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Ridiger Zymner (Wuppertal)

Poetry and Borders of the Language

This contribution discusses some examples of lyric and developes the thesis that
every lyric, if it is lyric at all, is a case of linguistic liminality: Linguistic
liminality is seen here as a central point of the generic concept of lyric.

TarbsaHa AnaperomikuHa (ToabATTH)

HeMenkosi3bIvHASI MUTPAHTCKAA JIUTEPATypAa:
MO3T U €ro JUMHUHAJbHOeE Jupuyeckoe 51

B cratne HCCIICAYIOTCA MPUYUHBI HAXOXIACHUA II03Ta-MUI'PAHTA B CUTyallUU
«IIoporan:

1. TlpuHagiexxHOCTh K nepudepuitHol nuTeparype (JiutepaType ¢ MUTPaHT-
CKUM (POHOM).

2. Vcnonp30BaHME JIBYX SI3BIKOB — HEMEIIKOTO M POJHOTO (YacTO MOATHI IMH-
IIYyT CTUXOTBOPEHUSI Ha POJHOM SI3BIKE, a 3CCe M poMaHbl — Ha HemenkoMm: O.
MaptsiHoBa, 3adep [lleHouak).

3. AxTHUBHas mepeBoaYEcKas NEATEIbHOCTh (CUTyalus «MEXIy S3bIKOB H
KyJIbTYp» MO3BOJISIET TO3TaM 3aHMUMATh MO3HINIO0 TOCPETHUKOB MEXKIY KYJIbTY-
poil 1Byx cTpadH. OHM NEPEBOAST HE TOJIBKO CBOMX COBPEMEHHUKOB, IIOMOTas
UM BOUTH B HEMEILKOSI3bIYHYIO JIUTEPATYPy, HO U KIIACCUKOB O0EUX JIUTEpPATyp
(Anexcannp Humbepr).

4. IlpuHaaneKHOCTh K ABYM JIUTEpATypaM U KyJbTypaM: O3 ThI, BIIAJICIOIINE
B PaBHOU CTENEHU JIBYMS SI3bIKaMU, IMyOJMKYIOT CBOM TpousBeneHus u B ['ep-
manuu, 1 B Poccun, kak Banbnemap Bebep, Onbra MapteiHoOBa.

5. IlpuHagnekHOCTh K JIBYM JMTEPATYypHbIM TpaaulusMm. BocnuraHHble B
TPAIULIUSAX POJHOM CTpaHbl U MOJYYMBIINE B HEH 0Opa3zoBaHUE, MOITHI HEW3-
0EXHO OMUPAIOTCS HAa TPAJTUIIUU COOCTBEHHOM CTPAaHbI M TPATUIIUU CTPAHBI MHU-
rpanud. B mepByro odepesr 3TO KacaeTcsl KIIACCHKOB JIUTEPATYPBI C 00EUX CTO-
POH, C APYrOd CTOPOHBI, IMTOATHI-MUIPAHTHI COMUAAPU3UPYIOTCS C MHUCATEISMU,
YbI0 CYJbOBI OHU Pa3/IeIISIOT.

6. [lorpaHn4HOE COCTOSIHHE B OLIYIIEHWHA CBOEW HAMOHAIBHON UACHTHUYHO-
cti. [lo3TBI-MUTPAaHTBI TEMaTH3UPYIOT B CBOMX CTHUXOTBOPECHHSIX MPOOIEMBI
UJCHTUYHOCTH, TIOTOMY YTO OHHU OIIYIIAIOT C€0sI B CUTYAINH «MEXKy TPaAHHID.
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7. HaxoxxneHne Mexay HOpMaMHu M LEHHOCTAMH O0Oeux cTpaH. MHorue mo-
3Thbl, YMUTPUPOBABIIKE B I €pMaHHUIO B 3pEJIOM BO3pacTe, OCTAIOTCSA B pamKax
MPEKHUX dTUYECKUX HOPM U LIEHHOCTEH.

8. IIpomomkuTenbHOE TUMHUHAIBHOE CyIlecTBOBaHKHEe B communitas (B. Tep-
HEp): B JUTEPAType MUTPALMU CYLIECTBYET TBOPUECKUH TaHIEM CYNPY>KECKHX
nap (Onbra MapteiHoBa u Oner FOpbeB, 3expa Uupax u FOpren Banwtep, ['epra
Mionnep u Puxapn Baruep u np.).

JIMMUHANBHBIA JTUPUYECKUI CYOBEKT, SBIISIOUIMICS aBTOOHOrpapuuecKoin
IIPOEKIMEN aBTOPA, OTVIMYACTCS TAKUMU CBOMCTBAMH, KaK:

1.

Kaxk npasuo, on sBisieTcs ¢haHTa3uiiHbIM cyiiecTBOM: aHreln (Arnas Be-
Tepanbu), penukc (Banpaemap Bebep), ntuia (3expa Unpak), Ky3HEUUK,
ctpeko3a (Onbra MapteiHoBa), pacteHue, npeamet (Anexcanap Lmuar).
On xapaktepuszyercs cocTtosiHueM ctatuyHoctH (Bepuep 3énbHep) uinum
6eccMmpicienHoro apmxeHus (Opanin Xoawsk), moayanus (Hemmu Bakep)
win nuanora (Onbra MpIpThIHOBA), B KOTOPOM MpPeo0IaatoT BOMPOCHI
(Opannn Xoawsak, Apac OpeH, Ponbd boccepr). M3-3a HapymieHus Kom-
MYHHUKAIIUU OH HaXOJUTCS B DKCIEPUMEHTAIHHOM MOITUYECKOM JIUCKYP-
ce (Ockap IlacTuop) win B cuTyanuu cmemieHust s36ikoB (Pyxa Jlomauu-
Ha), oTcyTcTBUs KopHel (Bambmemap BeOep, Anekcannp Imunar) u Ha
rpanutie («Tamoxus» Anekcannpa [lImuara).

JIuMUHANBbHBIA JTUpUUYECKUN CyOBeKT — aytcainep (Armas Berepanbn),
nesuaHT (Cepmko Becenn), pebenok (3expa Uupak) uiam BeYHBIN CTpaH-
HUK (Apac DpeH).

OH HaXOJUTCS B MOBBIIIEHHO YMOIIMOHAIBHOM COCTOSIHUM: OT PaIOCTH /10
JENpecCud M capka3Ma, BBI3BAHHBIMH Pa304apoOBaHUEM M KpYIIEHUEM
wutto3uil. O0 3TOM CBUIETENBCTBYIOT HAa3BaHUSA U COJEPKaHUE MHOTHX
COOpHUKOB MOATOB-MUTpaHTOB: «Hu TyT, HU Tam», «Kaxaomy cBoe, a
MOKeT U HeT» (3BoHKO IInenennu), «Ha MiieyHOM MyTH CHOBa HET CBE-
Tay, «5 croto Ha cryneHsax Betpa» (Pombd boccept), «Andabut crpaxa»
(I'epta Mronnep), «'epmanus. Typeukas ckazka» (Apac IpeH).

CyObeKT 0CO3HAeT HE TOJBKO BO3ZMOXHOCTH CBOETr0 MOTEHIMPOBAHUS, HO
U TIpeleNibl CBOCH peajn3allii, KOTOPhIe WHOT/Ia MPUBOAAT K caMOyOuii-
ctBy (Armnas Berepansu, Ponbd boccepr).

CyOBeKT CylIecTByeT B paMKaxX JIUPUUYECKUX KAHPOB, KOTOPHIE YACTHIHO
yTPAa4yMBaIOT CBOIO CTPYKTYpPY (CTHXOTBOpeHHE-Ouorpadusi, "HBEHTapH-
3amwst ¥ JIp.), BOCXOAIIUE K KaHPY aBTOOMOrpaduu aBTopa.
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Enena 3eiigepr (Mocksa)

30HBI Eepexoa CJIOBECHOI0 BO BHECJT0BECHOE U BHECJTOBECHOIO
B CJIOBECHOE B COBPEMEHHOM PYCCKO MO33UHU:
3¢ PeKT TMMUHAIBHOCTH

JIMMUHANBHOCTH OJIM3KA CEMAHTHUUYECKOMY TOJII0 TOHITUN «TPaHUIAY», «IIOPOTY,
«pama». O rpaHule Kak SBJICHUM JABYCTOPOHHEM, COCIUHSIONIEM U pa3Jelsio-
eM ogHoBpeMeHHO, roBoput KO.M. JloTmaH; (heHOMEH TpaHUIlbl paccMaTpuBa-
ercs B Tpyaax M. baxtuna u b. Ycnenckoro, B psije paboT eBponencKkux yué-
HBIX — Y. Oko, b. Banbnendannca u ap.

ABTOp cTaTh¥ Ipeaiiaraet Jjisi 0003HauUeHUs 30HBI IBHOTO MeEpexoja OT OJ1-
HOM TIJIOCKOCTH K JIPYTOM B BOCTIPUSTHH XYJIOKECTBEHHOTO MPOU3BEJCHUS HUC-
M0JIb30BaTh TEPMHUH «30HA JIMMHUHAIBHOCTHY, a «d(PHEKTOM JTMMUHATBHOCTUY
0003HaYaTh pe3yJbTaT KaK CJICACTBUE PEIENIUU TOW 30HBI Mepexonaa. Bax-
HEHUIITYI0 POJIb B POKJICHUH TOJIOTPAMMBI IPU BOCIIPUSATUU JIUTEPATYPHOTO MPO-
U3BEJCHUS WUTPAIOT KAaK CJIOBECHBIC, TAK M BHECIOBECHBIC DJIEMEHTHI — JIOCJIO-
BECHbBIC, OTHOCSIIUECS K CTaJWH €r0 CO3JaHUs JI0 CJIOBECHOTO BOIUJIOIICHHS
(mocmoBeCHOW CTaJM) U BO3MOXKHOMY €CTECTBEHHOMY WJIM HMCKYCCTBEHHOMY
COXpPaHEHMIO YaCTH U3 HUX B TEKCTE, U MOCIECIOBECHBIE, BOSHUKAIOUIUE B CO3-
HAaHWU aBTOPA U PELENIMN YUTATENS HAa CTaJUU CO3aHuUs MPOU3BEICHHUS MTOCIE
€ro CIIOBECHOTO BOILIONIEHUS (TIOCIECIOBECHOM CTaauu). ABTOpP CTaThbU MOKa-
3BIBAET Pa3IUYHbIE 30HBI Iepexoia. OTAENbHO aHATU3UPYIOTCS Cllydau, OCIO0XK-
HEHHBIE 0CO00I aBTOPCKOM YCTAHOBKOM — M300pakeHUEM Tpoliecca BO3ZHUKHO-
BEHHUsI BEIIM U3 UMEHHU. ABTOp pEIIaeT CBOU 3aJlauyl Ha MaTepualie pyccKoil mo-
a3un (I'ennaguii Aiiru, Anekcanap Cxupaan, Auapeir CeBepckuid, Butanuii
Jlexmuep, Banepuit HyratoB u ap.) ¥ ¢ COOCTaBUTEILHON 11EJbI0 OoOpaIaeTcs
K HeMmelkoi nmoa3uu (SIn Barnep u ap.) u mos3uu poccuiickux HemieB (Benme-
nuH Manronsa, Auapeac Iletepe, Aptyp Posenmreps u ap.).

OueBuaHO, 23P(HEKT TUMUHATEHOCTH MOXKET JIeKATh Ha MOBEPXHOCTH TEKCTA
W/WJIM IPOHUKATH B TIIYOMHHBIC €T0 IPOSKINHU. B 3aBUCUMOCTH OT 3TOTO MOKHO
pa3nuvaTh MOBEPXHOCTHBIN (IJIOCKOCTHBINA) M TITyOUHHBIN (00BbEMHBIN) 2P heKT
JTUMUHATBHOCTUA. ABTOPBI JIYUIIIUX OTBITOB JIMPUKUA CIIOCOOHBI CO3/1aBaTh «Tpe-
U ) PEKT TMMUHATHPHOCTH HA CTHIKE TIIOCKOCTHOTO U TIIYOMHHOTO.

[Tpu ynomunanuu Bemu y A. CeBepckoro BOKpyr Heé, Omaromaps €€ 0e3bI-
MSIHHOCTH, BO3HHMKAeT opeoin Henoctuwxkumoro. [Ipum ynomunanuum CeBepckuM
MMEHU YUTATeTh OXKHJIAeT HUBEIMPOBAHUS, PACTHKKH Ma3ka MMEHH N0 d(e-
MEpPHOI'0, HECJIOBECHOTO M300paxkeHus. llomnHHas Benlp y HEro JMMUHAJIbHA
yK€ MOTOMY, 4YTO TpaHCLUEeHAEeHTaibHAa. VM U O€3bIMSHHOCTh — MapKephl
(me)oprTuitHocTn Bemu. [lpm ymomuuanum Anekcannpom CKHU@HOM UMEHH/
BEIIM BO3HUKAET 3(PPEKT TUMHUHAIBHOCTH, IEMOHCTPUPYIOLUIUA HE MPOCTO 3a-
30p, HO pa3phiB Mexay HUMU. Mms 351ech He BIEUET 3a cOOOM MOSIBICHUE BElU



15

— HaIpOTHUB, HAUMEHOBAHHAsA, BEIb TEPSAECT KOHTYpPHI, IEPEMELIACTCS, yAAIACT-
csl, TpaHC(QOPMUPYETCS BILUIOTh 10 UCUE3HOBEHHUS .

B cBepxmimmnHON cTpoke B. Jlexuumepa mpucyTCTBYeET JIGKCUYECKUN U OHOBPE-
MEHHO CMHTAKCHYECKUI MOBTOP. SIBCTBEHHOCTb U — PEKE — MOISIPHOCTD (DJIAHTOB
IIO3BOJISIET CPEAHEN CTPOKE IPOJIEraTb BHYTPHU CBEPXIIMHHOM. MHTEepecHO, uTo
1py yreHuu Burtanuem Jlexumepom €ro CTUXOTBOPEHHMIM OH CTPEMMTCS O3BYYUTH
camble IIUHHBIE cTpouku (38-42 ciora) Ha OJHOM JIBIXaHUW KaK €IMHOE IIEJIOE,
MOTYEPKUBAsT HATSKEHUE CBEPXJIMHHOM CTPOKU. DTO JOKA3bIBAET, YTO 30HA JIU-
MUHAJIBHOCTH JIEKUT 3[€Ch UMEHHO Ha CTBIKE CJIIOBECHOI'O U BHECIOBECHOTO, a
IUIOCKOCTh TeKcTa ocTaéres 1enbHo. Bennenun Manrosnbg oObr4HO paboTaer Ha
wiomaaxke Hebonporo Tekcra. Ero m3mobneHHsit npuém — coznanue >pdexra
JIMMUHAJIBHOCTH IIyTEM COYETAHUS BO3BBILLIEHHOIO Y IIPU3EMIIEHHOTO.

IIpy co3paHuu 30HBI JIMMUHAIBHOCTHA aBTOP MCIIOJB3YET B OCHOBHOM HE
BHEIIHUE, & BHYTPEHHUE MapKepbl. D (HEKT TUMUHATIBHOCTH B BOCIPUSITHH HC-
KYIIEHHOTO YMATATENS MO3BOJISET EMY MAaKCUMAJIbHO TPUOJIU3UTHCS K aBTOPCKOU
WHTEHIMH, 10CTPanBas BHECIOBECHBIE DJIEMEHTHI IIPOU3BEICHUS.

Banepuii I'peuxo (Tokmno)

Ha rpanunax si3pika: MyJIbTHIHHIBAJIbHBIH Cy0bEKT
B COBPEMEHHOM M0I3UU

MHoOros3paue B N033UM U3BECTHO C JABHUX IOP, OJHAKO J0JITOE BpEeMs CUUTa-
JIOCh, UTO OHO 3aHUMAET B HEH JIUILIb MAPTUHAIBHOE MECTO. B 3TOM OTHOLIEHUH
JIUTEPATYpPOBEICHNE HAXOAWIOCh B PYCJIE MOHOJIMHIBAJIBHOM INapaJurMbl, KO-
TOpasi TOCIIOICTBOBAJIA BO BCEX OOJACTAX HICOJIOTHYECKON U KYIbTYPHOU KHU3-
HU ¢ KOHIIa 18 Beka, smoxu 00pa3zoBaHUs HAIIMOHAIBHBIX TOCYapcTB B EBporie.
OnHako B MocieqHue JECATHIETHS] MOHOJHUHIBAJIbHAS NapagurmMa B XyJI0XKeCT-
BEHHOM TBOPYECTBE IIOJABEPracTCsi MACCUBHOM 3PO3UU U K HACTOSILEMY BpeMe-
HU YTPATHUJIA 3HAYUTEIBHYIO YaCTh CBOETO BIUSHUS.

B noknane ananm3upyroTcs NpOSBIEHUS MHOTOS3bIYMS B COBPEMEHHOU pyC-
CKOM M033UH. BBIAEIAIOTCS YEThIPE OCHOBHBIC TPYIIIIBI.

1. CuryatuBHoe MHoross3brdue. Croga OTHOCSTCS 3JIEMEHTBI TEKCTa, IMpHU-
3BaHHbBIC TE€pPeIaTh ayTEHTUYHOCTh UHOSI3BIYHOTO OKPYXKEHHS (Hampumep, UHO-
SI3BIYHBIE OTCHUIKM B CTUXAaX, CBSI3aHHBIX C MTyTEIIECTBUEM I10ATA 3a TPAHUILY).

2. NHTepTeKCcTyanbHOE MHOTOSI3bIUKE, T. €. BKJIIOYEHHUE WMHOS3BIUYHBIX (par-
MEHTOB, KOTOPbIE€ MPSIMO OTCHUIAIOT K KAKUM-JIHOO TEKCTaM U3 APYTUX KYJIbTYP
(Hanpumep, BBEJICHHE MPSIMBIX LIUTAT).

3. KpeatuBHO-UrpoBo€ MHOTOSI3bIYKE. B 3Ty rpynmy BXOIAT TEKCTHI, B KOTO-
PBIX MHOS3BIYHBIE 3JIEMEHTHI UCIIOJIb3YIOTCA KaK HOBBIM MaTepHal, JOMOJIHSIIO-
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IUH pECYpPChl PYCCKOTO S3bIKA U MO3BOJISIONINI HAWTH HEOOBIYHBIE KPEATUBHBIC
(GbOpMBI BBIpAXKEHUS.

4. IneHTUYHOCTHOE MHOTOsI3bIYMe. BBEEHNE MHOSA3BIYHBIX JJIEMEHTOB CIY-
KUT 371€Ch BBIPAKEHUIO T€X aCMEKTOB JIMPUYECKOTO CYObEKTa, KOTOPhIE CBs3a-
HBI C €ro caMOMJAeHTU(PHUKAKENH U LIEHHOCTHON YCTaHOBKOW B OTHOUIEHUH pa3-
JINYHBIX SA3BIKOBBIX U KYJIBTYPHBIX KOHTEKCTOB.

B noknane nenarorcs cienyromie BhIBOAbl. B coBpeMeHHOM pycCKOW M033uu
AJIEMEHTBl MHOTOS3bIUMS IIUPOKO MCHOJB3YIOTCSI HEKOTOPHIMU MOATAMH B pa3-
Tu9HBIX GopMmax U QyHKUIUSIX. MOKHO TOBOPUTH 00 yBEIMYEHUU KOJIUYECTBA
MHOSI3bIYHBIX BKJIIOUEHUN U MX 3HAYMMOCTHU MO CPAaBHEHHUIO, HApUMeEp, C pyc-
CKOSI3bIYHOM MO033MeH coBeTCKOro mnepuoja. B stom cmeicine Poccust crout B
pycie TOTO ke TpeHJa Ha rio0aju3alyi0 U UHTEPHALMOHAIN3AIUI0, KOTOPBIM
Ha0JII0/1aeTCd BO MHOTHX JAPYTUX cTpaHax. OJHAKO BBISBISIETCS U JIFOOOIBITHAS
cnenudurka. B coBpeMeHHON PYyCCKOM M033UK MPAKTUYECKU MOJHOCTHIO OTCYT-
CTBYET 00JIaCTh, B KOTOPOM MHOTOS3bIYME UCIOJIB3YETCS KaK CPEJICTBO aApTUKY-
JSUUU COLUATBHBIX U TOJUTUYECKUX MPOOJIeM, TaKUX KaK KOJIOHHMAJIbHOE Ha-
cienue, BhIpAXKEHHE HAIIMOHAJIBHOM M DTHUYECKOW Crenu(pUKHU, TUCKpPUMUHA-
Ul VI 3aIlIUTa TIPaB MEHBIIUHCTB — BCEX T€X TEM, KOTOPBIC TUIIUYHBI JIJISI CO-
BPEMEHHOM aMEpPUKAaHCKOW M OTYACTH 3araJHOEBPONEHCKON MYIbTHIMHIBAI b
HOM 1mod3uu. Poccusi B 3HAUUTENBHON Mepe OCTAeTCsl MPOCTPAHCTBOM SI3BIKOBOTO
U KyJbTYpPHOTO MOHHM3Ma, B KOTOPOM T'€T€MOHHUS PYCCKOIO SI3bIKa HE MOJJICKUT
COMHEHHIO. DTO UMIIepPCKasi MOZEIb, B KOTOPOM OT MO3Ta TpeOyeTcsl MOAUMHUTHCS
S3bIKY METPOTOJIMM M MO0 BO3MOKHOCTH HE aKIIEHTUPOBAaTh BHUMaHHE Ha CBOEM
MHOSI3BIYHOM O3KrpayH/e (3TOM MOAENH CIeI0BAIN AaXKe TaKue KPYIHbIe (QUTYPBI,
kak ['enHaamii Aiirn). MHOrosi3pI4re B pyCcCKOM MOA3UU OrpaHUYHMBACTCS BHEIIIHE-
CUTYaTHBHOM WJIM UTpOBOU cdepoil. ENMHCTBEHHBIM HCKITIOUEHHEM 37IECh OKa3bl-
BAIOTCS PYCCKOSI3BIYHBIC MTOATHI, KOTOPBIE KUBYT 3a TPAHUIICH U CAMH HAXOSTCA B
MOJI0KEHHUU KYJIBTYPHOTO U SI3bIKOBOTO MEHBIITMHCTBA.

I'enpux Kupmbaym (bepaun), SfipaciaBa Ananka (ITorcgam)

NvmimnuTHBIA (He)uuTaTtesb U (0€J10)pycCcKuil Cy0beKT
B «JlockyTHOM ofe» IMmutpus Ctpouena

B benapycu *uBYT MO3THI U MPO3aUKHU, MUIITYIIUE HE TOIBKO HA OEIOPYCCKOM,
HO U Ha pyccKoM si3bike. B ux uucne — JImutpuit Ctpoues (p. 1963), 3ansBmnii
MIPOYHOE MECTO B POCCUHCKOM nutTepaTypHoMm jdanamadte. Ho ecnu ycneu-
HOCTh MOATHUYECKO# cynp0pr CTporieBa B Poccun — HeoCcTIOpuMBIi (akT, CIOXK-
Hee J1eJI0 0OCTOUT CO CTaTyCOM MHUHCKOTO MO3Ta B JIUTEpaTypHOM noJie benapy-
cu. MHorue 6e10pycCcKOsi3bIUHbIE TUCATENIN U YATATENIN OTHOCATCS K TUCbMY Ha
pyCCKOM si3bIKe (CO CTOpPOHBI mucartenei bemapycu) ¢ omackoit. CKencuc BbI3bI-
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BaeT caM MOJYC OpHUEHTalUMHd Ha [BE€ HUMIUIMIUTHBIE W B paMKax (aH-
TH)UMIEPUATIBHON UAESHTU()UKATUOHHON MapaJurMbl TPYAHO COBMECTUMBIEC YH-
TaTEJIbCKUE AYJUTOPUHU, POCCUICKYI0 M Oenopycckyro. Takas JByHaIpaBJeH-
HOCTb HE OeCIpOOJIEMHO COCTBIKOBBIBAETCSI CO CTPATErHsIMU PEBU3UU PYCCKOIO
KyJbTYpPHOT'O, SI3bIKOBOTO M MOATHYECKOTO BIMSIHUS, (PYyHIaMEHTAIbHBIMU JJIs
caMOCO3HaHHsl Oeropycckoil auteparypbl. Tem ApamMatuyHee HAaYWHAIOT pado-
TaTh B TAKOM HAIIPSHKEHHOM PELIENTUBHOM KOHTEKCTE TEKCTBI, KOTOPBIE, HE OT-
Ka3bIBasiICh OT PYCCKOrO $3bIKa, OOpaIaroTcs K OenopycCKUM pedepeHIusIM.
XapakTepHbIl TPUMEP, KOTOPOMY ITOCBAIIEH HAll JoKnald, — «JIockyTHas oma»
CrpoueBa. TekcT «olbl», MOATUUYECKH EPEOCMBICISIOIUN MOJIUTUYECKUE COObI-
tus B benapycu 2000-X ro1oB, NpUriamaeT K BOIMPOIIAHUIO O TOM, YTO CUATHIBA-
€T, C OJIHOW CTOpPOHBI, poccuiickuii untarenab CTpoleBa, MOBEPXHOCTHO 3HAKO-
MBIH ¢ 0€TOPYCCKUMU pealusiMU U, C IPYrod, — YuTaTeiab OeIopycckuil, pokycu-
PYIOIINI CBOE BHUMaHHE Ha O0JE3HEHHON MOJUTUUYECKON aKTyaJIbHOCTH «OJIbI.

Merta-MynbTUIMHTBaNIbHOE MHUChbMO CTpolleBa, TEeMAaTH3UPYIOIEe TaBHUE U
aKTyajgbHbIe MHeMOTOIBI benapycu, ot nepBoneuatHuka dpanimycka CKOpUHBI
1o miporectoB 2006 roxaa, (ae)cTabmM3upyeTcsi HapacTaroleld TpeBoroi oopas-
HO-CEMAaHTUYECKOW Pa3HOrOJIOCUIIbI, MAJTUMIICECTHO-TOCKYTHOM KakO(QOHHH.
[IporpamMmmHasi HeompeIEIEHHOCTh MTOBECTBOBATEILHON MHCTAHIIMU HE TOJIBKO
TPaHCIUPYET 3TY TPEBOTY, HO U KOCBEHHO apTUKYJIUPYET UACHTUPUKAITMOHHYIO
HeoOeCleueHHOCTh CaMOro CyObekTa BbICKasbiBaHus. Ocrtaercs raaarhb, Ha-
CKOJIBKO 9Ta HErapaHTUPOBAHHOCTH CBsI3aHA C PYCCKOSI3BIYHOCTHIO CAMOTO TEK-
cta. CTUXOTBOPEHHE JKUBET 3USIOMIUMHU MTpoOeaMu, TPUHIIMIHAIBHO HE J0rO0-
BapHUBAET U B 3TON HEJAOTOBOPEHHOCTH BCKPBIBAET U CKPHIBAET OT YUTATEINS U OT
camoro ce0si, CBO€ CMBICIOBOE U JUCKYPCUBHO-OUIMHTBAIIBHOE PAaCCTPOUCTBO.
OHO — cBHUIETEIBCTBO (IPAXKJAHCKOI0) HECOTJIACHS U OJTHOBPEMEHHO SI3bIKOBOM
HECOTJIAaCOBAaHHOCTU JTUPUUECKHUX TOJIOCOB.

Tomorpadus nporecta TpanchopMupyercst B Tonorpaduio 4TeHHs, a TOUHEE,
HeuntaemMocTu. Tekct CTpolieBa yXe Ha ypOBHE KPUITO-TOMOTrpaduuecKux
mHU(PPOB pa3beIUHACT U COCAMHSET IBYX CBOMX HMIUIMIIUTHBIX YUTATENed —
PYCCKOTO M 0EIOpYCCKOTo, U €CIIM OeJOPYCCKUN YUTAaTellb OKa3bIBACTCs BHIHY-
AJEH aCCOLIMATHUBHO PEarupoBaTh HA T'€OMOITUYECKUN M MOJIUTHYECKUU CyO-
CTpaT TEKCTa, TO PyCCKOMY uuTartento — st CTpoleBa nepBooYepeiHOoMy — OC-
TAaeTCA MACCUBHOE MPHUHITUE HA BEPY 3TOrO0 CEMAHTUYECKOrO IIACTa WIIU XKe
MIPOYTEHHE €ro KaK MOTOKA MO3TUYECKOro co3HaHuA. [Ipu 3ToM i1 UMILTULUT-
HOTO POCCHUICKOTO YMTATENsI TUCCOHAHCHBIE HIOAHCHI CTPOIIEBCKOM ada3uu OKa-
3bIBAIOTCS HEOOA3ATEIbHbI, €My XBaTA€T, U B 3TOM Tpareus peuenTUBHOTO ro-
PHU30HTA CTPOLEBCKOM MO33HU, C OJTHOM CTOPOHBI, UPPUTAMOHHOTO MMOTEHIINATIA
($hOHOCEeMaHTUYECKUX HEOMOJIBOK, a C JIPYrOi, HHTEPTEKCTYaTbHBIX PEMUHUC-
nennui (Mannensimram). bonesnenHbie 0eI0pyccKue peaani U MOATEKCThI OC-
TAIOTCS U PYCCKOTO YHTATENS B JIyUIIEM CIIy4ae MEeTaQOpUIECKUM JOIMUHTOM
U JIEKOPOM, CBHIPbIM, T€HETUYECKUM U COOTBETCTBEHHO 3BOJIIOIIMOHHO HEJEHUCT-
BEHHBIM MaTepuaaoM 3ayMHOU oAbl. OHA U3 TO3ITUYECKUX U ITUYECKUX 3aCTyT
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«JIockyTHOM OJBI» KaK pa3 U COCTOUT B TOM, YTO OHA, OOHa)kasi OUJIMHIBaIbHOE
pPacCTpOMCTBO CYyOBEKTa BBICKA3bIBAHUS, BBIABIISIET HEMONPABUMBIM JUCCOHAHC
MEXAY COOOIIEHHMEM U KaHalOM M TeM CaMbIM JEMOHCTPUPYET
(HE)BO3MOKHOCTh PYCCKOA3BIUHOM M033uM benapycu.



Sektion: Liminalitat und Gegenwartsdichtung in Asien

Cexyusn: JINMUHAJIBHOCTD U COBPEMEHHAasl MO33Us A3HHU
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Olga Tugulova (Ulan-Ude)

The Liminalization of Modern Russian and Chinese
Poetry Discourse

The similarity of the historical and cultural destinies of China and Russia in the
twentieth century defined the similar points in the poetry of the two countries.
Russia and China enter the reform period and undergo significant, sometimes
cardinal transformations in all spheres of the society development. The study of
poetic discourse from the liminality point of view allows us to understand the
moral and spiritual changes experienced by each individual during the transi-
tional period. Poetry as accurately as possible fixes such metamorphoses, border
states, the process of creative self-identification of poets, the identification of
society as a whole, comprehension, acceptance of the existing reality and
awareness of oneself in it.

We study the process of the modern poetry discourse liminalization on the
material of the works of Russian poets D. Bykov and Chinese poets Yu Jian,
Han Dong, Ding Dang and others. On the way from the only possible cultural
paradigm of social realism to a multi-polar and multidimensional culture, poetry
passed through absurdity and nonsense, black humor and vulgarization, discus-
sions about the poetic language, various language experiments.

The need for overcome the ideologically predetermined discourse and the cre-
ation of a new poetic reality determine the transitional state, which manifests it-
self in the use of the artistic strategy of prosaization, narrative, genre modifica-
tions, appeal to axiological and existential motives. The subject often takes the
form of an impersonal narrator, which also captures the transitional state of loss
of certainty.

Forming narrative discourse, poets use an external imitation of prose, refuse
to divide the text into strings, to use rhythm-forming beginnings. The lyrical
subject acts as a participant and as a narrator, describing events in the past from
the position of the present. It is also necessary to note such elements of narrative
as a plot structure of the poetic texts and fragment stratification.

Minimalist strategy manifests itself in the using of the spoken language, as
well as in the development of genres of poetic miniatures — Chinese weixingshi
and Russian pirozhki. Despite the universality of the thematic content in Chinese
weixingshi, we can see the prevalence of philosophical problems, ontological
questions. The specific content of pirozhki makes the comic context, intonations
of humor and irony permissible and often used. Metaphor provides the texts
with a high degree of imagery. Allusions also allows the authors of weixingshi
and pirozhki to expand the artistic space.

At the same time, poetry reflects and, therefore, helps to understand the com-
plexity of our reality. In addition, poets with their experiments in many ways de-
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termine the development of poetry in the new millennium. We can see the state
of liminality at all levels of the poetic practice of modern Russia and China: from
genre modifications, the development of new artistic strategies, the development of
the poetic language concept, to the theoretical substantiation of poetic concepts.

Yi Chen (Frankfurt am Main)

Vom Transzendentalen zum Transformativen Subjekt:
Perspektiven auf Chinesische Lyrik der Gegenwart

In ihrem kdirzlich erschienenen methodologischen Beitrag ,, Towards a Historical
Typology of the Subject in Lyric Poetry* (2017), greift Henrieke Stahl das Kon-
zept des ,,tranzendentalen Subjekts® des Schweizer Philosophen Heinrich Bart
auf, als einen gedanklichen Bezugspunkt, der es uns erlaubt, die Vielfalt der Er-
scheinungen als geformte Einheit, gerade auch in ihrer Wandlung, zu begreifen,
und wendet es an, um das Subjekt in seinen verschieden Formen im lyrischen
Kontext zu kartieren: gegenwartig und abwesend, oder als Selbst, oder als Au-
tor. Stahls typologischer Beitrag bereitet einen Weg diesen Grundgedanken der
modernen Philosophie durch gelebte Beispiele aus der Gegenwartsliteratur zu
erkunden und zu entwickeln, insbesondere durch die neuere Lyrik in der die
Stimme des Selbst stets drangender und gegenwaértiger zu werden scheint, selbst
wenn eine klare Abgrenzung (oder anderenfalls eine Zusammenfiihrung) zwi-
schen ,,Selbst* und ,,Subjekt* noch aussteht.

Tatséchlich ist eine solche Integration von Philosophie und Literatur ein we-
sentlicher Bestandteil der Chinesischen Kultur, insbesondere des Daoismus, wo
Philosophie in Fabeln und Erzahlungen tradiert wird, die als Literatur gelesen
werden, und die Literatur stets auch den Anspruch auf philosophische Tiefe zu
erfillen hatte. Dieses philosophisch-literarische Genre nimmt den Begriff der
,,Transformation (hua {t) auf, die als Verwirklichung des ,,Dao* (i&, Weg,
Pfad) in jedem Wesen, gleich wie hoch oder niedrig, erlebt werden kann.

In dieser Sichtweise wird ein ,,transzendentales Subjekt* nicht vorausgesetzt,
sondern es entsteht aus der Wandlung, da sich das ,,Prinzip* aus sich selbst her-
aus durch verschiedene Vorgange und Formen formt, und seine Existenz nicht
konzeptuell vorausgesetzt wird — als Thema zu den Variationen — sondern durch
lebendige und gelebte Begegnungen bestimmt wird.

Um dies ndher zu beleuchten habe ich vier Episoden aus dem Daoistischen
Kanon ,,Zhuang Zi“ in einen kontrapunktischen Dialog mit vier Chinesischen
Gedichten der Gegenwart gesetzt die nach 1985 verfasst wurden, um das Wesen
des ,,transformativen Subjekts* aus dem Blickpunkt der ,,Gleichgiiltigkeit®, der
,, Transformation®, der ,,Asthetik* und der ,,Unbrauchbarkeit* zu untersuchen.
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Diese vier Gedichte der Gegenwartslyrik sind sicherlich durch die aktuelle
Chinesische Wirtschaftsentwicklung, den politischen Wandel und neuere kultu-
relle Stromungen bedingt. Im Dialog mit Abschnitten aus ,,Zhuang Zi*, die vor
mehr als 2000 Jahren verfal3t wurden, wird das lyrische Gedicht dennoch nicht
auf seine historischen Bedingtheiten beschrinkt, sondern ist dem Ideal des Féng
Gu (J&VE) verpflichtet, der Charakterstirke (wortlich ,,Wind-Knochen*), wie es
Lia XiéZ# (465-?), ein Literat aus dem fuinften Jahrhundert ausgedriickt hat:
die wesentliche Qualitat guten Ausdrucks in Poesie und Prosa, unbezwingbarer
Geist, freier Ausdruck, und tiefsinnige Schlichtheit. Es ist nicht das Ziel des
Vergleichs Gedichte auf ihr ,,feng gt (JE\"§) hin zu bewerten, doch erkennen
wir durch den Begriff ein transzendentes Subjekt das sein Fortbestehen aus ei-
nem transformativen Subjekt herleitet, das sozusagen aus dem ,,feng* (J&l), dem
Wind, erklingt.

Youn-Ock Kim (Seoul)

New Subjects Revealed in Current Korean Poetry

This lecture starts from the view that the Subject consciousness has rarely been
emphasized as it is today in the history of lyric in Korea. Usually, the distinctive
Subject consciousness of each age is revealed in the way in which the poetic self
recognizes and approaches the world or ,,reality*, and in the way in which the
normative form of the poem is dealt with. In this context, firstly, the process of
change of contents and form of Korean lyric poetry will be introduced. In this
background, | will examine what characteristics the Subject has in current Kore-
an poetry and how he inserts himself as a major component of poetry.



Sektion: Liminalitdt und Kommunikation

Cekuyua: JINMUHAIBHOCTH I KOMMYHHUKALMS
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David Hock (Princeton)

,Clear a space*“: The Ethics of Negation in Contemporary Poetry

When approaching poetry as an ethical discourse, one inevitably comes up
against a double accusation: on the one hand, it is too cloyingly universal and
coercively affective (since Plato); on the other, too hermetic, too private, too in-
capable of speaking to anything but itself. In ,,Discourse in the Novel* [CnoBo B
pomane], Mikhail Bakhtin supports this tradition and delivers a brief and rather
brusque treatment of ,,poetic genres in the strict sense [moaTHUecKue *KaHphl B
y3koM cmbiciie] by which he clearly means lyric. Bakhtin’s contention is that
poetic language persists by protecting and projecting itself from within a discur-
sive echo chamber: univocal; unable to account for history, community, or dif-
ference; at its limit, ,,authoritarian. Nothing could be truer, in fact, of today’s
political speech as such and how it has organized poetic language in resistance
to it — particularly in Russia, where truth in poetry still at times presents itself as
a bulwark against other forms of ‘the empty word’ in public speech.

At this conference, | want to suggest that this particular situation is capable of
shedding new light on the eternal problem of ,truth in poetry*. I will focus my
discussion on strategies that unite truth-telling with innovative aesthetic gambles in
order to redefine poetry as a medium that models an ethics based on exactly the
kind of ,,liminality” (mumunaneHOCTH) around which this conference is organized.

JI6oBb I'oab0ypT (bepkiin)

Cy0beKkT-00beKT-co0eceTHUK B M0331Mu AHHBI ['1a30B0#

JlanHas cTaThsl MPEACTABIsAET COOOM YacTh OOJIBIIOTO MPOEKTA, MOCBAIIEHHOTO
TPAAUITUN PYCCKON «IIPUPOIHON» JIMPUKHU (TTOHATHE, KOTOPOE HEOOXOIUMO OT-
JIAYaTh U OT «IEH3aKHON» JIMPUKHU, U OT TaK HA3bIBAEMBIX «CTUXOB O MPHUPO-
ne»). Ecnu mei3akHasi mupuka moapasyMeBaeT Oojiee WIIM MEHEe YeTKOE pas-
IPAaHUYCHUE MEXKY CYyOBEKTOM U UM MCIBITBIBAEMBIM M OITMCHIBAEMBIM MHPOM,
TO JUUIS TIPUPOJIHON JIMPUKHA BO3MOXKEH KaK IMOJIOOHBIN NHCKPETHBIN, BHEHAXO-
JAMBINA CYOBEKT, CTPEMAIIUICS K SIMHCHUIO C NPUPOAOH, OJHAKO €ro PEIaKO
JOCTUTAaONUK  (CUeHapuid, XapaKTepHbIA i POMAHTUYECKOW M MOCT-
POMaHTHYECKOW TPaJWIIMN), TAK U CYOBEKT, OCO3HAIOIINN ceOsl 4acThI0 MHDA,
OIMO3HABAEMOTO MM HE€ W3BHE, HE MOCPEICTBOM OTCTPAHECHUS U HE SI3BIKOM Ha-
OJIFOZICHUS M ONKMCAHUs, a CKOpee Yepe3 MOrPYyKEHUE M PACTBOPEHUE B 3TOM MH-
pe, HE KaK Mel3aX WIKN JaXe OKPYKAIOLIYIO CPENY, @ KaK IKOJIOTHYECKOE LIENOE.
Takoe pacTBopeHUE, B 0OCOOEHHOCTH B COBPEMEHHOM JIMPHUKE, 3a4aCTYIO MPUBO-
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IUT K CTUPAHUIO CaMOM MO3UILMH JINPUYECKOTO U IPaMMaTHYECKOro CyOBEeKTa.
HNmeHHO pa3Hble ciocoObl HAIMCAHUSl TAKOTO JIMMUHAJIBHOTO — HA MYTH K Oec-
CyOBEKTHOMY — TE€KCTa W MPOAHAIU3UPOBAHbI B JAHHOM JIOKJIAJ€ HAa IpHUMEpE
nupuku AHHBI | 11a30BOI.

TBopuecTBO I'Ma30BOM paccMaTpuBaeTCs 31€CHh B KOHTEKCTE TCOPUU JIMTEPa-
TYpbI, OTKa3bIBAOIIMXCS OT MOCT-POMAHTUUYECKUX OMHAPHBIX OMIO3UIUN CYOh-
eKT-00BbEKT U KyJbTypa-npupoaa (peMUHHCTCKass KPUTUKA, SKOKPUTHUKA, 00b-
€KTHO-OpHEHTHpOBaHHas oHToJiorus). Ocoboe BHUMaHKHE B JOKJIajae oOpalieHo
Ha pacmupeHue y ['J1a30Boil caMOro CHHTAKCHYECKOTO pernepTryapa pyCcCKOTo
JUPHYECKOTO S3bIKA, MOJICTUPYIOMIET0 MHOTOCBS3HOCTh MPHPOJHBIX SBJICHHM
Ha ypOBHE IPaMMaTHYECKOT0 yCTPOMCTBA MOATHUYECKOW peuu. Tak, B KayecTBe
BXXHOTO TMpUMEpa JeCTaObWIM3allud CUHTAKCHCA, OCHOBAHHOTO Ha Jyaliu3me
CyOBeKTa/00BEKTa, MPUBOAMTCS TaK HA3bIBAEMBIH <«JIBOWHON CHUHTAKCHC) —
CTPYKTYpa, KOTOpasi, B OTCYTCTBUU ITYHKTYaIlUU U B YCIOBUSAX HEUJACHTUIHOCTH
PUTMHUYECKUX W CHHTAKCHYECKUX CIWHHI], IO3BOJISIET COCYIIECTBOBAThH He-
CKOJIbBKMM BapHaHTaM HWHTEPHpPETAIMH TPEIOKCHHS, TJI€ POJb CyObeKTa |
o0BeKkTa ocraercs He3apUKCUPOBAaHHOW. JIpyrmM mpuMepoM CTUpaHus (HO U
MapKUPOBAaHMS) TPAHMII MEKIY CYyOBEKTOM M OOBEKTOM MOTYT CIIYXKHUTh MOP-
¢dosornyeckrie U CUHTAKCUYECKUE HEOoJIOTU3MBbI [ 1a30BOM: HampuMep, COCTaB-
HBIC CYIICCTBUTEIIbHBIC, YKAa3bIBAIOIINC HA YPOBHE S3bIKa HA PaUKaIbHYIO OJIH-
30CTh MEX1Y OAYIIEBICHHOW M HEONYIIIEBICHHOW MaTepUEH.

Cruxu ['ma3oBoii nmapagokcaabHBIM 00pa3oM CTPEMSITCS BOCCO3AaTh B IMOATH-
YECKOM MPOCTPAHCTBE YCJIOBUS CTUPAHUS TPAHUI] MEXKIY UYEJIOBEKOM U «HEUe-
JIOBEKOM» U MEXIY CYOBEKTaMH U 0OBEKTaMHM, B TO K€ BPeMs MOCTOSHHO IPU-
BJIcKass BHUMAaHUE K CaMHM 3THUM KaTEropusiM M TpaHULIAM MEXAy HUMH. Bo
BTOPOM YaCcTH JOKJIaAa (J1€)KOHCTPYHPOBAHHUE ATUX T'PAHUIl OOHAPYKUBAETCS B
IJ1a30BCKOM ITOATHKE JupHyeckoro ooOpamenus. Ha mpumepe cOopHuka «Jlns
3emuiepoiiku» (2013) aBTop MoOKa3bIBaeT, Kak IKOJOTHS KOMMYHHKauu y ['a-
30BOM, COXpaHss JUCKPETHOCTh OIbITa CYOBEKTa, TEM HE MEHEe JIUIIAeT €ro
IPUBUJIETHH OTCTpaHeHHOTO Habmomatens. [Ipomomkas Tpaguiuoo GeHOMEHO-
JIOTUYECKOM, IMOCT-POMAHTUUCCKOM MPUPOTHON NUPHUKH, [ 71a30Ba TakuM 0oOpa-
30M CTaBHUT I10JI BOIPOC OCHOBOIIOJIATAIONIYIO JJIA 3TOW TPagvIIMUd KaTErOpUIO
JTUPUYECKON CYObEKTUBHOCTH.



26

Svetlana Bochaver (Moscow)

The border between a subject and an addressee’

This paper studies the transformation of communicative opposition between a
subject and an addressee in contemporary Russian poetry.

The basic structure of any communicative space, including the literary one, is
determined by the opposition of a subject and an addressee. In the vast majority
of cases this structure is solid and never changes which makes possible the al-
ternation of communicative roles and successful communication and mutual un-
derstanding. The first person () is opposed to the second person (you) in poetic
grammar as well. However, poetry has a number of specific communicative features.
Some of them are well studied for instance self-communication [Lotman 2000], con-
textual change of | and you [Kovtunova 1987] or the specifics of the functioning of
certain grammar categories in a poetic text [Grammar of poetry 2006].

In the context of contemporary poetry, the change of communicative structure
acquires a special importance. For the poetry of XX or XIX centuries it was
characteristic to use the formal indicators of the second person where the first
person is semantically motivated. Contemporary poets, however, are more likely
not to use any indicators of person at all. When we read a poem that uses the
past tense and the pronouns are omitted it’s unclear who it is about. In Russian
these grammar forms can refer to the first, second, or third person (vid. D.A.
Prigov’s poem ,,A kilo of fish salad...*). [Korchagin 2013] describes the con-
struing of multiple subject, however the cases that we refer to may reveal an
even more complex structure of subjectivity where the borders between the sub-
ject and the addressee are being removed. A poet prefers an unclear communica-
tive structure to a clear and standard communicative pattern.

On the other hand, the change in the communicative perspective and the rela-
tionship between the subject and the addressee may be initiated by the reader.
There is a particular kind of an addressee of a poetic text — the translator or the
editors who prepare the text to publishing. As any reader, they have their own
interpretation of the text where every element (parenthesis, comas, fonts, the di-
vision of the lines, stanzas, etc.) are attributed a meaning. For instance, an editor
may decide that a certain part of a text is an epigraph or a dedication, this read-
ing will be reflected in the printed text. So, it means that editors hold the posi-
tion where they can potentially influence the text, and participate in the con-
struction of the poetic subject.

In order to study more deeply this issue, we designed a questionary and con-
ducted interviews with 10 Russian poets belonging to different generations and

! This study is supported by REBR (project ,,Typology of the subject in Russian poetry of
the1990s-2010s*, 15-24-06003).
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representing different poetic. The answers were used to study how poets per-
ceive the influence of editor on their texts.

To conclude, we observe that the border between the subject and the address-
ee is being diluted in various directions simultaneously. On the one hand, there
Is a change in the structure of a poem. The functions of the pronouns and gram-
mar indicators are changing, which leads to the cancellation of the opposition
between a subject and an addressee from inside the text.

On the other hand, the being of a poetic text becomes more complex. As a
consequence, a subject of a poem is constructed by the author and by the ad-
dressee (editors, publishers, and translators). Thus, an addressee is involved di-
rectly into the process of the construction of the subject, which leads to the cancel-
lation of the opposition between a subject and an addressee from outside the text.
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Xupoko Macymoro (Ko03)

Tekyumnii cy0bekT B pacckase Exo TaBaabl «I'ogiblii ri1a3»

B pacckase «onblit tnas» (2004), kotopsiii Exo TaBaga mo4tH 0JHOBPEMEHHO
OImyOJIMKOBaJa B SAMOHCKON U HEMELKOW BEPCHSIX, PE€Ub UJET O MEPECCUCHHUH M10-
JUTUYECKUX, S3BIKOBBIX, KYJIBTYPHBIX, MEJWAIbHBIX M JPYTruX rpaHuil. -
pacckazunnei seusercs 16-metHas nepymka u3 Caiirona, Koropyroo B 1988 rogy
npurnacuny B I'/IP. Tam ee nmoxuinaer 3anagHOrepMaHCKUN CTYAEHT, KOTOPBIM
nepenpasiser ee B boxym. OH cunTaer, 4yTo KM3Hb HA 3amaje I0oJKHa MOHpa-
BUTbCA BbEeTHaMKe Oosbine. Ho kpoMe BbETHAMCKOTO, OHa MOXET TOBOPUTH
TOJILKO MO-PYCCKH, MO3TOMY YYBCTBYET ceOsi TaM ofauHOKo. OHa y3HaeT, 4To
MapuipyT noeszaa u3 [lapuxa B MockBy npoxoaut yepe3 boxym. OgHax el oHa
CaauTCs B IOE3] C HaIekKIOU yexaTb B MockBy. OHaKo moe3[ eleT B APYTylo
CTOpoHY U npuBO3UT ee B [lapmk. OHa GoUTCA, YTO MOJULIUS €€ apeCcTyeT, Tak
KakK y Hee HeT BH3bI, M MPsUYETCS B TEMHOM 3ajie KuHoteaTpa. He 3Has Hu gpan-
I[y3CKOTO, HM aHTJIMMCKOTO S3bIKa, OHA MBITACTCA TMOHATH CoAepKaHue (Guib-
MOB, KOTOpbIE BUJIUT Ha DKpPaHE, TOJIBKO IO KapThUHKaMm. Ee Bocxumiaer wurpa
dpaniry3ckoit aktpucsl Katpun JleHEB.

OTOT paccka3 cocTouT U3 13 riaB, Kaxaas U3 KOTOPHIX O3arjlaBjieHa Mo Ha-
3BaHUI0 (QuibMa, B koTopoM urpaet Karpun Jlenés. B mocnenneit rinase, Hocs-
el HasBaHue ,,Dancer in the dark®, mensiercst HappaTuBHas mepcrekTuBa: -
pacckas3umiia 3aMEHSETCs] Ha MMOBECTBOBAHUE OT TPETHETO JIUIlA, BEAYyIIeecs OT
uMeHu JieByiku o umenu Cenpma. OHa 4yelika, KOTopas SMUTPUPYET cHaydasa
B ®OPI', a 3atem B CIIIA, rae ee mpuroBapuBarOT kK cMepTHOU Ka3HU. Ee ums u
Oouorpadusi HAMOMHHAIOT YHUTATEIIO O TJIABHOM TrepowHe (uiIbMa-MIO3UKIIA
,,Dancer in the dark*, xoropyio urpaer ne Karpun Jlenés, a ucianjackas rneBuia
beépk. B bepnune CenpbMa BCTpedaeT CTApyro CIEMYI0 JKEHIIHUHY, Y KOTOPOH
MHOTO OOIIHUX YepT ¢ BhETHAMKOW, ObIBIIEH 10 3TOro S-pacckazuuiieil. Jrta
cJiernasi )KeHIIMHA TOBOPHT, uTo oHa mpuexana u3 Caiirona. Ho oHa BRITISAUT HE
M0-a3MaTCKU, a €€ CBETJIbIe BOJOCHI HamoMuHAIOT ckopee Karpun Jlenés. Ona
pacckasbIBaeT, YTO JIIOOUT XOJIUTh B KMHO, a ee moapyra Katu (Tak 30ByT moj-
pyry [Karpun JlenéB] momycienoit reponnn [beépk] B ¢puibpme) Bcerna CUInUT
PSAZIOM C HEH U MBITACTCS C MOMOIIBIO HAKATUN TANBIIEB HAa JTAJOHU TAaKTUIBHO
nepeaarh e coaepkanne GuibMoB. [Ipu 3TOM crenas KeHIIMHA KaTyeTCsl, YTO
€€ «IepeBOIUYMIA» TOCTOSHHO H300peTaeT HOBBIE CIOKEThl. OHAKO HESACHO,
JCHCTBUTENBHO JM 3Ta TMEPEBOJYMIIA CYMIECTBYeT. B03MOXKHO, 4TO crlemnas
KEHIIIMHA ¥ €CTh JTa MEePEBOYMIIA, M ITO OHA cama BCE BPEMS COUMHSICT HOBBIC
uctopun. Torma BO3HUKAET BOMPOC, HE SIBIISICTCS JTU ONMUCAHUE KU3HU BbETHAM-
KH, O KOTOPOW HJIET PeYb B MPEABIIYIINX JTBEHANATH TIaBaX, TAKKE UCTOPUECH,
BBIJIYMAaHHOM CJICTION KEHIIIUHOM.
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B noknane nocnenHss riiaBa aHAIM3UPYETCs KaK KIIIOY JJIsl TOHUMaHUS BCETO
paccka3a. [TokazaHo, Kak «pacTBOPSAETCSI» UJICHTUUYHOCTh SI-paccKa3yuIlbl U KaK
SI3bIK OCBOOOK/IA€TCSI OT CBOMX MPUBBIUHBIX TOBCETHEBHBIX 3HAUCHUH.

Claudia Hillebrandt (Jena)

Talking about Self-Losing. The Liminal Experience of
Alzheimer’s disease as Challenge for the Literature
at the Turn of Millennium

Alzheimer’s disease can be regarded as a comparatively new challenge to socie-
ties with increased life expectancy. It mainly affects people of old age, and to
date, there is no cure for patients suffering from it. As Alzheimer’s disease
changes and probably damages patients’ sense of themselves, it poses severe
philosophical questions of subjectiveness and of medical ethics. In this context,
literary pathographies predominantly explore the boundaries of self-awareness
and self-experience of people suffering from Alzheimer’s disease in order to
emphasise their persisting individuality. But in order to do so, authors are con-
fronted with great difficulties in describing the inner world of someone slowly
losing her personal memory.

This paper claims that literary narratives dealing with Alzheimer’s disease
address the problem of the liminal subject in quite a new and challenging way. It
explores the possibilities and limitations of literary techniques that aim at illus-
trating the self-awareness of patients affected by it. Finally, it offers a case study
of Sten Nadolny’s ,,Weitlings Sommerfrische*: Nadolny’s novel seeks to pro-
vide insights into the mind of his protagonist in a mainly autodiegetic mode. It
cannot be characterised as drawing a ,,realistic* picture of the inner world of an
Alzheimer’s diseased, yet, it searches for an analogue of the changing feeling of
self-identity his protagonist undergoes. To accomplish this goal, it makes use of
the idea of narrative self-representation and its implications for a narrative de-
picting the changing personal history of a subject suffering from dementia.
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I'anunna Kyuymoa (Camapa)

durypa KoJUIeKIMOHEPa KAK JUMUHAJIBHOIO CY0ObeKTa
B PYCCKOM U HeMenkoM pomane 1980-2015 rr.

ConrokyneTypHasi cuTyanus 3anajHoil EBpomnbl mocieaHux ACCATUICTUN Xa-
paKTepu3yeTCs Kak JeleHTpUpOBaHHas (pU30oMaTHUHas), TeTepOreHHas U MO3a-
A4YHas, B KOTOPOW pa3pylICHbI MPEKHUE HEPAPXUUYECKUE CHUCTEMBI, PA3MBITHI
BCSIYECKHUE TpaHMIlbl (Teorpaduueckue, MEHTaJIbHbBIC, HAIlMOHAJIBHBIC, TeHEP-
HbIE U Jp.). TeKTOHWYECKHUE CABHUTH BO BceX cepax YeIoBEYECKOM KU3HU aK-
TUBUPYIOT PAa3HOIO poJia MEPEXOJHBIE MPOLECCHl. DTU MPOIECCHI, ONMpeaese-
MbI€ KaK JIMMUHaIbHBIE (J1aT. limen — mopor), npeamnoiaraoT HEKY0 CTaIuo Je-
CTPYKTHUBHOCTH, IIEPEXOTHOCTH.

B nporeccax nepexosa TpaJUIIMOHHO BBIJACSIOT TPUALY CTaIUM B Pa3BUTUH
M000H CHCTEMBI, B CTPYKTYPE KOTOPHIX 3aJI0KEH MEXaHU3M CMBICI000pa3oBa-
Hust: 1) oTaenenue, 30U HHAMBUAA (Separation) oT HEKOTOPOIi COIHAIBHOM
[EJIOCTHOCTH; 2) coOcTBeHHO tmiepexon rpanuiel  (limen) u  mpeOniBa-
HHE/TBOPEHHE Ha IpaHHIax; 3) cobupanue ceds (reconstruction) mus cosganus
HEKOEW HOBOM IeJIOCTHOCTU. [laHHasi cxema MMeEeT MpsSMbIe aHAJIOTHUU C KOH-
HEMIUu pycckoro (opmanusma (OCTpaHEHHE; UTpa ¢ OCTPAaHEHHBIMU CMBICTIA-
MH; MOHTaX HOBOTO CMBICJIOBOTO KOMILIEKCA) U MOJIyYaeT JaJIbHEHIIIee OCMBbIC-
JIEHWE B TEOPETHYECKUX IMOCTPOCHHAX BeAyMUX (UIOCOPOB COBPEMEHHOCTH
(M. baxtun, XK. [Ieppuna, M. @yko u ap.).

I[Io M. baxTuHy CylIecTByeT LIEIbIM PsJl YPOBHEW COOTBETCTBYIOILICH JIMMU-
HaJIU3alUM JUCKYpCa: OT MOATHYECKOT0 JUCKYypca, OMUPAIOIIEerocs Ha oOpasbl,
CpaBHEHHMsI, METa(OPHI, YTO TOPOKIAET HOBBIC HEOXKHJAHHBIE CMBICIIOBBIC aC-
COIIMAIIMY; Yepe3 IPOTECKHO-CMEXOBOW UCKYPC, MOCTPOCHHBIA Ha CO3HATEIb-
HOM UTPE CMBICIIAMU; JI0 PAJAUKAIBLHON (DOPMBI TUMUHAIM3AIMS TUCKYpCa, 9TO
CBUJICTEIILCTBYET O HaMOOJIee TMOJTHOM JMEeCTPYKIIMU CYOBheKTa, OOpEeTCHUEM UM
«OTBITa HEBO3MOXKHOTOY.

JIMMUHAIBHOCTh UMEET OTHOIICHHE K «OIBITY HEBO3MOXKHOIO» («TpaHCTpec-
cun»). «Tpancrpeccueii» (mem. Aufhebung, mo I'erenro) o0o3HaYaeTCs 0COOBIM
aKT MEPECTYMaHMs TPaHHUIl, CBI3aHHBIA C IMPCOJOJICHHEM COIHAIBHBIX KOIOB,
3aKOHOB, HOPM M MpaBmi. «TpaHCTPECCUD» OTKPBHIBACT «OIBIT HEBO3MOXKHOTOY,
KOTOPBIH pa3pyliacT caMy CTPYKTYPY CYOBEKTHOro («cMepTh cyObekTa»). B co-
BPEMEHHOM KYyJbTYype YCIIOBUEM CMBICIIOO0pA30BaHMS CTAHOBUTCS Pa3yImopsio-
YEHHUE CTAPhIX CMBICIIOBBIX CTPYKTYP, HX ACKOHCTPYKIIHS, «pa300pka» CyObeK-
Ta, YTO SABISETCS HEOOXOAUMBIM YCIOBUEM BBIX0OJIa K HOBOMY IOPSIKY, K HOBOMU
«cbopke» cyobekra. CMpIca peanu3anuu ujaen aekoHctpykmuu (OK. Jeppuma)
COCTOUT HE B KPUTHYECKOM OTPHUIIAHMH, HO B PACKPBITUH BO3MOXKHOCTH HHOMU
KOHCTPYKITUH II€JIOCTHOCTH.
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B commokynbTypHOM mpOCTpaHCTBE KOHIa XX BEKa MPOUCXOAUT POJICBAS
CMEHA «IIPOTPECCUBHBIX)» JIUJIEPOB KYJIbTYPHOU 3MOXU. «PEBOIIOLIMOHHAS POJIb
MepexoJIUT K cyObekTaM-MapruHaiaM. KpeaTuBHbIN MOTEHIIMAT MapruHaIbHO-
CTH OMpEAeNsIeTCs YK€ caMOi MPUPOION JIMMUHATIBHOTO CYyObEeKTa, CHOCOOHOTO
BBIXOJIMTh 3a MPEIEIIbl COUUAIBHOW HOPMATUBHOCTH U HApPyILIATh 3aMKHYTOCTh
snucremonoruueckux cucreM (M. ®@yxko, XK. barait).

[To M. ®yko, «TpaHCTPECCUBHBIE (DUTYPBI» — 3TO XYJI0KHUKH MapTrUHAIBHO-
ro tuna (a0CypAaHbBINA TepOoH, IMHUK, ayTcaliaep), KOTOPbIC HAACISIIOT CeOs JIeTH-
THUMHBIM TPaBOM HapyllaTh BCAYECKUE TPAHULIbI, U MPEUMYILIECTBCHHAsI MO3U-
IIUsE KOTOPOro 3aKJIro4aeTcsi B 00JialaHMM BHYTPEHHUM HUMMYHUTETOM TMPOTHUB
(G YHKIIMOHAIBHO-3HAKOBOT'0, OECCMBICIICHHOTO CYIIIECTBOBAHMS.

Spxoe mposiBIEHNE TUMUHAIBHOCTH — B (PUTYype MapruHaIbHOTO XYI0KHUKA-
KOJUIEKIIMOHEpa, COOMparomero Mup B cels M CO3UAAIONIET0 TaKUM 00pa3oMm
CBOIO UJICHTUYHOCTbh. KOJIEKIIMOHEP BHIMAAAET U3 CYHIECTBYIOIIEH CUCTEMBI U
B TI0JIE 0COOOTO HAIpPSDKEHHUS B MOTPAHUYHOM 30HE TBOPHUT CBOIO CYOBHEKTHB-
HOCTb. JIJisl peanu3anuu MpoekTa «coOupanus ceds» KOIEKIIMOHEp KaK JIMMHU-
HaJBHBIN CYOBEKT MEPEKII0UaeT pelieHne TBOPUECKOM 3a/1aul «COTBOPEHUS U C-
THUHBI OBITUSY B PETUCTP COCTABICHUS KYJIbTYPHBIX aPXUBOB U KOJIJICKIIHH.

Jlutepatypa HOBOro py0eka BEKOB XYJIOKECTBEHHO OCMBICIISET IPOIECCHI
repexojia rpaHul (IOPOroB), MOTPAHUYHBIX HMPOCTPAHCTB, (DOPMBI U CIIOCOOBI
CO3HMJAaHUS JIMMUHAJIBHBIM CYOBEKTOM HOBBIX T'PaHUII, MPEXKIAE CUUTABIIUXCS
HE3bI0JIEMBIMU, TIepeaeT ApaMaTHIECKHii MOMEHT U IMHAMUKY TOHUCKa COBpeE-
MEHHBIM Y€JIOBEKOM HOBBIX CXEM CaMOMJICHTH(UKAIUH.

N3 «yxa BpeMeHU» poXxIaaeTcs HOBas poMaHHass (popMa — MOCTMOJIEPHHUCT-
CKMH pOMaH O XyJOKHUKE-KOJUIEKIIMOHEpe. B moje Haiiero ucclienoBaHus
«ITappromep» (Das Parfum. Die Geschichte eines Morders, 1985) Ilarpuka
3rockunga, «Jleryune cobaxm» (Flughunde, 1995) Mapcens baiiepa u «Cun-
npom Ilerpymku» (2013) Jluael PyOunoi. B Ha3BaHHBIX poMaHaX BBIICICHBI
pasHble MOJICJIM MaprUHAJIBLHOIO XYJAOKHUKA M Pa3HbIE CTPATETHH KOJUICKIMO-
HupoBaHus. Tak, I1. 3t0CKUHA 3a71a€T MOJIENIb KOJUIEKIIMOHEPA B €r0 JIBUKCHUHU
OT €CTECTBEHHOHAyYHOTO MO3HAHUA MHpPa K «IOATUYECKOMY» OTHOIICHUIO K
mupy, M. baiiep mpepnaraetr BapuaHT KOJUICKIIMOHUPOBAHUSA «TEXHUYECCKUM)
yesjaoBekoMm, J[. PyOruHa BOCIIpOM3BOAUT MOJEb XYI0KHUKA-KYKJIOBO/Ia, aKIICH-
THUPYS €r0 UCKIIOUYUTEIBHO MMO3TUYECKOE OTHOILICHUE K MUPY.

«JIuMUHATBHBIA OMBIT» >KU3HW Ha TpaHUIE OCBOOOXKIAET KOJIICKIIMOHEpa
IIPEXKJIE BCEro OT BJIACTH S3bIKA. MapruHajbHbIM XYJO0XHUK IIOYTH HE IOJIb3Y-
€TCSl KOHBEHIIMOHAIBHBIM SI3BIKOM, OH 03a004Y€H MOMCKAMH HOBBIX aJlbTepHA-
TUBHBIX (DOPM KOMMYHUKAIIMH, TPUHAIIICKANTNX chepe KOHTUHYAIbHOTO. TaK,
KOCHOSI3bIUHBIN [ peHyll MepeBOAUT CBOE MHUPONOHMMAHHUE W MHUPOOUIYIICHUE
UCKITIOUUTEIRHO B cdepy 3amaxoB, Majgopa3TOBOPUYWBHIN HH)KEHEP-aKyCTHUK
Kapnay oTkpsiBaeT Mup 3BYKOBOM MaTepuu, ayTUCT lletp YKcycoB B coBep-
HICHCTBE OBJIAJIEBAET XYA0KECTBEHHBIM SI3bIKOM KYKOJIBHOI'O MHUpA.
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ABTOpBI Ha3BaHHBIX POMAHOB OTMEUarOT (heHOMEHAJIBHBIN J1Jap CBOUX I'epOeB,
BBIJICTIAIOT UX «cHenuanu3anuioy. [lomydeHne «HeBO3MOKHOTO OIBITa» OCYIIe-
CTBIIICTCS Yepe3 OJUH KaHall BoCHpUATHS (0Ib(DaKTOPHBIM, ayaUaIbHBIN, TaK-
TUJIbHBIN ). DBOJIOIUS T€POS-KOUICKIIMOHEPAa BUAUTCS KaK ABM)KCHHUE M3 TOYKH
(OK3UCTCHITMAIBHON MYyCTOTHI», OT XaOTHYECKOTo Habopa 3JIEMEHTOB CBOEH
KOJUICKIIMM 4Yepe3 TMOMCK KIto4a («ICTETUYECKOro MPHUHIIMIMAY)) K COOUpPAHUIO
COOCTBEHHO KOJUICKIIMH C €€ 3aBEPILAIOIINM 3JIEMEHTOM.

JIuMHUHATBHBIA OMBIT MPEOBIBAHUS ITepos Ha TPaHUIIC U aKThl TPAHCTPECCHUB-
HOT0 IIepexo/ia TpaHuIl ONKCHIBAETCA aBTOPAMU POMAHOB KaK «HMCCJIEI0BATEIb-
CKUH paxk». BbICOKOE BJOXHOBEHHUE XY/I0KHUKA MOJMEHSIETCS aTaBUCTUYECKUM
azapToM oxoTHHKA. [loBeneHHE KOJIIEKIMOHEpA XapaKTEPU3YIOT TAKKE «MO-
pajbHas KCKITIO3US», OMEPTBICHHE YYBCTB, IIMHU3M, HECIIOCOOHOCTH K TONY-
YEHHUIO «KUBOT0» OTKIIMKA OT JPYTHUX.

B npocTpaHcTBe XyI10KECTBEHHOTO TEKCTA BBIPA3UTh JIMMUHAIBHOCTh OBITHS
KOJUICKIIMOHEpa MO3BOJIET IPOTECKHOE Tejo0. [ poTecKkHbIi 00pa3 TpaHCTpecCcH-
BEH, IMOCKOJIbKY (DMKCHUPYET Cpa3y JBa MPOTHUBOIOIOKHBIX MOII0CA, PACKPHIBAET
COCTOSIHME HE3aBEPILCHHOTr0 rnepexoja. ['epor poMaHOB HAJCISIOTCS TPOTECKO-
BO-(aHTACTHUYECCKUMH YEpPTaMH, MPUUYEM OCO00 MapKHPOBAHHBIM BBICTYIAET
¢busnyeckoe Teno, Hocutenpb datis grata. Takum oOpa3om, aBTOp yKe Ha coma-
TUYECKOM YpPOBHE, MPEACIBHO Crylias TejlecHbIe AedopMalui CBOEro Tepos,
AKIIEHTUPYET €r0 YHUKAJIBHOCTh U MAPTUHAIBHOCTb.

B mocTMomepHHCTCKOM poMaHe O XYJIOKHUKE, KOTOPBIM MOTEPST CBOE «OH-
TOJIOTUYECKOE)» PAaBHOBECHE U BBIHYKJICH TeNeph OCCKOHEYHO KOJIJIEKITMOHUPO-
BaTh CBOM OTPAXKECHUS B APYTUX, IPUCYTCTBYET OIIYIIEHUE BHICOKOTO Tparmus3ma.
[TocTMOEepHUCTCKUI aBTOP MHUIIET «HOpTpeT MEpTBOro xymoxxuukay (I1. Ilu-
Mma). B ¢unane pomana repoit 310CKHMHIA, HHCICHUPYS «CMEPTh XYIOKHHKA)
(pactep3anue Opdes), coBepiiaeT «oibdakTopHoe» ayroaade. HHxkeHep-
akyctuk Kapnay orxoaut ot cBoux mryauil. Kykonpauk IleTp YKCycoB Tepnut
MOPaXKCHHE, OH JIMIIIACTCS CBOCH IJTaBHOM KYKIIBI, HO OOpeTaeT JIUYHOE CUACThE
C TIOOMMOM KEHIIINHOM.

Exatepuna EBrpamkuna (Tpup)

I103T ¥ ero poMaH: JJUMHHAJIBHOCTb U CYObeKTHBHOCTD
B pomane JI. 3aiiiepa «Kpy3o» (2014)

He6rothbiii poman «Kpy3zo» (2014) Jlyrna 3aiinepa, 0AHOTO U3 CaMbIX 3HAYU-
TEIbHBIX HEMEIKUX MMO3TOB COBPEMEHHOCTH (IOMHUMO MHOTOYHUCIIEHHBIX TTO3TH-
yeckux cOOpHUKOB, ¢ 1995 r. mo HacTosIee BpeMsl TaKKe U3/1aHbl HECKOJIBKO
€ro KHUT paccKa3oB M 3cce), ObUT OTMEUEH B TOM K€ roay mpecTxHoi Hemerr-



34

KOW KHW)KHOU IIPEMMEN KakK JIy4YIIUd poMaH roga. MHOrOYMCIEHHbIE KPUTUKU
OTMEYArOT, TPEX/IE BCET0, CBOEOOpasme A3bIKa pOMaHa: KaK ero HHTEHCUBHOCTh
U CIIOCOOHOCTH CO3/1aBaTh PEATMCTUYHBIC KapPTUHBI, aleJIUPYIONIUE K OpraHam
qyBCTB 4yHTaTeNsl («ITOT pOMaH CIeAyeT HE MPOCTO YUTaTh, HO CIyIIaTh, 000-
HATh, TIpoOoBaTh Ha BKyc» [MDR Figaro, 9. September 2014]), Ttak u ero mo-
THYHOCTh U «Marmueckyto urpy» [Deutscher Buchpreis 2014, Begriindung der
Jury], mo3Bonstomiue qEHCTBUIO OCIIMIUTUPOBATE MEXKIY MUHYTOH PEaIbHOCTH U
CIOppEATUCTUYHBIMU TapauIeTbHBIMA MUPaMH, YTO, B CBOIO OUepe/lb, COMMKAET
pPOMaH C POU3BECHUSIMHI «Marndeckoro peanuzmay. OgHako OanaHCcHpOBaHUE
MEX]y peajru3MOM TOBCETHEBHOCTH M BUIACHHUSIMH, HOCAIUMH OHUPUYCCKHMA
WIN TAJUTIOIMHATOPHBINA XapakTep, — JIMIIb OJHO W3 MPOSIBICHUU 1OPO20BbIX
COCTOSIHUUM U COOBITU nepexoda epanuy B pOMaHe.

JIBanuaruuersipexsietnuii Darap beniep (31), mpoTaroHUCT poMaHa, mocie
CMEpPTH MOAPYTH U MPOJIOIKUTENIbHON ienpeccur B utoHe 1989 roma ocrasnsier
CBOIO MPUBBIYHYIO CTYIAEHYECKYIO KM3Hb B ['ajuie u OTHpaBisieTcsl Ha OCTPOB
Xunnensee B bantuiickom mope (teppuropus owiBiieit I'/IP), rae ycrpanBaercs
Ha paboTy MOCYIOMOMIIIMKOM B PECTOpaH JJi TYPUCTOB C MpUMeYaTeIbHbIM Ha-
3BaHuEM «OTiIenbHUK». Tam oH 3HaKoMHuTCs ¢ Anekcanapom KpysoBuuem, unu
Kpy30, cBoeoOpa3HbIM «IaTpOHOM» OCTpoBa. Mexay HUMHU 3aBSI3bIBACTCS
kpenkas npyx0a, Kpy3o nocssiiaer 31a B puTyaiibl CE30HHBIX pabOT U «HOY-
HbI€ TalHBI» KU3HU Ha ocTpoBe. B cBsi3u ¢ yepenoit coObiThii ocenu 1989 r. o6a
Apyra TepsitoT IpyT Apyra u 0oJIblile HUKOT/Ia He BCTPEYAIOTCSl.

JlumunanvHwviti XapaKTeP COUMAIBHOIO U IICUXOJIOTMYECKOTI0 ONbITa IMPOTAaro-
HUCTA MO3BOJISIET pacCMaTpHUBAaTh COOBITHS HA OCTPOBE Kak ero uxuyuayuro. Po-
MaH TEMaTU3UPYET MHOKECTBO ACHEKTOB MOHATHUS cpaHuyd, KaxKJIblid U3 KOTO-
PBIX COOTHOCHUTCSI C OIpPEACICHHBIM ypOBHEM (POPMHUPOBAHUS HAPPATUBHOIO
CyOBEKTa pOMaHa; peramueu3ayus BCEBO3MOXKHBIX epanuly, OaiaHcuposanue Ha
2paHu CTAHOBUTCS CMBICIIOBOM JOMHHAHTOM TEKCTa, KOHCTUTYUPYS 0OCOOYIO,
JTUMUHAIBHYIO CyOBEKTUBHOCTD MEPUOMIA KHU3HEHHBIX MEPEMEH» U «KPU3HCOB
pPa3BUTHUA», HEPA3pbIBHO CBS3aHHYIO C W3MEHEHUSMHU COLMAIBHOTO CTaTyca,
[IEHHOCTEW, UIEHTUYHOCTH, CO3HAHUS U MUPOBO33PEHUS CyOBEKTa.

B pomaHe MOXHO BBIACIINUTD CIIEIYIOIINE YPOBHU IKCIUIMIUTHON TEKCTYaIbHOU U
UMIUTMIIUTHON METATEKCTyaTbHON TMMUHAITBHOCTH, KOHITUITUPYIOIIHE CYObEKT:

o Tlonumuxko-zeozpagpuueckuii. CoowiTrs ipoucxoaar B 1989 r. Ha oct-
poBe XuAaeH3€ee, BXOIUBIIEM Ha TOT MOMEHT B coctaB ['/IP u sBisiB-
HMIEMCSl NO2PAHUYHOU 30HOU: OCTPOB PACCMATPHUBAICS «Pa30vapOBaH-
HbIMU» B TtouTuke I'/[P kak oTnpaBHON MyHKT JJIsI TOOEra «Ha 3amai
(B 6mmkaiiee rocynapctBo — Jlanuio), B cBoeoOpa3HOe, MOYTH MHUC-
THYECKOE «I0 Ty cTOpoHy» (S. 25). D1 npuObIBacT Ha OCTPOB HE B Ka-
YECTBE TYpPUCTA U TaKUM 00pa30M aBTOMATHUYECKHU MPUOOPETAET CTATYC
NOTEHIUATIBHOTO (MOJUTUYECKOI0) MPECTYTHUKA, MJIAHUPYIOLIEro Ie-
pecedb TOCYIapCTBEHHbBIE TPAHUIIBI M TOKUHYThH CTpaHy (mpeObiBaHUE
Ha OCTPOBE — 3TO CBOeOOpa3Has «JierajbHas WIICTaIbHOCTLY, S. 168).
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e Ilpocmpancmeennwviit. B pomMaHe PENATUBUZUPYIOTCA KHUJIOE IPO-
CTpaHCTBO (Cp. wikagh, newepa Kaxk yKpvlmus), TPAHULBI 3TOTO MPO-
CTPaHCTBA KaK Henoo8UICHO20 (KOpabnb KaK HOBBIM «I0M» Dna Ha
OCTpOBE; CMEHSIOIINE APYT Jpyra MMEHHbIE TaOJMYKH HA JIOMaxX Kak
CTaHIMU B nymeuiecmeusix 3TUX JOMOB), a TaKK€ caMa BO3MOXKHOCTh
IPeo10JIETh Mopor (MepBhIil pasroBop Iaa ¢ Kpombaxom, JUpeKTOpoM
pectopana «OTIIETFHUKY», Ky/la OH OyIeT MPHUHIT Ha padoTy, MpOwMcC-
XOAHUT OYKBaJIbHO MO 06e CTOPOHBI MOPOTa MOMEIICHUS, CHMBOIIU3UPYS
000CO0JIEHHOCTh «OTHIEIBHUKOBY» OT IIPOYEro MHUPA, BIUIOTh IO OTKa3a
BBIXOJIUTDb B06HE).

e Couuanvno-cpynnogoii. 1locie HeyJayHbIX MOMNBITOK «IOCTTPABMATH-
yeckoi» conuanu3anuu B [Namne (CakcoHus-AHTanbT) D1 MOKHUIAET
YHUBEPCUTETCKOE COOOIIECTBO U IMOMAaaeT Ha OCTPOBE B OOIIECTBO Ce-
30HHBIX PabOUYUX, «OCBOOOXKICHHBIX OT cBoero mpouutoro» (S. 50), a
TaK)Xe B OOIIECTBO «IOTEPIEBIINX KOPAOJICKPYIICHHEY, T.€. pPa304apo-
BaHHBIX MOJUTUKON M ku3Hbi0 B ['JI[P u mimanupyrommux cBod mooer.
[TepBble KOHTaKTBI DJla C APYTUMH OCTPOBHUTSHAMH, PAOOTAIOIIUMU B
pectopane «OTIIENBHUKY», OCTOXKHEHBI €r0 HEMOCBAIIEHHOCTHIO B Tal-
HBI )KM3HU Ha OCTPOBE; C TEUEHHUEM BPEMEHH OBIT Djia 00peTaeT purya-
JU3UPOBAHHBIM XapakTep, a caM OH CTaHOBUTCS YacThlO OOIIEeCTBa
«OTLIEIBLHUKOBY.

e Unousuoyanvno-coyuanvuwtii. Cpeau KOHTAKTOB C JPYTHMMHU «OT-
HIeJIbHUKaMu» Hanbosiee 3HaUUTeNIbHOM sIBIIgeTCs py»k0a D1a ¢ Kpyso
(uHTEepTEeKCTYyaIbHas napamiens Kpyzo — Ilamuuya). onavyany Kpyszo
OTBEJEHA POJIb HACTABHUKA M TOKPOBUTENSA, OJHAKO HAa OCHOBaHUU
CXOIHOTO OIbITa JMUYHOTO Kpuzuca (D1 B pe3yibTaTe HECYACTHOTO
ciydasi TepsieT noapyry, Kpy3o — mpu HEBBISICHEHHBIX OOCTOSTENbCT-
BaX — CECTPYy) MPOUCXOAUT WX CONMKCHHUE, MpUYeM JIpyk0a oOpeTaeT
CJIOXHBIM U MPOTHUBOPECUYMUBBIN XapaKTEP: PAIY CUECH CBOMCTBEH T'OMO-
APOTHU3M, TOHKOE OalaHCHPOBAHUE HA TPAHUIIE MEXKIY POMAHTUYECKOMN
Ipyk00i U OTKPOBEHHOM TOMOCEKCYalbHOCThI0. OKOHYATEIBHBIN TIe-
pPEXO0Jl JaHHOW I'paHULbl OCTAETCS OTKPHITHIM (Kak U MHOTHE JpYyrue
nepexoobl B POMaHe).

o (Cyovexkmueno-kpusucustii. llepen oTnpaBiieHMEM Ha OCTPOB I Iie-
PEXKHUBACT CEPbE3HBIM KPU3HUC, OYKBATBHO MOABOASIINMN €ro K rpaHuIle
KU3HA U CMEPTU U PEPIICKCUU HA TIPEIMET MOHKOCMU ITOW TPAHUIIBI
(MpIcH O cyunuze). Jpyrum mpumepoM siBisieTcss Hexkenanue Kpyso
PUHSITH CMEPTH CECTPHI, Yb€ NCUC3HOBEHUE PEISTUBU3UPYET CAMO TI0-
HSATHE cMepTU. JlaHHBIN YPOBEHD TaK)KE BKITFOYAET B CE0Sl OPraHUYHBIC
HEPEIKO HEWICHUMBIE TIEPEXOJIbI MKy BOCIIPUATHEM U OMHCAHUEM O0b-
EKTHBHOM PEaTbHOCTH UM COOCTBEHHO (paHTa3MsIMH U pediIeKcusiMu cyOb-
€KTa, 4TO XapaKTepu3yeT oco0oe (KPU3UCHOE) COCTOSTHUE CO3HAHUS D1a.
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Ilosmonozuueckuii. Ha 1aHHOM ypOBHE MOHO BBIJAEIUTH CICAYIOLINE
MIOJyPOBHU:

e Happamuenwsii. HecMOTpsi HA MHOXECTBO OuOTrpaduyecKux COB-
nageHuil (mporaronuct Oarap benmiep, kak u aBTOop pomana Jlyrn
3aitnep, ponom u3 I'epwl (TropuHrus), yuuiicsa Ha KaMEHIMKa, a 3aTeM
u3zyyan repmanuctuky B ['amne, B 1989 r. cam JI. 3aiinep (mpumepHo
TOrO K€ BO3pacTa, YTO U €ro repoil) paboran B KayecTBE CE30HHOIO
pabouero Ha XuJJeH3€e€), POMaH €/1Ba JIM MOKHO paccMaTpHUBaTh Kak
aBroomorpaduueckuii. [lomumo peakux coOCTBEHHO MO3TOJIOTHUECKUX
«PEMAPOK» B JyXE «POMAHA-KU3ZHU» M <CGKU3HU-pOMaHa» («Darap
beniep pemmi ncue3HyTh — (pasza Kak U3 pomaHa», S. 26), TEKCT xa-
pPaKTEepU3yET CIOXKHAs OpraHu3allys MOBECTBOBAHUS — OHO BEIETCS OT
TPETHETO JIMIIA, OJJHAKO MEPEMEKAETCSI CBOCOOPA3HBIM YNOpPA00YEHHbIM
NOTOKOM CO3HAHMsI, BKJIIOUAIOIIUM pe(IEKCUU U BUJEHUSI CAMOI0O MPO-
TaroHMWCTa, — a TAKXKe MOATU3UPOBAHHOE OINKCAHUE MPEIMETOB U CO-

CTOSIHUI — BHE MPUCYTCTBHS (OPMAJIBLHO BBIPAKEHHOI'O HAPPATUBHOTO
A

o  Annw3uiinpli. YK€ caMO HAa3BaHWE pOMaHa 3aJaeT IVIABHYHO MH-
TEPTEKCTYalbHYIO CBsI3b ¢ pomaHoM Jlanuans [edo «Pobunzon Kpy-
30», & CaM TEKCT MpeJiaraeT OJIHy U3 MHOTOUYHUCIICHHBIX JTUTEPATYPHBIX
pe-unrepnpetanuii otHomeHud Kpy3o u [lsataunsl (Anexcanapa Kpy-
30BM4a U Opna). MM OOHOTO M3 BTOPOCTENEHHBIX I'€pPOEB pOMaHa —
PemOo, OH OMH U3 «OTHIENBHUKOBY; caM JJ, kKak u Kpy3o, nuimier
CTUXU, 00a B JIAaHHOM KOHTEKCTE MOTYT PacCMaTpHUBAThCS KaK HOBBIC
«IPOKIIATBIE MOATHI». DI yBIeKaeTcs TBopuecTBoM ['eopra Tpakns u
naxke AeKJIaMUPYET ero CTUXH B OOIECTBE OCTPOBUTSH; UCUE3HYBIIYIO
cectpy Kpy3o 30ByT CoHsi — kak u o0pa3 cTUXOTBOpeHuit Tpakiisi, BO3-
MOKHBIM TIPOTOTHUIIOM KOTOPOTo ObLIa Jrobumast cectpa Tpakias Map-
rapura. XapakTep ajulto3uil B poMaHe, TAaKUM 00pa3oM, HE OrpaHUYU-
BAETCS MHTEPTEKCTYaJIbHOCTHIO, OH CTUPAET TPAHUIIBI MEXIY COOCT-
BEHHO JINTEPATYPHBIMU «BO3MOXHBIMH MUPAMHU» U peaTbHBIMH OHO-
rpadusmu, MUGOTOTUZUPYSI U TIOITUZUPYS UX.
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Ainsley Morse (Riverside, CA)

«/laabine, moxkasayicra, 6e3 mens»:- The Limits of Literature
in Contemporary Short Experimental Prose

A number of contemporary Russian writers of experimental prose have opted for
writing that is liminal in many respects: short, fragmentary (sometimes suggest-
ing or gesturing toward a larger whole), and in its structure and aesthetic priori-
ties often calling into question the conventional boundaries between prose and
poetry, fiction and documentary, or even literature and non-literature. This paper
argues that the experimental prose miniature, in recent years a remarkably pro-
ductive genre, is emblematic of this movement toward writing that positions it-
self deliberately on the border of literature and, from there, challenges the way
we both write and read. In recent work by Marianna Geide and Sergey
Sokolovsky, in addition to the effects of extreme brevity, elliptical references
and inadequate context, a kind of basic incomprehensibility is assumed as a
starting point: this quality is guaranteed by an elusive or ambiguous speaking
subject and its relationship to a ,,world beyond the text*.

,,Speaking“ is a crucial term here, since both Geide and Sokolovsky use direct
and/or reported speech as a major device in creating ambiguity of the situation
and the subject (who can be unstable in terms of gender, number and person, if
not elided completely). Putting speech in the spotlight, in the form of dialogues
within the text or with the reader, foregrounds the problem of literary communi-
cation, which returns us to the ways in which this work pushes the limits of what
literature is or should be. The significance of speech in these texts, along with
their elliptical and fragmentary qualities, can make the speaking subject seem
more in line with a poetic speaker than a more traditional prosaic narrator. In
this sense, Geide and Sokolovsky hark back to modernist masters of prose poet-
ry like Leonid Dobychin, Daniil Kharms and Feodor Sologub. But fragmentary
prose can also be seen as emblematic of the present, twenty-first-century mo-
ment, in which something very much like it overwhelms the bytovoi context of
internet communication: tweets, social media posts, etc. And many writers to-
day, including Geide and Sokolovsky, first publish their short prose online. This
practical dimension can have a significant effect on the perception of these texts:
the instability of the subject and the basic incomprehensibility of the text can be
tempered by the virtual context of the writer’s online personality, and the
awareness of everyday contexts for short, elliptical texts can be seen as part of
an aestheticization of the stripped-down and ,,non-literary*.

! Title quotation taken from Sergei Sokolovsky’s ,,Dvesti ne sniatykh mnoiu kinokartin“, part
of the cycle ,,Shatov’s Bigrig®“: http://textonly.ru/self/?article=38818&issue=42 [7 January
2015].


http://textonly.ru/self/?article=38818&issue=42
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Mapk JIlunoseukuii (boysiaep)

I[HoTeHumnaJa pa3pbiBa JMMHUHAJIBHBIH CYObEKT
y II. bapckosoii u JI. I'opajuk

OrtrankuBasich OT ONPEAENEHUS JTUMHUHAIBHOCTH, AaHHOro B. Tepnepom, Mbl
paccMmatpuBaeM TpaHchopMmanuu 3Toi koHuenuuu B Tekcrax [lomuner bapcko-
Boi 0 Onokaze Jlenunrpaaa u kopotkoi mpose Jlunop [Nopanuk (mukin «I'oBo-
puT»). B 000uX ciydasix MpOUCXOAUT OTOXKIECTBICHUE CyOBEKTa C JIMMHUHAIb-
HOW CUTYyaIlMel, OJJHAKO KOHUEMIUS JIMMUHAJIBHOCTH, U COOTBETCTBEHHO, JIH-
MUHAJIBHOTO CYObEKTa MPETEPIeBaCT 3HAUUTEIIbHBIC U3MEHEHHUSI 110 CPABHEHUIO
C KJIACCUYECKUMMU OIPEACIICHUSIMMU.

B cruxax u npose bapckoBoii o 6s10kane Jlenunrpana, kak U B KJIaCCUYECKOM
(Heo)akmensme, JIUPUUYECKUN CYyOBEKT (HOpPMUpPYETCS B AMAJIOTE C KYJIbTYpPHOU
namsTeio. Ho mupuueckuii cyObekT B m033un bapckoBoi He OTOKIECTBISETCS C
IPOIUIBIM, @ CYHIECTBYET HAa TOHKOW T'paHH, pa3lessitoniell KyJIbTypHBIN OMBIT
IPOIUIOr0 KaK CBOE M YYy>KO€ OJHOBPEMEHHO; COOCTBEHHO, OLIYIIEHHUE ITOU
rpaHd (MOMEHTa OTTOP)KEHUS) U SBIAETCS WHAMKATOPOM CYOBEKTHOCTH B €€
mupuke. CoxpaHsisi MICTOPUUECKYI0 KOHKpeTUKY, bapckoBa pucyer 6iokany Kak
JTUMUHAIBHOE COCTOSIHUE MEXIY KU3HBIO U CMEPThI0, MU(DOM U MCTOPUUYECKUM
BpemeHeM. Ha mepBblii 11aH y Hee BBHIXOIUT d(DPEKT OCTpaHEHHs, CBONCTBEH-
HBI JTUMUHAJIBbHBIM cocTosiHUSIM. Ha mpumepe mukina «CaemanHocts» (2010)
paccMaTpHBaeTCsl TO, Kak y)Kac OJoKaabl mpeodpa3yercs B UCTOUYHUK TBOpUE-
CKOT'0 BUEHUS, PEOJO0JIEBAIOLIETO0 CMEPTH U BPEMSI.

Kaxnas npo3anueckas munuatiopa JI. I'opanuk u3 uukna «I oBoput», penpe-
3eHTUPYET MUHHU-KAaTacTpody, MOMENIAIONIYI0 IEPCOHAKA B JIMMHHAIBHYIO CH-
Tyalyio, B KOTOPOil Ha rja3aX MOMEHTaJbHO, KaK MPU B3PBIBE, pa3pylIarOTCs
IPUBBIYHBIE OPUEHTUPHI U OMOpBI. OJTHAKO, KATaCTPOPBI, MPOUCXOASIINE B ITHX
MUKPOHOBEJIJIAX, PEIKO OTHOCSITCS K pa3psay UCTOPUUECKUX — ITO JTUOO ceMeil-
HBIE paMbl, JTUOO TPAaBMATUUYECKUI OTBIT, BOUICAIINNA B TOBCEAHEBHOCTH (POC-
CUlicKasi PeCcTymHOCTh, Teppopu3M B U3pauine). To, kak mepcoHaxx NepeKuBaeT
TaKyl CUTYyalllUl0, U CTAHOBUTCS TJIABHBIM COJEpPKaHUEM MHKPO-HOBeJUI ['opa-
nuk. CoxpaHsisi BaKHEHIIUE 3JEMEHTHl JUMUHAIBHOCTH, ['Opanuk Ha HEepBBIi
I1aH BbIIBUTAET a@eKT, mepeKuBaeMblii TIEPCOHAKEM WU HappatopoM. Ad-
(deKT BBIBOIUT 3a MpEAeIbl TUCKYPCUBHOCTH, Mpeiaras TaKuM 00pa3oM HEKOe
YTOIIMYECKOE COCTOSHUE «aYTEHTUYHOCTH.

Takum oGpa3zoMm, u bapckoBa, u ['opalivk HUCHOJIB3YIOT JIUMUHAIBHYIO CUTYa-
U0 KAK BAPHAHT TPAHCLUEHACHLMU. B mepBoM ciydyae — JMMHUHAJIBHOCTH IO-
3BOJISIET CYOBEKTY BBIATH 3a MpeJeibl COOCTBEHHOTO MCTOPUYECKOTO OTBITA —
OCTpPaHEHHE JTUMUHAIBHOCTHIO MAKCUMAJIBHO YCUJIMBAET BO3MOKHOCTH SI3bIKA U
3penus. Bo BTopoM — cyOBeKkT, monagas B JUMUHAIBHYIO CUTYAIIUIO, BBIXOIUT
3a mpeaenbl AUCKYPCUBHOCTH BOOOIIE, U BCTYIMAET B KOHTAKT C IPYTUM UMEHHO
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Ha ypoBHe adpdekra. Ob6a MeToaa CIyKaT CIOCOOOM MPOPaA0OTKU TPaBM «IEp-
BOTO TOCTCOBETCKOT'O TOKOJICHUS», K KOTOPOMY MpHHAIEe)KaT U bapckosa (p.
1976), u I'opanuxk (p. 1975).

Juliana Kaminskaja (Sankt Petersburg)

Das Subjekt als Sprache an der Grenze zum Nichts
in der Erzihlung ,,Ein mediterraner Krieg* von Andrej Levkin

Baut man etwas an einer Grenze auf, so wird schnell bewusst, dass die Grenze
nicht einfach nur eine deutliche Linie auf der Karte ist. Es ist ein Boden, ein
Zwischenraum, in dem man leben kann. Und wenn man sich da ansiedelt, ist die
Grenze ein Land zwischen den L&ndern, wie ein neutraler Streifen zwischen
zwei Staaten. VVon innen gesehen ist es gar keine Grenze mehr, sie schwindet.

Etwas Ahnliches wird auch in der Literatur der letzten Jahrzehnte sichtbar. Ob
deutliche Grenzen existieren, ist eine Frage des Standpunktes. Die Standpunkte,
von denen aus die Literatur sich und die restliche Welt betrachtet, befinden sich
heute eher in Zwischenrdumen. Also erscheinen jederlei Grenzen immer ver-
schwommener.

Seit langem verschmilzt alles: die Kunst und die sogenannte nicht-
kiinstlerische Realitét, einzelne Kinste, Literatur fir Kenner und Literatur fir
alle, Poesie und Prosa, Gattungen, Figuren in Werken. Fragt man sich, wohin
dieser Weg fuhren wird, so hat man keine Antwort parat. Man méchte denken,
dass die Literatur durch diese Transformationen, durch Abtasten und Verwi-
schen jeglicher Grenzen das eigene Potential nicht nur ans Licht bringe und re-
flektiere, sondern auch, dem zufolge, vergré3ere. Man vermutet gern, die Litera-
tur dringe auf solche Weise zu etwas Erstrebenswertem vor, zu etwas, was vor-
her nicht gesagt, sondern blof3 sprachlos geahnt werden konnte.

Mal kommt diese Hoffnung vergebens vor, mal wird sie durch einzelne Texte
gestarkt, in denen die Literatur Uber ihren eigenen Schatten, den Schatten des
Sagbaren, gesprungen zu sein scheint. Einige solcher Texte bietet die Prosa des
russischen Autors, Kritikers und Journalisten Andrej Levkin (geb. 1954). Sei es
sein Roman ,,Golem. Die russische Version* (2002), zahlreiche Erzédhlungen
oder andere Bicher, fur welche der heute in Moskau lebende Schriftsteller be-
reits 2001 den in Russland hochst angesehenen Andrej-Belyj-Preis erhalten hat.

Man fragt sich, was ist denn dieses Nicht-Sagbare, bei dem die Sprache ver-
sagt. Es ist das Nichts, fur das man keine Worte findet, nicht weil es unwichtig
waére. Im Gegenteil, es ist vielleicht zu wichtig, als dass man es einfach sprach-
lich hatte benennen kénnen. Eben dieses Nichts steht im Mittelpunkt des kleinen
Textes «Cpenuzemnas BoriHa» (2002) von Levkin (,,Ein mediterraner Krieg®, ins
Deutsche tbersetzt von J.K., publiziert 2006), so dass die kaum beschreibbare
Leere, das Vakuum sichtbare Umrisse und Sprachféhigkeit erhalt.
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Das Subjekt erscheint in dieser Erzahlung als eine fliichtige, ganz langsam
sichtbar werdende Konstruktion, die durch das unsichere Balancieren zwischen
der Rede und dem Schweigen, zwischen der Sprache und dem Nichts entsteht.
Auf welche Weise sich eine solche Art des Subjektes im Text theoretisch begrei-
fen lasst, gilt zu klaren. Dem Abtasten wissenschaftlicher Moglichkeiten, dieser
Fragestellung gerecht zu werden, widmet sich der vorliegende Aufsatz, in des-
sen Rahmen eine textnahe, wortliche Analyse der kurzen Erz&hlung als einer Art
verdichteten, poetischen Botschaft durch Versuche erganzt wird, die Prosa von
Levkin in einem breiteren internationalen Kontext der literarischen Konventio-
nen und Traditionen zu betrachten.



Sektion: Liminalitat des Subjekts in der Gegenwartsliteratur — 11

Cexyusa: TUMUHATBHOCTD Cy0ObEeKTAa B COBpeMeHHOoI Jutepatype — ||
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Michail Odesskij (Moskau)

Die Ausdrucksformen des liminalen Subjekts
im russischen ,,neuen Drama*

Nach der Dramentheorie, die urspriinglich auf Platon und Aristoteles zurtck-
geht, ist das explizite Autorenwort in der dramatischen Gattung verboten und
sollte ausschlieBlich durch die Repliken handelnder Personen zum Ausdruck
kommen. Dasselbe Verbot bestimmt die traditionelle Theaterpraxis, die bereits
von klassizistischen Dramatikern entwickelt wurde. Die Vertreter des so ge-
nannten ,,neuen Dramas*, das am Ende des 20. und Anfang des 21. Jahrhunderts
seine Blitezeiten erlebt hat, verletzen dagegen héaufig dieses Verbot.

In seinem Manifest des ,,neuen Dramas® behauptete Michail Ugarow, dass
dessen Vertreter ,.keineswegs Avantgardisten sind“ und sich inhaltsreiche Auf-
gaben stellen, wie ,,die Luft der Zeit zu erfassen®. Er bezweifelt aber auch nicht
ihr Streben nach einer Erneuerung der Theatersprache, d.h. nach Verletzung ge-
wisser Theaterkonventionen. Dieses Streben fuhrt unter anderem zur offensicht-
lichen Zunahme des Autorwortes im dramatischen Text.

Im ,,neuen Drama“ sind drei Stufen der Verbotsverletzung in Bezug auf das Auto-
renwort im dramatischen Text (auf Verkdrperung des Autors also) zu beobachten:

1) Eine Bihnenanweisung flhrt statt zusatzlicher Information zur Szenenkl&-
rung einen gewissen Standpunkt ein, der seinerseits nur noch gering oder gar
nicht durch den Standpunkt der handelnden Personen begrindet ist. So wird in
einer Bihnenanweisung des Theaterstiicks ,,Der Kugelsammler* von Yury
Klawdijew der Zustand ,,der Stadt* beschrieben, wenn die handelnden Personen
zum wiederholten Male von der Bihne weggehen (Szene ,,Der sechste Tag®):
Die Stadt ,,bleibt unter vier Augen mit dem Regen und weill ganz und gar nicht,
was sie mit ihm anfangen soll.

2) Der Autor tbernimmt die Rolle eines Kommentators der dargestellten Er-
eignisse. Das Theaterstiick von Iwan Wyrypajew ,,Das Sein Ne2* enthilt Briefe,
die vorgeblich von dem fiktiven Autor des Theaterstiicks verfasst sind und an
Iwan Wyrypajew adressiert sind (oder auch umgekehrt); Wyrypajew werden
auch unmittelbar die komischen Zwischenspiel-Strophen zugeschrieben: Sie
sind vom ,,Prophet Johannes* (eine Variante des Vornamens des Dramatikers)
vorzutragen und wurden bei der Auffiihrung von Wyrypajew selbst deklamiert.

3) Der Autor tritt selbst als eine Hauptperson auf. Darin liegt die anerkannte
Eigenart der Theaterstiicke von Jewgenij Grischkowez, der sie selbst auffiihrt,
wobei er die Ereignisse in der ersten Person schildert.

Die Verletzung des Verbots, bei der ein auktoriales Subjekt in den dramati-
schen Text eindringt, ist eng mit dem allgemeinen ideologischen und poetologi-
schen System verbunden, das fiir die Vertreter des ,,neuen Dramas‘ kennzeich-
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nend ist. 1) In Bezug auf den Gattungsaspekt wird das Eindringen des Autors
durch Elemente der ,,Mimesis der Teilhabe* bedingt, eines theatralisch-
dramatischen Modells, das die ,,vierte Wand“ nivelliert: Es ist in der
préklassizistischen Epoche entstanden und wird von Theaterexperimentatoren in
threm Streben nach der Befreiung vom traditionellen Modell der ,,An-
schauungsmimesis‘ stindig weiterentwickelt. 2) Die unmittelbare Anwesenheit
des Autors ist mit der theoretischen Ausrichtung auf die Performativitat einer
Theaterschau verknlpft, die keine fiktive Welt erschafft, sondern auf die direkte
Kommunikation mit ihrem Zuschauer zielt, auf das ,hier und jetzt“ (nach
Wyrypajews Formel). 3) SchlieBlich driickt eine solche Verletzung formeller
Grenzen die inhaltsreiche Botschaft des ,,neuen Dramas‘ aus, das marginale Fi-
guren vorfihrt, die soziale und moralische Gesetze verletzen.

Alexander Zhitenev (Voronezh)

Das liminale Subjekt und Sprache der Erlebnisse
in Prosa des Nikolaj Kononows

Russische Literatur um die Wende des 20. und 21. Jahrhunderts unterscheidet
sich durch besondere Aufmerksamkeit auf den Korper, auf sensorische Kode
und auf die Sprache der Emotionen. Einer der wichtigsten Schriftsteller, der im
Bereich der ,,phdnomenologischen Detaillierung der Erlebnisse arbeitet, ist Ni-
kolaj Kononow. Erfahrung, die den Schriftsteller an sich zieht, ist mit der Situation
der Storung der existenziellen Balance. Liminalitat entfaltet sich hier an der Ober-
grenze des Erlebnisses, welche 6ffnet dem Subjekt neue Aspekten des Daseins.

Die Aufmerksamkeit auf ,,Extremalitat des Gefuhls korreliert mit Interesse
an Einpragung dessen, was den Definitionen entgleitet, von der Zensur des ge-
sunden Verstandes abgelehnt wird. Im ,herzlichen Fokus®“ ergeben sich ,,ver-
stiegene* und ,,seltsame* Geflhle, ,,emotionales Chaos“. Die Auspragung der
Emotionen und sinnlicher Erlebnisse tritt als Bedingung fur die Selbsterkenntnis
auf. Kononow erforscht in Details das Erlebnis ,,der Leidenschaft®, indem er
,,Psychowdorterbuch® fur Grenzerlebnisse schafft.

Im typologischen Aspekt kann man drei grundlegende Typen der liminalen
Fabel in Prosa des Kononows hervorheben: Fabel der Leidenschaft, Fabel der
AbstoRung und Fabel des Suizids. Jeder der Varianten erlaubt es, besser einen
bestimmten Aspekt des Aufenthalts an der ,,Grenze* zu charakterisieren: Struk-
tur des liminalen Subjektes, Bedingungen der Entstehung der Grenzsituation,
Typologie der ,,Grenz“-Erlebnisse.

Die Fabel der Leidenschaft erlaubt es, typische Ziige des liminalen Erlebnis-
ses aufzudecken: es sind Stérung der psychologischen Ganzheit des Subjektes,
Verlust der Kontrolle Giber emotionalem Zustand, Wahrnehmung des Erlebnisses
als Punkt der Durchkreuzung einer Vielzahl von Umsténden. Liminales Subjekt
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in ,,Grenz“-Situation erweist sich als ,,seraphischer®, ,,engelhafter Korper, es
sieht, hort, tastet viel mehr, als es es sich besinnen kann, tritt als Sphére der Re-
sonanz auf, er sucht nach einer ,,innigen Sprache®, in der Unterschiede zwischen
dem Zeichen und dem Objekt Gberwunden sind.

Die Fabel der AbstoBung erlaubt es, psychologische Transformationen zu un-
tersuchen, die mit Selbstentfremdung, mit Hingeraten des Subjektes ins Gebiet
des ,,seclischen Chaos®, des ,,phdnomenologischen Wirrwarrs® verbunden sind.
Der Schriftsteller bezeichnet in diesem Zusammenhang einige Antithesen, die
die Struktur der Emotion in dieser Situation charakterisieren: es sind ,,gestiilpte*
und ,,auBerweltliche®, ,,nicht unterscheidbare* und ,,seltsame*, ,,ephemere* und
,,ubermafBige* Erlebnisse.

Die ,,suizidale Fabel* in Prosa des Schriftstellers ist mit der Analyse der
Ubereinstimmung des Wahren und des Erfundenen in dem schopferischen Ge-
dachtnis und mit der Suche nach den wichtigsten Ereignissen verbunden, die das
Selbstempfinden und die Weltanschauung des Subjekts bestimmt haben. Die
Anschauung des Vergangenen und dessen Verlust treten hier als gegenseitig
verbundene Akten auf, und Balance zwischen der Sehnsucht und dem Bewusst-
sein des Wertes seines Daseins ist nur mit dem Zustand verbunden, bei dem das
Gedachtnis, der Wunsch und die Bewusstheit seines ,,Ich*“ von der Fille der
Wahrnehmung, in der das ,,sinnliche Alphabet* des Subjekts von allen seinen
,,Buchstidben* dargestellt ist, zurticktreten.

Massimo Maurizio (Turin)

Boundary textuality, or in search of poetical identity

During the last decade a considerable number of works of contemporary artists
and writers was firstly published in virtual resources and social media, seen as a
preferential platform for the diffusion of cultural products. The massive use of
social media for this purpose led in some cases to the reconsideration of the role
of art itself and to evident transformations in formal and structural aspects of it.
In this paper we will analyse these circumstance on Valery Nugatov’s last col-
lection D. Kh | dr. (D.Kh. and the others), Andrey Cherkasov’s Blackouts and
Darya Serenko’s project #tikhiypiket (#quietpicket).

The first two of them represent different strategies of application of contami-
nation of semiotic spheres to try to answer to the question of the demarcation of
boundary of artistic works in virtual platforms. The syncretic nature of these
works of art is a consequence of the search for new expressive aesthetic, but
mainly is the result of polisemiotic and complex context they are collocated in
and elaborated for. Implicit polyphony, pluralism of themes and expressions are
typical of social media and similar resources, as well as multi-faced expressive
systems, very different for the intentions they move from and the results they
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come to. Among them there are many systems with no artistic and cultural in-
tents at all. The contamination of so different forms leads to some stylistic ca-
cophony, in the context of which all kinds of expressions play a role, regardless
of the meaning they have for the whole system and of their importance in it. The
consequence of it is a paradoxical situation, where the artistic-literature dis-
course is just one of the different and various elements of a communal and het-
erogeneous mosaic, with no defined shape.

Polisemiotical approaches of the authors this paper will deal with are based
on the characteristic features of virtual space, but it inverts them, as to re-
generate some poetical (or, more generally, literary and artistic) discourse, in
which both subject and subjectivity can still find a place for their own, in spite
of the undoubtable discredit of the traditional conception of the work of art in
today’s cultural framework.

Nina Barkovskaya (Ekaterinburg)

Function of the proper nouns in Roman Osminkin’s ,, Text with
extrinsic goals“ book: choice of the subjective vision point

The article deals with the image of a lyrical subject in the book of poems by
Roman Osminkin’s ,,Texts with extrinsic goals“. The trait of the book is the
abundance of proper names, creating a factual context and outlining the three
spheres of existence of the lyric subject: the circle of activist friends, the space
of poetry, the world of the family. Accordingly, the hero of the poems receives
three identification: Roma, Roman Sergeevich Osminkin, Romik. The provoca-
teur author chooses the tactic of self-control and from the standpoint of the mar-
ginal from the inside refutes the dominant position in each of the spheres and the
,,authoritative* language, which obviously constitutes the ,.extra tasks“ of his
poetry. Familiar Roma marks the image of the hero among friends — poets and
activists. The eyes of a hero, deliberately grounded in everyday life, show the
circle of refined left intellectuals. Key to the first section of the book the word
byvaet (occur) forms a cyclical, event-free time, characteristic, according to M.
Bakhtin, for the chronotope of a provincial town. The acceptance of a decreasing
parallel (through allusions to the satirical works of Mayakovsky, Teffi) also ex-
presses the skepticism of the hero regarding the effectiveness of ideas and theo-
ries that remain words. The role of Roman Sergeevich Osminkin forms a self-
parody image of the poet — the shadow of Dmitry Alexandrovich Prigov. At the
same time, his poems, which ,,do not at all resemble verses®, reduce the high
status of the poetic word and the canon of ,,hyperpushkin® realized in the mass
consciousness. An episode of ,,advanced parody* is considered, revealing the
author’s rejection of ,,hipster® hobby ,,fashionable* opposition. As a Romik hero
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Osminkin interlace your voice in the chorus of other ,,stigmatized*, but not at
the expense of deindividualization, but on the contrary — through the preserva-
tion of proper names. Appeal to the family circle brings together a poem written
as a letter of the riot police officer Vanya to his mother, a poem-dream about his
own childhood and A. Chekhov’s story ,,The Steppe®. In all these cases, the hero
—a small man — is doomed to failure and causes sympathy, overcoming ideolog-
ical and cultural alienation. Appeal to the video projects of the laboratory Tech-
no-poetry, to the project ,,My Mom — a Modern Artist* confirms the aspiration
of the lyric subject Osminkin to the ,,network creativity of the masses“. Roma,
Roman Sergeevich, Romik are variants of naming one and the same subject,
ready to work on poetic, cultural and social boundaries, for the sake of overcom-
ing them through travesty. Behind different hypostases, there is a very definite
person, with thoughtful tactics of behavior and a firm scale of assessments, op-
erating in different cultural contexts.

Tsung-Huei Hsiung (Taipei)

The ,,Incognizable Subject* and Liminality of Cognition
in ,,The Helmet of Horror by Victor Pelevin

As a postmodern writer, Victor Pelevin sensitively captures the trend of the
world culture after the millennium. In his work The Helmet of Horror (hereafter
referred to as Helmet), written in 2005, Pelevin peculiarly combines the Internet
era with the Greek myth of the labyrinth and Minotaur. What do the labyrinth
and Minotaur mean in the Helmet? And what meanings do they bear in our
modern lives? These are the questions that his work is focused on.

There are eight characters in the novel, typical ,,netizens* who are well aware of
how to make use of network resources, and in this regard, their thinking patterns
and language habits differ little. They appear in the chat room for some unknown
reasons, but soon start talking with each other. Their conversations revolve around
the virtual and the real, the past and the present, the Minotaur and Theseus, etc.
However, most of their conversations ended up with the lack of dialectics.

There is no plot in Helmet, which is completely based on continuous dia-
logues. When one question is asked, then answers are born, the same with the
Internet: in chat rooms, Twitter and Facebook. Most of the questions are ordi-
nary, everyday problems, while the answers to them are superficial and incom-
plete. The link between questions and answers is more like a play on words. But
If these questions are treated separately, they turn out to be endowed with philo-
sophical meanings. However, it seems that Pelevin doesn’t want to give his
characters the opportunity to answer these questions. Why? How come the char-
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acters do not understand the boundaries/limits of their thinking? Are they trying
to cross the limits/threshold or not?

In Helmet, all characters are in an alarming state because they can’t under-
stand who the ,,subject® really is. They are waiting for Theseus, but at the same
time they are discussing Ariadne’s dreams about the labyrinth. They all believe
that in Ariadne’s dream is an information thread concerning the decoding of the
Minotaur’s helmet. However, this helmet turns out to be a reflection, an illusion.
Since the helmet is not a substance and none of the characters gets a subject
identity, no one overcomes the fear.

Does the work Helmet remain a labyrinth without an exit? American literary
critic Fredric Jameson says that postmodern writers are inclined to ,,not provide
explanations in their works. Despite this, readers still doubt why Helmet lacks a
subject? Why do all the discussions in the story prove useless? But if we try to
consider this problem from a different perspective, we will probably find that
the subject actually exists, not inside the story, but outside on the readers. While
readers are looking for the cognitive subject among the characters, this subject
has already been transiting to readers’ side. The ineffectual search for the sub-
ject makes the readers begin to think about their own existence, and if the func-
tion of thinking is started, then, the subject will not disappear.

Our modern lives, like the world of the Internet, are not only convenient, but
wide without borders, where people seem free and unlimited. In fact, it is a sepa-
rator machine that has limits/boundaries everywhere. One has to live like a part
of it, without feeling separated from the other. Just as all the characters in Hel-
met, none of them found the subject, nor can they think independently. The rela-
tionship between the boundaries and the subject seems the clues that the author
left to the readers. They will begin to think about the limits/boundaries around
their lives, that is, trying to cross the boundaries and limits of their own lives.

Natalia Azarova (Moscow)

The Conceptualisation of Threshold, Boundary and Limit
in Recent Poetic Texts®

The question of limits, thresholds and boundaries as words and as concepts
represents two absolutely different aspects of the issue, both of which can make
for a topic of a separate study. Possibly, even conducted within separate fields.
On the one hand, poetic lexicography, on the other, philosophy or sociology of

! This study is supported by RFBR (project ,,Typology of the subject in Russian poetry of the
1990s-2010s*, 15-24-06003).
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art. At the same time, both can contribute to understanding how the subject con-
structs itself depending on how the space is constructed, or, vice versa, under-
standing how the space is constructed depending on the construction of the sub-
ject.

To determine the frequency and significance of these words as well as how
contemporary Russian poets conceptualise them, a vast corpus of contemporary
Russian poetic texts was comprised, based on this decade’s production. Fur-
thermore, a survey of 80 poets was conducted. These methods allowed distin-
guishing groups of poets who hold these concepts as relevant and those who ei-
ther deny them as such or interpret limits, thresholds and boundaries as poeti-
cisms, which correspondence to the generational differences among the poets.
One can note that, in comparison with twentieth-century poetry, contemporary
poets are more aware of the concept of boundary, with boundary being mostly
interpreted in its geopolitical aspect. The interest in limit and threshold, how-
ever, experiences a significant drop, which corresponds to a dramatic decrease
of interest in correlating the subject with history and in eschatological agenda.

As for the conceptualisation of boundary, the emphasis on the subject’s inter-
relation with outer space and time is frequently shifted onto the boundaries of
the subject proper and on the boundaries of his body.

References
Azarova, N. / Korchagin, K. / Kuzmin, D. / Plungian, D. (2016): Poetry. The handbook. M.

Alexander Ulanov (Samara)

Living on the threshold

It is possible to consider a threshold as a special space between established
shapes, free of their limitations. This threshold isn’t a place for solution, waiting,
transgression, but a place for living. Some Russian poets (A. Dragomoschenko,
I. Zhdanov, A. Parschikov, N. Iskrenko, Sh. Abdullaev, A. Sen-Senkov, N.
Azarova, A. Glazova, P. Andrukovich, M. Geyde, E. Suslova, N. Safonov) de-
velop this territory. Uncertainty and emptiness of the threshold are considered as
potential and generative, opened for oppositions. Authors living on the threshold
have a tendency to self-elimination (,,me as quasi-absent®, I. Zhdanov) to give
other people and things the possibility of expression. However, the threshold is
discovered with action. Living on the threshold does not mean indecision; it
means readiness to try some variants. It is possible to meet ,,my own* and
,,Strange one“ on both sides of the threshold. The threshold is a place of constant
transformation, the aim of new poetry is constant disturbance of equilibrium.
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,,Existence is constant transitivity” (A. Dragomoschenko). This poetry exists in
present (and present tense forms of verbs are prevailing in it). A delay on the
threshold gives the possibility of gaze and attention. Every position on the
threshold is inconclusive. It keeps possibilities open. Sometimes (as in Sen-
Senkov’s poems, for example), the threshold appears instantly on a boundary
between things during their interaction and disappears after it. An idea of thresh-
old is considered as a problem itself. Boundaries and naming are uncertain.
Threshold has no space localization; it is possible to remain in the same place
and to cross time boundaries. Perhaps the idea of threshold is replaced in many
cases by the idea of variance. A. Glazova accentuates the importance of partial
movements but not full transgressions. Sh. Abdullaev does not speak about
crossing but about moving inwards and about unfolding from a point (perhaps,
between parts of the same word). Self-irony is a necessary part of the position
on the threshold too. Language means for expression of text’s oscillation be-
tween different variants are, for example: words with double meaning; keeping
cancelled words and misprints in the text (Iskrenko, Andrukovich); using attrib-
ute without determined words (Dragomoschenko, Sen-Senkov); such preposi-
tions as ,,through, ,,between* etc. These authors use poem and prose in the
same text or in the same collection of texts. Living on the threshold gives these
authors the possibility of exiting not to the other side of the threshold, but to
some third one. The threshold is a place of simultaneous existence of opposi-
tions both of which are necessary. Position on the threshold is a new type of
equilibrium, a dynamic one. It is difficult but rich in possibilities. Contemporary
poetry researches it.

Galina Zalomkina (Samara)

Lyrical subject as the threshold of dis/embodiment

One of the basic forms of the lyrical subject’s existence in modern Russian in-
novative poetry is the glimmer presupposing neither annihilation nor persistent
presence of lyrical ,,I*, but manifestations and transformations, diverse in their
Intensiveness, duration and quality with quite perceptible lacunae. In the poems
of Arkady Dragomoschenko, Ivan Zhdanov, Alexander Ulanov, Anna Glazova,
Andrey Sen-Sen’kov, Stanislav Snytko, Evgenia Suslova subject pulses uneven-
ly making up a field main processes in which are disembodiment an embodi-
ment, they involve every phenomenon and concept the poetic text touches. The
lyrical subject represents itself as a threshold on which everything that it per-
ceives glimmers as well and the results of removing/disappearing and creat-
ing/appearing are hybrid in subject-object and material-ideal aspects and trans-
cendent in the cognitive one. It is possible to outline the idea of such liminal
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states on the basis of some propositions from Lyn Hejinian’s poem ,,The Com-
position of the Cell“ where main points if Wittgenstein’s ,,Tractatus Logico-
Philosophicus* are interpreted — being key ones for the kind of poetic discourse
under consideration. In Glazova’s, Sen-Sen’kov’s, Ulanov’s texts lyrical ,,1*
makes way for the self of natural and everyday phenomena and objects, disem-
bodies itself into them. But the personal provides for the comprehension of their
voice, the specifics of the subjective perception allow to fix hard-to-detect ob-
ject’s manifestations. Fixedness towards the object, which create, ,,subjectize it
through exposing the unnoticeable, express itself in detecting unexpectedly in-
terwoven connections of phenomena and their meanings where the lyrical voice
deconcentrates itself for reassembling in a new form. Liminality of the lyrical
subject — as simultaneously self-straddling, self-burning, creating and destroying
the object — in Suslova’s texts multiplies in awareness of its impossibility but
availability, this paradox makes a source of wonder. In Snytko’s prose poetry
the main property of lyrical ,,I*“ is the reciprocally directed referentiality as one
of the forms of subject-object hybridization in changeable correlation, in glim-
mering degree of realization. Contradictoriness of Zhdanov’s lyrical ,,I* can be
explained by its liminality: the subject is a place of meeting of things’ reality
and pure essences’ sphere, there are processes of splitting up of the former and
the latter’s obtaining visibility and palpability. In Dragomoschenko’s poetry ma-
teriality not only wears thin in the conditions of purely verbal reality and the lyr-
ical subject’s intent language reflection, but it also obtains new forms of percep-
tibility exactly due to the refreshing accentuation of speech mechanisms which
reproduce it. The image comes to a coil of glimmer: the lyrical subject hangs at
the edge of self-annihilation, destroys habitual shapes of surrounding objects for
embodying them in a form more appropriate for a penetrating perception.
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Anrequka HIvutt (ManHreiim)

«BcsAKY10 Belllb MOKHO OTKPbITh, KaK IBEPb.)»
K moTruBy nmopora B siupuxke Oubru CenakoBou

Omnbra CepakoBa, MpuHaAJIekKalas K TEYEHUIO TaK Ha3bIBAEMOr0 MeTapeain3ma
(Onmrreiin) i Heobapokko (Jlelinepman/JIunoBenkuii), — MO3T JUMHHAIBHO-
cti. B ee ctuxax, nmepenarmmmux MUCTHUYECKUI OMBIT HA (OHE 3amaHOEBPONEii-
CKOM M BOCTOYHO-NPABOCIABHON TpagulUid, «AHOM MHp» OOBITpHIBAETCS MpHE-
MoM octpanenus (LLknoBckuil) 1 napagoKcalbHBIMU MPETOMIICHUSIMH, YTO Ha-
NOMHMHAET KOHIENIMU oOpaTHOW nepcnekTuBbl DaopeHcKkoro. 3eMHON MUp Y
CenakoBol MPOHU3AaH CBEPXbECTECTBEHHBIMU SIBJIEHUSMM, a PEATTUU 3TOTO MHUPA
CTaHOBSITCSI CUMBOJIAMU NIOTYCTOpOHHEro ObITus. [loaTomMy uccienoBarenbHULa
TBOpuecTBa CenakoBoil Xenpuke Illtanbs roBoput 06 «<MMMaHEHTHOCTU TpaHC-
LIEHJICHTHOCTH» B €€ IT033UH.

OpHako eCTh MHOMKECTBO IEPEXOJHBIX MOMEHTOB, XapaKTCPU3YIOIIUX IIpe-
OJIOJICHHE TIOpOTa U3 OAHOTrO MHpa B npyroi. Ha meradopudeckom ypoBHE MpH-
MevaTeNbHBI 00pa3bl JBEPHU, OKHA, BOPOT, aPOK, OPTaHOB UyBCTB (0COOEHHO TJ1a3),
yIIIKa UTOJKHA. [IOMHMO 3TOTO, BaKHYIO POJIb UTPAIOT TIOPOTOBBIC CUTYaIlUH, KO-
TOpBIE aKTyaJM3UPYIOT TaKHe KIACCHYECKHE TOTIOCHI UHO20, KaK HOYb, COH WU
cMmepTh. CroJla OTHOCSITCSI YTPEHHEE U BeUepHee BpeMsi, TPOOYKICHUE U 3achIma-
HHUE, TIOPOTOBBIC MOMEHTHI JXU3HH, KaK, HalpuUMep, POXKICHHE, TEepexoa Ko
B3pOCJION JKU3HH, CMEPTh, a TaKXKe 0OJIE3HH U MepeMeHa BpeMeH rojaa. MoTtuBa-
MU, MapKHPYIOIIUMHU CBsI3b MEXIY MHPAMH, SBISIFOTCS JIECTHHIIA, MOCT, KOPH-
T0p, KOJIOZETI, @ TAK)Ke PACTECHUsI, )KUBOTHBIC, JJAHAMAPTHI, 1 OYSHb YacTO BOJA B
pas3HBIX e¢ MposBICHUAX. Ho TTaBHBIN MOCPEIHUK /IS TIEPEX0/ia B HHYIO peab-
HOCTh B MoHMMaHuU Onbru CemakoBOi — 3TO caM IO3T U €ro CIOBECHOE TBOpYE-
CTBO.

B noxnazne Oynet paccMOTPEHO, KAKMMH CTHIIMCTUYECKUMH MpUEeMaMu OCyIe-
CTBJISIETCSL IPEOJOJIEHHE TTOPOra MEKAY MUPaMU, YEM OTINYAKOTCS MUPBI A0 TO-
pora u 3a TIOPOroM, ¥ B KaKOW POJIM BBICTYNAET MPHU STOM JIUPUIECKUIN CyOBEKT.
B ¢dokyce uccnenoBanusi — nmozgHee TBopuyecTBO CenakoBOil, OMHAKO K aHATU3Y
OyIyT MPUBIIEKATHCS U KITFOUEBBIC /ISl JAHHOW TEMBI CTUXU PAHHUX JIET.
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Imuina Tkavenko (Tpup)

Ot1kpoBeHusi COKpbITOro: «Ilpu uepnou ceeue» Ejnensl HHIBapu

B noxmane paccmarpusaercs ctuxorsopenue Enenst HBapn «Ilpu dyepHoii cBe-
ye» (2000). LlenTpanbHoil TEMOW POU3BEEHUS SBISETCA MOUCK Oora Jupuye-
CKUM , YCHEIIHbIA WIM HEyAauHbIH MCXOJ KOTOPOrO CBSI3aH C TPAJULMOHHO
AHTarOHUCTUYHBIMU MOTHUBAMH CBETA U ThMBI.

B AOKJAC PA3bACHACTCA OUCBUIHOC HpOTHBOI[GfICTBPIC ABYX Pa3HbIX MOJAXO-
A0B K MHTCPpHIpPETAIUU U TO, KAKUM HMMCHHO 06pa30M paspeuIacTCAa OIIIO3UIHNA
ceem-mbma KaK MHUMas, — IPOLECCC, pa306ﬂaqa10m1/1ﬁ JINPUYCCKOC s KaK HC-
II@CCHOCO6HO€ 1 BIOCJICIACTBHUH HOI[BepFaI-OH_II/Iﬁ €ro CY6B€pCI/II/I mocpcacTBoM
ITO3THUYCCKOTI'O CY6’LCKT3..

Rainer Griibel (Oldenburg)

The plurality of the poetic and artistic subject as a liminal habitus
in the late work of Dmitri Prigov

The project of the artifact Dmitri Aleksandrovich Prigov (or shortcut: DAP) im-
plies the production of several poetical and artistic subjects. The author was not
only convinced that the production a large amount of poems would create an ad-
equate presence of himself as a poet, but also that the creation of different, and
even as much as possible poetical and artistic subjects would give his artistic
work more presence and more effect. So he did not only identify himself with
famous Russian poets like Pushkin and Lermontov but also with well-known
foreign authors like Dante and Goethe. This identification deconstructed the
subjects of the previous artists and writers and constructed a kind of hyper-
subject, consisting of several secondary or subordinate subjects. This multiplici-
ty of subjects he used as a means to build up different personalities in poetry and
prose, drama and film, fine art and music.

Another way of Prigov’s liminal practice was the transgression of the limits
of genres and arts. A kind of fluid subject was the result of the combination of
for instance reflexive prose and traditional poetry, of poetry and drama or instal-
lation, of film and literature, of opera and happening. In his poetic and artistic
work he did not only change his one role, but also was present in one and the
same poetic and artistic manifestation in more than one, and not seldom even in
more than two roles.
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One of the best examples of this construction of a multiple poetical and artis-
tic subject, which represents different poetical and artistic personalities, was the
planned but not realized event of ,,Elevation, the transportation the poet and
artist Dmitri Aleksandrovich Prigov, who recites poetical texts of Push-
kin/Prigov from the ground floor to the top floor of the Moscow State University
building.

Muxaua IlaBiaoBen (MockBa)

«IloaTnuecknii cy0bekT» Cepresi BupoKoBa Kak areHT
«BHEHCTOPHYECKOI0 ABAHTapAa»

Cepres buprokoBa 00ObIYHO MPEJCTABIAIOT CIACAYIOIIUM 00pa3oM: «I03T, (uiio-
JIOT, TEOPETHUK M MPOMaraHaucT MOAITUYECKOT0 aBaHTap/a, OCHOBATE b AKaJeMUH
3aymu». Mexay 3TUMH CTaTycaMH aBTOpa HET YETKUX TPAHMIL: B CBOCH MOITUY E-
CKOM mpakThke BHUpIOKOB Hepelnko peanu3yeT pojib KpUTHKA, UCCIEAOBATENS U
HOIYJISIPU3aTOPa IKCIIEPUMEHTAIBHON TT033UM — @ B KPUTHUECKON WU JTaxke JIu-
TEPATYPOBEIUECKON NIEATEIHLHOCTH OH MOXKET MPUOETHYTh K XYyJ10)KECTBEHHOMY
TUCKYpPCY, 3aBepliiasi CBOU BBICTYIUICHHUSI YTEHHEM COOCTBEHHBIX CTUXOB.

KoneuHo, coenrHEHNE NMOATUYECKON MPAKTUKUA C KPUTHYECKOM, MCCIEeI0Ba-
TEJNbCKOM, MyOIMKATOPCKOM U MPOCBETUTEIBCKON HE SIBISIETCS CETOMHS Mpepo-
ratuBoil onHoro Ceprest buprokoBa. OnHako ciyyaii buprokoBa cieayeT pac-
CMOTpPETh OTHAEJIBHO: 32 HUM CTOUT aBTOPCKas KOHLENIUS «BHEMCTOPHYECKOTO
aBaHrapja», Kotopasi HacleQyeT UJee «UcTopuueckoro apanrapaa» M. Cmup-
HoBa U P. JI€punr-CmupHOBOI U pa3BuBaeT ee. « BHencTropuueckuii aBaHrapa»
st buprokoBa 00beMIIET MOYTH BCE TMOJIE XYAOXKECTBEHHOTO AIKCIIEPHUMEHTA
BTOpO# nojoBuHbBl XX — Havyana XXI| Beka. IIpu 3ToM naHHOE MOHATHE 110 CYTH
CBOCH OKCIOMOPOH, MO0 YIpa3aHSET HICI0 MOCTYMATEIbHOTO Pa3BUTHS UCKYC-
CTBa, KOTOPYIO «MCTOPHUYECKUN aBaHTapa» XOTsA U MpoOJIeMaTU3UPYET, HO HE
YHUYTOXKAET, XOTs ObI 3asBisisl 0 ce0e KaKk O «IEPeloBOM OTPS/Ie» MCKYCCTBA.
ABaHrapaHas «cCrnaunvaiu3alus» — MPeBpPalleHUE BPEMEHHU B IPOCTPAHCTBO BO
«BHEHCTOPUYECKOM aBaHTap/e» MPUOOpETaeT YePThl CBOETO pojaa «My3eehuIn-
pOBaHUSD» — IOHHMAaHUS BCErO0 aBaHrapAHOIO HACIEAUS KaK OJHOBPEMEHHO
«My3€es1» U «XyIOKECTBEHHOM TaJIepen», COCTOSIMX U3 Yepeabl B3aUMOCBsA3aH-
HBIX BBICTABOYHBIX 3aJIOB. 3alOJIHEHUEM 3THX MPOCTPAHCTB HACIIEIUEM aBaH-
rapJIiCTOB U «IpoToaBaHrapaucToBy Cepreil buprookoB 3aHnMMaeTcsa Kak ucclie-
JOBaTeIb U MyOJIMKATOP; TBOPUYECTBOM CBOMX COBPEMEHHUKOB — YX€ KakK KpH-
TUK U OPTaHHU3aTOp JIMTEPATYPHOH JKH3HU, & CBOM COOCTBEHHBIC MOITHUYECKHE
MPAKTUKU OH pa3MENIaeT TaM — Kak IMOA3T-3KcrepumeHTtarop. HeynusBurensHo,
YTO pa3Aesibl HAyYHBIX U HAYYHO-TIOMYJISPHBIX KHUT I03TAa COIMPOBOXKIAKOTCA
HEOOJIBIIINMU AHTOJIOTUSAMHU TEKCTOB aBaHTAPJHBIX M HEO- (IIOCT-)aBaHTapIHBIX
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aBTOPOB, CPeAU KOTOPBIX CBOE MECTO 3aHMMAIOT U COOCTBEHHBIE MO3TUYECKUE
onbITel Ceprest buprokosa. IIpu 3ToM €ro mo3TM4ecKkne KHUTH OJHOBPEMEHHO
HOCAT MO3TOJIOTMYECKUN XapaKTep, Yepe3 CI0KHYI CUCTEMY IOCBSIICHUMN, 110-
ATOJIOTUYECKHUX pepIEKCHl, THTEPTEKCTYaJIbHBIX OTCBUIOK 0003Ha4ast KOHTEKCT
Y TPAAULHUIO TOrO, YTO CAMHUM aBTOPOM Ha3BAaHO «BHEUCTOPUYECKUM aBaHIap-
nom». B 1eHTpe ke 3TOM CHCTeMBbl OKa3biBaeTcs (purypa pycckoro mosTa-
¢yrypucra Benumupa XneOHUKOBA.

B 3T0M cMbIciie 0cOOEHHO HHTEpeceH caM nodThuueckuii cyorekt Cepres bu-
PIOKOBa C €r0 «IUJIABAIOLIEH» CaMOMACHTUYHOCTBIO: C OJHOW CTOPOHBI, B €r0
TBOPUYECTBE MOKHO OOHApYX HUTh aBTOPE(IEKCUBHBIE TEKCThI (UUCTO «IHpUYe-
CKHE», B TOM YHCJIE JIETMKO-MEJAUTATUBHBIE U JaXKe JIIOOOBHO-3POTUYECKUE, TO
€CTh B 3TOM CMBICJIE IIOJJYEPKHYTO TPAIULIMOHHBIE — HECMOTPS Ha DKCIIEPUMEH-
TaNbHOCTh UX (hopmbl). C Ipyroil CTOPOHBI, 3HAUUTEIBHYIO YaCTh TOITUYECKOTO
KOpIlyca I03Ta 3aHUMAIOT TEKCThl «IOITOJOTHYECKHE» U «MaHHU(ECTapHbIE)
(rme cyOBEeKT — «mO3T», HPUYEM U «IIOAT-dKCIIEPUMEHTATOp», U TOIT-
uccienosarenb). Takum oOpa3oM, Ha ypOBHE BCel TBOPYECKOW MpakTUKU bu-
PIOKOBA €ro «IMO3TUYECKHUI CyOBEKT» BBHICTYMAET KaK FEHEPUPYIOUIUN U reHepa-
JIM3UPYIOLNM, CHHTE3UPYIOIIUN U KOMMEHTHUPYIOIIUN BCE HACJIeUE aBaHrapaa.



Sektion: Schwellengéange in der Gegenwartslyrik — 11

Cexyusn: IlpeogosieHue «MOpPoOroB» B COBPpeMeHHOM mo33uu — ||



57

Natalia Fateeva (Moscow)

Liminal Phases of a Lyrical Subject
(Based on the material of modern Russian poetry)*

In this report we adhere to the view of M. Spariosu that ,,liminality is a form not
only of transitivity but of potentiality“.* The main function of potentiality is crea-
tion of an ,,alternative world*. In this sense fiction is the most appropriate form of
activity for creation of such worlds. Thus, M. Spariosu notes that ,,Literary dis-
course can create new alternatives because it is a form of game, conditioned by the
model ‘as if”, in the depth of which real and imaginary worlds are merged and from
both of them originates an isolated intermediate world.> This means that literature
creates alternative models of existence while being a liminal phenomenon.

The characteristic feature of lyric poetry is that, being a liminal phenomenon,
it turns out to be a generating space for a new, imaginary reality, directly created
by the poetic consciousness of the writing subject. At the same time, special
phases of liminality are distinguished between the various conditions of the sub-
ject, when a transition from one state to another is most obvious: these are the
phases of ,,pregnancy, act of delivery, birth*, ,,creativity (as the moment of cre-
ation of the text itself), as well as of the acknowledgement of ,,being-non-being*
(life-death).

In our paper we will be looking at these three liminal states (phases) of the
subject. For all three of these states it is specific that transitivity is reflected in
their very structure (chiasms, parallelisms, genus transformations) as well as in
their phonic organization.

In the first phase the subject can be either a mother or a child. In this case
pregnancy is realized as a liminal state for both the mother and the child. Child-
birth for the maternal subject is interpreted as a way out of one’s ,,Self (the
1), as a pause during which her self-identity changes. Then the subject goes
through the stage of re-birth and her inseparability with the infant (the transition
from ,,I* to ,,we*) arises. From the point of view of the fetus a literal birth (com-
ing into the world) is recorded when the countdown begins. In modern poetry
the physiological state of the female subject is also depicted from cycle to cycle
when it is not a question of birth but of the missed possibility of conceiving a
fetus which becomes the second voice of the self-subject.

! This study is supported by RFBR (project ,,Typology of the subject in Russian poetry of the
1990s-2010s*, 15-24-06003).

2 Spariosu, M. (1997): The Wreath of Wild Olive. Play, Liminality, and the Study of Litera-
ture. New York. P. 133.

® 1bid, p. 30


http://www.multitran.ru/c/m.exe?t=314504_1_2&ifp=1&s1=act%20of%20delivery
http://www.multitran.ru/c/m.exe?t=77075_1_2&s1=%F5%E0%F0%E0%EA%F2%E5%F0%ED%FB%E9
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The second phase — the phase of creativity and the generation of text — is in-
terpreted in modern poetry, firstly, as the recognition of liminal states by the
subject, secondly, as speaking on behalf of the dead, thirdly, as a violation of si-
lence; and fourthly, in contact with the phase of ,,death* as a translation into an-
other language.

The transition from being to non-existence is associated with the opening of
the boundaries between that and this world; it is seen as a flight, an opportunity
to cross the threshold, but still with the hope of a return, and also as a spell of
the death. At the same time this transition is symbolically interpreted through
the images of migratory birds, a crane, a dove, a bee, a lizard.

Liudmila Zubova (Saint Petersburg)

Identity dynamics on the borders of being
in Vitaly Kalpidi’s poetry

The predominant context of the poetry of Vitaly Kalpidi is the depiction of me-
tamorphoses of all things on the borders of life and death. The boundaries of
space, time, borders between a human, an animal, a bird, an insect, a plant, be-
tween a body and natural objects, between a body and a thing, between the natu-
ral and the artificial comes out to be moving in his worldview.

The transit from existence to non-existence and back appears to be existential-
ly challenging otherness (Anderssein), where the features of all things change,
and characteristics of the words — lexical meanings, grammatical attributes, co-
occurrence — change when depicting transition states, word borders move.

Generally the otherness plays out by changing of subjects’ and objects’ of ac-
tion and state identity. This is followed by breaking the main logical law — law
of identity, creating the existential paradox of combining existence with non-
existence, affirmation as denying. Affirmation and denying in Kalpidi’s poetry
come and go many times.

Different opposition undergo radical change: subject and object, part and the
entire, the great ones and the little ones, the external and the internal, the materi-
al and immaterial matters transform into their oppositions.

The unexpected images of transition states often appear in Kalpidi’s poems
based on dead metaphors, idioms, etymological bonds and sound similarity of
words, on polysemy, homonymy, and synonymy.

The altered state of consciousness on the boundaries of existence generates
synesthesia.
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The prominent characteristics of the poetry of Kalpidi are such reverse struc-
tures as chiasmus and palindrome as well as images based on palindromes, ana-
grams and metatheses.

The damaged identity is depicted by means of metamorphoses in counterin-
tuitive identified genetic metaphors such as ,,a grasshopper of a dragonfly,
,,Zebras of birches*.

The deposition of identity is represented in grammar by discoordination of
subject and verb, non-coincidence of grammatical gender of a noun and an ad-
jective, contextually combined grammar polysemy deformed by taxis.

To conclude, all images of transforming identity in Kalpidi’s poetry demon-
strate the mobility of borders of existence, transposition of beings in time and
space, their ingression into each other.

Henrieke Stahl (Trier)

Liminalitdt und Subjekt in der Lyrik von Elena Schwarz

Liminalitat, verstanden als Formen des Umgangs mit verschiedenen Grenzen,
betrifft in der Lyrik insbesondere das Textsubjekt. Dabei muss Liminalitét aller-
dings nicht auf psychische Zustande oder Erlebnisse des Subjekts begrenzt sein,
wie sie zum Beispiel in Verbindung mit Themen wie Schlaf, Krankheit, Geburt
oder Tod auftreten, sondern kann auch die Struktur des Subjekts im Text selbst
betreffen. Diese Subjektstruktur ist nicht nur durch verschiedene Formen von
Grenzen zwischen Subjekt und Objekt (Umgebung, &uere und innere Welt des
Subjekts) oder seinen Adressaten auf der Horizontalen bestimmt, d.h. auf der
Ebene der Textwelt, sondern auch durch Formen sich hierarchisch zueinander
verhaltender Ebenen. Die hierarchische Liminalitat des Subjekts in der Lyrik ar-
beitet mit der Differenzierung ex- und impliziter sinnbildender Schichten im
Text, welche sich entweder wechselseitig anreichern oder aber in Widerspruch
zueinander treten kdnnen.

Die Analyse solcher Subjektstrukturen setzt einen theoretischen Ansatz voraus,
der erlaubt verschiedene Textebenen zu unterscheiden. Ausgehend einerseits von
kommunikationstheoretischen Uberlegungen, andererseits von dem durch die
sowjetischen Strukturalisten (Lotman) veranschlagten matrjoschkadhnlichen Mo-
dell der Sinnebenen eines literarischen Textes hat die Narratologie der Richtung
Wolf Schmids eine Theorie hierarchisch geordneter narrativer Ebenen und ihrer
kommunikativen Instanzen entwickelt (d.h. sie unterscheidet den Erzé&hlgegen-
stand oder die Textfiguren von der Erzahlinstanz und ihre fiktiven Adressaten
sowie einen abstrakten/impliziten und realen Autor bzw. Leser). Diese Theorie
wurde auch auf andere Gattungen angewendet, darunter die Lyrik.
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Allerdings ist der narratologische Ansatz, speziell seine Ubertragung auf Ly-
rik, auch nicht unproblematisch. Die Moglichkeit, dass das Autorbild im Text
bereits ein fiktives Konstrukt des Autors und als solches ein konstitutiver Teil
des Textes ist, welches sich vom Autor als dem Verfasser dieses Konstrukts
noch einmal absetzen kann (aber nicht muss), fehlt (abbildbar bleibt nur die
Vervielfachung von Erzahlinstanzen). Fur die Beschreibung komplexer Subjekt-
strukturen gerade in der Lyrik wird eine weitere Zwischeninstanz bendétigt, die
zwischen ,abstraktem Autor‘, d.h. dem Autor als Sendeinstanz im Verstiandnis
des Textes durch den Leser, und dem Aussagesubjekt (Sprecher, narratologisch:
Erzéhler) bzw. der Figur liegt: das Textsubjekt (das ich daher nicht als Synonym
fiir ,abstrakten Autor‘ verstehe, als welches das Wort gewodhnlich verwendet
wird). Das narratologische Modell sollte fiir die Lyrik um eine weitere hierarchi-
sche Ebene aufgestockt werden:

Realer Autor

Abstrakter Autor

Textsubjekt/poetisches Subjekt

Sprecher/Ausdruckssubjekt

Figur
Das Textsubjekt bzw. poetische Subjekt ist das Resultat einer interpretierenden
Anschauung, welche es in den Beziehungsformen der Textelemente erfassen
kann. Ohne Ausrichtung auf die solche Beziehungsformen kann das poetische
Textsubjekt nicht aufgedeckt werden, weil es prinzipiell nicht explizit auftritt
und diesem Sinn ebenfalls ,abstrakt® ist.

Das poetische Subjekt kann fiktives Konstrukt sein oder auch nicht, d.h. das
poetische Subjekt setzt sich entweder vom abstrakten Autor ab oder nédhert sich
diesem maximal an. Dennoch gibt es einen prinzipiellen Unterschied zwischen
thnen: Das poetische Subjekt unterscheidet sich von dem ,abstrakten Autor® da-
durch, dass die Aufmerksamkeit nicht auf den Sinn im Kommunikationsakt des
Lesers mit dem Textganzen gerichtet ist, sondern auf die Form des Subjekts,
welches die Grundlagen flr den implizit und strukturell geschaffenen Sinn im
Text bildet.

Die feine Differenzierung zwischen poetischem Subjekt und abstraktem Autor
erlaubt komplexe Formen struktureller Liminalitat in der Lyrik zu beschreiben,
wie ich in dem Vortrag am Beispiel des Zyklus ,,Taten und Tage Lavinijas‘
(1984) von Jelena Schwarz zeige. Dieser Zyklus ist durch das fiir Schwarz in ihrer
friihen Schaffensperiode charakteristische Spiel mit Rollen geprégt, die sich bald
von autobiographischen Merkmalen und Gedanken absetzen, bald sich ihnen an-
nahern, und sich durch Formen des Ubergangs zwischen den Subjektniveaus des
skizzierten hierarchischen Modells beschreiben lassen. Die vertikale Liminalitét
des poetischen Subjekts ist bei Schwarz durch eine metaphysische Anthropologie
bedingt, welche die Existenz eines htheren geistigen Kerns der Personlichkeit an-
nimmt, der in Gott verwurzelt ist und der Wiederverkdérperung unterliegt.
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Die Formen der Liminalitdt des poetischen Subjekts machen im Laufe der
Werkentwicklung von Schwarz eine Evolution durch. Nach dem Spiel mit Rol-
len und Subjekthypostasen verschiedener Ebenen tritt seit dem Tod der Mutter
1998 die Frage nach der Transgression der Grenzen von Welt und Bewusstsein
massiv in den Vordergrund, verbunden mit dem Problem der Theodizee und der
personlichen Beziehung zu Gott. Schwarz schreibt jetzt vermehrt Lyrik in ihrem
,eigenen Namen‘, ohne Rollensubjekt. Insbesondere in Gedichten mit Bezug zur
Thematik von Tod und Einsamkeit, die einen autobiographischen Subtext haben,
treten dabei das Sprechersubjekt und das poetische Subjekt in ein Spannungs-
verhaltnis, wobei letzteres dem ersteren Perspektiven zur Uberwindung seiner
Verzweiflung er6ffnet oder auch umgekehrt das Pathos des ersteren subversiv
unterwandert wird. Solche Gedichte realisieren gleichsam ein Selbstgespréch
des Subjekts, das sich in zwei Hypostasen aufspaltet, und zwar das Subjekt des
Bewusstseins, das spricht, und das eigentliche poetische Subjekt, welches dem
ersteren implizit Ratschlage erteilt bzw. es bewertet — der abstrakte Autor ist da-
her sowohl ,auf der Seite’ des poetischen Subjekts als auch des sprechenden
Subjekts, d.h. entwertet nicht dessen Probleme oder nimmt dessen Pathos sein
Gewicht, wie es dagegen das poetische Subjekt tut.

Mit der Diagnose einer onkologischen Erkrankung der Autorin steht die Lyrik
von Schwarz im Zeichen der Todesvorahnung. Seitdem verflieRen in ihrer Lyrik
sprechendes und poetisches Subjekt und reichern sich wechselseitig an, und
zwar sowohl in Gedichten zum Ausdruck von Trauer und Todesangst als auch in
Gedichten, welche das Pathos ihrer Uberwindung zeigen. Das Subjekt grenzt
sich von seinem Koérper und seiner irdischen Personlichkeit ab und identifiziert
sich mit seiner unsterblichen Hypostase, deren Spiegelbild im Gedicht das im-
plizite poetische Subjekt friher gedient hat, oder aber es identifiziert sich mit
seiner leidenden verganglichen Persdnlichkeit unter Abwendung von einer héhe-
ren Ichinstanz (was gegeniber der anderen Form chronologisch gesehen immer
weiter zurlcktritt — die Identifikation mit letzterer und damit eine Akzeptanz des
Todes gewinnen das Ubergewicht).

Das Todesbewusstsein verstarkt die Liminalitit des Subjekts in der Lyrik von
Schwarz, wobei der Tod der Mutter das Erleben der Abgrenzung von der geisti-
gen Welt intensiviert, was sich in der Abgrenzung des sprechenden vom poeti-
schen Subjekt zeigt, wobei der Akzent auf dem sprechenden und irdisch leiden-
den Subjekt liegt. Mit dem Nahen des eigenen Todes ist umgekehrt eine Ak-
zentverlagerung von der irdischen zur ewigen Hypostase verbunden. Sprechen-
des und poetisches Subjekts verflielen und grenzen sich nun gemeinsam von
dem Schmerz und der Enge des korperlichen irdischen Lebens ab.

Beide Extreme in der Form der Beziehung von sprechendem und poetischem Sub-
jekt dienen einem therapeutischen Ziel: Angesichts der Grenzen des Lebens einen
Ausweg in Form geistiger Transgression mithilfe der poetischen Meditation zu fin-
den. Das Ziel der Transgression besteht in der VVergewisserung der der Existenz eines
geistigen, schopferischen und ewigen Kerns der verganglichen Personlichkeit.
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Marco Sabbatini (Macerata)
Liminality and Italian Motifs in Elena Schwarz’s Poetry

This paper explores the trope of liminality in Elena Schwarz’s poetic language.
During the latter years of her life and literary work, Italian motifs became a cen-
tral part of E. Schwarz’s conception of both poetic and cosmological models.
Since 2000 she has visited Italy several times. Elena Schwarz traveled to Rome,
Venice, Florence, Pisa, Bologna, Region Marche, Trentino Alto Adige and she
enjoyed Italian beauties with its complex and contradictory reality. In her Italian
diaries and Italian poems Elena Schwarz underlines, as she felt close to a differ-
ent, particular sphere of experience, in a second homeland, where she is fasci-
nated by the great and mystical beauty of the surrounding space and symbols,
but at the same time she looks terrified, she is scared of her life.

In this definite biographical context, the liminality in Elena Schwarz can be
understood as the ontological condition of being caught between two opposing
realities, in other words between physical and metaphysical universe, between
life and death.

The most significative metaphors about liminality between life and death ap-
pear throughout her last Italian poems, such us ,,Aqua alta“, or ,,L’Esprit de
Venice“. The aim of this paper is to examine and to put in evidence the main
rhetorical and thematic patterns in poetic representation of Liminality in the lat-
ter Italian works of Elena Schwarz.



Sektion: Liminalitdt und Medien

Cexyusa. JIMMUHAIBHOCTDL U MeAUA
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Olga Severskaya (Moscow)

Subject in Liminality of ,,Interfluve*

Modern Russian poetry gives many examples of interpretation of the notion
Hliminality*. Liminality is usually viewed as entering the state of life on the bor-
der, not quite here, and not quite there, in the middle and between, where subject
If not lost then invisible, where ,,blurred borders* represent not only the problem
of restoring order, but also the opportunity to play in the boundless and diverse
variability of the Matrix of Creation.! Subject being in liminal state experiences
depersonalization, loss of structure, restructuring, that must result in
achievement of the transcendental unity of the individual with other
personalities and the universe as a whole.?

The state of liminality is regarded as immersion in ,interfluve“ (or
,interfluence*, which form two ,,streams* of speech) — within one semiotic code
(for example, in the process of transition from poetry to prose and vice versa, as
in the book by S. Solovyov ,,Interfluve* [Mesxnypeune],® in which poetry and
prose form a kind of ,,Mobius strip“, and when they meet on one page, they ex-
change heroes, plots and meanings, or, for instance, in the process of switching
from one language into the other within one text) or switching from a language
semiotic code to a code of other forms of Art (for example, in one of the
chapters of Solovyov’s book called ,,Feast* [ITup]* there appear — not so much
illustrating the text as expressing text in the text — photos with the image of the
author depicted on them, that on one hand, leads to splitting of the subject and
his/her objectification, on the other — to the identification of different hypostases
of the subject; in Zhdanov’s book ,,Air and Wind* [Bosayx u Betep]® author’s

! Grof, S. / Grof, Ch. (eds., 1989): Spiritual Emergency: When Personal Transformation Be-
comes a Crisis. Tarcher. [[{ut. mo: J{yxoBHbIii kpu3uc: Kormga mpeoOpa3oBaHue JTHYHOCTH

cranoButcs kpuszucoM / [lox pen. Cranucnasa u Kpuctunsl I'pod / Ilep. ¢ anrn. A.C. Puru-
Ha. M., 2000. 3gecs: c. 120-125].

2 CasenoBa, J1. (2012): JIlumuHanbHBIN HappaTUB B COBPEMEHHOW PYCCKOM Mpo3e: MOJAETh U
cTpykTypa // Pycckuii cnenm B Happartanoruu: Marepuansl MexayHapOJHOM HaydHO-
npaktuueckoi koH(pepenuunn (bamamos, 26-28 Hos0ps 2012 r.). banamos-Hukomaes. 141-
148 [Savelova, L. (2012): Liminal narrative in modern Russian prose: model and structure //
The Russian trace in narratology: Proceedings of the International Scientific and Practical
Conference (Balashov, November 26-28, 2012). Balashov-Nikolaev. 141-148].

¥ ConoBses, C. (1994): Mesxnypeuse: Ctuxu u nposa. Huxomaes [Solovyov, S. (1994): Inter-
fluve: Poems and prose. Nikolayev.].

* Conosees, C. (1993): np: Cruxu u mposa. Huxomae / Cumpepornons [Solovyov, S.
(1993): Feast: Poems and prose. Nikolayev / Simferopol].

® XK nanos, U. (2006): Bosayx u Berep: Cruxu, scce, hororpadus. M. [Zhdanov, I. (2006):
Vozdukh i veter: Poems, essays, photography. M.].
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photo-landscapes are in the semantic resonance with the poetry and prose,
separate texts and entire chapters of the book).

From this point of view, liminal transitions between texts of different codes
and different authors within one and the same poetic book are of specific
interest. Poetic book-projects by E. Pospelov are vivid examples of such
transitions and they will become a basic material of our investigation.

In the book ,,Taming of words* [[Tpupyuernue cos]* typographical texts of
poems written by E. Pospelov are given alongside with their handwritten copies
with incorporated drawings made by painter S. Kochetkova.

In books ,,Sensations* [Omymerusi]* and ,,Touch® [IIpuxocuoserns]® the
parallel text is made up of pictures taken by A. Perov. The summary given to the
project by its authors is the following: ,,Photo depicts external world, but there is
inner impulse in this photo — the topic captured or value of the world found...
Poetic text, while opening the life of soul, seeks images in External in order to
present Inexpressible in a word. The word and the photo only coexist in this
book, without any comment, without any illustration, only supplementing each
other [®Dotorpadust pukcHpyeT BHEUIHHH MHUpP, HO B 3TOH (HUKCALUU €CTh
BHYTPCHHCC H06y)I(J]€HI/I€ — yBH)IeHHBIﬁ CHOKECT UJIN HaﬁﬂeHHaH AparouCHHOCTDb
Mupa... IHosTnueckui TCKCT, OTKpBIBAsA JKHU3Hb AYIIW, HIICT BO Buemuem
oOpassl s obnauenus HeBwipasumoro B ciioBe. <...> Mexay coboil B dTOM
KHUTEC <1)0T0rpa(1)1/151 H CJIOBO TOJIBKO COIIpHUKACAIOTCA, HC KOMMCHTHPYA, HC HUJI-
JIOCTpUpYs, a AomonHss apyr apyra]. Authors, and hence subjects are different
in poetry and photo. But Perov’s photo is cropped for publishing by E. Pospelov,
who thus crosses the semiotic boundary, appearing on the other side of his sign
space, between external and internal in each of the codes.

In the book ,,Silk and Velvet* [Illenx u 6apxat]* Pospelov’s poetic lyrics are
combined with the graphics and paintings by Slava Zaitsev, whose own poetic
opuses are implied, giving an additional dimension to the text of the book. The
book was created in close cooperation of two masters, and true co-authorship
makes one think about determining the subjectivity of such texts and such forms

! Tocnenos, E. Hpupyuenne ciaos [Pospelov, E. Prirucheniye slov]. http://www.pospelove.
ru/bookspdf/priruch.pdf (14/12/2016).

2 Mocnenos, E. / Iepos, A. (2008): Omymenus: ans6om 100 gotorpadmii 1 100 mostude-
ckux TekcToB. M. [Pospelov, E. / Perov, A. (2008): Sensations: aloum 100 photos and 100
poetic texts. M.].

® IMocneno, E. / TTepos, A. (2007): IpukocHoBernus: anms6oM 100 potorpaduit u 100 mosTu-
yeckux TekctoB. M. [Pospelov, E. / Perov, A. (2007): Touch: album 100 photos and 100
poetic texts. M.].

* Baitnies, B. / Tlocnenos, E.: Illenk u Bapxart: I'paduka u Xyq0xKeCTBEHHBIN TeKcT [Zaitsev,
V. [/ Pospelov, E.: Silk and Velvet. Graphics and text]. http://www.pospelove.ru/books
pdf/barhat.pdf (14/12/2016).



66

of its expression, as well as about the status of each of the subjects of different
code phrases.

Thus, the liminality of the ,,interfluve“ raises several research questions
concerning: 1) the relationship between the categories of authorship and
subjectivity; 2) the status of the lyric or speaking I-subject; 3) the possible
objectification of the subject, its referential status in each of the ,,frontier” and
,,Cross-border* spaces; 4) the liminal state as the ,,meeting point“ of the subjects
of the author’s and reader’s worlds, the center of empathy, the undivided unity
of all the vectors of sense formation, the inner space of interpretation. In our
report we’ll try to find the answers to the questions given above.

Kirill Korchagin (Moscow)

East-Ukrainian Contemporary Poetry: Borders,
De-territorization and ,,National“ Poetries’

The paper regards three East-Ukrainian poets of two generations. The poetics of
Sergey Zhadan, one of the most prominent figures in contemporary Ukrainian
poetry, is analyzed from the perspective of melancholic subjectivity which con-
stitutes a specific kind of sight on history and national borders condition. Melan-
cholic vision as an integral part of subjectivity has an impact on Zhadan’s nation
building conception which implies a kind of nomadic condition focusing on
permanent and incessant (de-)territorization of East-European space. Igor
Bobyrev and Anatoly Kaplan, two poets of the next literary generation, have a
different gaze on modern Ukraine: in their poetries, Zhadan’s melancholic na-
tion building contests with both radical and conservative trends representing
,,post-nomadic* conceptions of contemporary Ukraine society and literature.

Anna Gavryliuk (Trier)

New Media and the Liminal Subject
in Contemporary Ukrainian Poetry

Since 2013 political issues have gained a new function in the field of contempo-
rary poetry in Ukraine. The civil protest in Ukraine, also known as the

! This study is supported by RFBR (project ,,Typology of the subject in Russian poetry of the
1990s-2010s%, 15-24-06003).
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Euromaidan Revolution as well as the war in the East of Ukraine can be charac-
terized not only by violent events and liminal context, but also by a significant
increase of aesthetic and cultural movement in the Ukrainian society. Following
a tradition of resistance in Ukrainian poetry with such poets as Ivan Franko and
Taras Sevéenko, a new form of lyric has emerged — war and revolution poetry.
This paper explores the concept of new media as an important space for com-
munication and self-representation. In particular, it focuses on the role of Face-
book, YouTube, Twitter, and personal blogs as the platforms for communication
and literature.

The title of the article comprises three concepts: poetry, liminality and new
media. These concepts define the research problem of the article, its research
methods and its subject matter. The theoretical issues include the concepts of
sociology of literature as coordination between the literary and the social; the
theoretical tradition of liminality according to two major anthropologists: Ar-
nold van Gennep (1909) and Victor Turner (1967); the concept of network soci-
ety according to Manuel Castells (1996). A recent publication of Georgsen and
Thomassen (2017) includes an analysis of the affectivity and liminality in ritual-
ized protest of the Euromaidan. The authors argue that Euromaidan uprisings
revolution involves all essential features of liminality: ,,suspension of ordinary
rules, a fundamental questioning of power structures and political legitimacy, an
order turned upside-down, a situation marked by volatility, ambivalence and po-
tentiality, and the embryonic formation of a communitas as protestors met and
mobilized on the Independence Square in ritualized action, unified by confront-
ing the same essential dangers* (Georgsen and Thomassen 2017:198).

Several questions will be addressed in this paper: How is the liminal subject
represented through new media in contemporary Ukrainian poetry? What is the
role of subjectivity and affectivity in the context of liminality during the
Euromaidan revolution? What type of social media played the most important
role during the Euromaidan Revolution (2013-2014) and which ones are popular
today in 20177

In my paper | will concentrate on transition between poetry and new media,
poetry and liminalty, poetry and society.

Between 2013 and 2014 it became clear that protest, revolution and war poet-
ry had developed into popular genres and Ukrainian authors, who had not previ-
ously written about politics, had started to write political poems. They identified
emotionally and ideologically with the revolution as they mixed poetics and pol-
itics in their writings.

Among the extensive discourse of online poetry | will analyze the poem
,,Requiem® (2014) written by Dmytro Lazutkin (1978). The poem has become
popular due to social media as it was accessible to an audience that’s constantly
online. The criteria for choosing this poet and his key poem were the following
factors: popularity, high rating and recognition of the poet in the socio-political
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media discourse of Ukraine; active use of social networks (Facebook, YouTube,
Twitter, and Vkontakte) as a platform for self-representation and for the rapid
dissemination of his poetic texts among the general public.

Jxxeiiko0 damona (OTaro)

Mexay CMU 1 HOBBIMH MeAHA: JIUMUHAJIbHbIC CYObEKTbI
B COBPEMEHHOU PYCCKOM U KUTAUCKOM MOI3UU

B nanHoill crarbe uccienyercs, Kak U IoYeMy pycckasi U KuTaickas 1moi33us mo-
CJIEIHUX JIBYX JECATUJICTUH BCE Yalle CTaBUT MO3THYECKUN CYOBEKT B JIMMU-
HaJIbHOE MPOCTPAHCTBO MEXKAY YAaCTHBIM M OOLIECTBEHHBIM JHCKYpCOM, a
UMEHHO MEX]y JIMPUYECKU-TIOITUUECKUMHU U3PEUCHUSIMU M SI3BIKOM TpPaaHIIH-
ouHbix CMMU u HOBBIX Meana. OCHOBHOE BHUMAHHE YACNSIETCS MOITHYECKUM
IPOU3BEICHUSIM, KOTOPhIE BBIPAXAlOT PEaKIIMI0 Ha HOBOCTHU B (popme paccyx-
neHudt (Hampumep, npousBeaeHue Mapun CrenaHoBoit «CBaapba mTpHHIIA
Yapnwza u Kamuier [lapkep-boyis B npsAMON TpaHCIISIMUA HEMELIKOIO KaHaja
RTL»), mocpenctBoM mnpsmoro noBTopeHus coobmenuit B CMU (Hampumep,
npousBeneHne CranucnaBa JIbBoBckoro «Uykumu ciaoBamMu») WIM 4epe3 HUX
KOMOMHaluio, kKak B mnpousBeneHusx [Imutpus Ilpurosa «Ilo matepuanam
npeccoi» u «ru.sofob (50 x 50)».

MHuorue u3 3Tux padoT Tak)Ke BKJIIOYAIOT B CBOU TEKCTHI, MephOpMaHCHl U
XYZI0’K€CTBEHHbBIE MTPOU3BEICHUS HH(DOPMAIIMIO U3 HOBOCTHBIX HCTOYHUKOB, TEM
CaMbIM CBSI3bIBasl JINMHHAJIBHOE MTPOCTPAHCTBO MEXKAY YACTHBIM M OOIIECTBEH-
HBIM JIUCKYPCOM C JIUMUHAJIBHBIM MPOCTPAHCTBOM MEXIY Menua u hopmamu
nckycctsa. K npumepy, Ilpuros n taiiBansckas nostecca Cs IOi E“F cosna-
BaJli CBOM MOATUYECKUE NMPOU3BEICHUS, HAANUCHIBAsA UX MOBEPX TEKCTa B Ile-
YaTHBIX ra3eTax WM BBIYEPKUBAs 4acCTU ra3eTHOro Tekcra. Hampumep, B rpyn-
NOBOM THIpOeKTe «BBIUEpKHUTE 7TO, BBIYEPKHUTE OTO, BBIYEPKHUTE 3TOH»
(5 E 5 51) Ca IO u ee coaBTOPHI CO3/aBaIM JTUPHUYECKHE CTHXU 3adep-
KHBasi TEKCTHl TA3€THBIX CTaTeH, PEKIAMHBIX OOBSBICHUNA M APYTHX MEYATHBIX
CMMU, octaBnsis TOJBKO OTHAENbHBbIE cioBa. OHM CBA3aJIU JTUMHUHAIBHOE MPO-
CTPaHCTBO MEXJy YaCTHBIM M OOIIECTBEHHBIM IUCKYPCOM C JMMHUHAIHHBIM
MIPOCTPAHCTBOM MEXKIY IO33UEH U COBPEMEHHBIM HCKYCCTBOM, W3HAYAJIBHO
MpeACTaBUB padOTy Ha KOJUIEKTUBHOM BhIcTaBKe B Taitose B 2008 rogy, npexe
YeM OIyOJIMKOBATh €€ B APYrOM XYA0KECTBEHHOM KOHTEKCTE M CpPEACTBaX Mac-
coBoii napopMmarmu: B razere «CoBpemennas moasus» (PLEIF) U «Acummro-
T€» — OHJIAWH-)KypHAaJe, MOCBIIICHHOM JIMTEPATYPHOMY IMEPEBOAY Ha aHTJIUi-
CKUil 3bIK. AHAJOrMYHBIM 00pazoM 1odT SH I[3tonb EENE n3 maTepukoBoii
yactu Kutas coueraer mo33uio ¢ HOBOCTSMU U MYJIbTUMEINA, KaK, HATPUMED, B
2003 roxy npu HCHOJIHEHUHU CBOErO CTUXOTBOpeHus «IIpoTuB Bcero opranuzo-
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BanHOro oomana» (SNT—1] A 44K TR), KoTopoe BKIIIOUANo ayaMo3aluch
¥ KUBYIO TI033UI0 HApALy ¢ U300pakeHHsAMH, B3aThiMu u3 CMMU, B ToM uucie
(ororpagusaMu HenaBHEro BTOpKeHMS B Mpak, BCIBINIEK aTHITMYHON MTHEBMO-
HHY ¥ CHOCA NaMATHHUKOB JICHHHY B COBETCKOM OJIOKE.

OTH U Apyrue MpOU3BEAECHUS COBPEMEHHON KUTACKOW U PYCCKOM MTOA3UHU 3a-
TParuBarOT MeAUa-CPENY, B KOTOPOU BCE Yallle TOMUHHUPYIOT, C OTHON CTOPOHBI,
pa3BJICUEHUS U CEHCALNH, a C APYrOM — rOCyAapCTBEHHAs BJIACTh U HAIMOHAJb-
HOoe camoco3HaHue. OHU OTpa)aroT MIMPOKYH) OCBEAOMIIEHHOCTb O TOM, KakK
HOBble CMMU u pBIHOK BIMSIOT Ha MOJUTUYECKYIO U TTO3TUYECKYIO IKCIPECCHIO,
TakUM 00pa3oM (QOpMHUPYS TO, YTO MOKHO BBIPa3UTh CIOBAMH, M MPUPO]Y MO-
ATUYECKOTO U MOJIUTUYECKOro cyObekTa. Takas OCBEJOMIIEHHOCTh TaKXe BIIMS-
€T Ha palboTy JIPYTUX COBPEMEHHBIX PYCCKUX MOATOB, TAKUX Kak AJIEKCaHAP
Cxupnan u Kupunn Measenes. MHorue u3 3TUX aBTOPOB TAaK)KE 3aHUMAIOTCS JC-
CEUCTUYECKOW MyONMIMCTUKON M HamMcaHWEM MaTepualioB Jid OHJIAMH-
pPECYPCOB, MAacCOBBIX KYPHAJIOB U COLIMAIIBHBIX CETEM, HAIPUMED, PEAAKTOP OH-
naitH-xypHana ,,Openspace” Crenanosa wiu [Ipuros, nucasmuii ms ,,Polit.ru®
B NIOCJIEIHUE OBl CBOEH KM3HU. B cTaThe yTBEpKAaeTcs, 4To, KaK MOKa3bIBa-
IOT JaHHBIE MO3TUYECKHUE M KYPHAIMCTCKUE PpadOThl, MPUPOAA MOITUYECKOTO
cyOBbeKTa B COBPEMEHHOM PYCCKOW M KHUTAMCKOHN IMO33MHM 3aHUMAET JIMMUHAI b-
HYIO TTO3ULIMIO MEXIY YACTHBIM M OOLIECTBEHHBIM JTUCKYPCOM, MEX]Iy CTapbIMU
CpeliCTBaMH MacCOBOW MH(OPMAIIUUA U HOBBIMHU, a TAK)KE€ MEX]Y JIUTEPATypOHl U
KYPHUIUCTUKOM.



Sektion: Das entgrenzte Subjekt

Cexyun: Cy0obekT 0e3 rpaHun
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Peter Geist (Berlin)

»we, all of us, have lost a position which cannot be replaced by
any other one“ — Lyrical Subjectiveness and Globalisation within
the German Poetry of the 21st Century

Notwithstanding that more and more spheres of our existence have been infused
by the manifestations and the consequences of globalisation this issue is regar-
ded as unmanageable and unwieldly for poetry.

Nonetheless two narrative poems — ,,gegensprechstadt ground zero* (2005) by
Gerhard Falkner and ,,wildernis® (2013) by Volker Braun — set the aesthetic
benchmarks on that front for the German-language poetry of the 21st century.

Based on that three epic poems are subject to an examination: in ,,Die Sprache
von Gibraltar® (,,The language of Gibraltar®) Bjorn Kuhligk approaches tenta-
tively his own inner borders by opening himself to the refugee drama at the ex-
ternal frontiers of the European Union.

The German-American poetess Ann Cotten practises a game of deception by
using imagination, dissolution of language boundaries and confusion of dis-
courses, with quite ambivalent results.

In ,,Der Korper meiner Zeit* Kurt Drawert causes a clash among the historical
lifetime and his personal one, the social body and his own mortal one.

He destroys the illusion to consider oneself anyhow save and sheltered on this
planet, and is forced to sum up:

...Denn nicht nur die Fliichtenden, von denen die Meere
sich ndhren und die ersticken wie Vieh im Viehtransport tiber

die Grenzen, die es nur noch in Atlanten alter Jahrhunderte gibt,
sind ruhelos und auf der Flucht, nicht nur die Schwarzen, nicht
nur die Elenden — wir, alle, haben einen Ort verloren, den kein

anderer ersetzt.

Hiroshi Yamamoto (Tokyo)

Honeyprotocol or I-repent-protocol. Idiotic deconstruction
of the subject by Monika Rinck

The main purpose of this paper is to show how Monika Rinck, one of the most
influential German poets of the last decades, uses animals and insects in her
works, in order to query ,,the most powerful philosophical tradition® (Derrida),
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in which the human being owes his position as the Lord of creation und denies
the animals’ capacity to speak und to think.

The striking presence of beasts in Rink’s collections of poems like ,,BRIGHT
CONFIDENCE / Thing- and animal-life“ [HELLE VERWIRRUNG / Rincks
Ding- und Tierleben] (2009) und ,,Honeyprotocol* [Honigprotokoll] (2012) is
obviously connected with the poetic intention to ,,destroy the lyric Self poetical-
ly* und to deconstruct subjectivity, which the traditional understanding of lyri-
cism presupposed as indispensable.

Already the cycle ,,What is with the animal* in her second collection of po-
ems ,,zum fernbleiben der umarmung® [on the absence of the embrace] (2007)
focused on different parasitic beings. By infection, the hosts are becoming so
similar to the parasites, that the border between subjects are getting pompous
and permeable.

In recourse to the French Philosopher Michel Serres, who draws attention in
his writing about ,,parasite* to the threefold meaning of this term in Romance
languages, Monika Rinck furthermore tries to highlight its connotation in the
sense of ,,a noise in the communication®. This ,,idiotic* Joker, who has ,,no ei-
genvalue®, but ,,can accept all values* and whose identity is just ,,to be indiffer-
ent, to take on one or the other specificity from a particular set* (Serres), is con-
sistent throughout her whole work, but in particular in ,,Honeyprotocol*.

Among the animal models for the poet, according to Winfried Menninghaus,
the bee takes a special position, because it expresses the Janus-faced nature of
modern poetry in a very adequate manner. From Homer to Augustine, she admit-
ted to ,,a honey-sweet speech, which is itself founded in the files of reading (or
collecting). However, it can also ,,sting™ clearly ,,divided by scores and cuts®.

In the Oxymoron ,,Honeyprotocol this ambiguity is driven to the extreme.
Not only the golden glow of a sweet poet language is connected with the sober
tone of an administrative document, but the sticky nutrient might also blur all
categorical boundaries, including the boundaries of the subject (without the sub-
ject, the concept of protocol seems to be impossible). It shouldn’t be overlooked,
that the ,.ich“ [1] und ,,Hohn* [scorn] are, on a phonetic level, are hidden in the
word ,,honig“ [honey].

In my lecture | pay particular attention to the opening poem titled ,,Unio
wiesel*“ [unio weasel], in order to show, that ,,bee and honey* as well as ,,the
quick weasel are allegories for ,,bathetic* poetry, which is used to keep us con-
stantly between harmony and breaks, between literally spells and the principle of
cutting and assembly, and thus escape any fixed identity.
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Yuri Orlitsky (Moscow)

Polymetry and heteromorphism as the limiting forms of the
Russian verse of the late twentieth and early twenty-first centuries

The classical Russian verse, regardless of belonging to a particular versioning
system (syllabic, accentual-syllabic, tonic, vers libre, rajeshnik, logaoedic vers-
es, and hexameter) has traditionally always been homomorphic in nature, that is,
rhythmically uniform throughout the entire work, from beginning to end. Corre-
spondingly the boundaries within the text are practically impossible in the clas-
sical verse as it is homogeneous and consistent from the point of view of its
rhythmic nature.

The only regular exception is polymetry, that is, a combination of several
fragments of different nature within a single text (most often a poem or cycle). It
can be seen in poems and large poems, these are usually false, often personal, in
excerpts, in cycles — individual poems written in different sizes or types of
verse. As a rule, when the boundaries of different types change a change in the
subject of the narrative occurs in the polymorphism: the textbook example is a
false song of girls in Eugene Onegin written on behalf of this collective hero by
the choir while the main text on behalf of the author is made iambic.

Later, many theorists of poetry turn to the idea and term ,,polymetry* consist-
ently expanding its volume — for example, by including in the polymeric compo-
sitions those ones in which the poem is conjugated with prose, on the one hand
(the fact that we, following American scientists, offer Called ,,prosemetry*) and
referring to the polymorphic texts consisting of small fragments of different
rhythmic nature, the coexistence of which within a single whole leads to the ap-
pearance of a large number of boundaries on the other hand. M. Gasparov sug-
gests calling such texts ,,micro-polymetry and then begins to talk about
,,supermicro-polymetry*.

Finally, in an article on Khlebnikov’s poem The Shoals of the Slaves,
Gasparov admits that ,,not all of Khlebnikov’s approach is suitable for this ex-
planation®, and that ,,the later poems (1921-1922) are written smoothly and do
not have external signs that their text could have been split into fragments* and
on the basis of this proposes to consistently analyze in the texts of this type lines
of a different nature, in fact, in general, refusing to determine the nature of such
works as a whole.

On the other hand, parallel to determine similar phenomena in verse V.
Kholshevnikov proposes the term ,,unsteady meter*, for which, according to the
scientist, ,.transitions from one size to another are frequent within one rhyme
chain even within one sentence, every thematic Conditionality*, but believing
that ,,such a verse did not form a stable tradition*, while L. Belskaya introduces
the concept of ,,polymorphism* that is close in meaning to the poetic experi-
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ments of S. Esenin. Somewhat later, we proposed the concept of ,,heteromorphic
verse*.

At the same time, speaking of heteromorphism, we mean a wide range of verse
phenomena spontaneously arising in verse culture as a universal counterbalance
to monotonous ordering during all stages of the history of verse: this function is
performed, for example, by free meters in an environment of equally and dispar-
ate, blank lines in rhymed verse, non-identical stanzas next to identical, etc. A
heteromorphic verse in the strict sense of the word (hereinafter referred to as
HMS) presupposes the disorder of the verse structure of the text as a universal
principle of its organization, which saturates its borders of various nature, divid-
ing the text into unordered fragments of fundamentally different lengths.

As discussed, Khlebnikov and his closest followers, first of all A. Vvedensky,
are the pioneers of this type of verse in the Russian tradition. Nevertheless it is
extremely rare in the Soviet poetry with its rigid formal unification of HMV to-
gether with other deviations from the ideological dichoree rhymed norm.

After decades of dominance of the unified Russian verse of the ,,Soviet mod-
el of this kind of work, for which the desire for disorder (and, correspondingly,
the increase in the number of intratextual boundaries) becomes a kind of the
most important vector, appear more and more often.

The verse of many works of modern poetry undergoes a distinct influence of
the principle of heteromorphism at different levels of structure, although it can-
not be called heteromorphic in the full sense of the word; as a rule, they encoun-
ter an incomplete set of the variables listed above; the rest are stable and stable.

If all the traditional types of Russian verse can be represented as special cases
(more ordered forms) of more free types (accentual-syllabic — accentual verse,
accentual verse — tectonic, etc., accentual verse — verse libre), then there is no
place for heteromorphic verse in this construction: it is not a variant of any of
the traditional systems of verse, but it turns out to be an independent type that
lies outside the traditional paradigm although it is related to it in the most direct
way.

Olga Sokolova (Moscow)

The Liminal Subject of S. Zavyalov:
On the Border of the Monodic and Choral Subjectivity

The article explores Sergey Zavyalov’s book Melic (2003) in the aspect of
Viktor Turner's liminality theory that reveals the particular structure of the ,,lim-
inal subject” in the situations of transition and interaction of monodic and cho-
ral, individual and collective subjectivity. The transitional structure of the sub-
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ject is determined by the poet's appeal to melic lyric poetry (VII-VI centuries
BC) when the lyric poetry stand out from syncretic art and the lyric subject sepa-
rated in relation to the collective author. Different deictic and referential markers
expresses liminality of Zavyalov’s subject such as referential shifts, leading to
the formation of a special multiple, or ,,intertextual®, reference of one nomina-
tive group to two objects such as congenial poets belonging to the different his-
torical and cultural epochs.

Zavyalov’s poetic reference features are a combination of different aspects, in-
cluding 1) the self-reference of a name to an object in art reality that characterize
the aesthetic discourse in general; 2) the ,,syncretic” reference of mythological
mentality based on undifferential unity of art, religion and reality; 3) the reference
typical for the Ancient lyrics; 4) the multiple, or ,,intertextual“ reference that
characterize the Zavyalov’s texts, which creates the effect of overcoming the line-
ar time and transition to the ,antitemporality (Viktor Turner’s term).
,Intertextual®“ reference allows to form a multilevel dialogue with Melic poets
and, at the same time, with poets of the beginning of the XX century such as
Archilochus and Ezra Pound, Tibullus and Osip Mandelstam, Pindar and Mandel-
stam, etc.

Zavyalov’s attempt to restore the lost syncretic unity of the text, divided into
elements, to find the connection between verbal and musical codes, to make up
the loss of parts of the text as ,,lacunae“ makes it possible to compare such ar-
chitectonics with a ,,body without organs®, or decentered text by Gilles Deleuze.
Based on the concept of Deleuze, such form of transition between the choral and
monodic entity may be designated as ongoing subject, which is in constant dy-
namics and formation.

Sergej Birjukov (Halle)

Return of the subject

In 2015 the most important Russian Poetry Price ,,Poet” was adjudged to re-
nowned bard Yuliy Kim. This has caused a stir: two poets — Aleksandr Kushner
and Evgenyj Reyn — left, as a sign of protest, the jury not accepting the author
and performer to be called poet.

In 2016 the Nobel Prize for Literature with the formula ,,for having created
new poetic expressions within the great American song tradition* was awarded
to Bob Dylan. Obviously there were no poets in the committee. However the
prize awarding to Dylan has sparked discussions in the press.

In my opinion, both of these cases show that at least one of the trans-genre
forms of poetry began to be perceived as part of the expert community along
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with the usual forms of poetry. And in the case of Dylan, even a ,,new poetic
language* is spoken.

But the bard, connecting in one person the author of the text, music and per-
former, is an extreme degree of subjectivity.

The same, if not a higher degree of subjectivity is inherent to the poet-
performer, the sound-poet. It is no accident that the well-known anthropologist,
creator of the concept of liminality, Victor Witter Turner, showed special inter-
est in border art forms — happening, performance, and theatrical experiments.

The presentation examines the work of the famous Russian-German sound-
poet Valeri Sherstjanoi. Valeri Sherstjanoi in all respects is a border figure. He
stands between the Russian and the German stages, between the languages, be-
tween the visual and the sound. And this unconditionally raises his subjectivity,
as well as that of other experimental poets. Valeri Sherstyanoy has created his
own system of sound-poetry and his own poetic country — , .Lautland* (Sound-
land).

Another liminal figure is Vera Sazhina — poet and musician from Moscow.
Her performances are on the borderline between poetry, music and performance.
This is a special word music, integrating the experience of folk song art, avant-
garde poetry and the spellwork of indigenous and Tuvan shamans.

Poets-performers appear before the public in their subjective quality.

In this situation, in fact, one can talk of a return of the poetic subject to such a
role that is inherent in him, so to speak, ontologically.



