(A30yka 13):
4.
TyT cneBa MOSIBISIOTCA TaHKU C OTPOMHOM Mymikod bepToil BO riiaBe, HEMIBI.
Cnenmom pycckue, Kutaiipl ¢ Mao /[3e-OyHom BO TIaBe, aMEPUKAHIIBI ¢ MXHUM
PeliranoMm, smoHIBI, eBpew, apaOwl, upanmbl, Apadar, [anrtuepu, Kamaddwu,
Kactpo, Ka6akos, Copoxun, I'yaanax!®, Anna ITyrauesa, BbeTHAMIIbI, KOPEHITHI,
KaMITyYUHIIbl, HUKaparyaHibl, 3()UOIIIbI, COMAJIHUMIIbI, MOJIAKH, YeXH, Y30€KH,
IPY3HHBI U APYTHE.
1984134
I'maBHOE B »TOM INEpEYHC — KOHCYHOC 3aMCYaHUC «HU APYTHUC»), KOTOPOC IIO/I-
YEPKUBAECT NPUHLUMUINAIBHYIO OTKPBITOCTH DTOrO IEPEYUCIIEHUS U TEM CaMBIM
MpCcaACTaBJACT €TI0 B OTHOCHUTEIIbHOM IICPCIICKTUBC.

B rnaBe «Opranbsl Bnactw» kuuru «Hamucannoe ¢ 1975 mo 1989» Boch-
MUCTHIIINE TOBOPUT O 3a0BEHUM B CBOE BPEMs OUYCHb BIMSITEILHOTO (BCICACTBHUE
€ro «KpacHOW KHUXKW», TCEBI0-bHOINN KyIbTYpPHON PEBOIIOIMH) MPEACEAATENS
Kuraiickolii KoMMyHHCTUYECKOH mapTun. > KoIeKTHBHBIA MOdTHYECKUI CyOBEKT
OTBEYAET EMY MPE3PUTENBHBIM KECTOM, MUHKOM WJIM YJaPOM HOTOM:

Bot u 3a0bu11 nipencenatens

[To umenu Mao /[3e-0yH

A OBII YK KaK BIIACTUTEIb AyM

M B xauecTBE AapOB MOAATECIIA

A 1mac ¢ IpoTsAHYTON pyKoi

Jletut x Ham cam: O, nomsiauTe!

Benp ObLT I MHOTUX 3HAMEHUTEN !

A MBI B OTBeT ero — Horoii! 13
[Ipencenarens Kutalickoi KOMMYHHUCTHYECKON NApPTUU CIYKUT MOPUMEPOM
PETPECCUBHON TPAHCTPECCUU OT «IPEICEAATENSD» YEPE3 KPOAUTEIISH» U «pajie-
Tes» K «PBLAATENo», U HAa000poT. B KHUTalCKOM TEKCTE TOSIBISIETCS BEcenas
TEKYy4ECTb KU3HU U €€ BOCIPUATHUSA, B KOTOPOH U POJIM MEHAIOTCS. B KOHIIE Bce
JIOAU B TOW XK€ MO3UIMU U CUTyallud, KaK BEJIUMKUWA BOXb, YTO, KOHEYHO,

132 1131 Lun/Jans Iun, sxeHa Mao L[351yHa, cOOpraHn3aTop KUTalCKOi KyJIbTypHON peBo-
TIOLMH, ObIIA aKTPUCOH M CTHMYJIHPOBAJIA PA3BUTHE «PEBONIOIMOHHBIX» 0OPA3IIOBBIX CIIEK-
TaKJIeW U CO37[aHne OTephl ¢ obokarommM Mao 133 1yHa rmaBabM repoem JIsii OsH.

133 Ceen I'ynoBuy I'yHnax, pycckuii XynoKHUK, *1959.
134 TIpuros (6.r. 6).

135 MpI HanmoMuHaeM JUIIL 00 M3BECTHOM ITYTEMIECTBMHU (PAHITy3CKUX MOCTCTPYKTYPAIMCTOB
FOnuu Kpucresoii, @ununna Coinnepca u Ponana bapra B ctpany Mao L33ayHa B 1974 rony,
1ocjie KOTOpPOro HUKTO M3 HUX HH pa3y JaKe HE YNMOMSHYJ HUKOIO M3 MHOTOMMJUIMOHHBIX
KEPTB KynbTypHOU peBomonnu Mao. Kcratu, B konue 1960-x rogoB u ¢punocod dyko Obut
CTOPOHHUKOM Mao, U He HCKII0YEHO, 4To [IpuroB m3-3a 3T0ro (HaCKOJIbKO HaM HM3BECTHO)
HUTJIE HE HAIKCal O HEM.

136 TIpuros (6.r. B).
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contradictio in adjecto. Ilpu >ToM Ha3bIBaHWE BOXIS MMEHHO «Maoy, B OTJIH-
Yyye OT MOJHOTO uMeHu «Mao J[3e-nyH» (Kak B MOCIeAHEM MpUMeEpeE), MPUIAET
OTHOILIEHUIO K «BEJIIMKOMY IPEACENATEN0» KBAa3U-UHTUMHBINA XapaKTep U TAKUM
00pa3oM yKe yKa3bIBaeT Ha OCTPOTY KOHLA TEKCTA:

Bot ymep Mao — npencenarens
Hapona cBoero poautens

W 3a npyrue Bce panerens

3a rpobom #aer [sic!] kumatiy-priaaTens
OHn mbicauT Mao — npencenarens
[Toutun 4TO KaK 3eMJIIst POAUTEIS
[TouTn uto Kak HEOEC pageTes
[TouTu Ha Karuy 4TO phLAATENS

A Mao mac uner pslaaTeaemM

Wner x HeOECHBIM OH POAUTEISM
3a MoCMepTHYIO CyIbO0bI pageTeneM
W na cmex pa3Be — nmpencenarenem.
AX BCe MBI, BCE MBI MPEJICeaaTENH
AX BCe MBI, BCE MBI POAUTETN

AX BCe MBI, BCE MBI pajieTeln

Jla Bce MBI, Bce MBI J1a phigaTens >’

B 3ToM Tekcte «Maoy, npeacTaBuTeN b KUTalCKOTO KOMMYHHU3Ma, IEPEBOJUTCS
MIOCPEJCTBOM HUTIPHl U3 CTEPEOTHIIa OECCMEPTHOIO Mpejcenaresis caMoi 00Jib-
HIOM MapTUU MHUpa B (POHUYECKUI MMAroTHUIl, BKJIIOYAIOLIMNA PABEHCTBO BCEX
(CMEpTHBIX, MBICIANINX) JroAeh: «ymep Mao» [...] «mbicaut Maoy, [...] «A4
Maoy, [...] «Ax eéce moi», [...] «/la 6ce muiy» [...]. Mao, OBIBIINI PyKOBOJIUTEIb
CaMoil ryCTOHACEIEHHON OOJBIION CTpaHbl MUPA — 3TO: KTO YTOJIHO.

B no3gnem npurosckom pomane «Kars Kuraiickas» umsa «Mao» BcTpedaercs
CEMb pa3, B TOM YHWCJIE OAUH pa3 Kak IMPUJIaraTeJbHOE «MAOL331yHOBCKUID) H
€ANHOXKBI B CyOCTAaHTMBUPOBAHHOU (HhOpME «MaAOI33yHOBKA» JJIsi 0003HaYe-
HUS MOJIbI CHHEW onexabl B cTtwie «Mao». B cTpokax-mo3yHrax Kak OBl
MOJIOKHUTENBHOMY BOXK/I0 Mao MpOTUBONOCTABIISIETCS OTPULIATENbHBIN, CBSA3aH-
HBIM KaK ObI ¢ UMITEpUATU3MOM MbIcUTens Kondyruid:

— Jlonoi umnepuanuzm!
— Jlonoii Kondymms! 13

— J1o710¥1 MOHAXO0B U PEIUTHIO!
— Jla 3apasctBYyeT Mao nxy cu (npeacenatens Mao)! '3

137 Tpuros (1997: 144). B cTuxaX, NpeAIlecTBYIOMUX TOMY CTHXOTBOPEHHIO, TOJOGHBIM
00pa3oM OOBITPBIBAETCS MOITHUYECKUI MMarotun Mucyca Xpucra B pyccKoil OI3UH.

138 Bo Bpems KynbTypHOH peBomonuy 1o npukasy Mao Kondyuuii 6611 HoaBEprHyT OCTpa-
KH3MY.

139 TIpuros (2013: 709).

1ZfK 12 (2024). 145-197. DOI: 10.25353/ubtr-izfk-4307-30b6



«Bom ckaocem nuyom s 6 Kumaey 183

B Ttom xe nappatuse ¢punocod Koudyuuii npucyrcTByer u B aMOMBaJIEHTHOM
GopMe KIMUKU: «MyapeIi nonyrait no umenn Koudgymmii». ' *° IItuna Heckonbko
pa3 npousHocut uurtary u3 kauru Can 3y Uunr: «J[roam poxxaatoTcsi ¢ Y4MCTOM
aymoi!y. 141
B otnuune ot Boxkas Mao, ¢unocod Kondyruit BBOIUTCS B CEMHCTULINH

rukita 2005 roga «CTUXH KOTOPBIX U HE JOJKHO OBITH» KaK MyJpell, KOTOPBIHA
JaeT 00s3aTeNIbHbIC TAKKE ISl XYI0)KHUKOB HHCTPYKIIUHU:

BoT uncTslii ncronHuTenb GpyHKIUM

PaGouuii, uyKaplii TMUHBIX TPUXOTEN

Kax apesnwuit roBopust Koughyyuii:

Wcnonnu nonr, a TaM — yMpH XOTb Thl! —

A B 4b10 K€ (DYHKIIbIO BXOAUT MPUXOTh? —

Aptucta GyHKIH — M YMPH XOTh

A ucrionan'#?
N na camom nene, Kondymuit usBecren cpoeil ¢punocoduei nopsaka, Koropas
MOMEIIAET OTMEIHLHOTO YEJIOBEKa HE TOJHKO B KOHTEKCT OOIIECTBA, HO U KOC-
MOCa, TI€ OH, B OTJIIMYHME OT KOJUIEKTUBHOIO KOMMYHHM3Ma Mao, MOXET Ipu
MIOMOILUA TAPMOHUU U MOCPEACTBOM HAXOXKJICHUS JIMYHOTO YCTOMYMBOrO LIEHTPa
JIOCTHYb UHIMBUIYAILHOTO XJIAIHOKPOBHS U paBHOBECHS. |+

8. Moncmp — momus, nouepnuymoiii Ilpucosvim, 603MOJHCHO, U3 KUMAUCKOLU
KY1bmypbl

MOXXHO MpPEeANnoa0KUTh, YTO MOTUB MOHCTpa Kak aMOMBAJIEHTHOTO KYJIbTYPHO
HNHoro B cTuxax, npo3e u apr-oobekrax [Ipurosa noueprnuyT, o kpaitneir mepe
B CUJIy €r0 HEOOBIKHOBEHHOM 4aCTOThI, HACBIIIEHHOCTH U BaXXHOCTH, €ro amOu-
BAJICHTHOM, €CJIM HE IOJIOKUTEIILHON TPAKTOBKU, UMEHHO U3 KUTAHCKOMN KYJIb-
Typsl. B otnvuune ot 3anmana, B Hel, kak u B TBopuecTBe IIpurosa'**, unocrace
JpakOHa HE UMEET SICHOM OTpuUATeIbHON OLEeHKU. O CBS3UM MOHCTpPA C KUTall-
ckuM TekcTtoM y IlpuroBa roBopsT u 0au30cTh «YykOro moBeCTBOBAHMS PO-

mana «Kars kuraiickas» K UKy MOHCTPBI €ro W30paHHbIX COYMHEHUH'* u K

140 TIpuros (2016: 654) Cp. 06 aMOKMBaNeHTHOI 1IeHHOCTH MMeHM momyras AsekceeB 2020:
116-7.

141 TIpuros (2016: 654).
142 TIpuros (2019a: 241).

143 Pycckuii MpiciuTens A. C. XomskoB yBuaen B Konyimu anorei MupoBoii punocoduu, a
JleB ToncToil MOIUEPKHYJ €ro UACI0 CaMOYCOBEPIICHCTBOBAHMUS KaK CaMO€ Ba)KHOE ATHYE-
cKkoe mpaBwiIo yenoBedyectBa. Ha kocmusm Ilpurosa ykazan He kTo uHOM, kak Wb Kabakos
(2008). Kpome Toro, oH 00paTHsl BHUMaHUE M Ha peuHTerpauio [IpuroBsiM 60XeCTBEHHOTO
1 MUCTHKH B PYCCKYIO (COBETCKYIO) KYJIbTYDY.

144 TTpuros (2013: 619-21).
143 TIpuros (2017).
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coaBTopckoi ¢ Cepreem IllanoBanom kuure IlopTpersl, U3 KOTOpPOil MbI BOC-
IPOU3BOIMM «MOHCTPYO3HBII» aBTOnopTper camoro I[lpurosa (mmwi. 8):

Unn. 8: Asmonopmpem qmumpus Ipuzoea'*

Ecimu B ctuxax Ipurosa, no muenuto Imutpus Ionbinko-Bonsdeona'?’, moncrp
yalle BCEro MPECTABIsI CO0OM «CyXOH OCTaTOK» MIECOJOTMU (MBI Ha3bIBAEM
€ro CTEpPEOTUIIOM), TO B pOMaHax «(uUrypa npuroBCKOro MOHCTPa MOXKET OBITh
IpOYMTaHA KaK 310Bewiee Beipaxenne Jpyroroy.'* Bmecre ¢ Xabubymmunoi '
MBI COMHEBAEMCSl B TOM, 4TO MOHCTp y Ilpurosa Ha camMoM jeiie — JAE€MOHH-
yeckoe Beipaxkenue Jpyroro.'*® B pomane «Kars kuraiickasi» riaBHas F€pOUHS,

ylaB B BOJy, IEPEXOJNUT U3 MHUPA PEATBHOCTH B «MHUpP IAPYTHX MEPHOCTEH H

146 TTpuros/Illanosan (2003, 0610kKa).
147 Tonpiako-Bonbdcon (2010: 228).
18 Tonprko-Bonbgcon (2017, 23).

199 X a6ubynuna (2013: 252).

150 B ormuune ot Kykymuna (2010: 568), Xa6ubysiuna (2013: 254) HacTauBaeT Ha TOM, 4TO
poman IlpuroBa He sSBISETCS NEKOHCTPYKIIMEH MOJCPHU3MA B TPAIUIIUU IMOCTMOJCPHU3MA,
HO TPEACTABISAET HOBYIO Mpo3andecKkyio modTuky. Jlu I'vap (2021: 113) mumer naxe o6
OMHUIPAHTCKOM TpaBMe KaTu BCIENCTBHE CTOJKHOBEHUSI KHTAHCKOW UM PYCCKOW KYJIBTYp B
KU3HU JICBOYKHU.
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npeoMIIeHH» °!, 3HaKOM KOTOPOro sBiseTCs MeTahU3MIECKOE CYIIECTBO: Ipa-
koH."*? O moHncrpax cam Ilpuros mumer B «KBamudukauuu 3Bepeii» BIIOJIHE
aMOUWBAJICHTHO, €CJIM HE TMOJIOKUTENIbHO, KaK Obl IEPEHOCS CBOIO COOCTBEHHYIO
YCTaHOBKY Ha XyJI0’)KECTBEHHBIH ITOKa3 MHOXKECTBA JIUI] Iy TIUBBIM 00pa3oM:
MOHCTp — 3T0 3BEpb, KUBYIIHI B 3a30p€ BCETO JIOTHYECKOTO
EMy CBOMCTBEHHO OTOETaHUE B CTOPOHY

YennoBek MOT Obl I03aMMCTBOBATh Y HEFO MPHMHIIUI HENPUBA3aHHOCTH !
Emy cnenyer npunucaTh ungexc — 1 17 [...]1*

53

9. Kamwmama Ilpucosa «Omo kumatickoe» KaK 38YKO-NO33Usl C KUMAUCKUM
UMa2omunom

Ecniu B OONBIIMHCTBE MPOLUTUPOBAHHBIX CTHXOB NMPE00Ialal0oT UPOHUUECKH
CJIOMaHHBIE CTEPEOTHIIBI, TO B HAUIEM IocienHeM npumepe IIpuros cHoBa npu-
Oeraer kK BO3MOXXHOCTH uMmarotuna. B 2002 romy B miBeiapckoMm ropoje
Basenb OH yCTpOMII 3BYKO-NO3THYECKHH nepdopmanc.'> ToT cocTosn U3 mpej-
JOXEHUsT «3aBTpa YTpPOM IMOMAy Ha MpyA, MOCMOTPIO, KaK PHIOKH 30JI0ThbIE
IPO3payHbIe B BOJIE, B3aMMHO NEPEIIETAsACH, IIJIaBAOT» U pedpeHa «ITo KUTaii-
ckoe». IIpu 3TOM 3BYKO-IOATHYECKUH Nep(OpMAHC CTAaHOBUTCA JAOKYMEHTOM
300MopdHO# anTpononoruu [Ipurosa. >

OTOT 3CTETUYECKHUN MOCTYNOK Mpou3BoauTcs y [Ipuroa Ha rpaHuie Mexzy
auTepaTypod U My3bikoil. CriocoOOM IMOBTOpa €ro 3BYKO-IIO33Us NMPAKTUKYET
OCHOBHOW METPUYECKUW MpUEM OOOUX HUCKYCCTB, T.€. pUTM M MeTp. Tak Kak
apredakt IlpuroBa He MPOU3HOCUTCS, HO MOETCSI KaK PEUUTATUB, OH MEpIaeT
MEXy MOJSIMU MY3bIKU U JIUTEpAaTypoll. MOTHUB k€ 30JI0TBIX PHIOOK B3ST U3
apxMBa BU3yalbHbIX KYJIbTYpPHBIX cTepeoTunos o Kurae.!>” Kak Mbl yBuauM, ux
MY3bIKaJIbHAs peaIn3alys EPEBEAET dTOT CTEPEOTUII B I10JIE UMAarOTUIIOB.

1 Mpuros (2007: 32).

152 B 5toM oTHOmIEHMH MoHCTp IlpHurosa He nanek oT Gurypsl Meramopgos Buxropa Ilere-
BruHAa. OnHako «CBsmeHHas kaura ooopotHs» [lenesuna (2021) oTiimyaeTcst 13eH-OYANCT-
CKOM opueHTanuel MpinuieHus (cp. o m3eH-Oynausme y I[leneBuna Boit T'o 2018: 310). B
cratbe 0 kuTaiickoM pomane Ilpurosa Jlu I'up (2021: 115) nmoguepkuBaeT acCUMUIISALIUIO
TEPOMHU MMEHHO K KHUTAaWCKOW KyJbType (Hampumep, BBEICHHE B KIAHOBYIO CTPYKTYpPY
KUTAaHCKON CeMbH), Pa3BUTHE €€ OCOOCHHOW HaOMIOAaTeNbHOCTH MpH moMoimu HsHu, u
BBISIBJICHUE «IMUTPAHTCKOM TPAaBMbI» KaK IJIaBHOM TEMbI pOMaHa.

153 T.e. OTKPBITOCTB JUTsl MHOTHX BO3MOKHOCTE!
154 TIpuros (2017: 529).

155 3ammcek 3TOM 3BYKO-MOIMBI MHE T06E3HO mpenocTaBuiaa bpurutre O6epmaiip, peaakTop
coOpaHusi CTUXOB (BBIILIN BOCeMb TOMOB B u3fatenbetBe Wiener Slawistischer Almanach).

156 Cp. kaury ®uminmna Kons (Kohl 2018) ¢ Te3ucom 0 mocT-ryMaHHol 300-6norpaduyeckoii
koHuenuuu [Ipurosa.

157 3om0Tas peiOka — camoe cTapoe JOMAIlHEEe >KMBOTHOE, KOTOPOE YENOBEK JICPXKUT 6e3
MPAKTHYECKON BBITOJIBI, TO €CTh U3 ACTETHYECKUX cooOpakenuit; cp. Chen (1956).
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Kommentapuu ITpurosa'®® x 3ToMy TeKCTy, BIEPBBIE OIyOIMKOBAHHBIE TOJIHKO
B 2019 romy, roBopsT 0 TOM, 4TO NIEPE] HAMM «KaHTaTa» ¢ Ha3BaHueM «Kuraiickoe
/ llyTtka / 1997», u MOATBEPAKAAIOT HAIl aHAJIW3. B 3THUX 3aMeTKax aBTOp Ha3bIBAET
CBOM TEKCT TaKOW «IIyTKOW mpo Kurai», KOTOpast «HE COBCEM LIYTKa», HOTOMY
YTO CaMO «KHTaHWCKOE» B €ro CYIIHOCTH «HEBOCIIPOu3BoaAUMOey. «Kuraiickoey, 1o
MHEHUIO CyOBbeKTa rpo3andeckoro «lIpemyBe1oMiIeH s, OTIUYAETCS OT PYyCCKOTO
MMEHHO TEM, YTO OHO «4 B SIMOHMM — KUTANCKOE», a PYCCKOE TONBKO B «Poccumn
PYCCKOE, a B IPyTUX MECTax — M He pycckoer.!® Dro cyxkaeHue yTBepiKIaeT, 4ro
Yy»)O0€ Be3JIe UyK0Oe, a COOCTBEHHOE TOJIbKO Y Hac camMux coOcTBeHHOe. [[xeko0
DIMOH Ha3Ball 3Ty NpakTHKy Ilpurosa «mepeakuentyaunuein»'® u cssan ee ¢
nuanoruzmom baxTuHa.

[Tocie camoro Tekcra IIpUroB JaeT IOBOJBHO TOYHBIE COBETHI 00 HMCIOJI-
HEHUU CBOEH KAaHTAThl MOAYEPKUBASA, UYTO «[...] 3TO KUTAWCKOE... — IPOU3-
HOCHTCSL CTOJIBKO Pa3, CKOJNIBLKO yKa3aHO B Tekcre'®' m oueHn pasmepeHHo, ¢
HEKOM KBa3W-KUTAMCKOM HMHTOHAIIMEH: 3TO KHUTANCKOE, 3TO KuTalickoe. Bot m
Bee.» 192 31ech «KBa3sU-KUTAlCKas MHTOHALMS» NPEICTABIAET COOOM JIUTOMY
MMaroTumna. JT0 — JOBOJBHO PAaCIUILIBYATOE MPEACTABICHUE YHMTATENs / CIIy-
IIATENS O TOM, KaK 3BY4HT B OOJBIIMHCTBE CIIy4aeB HE3HAKOMAs €My KMTalCKast
peus. Ha camom fiefie, MpakTHYECKH Y KaKI0TO YeJI0BEKa MEETCA TAKOE HHTYH-
THBHOE INIPEACTABIECHHE, XOTA B KAXKIOM HHIMBUAYAILHOM CIyd4ae OHO MOXKET

OTJIMYATHCS OT NPEACTABICHUH APyTUX Jrozaei. 103

CroBecHOE BBIpRXKEHUE «3TO KUTaliCKoe» 00pa3yeT CTUX, COCTOSIIMM U3 IBYX
naktuieil. Tak kak B HEM coepKuTcs cioBo «Kuraii», To Ipu ’TOM U Ha3BaHUE
CTpaHbl MPUOOPETAET MOITUYECKOE KaduecTBO. Kpome TOro, MCHOJHUTENb Nep-
dbopmanca kak Obl yro100JIIET BEITOBOP MPEAUKAIIUN «3TO KUTANCKOE», Mo Ipa-
’as 3ByYaHUIO KUTAalCKOW peud B ymax pycckux. C TOYKH 3peHUSI CEMUOTHUKH,
nepes HaMHu IPUHLMI UKOHUYHOCTU. 3BYKO-TIO3TUYECKUM 00pPa30M BbI3bIBAETCS
Kak Obl KWTaliCKas peyb, U TMO3T-TIEBEI] B MPOLECCe FOBOPEHUS, MUMUKPUPYH,
caM CTaHOBUTCS KaK Obl KUTAMIIEM WM KaK MUHUMYM Y€JIOBEKOM, YIIOTPEOJIsIO-
UM KBa3H-KUTaWCKyl0 pedyb. OQHAKO B KUTAWCKOM Tekcre IIpuroBa MoTHB
«KUTANUCKOT0» MaHU(ECTUPYET M MPAKTUKY camMOpedICKCHBHON ACTETUIECKOM

158 TTpuros (2019a, 492).

159 310 MrpoBoe pasMbllILIEHHE OTHOCHTCS K TOMY OOCTOSTENLCTBY, YTO HAUBHBIE HpEJ-
CTaBUTENIM 3THOCA MPUIAIOT CBOEMY 3THOHUMY OOBIYHO MPUHIHUIHUAIBHO IPYroe 3HaueHUE,
YeM dTHOHHMAaM JPYTHX HAPOJIOB.

160 3nmonn (2012: 21).

161 B tekcre, cocTosmeM U3 69 CIOB, CMHTarMa «3TO KMTaiiCKoe» BCTpedaeTcs ABaAlaTh ABa
pasa, T.e. OHa COCTaBIIsIET OOJIBIIE YETBEPTH TeKCTa. B mcrmomnennn kantatel B bazene cun-
TarMa BCTpevaeTcs naxe 24 pas.

162 TTpuros (2019a: 493).
163 Cp. Griibel (2023).
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IIEHHOCTH. PedieKCMBHOCTE BBhIpaXKaeTcsl 3/1eCh HaUYallbHBIM CJIOBaMU «JlyMaro»

u «IIpumyman», KoTopble B ucrojaHeHny [Ipurosa noBTOpsIOTCS ABa pasa: '
Hymaro <...> [, nymaro, nymato, nymawoo]| / Ipugyman <...> [, npugymai, mnpu-
oyMan, mpugyMai| / DTo KUTalWCKOoe, 3TO KHTaWCKOe, 3TO KHTaiickoe <, 3TO
KuTanckoe> //
[Towiny <...> [, moiiny, moway, noiay] / 3aBTpa <...> [, 3aBTpa, 3aBTpa, 3aBTpa] /
Y1pom <...> [, yTpoMm, yTpoM, yTpoMm] / Ha npyn <...> [, Ha npyn, Ha mpyAd, Ha
npyxa] / DTo KuTaickoe, [3TO KUTaCKoe, 3TO KuTaiickoe] / DTo KuTanckoe, [3T0
KHTaiickoe, 310 kuTtaiickoe]| // IlocmoTpro <...> [, MOCMOTpPIO, TMOCMOTPIO,
nocMotpio] / Kak peioku <...> [, Kak pblOKH, KaK pbIOKH, KaKk pbIOkH] / 30510TbIE
<...> [, 30710THIe, 30J0ThIC, 3070ThIe| / B mpo3paynoit <...> [, B mpo3payHOH,
npo3pauHoi, | / Boxe <...> [, Boxe, ...ne, ...1e, ...ae] /

DTO KHUTaAHCKOe, 9TO KHUTAaKMCKOe, 3TO KHTalCKoe, TO Kurtaickoe // B3aumuo

neperuieTasich <...> [, B3auMHO meperuierasics| / [lnaBaror, miaBaroT <, IaBaroT

> 3TO KHUTAMCKOE, / 3TO KUTAlCKoe <, IJIaBalOT >, 3TO KUTANCKOE, 3TO KMUTAHCKOE,

IUIABAIOT, / IUIABAIOT, < IUIABAIOT, IUIABAIOT, 3TO KHTAWCKOE, 3TO KHUTaiickoe, /

IUIABAIOT, 3TO KHUTAWCKOE, IUIABAIOT, IJIABAIOT, 9TO KUTAHCKOE, / 3TO KHTaiCKOe

3TO KHTaickoe...> / [dymaro / [Ipunyman / Iloiiny / 3aBtpa / YTpom / Ha mipyx /

[Tocmotpro / Kak peibku / 3omoteie / Ilpo3paunsie / B Bome / B3ammuo

nepemerasics / [lnasaror / 1o kuTaiickoe.]'®
B neuatHoit Bepcuu atoit «lllyTku» (KoTopas He coBceM ITyTKa!) aBTop q00aB-
JSET K TEKCTYy B KPYIJIBIX CKOOKAaxX SIUJIOT, KOTOPBIM OOBSICHSIET >KaHPOBBIC
0COOCHHOCTH 3TOro TeHus-nepdopmMaHca B CTUJIE peunTartuBa. Ero skaHpoBoe
OIPENICJIIEHUE «KAHTATA» BBIJIENSET, C OHOM CTOPOHBI, CMEIIAHHBIN, CJIOBECHO-
MY3bIKaJTbHBIN XapakTep AToro apredakra, a ¢ Apyroi — nepdopMaTUBHBIN, a
MMEHHO HWHTOHAIIMOHHOE KayeCTBO €ro 3BYKOBOrO HCIHOJIHEHHS. [Ipu sTOM
MOBTOPBI 33J]al0T CTEPEOTHUIHBIM 3BYKOBOW NMpoduiab neppopmaHca, KOTOPHIMA
3aBEPIIAECTCA OTOXKIECTBICHUEM CHUHTAIMbl «3TO KHUTAHUCKOE» C SKCIUIUIIUTHO
MPUCYTCTBYIOIIEH B MBIIUJICHUA TOBOPSAIIETO, B KBa3U-/TICEBI0-KUTAHCKOM
MaHepoi peun.'®® Kpome Toro, maparekct 00bACHIET JUHAMHKY Iephopmanca,
KOTOPYIO OCYIIECTBIISIIOT IIOABEM U YTaCaHUE Ir0JIOCA UCIIOJTHUTEIIA:

164 Tlo cymectBy, kanTata «Kuraiickoe» He MOXeT OBbITh HaleyaTaHa TOJIbKO OYKBaMH, MO0
OHa TIpeCTaBISIET cOO0M My3bIKaNbHBINA akT. Cp. 3aMeTky Asekcanapa JKonkosckoro (2006)
0 ToM, 4TO [IpHroB 10iro He MyOIMKOBAI ATOT TEKCT, TIOCKOJIBKY 3TO OpPaJlbHOE COUYNHEHHE.
HenaBHO HameuaTaHHBIM TEKCT Ha CaMOM JieJ€ €CTh TOJIbKO JHOpeTTo KaHTaThl. KcraTw,
3/1€Ch IJ1aroJl «JAyMaroy» BBIIOJHSIET HA MEHTAIBHOM YpOBHE (DYHKIIHIO BBEJECHHS yCIOBHOCTU
YIIOMSTHYTOM BBIIIE KOHCTPYKIHH TSI BBIPKEHUS TIPEIMTOIOKEHHS «[BOT]| CKaKeM.

165 TIo undopmamuu @Donma Ilpuropa 510 uTeHHe cocTosnoch B uioHe 2002 roja Ha
CesepHom Bok3asie ropoaa bazens (Nordbahnhof/Gare du Nord, Basel). Otnnuus ytenus
[IpuroBa or Tekcra, HamewdaraHHoro B kHure «Mecrta» (IIpuros 2019a: 492-93) narorcs
TaKUM 00pa3oM, YTO TMACCaKW YTEHUS, OTCYTCTBYIOIIME B KHHUI'E BKIIOYAIOTCS B YTJIOBBHIC
CKOOKH M Macca)Xu KHUTHU, OTCYTCTBYIOIINE B €T0 0a3eIbCKOM YTEHHUH (M MPEANIOI0KHUTEIEHO
no3ke 100aBJICHHbIE) — B KBAJApaTHBIC.

166 JTunosewkuii (2010: 340), KOTOPBI YMTAET STy KAHTATY KaK CTUXM, PACCMATPUBAET UX KaK
IpUMEp NPUTOBCKOW «MHTUMHU3AIMM KaK pacTpaTbD B Tpaauuuu baras.

1ZfK 12 (2024). 145-197. DOI: 10.25353/ubtr-izfk-4307-30b6



188 Paiinep I'probens

([JlanHO€ TIpOoM3BENEHUE €CTh KAaHTaTa W HCIIOJHIETCS C OOJBIIUM COHOPHBIM
HanpsDKEHHEM M TMOBTOPEHUEM KaKJIOTO cJlioBa THIA: AyMaro, AyMal — C
MOBBIIIICHHEM HWHTOHAIMM W YCHIIEHHEM Trojioca — JIyMmar, AyMaio, OyMal —
MOCTENICHHO YCIOKAWBAETCsl U yTHXAET, BO3BpAIIasiCh K HAYAJIbHOW MHTOHAIIWH,
3aTeM Clle[lyeT Tay3a U BCE MOBTOPSETCS CO CIEAYIOIIMM CIIOBOM, CJIOBa JK€: 3TO
KUTaHCKOE... — MPOU3HOCHUTCS CTOJIBKO pa3, CKOJbKO yKa3aHO B TEKCTE U OYEHb
pa3MEpEeHHO, C HEKOW KBA3WKUMAUCKOU WHTOHAIMEW: JTO Kumaickoe, 3TO
xumaiickoe. Bot u Bce).'®

BCJ'IGI[CTBI/IG MHOTOKPATHOI'O ITOBTOPCHHA CHUHTArMa «3TO Kumauckoey» CTaHo-

BUTCS, KaK B 3aKJIMHAHUHU, HE TOJHBKO OJHHUM KBa3U-CJI0XHBIM CJIOBOM, HO

BO3pacTaromum 06p3,30M N KapHABAJIbHO 3BYYHBIM UMAI'OTUIIOM Kuraiickoro.

[TocpenctBoM wuponuu >xkaHpoBoe umsi «lllyTka» nomaer mnpeTeH3ui0 Ha
CEpPhE3HOE OMPECIICHUE YYXKOr0 KaK 4YyKOro. DTO MPEJIOMJICHHE KacaeTcs U
YTBEPXKIACHUS B Hayaje TEKCTa, YTO KUTANCKOE — 3TO KAYECTBO KUTAMCKOIO 8He
Kuras, a pycckoe — KayeCTBO PyCCKOro MMeHHO snympu Poccum.'®® Pycckuii
TEKCT 4YacTO OIpeJessieT CBOMCTBO COOCTBEHHOIro ATHOCa (T.. Kak CBOE; Cp.
IKCKIIFO3UBHBIA TOMOC «Pycckuii MUpP») UMEHHO KaK KadeCcTBO COOCTBEHHOTO
ATHOCA, KOTOPOE MOXKHO OINpPEAENUTh UCKIIOYUTEIBHO BHYTPHU HETO0 M TaKUM
00pa3oM JIMIIIAETCS AUAJOTHYECKOW KYyJIbTYpHOU peanu3auuu (B cmbicie bax-
ThHa). Kak (MHMMOE) CyIIeCTBO Yy’KOr0 3THOCA 3TOT TEKCT YTBEPKIAET TaKOe
KayecTBO, KOTOPOE MOKHO OIPEJECIUTh TOJBKO JIMIIb 8He ITOT0 ATHOCA. DTO
3HAYUT, YTO B OTJIMYUE OT ATOTO, B KUTalckoMm TekcTe IIpurora uyxkoe u cBoe
HE O0OpaTUMBbL: JEUCTBUTEIBHOE «CBOE» (KaK 4YyXo€) Kak Obl HaXOJIUTCS
MCKIIIOUMTEIBHO B camoii Poccun. %

Kak moxa3zHas apTukynsmnusi cTepeoTunoB Kwuras/kuraiiia/KuTaickoro y
[Ipurosa yepe3 ee UPOHU3AIMIO JIOMAET PEAYKIHUIO YY>KOTO (3THOCA) HA OJHO
€MHCTBEHHOE (YacTO OTpUIATEIBLHOE) KaueCTBO, TaK U PEUYUTATUBHBIN CIIOCOO
CO37aHUsl MMaroTUIa KWTAaWCKOTO B €ro KaHTaTe CBOMM Oojee 4eM NSATHa-
HATUKPATHBIM TOBTOPEHUEM Pa3pylIaeT IPETEH3UIO U Ha YHUKAIbHOCTh ATHOCA.

Mo>XHO paccmaTpuBaTh KaHTaTy «IJTO KUTAHCKoe» U Kak oTeeT IIpurosa Ha
UK ctuxoTBopeHuid «Kuraiickoe myremectsue» Onbru CenakoBOW, KOTOPBIH

167 TTpuros (2019a: 493).

168 VImenHo sTa ONM30CTH K «KHTAMCKOMY» KaK HMMAroTHIIy M 3TO OTJEJIEHHME OT «KH-
Talickoro» Kak ctepeotuna B 1ukie «Kutaiickoe myremectsue» Onbru CenakoBoit (1986)
OTpaBIbIBACT MOHMMAHUE MPUTOBCKOW KAHTATHI, KAK M €r0 POMaHa, KaK OTBETOB Ha ITUKI
CTUXOTBOPEHUH TOATECCH, B KOTOPBIX KUTAHCKOE SBISICTCS MeTahu3MUeCKOW APYyrOCThIO
CaMoro MO3TUYECKOTO CYObEKTA.

169 TIpuHuMnuansHOe pasiMUeHHe KavyecTBa «CBOErO» OT KAuyecTBa «IPYroroy» JEKHT B
ocHOBe nuanorudeckor ¢punocoduu baxtuna (2003), onnako ¢uiocod Auamora paccMaTpu-
BaeT repMETHUYECKYIO M3O0JISIIUIO0 CBOETO OT APYroro Kak JMIIeHne cMbicia. [IpumomunaeTcs
B KOHTEKCTE CETOIHSAIIHETO IMyTHHCKOTO MMIEpPHAIN3Ma B OTHOIICHUH OKHBIX U 3aIaJHBIX
cocennoB Poccuiickoit (eneparuii TOT xKe caMblii TAOUTYC PYCCKHX 3MUTPAHTOB B TOTAALIHEM
Kutae nmenno B orHomenuu anrnudan (Ilpuros 2013: 696).
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ny6nukoBancs B 1986 romy.'’”” On Obln Hamucan B A3apoBKe, HepeBHE O.m3

bpsiacka, rne Haxomutcs nada (ObIBIINMK JOM OaOYyIIKM U TETH) IOATECCHI.
BoceMHaamaTe CTUXOTBOPEHUN ATOTO LMKJIA HE SBJISIOTCSA IIOAOM PEabHOIO
nyTtemectBusl B KuTtail, Kak ¥ YMCTBIM OTKJIMKOM JIETCKUX BOCIIOMHHAHUHU (B
ommuue ot [Ipurosa, Onsra CemakoBa pedbeHkoM Oobliie rona xkuia B [lekune,
B 3aKPBITOM 30HE JUISl COBETCKMX YMHOBHUKOB). ABTOP TaKMMHU CJIOBaMHU OIIH-
cana coqepxkanue Tonoca «Kuraiickoro» B 3T0M TEKCTE:

«Kwuraiickoe» — 3T0 kak Obl IyTemecTBue B Pail, B HEKOE 371IEMCKOE COCTOSIHUE. . .

[Touemy Kwuraii?... I He mory cka3zarb, 4YTO BOcloMuHaHus o Kurtae y MeHd

OCTAJINCh SACHBIMMU. 9TO CKOpPCC OCA3AaTCIIbHBIC, TAKTUJIIBHBIC OIIYIIICHUS, 3aIlaXU. ..

[...] BocTOUHAsT KyJIbTypa — 3TO OOTaThli U THUXWUM MUP, HE HK3OTHYHBIH, HO

Jpyroil oOliedenoBeYeckuil MyTh pa3BUTHS, 3A€Ch MPHUpPOJA IO3HAETCs, a He

NepeaACiIbIBACTCA, 31CCh INTABHOC BHUMAHUC, 4 HC aKTUBHOCTD. TOoT MHDP YCTPOCH

TOHKO M KPOTKO, ¥ HACKIIHE 3/1eCh HEYCHEIHO. !

B 2001 rony Ilpuros, co3gaBasi «<HOBOE» BOILUIOIIEHHE XYJAOKHUKA KapTHUHBI B
cioBax (Cp. O MPOEKTe MHOXKECTBEHHOW XYJ0’KECTBEHHOW caMoOpean3aliu
[Tpurosa Griibel 2019), Ha3biBaeT camoro ce0si «BOCTOYHOTO cTapuyka JMuTpus
Anekcanaposuuay,'’? B KOTOpOM (B COOTBETCTBYIOIIEM IPEAYBEIOMICHUN) UM
CaMHUM «BHJHTCS YMO-MoO KUMAUCKoey», KOTOPOE «JIeTUT» «B Kumati». OnHako,
KOI'/Ia 3TO KUTANCKOE, T.€. BOIUIOIIEHHE CaMOI'0 aBTOpa-CTapuKa, BO3BpAIAETCS
OTTy/1a, OH/OHO (3HaK UPOHUU 3/1eCh OTCYTCTBYET, IIOTOMY YTO PUTOPUYECKUIl
npueM caMm coOOM Mopa3yMeBaeTCs) CTAHOBUTCS «HE CTOJIb BHYTpEHHE-TIy00-
KHM, KaK BEYHO MbUIAIOMIMKN TIyOOKHI HYTPSHONM Mpak POCCHMCKUN Marmye-
ckuit».!”® CHoBa crepeotun (B 3TOM Cllyd4ae aBTOpa-KMTaila, T.€. CBOErO Kak
Yy>KOT0) OTCTOMT OT UMAroTura (37ech 3HaKOB KUTANCKOT0), KOTOPbIN BCE-TaKH
BO3MOXEH B BUACHUU YY>KOTO, U MPEBpAIIAeT (HAIMEHHOE) CBOE B (CMUPEHHOE)
gykoe. MMarunatuBHbIM mojeToM B Kwutaii (T.e. oOlIeHMEM C KHUTaCKUM)
MOTUYECKUI CYyOBEKT OKOHYATEIBHO OCBOOOKIAETCS OT BHICOKOMEPHBIX Ipe-
TEH3MI MPAYHON PYCCKOM Maruy U OT BCAKOTO OpYeHTanu3ma. 4

170 Cenakosa (2013a). Enena 3eiidepr (2018, 2019) nccrenyer Ha MaTepraie CTUXOTBOPEHHMI
Anexcanapa Ckunana, Hartanuu Aszapooli, Anekcanapa YiaHoBa u Binagumupa Apucrosa
«KaK COBPEMEHHBIE PYCCKHE TIIO3THI, HHTEPECYSACh KHUTAHCKOM KyJIbTypoH, CTpeMmsTcs
OamaHCUPOBaTh MEX/y €BPOIEHCKONW M BOCTOYHOH KapTHHaMu mMupa. OZHAKO BO3MOXKHOCTHU
KATACKON MO33MM OHM MPHUHUMAIOT HE KaK AK30THYECKHe, a Kak opranuueckue» (3erdept
2019: 144-145). Kcrati, pOMaHTHYECKUH CTEPEOTHI «OPTaHMYECKOTO» OHA B CBOCH CTaThe
HUTJIE HE OOBSACHSET.

17! Basunsckuit/Cenakosa (2003).
172 TTpuros (2019a: 504).
173 Tam xe.

174 Nlpyrue umaroTumnsl kutaiines npemiaran ¢ 1991 roxa pycckuii most Oner FOpwes (2020:
104). B ero mosme «KHura oOCTOSTENBCTBY) KUTAHIBI SBJISIOTCS B HEMEIKHX IMOE3/1aX Kak
CTpaHHbIE paiiCKue MTHUIbI, KOTOPHIE MPHUIETAIOT M — YyJIeTalT. XOTA B 3alJlaBUM OH UX
Ha3bBaeT «MoMMH KHTaWllaMi», KQKETCS, YTO Ha CAMOTIOHUMAHUE MOATHYECKOTO CyOBheKTa
OHH HE UMECIOT HUKAKOI'O BIHSIHUS.
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Utak, B TBOopuectBe [Ipurosa crepeorumnsl obpamienus k Kurato, kuraiiiy u
KUTAIICKOMY pa3pyllaloTcsl UPOHUEH, KOrJa MMAaroTHUIIbl TIATOTEHOT K CEphe3-
HOCTH LIyTKH, KOTOpas «HE COBCEM» IIYTKA.'’> DTO TOBOPUT O TOM, YTO U CAMH
CTEPEOTHUIIbI JPYTUX 3THOCOB CMEIIIHBI U CYIIECTBO 3THOCA, €CIIM OHO BOOOIIE
€CTh, HEYJOBHMMO M BCIEICTBHE 3TOr0 HEe BochpouszBoaumo. OnHako, pac-
CMaTpuBas 3T CTEPEOTHUIIBI KaK aOCTPAKTHBIE KOHCTPYKThI U UX MPETOMIICHUS B
KOHKPETHBIX MMAaroTHMax, Mbl Y3Ha€M MHOTO O JIPYTUX M €Ile OOJbIIe O HAC U
HAIIMX HAMpPaCHBIX YCTPEMJICHUSX, 00paliasch K JIPYTruM, OTACIUTh Yy»KO€ OT
CBOETO U CBOE OT YYKOrO.
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The Orbita multimedia and poetry collective, based in Riga, Latvia, has succeeded
in making poetry written in Russian an integral part of the Latvian cultural and lit-
erary scene, despite the burden borne by Russian language and culture in this society
as a result of still unsettled and contested histories of Russian and Soviet imperial
domination and cultural imperialism. The article explains this achievement as re-
sulting from the Orbita collective’s practices of “performative translation,” which
make translation a highly visible and central element of various forms of artistic ac-
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formance, proper, and more. In traditional cultural configurations, translation is
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guage to another in a manner that makes possible the translation’s readers’ sense of
unmediated contact with the original. Such a conception of translation supports the
monolingual paradigm — the cultural ideology of separate and distinct national lan-
guages — and the political actualities to which it corresponds. Orbita’s practices of
performative translation, in contrast, create a multilingual heterotopia in which the
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tinctiveness of national literary languages is undermined, and the social necessity
and ubiquity of acts of translation is brought to the fore.
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Compatriots of every country, translator-poets, rebel
against patriotism! Do you hear me! Each time I write a
word, a word that I love and love to write; in the time of
this word, at the instant of a single syllable, the song of
this new International awakens in me.

Jacques Derrida, “Monolingualism of the Other,
or The Prosthesis of Origin”

I know — the only thing that cheers up the gang from Tallinas St.

is a big car racing by at excessive speed,

and behind the wheel is a young courtier, explaining in Latvian

the pleasures of purchase by credit... “By the way, better not to walk here

after dark...” ...when on a fixed, even if modest, income.

“But in a certain southern country there’s a special agency, which secretly

scatters small change across the morning cities... I read about it in the papers...

And so it costs the government next to nothing to keep people in a good mood,”

he sums up joyfully. “I tell you, the bureaucratic profession

one way or another leads to moral collapse,” the correspondence student of the

St. Petersburg Academy of the Arts draws his conclusions with no thought for the
car’s driver.

Everyone laughs a bit, to defuse a possible conflict... In silence we cross Caka St.

on yellow. We’ll ride together for five more minutes. The driver flips on the radio...

After the news, I ask Imant, sitting there silently, what he,

as a veteran designer, prefers — PC or Mac? He replies, in pretty good Russian,

that he stopped seeing it in such stark terms a while back, but he only works on a
Mac.

“We just don’t have any PCs at the agency...” “...I’ll get out by the old Rigas
Modas building...”

“...By the way, how do Russians...  mean...” he wants to ask something

about the peculiarities of PCs, but mixes up computers with my nationality and
breaks off...

“Funny,” from the front seat the student jumps in on the awkward moment,

“I noticed long ago that when someone names your nationality in a different lan-

guage

or with an accent, it always sounds sort of insulting, yeah... Or when you yourself
say ‘Gypsy,’

there’s no terminological neutrality, you know? And with Chukchis, forget about
it...” 7)

He stops, expecting we’ll laugh... A familiar song begins in the silence.
But the gang from Tallinas St. can be cheered up only by a huge Jeep,
racing along in the late evening at excessive speed.

41 3Har0 — mmany ¢ ynuusl TaumMHac pa3BecenuT

TOJIbKO OOJIbIlIasi MAaIlIMHA, MYAIIAACS MUMO CIIUIIKOM OBICTPO,

3a pyJieM KOTOPOU MOJIONOM ITPUABOPHBIN PACCKA3bIBAECT HAM HA JIATBIILICKOM
00 YZOBOJILCTBUH OT MPHOOPETEHUH B paCCPOUKY... «31€Ch, KCTaTH,
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JAydiie He XOAUTh HOYBIO...» ..IPU IOCTOSHHOM, IyCTh JaXe HEOOJBILIOM,
JOX0JIE.

«A B Kakoi-To cTpaHe Ha Iore CYIIECTBYET CIelaibHas ci1yk0a, oHa TaitHO

pa3OpacblBaeT MEJKHE MOHETHl B YTPEHHUX Topojax... Yuram o0 s3ToM B
HOBOCTSIX...

Tax 4T0 XOpoIIee HACTPOEHUE JIFOIEH OYTH HUYETO HE CTOUT BIACTIMY, —

PaZloCTHO MOJBOAUT OH UTOT. «S1 e rOBOPIO, YNHOBHUYBS MPO(ECcCHst

TaK WIA HMHAa4e BENET K HPABCTBCHHOMY pacnany», — HHYYTb HE CTECHSACH
XO0351MHa MAllUHBI,

JieNlaeT CBOM BBIBOJIBI 320UHBIN CTyAEHT [leTepOyprekoil akageMun Xya0KecTB.

Bce kopoTko cMeroTes1, 4TOOBI CMSTYUTh BO3MOXKHOE CTOJIKHOBEHHUE... B THIINHE

nepecekaeM Yaka Ha »kenTelii. MUHYT IATh HaM ewle 10 IyTH. XO0391H BKJIIOYAeT
paauo...

ITocne HoBoOCTEM cnipammBaro MiManTa, MOJTYAIIETroO PSAOM, 4TO OH,

Kak mMatepslii qu3aiinep npeanountaet — PC nnu Mac? Ha HeruioxoMm pycckoM oH
OTBEYAET,

YTO Y€ JaBHO HE MOJJEePKHUBAET TAKONH KOHPPOHTAIMH, HO caM pab0TaeT TOIbKO
Ha Mac’e.

«IIpocto B arenrctBe y Hac HeT PC..» «.SI BeIigy Bozne ObiBuiero Purac
Mogpec...»

«...A, KCTaTH, KaK pyCCKHE JIENA0T... TO €CTh...», — OH XO4ET CIPOCUTH YTO-TO

00 ocobenHoctsix PC, HO myTaeT KOMITBIOTEPHI ¢ MOEW HAIlMOHAJIBHOCTHIO U
OCEKaeTcH...

«3abaBHOY, — C IEPEHETO CUACHBS IOJIXBATHIBAET HEJIOBKOCTH CTYICHT:

«/laBHO yXe 3aMeTH1, YTO cOOCTBEHHAss HAIIMOHAJILHOCTh, HA3BaHHAS HA IPYrOM
A3BIKE

WIN C aKIIEHTOM, BCEIJia 3BYYHUT KaK-TO OCKOPOUTENBHO, Aa... Mim cam ckaxemib:
LbITaH,

U HET YK€ TOH CIIOBApHON HEHUTPATILHOCTH, MpaBaa? A dykda, Tak BOOOIIE...» :)

OH cMmoikaeT, 0’)KMJas Hallero cMexa... B TUIIMHE HauMHAEeTCsl BCEM M3BECTHAA
IIECHSI.

Ho yrpromyto mmnany ¢ ynuibl TamauHac pa3BeCeIUT TOJbKO OTPOMHBIN JHKUIL,

MYAIIMHCS TTO3ITHUM BEYEPOM CIIMIIKOM OBICTPO.

Artur Punte, “I know — the only thing that cheers up the gang
from Tallinas St...,” 2002

1. Local, yet Deterritorial

In the summer of 2019: my daughter and I attended a concert of the Riga-based
avant-rock group Nikto.! At the bar, no one was ordering drinks in Russian. The

' Some material included in this article was adapted from Border Conditions: Russian-

Speaking Latvians between World Orders, by Kevin M. F. Platt, a NIU Press book published
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audience was ethnically mixed, tilting heavily to Latvian, but even the local
Russophones were speaking primarily in Latvian, as is generally the case on the
young and cool scene in Riga. While it is impossible to draw totalizing conclu-
sions, exclusively or dominantly Russian-language contexts in Riga, of whatever
generation, tend to map onto culturally conservative and Russia-identified spaces
and circles. Although they may broadcast the show-business glamour of the
New Wave Competition of Young Performers, a Russian-centric pop music
event that took place on the Latvian seashore in Jirmala from 2002-2014 and
one of the most prominent Russophone Latvian cultural happenings of those
years (a project of the Russian television industry, it should be mentioned),
which I have discussed elsewhere, such contexts are typically not what a young
person could call “cool,” and often shade over into the decidedly frumpy.? Rus-
sian language and culture, displaced by the Soviet civilizational breakup, ex-
tending across the borders of time and space into present-day Latvia, often ap-
pears by its geographical and temporal position to be cast in the role of belated-
ness, rendering even glamour, when pronounced in Russian, only a faded
memory of past fashionability. The obverse, also non-totalizing rule that was in
evidence at the Nikto concert: if you go to a cool scene in Riga these days, it is
almost certain to be characterized by Latvian language use, regardless of the degree
to which Russian-speakers are present. This tendency is especially pronounced
in younger crowds, where the results of nearly three decades of intent transfor-
mation of educational policy have resulted, at last, in practically universal bilin-
gualism among local Russian-speakers. But let’s unsettle these equations. Strik-
ingly, the main act that night was in Russian. Nikto, which spells its Russian
name (meaning “no one”) in Latin characters, is comprised of Russian-speaking
Latvians and its songs are all in Russian. Even more striking: in this context, the
fact that the group sings in that otherwise uncool language only seemed to work
towards an increase in its ‘coolness dither.’

Later the same summer, on an evening walk in Jirmala with the Russophone
Latvian poet Semyon Khanin, distant sounds of peculiar, almost operatic singing
distracted us from our conversation (about poetry translation — what else?). We
navigated towards the sound and soon found ourselves gazing over a picket
fence at a housewarming party in the manicured yard of a large and comfortable,
newly constructed summer home. The sounds we had heard were from the per-
formance of a live band playing synth pop to entertain a crowd of fashionably
dressed thirty-somethings, sipping cocktails and eating modernistic hors
d’oeuvres. Khanin recognized the singer, who waved us into the party, where
the host welcomed us when he learned we were ‘with the band.” Once again,
conversation among the guests was almost exclusively in Latvian, but the enter-

by Cornell University Press. Copyright (¢) 2023 by Cornell University. Included by permis-
sion of the publisher.

2 On the New Wave festival, see: Platt (2013a: 447-469).
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tainment was not. The performer was Vladislav Nastavshev, the acclaimed Rus-
ophone Latvian theater director, and the songs were his original settings of clas-
sics of Russian Silver Age poetry, beloved of the ‘cultured’ late Soviet intelli-
gentsia — Marina Tsvetaeva, Sergei Esenin, Aleksandr Blok, Boris Pasternak,
Anna Akhmatova, and others — in a performance style that sounded alternately
like a revival of British New Wave and a Dua Lipa track.

The highly complex history and contemporary state of language politics in
Latvia may be summed up in brief with recognition that Russian language use
remains a highly politicized open question, as a result of decades of Russian cul-
tural imperialism under the guise of Russophone “all-Soviet” cultural norms and
institutional hierarchies, followed by what the political scientist Michelle Com-
mercio has described as post-Soviet “antagonistic nationalization” intended to
reestablish the priority of Latvian language and culture.® Russian language and
culture in Latvia has gone through many ups and downs since 1991, but the up-
shot at present is that it remains a problem — the language of the former occupier
and a violently aggressively looming neighboring state, subject to regulation and
limitation that continues to sit poorly with the large proportion of the population
for which it is native. In 2012, a referendum to make Latvian a second language
of state was soundly defeated, leading Anna Stroi, a multilingual, committed
Latvian citizen and member of Latvia’s bilingual journalistic establishment who
once considered a career in local politics, to comment to me with some bitter-
ness that “my language is and will remain an enemy language here.” Yet as the
two examples above make plain, Russophone culture is not always and every-
where in Latvia condemned as such. Sites of Russophone cultural production
here are not always configured, like the New Wave Competition, as a separate
zone of Russianness, standing apart from Latvian-speaking society. Yet what
makes it possible for Russophone culture to exit such zones, given the historical
burden and contemporary politics of language use? How do artists like Nikto
and Nastavshev position Russian language and culture to render them not only
acceptable forms of artistic expression, but even especially cool? What makes it
possible for hip young Latvians to vibe to the poetry of Aleksandr Blok?

Many, perhaps most Russophone cultural actors and projects in Latvia persist
under the spell of a lost unity with an imagined whole of Russian culture, cen-
tered on Moscow. Often, such projects are confounded by the actuality of Ruso-
phone Latvian culture, sundered from the Russian Federation, displaced, hybrid-
ized, and fragmentary. One might propose that Nastavshev and Nikto, in con-
trast, adopt an alternative stance of embracing the status of hybrid, dislocated
fragment, rather than mourning a lost whole. Yet we should also observe that
neither entirely breaks ties with ‘mainland’ Russian culture to become some-

3 Commercio (2010). For an earlier account of the status of Russian language and identity in
independent Latvia, see Laitin (1998). See also: Platt (2013b: 271-296); Platt (2015: 305-
326).
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thing new and different in Latvia. To take only the case of Nastavshev, his bio-
graphy has taken him from a childhood in Riga, to university education in St.
Petersburg, studying with the legendary Russian director Lev Dodin, to a degree
in directing in London. Following some early directorial work in London, he
returned to make his name in Riga, but his activity and fame soon extended em-
phatically back into the Russian Federation, where he has directed productions
in Moscow’s cutting-edge Gogol Center, overseen by the celebrated and legally
embattled Kirill Serebriannikov, and where he engaged in the creation of major
productions for the Bolshoi Theater. His résumé of projects combines classics of
world literature (Tennessee Williams, Federico Garcia Lorca) with legendary
Russian outsiders (Mikhail Kuzmin) and émigrés (Ivan Bunin). If Nastavshev
enacts a hybrid, dislocated, or fragmentary conception of Russian culture, it is
also a peculiarly cosmopolitan version of the fragment, one that competes with
the ‘whole and the integral’ Russian culture on its home turf.

At base, what is at issue here is a problem not of parts and wholes, but rather of
the limitations of those metaphors of spatiality and unity as applied to languages,
national cultures and their geopolitical positions. Over the last half-decade, I col-
laborated with a disciplinarily diverse group of specialists to investigate various
cases of Russian and Russophone cultural activity outside of the Russian Federa-
tion and its predecessor states, which led to the 2019 volume “Global Russian
Cultures.” As we concluded, “both within and without the Russian Federation,
Russian culture is fragmented and multiple, and everywhere it is the object of
diverse and contradictory institutional, political, and economic forces that seek to
define and constrain it.”* Yet also, all contested, local Russian and Rusophone
cultures are equally global. In Maria Rubins’s formulation, “Remaining in dia-
logue with metropolitan culture and the national tradition, local cultures simulta-
neously transcend them, engage in transnational conversations, and create constel-
lations out of diverse aesthetic and ideological vocabularies.” Our project sought
to explode the ideology that naturalizes cultural life as singularly defined within
politically circumscribed territories — that holds that Russian culture, naturally, is
a “thing” made in Russia — describing all else as diasporic, migrant, displaced, or
adulterated. In a post-imperial world, where multiple states include significant
populations of Russian-speakers, it is an accident of fate and a reflection of the
workings of power that grant the Russian Federation and those who exert hege-
monic control over its public life the apparent right to represent the root, whole, or
essence of Russian culture. Articulations of Russianness positioned outside of the
Russian Federation, with Nastavshev in Riga, are no less primary or legitimate
than those produced in Moscow or Tver. And in the age of frenetic circulation of
cultural goods across political borders in container vessels and via electronic cir-
cuits, each of these articulations is equally ‘global,’ just as none may lay claim to

4 Platt (2019: 6).
5> Rubins (2019: 46).
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a singular propriety or unity. Like any other vision of Russian or Russophone cul-
ture, generated anywhere else, Nastavshev’s production of Russianness, lifting off
from Riga, is one version of global Russianness and a fragment only of an ideo-
logically generated, non-existent whole.

Yet if this local, yet deterritorialized conception of culture perhaps grants pur-
chase on Nastavshev’s significance in the global arena — and in Moscow, as well
— additional work is required to explain the position he and other cultural figures
like him occupy in Riga’s youthful and cool cultural scene — the questions with
which I began. If political or linguistically defined national cultural wholes are
ideological chimeras, they are powerful ones, enhanced by economic and politi-
cal hierarchies — real forces to be contended with, rather than simply dismissed.
And this is especially true of the imaginary whole of Russian culture in Riga,
which, buttressed by Moscow money and local post-Soviet economic disparities
and malaise, holds many in its thrall. In the essay that follows, I will treat in detail
neither Nastavshev nor Nikto, but rather the Russian-language poetry and mul-
timedia art collective Orbita (““Orbit” in both Latvian and Russian), which occu-
pies the same local cultural terrain and has similar global positioning to that of
Nastavshev. In fact, the latter created a 2019 musical production based on Orbita’s
poetry for Riga’s Russian Drama Theater entitled “Five Songs from Memory”
(“Piat’ pesen po pamiati”’, 2019). We might note as well that Orbita’s members
have collaborated with Nikto. These intersections reflect the intimate scale of
the cool cultural scene in Riga, a compact city of only one and a half million
people, but also Orbita’s central positioning in the Latvian cultural milieu in
general. Everyone seems to know everyone else here, whether we are talking
about the Riga Biennale, progressive cultural festivals, the trendy club scene, the
most fashionable restaurants, or a poetry performance. And everyone knows Or-
bita, the award-winning performances, art installations, and other cultural en-
deavors of which are characterized by the same striking positioning of Russian
language at the center of a largely Latvian-speaking, cool and fashionable scene
as with Nikto or Nastavshev.

Orbita’s position in Latvian society results from the group’s highly intentional
intervention into cultural life, supported by carefully considered techniques for
incorporating Russian language poetry in the local landscape. In the poem of-
fered as epigraph to this chapter, by Orbita member Artur Punte, a commuter
carpool presents an allegory for life in Riga. This is a space where Russian-
speakers and Latvian-speakers are thrown together in quotidian proximity, and
where a discussion of computer platforms can veer off unexpectedly into un-
comfortable matters of ethnic distinction: “‘...By the way, how do Russians... I
mean...” he wants to ask something/ about the peculiarities of PCs, but mixes up
computers with my nationality and breaks off....” The result can be an uncom-
fortable silence, one that even a student’s joke at someone else’s expense cannot
defuse: “‘Or when you yourself say “Gypsy,” / there’s no terminological neu-
trality, you know? And with Chukchis, forget about it...” He stops, expecting
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we’ll laugh...” No one laughs. Yet perhaps this is only within the fictive, allegor-
ical space of the jeep, whose characters are impossible to “cheer up,” it seems.
For the reader, the lame, offensive attempt at a joke and embarrassed silence en-
ables critical, ironic distance — meta-humor at the conversation’s sitcom absurd-
ism and the student’s attempt to deflect the discriminatory gaze on other, com-
mon targets of racial othering. Punte has shifted the Latvian social situation into
the heart of a poetic project, taking communication in more than one language,
accented speech, and intercultural translation head on, yet also at a critical and
aesthetic distance. Translation between languages, cultures, and histories — its
impossibility, yet perhaps also its necessity — is placed at center stage.

As I explain in the present article, translation, its successes and failures, ren-
dered as a high-stakes performance in its own right, is key to the Orbita project.
This is “performative translation” — a term that I define more precisely below —
through which cultural activity is enacted as balanced on the divide, sometimes
sharp and sometimes blurred, between competing languages and national cul-
tures. Rather than shaping Russophone cultural space in Riga as an alternative
zone in opposition to a Latvian-language cultural competitor, a contest of two
imaginary unities, Orbita has sought to fold Russian-language culture like egg
whites into the batter of Latvian society — or to pour it into the honeycomb of its
structures — a prestidigitation before the audience’s very eyes. This embrace of
translation as an integral mode of poetic production understandably evokes anx-
ious critique from defenders of the ineffable, organic authenticity of great litera-
ture, and especially of poetry, which is so often equated with the untranslatabil-
ity of the original work of national genius (one recalls a century of discussions
of the impossibility of translating Aleksandr Pushkin’s “Evgenii Onegin” [Eu-
gene Onegin]). Sergej Timofejev, a member of the Orbita group, once told me
how a Russian author at a poetry festival had accused him of betraying the tradi-
tional poetic forms of the Russian poetic canon by “writing in free verse in the
interest of translation.” Yet this accusation gets most things wrong. Speaking as
a translator, I can attest that Orbita poems are no easier or harder to translate
than any others. Often, as in the Punte poem above, they dramatize translation
and untranslatability. At times, as we will see below, they are themselves reso-
lutely untranslatable, if what we mean by this is a text that resists any semblance
of ‘complete’ or easy passage into another language. Orbita’s focus on transla-
tion accesses the problematic that Emily Apter has treated at length of “untrans-
latables” — often sites not of organic, ineffable linguistic and cultural meanings,
but rather the emanations of “languages in paradoxically shared zones of
nonnational belonging at the edge of mutual unintelligibility”® — contact zones
such as present-day Latvia. By making the performance of translation in such a
space central to their cultural project — both centering the text on translation and

6 Apter (2010: 50-63), cit. on page 61. See also the same author’s “Against World Literature:
On the Politics of Untranslatability” (Apter 2013).
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mistranslation, and centering translation practices in the performance space —
Orbita shifts the meaning of translation itself as it relates to place. Rather than
being a vehicle for texts to travel, to break free of linguistic, national and geo-
graphical fixity, translation becomes a way of localizing language and texts in a
polyglot city of fraught interlinguistic encounters. And when the work of art is
itself the performance of translation from Russian into Latvian, how may one
“translate” this performance into a third or fourth language? The task of the
translator either becomes existentially impossible, or regresses toward the con-
clusion that further translation is simply a continuation of the performance.

In practice, the latter is the case, for Orbita’s performative translation practices
project both locally and globally. As with Nastavshev, Orbita’s sui generis posi-
tioning in the Riga cultural landscape has been the foundation for a cosmopoli-
tan profile and the launchpad for critical success in Europe, Russia, and across
the globe. As with Nastavshev, this combination of intent situatedness and global
relevance, between local and “world literature,” is only a seeming contradiction.
As Rebecca Walkowitz has explained in her study of “born-translated” fiction,
contemporary global literary circulation encompasses not only seemingly lan-
guage-independent works of popular fiction, published simultaneously in multi-
ple world languages by transnational publishing conglomerates, but also works
that turn untranslatability itself into a license to translate, and that make their
actual situatedness in a polylingual world the foundation for a competing form
of global literary culture:

If we approach untranslatability as the dramatization of translation, then the most

untranslatable texts become those that find ways to keep translation from stop-

ping. They are those that invite translation rather than prohibit it. [...] [B]orn-

translated fiction, because it emphasizes ongoing production and multilingual re-

ception, interferes with the novel’s traditional role as an instrument of monolin-

gual collectivity.”
In Moscow, Tbilisi, Philadelphia, or Berlin, Orbita’s work rises into supernational
prominence precisely as a result of its balancing act across local linguistic and
cultural borders, which drives the creation of innovative texts, performance prac-
tices, and cultural politics. Like the novels Walkowitz studies, both in Latvia and
abroad, Orbita’s project intervenes in familiar conceptions of world literature as
an arena of transparent translations, placeless texts, and easy border-crossings and
reconfigures the interface between national and cosmopolitan cultural life.

1I. Performative Translation

The Orbita group was founded in 1999 by five Russian-language poets and mul-
timedia artists from Riga: Semyon [Semen] Khanin, Punte, Vladimir Svetlov,
Timofejev, and Georges [Zhorzh] Uallik (the last of whom, within a few years,

7 Walkowitz (2015: 44-46).
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became a more or less inactive member). Over the twenty-plus years of its exist-
ence, the activities of the group have progressively risen up from a foundation
primarily in poetry to include video poetry, multimedia art installations, an annual
almanac, a press —which publishes Orbita’s own literary and critical writing and
photography, as well as work by others — organization of festivals and recurring
event series, participation in public art initiatives such as the C&sis Art Festival
and the Riga Biennale, and many other undertakings.® The group’s performance
activities, which are treated in detail below, involve collaboration with a network
of other Latvian and Russian poets, artists, musicians and institutions, including
not only Nastavshev and the Theater of Russian Drama but also the Latvian Na-
tional Opera, the Latvian National Museum of Art, and Latvia’s most successful
rock group Prata Vétra (Brain Storm). The red thread that runs through all of this
activity is translation: Orbita poetry almost never appears in Latvia in any form,
published or performed, without a Latvian translation; outside of Latvia, the
group’s work has been translated into multiple other languages and the members
of Orbita are themselves active as translators. Orbita’s reputation and recogni-
tions have grown over the years: it has received numerous awards within Latvia
for writing, book design and installation art; its poetry has been published in
journals and as separate books in multiple European languages and in English in
both the USA and the UK; and its members’ books have been published by the
prestigious New Literary Observer Publishing House in the Russian Federation,
where the group has also received accolades including the Sergey Kuryokhin
Contemporary Art Award, the short-list for Russia’s most prestigious non-state
literary award, the Andrey Bely Prize, and others. Like Nastavshev, then, this is
local Russophone Latvian culture gone global.

Orbita’s activities are a concerted effort to deploy Russophone culture on the
Latvian scene without reasserting the language of the occupier or reconstructing
the official cultural geography of the Soviet era. Towards the end of the first
decade of the new century, when I first met the members of the group and asked
about their vision for Russophone culture in Latvia, they replied in a deadpan —
even making a show of the extent to which they considered the question to be
banal — that things Russian should be a normalized and unremarkable compo-
nent of an independent, multilinguistic Latvian society. In short, Orbita was
from the start a social-political project. Yet the poets don't necessarily want to
talk about it — at least not in direct terms. This project could not be called utopian,
given that the group viewed a culturally and linguistically hybrid future as an
actual possibility. Yet it must also be said that this vision was and is not widely
shared. It is deeply foreign both to those who seek a “Latvia for Latvians” and to
Russian-speakers who continue to mourn the past dominance of Russian lan-
guage and culture — in other words, to all those who view language, culture and

8 For an earlier account of the Orbita group and its practices, from which this analysis has
benefitted, see: Kukulin (2002: 262-282).
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territory in national or imperial terms. And contrary to the group’s hopes at its
founding and its insistence in that conversation over a decade ago, Russian lan-
guage and culture has in more recent years been brought more and more to heel
and down to ground in the Russian Federation, regional geopolitics has been
increasingly polarized across the Europe-Russia border, reaching a fever pitch of
conflict in 2022, and Latvian society has remained fractured along ethnic lines.
Nevertheless, Orbita continues to create Russian-language poetry as Latvian poetry
in Riga and to project this Russian-Latvian poetry into other languages and around
the world. Orbita’s pragmatic, yet improbable, localized, yet deterritorialized and
global project calls for a new understanding of poetry’s location in geography.

So how does Orbita accomplish this feat? One approach to Russophone poetry
that evades identification with Soviet retro and the hegemony of national and
imperial conceptions of culture and territory would be the overt hybridization of
cultural traditions, evocations of space, and even language in order to loosen and
complicate the ties of Russian culture on political territory. As a point of com-
parison, one might mention Sergei Zavyalov’s 1997-1998 work “Birchbark
inscriptions of the Mordvin-Erzya and the Mordvin-Moksha” (“Moksherzian’
kir’govon’ grammatat / berestianye gramoty mordvy-erzi i mortvy-mokshi”),
that incorporates stanzas in the Mordvinic languages, but also carries out a de-
centering of Russian, which is “grammatically and semantically deformed,
seemingly by the concealed, half-forgotten presence of other languages at some
deeper level,” in Ilya Kukulin’s assessment.” In style and subject matter, the
poetry of Orbita might be said to do something similar, but in a less overt man-
ner. For one thing, the group’s poems and projects are often expressly concerned
with the geography of Riga and its environs, as in a 2018 poem by Khanin:

you fear and anticipate, when will it come —
that day, when you will at last understand

that the world stands not on the backs of elephants and whales
but of nervous little hamsters

and you’ll find out that babylon

is located in the vérmanes garden

where maidens lay on cardboard pedestals
in elaborate wigs portraying lions [...]

and the vases on the opera house facade

will fill up with southern fruits, still warm

and beavers will perceive in their own tails

maris liepa’s splayed foot

and the waters of the daugava will turn turquoise

for the edification of their numberless tributaries

and heads on the french embassy will turn

to see smoke belching from the opera house smokestack |[...]

? Kukulin (2019: 151-182), cit. on page 76; Kukulin (2012: 846-909).
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and the stars will rise out of freedom’s hands

and from the chasms a sunny drizzle will pour

and you and I will lie together on the lawn beneath the gingko
and try to lie completely still'°

u 6OI/IH_IBC$I, H XKACHIb, KOI'JIa OH HACTYIIUT
TOT ACHB, KOI'Ja Thl OKOHYAaTCIIbHO MOMMeEIThb
4TO MHUP ACPKUTCA HE HA CJIOHAX U KUTax
a Ha MaJIEHbKUX OECIIOKOMHBIX XOMSIYKaX

Y THI y3HACIb, YTO BaBUJIOH

pacrioyiaraeTcsi B BEpMaHCKOM IapKe

TJIe IeBHI JIe)KaT Ha KAPTOHHBIX BO3BBILICHUSIX
B IIBIIIHBIX TAPUKAX U300pakaroT JILBOB |... |

Y HAIIOJTHATCS Ba3bl Ha (acajie onepsl
TCIJIBIMU CIIC IIJI0OJaMU ora

U TIPO3peroT 60OPHI B CBOMX XBOCTaxX
PACILTIONICHHYIO HOTY Mapuca JINETIbI

Y BOJIbI B JayraBe CTaHyT OMPIO30BBIMU

B Ha3MJIaHUE CBOMM MHOTOYHCIICHHBIM IPUTOKAM

Y TIOBEPHYTCS TOJIOBBI HA (PPAHITy3CKOM IOCOIBCTBE
MMOCMOTPETh KaK U3 ONEPHOUN TPyObl BAJIUT YEPHBIN ABIM |...|

Y B3OMIYT 3BE3/bI U3 PYK CBOOOIBI

1 U3 XJIS10€# XITBIHET TPUOHON JTOKIUK

U1 MBI JISIKEM C T0601>'I Ha ra30H 11oJ TMHKT'O

¥ TIONPOOYEM JIEXKATh COBCEM HETOBIKHO !
Here, an absurdist apocalyptic end-time plays out in the urban topography of
Riga via a fantasy of the sudden animation of sculptures in central Riga parks
and on well-known facades — from the “splayed foot” of the monument to the
Soviet Latvian ballet star Maris Liepa near the Riga Opera House to the three
stars atop the Monument to Freedom. Local knowledge is taken to the extreme
of an inside joke, emphatically locating this poem in Riga and addressing its res-
idents. In parallel, global, historic and mythical elsewheres (“babylon,” “south-
ern fruits,” the French embassy) are mapped onto this urban space, seemingly
reconfiguring the entire cosmos, balanced on the backs of folkloric “elephants
and whales” into a smaller local version, atop “nervous little hampsters.”

Yet Khanin’s poem stops far short of any linguistic hybridization like
Zavyalov’s. The primary mode by which Latvian words enter into this poem,
and into Orbita poetry as a whole, is as Latvian proper nouns and toponyms. In a
few instances across the total corpus of Orbita poetry, this results in interlinguistic
wordplay, as for instance in the Svetlov poem titled «na avenu aBento» (“on
avenu avenue”’) — “avenu’” means “raspberry’ in Latvian (the street in question is
Svetlov’s invention). One might also propose that the Orbita tendency towards

19 Khanin (2018a: 98).
1 Khanin (2018b: 24).
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free verse, at times stanzaic and rhythmic, as in Khanin’s poem, and at times in
the form of prose poems, resonates with the Latvian poetic tradition, in which
such a formal approach has long been normalized, in distinction from the more
formally conservative Russian tradition. Yet this aspect of Orbita writing also
affiliates it with the leading edge of poetry in the Russian Federation, which
since the end of the 1980s has been moving more and more emphatically away
from rhymed and metered poetry. Squaring this circle yet again, one might
observe that the urbanity and restraint of Orbita’s gestures towards a Latvian
localization of its poetry itself resonates with cutting-edge Latvian artistic and
literary traditions, which gravitate towards inventive, yet also understated and
tasteful interventions, rather than shock or épatage. This “Baltic style” is evi-
dent, too, in the operations of Orbita itself — what other group of Russian lan-
guage poets has a tidy, centrally located office, sparsely furnished with modern-
ist furniture? In sum, Orbita’s writing, in the context of the Russian poetic uni-
verse as a whole, remains thoroughly recognizable as Russian poetry, merely
evincing an air of the extraterritorial — a touch of Latvian style — in restrained,
cool Latvian manner.

A different, more direct strategy to detach poetry in Russian from the domi-
nant tradition and political space of the Russian Federation would be to produce
work that overtly rejects such a position, along with the current imperialism of
the Russian Federation. One might consider, for example, poems by the Odesa
poet Boris Khersonskii that ironically deflate the Russian right to lay claim to all
things Russian — a 2014 poem, for instance, in which he responded to accusa-
tions of “Russophobia” evoked by his outspoken pro-Ukrainian positions with
the sarcastic admission “Do I hate everything Russian? 1 do, especially this/ lit-
tle birch tree, this lake, and this little church...” (“Nenavizhu vse russkoe? Da,
osobenno etu/ berezku i eto ozero, i tserkvushku...”).!? Or, closer to the matter
at hand, one might mention poems like “It’s easy to hate Russia from Latvia...”
(“Udobno nenavidet’ Rossiiu iz Latvii...”), by Dmitry Kuz’min — an expatriate
from the Russian Federation, recently arrived in Latvia. Kuz’min’s poem clearly, to
say the least, signals his antipathy to any form of Russian culture that might be
associated with the Russian state and its projects in the Near Abroad. In the Rus-
sian Federation, too, since the turn of the millennium, Russian experimental
poetry has more and more tended to fuse the legacies of late Soviet nonconform-
ist conceptualist and postmodern writing with overt political agendas — as in the
case of poets associated with the neo-Marxist “Chto delat’ group, Aleksandr
Skidan, Dina Gatina, Roman Osminkin, Keti Chukhrov, Kirill Medvedev, Pavel
Arseniev, feminist poets like Galina Rymbu, Oksana Vasyakina, Lolita Aga-

12 The poem was first published on Khersonskii’s Livejournal site on December 4, 2014
(Khersonskii 2014), it was later included in the author’s print publications. It is discussed and
translated in: Uffelman (2019: 207-229), cit. on page 225.
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malova, many associated with the F-Letter group, and others.'® Yet it must be
observed that poetry that explicitly takes up the political in opposition to Krem-
lin policies and the hegemony of Russian national patriotic culture, within and
without the Russian Federation, also implicitly recognizes the inscription of cul-
tural life in a geography dominated by political institutions and subdivided into
“proper” national territories. These are alternative Russian or Russophone cul-
tures that define their position in opposition to the reality of the Russian state, its
official patriotism and its patrolled borders.

This has not, in general, been the approach of Orbita. Certainly, from time to
time, overt political expression surfaces in the group’s poetry, as in a 2002 poem
by Punte “Final Remarks: Several Reasons for My Loss of Hearing” (“Napo-
sledok: Neskol’ko prichin, po kotorym ia poterial slukh’), in which he describes
how “foreign ranks, departing from my city” marched with an awful “precision
and uniformity,” seemingly echoing the formal features of traditional Russian
poetry that Punte rejects: “all that Russian literature stomped out... and smashed
my hearing completely!” (“vsia eta russkaia literatura i ottoptala... 1 sbila mne
slukh naproch!”). In more recent years, Timofejev has authored poems with a
whiff of topical political resonance, such as “Her Oil” (“Ee neft’,” 2017), which
allegorizes Russia, fantastically, as a woman who continuously excretes oil —
“Oil is her daily routine / [...] In this life of ours / She has oil. What have you
got?” (“Neft’ — eto ee povsedvevnost’/ [...] U nee v etoi zhizni / Est’ neft’. A
chto est’ u vas?”). Yet even in these relatively few instances, the political re-
mains an understated background matrix: this is not explicit civic poetry, as in
the case of Khersonskii or Kuz’min. As in Punte’s poem cited at the start of this
chapter, the Orbita poets generally toggle between the meta-political and the
pragmatic, passing over the declarative, and dwelling in the performative. In the
main, Orbita’s members evince an autonomy-aesthetic model of poetry that pre-
cludes overt political engagement — perhaps in a reflection of regional poetry’s
general turn away from the political in the decade after the fall of state social-
ism, during which the Orbita poets all began to publish. The sublation of explicit
politics by performative politics was evident in a recent conversation in which
Timofejev recalled the Orbita poets’ determination, at the moment of the
group’s founding, “not to demand that Russian culture should be a part of Latvian
culture, but simply to act as though this were already the norm.” We may note in
this regard that, remarkably, for an art collective that has persisted for over
twenty years and created a recognizable brand and style of poetic production,
Orbita has no articulated program and has never produced a single manifesto
(even a purely aesthetic one).

Instead of linguistic or cultural hybridity or explicit political declarations,
Orbita has developed a distinct, highly original strategy to emancipate Russo-

13 For critical accounts of some of these figures, see: Bozovic (2019: 453-478); Platt (2017:
278-291); Sandler (2017: 281-313).
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phone poetry in Latvia from post-socialist, post-imperialist frames: that of “per-
formative translation.” This is an ever-expanding repertoire of devices that bring
the Russian and Latvian languages together, foregrounding translation, and con-
testing the political domination of cultural spacetime at its root. In so doing, Or-
bita also challenges common conceptions of translation associated with national
literary projects. Commonly, translation is judged on its transparency and invisi-
bility — against the ideal of a perfect, somehow unmediated transfer of the origi-
nal into “another language,” in which the translator and the act of translation
themselves fade from view, while the national unity of the languages in question
is enforced. With Orbita, in contrast, translation is demonstratively, visibly, pal-
pably enacted as a performance in its own right. Orbita’s audience is never
allowed to forget that the poem exists in another language, and further, never
allowed to lose sight of the act of translation itself. To borrow a concept from
Apter, this is literature in the “translation zone,” that shifts our imaginary of lan-
guage from “discrete languages contained within perimeters of standardized us-
age” to “plurilingual process [...] languages in translation, pidgins, creoles, idio-
matic sampling, loan-words, calques, code-switching.”!* As I remark above, Or-
bita’s project has never been a utopian one. Its intent construction of a transla-
tion zone as social actuality is, however, captured well by the term “heteroto-
pia,” described by Michel Foucault as a “counter-site” or “a kind of effectively
enacted utopia in which the real sites, all the other real sites that can be found
within the culture, are simultaneously represented, contested, and inverted.” The
heterotopia is “capable of juxtaposing in a single real place several spaces, sev-
eral sites that are in themselves incompatible,” and can “create a space of illu-
sion that exposes every real space, all the sites inside of which human life is par-
titioned, as still more illusory.”'> We may note, regarding Orbita’s focus on per-
formance, in the literal sense, as well as on installation art, that the theater and
the museum are among Foucault’s leading examples for this concept. “Per-
formative translation” is the foundational practice and structuring principle of
Orbita’s heterotopian project.

111. Translation, Performed

In Orbita’s practices, translation may be understood both in the literal sense, and
in a series of conceptual-allegorical extensions. All publications of the Orbita
press are bilingual (and sometimes trilingual). This includes Russian-Latvian
editions of poetry originally written in Russian — this is the format in which the
Orbita poets publish their own work — but also similar editions of poetry written
in Latvian, as well as essay collections, photography and art albums, and other
works. Their publishing undertakings include many translation projects from

4 Apter (2013: 100).
15 Foucault (1986: 22-27), cit. on pages 24-27.
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Russian into Latvian and vice versa, as well as para-translation projects — a his-
torical anthology of Russian-language literature written by Latvians, for in-
stance.'® The group’s performances, too, always incorporate Latvian transla-
tions, either in the form of bilingual readings with Latvian translators, or (more
commonly) group appearances in which Latvian translations are projected dur-
ing a live reading. Yet translation is also allegorized in various multimedia
dimensions of these performances that dramatize the passage of art from one
medium to another — a live musical accompaniment, a series of projected photo-
graphs, or more complex and intricate forms of technical and electronic “transla-
tion” that I address below. Through its persistent public performance of interlin-
guistic, intercultural, and intermedial translation over more than two decades,
Orbita has assembled within Latvia a bilingual penumbra of poets, collaborators,
translators, and fans — a bridge between language communities that are typically
distinct. Beyond Latvia, the group has established itself at the forefront of multi-
lingual and multimedia poetic performance. At base, there is nothing tricky
about Orbita’s orientation on translation. In defiance of standard, national map-
pings of Russian and Latvian language and culture as incompatible — divided
into opposed social scenes and sometimes political parties within Latvian socie-
ty, held apart by patrolled borders without — Orbita centers culture on transla-
tion. This 1s translational culture, or culture as translation: a fusion of Russian
and Latvian in which the line of demarcation is everywhere or nowhere.

Yet while the principle itself isn’t tricky, Orbita’s conceptual riffing on the
possibilities of performative translation is intricate. Before considering Orbita
performances, in the literal sense, we may discuss the enactment of multilingual
social ideals in Orbita’s books, considered as crafted objects. These are no sim-
ple facing-page bilingual editions. Each book embodies in a creative manner the
typographical and physical possibilities for presentation of parallel texts in two
languages. Consider, for instance, an edition of Khanin’s poetry in which the
Russian texts and their Latvian translations are printed in identical volumes, held
together back-to-back by invisible magnets embedded in the binding.

16 Zapol® (2011).

1ZfK 12 (2024). 199-226. DOI: 10.25353/ubtr-izfk-2a27-4{3¢ (=) A



Performative Translation: Latvia’s Orbita Group as a Post-Monolingual Heterotopia 215

Fig. 1. Semyon Khanin [Semen Khanin], “Vplav’” / “Peldus” (Riga: Orbita, 2013). Two vol-
umes (or one “split” volume?) of poetry — in Russian and in Latvian translation, that snap
together via magnets concealed in the binding. Photo: Viadimir Svetlov

The magnets present a lucid and beautiful allegory of inter-linguistic social ties
— their invisibility, material reality, flexibility, and strength, combined with fra-
gility and potential impermanence. The edition attests to the linkages between
Latvian and Russian, yet also conjures the specter of those bonds’ dissolution —
the two volumes might be separated, one could be lost, or they could wind up on
opposite sides of a national border... (and in practice, they have a tendency to
get detached from one another in the bookstore, causing headaches). Or take a
collection of Uallik’s poetry that opens in the two languages from opposite
sides, and which incorporates paired photographic illustrations in the two halves
of the book that represent the same object from opposite perspectives. It’s as
though one were peering through alternate windows into the world of the book
from opposite sides of a single space, offering a different material allegory of
the bilingual mapping of a shared human reality.
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Forks Ualliks

REDZU DZIRDU KLUSEJU

Fig. 2. Georges [Zhorzh] Uallik, “Vizhu slyshy molchu” / “Redzu dzirdu kluséju” (Riga: Or-
bita, 2013). One volume that opens from two sides, in Russian and Latvian translation, with
coordinated photo-illustrations of objects from two sides. Photo: Viadimir Svetlov

Another example: a 2009 collection of translations of Latvian poetry into Rus-
sian, titled Par mums/ Za nas, which literally calls its readers to perform multi-
lingual social life, offering parallel texts printed in facing page, but reversed top
to bottom, making it possible for two readers to take in the original and the
translation simultaneously, sitting on opposite sides of the book, laid out on a
table. With these and other typographical inventions, Orbita makes bilingualism
into a structural feature of bookmaking, centering the reader’s attention on trans-
lation and allegorically performing a variety of critical interventions into its
social and literary implications. Each book is a heterotopia in miniature, nested
within the Orbita project as a whole.

Orbita was a pioneer in the creation of video poetry in Russian literary space.
These are short films incorporating performance of a poem — in the most aes-
thetically successful examples adding a novel layer of artistic complexity, rather
than merely a string of “illustrations” to the text. The poem offered as an epi-
graph to this Chapter, “I know — the only thing that cheers up the gang from Tal-
linas St...,” was the basis for one such video poem, a collaboration between
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Punte and the composer Linda Leimane that was recognized with a first prize at
the 2013 Fifth Leg Festival of video poetry in Moscow. The video divides the
screen between two standard-aspect frames, leaving a generous band of black at
the top and bottom of the screen. On the left, in a number of leisurely, mostly
hand-held, yet stable shots of cars and figures, alternating between deep and
shallow focus, we see Punte emerge onto a busy street that we guess or recog-
nize to be Tallinas iela. On the right, Leimane approaches the keyboard of an
open grand piano with various small objects positioned in and on the strings.

Fig. 3. Still from Artirs [Artur] Punte, Linda Leimane, et al., Tallinas Street: Videopoem (Ri-
ga: Orbita, 2012).

Punte takes out a cell phone and places a call; Leimane’s phone rings and she
answers the call. Without preamble, Punte slowly begins narrating his observa-
tions in Latvian: “A car pulls out of a parking lot and turns right. A pedestrian
from the right. A car from the left. A car from the right” (“Masina izbrauc no
stavvietas un iet pa labi. G3j€js labaja pusé. MaSina kreisais. Masina labais™).
Leimane responds by playing notes on the piano, plucking its strings, sounding
them against the objects, in a meditative series of slowly moving handheld shots
that show the musician, her instrument, and her reflection on its polished wood.
Punte’s voice and Leimane’s performance are distributed over the left and right
channels to match the split screen. A minute and forty seconds into the video’s
four minutes and twenty seconds, Punte’s voice appears again as an overdub,
reciting the poem in Russian at a slow pace, as his telephoned observations and
Leimane’s music grow quieter in the background, although they never fade en-
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tirely away. The video poem exists in several versions, with Latvian subtitles,
Russian subtitles, or English subtitles, as the case may be, moving in ticker-tape
fashion in the black below the frames.

Building on the reading offered above of the poem as engineering aesthetic
and critical distance out of the sitcom of linguistic and cultural miscues and
misprisions that it recounts, we may observe that the video poem deploys trans-
mediality as an allegory of interlinguistic translatability, as the poet transposes
his vision into an account in Latvian, passed through the telephone, eliciting
Leimane’s response in musical form, while the Russian poem is matched by
translations into music and image, but also into other languages in the subtitles.
Two screens, two (or three) languages, and multiple media and mediations are
orchestrated into an aesthetic harmony that throws into relief the crossed wires
of the commuters’ conversation. Here, the heterotopia of Orbita’s performative
translation answers the heterodystopia, to venture a Foucaultean neologism, in-
side the Jeep, reaffirming the poem’s creation of an aesthetic unity of language
communities out of the raw materials of social life on the Riga streets.

The same principle is at work in many of the group’s museum installations,
often with a heightened interactive element allowing the members of a multilin-
gual audience to choose their preferred language. At the 2016 Cesis Art Festival,
visitors to the “Actual Spacescape” installation found a console in the center of a
darkened, otherwise vacant gallery room, similar to one you might find on entry
to a European post-office or bank, including a touchscreen and a ticket printer.
At the click of a button, visitors received printouts of transmissions, purportedly
from a lost, unmanned space exploration vehicle, in four languages: Russian,
Latvian, the nearly vanished Liv language, and English.
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Fig. 4. Orbita, “Actual Spacescape,” 2016 Césis Art Festival, Césis, Latvia. By pressing the
buttons on the console, visitors could receive transmissions purportedly from a lost, un-
manned space exploration vehicle, in four languages: Russian, Latvian, the nearly vanished
Liv language, and English. Photo: Viadimir Svetlov.

Other projects call spectators to enact a multilinguistic form of social subjectivity,
as with an event that invited spectators to put on flip-flops engineered to print
the group’s Russian-language poetry and Latvian translations, alternating the
languages with the left and right feet. Among the group’s most celebrated, prize-
winning installations is the “Radio Wall”: a wall festooned with some fifty tran-
sistor radios, old and new, tuned variously to local radio stations in diverse lan-
guages, to ambient music, but primarily to poetry recitations in various lan-
guages, broadcast by means of a localized FM broadcasting unit. Visitors can
walk along the wall, stopping to listen to the languages they understand — to the
poems and other transmissions that speak to them — or to admire models their
parents had on the kitchen table in the 1970s and 1980s.

Radio has been something of an idée fixe for Orbita, in part, one suspects, in a
reflection of Timofejev’s background in music — he worked at one time as a DJ.
A 2014 project involved a pirate FM station the group set up in the center of Riga,
dubbed Marx FM, which broadcast poetry in Latvian, Russian and English
without pause until it was pinpointed by the authorities and shut down, resulting
in a fine for the group. Yet the most salient use of radio by the group was in a
performance format that the group employed from about 2010 to 2019, called
the FM Slow Show, which fully realized Orbita’s mode of performative transla-
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tion, and which I have treated more extensively elsewhere. This is a collabora-
tive performance in which the poets alternate reciting their poetry, which is
broadcast using the same local broadcasting technology used in the Radio Wall
to one of tens of radios arrayed on a table on the stage.

Fig. 5. Orbita performing the FM Slow Show, CYCLOP Video Poetry Festival, Kiev, Ukraine,
2012. Photo: Polina Horodyska.

The rest of the poets manipulate the radios, providing a background of ambient
sound including white noise and also fragments of local broadcasts in Latvian,
Russian, or whatever the local languages are where the poets are performing.
The background noise dies to a murmur when a poet reads, but rises in volume
between poems. Often, a musical accompaniment is provided by one of the
musicians with whom the group collaborates. Meanwhile, translations of the
poetry into the language(s) of the audience appear projected on a screen behind
the poets. Here, translation is front and center as the very stuff of performance.
One recalls that the Russian and Latvian words for broadcast, “transliatsiia” and
“translacija,” are etymologically linked in obvious fashion with the English
word “translation.” One also recalls that radio has a significant history, in the
border zone between Europe and Russia, where it once delivered BBC, Radio
Free Europe, and VOA to Soviet citizens who were attuned to what many called
“the voices.” But FM radio is far from obsolesced in Riga, where, among other
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things, it until recently delivered Russian media, that more and more seems as
much of a world away as VOA was in the USSR, often via syndicated broad-
casts from Moscow or St. Petersburg. In the Radio Wall and the FM Slow Show
translacija / transliatsiia of the poetic voice acts as a technological allegory
articulating a multidimensional heterotopic translation zone. Here, translation
across borders, spaces, languages, and media becomes, far from being invisible,
the very content of a performance that bursts the boundaries of national lan-
guages and their discrete geographies and demonstrates the necessity of media-
tion in any aesthetic or communicative activity.

Let me be more precise in interpretation of this allegory. Orbita’s ability to
create and occupy a multilinguistic Latvian heterotopia derives from the poets’
stance of distance from the patriotic politics of the autarchic Russian cultural
whole — and their distance, therefore, from the mainstream of Russophone cul-
tural life in Latvia that is in its thrall. By centering the audience’s gaze on trans-
lation, rather than the “center” of the national linguistic and cultural tradition,
Orbita breaks the literary free from nationally defined space. Yet strikingly, this
is an apt strategy for literary success across all borders, including the Russian
one (at least, until 2022). With regard to their success on the experimental liter-
ary scene in Russian Federation, one might recall Pascale Casanova’s demon-
strations of the hegemonic power of nationally organized literary centers, which
themselves are interrelated in a system of unequal trans-national competition.!”
The Orbita poets, while 100% Latvian, are, after all, also still Russian-language
poets, and their work has gained recognition via the dominant mechanisms of
prestige of the Russian literary system. Yet the motivation for recognition in
Moscow, in this case, stands in tension with the centripetal logic of Casanova’s
analysis: Khanin, Punte, Timofejev, and Svetlov have had significance at the
geographical centers of Russian cultural life in large part because of the innova-
tive practices driven by their location on the borders between languages — be-
cause of their poetics of performative translation, because of their heterotopic
constructions. This search to discover new literary potentials at the juncture be-
tween languages is not in itself new — in some ways it is comparable to the epi-
sodes in earlier European modernist writing described by Barry McCrea, in
which writers turned to the margins of metropolitan cultural life, seeking to dis-
cover alternative potentials in the disappearing minor languages of the continent.
Yet in the case of Orbita, the orientation is not on Latvian language as a defamil-
iarizing force in Russian letters, but on the language encounter of translation it-
self as a means to deterritorialize Russian as a metropolitan literary language —

17 Casanova (2004).

1ZfK 12 (2024). 199-226. DOI: 10.25353/ubtr-izfk-2a27-4{3¢ [l IEa—



222 Kevin M. F. Platt

or perhaps we should say, as a means to embrace the status of Russian in Latvia
and Europe as a minor language (as the language of a de facto minority).'

This strategy for the creation of avant-garde innovation out of linguistic ex-
perimentation at the margins; these books, inventive and beautiful permutations
of the typographical possibilities for combining two languages in one printed
object; these performances, elegant meditations on distance and nearness; and
this poetry, that derives from Latvian and Russian traditions and collaborations —
all of these balancing acts in the cultural intertidal zones drive the avant-garde
practice that makes these poets significant in Russian experimental literary life,
which is as hungry for the deterritorialization of culture as are the Orbita poets.
In sum, then, for these poets, the cultural geography of deterritorialized Russian-
language literature of the Near Abroad reflects in inverted form that of the met-
ropolitan centers of Russian literary life during the first two decades of the cen-
tury (that itself seemed more and more to be an island of “internal emigration”),
where a cosmopolitan and experimental avant-garde balanced against a political-
ly legitimated, territorially centered and bounded mainstream. In the Russian lit-
erary life of Latvia, insofar as it coincides with the institutional and cultural cen-
ters of Latvian society per se, performative translation occupies cultural and so-
cial center stage because it stands at a distance from canonical Russian cultural
traditions, as well as from the cultural politics of any in Latvia who mourn the
absence of those traditions, and, too, from any in Latvia who seek a nation-state
that is a simple reflection of the national exclusions generated in the era of Rus-
sian and Soviet imperial domination. The Orbita poets enter into global circula-
tion directly from the deterritorialized heterotopia of the translation zone.

In conclusion, we must note that performative translation, like any perfor-
mance, 1s a dynamic process that responds to changing circumstances, to the
shifting nature of audiences and ever new enactments. The practices of the Or-
bita poets continue to evolve into new forms, expressing this dynamism, but also
the consistency of their creative principles. In 2020, the Latvian National Art
Museum acquired the Orbita’s Radio Wall installation for its permanent collec-
tion. Given that this same set of radios was the basis for the FM Slow Show, the
latter performance has been retired, or at least put on pause. In the meantime,
Orbita has created a new performance, entitled Motopoiesis. This is an audio-
visual spectacle, in which the poets’ recitations pass through a highly complex
transformation on their path from the microphone to amplification. On stage, the
poets stand grouped around and manipulate an array of electronics and multiple
mechanical devices — baffles, wheels, small balls in tracks, pendulums.

¥ Any comparison between the cases that McCrea examines and that of the Orbita group de-
mands a great deal of care. Latvian is not a “disappearing” minor language — rather, it is van-
ishing from the imperial matrix of Russian cultural hegemony (McCrea 2015).
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Fig. 6. Orbita performing Motopoesis, Riga, Latvia, 2019. Photo: Kevin M. F. Platt

The appearance of this apparatus is halfway between that of an experimental
DIY synthesizer and a pinball machine. As one poet recites a poem, the signal
from his microphone is converted into the motion of one or another object via
magnets and motors. The resulting sounds and noise are themselves picked up
by microphone and combined with again with the poet’s voice before being
broadcast to the audience in amplified form. Meanwhile, the poem, in English
and Latvian translation, along with closeup video of the Motopoiesis apparatus
are projected behind the poets. In sum, this is a “translation” of poetry into elec-
tronic signal, then into mechanical motion, into more sound, into images, and
finally into a new electronic signal, reiterating in new form Orbita’s heterotopic
avant-garde poetic imagination. The effect is astounding.

Yet the environment for such performances also continues to shift and evolve.
Orbita’s performative translation practices map out a cardinally different place
for language and culture in geography from those operative in contemporary
nation states and in current global regimes of monolingualism and “world litera-
ture.” Here, language and culture become both intensively localized and intently
global, both fixed to the concrete multilingual cultural community of Riga and
deterritorialized — detatched from the political and geographical frames that usu-
ally assign language use to a privileged community of “native speakers” and a
historically defined territory or homeland. Such paradigms are especially strong
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in Latvia, a post-Soviet post-colony in which current and recently intensified
political and geopolitical realities insistently enforce a regime of singular na-
tionally defined languages locked in competition. In response, Orbita’s activities
exemplify what Yasemin Yildiz describes as “postmonolingual” aesthetic work.
These are not multilingual cultural projects, but rather ones that “configure lan-
guages in ways that imagine new formations, subjects, and modes of belonging
[...], offer a more critical way of dealing with the monolingual paradigm [...
and] grapple with the ongoing force of the ‘mother tongue’ [...] in ways that
seek to disrupt the homology between language and ethno-cultural identity that
the paradigm installs.”!® Rather than privileging conceptions of poetic culture
based in nationalist conceptions of essential and authentic meanings associated
with the essentialized identities of a national target audience, Orbita never al-
lows us to forget that all languages are multiple and all acts of reading are medi-
ated negotiations across sometimes unbridgeable gulfs, both within a “single”
language and without. Orbita’s heterotopia counters geopolitical realities that
hem it in from all sides — more and more emphatically since the hardening of the
international border with Russia since the start of the Crimea Crisis in 2014.
When I asked Semyon Khanin how he felt speaking Russian after Crimea, he
said, with his typical wit, that he was now always concerned when he spoke
Russian that someone would run out from around the corner to defend his lan-
guage rights. The full-scale invasion of Ukraine in 2022 brought significant
transformations for the Orbita project, as it has did for Russophone culture in
many places. The group no longer publishes in the Russian Federation or col-
laborates with projects based there—and many of its past collaborators have
themselves become émigrés, their projects and platforms closed down. Artur
Punte, who was originally one of the most dedicated proponents of Russian lan-
guage as a legitimate language of Latvian social life, has recently announced
that he will no longer write or perform poetry in Russian, but rather only in Lat-
vian. All of this seems to threaten the transformation of the Orbita project from
an actual and heterotopic one, aiming at an unexpected, but not impossible alter-
nate configuration of human life, into a purely utopian one. Yet it also suggests
that Orbita’s heterotopia is needed now, more than ever, in Riga and elsewhere.
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CYBERPUNK - GAME - POETRY:
Rostislav Amelin’s “SimStab”!

The article discusses “SimStab” [Simulator of Stability], a poetic performance by a
young Russian poet, Rostislav Amelin, as an effective hybrid of the innovative
poetry, video game, and the cyberpunk genre models. The interaction of these com-
ponents produces strong, yet not necessarily obvious political over-tones, testing
the limits of the audience’s (or readers’, or players’) agency. Like many other cy-
berpunk texts, “SimStab” explores the conflict between the desire to resist coloni-
zation by the pervasive powers dominating contemporary society, and the absolute
necessity of willingly colonizing your own body and subjectivity with the products
of these powers. Both the poem, game and their shared text embody spaces of utopia
reliant on repressed sites of formless abjection, which paradoxically become a
source of anarchic freedom. Thus, in “SimStab” the ludic algorithmic with its pro-
cedural rhetoric (Ian Bogost) creates spaces of formlessness which repeats the lib-
eratory promise of cyberpunk literature.

Keywords: poetic performance, video games, the ludic poetics, cyberpunk, proce-
dural logic.

When talking about new forms and formats of contemporary poetry, one rarely
takes into consideration possible hybrids of a poetic text with video and digital
games. The language of video games is well recognized by younger generations as
stable and formulaic, consisting of ludic idioms and structures that in many ways
are similar with poetry, although much more popular than it. The fusion of ludic

' We want to express our sincere gratitude to Ilya Kukulin, who has introduced us to Rostislav
Amelin’s poetic performance.
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and poetic forms, however, cannot be mechanical and requires meaningful connec-
tions. A global discourse of cyberpunk embedded in video games and serving as a
metaphor for multiple global anxieties, can serve as one of such connections.

The game format is interactive by default and thus invites performative engage-
ment of the audience/readership. This engagement can be multifold and may either
suggest that the reader selects his/her sequence of poetic/ludic components thus
building an individual “plot-line”, or the algorithm would simulate such a process
by picking aleatory lines/textual components. There are many other possibilities
as well, but they all would demonstrate a simultaneity of possible variations of
the poetic text and meaning. In each case the normative linerality of a poetic text
would transform into a cloud of potential trajectories and the performance of the
poetic text would reproduce its creation and re-creation in constant ludic itera-
tions. Does such a “hybrid” remain to be poetic text, a vehicle for the new under-
standing and vision, or would the game subjugate the poetic text to its own pur-
poses? If the latter is true, would it automatically mean the failure of poetry, or
would the synthesis of the verbal world-modelling with the ludic “magic circle”?
produce an unforeseen artistic effects that cannot be achieved by any of these
media if taken separately?

We are looking from this perspective at Rostislav Amelin’s® poem/game/perfor-
mance “SimStab”, or “Simulator of Stability” as an example of such productive
fusion. He presented it in St. Petersburg in September, 2018, at the conference
“Technology and Poetics: A Mediated Production of the Beautiful. The Writing
Transforming Us” («TexHWKa W MO3THKA: OMOCPEIOBAHHOE MPOU3BOJICTBO TIpe-
kpacHoro. [lucemo npeBpariaet Hacy) associated with Arkady Dragomoshchen-
ko’s Prize. In our opinion, this work is important as a poetic experiment that con-
flates political and social critique inherited from the cyberpunk genre with the in-
teractive possibilities of gaming. The result is the innovative and deeply poetic per-
formance with strong, yet not necessarily obvious political overtones, testing the
limits of the audience’s (or readers’, or players’) agency.

Amelin’s performance? looks like a recitation of a poem, consisting of ques-
tions/statements with three possible answers/reactions accompanied with melan-
cholic music. Some of the questions and answers appear repeatedly, others vary.
Every time, the poet picks one of the options and moves to the next screen with

2 “The arena, the card-table, the magic circle, the temple, the stage, the screen, the tennis court,
the court of justice, etc, are all in form and function play-grounds, i.e. forbidden spots, isolated,
hedged round, hallowed, within which special rules obtain. All are temporary worlds within the
ordinary world, dedicated to the performance of an act apart” (Huizinga 1955: 10).

3 After February 2022, Rostislav Amelin openly declared his support to Russia’s invasion of
Ukraine. We are not commenting on his political views since the article considers his work
completed in 2018.

*Its recording can be found here: https://www.youtube.com/watch?v=VEhOP5At-
kGw&t=5800s [26.07.2021].
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another set of questions and answers. However, this impression is deceptive. In
fact, Rostislav is publicly playing a game of his own design. The game, in turn, is
based on Amelin’s illustrated narrative poem, or novel in verses, “Megalopolis
Olos”, which has been published in 2021 by the Moscow Andrei Voznesensky
Center within its new poetic series “Tsentrifuga” (The centrifuge). Almost simul-
taneously with the book, Amelin has released a YouTube film based on his nar-
rative poem.> Each piece of this project can exist independently, however, the
performance and its meaning cannot be fully grasped without references to the
novel and the game. Which is why we will first characterize the latter and then
move to the former.

The novel and the game

“Megalopolis Olos” is a novel in the form of a poem. The narrative directly ref-
erences a variety of cyberpunk tropes, consciously repeating familiar motifs and
relying on this repetition and the familiarity it engenders to produce meaning, as
the audience fills in, what, for instance, a zombie apocalypse looks like without
the novel-poem needing to represent it, outside of a few expressive details. The
protagonists are a cult worshipping archaebacteria; their guru leads them into hid-
ing in the Bomzhatnik — an autonomous zone unmonitored by the utopian and
omniscient cyberpunk government of the world. The government is pursuing
technological immortality for chosen elites, amidst vast exploitation and natural
desolation. The revolutionary resistance to this project for technological immortal-
ity subverts the ostensible princess of the whole utopia with a vision abandoned by
the utopian government: a plan to send a spaceship to spread earthly life, instead of
digitizing it at the cost of killing the whole planet. The protagonists initiate a revo-
lution against the utopia by infecting the wells of the general populace with the
archaebacteria they worship. Although the bacteria give the willingly-infected
supernatural abilities, uninformed exposure causes something akin to a zombie
apocalypse which threatens the whole society with infectious enlightenment. Ame-
lin’s text represents an original version of cyberpunk that displays a repetition of
cyberpunk tropes through a mise-en-abyme — in the course of the novel it is revealed
that the bacteria are themselves the remnants of a hyper-advanced cyberpunk soci-
ety that managed to transcend death by becoming bacterial.

This novelistic plot reveals the colonizing logic of cyberpunk that moves from
social control and surveillance to the colonization of hidden, repressed zones like
the Bomzhatnik, and finally to the last colonizable frontier: the interior of the
body. This is in direct accordance with the stable trope of the cyberpunk protago-
nists as rebels subsisting on the margins and in the unsurveiled zones of the soci-
ety, while at the same time guaranteeing their own survival and competitive edge

5 See: Amenus (2021b).
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by repeatedly inserting technological improvements developed by the very cor-
porate order they oppose into their own bodies. Consider, for example, William
Gibson’s genre-defining cyberpunk novel “Neuromancer” where its protagonists,
Case and Molly’s goal is to liberate themselves via colonizing their own bodies.
Case’s quest is to regain the neural links allowing him to surf the internet and
Molly’s to complete the insertion of artificial nerves and blades into her body,
making her a flawless killing machine.

In Amelin’s novel-poem protagonists colonize themselves with archaebacteria
to gain power and enlightenment, while the same bacteria turn a non-consenting
subject into a zombie. The transformation into zombies exacerbates the metaphor
of internal colonization by bringing the zombie apocalypse as a factor. The zom-
bie apocalypse is a distinct genre from cyberpunk, but also represents a contem-
porary imagining of a problematic immortality. The zombie represents immortal-
ity as a devouring machine devoid of human qualities and has historically, at least
in the work of George Romero, critiqued capitalist consumption as an intrinsically
hollowing and dehumanizing social system, merely exposed and radicalized by
the walking dead.

The archaebacteria show that the process of internalizing technology in order
to resist it, generates the natural tilt of techno-utopia into techno-dystopia. Simul-
taneously, for the protagonists of the texts, the archaebacteria represent an imag-
inary return to nature, but ultimately reveal this naturalness to be fraudulent (or at
least hyper-technological), exposing a perverse circle of tech-life.

The game mostly hides its affinities with the novel. The initial structure appears
to be that of random mundane scenes — views from a window (not very notable),
encounters on the street — falling in the mud or in love — and similar events. Choos-
ing to drink from a well both makes a direct link to the novel where such wells
hide archaebacteria and represents an odd choice — nothing in the other scenes
suggests that characters in this universe drink from wells, rather than from faucets.
The archaic tone of the encounter is all that suggests to the uninformed player that
the well represents a deviation from the repeating encounters and an exit to the
next stage in the game. Drinking from the well and other acts of deviation lead to
a situation where the player encounters a tunnel of light. At this point it is crucial
to refuse the light, and enter the darkness, which initiates the symbolic transfor-
mation. Afterwards the protagonist gets administrative privileges and can access
the Administrator level. This level appears to be something like a prison, with much
the same options as the level before it but no ability to do things like leave the room.
The next level is reached by entering the tunnel of light — it admits people at the
Administrator level, and then responding to a question: what should be preserved
— life, humanity or stability? The correct response is “Life” that leads to a promo-
tion to Organizer, which aligns the player with the cyberpunk elites in the novel,
who pursue immortality over humanity and historical continuity. The Organizer is
even more trapped — opening a window to their room leads to instant death, sug-
gesting that the view outside the window is no longer that of earth, but the vacuous
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atmosphere of the Moon or Mars. Leaving the status of Organizer is difficult and
irreparable, but on successfully being fired the organizer awakens as a homeless
person, capable only of writing the awful truth as ignored graffiti on the city walls.

The game, however, in a hidden form sustains the major motifs of the novel. For
instance, the link to the well implies that the protagonist’s enlightenment might well
follow the contamination articulated within the novel, opening the question as to
whether he is not, in fact, a zombie, as the archaebacteria are not taken knowingly.
This interpretation proposes a critique of the agency of the player or reader: chas-
tising them for imagining they have more agency than they do — imagining they are
not the zombie. The cyclical movement through the various stages of enlighten-
ment, culminating in the awful knowledge born by the homeless protagonist is em-
phasized as not liberatory but iterative — the revelation that the world is already
dead has an inevitability that reinforces the notion that the player too is “dead”: at
least in the sense of having agency beyond that of a zombie.

The most vivid symbol of the cyclical movement comes after the promotion
from Administrator to Organizer, where the usual choices transform, and instead
of experiencing them as a subject, you project or direct them onto other subjec-
tivities. Nothing changes about the form of the game here — you are still choosing
one of the three responses with familiar text, but the framing is now that of om-
nipotent and unseen power. This framing directly clashes with the disempower-
ment of the structure — what does it matter that instead of falling in love, you direct
an unseen other to do so? This disempowerment makes the progression to a fall
from this privileged position into the lowly status of a homeless person writing
graffiti on walls is therefore natural — at the least, it is a change from what you
have been doing for a long time, a reprieve from repetition that feels significant
and appears to be final (there is no way to climb the hierarchy again to Organizer
after becoming homeless).

The poetry in the performance

In his commentary to the performance, Amelin emphasizes that for him the creation
of this game equals the creation of poetry. He argues that each “card” that “Sim-
Stab” uses in its structure, in fact, represents a catren — indeed, three responses on
each card typically are united by a syntactic parallelism and thus reminiscent of a
poetic structure. According to his interpretation, the game is just a new vehicle for
poetry, which preserves its polisemantic richness and freedom of associations,
while opening the text for multiple variations. In the commentary to his work that
Rostislav sent us, he compares the game with a labyrinth in which dissimilar choices
may return to the same patterns. However, the driving force of this game dwells on
the dialectics of the pre-programmed and unpredictable. Certainly, the cards and
their content are preprogrammed, but their sequence and the resulting plot are
mostly defined by the reader-gamer’s interpretation of their choices.
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Amelin’s project distinguishes itself from the so-called generative poetry:

Generative poetry, produced by computer algorithms, is arranged as a sequence of

words, or signs and symbols, according to a program. Some of the experimental

features and structural principles of generative poetry were invented and practically

applied long before the computing era and the World Wide Web. Some of them

were originally used by Oulipo (Ouvroir de littérature potentielle), the workshop of

potential literature established by French writers and mathematicians who create

their works using combinatory techniques and constrained writing (such as lipo-

grams, alliteratives, acrostics, palindromes, anagrams, aleatory, etc.).®
This model, however, completely excludes the participation of the reader, leaving
the combinatorics to the computer algorithm. On the contrary, in Amelin’s pro-
ject, the gamer’s choice is responsible for associative links and influences transi-
tions not only between cards but also between the game’s levels. Thus, “SimStab”
functions as a hybrid genre in which the poem is not produced by the algorithm
alone, but by the player who can, but does not have to coincide with the poet, and
who generates meaning in the course of play.

More than with the generative poetry, “SimStab” resonates with Lev Rubin-
shtein’s “card poetry,” which also shuffles seemingly ready-made formulas by
building a labyrinth of interrupted and repetitive trajectories, some of which may
or may not lead to the “bitter truth” that nevertheless will be inevitably absorbed
by the existential routine. However, the main difference between Amelin and Ru-
binshtein’s poetic forms lies in the degree of the reader’s agency. Rubinshtein
minimally limits the reader’s freedom of interpretations by offering multiple sim-
ultaneous paths for the poem’s elucidation. Amelin further unfolds the potential-
ities implied by Rubinshtein’s card poetry: in his game it is the reader-gamer who
defines its trajectory (or multiple trajectories) and eventually its plot develop-
ment(s). Thus, in this project, the avant-gardist dream about the reader as the art-
ist’s co-creator comes true in the obvious, yet not necessarily a primitive way.

Continuing on this parallel, it is important to see another continuity/difference
between Rubinshtein’s card poetry and “SimStab”. Rubinshtein’s labyrinths are
situated in the realm of the language — the layers of idioms, linguistic tics, and
cultural stereotypes fully exhaust the “reality” in which the subject resides, and
which tries to elucidate. There is no way out of this closed-up panorama, although
Rubinshtein’s narrator sometimes hints on the possibility of an escape (see, for
example, «IllecTukpbuiblii cepagum» or «I1o — s1»).”

In Amelin’s poetic game, the “question” phrases and suggested answers are

stylistically neutral: «Yem BbI ipeamouTeTe moxkepTBoBath ceroaua?» [What do
you plan to sacrifice today?]®, «BsI cranosutecs crapme» [You’re getting older],

6 Kuchina (2018: 74).
7 On these aspects of Rubinshtein’s poetry see: JIunosemxuii (2008: 326-357).

8 Amenun (2018). Hereafter, all quotations from the game/performance are given according to
this source. All translations from Russian are by Daniil Leiderman.
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«BpI mamaere B rpsa3p unom» [You’'re falling into mud with your face down],
«Kaxercs, Bol BmoOmserech» [It seems that you’re falling in love], «Bac
ockopOsieT npyroit pabotHuk» [Another worker insults you] etc. The only sty-
listic marker is associated with the “voice” of the computer: «Ommbxka: HyxHbI
npaBa aAMUHHCTpaTOpa, MBI BCeria ToTOBBI BaM 1OMoYb, et npoBepka. Bare
mecto B ouepenu (1218)» [Error: The administrator’s privileges are required. We
are always happy to help you. The test in progress. Your place in line (1218)].
This directly shows the presence of an authority embodied by cyber-punk con-
ventions, within which such an authority is imagined as a flawed omniscience,
according to which any given subject’s horizon is locked a matrix of pre-pro-
grammed options®. The resulting panorama that “SimStab” produces is that of a
hierarchical social/political structure, each level of which increases the subject’s
non-freedom — tellingly, while the administrator is locked in a room without exits,
and opening the window for the organizer leads to instant death, although it’s
them who defines what his subordinates see in their windows («Bua u3 oxkna? —
[Tewanbubiii. [Ipexpacubrity [The view from your window? — Sad. Beautiful]).
The recurring motif of the ongoing hopeless protest meeting in the city square
resonates with this motif, as does the returning notion of the slowly dying (perhaps
already dead) planet. In other words, unlike Rubinshtein’s card poetry, in Ame-
lin’s performance, the language screen is not blocking perception anymore, how-
ever, the world consists of a limited number of options neither of which offers any
escape from the hopeless cycle of repetitions.

Repetitions are central for Amelin’s project both structurally and philosophi-
cally. On the one hand, repetitions of the same cards produce the impression of the
flexible and unpredictable but still clearly tangible rhythm within the game. These
structural repetitions, however, are not formal only — they suggest both the cyclical
organization of the text and the possibilities of selecting alternative trajectories,
which eventually will lead to the same mundane situations: «BsI nmpockinaerecs.
[lo Bammemy ctomy mois3eT Mmypaseil. Bel exuTe 1 He MOXKeTe BcTaTh. Bbl 3a0bu1H
ko1 oT kabunera. Ha tutomanum moaHO 1 irymMHO» [You are awakening. An ant is
crossing your desk. You forgot the office entrance code. The city square is noisy
and full of people]. Thus, repetition suggests the stability of the debilitating routine,
which no changes in status or in the level of power can shake.

As Amelin explains:

Multiple paths lead to the same patterns: this is why during the first playthrough the
player will often return to the starting room. In the beginning, it might seem to the
player that the game is broken, as they are constantly spinning in the same routines
‘you wake up, you go to work, you want to eat etc.,” but this is an unpleasant special
effect — in life we are also caught up in these simple cycles like ‘house-life-work,’
we always want to eat again, and this monotony that doesn’t seem monotonous in
life, becomes revealed when sparse words are used to describe the situation. The

? See about the cyberpunk conventions: Hafner (1991), Slusser / Shippey (eds., 1992), Murphy
/ Vint (eds., 2010), McFarlane et al. (eds., 2020).
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player keeps coming back to ‘you wake up,” which could be understood to represent

different occurrences of the same type. Thus, by entering one such cycle (which

could be just one of many similar patterns), the player isn’t going back in time, but

just entering a routine. The routine prevents the player from developing, exploring

the world, getting through the game, it bores and seems total, inescapable — just like

in real life.!°
Thus, Amelin’s game structure acquires a larger meaning of an existential meta-
phor through the repetition of routines. Ironically, one of the frequently repeating
cards contains a meta-descriptive statement: «BaM KaxkeTcs, 4TO BBl ATO yKe
nenanu» [It seems to you that you’ve done this already], which stabilizes the rep-
etition on a conceptual level in addition to the formal.

Nevertheless, this effect of monotony is deceptive and, furthermore, it presents
the greatest obstacle, or even a philosophical challenge that the gamer should
overcome. Amelin’s game, as a true work of poetry, enacts its form as the most
meaningful part of the performance. On the one hand, its repetitive structure
serves as a source of repression, domination and colonization. On the other hand,
this very repetition produces unpredictability and creates the spaces of freedom
and agency it seeks, in order to challenge the regime of routine it criticizes. In this
respect, the game procedural logic definitely dominates.'

As mentioned, to learn the “bitter truth” the gamer has to turn away from the
light and explore the darkness. A mysterious spring can be achieved only through
plunging into a nightmare. However, this nightmare is cyclical too. In order to see
the full and tragic truth, the gamer has to explore the darkness becoming an Ad-
ministrator, ascend to the rank of Organizer, be fired as an Organizer and become
unemployed and homeless, undergo utter humiliations but also leave prophetic
and true warnings of the planet’s death on the city walls, where no one will heed
them. This logic derives from the neo-mythological narrative preceding the game
and not known to the gamer. But they can absorb it through multiple repetitions

10 «EcTh marTepHbl, K KOTOPHIM BEAYT HECKOIBKO Pa3HBIX BAPUAHTOB, MO3TOMY NpPH 1-M

MPOXOKACHUHM UTpoKa OyJEeT 4acTo BO3BpalllaTh B KOMHATy, U3 KOTOpPOW OH Hayan urpy. B
Hayaje UTPOKYy MOXKET Ka3aThCsl, YTO UI'Pa CIIOMaHa, BEJlb OH MMOCTOSIHHO KPYTUTCS B OTHOM U3
PYTHUHHBIX IIUKJIOB “BBI MPOCHYJHUCH, BBl UAETE HAa PabOTy, BBl XOTHTE €CTh U T.J1,” HO 3TO —
HeNpUATHBIN cnemPddeKT; B KU3HU MBI TaKKe KPYTHMCS 4YacTO BHYTPH OYEHB IMPOCTHIX
LUKJIOB TUMA “OM-paboTa-10M”, Mbl KaX/Iblii pa3 CHOBa XOTUM €CTb, U 3Ta 0JJHOOOPa3HOCTh,
KOTOpasi HaM HE Ka)XeTCsl TAKOBOH B JKM3HU, 0OHAXKAETCs, KOT/1a UCTIONIb3YETCSI Majo CIIOB JUIS
onucanus curyanuu. [lomyuyaercs,, 4To, XOTsI UIPOK BO3BpallaeTcsl K OAHOMY U TOMY K€
NaTTEpPHY “‘BbI IPOCHINAETECH, 3TO MOKHO IOHUMATh KaK Pa3HbIe, HO OJHOTUIIHBIC CUTYaIUH.
Takum oOpa3om, momajaas B OJUH M3 LHUKIOB (KOTOPBIX MOXET OBITh MHOTO, YYWTHIBas
CTPYKTYpy MaTTEPHOB), UTPOK HE BO3BPAILAETCS Ha3aJ BO BPEMEHH, a MPOCTO IMOMaJaeT B
pyTHHY. PyTHHa MemaeT Urpoky pa3BUBaThCs, UCCIEA0BATh MUP, IPOITH UIPy, OHA HA/l0e1aeT
U Ka)XETCS TOTAJIbHOM, 0€3BBIXOJHON — KakK U B peaybHON ku3HW» (From Amelin’s email to
Daniil Leiderman).

' See: Bogost (2016), Hanson (2018).
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of the routine, which basically iterates the same principle — escape from the colo-
nizing routine resides in the repetitions and repeated negative choice. These
choices associated with either the abject or a breakdown into subalternity, are
nevertheless, liberating. This motif was deeply explored in Davey Wreden’s in-
fluential indy game “The Stanley Parable” (2013), where the protagonist’s itera-
tive attempts to escape from the omnipotence of the authorial narrator can only be
successfully realized if the player chooses to turn off the game, as the ludic object
1s by necessity delimiting in agency and unable to offer true liberation. The motto
of “Stanley Parable”, repeating as a loading screen between inescapable iterations
“...the End Is Never the End is Never...” asserts that the text can’t end, but also
that it can only end where the reader makes the choice to take agency and reject
the systems offered by the authors of their epistemological horizon — in the game
or outside of it. “SimStab” explores the same polemic between the endlessly
appealing process of allowing yourself to be colonized by a text, and the necessity
to resist this impulse and the social structures that exploit it for destructive ends.
Like all cyberpunk texts, “SimStab” explores the central paradox between the desire
to resist colonization by the pervasive powers dominating contemporary society,
and the absolute necessity of willingly colonizing your own body and subjectivity
with the products of these powers, if this resistance is to have any real impact.
Both the poem, game and their shared text embody spaces of utopia reliant on
repressed sites of formless abjection, which paradoxically become a source of an-
archic freedom. Thus, in “SimStab” the algorithmic form creates spaces of form-
lessness which repeats the liberatory promise of cyberpunk literature.

Treating the poem-novel and game-poem as two perspectives on the same
world reveals yet another register of interpretation that contradicts or rather com-
plements its hidden modernist mythology. While playing the game, we inevitably
understand that no escape into the alternative world (“nature”) is possible because
the longing is generated by the overall structure of oppression as its major mythic
promise. The landscape behind the window is “selected” for subalterns by the
Organizer locked in the room without doors. The archaebacteria initially offer an
escape into nature, appearing as a forbidden contrast with the hyper-technological
structure of the society. Indeed, the first meeting of the engineer subverted into
the cult within the novel is conducted as a park dedicated to the preservation of
extinct flora and fauna and therefore unmonitored by the usual surveillance appa-
ratus. This scene echoes the cyberpunk precedent in George Orwell’s “1984”
where the illicit meetings of the two protagonists in a meadow turn out to be per-
petually monitored by the omnipresent surveillance. However, in Amelin’s narra-
tive the technological intruder is not the state, but the bacteria themselves, who
turn out to be the products of a highly technological ancient civilization transmut-
ing themselves into bacterial immortality.

Even nature proves treacherously to be hyper-advanced technology all along.
Similarly, as the ultimate goal of the revolution is the revitalization of a project
abandoned by the techno-utopian government as impractical and overly expensive
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—the construction of a spaceship to spread life elsewhere. The rebellion is initiated
by the archaebacteria because the ruling elites decide to pursue immortality for
themselves rather than immortality via spreading earthly life to other planets and
galaxies. The paradox is that what the ruling elites are pursuing is exactly what
the archaebacteria accomplished — they are leading a rebellion against the same
sort of project that created them. Instead, the archaebacteria seek to spread them-
selves outside of earth, but in full consistency with cyberpunk tropes, this univer-
sal infection can hardly be viewed as a transparently unproblematic or desirable
end — especially as the novel-poem expressly links it with a zombie apocalypse.
Thus, the performance turns out to be an epiphany of the error. Whether we be-
lieve in the light or darkness, each of these mythologies is misleading. The world
has been dead, and the source of truth is empty before we started playing. The
only way towards agency is to stop playing.
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